=® = a s dll = s a a L8 dl
nMsANE LTI LINALLNIANTNTTUNIINITR 1nax A 1l AeNINA TuATARARITIEN 20

wneaIsATRd UsrRngnast

IngninusiiludeuniiaaeIn1sAN R NN gR I S YN SN AN AR TN TUTIA
a = = a a a
AN1NAIN9TARIETEUEY  N1AdTNNITIARLTELLREIL
ANLEN®IANART  NaINTINMNINENAE
Tnnadnm 2545
ISBN 974-17-3113-2

-

A1ANIVLIWINAINTLNNINEN AL



A COMPARATIVE STUDY OF CRITICAL ESSAYS ON THE DIVINE COMEDY IN THE 20TH CENTURY

Mr. Sankavat Pradithpongse

A Thesis Submitted.in Partial Fulfilment.of the Requirements
for the Degree of Master of Arts in Comparative Literature
Department of Comparative Literature
Faculty of Arts
Chulalongkorn University
Academic Year 2002
ISBN 974-17-3113-2



v v a N - = = = - ~ Ay e =~
Adeaneniinug nsANEURHLNEULNIANTAITIINIINGERY 1nDY A191 ABNINA
TuARa9EA 20
ot wnel a97ATR] UsTAmgna
a a a
GRYDL 930UARLLFHLITIEIL
G’Q‘I L3N] Ce o =

81A19efLInE HaaA18R91A79E 1.9.9. naengyald meiaiing

AEANHIANART ARNaINIRINNANEAY aulR WiiuAnainusaruiidudou

ULNBINIIANHFNNNAN AL B YTy M TUTIR

al o

.................................................. ADULAADUSANHTANERT

a6

(HHeAIangIa9ee A9, 3.9.9. NAEN ANASTE)

ARUTNIINNITADLANY NS

................................................... 192811N9TNNT

................................................... 213138 13N1

NEIANARIIANTE §.9.9. NBINTYAL ATIINNA)

................................................... NITNNIT

(789ANAAIINNIET AT, BUIALIY) DNINE)



assndal Usshmgwasd | nafinmiBuuifieunviansahsmunssuies nes Aol
ABNLUA luﬁ?‘@ﬁﬁMQ?iHﬁ 20. (A COMPARATIVE STUDY OF CRITICAL ESSAYS ON
THE DIVINE COMEDY IN THE 20™ CENTURY) 9. ABne : 1A, 30.9.9. nesnnyasl
ALiafing, 193 uti. ISBN 924-17-3113-2.

IngninusariuiiqalszasfiNaAns N LINIUATANH UL IONIZI8IN133AN90] 1y
Al91] meauA (The Divine Comedy) TupzafAna3919 20 InendFauiiauiunisiansalialu

ARAIIERALNIW wAZTLNIFIANTDTlUARI 9T TN

HATRINIIANHANLIFIN15IA 90T Ut 9nauATasAAIsIEN 20 W1 gutiuainnig
a o a o ! a rdl (= | 1 £ dl v all 1 1
dsuAtaunadaunllguniansaindumonnzes Insgesulinnisdumaounnandeusg)
Tudiaum SninN98n98 wae Alow pamwA AuFdLNNauMiuazan WAIANNELssius i Tnas]
v & = Zj/ a & 1 2 dl !
gaansaiunanuainuaneanan luyeaie nnsaansaied lugduuuvesAatsuausau iy

1svBnngsd visa AnAaiT 1luFy

AuULNIangnl tmey Al Aauis LUATAAANITTHN 20 111 HanesiiluaN G

UWlLARII AL ULLAY LaZFAIUNITIuNTIN 1A 5L

)

mﬁmmimﬁwqwﬁ LL@zLLuqﬁmﬁlmJjﬁLﬁm

Y o Y

ANNANATYNINNINFE AL TZAUS 19

El) u

=De

Augna19289n1993190ag luuanaadnianig

wﬁ‘wﬂ%i*mlﬁﬂﬂdﬁﬁﬂ%ﬁaaimﬂmm’mﬁwﬁuj

NNAYTN 199UARLLITEILL AL AVENDTANR . oo
a = P A A el
A3 21790uA A LTI ANUNDTAANRNTEALTNE .

fn1sAnmn 2545



# # 4280201222 MAJOR : COMPARATIVE LITERATURE
KEYWORD : DIVINE COMEDY, THE / LITERARY CRITICISM / ITALIAN LITERATURE

SANKAVAT PRADITHPONGSE : A COMPARATIVE STUDY OF CRITICAL ESSAYS
ON THE DIVINE COMEDY IN THE 20" CENTURY. THESIS ADVISOR : ASST. PROF.
M.R. KONGKORN TAVEDHIKUL, 193 pp. ISBN 924-17-3113-2.

This thesis is aimed at studying the development and characteristics of critical
essays on The Divine Comedy in the 20" century by comparing the critical essays in the

century and those written in previous centuries.

The study has shown that the critique before the 20" century was developed from
the commentary to the critical essay, focusing on finding hidden meanings in the text. The
prior texts and the social context in which the author lived were often referred to. Critics
were from many professions. Sometimes, the criticism of The Divine Comedy was

expressed in other art forms, such as in sculpture and in music.

The critique of The Divine Comedy in the 20" century is mostly in the form of critical
essays in which theories and literary concepts originated in the same century have been
applied. Besides the text itself has received more focus than its author. Finally, the critical

essays are presented mainly by. members.of the academia.
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You sculpt well, Dante, but you do not polish;

you are good, but not beautiful;

you benefit, but do not please,

and with too much knowledge you oppress the Muse.

(L'Inferno d'amore, canto V) %

vilTa wudl (Paolo Beni, A.f. 1552 - A.A. 1625) nanad1dum liallngn “naue)”
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(Dante's)... slack lines, forced rhymes, various improprieties,
insufferable obscenities, frequent affectations, and, to be brief, the
horrid, stupid, licentious style, along with endless other errors of
learning and art, show clearly that Dante was a worse than awful Poet,
so little did he have any right to claim superiority over other Poets. And
so it seems to me that he was very unfortunate, with a Poem in which
one can perceive no industry or need of effort, that it should make him
(so he sings) grow thin (the word is his) for many years.

)84

Il Cavalcanti (A.A. 1614
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Although Professor Gilson admits that the Convivio strongly suggests that
Dante passed through "a period of profound forgetfulness of religious truth and
aims," he concentrates on the moral aspect of the poet's infidelity—"the personal sin
of Dante with which Beatrice charges him personally." He argues that this personal
sin is homosexuality, and he refers the reader to the admission which Dante makes
to Forese Donati in Canto XXIII of the Purgatorio, when they converse on the terrace

of gluttony: "If thou recall to mind what thou west with me and | with thee, the present

. . . w22
memory will still be grievous.
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The charge that Dante was a libertine, although not necessarily a
homosexual, goes straight back to Boccaccio, who wrote in his Vita di Dante the
oft-quoted s € n t e n ¢ e which in the translation of James Robinson Smith reads as
follows: "Amid so great virtue, amid so much learning, as we have seen was the
portion of this wondrous poet, licentiousness found a large place; and this not only
in his youth, but also in his maturity." This sweeping assertion is cited by Professor
Gilson in support of his contention that "Dante's contemporaries always represented
him as being passionate and even licentious."

Since Boccaccio wrote some forty years after Dante's death, he was in a
position to base his indictment on proofs, if there were any proofs to be had. The
fact is that he does not adduce a scintilla of evidence. What he does do is to follow
up his unsupported statement with a lament after the manner of Polonius: "tis true,
'tis pity, and pity 'tis 'tis true." Mixing fancy with fact he then cites examples from
mythology and the Bible--dupiter and Europa, Hercules and lole, Paris and Helen,
Adam and Eve, David and Bathsheba, Solomon and his wives—to point the moral
that if Dante sinned he was one among many great personages who sinned in like

23
manner.
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In the title chapter, | focus on the efforts made to map Dante’s Hell during the

Renaissance, and then again at the end of the nineteenth century. This cartographic

tradition, | suggest, demonstrates both scholars’ fascination with the order of Dante’s

fiction and their reluctance to take seriously any inconsistencies in it.”
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This chapter traces the history of internal cartography from the height of its

popularity in the Renaissance to its recent fall into disfavor. | shall ask why mapping

the underworld might once have had an enormous appeal to scholars and general

readers alike, and why it should now be cast as a bizarre and extravagant

enterprise. In the process, | shall try to clear a space for a new reading of the

landscape, a reading that focuses on the ambiguous, even deceptive nature of the

terrain’s description. The final question that | shall ask is not why critics might have

produced misleading maps of Dante’s underworld, but shy Dante might have done

so himself.”
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Although discussions, illustrations, and calculations of the internal terrain are
to be found in several trecento manuscripts and commentaries, the heyday of
infernal cartography extends from about 1450 to 1600. It is during this period that
the shape of Hell emerged as a central critical concern and that numerous scholars
set out to measure and debate its dimensions. Two of the first to undertake the
project were the Florentine architects Antonio Manetti and Filippo Brunelleschi. (...)
in 1481, Landino incorporated Manetti’s calculations into this commentary on the
Inferno; then in 1506, Girolamo Benivieni published a lively dialogue between
himself and Manetti in which Manetti’s ideas were thoroughly considered.”
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Both works had a lasting impact on the history of infernal cartography. The

Landino commentary was highly respected and widely disseminated. It was

“Ibid., p. 24.
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reprinted at least a dozen times and attached to most of these editions was

Manetti’s plan. The cartographic section — a description of the “site, from, and tan”-

was, moreover prominently situated as the leading entry in the commentary.

Benivieni's treatise was less widely available to Renaissance readers, but it

provided a much fuller discussion of Manetti’'s method and supplied the first

drawings of Hell to qualify unambiguously as maps (...). On the far right side of the
engraving, the artist has indicated the depths of the various circles, and on the left
side he as indicated their widths. Limbo, we learn, is 405 15/22 miles beneath the

surface of the earth and 87 2 miles in width; the circle of the luxuriosi is 405 15/22

,miles beneath Limbo and 75 miles across. Perhaps inspired by Benivieni, fifteenth-

century editors frequently commissioned maps for new editions of the Inferno. Maps

are included, for example, in the pirated Aldine editions published in 1515 and

1520.
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Benivieni and LLandino both claimed Manetti as the source for their studies,
but in 1544, Alessandro Vellutelli,-a Sienese scholar, set himself up as an
independent authority. Based on his close reading of the Inferno, he claimed that
Manetti and his Florentine followers had overestimated the total size-of Hell and had
mismeasured several prominent landmarks. Like Landino before him, Vellutello
gives his topographic speculations pride of placement, situating them at eh very

start of his commentary. This topographic section is accompanied by ten elegant

*Ibid., pp. 24-25.
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engravings — one to illustrate each of Hell’s ten circles. At the bottom of each figure,
the circle’s diameter and depth are measured in miles (...).35
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How are we to understand such a curios concern with the dimensions of a purely
fictional landscape? Of the many possible explanations, | find three particularly
pervasive. The first centers on the strong civic passions of sixteenth-century Dante
scholars. These passions are apparent in nearly every study of Hell's terrain. When
Landino first presents Manetti’s plan in 1481, he not only praises the architect for his
perspicuity, but also praises-Florence for counting such a brilliant reader among its
poets and artists. When the Luchese scholar Vellutello refutes these calculations, he
takes the opportunity to mock the Florentine readers who accepted a “blind man” as
their guide. When Galileo lectures on Manetti's calculations he speaks quite clearly
as an advocate for the Florentine cause his goal, he announces, is to refute

Vellutello’s “false calunnie” and to restore the honor of the “dottissima e nobilissima

Accademia Fiorentina.” For both practitioners and spectators the mapping of Hell

* Ibid., p. 25.
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was thus more than a dry academic discourse; it was a topic that excited political as

. . 36
much as philological fervor.
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Another possible reason for infernal cartography’s appeal is the prominence
and popularity of terrestrial mapmaking during the same period. At the start of the
sixteenth century, the study of the earth’s surface had just entered a new, exciting
phase. The recent translation and publication of Ptolemy’s Geographia had
reintroduced European cartographers to the science of projective geometry and set
off a wave of experimentation.38
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A third possible explanation for the rise of infernal cartography emphasizes
the philosophical and aesthetic dimensions of measurement. For Renaissance
humanist and artists, ‘numerical measurement had an importance that went far
beyond mere quantitative precision.-Number was held to be the key not only to

reproducing nature faithfully bus-also to perceiving and representing its harmony; it

36 . .
Ibid., p. 26.
37 < a on ~ Sn 4 4 o
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of geometry concerned with those properties of geometric figures that remain invariant under projection.

The basic elements are points, lines, and planes, http://www.encyclopedia.com/html/p1/projctgeo.asp

[2003, March 25]
* Ibid., p. 26.
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is through number and, more specifically, through proportion that the philosopher
comprehends the unity of creation and that the painter manifests is beauty.39
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This mathematical idealism is extremely clear in the work of Dante’s Renaissance
cartographers. Even a quick survey of their maps reveals a persistent emphasis on
perfect ratios and ideal geometrical constructions while one scholar presents Hell
as an equilateral triangle sliced into ten equivalent wedges, another imagines Hell
growing outward from its center in a series of symmetrically spaced circles.”
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Benché tutto quel che si legge [nel gran libro della natura], come fattura
d’Artifice omnipotente, sia per cid proporzionatissimo, quello nentedimeno € piu
spedito e piu degno, over maggiore, al nostro vedere, apparisce I'opera e I'artifizio.
(...)
And though whatever we read [in that great book of nature] is the creation of
the omnipotent Craftsman, and is accordingly excellently proportioned, nevertheless
that part is most suitable and worthy which makes His work an d His craftsmanship

. . 41
most evident to our view.

* Ibid., p. 32.

“Ibid., p. 32.

“ Galileo, Dialogo dei massimi sistemi (1632), dedication. The translation is from Galilio,
Dialogue Concerning the Two Chief World System, trans, Stillman Drake (Cerkley: University of California
Press, 1677), p. 3. Cited in John Kleiner, Mismapping the Underworld: Daring and Error in Dante’s
“Comedy”, (Stanford, California: Stanford U. Press, 1994), p. 33.
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(...) we suggest, at least implicitly, that the popularity of mapmaking among shrewd
and sophisticated scholars was essentially a historical accident — a peculiar quirk of
fifteenth- and sixteenth-century tastes and concerns consideration of the
Renaissance enthusiasm for ratio and proportion leads us in the opposite direction.
For this attachment to idealized geometry is abridge between medieval and
Renaissance culture, a bridge that does not extend into our century. Unlike Landino,
Galileo, or Brunelleschi, we are not likely to leap at the hint of mathematical
congruence. We are not likely.to believe that numerical structure is the key to beauty
or that'a perfect mathematical order governs the cosmos. And this puts us, as
readers to the Comedy, at a clear disadvantage. Everywhere in Dante’s work we
find ‘evidence that he shares the Renaissance’s fascination with ideal ratios and
perfect proportions we see it in the complex numerological structure of his poem, in

this criticism of the work of other poets in his astronomical excursuses, and in his

observations about beauty.42

* 1bid., p. 33.
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If we consult the early cantos of the Inferno, there is no evidence whatsoever of
rigorous geometry. In the dark wood and in the circles of the Incontinent it is
extremely difficult even to visualize the terrain’s general shape, let alone measure its
dimensions. (...) if we consult the final cantos, however, we find a persistent
emphasis on number, measure, and proportion. In the last six cantos of the poem,
there are no fewer than exacting measurements of the terrain and its inhabitants.®
o a = o G, . o &4
FAIDENLLINAAUTITNN 29 AL 30 ELM‘I_I‘JT?WVI 29 Ui bIRTAALTTENEAN 9 AN N 8 31U
Wusauneea 22 Tud dawluussw 7 30 1eadlng a1a1lu (Maestro Adamo) Landni&usaLag
Py v ) Ho = o a o o ' ,
183AY 10 2819 11 lua AN TIAAUUL LU WAIDTUIEFAAUNYVILTEUNINUADIAULAIN Oftimo
o o s Al = 9 o a4
commento (AMBELNEIAILNNATIARA) m@umuim JU
A 10 9 8 7 6

vdusauae (Aadlulug) 11 22 (44) (88) (176)

k24 dal o % o =R | o o o/ A
ﬂﬂﬂu@quiﬂﬁqﬂqu’)ﬂﬂﬂﬂﬁﬁ‘ﬁﬂ5@’]’1&1‘1)]’1\‘1"1]@\‘1L"J’ﬂﬁ‘@@LL@Z@HLM@’]T‘IWJGM[ﬂ’]uﬁ’;‘@l@ﬂ@"lﬁ

weausnuazlan Tneldgnamduniugueanaisainidusetsisazaanun lafai”

FAVERRMLN 22
» = p/ = —
duriaugudngaa (lud) 7
A 0. |9 8 7 6
LAUTDLUA 11 22 44 88 176
LHURIUANENAN 72 |7 14 |28 |56

* Ibid., p. 34.
“ Ibid., p. 35.
* Ibid., p. 35.
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Deriving a circle’s diameter from its circumference is a relatively simple task,
but it is worth noting that Dante has made the calculation particularly simple by
employing the numbers 22 and 11. Since the best estimate of p/i was given in
Dante’s time by the fraction 22/7, Dante’s readers could determine the diameters of
the 22-mile circle and the 11-mile circle effortlessly. Had Dante chosen different
circumferences for this ditches, the calculation of their diameters would have
involved messy fractions - a circle with a 20-mile circumference would have, for
example, a diameter of 6 4/11 miles and a radius of 3 4/22 miles."
dnsnanaiiauaiuiisnasslugaainsaasusnyai 8 peuiinudng 2 AuReuenm
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More information about he terrain is provided when the travelers cross over
the final ditch of the Malebolge and encounter the giants Antaeus and Nimrod. As
Dante marvels at these huge, terrifying creatures, he repeatedly, even obsessively,
measures their bodies: Nimrod is measured three times using three different
measuring units; Antaeus is measured once.
(...)
Since Antaeus bends over to lower Dante into the central ' well contain Lake

Cocytus, the: measurement of that giant’s height is a clue to the well’'s depth: the pit

should be rough half his height.”’

“ Ibid., p. 36.
" bid., pp. 36-37.
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Soon after Galileo’s lectures on the shape of Hell, the practice of infernal
cartography suffered a rapid decline in popularity. Just as it had flourished in a time
when number, ratio, and proportion were central aesthetic and philosophical
concerns, it languished as these concepts were pushed from center stage. No
seventeenth- or eighteenth-century reader appears to have been interested enough
in Dante’s measurements to try his own hand at mapping Hell or to reevaluate
critically the work of the Renaissance practitioners. Maps of Hell were intermittently
produced in this period, but they were simply new drawings of old ideas — fresh
sketches based entirely on Benivieni’s and Vellutello’s treatises.”
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With the rise of pasitivistic-scholarship in _the late nineteenth century, it again
seemed important for readers to try to produce accurate maps. Some nineteenth-
century readers, like Vaccheri and Michilangeli, devoted themselves to producing
bold new maps of Hell, others to studying and refining the calculations of Landino,

Vellutello, and Benivieni. Even a partial list of the works produced by this new

48
Ibid., pp. 40-41.
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generation of mapmakers testifies to their energy and enthusiasm; between 1880
and 1900 they published for books on the shape of Hell, two brand-new editions of
Benivieni's dialogue and Galileo’s lectures, and a score of articles devoted to
various vexing topographical questions, such as the configuration of the slpe
between the fifth and sixth circles and the orientation of Dante’s spiraling descent
through the I\/Ialebolge.50
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In the eyes of modern commentators like Singleton and Bosco, measurement is a
mark of the Inferno’s “realism.” Number, they suggest, conveys an impression of
arbitrariness, and arbitrariness, in turn, conveys an impression of reality. In the eyes
of Dante’s Renaissance commentators, by contrast, measurement serves a more
symbolic function. The poet’s use of number and proportion reflects, they assume,
Hell's status as God'’s handiwork; the mathematical order of the terrain reveals the
order of the mind that produced it.””
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* Ibid., p. 41.
*Ibid., p. 48.
% bid., p. 48.



77

Of these two interpretations of measurement, the first accommodates
mismeasurement far more readily. When the poet laboriously mismeasures Nimrod,
when the claims to be tricked by the treat distances of lower Hell, when he
commands us to “see” Satan’s impossibly oversized body, he is, we might suppose,
laying a trap for the credulous members of his audience. If his tone at these
moments of “precise” measurement seems teasing, it is because he knows how
likely it is that his readers will misunderstand him and mistake his ironic exposure of
“realism” for a genuine effort in that direction. This is and appealing interpretive
approach in part because it so neatly explains the restriction of measurement to the
lowest circles of Hell: we are tricked (or enlightened) by the poets’ spurious claims
to mimetic precision in the very circles devoted to the punishment of fraud.”
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Accommodating deliberate error within the Renaissance account of
measurement is manifestly more difficult. To follow the lead of Landino and Galileo
and to view Hell as the creation of a divine intellect, which establishes things
perfectly, in proportion to one another, is to locate mismeasurement within a
theological as well as a poetic context, and theology is an arena where Dante is not
expected to play games. )
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Like so many of the damned, Nimrod suffers a punishment that echoes his
crime. God has planted him in the earth like a tower and has allowed him so speak
only an incomprehensible language. Dante, too, tailors his response to the giant to
suit his history. He compares Nimrod’s face to a sculpture symbolizing artistic
excess — the huge, gilded pine-cone — and measures the architect repeatedly. In
the Middle Ages, architecture was understood, above all else to be an art of
exacting measurement and just proportion (...). Since Nimbod is specifically a failed
architect, it makes perfect sense that this most basic architectural principle should
be abused. As Nimrod babbles, so his body is represented in a parodic babble of
conflicting measurements.”’
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Like Nimrod, Adamo practices an art that hinges on accurate measurement. He is a
coiner and is hi Hell for minting adulterate florins (...). Adamo’s abuse of his art is
figured in two distinct ways. Firs, for having coined light florins, hi is afflicted with a
heavy dropsy (“grave idopesi”) that prevents him from moving even an inch in a
hundred years (...). Second, Adamo’s dropsy swells and distorts his body. Just as
the architect’'s head is too big for his torso, so the coiner’s face is too small for his
paunch.56
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“You know,” he continued, shaking Pnin’s hand, “ | am rereading Anna
Karenin for the seventh time and | derive as much rapture as | did, not forty, but
sixty years ago, when | was a lad of seven. And, every time, one discovers new
things — for instance | notice not that Lyov Nikolaich does not know on what day his
novel starts; it seems to be Friday because that is the day the clockman comes to

wind up the clocks in the Oblonski house, but it is also Thursday as mentioned in

the conversation at the skating rink between Lyovin and Kitty’s mother.”
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| have chosen to write about such minor imperfections for several reasons;
first, because the idea of perfection plays such a central role within Dante’ poetry;
second, because the study of anomaly is, | think, an effective way to bare some of
the assumptions that have shaped six centuries of Dante scholarship; and finally,
because the errors are fun and, oddly enough beautiful.®’
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If there'is a moral to this study, it is that instead of suppressing anomalies, cruxes,

and contradition, we might as well learn to enjoy. them.”
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Unlike the Inferno’s cartographic errors, which have had only a minor impact on

modern Dante studies, these citational vagaries have been the subject of

increasingly intense scrutiny; they have been analyzed in numerous articles,
reviews, and monographs and, in the process, have helped stimulate ambitious new
theories about Dante's aims as a writer.””
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The most famous account of this journey is to be found in Statius’s Thebaid,
a work Dante knows well and cites often, particularly in the Inferno. Yet the version
Virgil delivers here differs substantially from Statius’s. in these lines we are asked to
view the general from the perspective of his soldiers and to enjoy their rude

sarcastic cry, “’Dove rui, Anfiarao? perché lasci la guerra?” Our vision of the seer is
that of a coward fleeing the battlefield. This is not at all Statius’s opinion of
Amphiaraus or of his disappearance into the earth. In the Thebaid, that event is
presented as a marvel to be admired, proof of Amphiaraus’s peculiar virtues; it is
because the seer is respected by Apollo that he is permitted to enter the underworld
unharmed, riding on his chariot. The general’s soldiers do not mock his departure;
they are, rather, frightened and disturbed. The interrogative “Dove rui” belongs, in
Statius’s poem, not to an unruly mob but to the god Pluto, and he speaks not in
contempt but in a spirit of wonderment (...).64
nLsR24 (Tiresias) LN WLTIAZNANI NN N E TR e fRandUIEen AN
ApidluFalsrinveasnnldlngifanamune duAensnduma suiiesdluides mmenasln
aa (Metamorphoses) suiuguintinresinazasi z“q'qﬁl,ﬂuz‘é’n;mﬁmumémwﬁLﬂmmm
nsflangaudemeygsvesulduasldnduiunedadlipaduduiianlazesn iy (Juno) waxq
fmas (Jupiter) naziuin i uRnaessnafitslunnswennsal
The most surprising aspect of Tiresias’s portrait is the particular biographical
detail selected for inclusion. Though we might expect Virgil to recall one of Tiresias’s
graver prophecies, ‘he has.chosen to focus-on a memorable but by no means
characteristic even — the seer's sex-change. When this incident is reported in the
Metamorphoses, it is a sigh of the seer's special power. His loss and eventual

recovery of his masculinity draws the attention of Juno and Jupiter and becomes,

indirectly, the source of his prophetic gift.65

* Ibid., p. 60.
* Ibid., pp. 61-62.
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In Inferno 20, Arrun’'s home is a cave set in a picturesque hillside overlooking the
Mediteranean; in the Pharsalia — the original source for Arrun’s portrait — it is the
deserted walls of a city. According to Lucan, Arruns lives in Lucca, not in Luni (.).%°
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In Aeneid 10, Virgil interrupts his narration of Aeneas’s struggles in Italy to explain
that his hometown, Mantua, was founded by the Italian warrior Ocnus. Ocnus,
according to Virgil, named the city after his mother Manto, the prophetic daughter of

Tiresias.

()

In Inferno 20, “Mantua” is also traced back to “Manto,” but in Dante’s poem
Manto is a substantially different person. She is not a mother, but a vergine cruda; it
is not her son who founds the city and names it in her honor, but a group of
strangers who have heard that a solitary witch once lived and died in the Mantuan

fens (...).67
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Eurypylus undergoes an even stranger transformation. A minor character in
Aeneid 2, he is said to have carried a message from the temple at Delphi back to
the Greek troops gathered at Troy’s shore (...).

(...)

When Virgil speaks in Dante’s poem about Eurypylus, he grants the minor
messenger a beard and dark shoulders. He moves him from the shores of Troy back
to Greece and, most importantly, turns him into a full-fledged prophet. It is Eurypylus

who, along with Calchas, sets the date of the Greek’s departure from Aulis (...).68
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Virgil presents fives seers in Inferno 20 derived from four different Latin
epics, and in every case he either mistakes the tone of the text he is citing or
contradicts some basic fact. For a classical poet, it is a curiously clumsy
perfomance. Yet one would never guess this from Dante’s reaction. Nothing that he
says to Virgil during his long address indicates that he is in any way surprised or
disturbed. At no point does he interrupt to ask whether Virgil has made a mistake or
to challenge any of his claims. Though Virgils” errors may have given Dante good
grounds for challenging his teacher's authority, that authority goes officially
unchecked.”
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Up until 1960, there was a general, if implicit, consensus among scholars

that whatever problems existed in Inferno 20 were as much the work of the real poet

* Ibid., pp. 63-64.
* Ibid., p. 64.
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as of his fictional guide. (...) It was assumed that Dante’s silence in the face of
Virgil's blunders reflected a mistaken reading or misrecollection of his sources. The
task of scholars became, as a consequence, the explanation of such puzzling
incomprehension. The articles in the Enciclopedia Dantesca on Eurypylus and
Arruns, for example, hypothesize some kind of scribal blunder. (...) That actual
manuscripts containing such errors have not yet been located is treated as an
annoying but by no means fatal problem: that Dante seems confused in proof
enough that there was some confusion in the text he was Consulting.70
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In recent years, however, critics have tended to move in a different direction.
Instead of seeking philological excuses for Dante’s errors, critics are now more inclined to
interpret such discrepancies as polemical deformations an exemplary instance of this new
approach is Hollander's article on Inferno 20, “The Tragedy of Divination.” Published in
1980, that essay argues that all the poet’'s apparent “errors” are both intentional and
meaningful. Dante moves ‘Arrun’'s _home to the hills. because “the clear view from the
heights, which'is nowhere in Lucan, speaks more forcibly of the character’s failure.” (...)
Discrepancies and divergences that might once have seemed to diminish' Dante’s expertise

as a reader now offer “further evidence that Dante knew classical text[s] better than some

would allow, even well enough to leave us, his readers, dazzled and bewildered.” Dante’s

" Ibid., pp. 64-65.
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silence does not represent a careless endorsement of Virgil’s errors: it is, rather, a tacit
invitation to the reader to notice the gaps and interpret them.""
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As we noted before, there are at least three different errors in this passage: Dante
condemns Eurypylus for a crime he never committee; he links him to a character
with whom he was never involved; and he ties him to an event with which he had
nothing to do.”
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Euripilo ebbe nome, e cosi, ‘| canta
I'alta mia tragedia in alcun loco:
ben lo sai tu che la sai tutta quanta.
(Inf. 20. 112-14)
Eurypylus was his name, and thus my hig Tragedy sings of him is certain
passage — as you know well, who know the whole of it.”
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Dante, speaking throuth Virgil, praises himself for knowing all of Virgil's alta
fragedia. Set in its context, however, the passage has a far more ambivalent effect.
The incongruity between the self-praise and_the poor performance is so extreme

that Dante’s celebration of his scholarship arouses distrust. How can Dante know

the Aeneid “tutta quanta,” how can he be the Latin poet's devoted student, if his

" Ibid., 65.
" Ibid., p. 67.
" Ibid., p. 67.
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citations betrays such willful indifference to the original text? The citing of Eurypylus
is not some conventional display of erudition — the well-placed, unctuous footnote —

it is a troubled and troubling one.”
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Since Eurypylus is named solely in this fraudulent tale, his status in the Aeneid is
uniquely uncertain. He could be a real Greek soldier set into a deceptive fiction by
Sinon, or he could be completely a figment of the famous liar's imagination. This
lack of even a secure fictional claim to historic reality should probably disqualify
Eurypylus for inclusion -in the Inferno, yet there he is marching alongside
Amphiaraus, Tiresias, Asdente, and Michael Scot.”
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“Per0 tassenno che, se tu mai odi
originar la mia terra altrimenti,
la verita mulla menzogna frodi.”
E io: “Maestro, i tuoi ragionamenti

Mi sono si certi e prendon si mia fede,

™ Ibidl, p. 67.
" Ibid., pp. 68-69.
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Che li altri mi sarien carboni spenti.”
(Inf. 20. 97-102)
“Therefore | charge you, if you ever hear a different origin given to my city,
do not le such a lie defraud the truth.” And |, “Master, your words are to me so
certain and do so hold my confidence, that all others would be to me as dead
coals.””
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This is a daring move for Dante to make. Fiction asks of its readers a
suspension of disbelief that is always extremely fragile. Doubts once awakened are
hard to silence, and having been raised about one work they spread quickly to
others. If the history told in the Aeneid can be called a “lie,” then why can’t the same
ugly word be applied to the version recounted in the Comedy? How can Dante
presume to correct this own best source? What right does one poet have to refute
the fables told by another?”
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(...) Dante is free to miscite his classical predecessors, mock their heroes, label

their poems lies, because as a Christian writer he does not ultimately derive his

authority from a secular, pagan tradition. (...) The crisis turns out, in the end, not to

" Ibid., p. 69.
" Ibid., pp. 69-70.
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undercut Dante’s authority but to shore it up, to show us that he is always in control
and insistent that we see that.”
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Purgatorio 22 contains fewer classical allusions than Inferno 20, but it has
played an even more prominent role in discussions of Dante’s citational methods.
The primary reason for this is the canto’s subject matter: the story of Statius’s secret
conversion. According to Purgatorio 22, the-pagan poet is saved from sin and
converted to Christ’s teachings by meditating on the Aeneid and the Eclogues. This
story is naturally of great interest to students of Dantean allusion because the poet
explicitly announces a saving role of secular poetry-and because he does so
without either direct precedent or historical evidence. Though there are many

legends of pagans secretly converted, though there are even legends in which

" Ibid., p. 70.
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poetry is the instruments of salvation, there are no recorded legends in which the
Silver Latin poet is saved by reading the Aeneid — in fact, no legends in which he is

80
saved at all.
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There is also a second motive for the canto’s recent popularity: like Inferno
20, Purgatorio 22 is a canto in which Dante apparently miscites his sources. The
problematic section is Statius’s discussion of his former sin and his explanation of
how two lines from Aeneid 3 — “Quid non mortalia pectora cogins / auri sacra
fames”—cured him of prodigalty.81
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Do we not often see him erring in such a way that he seems to have been utterly ignorant? He
very obviously did not know what was meant by those words of Virgil's, ‘To what do you not drive
mortal hearts, accursed hunger for told?" — which words have never been doubtful to anyone of

. 82
even moderate learning.
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Those who deny that any distortion takes place in Purgatorio 22 have relied primarily on

philological arguments. If the text is confusing, they say, it is not Dante’s fault but the fault of

his scribes, “most of whom,” writes Bruni, “are ignorant dolts.” The most authoritative exponent

of this approach is Petrocchi (.).%

® 1bid., p. 71.
* 1bid., p. 71.
*2 Dante: The Critical Heritage, ed. Michael Caesar (London: Routledge, 1989), p. 191 cited in

John Kleiner, Mismapping the Underworld: Daring and Error in Dante’s “Comedy”, (Stanford,
California: Stanford U. Press, 1994), p. 159.

% John Kleiner, Mismapping the Underworld: Daring and Error in Dante’s “Comedy”, p. 73.



94

: @ = = - o ay - = |
widsziunlunngaluGesineGasunduesanda lu mes 4lad peuwanendndu

o

= y oA : = L =
rasaanuuies weilu iwudn uandiduanunszuil

9/&1‘ <3 dll a o ' =2 <3 dl dy 1% o 1o
gnendsziiuEeulaiininaznatdsdszinuizasundildwFoniu wanwalaitann

o a =]

! ° 1% @ a g ya | A % o a o | dg/
ﬁl’ﬂﬂ’]LLﬂi‘Mj'ﬂ\iLﬂﬁliﬂﬂﬂ LL@ZU@ﬂ’)W@HL[ﬂgﬂQWNﬂ'ﬂN‘LIﬁ]L‘Llfﬂu@qﬂﬁlu'ﬂ‘]_l‘i_l@]ﬁ\iLLZ\]Z@\?I’QVHLT&LM

meﬂugjmmmm’??mﬁﬂwﬁqLmﬁﬁm%ﬁ%ﬁﬁmmﬁﬁﬂﬁﬁ'\iﬁﬂLﬂuﬁuuﬂﬂmmmmjwhﬁiﬁ
udanisnsznnsenattazilunsldliinasffuaiufnu

The readers who have pointed out these problems generally do so to justify

their pursuit of a different solution altogether. After dismissing Petrocchi’s

emendation as implausible, they argue that Dante is well aware of the divergence

between Purgatorio 22.40-41 and Aeneid 3.56-57 and that he is not bothered by it

he is finding in Aeneid 3 a “concealed moral significance.” Dante is entitled to do

this because, as a Christian exegete, he has the right to “spoil the Egyptians” — to

take from pagan texts what is useful toward his won salvation, even if it means doing

violence to the original author’s intent.”*
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This alternative response to dante’s “mistranslation” of Aeneid 3.56-57 finds
strong doctrinal and historical .support. Dante-wrote during a‘period noted for its
active, aggressive forms of interpretation. The metamorphosis that Ovid's
Metamorphoses suffered at the hands of writers like Bersuire is well known, as are

Philo’s and Origen’s sanitizing explications of the Song of Songs. Virgil was himself

one of the writers most often subject to such redemptive appropriations. His fourth

* Ibid., p. 74.
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eclogue, with its talk of a Virgin and a miraculous birth, was routinely glossed as a
prophecy foretelling the birth of Christ. In an extreme yet nonetheless revelatory
moment, Abelard grants the fourth eclogue a higher authority than the prophecies of
the Old Testament.”
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The line of the centuries begins anew. Now the Virgin returns, the reign of Saturn

returns; now a new generation descends from heaven on high.86
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The ages are renewed; Justice returns and the first age of man, and a new progeny

descends from heaven.”
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Though no direct translational error occurs here, as it does in lines 40-41,

Statius nonetheless misinterprets Virgil: Statius is converted by Eclogue 4 because

he is identifies the vague references to the Virgin, the Miraculous Birth, and the New

Order as elements in a proto-Christian prophecy, even though Virgil himself could

not have understood his word in this way. As Dante points out in the Monarchia,

* Ibid., p. 75.
* Ibid.
" Ibid., p. 76.
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Virgil's fourth eclogue elaborates a political rather than a religious allegory; it is

about secular justice and Augustan ambition, not the “empire: of God (..).88
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One vulnerability is the theory’ s functionalist foundation, the assumption that

the “errors” of these cantos serve a well-defined didactic end and that they are

intended to establish the authority of Christian teachings. If this was, in fact, Dante’s

goal in "misreading” Virgil, then we was sadly unsuccessful in realizing it. In the

period when the Comedy’s audience might conceivably have been swayed by its

moral philosophy, Dante’s lesson fell on dear ears. The characteristic response of

medieval and Renaissance readers to Inferno 20 and Purgatorio 22 was not a

renewed faith in the superiority of Christian-values, but distress at the Christian

poet’'s apparent bungling as a classicist. Bruni and others register real discomfort

when they have to defend their poet from the charge of incompetence. Had Dante

been primarily concerned with saving souls, he would-have been better off being

more direct. If he wanted to discredit pagan prophecy, he might merely have

focused on some of the more horrific seers and soothsayers who populate classical

poetry; an accurate summary of Erichtho’s bloody sacrifices in the Pharsalia would,

* Ibid., p. 76.
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for example, have been easily as effective as a biased portrayal of Arruns of

Amphiaraus.89
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A second, related problem with the theory is its failure to account adequately
for the disturbing nature of Dante’s “corrective” procedure. Dante might have hoped
that his most sophisticated readers would eventually recognize the large aims of his
strategic deformations, but he cannot have believed that his strategy would be
immediately self-evident. (...) First impressions matter, and in this case a reader can
hardly avoid the initial impression that Dante is either a poor translator or very
forgetful. By remaining silent about this method. Dante effectively encourages us to
misread his misreading.91
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The final and, | think, most telling difficulty with the notion of “corrective
misreading” is contextual. If it were indeed the case that miscitation-represented an

aggressive effort on Dante’s part to shore up his authority over Virgil and other

* Ibid., pp. 76-77.
“Ibid., p. 77.
*Ibid., p. 77.
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erring pagan poets, then we would expect the sections of the Comedy containing
such polemical distortions to be highly controlled and consistent. In order to draw
our attention to the corrective aspect of his “misreadings,” Dante should convince
us that he is otherwise in command of the situation, but this is not, in fact, what he
does. Far from being a careful, prudent poet in Purgatorio 22 and Inferno 20, Dante
falls (or leaps) into several striking inconsistencies.”
pandaudivluusani 22 9aennauanudieaaiuifsnuazsunauladenuuifung
wanuAmasIrLAa TRedleandanuinesiadn wanwenmguaulatieiignintneuazesile
futig nefaafneulnuensedendiiiedusiiodluauly amugcsfazasiodluniinug
vevanFatesdng Falaangluusend 22 1esnauaudnss ussiaf 109-14
Quivi si veggion de le genti tue
Antigone, Deifile e Argia,
E Ismene si trista come fue.
Védeisi quella che mostro Langia;
ewvi la figlia di Tiresia, e Teti,
e con le suere sue Deidamia.
(Purg. 22.109-14)
There of your own people are seen Antigone, Deiphyle, Argia, and Ismene
sad still as she was. There she is seen who showed Langia; there is the daughter of

Tiresias and Deidamia with her sisters.

lAaLuasnan991 A INAUALIIIaLNA191 “lafiglia di Tiresia” (4Asa12993MIsRSA)

a

o

ANNNINNUTABNTRNENURIAATAAR 16UI8A (Thebaid) WazazAladm (Achilleid) TnsAaai

aa

gnanaauazamauNuin (Manto) filunsansnd nestiuunuiniazuiegnanluiladlfingzie
Inuaairlytluiuneinsninuaw lunsngun 8 Tuussni 20 2e4n1ausnluudy
According to Statius’s two major poems — the Thebaid and Achilleid -- Tiresias has

only one daughter: the prophetess Manto. Yet Manto cannot possibly be an

* Ibid., pp. 77-78.
* Ibid.
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inhabitant of Limbo; as we know from Inferno 20, Manto walks among the false seers
of the I\/Ialebolge.94
neneuntniefndupauissesiualnowtinn SR aadesfum unauie
Uszwatlapiean usifluaau@nluszunaes ez 7lal panini e
Manto’s misplacement is an error entirely of Dante’s making. It is a
contradiction not between different texts and traditions, but within the system of the
Comedy itself.”
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The deliberateness of this particular anomaly is confirmed through repetition. Even before Virgil
names the modern seers, the Latin poet produces a strikingly up-to-date picture of the countryside
around Mantua. As he traces Manto’s passage across northern lItaly, he casually mentions the castle
Tiralli, built in the twelfth century by the counts of Venosta; he refers in passing to an island where the
bishops of Brescia, Verona, and Trent share jurisdiction; and he praises the spanking new fortress built

by the Scaligers in Peschiera — a fortress that was completed only years after Dante’s putative journey

through Hell.
Suso in ltalia bella giace un laco,
a pié de I'’Alpe che serra Lamagna
sovra Tiralli, c’ha nombe Benaco.
Per mille fonti, credo, e piu si bagna
tra Garda e Val Camonica e Pennino
** Ibid., p.78.

* Ibid., p. 78.
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de I'acqua che ne detto laco stagna.
Loco & nel mezzo |a dove'l trentino
pastore e quel di Brescia e ‘| veronese
segnar poria, s’e' fesse quel cammino.
Siede Peschiera, bello e forte arnese
da fronteggiar Bresciani e Bergamaschi,
ove la riva ‘ntorno piu discese.
(Inf. 20.61-72)
Up in fair ltaly, at the foot of the mountains that bound Germany above Tirol,
lies a lake that is called Benaco. By a thousand springs, | think, and more, the
region between Garda and Val Camonica and Pennino is bathed by the water that
settles in the lake, and in the middle of it is a spot where the pastors of Trent,

Brescia, and Verona, if they went that way, might give their blessing. Peschiera, a

beautiful and strong fortress to confront the Brescians and Bergamese, sits where

the surrounding shore is lowest.”

”Luqummﬁlm ﬁ"w,ml%ﬁmmwmmmﬂ'wmnlumi@%mm'f]mi’%@iﬁfmmqmmﬁ
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Fuma191” (his Toulousan admirer)”” ANBTYRYIUBBIFL281IA (Juvenal) wsduaR liuanld
mﬂmdﬁL'J@ﬁ@?’:mmnﬁﬂmﬁlmﬁ’uimx‘m?wmﬂﬁm ANEUN LAZNNINUNITRILATUABNLNSA
(Lombardy) l#agnals

At other points in the-poem, Dante takes great pains to explain how it is that

Virgil has acquired his fragmentary knowledge of modern history; here, however,

Dante gives us no clue how. Virgil learned. these remarkably specific details

96 .
Ibid., pp. 80-81.
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concerning the political, religious, and military organization of thirteenth-century
Lombardy. (...)
Fer la citta sovra quell’ ossa morte;
e per colei che ‘| loco prima elesse,
Mantua I'appellar sanz’ altra sorte.
Gia fuor le genti sue dentro piu spesse,
prima che la mattia da Casalodi
da Pinamonte inganno ricevesse.
Per0 t'assenno che, se tu mai odi
originar la mai terra altrimenti,
la verita nulla menzogna frodi.
(Inf. 20.91-99)
They built a city over those dead bones, and for her who first chose the
place they called it Mantua, without other augury. Once the people within it were
more numerous, before the folly of Casalodi was tricked by Pinamonte. Therefore |
charge you, if you ever hear a different origin given to my city, do not let such a lie
defraud the truth.”
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The concentration of such numerous and various inconsistencies within
Inferno 20 and Purgatorio 22 presents a serious challenge to those who would
redeem miscitation by finding for it a corrective function. (...) Should we allow our
interpretive machine to become increasingly complex, or do we start again with a
new set of assumptions?
| would urge the latter course, and | have my own suggestions about which
assumptions are worth keeping and which can be rejected. | would accept with
Hollander and Barolini that allegory is a critical concern in Inferno 20 and Purgatorio
22 and that Dante’s relation to his pagan teachers is at issue in both cantos. But
rather than emphasize the edifying logic of the cants, | would stress their comic
exuberance. What | find most surprising about /nferno 20 and Purgatorio 22 is the
perverse economy of accidents — everything that goes wrong in these cantos seems
to mirror some other structure or pattern: in.the circle where false prophecy is
punished, Dante allows Virgil to speak with a prophetic foreknowledge of Italian
history; after redeeming Statius- against all historical evidence, Dante has Virgil
accidentally -and inconsistently redeem Manto; in the very canto where Dante

presents himself as an expert reader of the Latin tradition — he commits the most

*Ibid., p. 83.
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astonishing citational blunders. Whenever the poet pretends to establish a rule of
set a precedent, he simultaneously proceeds to violate it, deflect it, or parody it. "
s e ffuauayunesludlumesnouiuingeuaesgaudnsiog (readerly
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| would also give a different account of our readerly responsibilities. In most
theories of corrective misreading, it is the reader’s role to be impressed by Dante’s
display of interpretive authority and instructed by his edifying alterations. | would
suggest that the reader of Inferno 20 and Purgatorio 22 is less Dante’s student than
his victim. Consider again the erudite references of Inferno 20. These allusions are,
to a knowledgeable reader, potentially quite flattering. As Virgil congratulates Dante
for his erudition, the erudite scholar may feel himself included. He may also know
that Eurypylus is named only once in the Aeneid, he may also remember the
passage in the Pharsalia where Arruns is hamed, he may also recognize the story of
Mantua's origins. But if he smiles complacently at the breadth of his learning, if he
feels drawn into the charmed circle of those who know the classics almost by heart,

then he will have fallen into a trap (...).101
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104

= X o=y o Ay v £ o N B SV
annsAnELnANNEnLd DaudunaenanaazilaiduungeinldiduieFessaduun

[<3 ¥ A =

71 2 Useihuaasnisdneiia(misciting) igmienardmanudrdny liuidszinuluGesasaniii

ddn e . o - o o o a4y ¥4
w7 I g dndouaassumluuni 2 WATAMNAUATHANANATYNINATINALARET UB9ATN
. o X
WAHARN97 3 Usznigeiall
ﬂi:mmiﬂﬁﬂmmamwmmﬁhqqLﬁuﬁmmumn HaN LA ULAIINIANNRANAIANEINN

luunilidunisussanefaazan@afludeulvn wazazanmaniufiilusiazasiaundnais

AINIIIUARAAARNTINAL HNEIUITIUARLMAITULAN D UL BNNL AN AAIALARE WG
IFatnainamemanzusazauftananwsaazasiaiueg lulaag udn Aslisnearnnisinueai

WINTIFeseALNIAIIMATI AN INBE NIRRTt RaNATA s et stn LA
dsznsnaesha@esidailutsusundennidesnvauisiaqiii ddiupnsnsanntlssanu

w9an19vIuNu)Retewinladn lwanentniansaiadend s liviud s Tamidulalunig

|
o A

MaglusnudannifesiuBEeaaninwi1iu winuadedaullfautiaonunananlunimnseiis

o ol

4 ! = ) 4 |dl o 1 dglzv | <3 a o
ﬂ@WQQWLﬂuLWHQQU Lﬂﬁl'ﬂ’]ﬂﬂﬁ‘z’)mﬂ’mm? nengl WATaAasATna ULl sz iaunnineeiu

I 1
1% a A

1 o 0% < d’l o o (=1 1 o % ° RS =3
ﬁ]ﬁﬂqqﬁ‘ﬁ’ﬁﬁﬂx‘ijﬁfm aannalvidszihnidn Q_Jﬁ\‘lL‘L]‘HL‘Wﬁ"]i%ﬁmumiﬂﬂ’iiﬂﬁﬂ’ﬁ‘ﬂhﬂuﬂ{]m@ﬂ

1 '
a v vy wa o

189N198 98 UNNHNUNY N IneyTigafiae d18un linge waflussiuudadnandndredunian
useslimeranuuizandnsuenguiuliness s nnsilsviiuiliduzaiidaninosiu

14

Tuanusnlssinuiseauniuengdludn aadumazdasiunaagluasinuuaumnaunieslasd

5% & dl 1 X K | 1 o 1 A 1 I dl
VL@@’]\‘]N’]’Q’mELﬁ‘i U221AUNNAND9AUT ULAINIUIAGINAR “INNITAN” ‘M?‘ﬂill WA Fa9a89nIg

|

¥ o tg a |zill 1 dl a a a 3 [~3 [~
g19mauni i Fesrespaumnizan wluEesasnig “Qﬂ-ﬂiﬁ" N MWﬂ‘ﬂ’]\‘lQﬂﬂiﬂJLﬂH

Ty mngnaiiafimaaiazfeslAasunaRdaauaanun

3

= o

A mFuiEesl idudannmindtindansninedunnuasnisdnsoun Tuliresan Auna

(chronological order) Wimdnataas i lanesas19iiu NeaaTNed A Aty

a

dl a | a}d I £ %’/ a = dl dl |d91 Y & A o J . 1 a
[FXANEEN LL[}"]ﬂuVIL°]JEI‘LL@JWﬂ@uﬂuquuﬁlﬂuiﬂ@ﬂ%%ﬂﬁu\? sﬂ\isLuLL\‘iuLLﬂQﬂL‘MN@HT‘I‘LIQ’]ZQ\W]’N”’]NsL

=2

a

\uFasustengemniusndunIessne Avinge vnuswmsnsalEun aTuasiTadagass

2 1 1 £ a 1 a 1 1 %’/ My a a el v AI dl o/
Jusautaunindisunewmszananaumint wianaaz ld ISlauauasai e uazdanau
LA ULARNNAUITIUN UMD UNENTUT TE NS 21N SR N FILNTUNN UNNLANIAD91a 81
=S tﬂl tﬂl = [l a = 1 1 :I/ |¢3 v
N BN LT N [ R R Rt A R L Rt Tl ol WYL B T EA NP T FTa R CATIR X IT
< o a dll a dl o o a 49{ % [ o % dd‘ 1 [
AazaduayuanAnluFesyrelianmanidwsinatuluaiasunuazdelingugniisumean

psuATafNAuUanAIAUN I 08 NA19AS WBNAINAZTUWLAELANATNYNNDITDIAULO



105

a

udn flazanpudAnaesindisuwenaudiliaainnsiimisasyoynlaswsedidud

'
a a =

WiuinesdtenenGessnetaiatagnununasiuiaiiassduanudsesdion

(% (%
'8

dsznisnarnmeilssiautiinasanisiuaisresieiunararusdlasediseius
Usziduiliflulszidununaulannn wazsumsalaasldqsrupnzasiausndganunnludans
1130 luA142UURINILANEUN WALAIAULANNFA T ANARYN U Tana1de e WA

qaiszasAresiunazuseg lietingls

0o o o dl ’ N = 4 r = a = a o
duiuanaesuniazliaanainneludneainusiauilnaund 4 wazuni 5 uni 4 dul
T84 “Vanishing Acts” 1 99428429378 (Paradiso) laaiuasdtgaindafananinluwg

arsrunasnunRasan ludanedans Tovnalaawasiinuniwaziud ifdulyuadamun

o '

4 9 o o o | @ X X ’
LﬂEIfJﬂ’ﬂ\‘iﬂ‘]_lgﬂLL‘Ll‘Ll (model) m@q‘-m?fmwwmiuqﬂﬂmq LLE]L‘]JM“HQ_,IM’WI UWLALLANUULBIDEINN

=R

eI AviolraimesAnen luiitiaemsnssnnnmanisainensmansiebitlameaiuaes
ﬁuLmL@zmﬁ?@ﬂﬂLL‘U‘umi‘wm@@wmﬁumqﬁl\ﬂﬂmmm%mzﬁﬂﬁ
The fourth chapter moves from literary to scientific error. Here the problems |
analyze are not the obvious ones associated with all medieval models of the
cosmos, but rather problems that Dante goes to great lengths to invent: what | study

are his exacting descriptions of unobservable astronomical events and his design of

an experiment that is impossible to per‘form.102
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In this chapter | shall pose these questions about one marvel in particular:
the human-headed, fur-covered serpent who carries Dante on his back deep into

Hell. Geryon is, arguably, the Comedy’s most spectacular monster, and he is

certainly one of the most disturbing. Though scholars have been unable to locate a

" Ibid., p. 3.
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source for Geryon’s body, and though he thus seems to be one of the few creatures
in Hell whose shape we can confidently attribute to Dante’s imagination, he is not
the kind of creature we would expect a theomimetic poet to invent. His awkward,
unnatural form seems to contradict the ordering, controlling impulse so evident
elsewhere in Dante’s art. The ride on Geryon is an episode that engages many of
the central issue of earlier chapters, and it provides another change to consider the

roles of disorder, error, play and daring within the Comedy.w03
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Indeed, many of the inconsistencies that historically have attracted the most
attention — the conflicting astronomical data of the Purgatorio, the divergent
accounts of Adamic language provided in the De vulgari and Paradiso, the puzzling
waterways of Hell, and the famous “enigma of the Naiads” — are never directly
addressed. Nor can this study be described as a selective but representative
survey, because it treats only vexed sections whose difficulties can, | feel, be shown
to be deliberately designed.104
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“(...) if you had asked the Grimm brothers, true sons of the Enlightenment, if
they believed in the possibility of the kind of metamorphosis that they imagine they
would almost certainly have said ‘No’. If you had asked Dante the same question, he
would (I think) have answered Yes' "'
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Both these works of purported autobiography are first-person narratives of a
comparatively intimate and confessional nature. The earlier of them we presume to
be founded on fact, but the events recorded are so souped upin the telling of them
that the prose-and-verse sequence seems to the modern reader more ideal than

real. Indeed, notwithstanding all its many other qualities, nobody today is likely to

1 Philip McNair, “Dante: The Medieval Grimm” in ltalian storytellers : Essays on Italian Narrative
Literature, eds. Eric Haywood and Cormac O Cuilleanain (Dublin: Irish Academic Press, 1989), p. 15.

" bid., p. 17.
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read the Vita nuova for its story-line, which is highly stylized and esoteric. Cast in its
essential contours in the shape of a travelogue, the Commedia on the other hand is
basically fiction and contrary-to-experience, but it is told with such mastery of

narrative skill that as a story it carries more conviction than the Vita nuova.'”
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The time-honoured recipe for a successful lecture has three ingredients: (a)
tell them what you are going to tell them; (b) tell them it; (c) tell them what you have

told them. There must be some analogous formula for telling a successful story, and

| suggest it might be: (a) captivate their attention; (b) stimulate their imagination; (c)
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consummate their curiosity. But for Dante in particular there is a fourth ingredient
that is paramount, and that is: (d) establish your authority. (...)

If therefore his contrary-to-common-experience story of a living man
travelling through the realms of the dead is to be believed, his reader must early

learn to accept and respect his authority. "

1
A [

Tunsimnuanlatiy Aeannmeusutead mmummqLL@zgﬂmﬁm%umnﬁmf3 FI
In rapid review, let us glimpse some of the hghtlights of /nferno as a story.
The opening scene shows us the traveller's predicament, alone in a dark wook,
having lost the right road; and the traveller's hope, as he reaches the foot of a hill
whose summit is lit by the sun. But this scene is quickly succeeded by a second, in
which we see the traveller brutally prevented from climbing that sunlit hill to safety
by a triple impediment. From the outset Dante-the-storyteller has captivated our

attention.'™

TunsnsduAumUInIeTl e liRsANszaunsasanesdeuand nanaie A
Wrazrglszaunisailunisuaanasvirenisgndndlunanaindu gunieesdudnngs
(German Sheperd) Lil1a1¥

What would one expect to find in a gloomy forest at dawn? Why, wild
animals of course, either in fact or imagination, and Dante-the-traveller is not exempt
from this experience. Try as he will to save himself, he is thwarted from climbing
upward by a leopard, then a-lion, and worse of all a she-wolf. On the literal level of
the narrative, these are simply three menacing wild beasts, and much of the poetic
effect of this second scene depends on the skill with which the narrator has (or has
not) evoked an echoing note of personal experience in this reader. Have you ever
been lost in a city crowd, or as a child wandered too far into a tulgy wood and been

overtaken by the darkness? The emotion of feeling oneself lost, whether among
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people or trees, is unforgettable. Direr still, have you ever been menaced by a
German shepherd dog in alonely lane?' "’
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Dante has done everything within his very considerable power to achieve
this effect of authenticity. He assumes the role of the faithful reporter who is only
concerned to recorded the facts, even to the point of forswearing himself with the
medieval equivalent of “cross my heart and hope to die” (as he does, for instance,
when he encounters Bertrand de Born who carries his severed head by the hair “a
guisa di lanterna” in canto 28). His signal success is due in large part to the
precision of his detail, the sculpturesque quality of his presentation of imagined
phenomena, and his unrivalled mastery of words, some of which he coins as he
COMPOSeS. e
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i ey Flovf Ao TuRlEdumn s (faiy-tale) wonzedrmdsiiimgnisaliinsedna
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Gospel truth) waznasalufinafigndd mmuﬁﬂmlunﬂmuﬁmﬂuﬁlmum LLﬁiLLuQﬁ;ﬂ\‘lLLﬁjﬁu
Lﬂuﬁlﬂ\i@?\i%\igﬂﬁﬂugﬂﬁﬁiﬁﬂ@ﬁﬂ%ﬂﬂﬁﬁﬂﬂmitq&ﬂ?mﬂ
In exploring the borderline between-fact and fiction we have seen that
whereas every fairy-tale contains a kernel of contrary-to-experience event, at the
heart of the Commedia is enshrined the Gospel.truth as Dante apprehended it: Man

is an accountable creature, and when he dies his soul is destined for Hell or Heaven

" Ibid., p. 21.
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(via Purgatory) according to his account with the Creator. Every detail of the story is
fictive, yet — unlike the brothers Grimm — its quntessential story-line is true.™
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There are many different schools of narrative theory and criticism, drawing

from various theoretical traditions. Among them are narrative theories influenced by

psychologists like Jung and Freud, by the semiotic theories of Vladimir Propp and

Claude Levi-Strauss, by the economist Deirdre McCloskey, by the anthropologist

Clifford Geertz, and by the communication scholar Walter Fisher, among many

122
others.
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suggests that he himself made the distinction between fable and fact.””
da/ v o d‘ 1 1 a s a v 173 a o s o 1
uanaIntl gaansnifiadadnnisey e Al asnwa sesldeluniiiaml aanAinans

%

P T a0 TsA £yd) A e = = e
29991197 U NATIHanuARuEEllAuteEeslu wes Alow Asuwa auanlldndwilugiun
Wyiend

“Sometimes in reading the Commedia we tend to forget that it is a story, and

Dante’s narrative skills has to be pointed out to us; at other times (and notably in

'* Rhetoric and Semiotic Traditions [Online] 2002. Available from:

http://www.wlu.ca/~wwwblack/cs203/fall02/October3.htm [2003, February 22]
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Inferno 9 and Purgatorio 8) such is the dramatic tension of the passage that we tend
to forget that it is an allegory, and have to be reminded by the allegorist himself.”'**
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The charge that Dante was a libertine, although not necessarily a
homosexual, goes straight back to Boccaccio, who wrote in his Vita di Dante the
oft-quoted s e nt e n ¢ e which in the translation of James Robinson Smith reads as
follows: ‘Amid so great virtue, amid so much learning, as we have seen was the
portion of this wondrous poet, licentiousness found a large place; and this not only
in his youth, but also in his maturity.” This sweeping assertion is cited by Professor
Gilson in support of his contention that ‘Dante's contemporaries always represented
him as being passionate and even licentious.’

Since Boccaccio wrote some forty years after Dante's death, he was in a
position to base his indictment on proofs, if there were any proofs to be had. The

fact is that he does not adduce a scintilla of evidence.'>’
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utiu “Annani3qna resfunansog
It is difficult to accept a youthful sensualist as the author of the Vita Nuova, a
love story as spiritual and mystical as it is real and intense. That unique work
demonstrates that Dante actually achieved what Cardinal Newman in his essay on
poetry recommends to all Christians: ‘With Christians, a poetical view of things is a
duty,—we are bid to colour all things with hues of faith, to see a Divine meaning in
every event, and a superhuman tendency. Even our friends are invested with
unearthly brightness— no longer imperfect men, but beings taken into Divine favour,
stamped with His seal, and in training for future happiness.’128
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3) Rhetoric and History
4) The Langues of the Arts
5) Hermeneutic Criticism
6) Translation in Theory and Practice'™
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In this study | shall first consider briefly the critical tradition dominant in
Dante studies in ltaly before the advent of these theories, as a means of clarifying,
their peculiar contribution to the study of the Comedy and to Italian literary studies in
general. | shall then consider at somewhat greater length the distinctively lItalian
form of the theories, since this diverges considerably from the way in which they are
commonly understood outside Italy. And finally | shall turn to the approaches to the
Divine Comedy which the theories in general and their Italian versions in particular
have produced. Russian formalism and structuralism, it should be said, arrived in
Italy together, and are of course closely associated movements; semiotics or
semiology — | shall use the two terms interchangeably — is generally considered, at
least in Italy, to have developed out of them while preserving most of their
fundamental principles. It is therefore appropriate in this context to treat the three
movements as a single group, although, since formalism has largely been
subsumed into structuralism, my main focus of attention will be on structuralism and
L 132
semiotics.
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witla.a. 1921 GelasARu “D3anusve9suR” (La poesia di Dante) ananavaslaziaf s
agaNINNIAILAUNaTA.A. 1965 LaefilAen
Although the Crocean influence did not by any means displace the scholarly
emphasis on historical, philosophical and theological interpretation, with a little
exaggeration one might say that it was a dominant factor in the study of the Comedy
from the centenary of Dante’s death in 1921, when Croce published his La poesia di
Dante (...).136
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(...) he [Croce] does use the term struttura in connection with the Divine Comedly,
but in a very special sense: it stands for the poetically inert passages of the poem
which only serve to string together the moments of lyrical inspiration. %
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1 David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and
Semiotic Approaches to the Divine Comedy,’ p. 75.
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" Aldo Vallone, La critica dantesca nel Novecento (Florence, 1976), cited in David Robey,
‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and Semiotic Approaches to the

Divine Comedy,’ p. 76.
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?ﬁlqm@ﬂﬂunifammn’]ﬁmirm%ngum?ﬂmw (critica estetica) el AU L 304 (motifs)
wazANEAN (feelings) A0aNARNUSHAE Lwﬂummuﬁmﬁuﬁ%’uﬁ’h@mﬁimmazmmiﬂ AaE0g
vaguuuuaziasa¥snesdeiiiudensn (verbal medium)
From the post-war years onwards a major influence on the study of the
Comedy has been the work of Auerbach and Spitzer, both of whom made important
contributions to Dante scholarship in the 1940s and 1950s. Auerbach’s and
Spitzer's work as a whole (the former's Miimesis and Literary Language and its
Public were translated into Italian in 1956 and 1960, and a collection of essays by
the latter was translated in 1954) was particularly attractive to many critics of
fundamentally Crocean persuasion, because of its characteristic combination of
formal or structural analysis with a clear focus on the interpretation of meaning and
effect — in Spitzer's case meaning and effect of a more local kind, in Auerbach’s a
broad vision of human life. It offered a model of critical practice which seemed
broadly to remain within the framewaork of critica estetica and allowed an essentially
Crocean exploration of the motifs and feelings that poetry, in these critics’ view, was
about; but at the same time it corrected Croce’s neglect of the form and structure of
0

the verbal medium."*
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Terracini) ﬁﬂmm;ﬁmu%iuﬁmmmmmq@imﬂﬁ
It is particularly evident in the work of three influential critics whose combination of
theoretical interests of an idealist kind with practical analyses of the Comedy helps
to put in perspective the distinctive nature of formalism, structuralism and semiotics

and their contribution to the study of the poem; Luigi Malagoli, author of one of the

10 David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and

Semiotic Approaches to the Divine Comedy,’ pp. 75-76.
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most substantial contributions to the study of the Comedy’s style; Mario Fubini, the
most influential exponent of the Crocean approach to stylistics; and Benvenuto
Terraicni, a prominent linguistician who also had a considerable interest in the
language of literature."’
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Fubini argued, against Croce, that ‘formalist definitions’ were as necessary as
definitions of content for the full understanding of a work of art, its overall tone or
‘dominant feeling’, the ‘spirit’ of the author which ‘can be recognized in the work as
a whole’ and expresses itself freely in its language. (...) Terracini welcomed
structuralism, but only up to a point, as a method and not as a set of assumptions
and claims. (...) Much the same can be said of Malagoli who, in a late work entitled
Strutturalismo contemporaneo (1969), professed himself, somewhat curiously, a
structuralist, but one very much sui generis.ﬂ42
iiflauiudnindansafiamnsdednenBesidanaes ez #lo1 Asuwd Tnadneann
msaszidendllifannaidnuasiauafvesdissiusiuansaandasde (medium) lu
PAUZADINANLUN
Thus in their treatment of the Comedy’s style and language all three writers
move directly from the analysis of the verbal-medium to the authorial feelings and
attitudes which the medium in their view expresses.143
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It should be clear, therefore, that the stylistic analysis of the Comedy by all
three writers is at least consistent with their theory. But such an approach to the
language of the text does have certain deficiencies. It is, at least in the case of the
two broader studies, highly selective and approximative; both Malagoli, who was
accused by Vallone of a lack of philological understanding, and Fubini rely to a
large extent on impressionistic characterizations rather than on the exact
description of structure. Moreover one might well feel that this kind of approach to
the text does little more than confirm a purely content-oriented reading, and gives
little sense of the density, complexity and richness of the verbal medium itself.'*
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Structuralism ‘exploded’ into the ltalian academic world, as Cesare Segre

put it, from about 1963 onwards, largely under the impulse of Jakobson’s ‘Closing

Statement’ and the analysis by Jakobson and Lévi-Strauss of Baudelaire’s ‘Les

" Ibid., p. 78.
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Chats’. The first substantial Italian publications on structuralist literary theory and
criticism appeared in 1965; Segre’ inquiry Strutturalismo e critica, Luigi Rosiello’s
Struttura, uso e funzioni della lingua, and D’Arco Silvio Avalle’s analysis of
Montale’s poem ‘Gli orecchini. These were followed, in 1966, by the first issue of the
journal Strumenti critici which, under the direction for Segre, Avalle, Maria Corti and
Dante Isella, has been the most influential forum for the discussion of new and
especially structuralist approaches to literature; and, in the following years, by a
large number of explicitly structuralist — later, explicitly semiotic or semiological —
contributions by Italian academic specialists to literary theory and criticism. But
perhaps the clearest indication of the influence of these approaches in ltaly has
been the remarkable number of translations of formalist, structuralist and semiotic
texts into Italian in the course of the same period. These include the major works of
Propp, Shklovsky, Eikhenbaum and Tynjanov, as well as Erlich’s Russian Formalism
and Todorov’s formalist anthology, the Prague School’'s Theses , Jakobson's essays
of general linguistics, Barthes’s Essais critiques and Elements de semiologie, the
1966 issue of Communications on the analysis of narrative, Greimas’'s Semantique
structurale, and so on. There followed in the early 1970s the translation of a
substantial collection of essays by Mukarovsky and of Lotman’s The Structure of the
Poetic Text, together with other works by Soviet semioticians, and interest in this
group of theorists and in the Prague School being one of the distinctive features of
modern ltalian literary studies. With considerable justification Rosiello termed the
decade 1965-75 the ‘period of translations’, a period in which, it hardly needs to be

. . . O 145
said, ltalian culture stands in striking contrast to.that of the Anglo-Saxon world.
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(...) From the beginning structuralism and semiotics have mostly been the pursuit of
academic literary specialists well established in their professions (...). The theories
were welcomed not so much, at first, by Italian literature departments (...) as by
philologists (in the Italian sense: filologia, like Philologie in German, has a much
broader meaning than its English equivalent, and include many aspects of the
historical study of literary texts) and my specialists in foreign languages. In part,
clearly this favourable reception was due to the attractions of a broad,
interdisciplinary approach, and to the widespread urge to cultural renovation and
the consequent interest in foreign ideas that most Italian intellectuals felt after the
restrictions of the Fascist period and the difficulties of the immediate post-war years.
But the philologists and foreign language specialists in particular also evidently felt
the need for a radical alternative to the Crocean Critica estetica, and found in
structuralism and later in semiotics one that, with its emphasis on the exact
systematic analysis of linguistic forms, was especially congenial to their professional
concerns.'’
Tassafrefianaasnaninngedanaaulugeem e 1960 IHFLENTNANIAINIY

= A a o ea o | o 1 dl o A [
L°]JEI‘LL‘V]9JﬂrJ’]NﬂWllﬂ\‘igﬂ@ﬂHmuﬂN@Q@ﬂi"m@uLﬂuWWHWHW?‘HQ\TW@@\W@QEﬂ@ﬂﬁmuﬁlﬂﬁ‘@LGT]EI

148 a o A ¥ o a o A [ | 1 Y o a
Tmﬂmnﬂmu@wqm@immLLmﬁmmgﬂ@ﬂwmuﬂmmmﬂumau,?n NUINEAMNUAITHNAANIN

13704n 770229 U TIN IATRIUETINUTI YT 09BN THETINNNITTOUNITUIRNIZRTEITITUITLY” 4l
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" David Robey, ‘Literary Theory and Critical Practice in ltaly: Formalist, Structuralist and

Semiotic Approaches to the Divine Comedy,’ p. 79.
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The structuralism of Italian theorists in the 1960s was predominantly that of
the 1929 Prague School Theses. The literary work, that is, was viewed as a
‘functional structure’ whose different components could only be understood in their
relation to the whole. Thus structuralism was defended by Segre in 1971 as ‘a
method that emphasized the need to look closely at the page, to examine in detail
the elements that compose it and their reciprocal relationship, to see in effect how a

work of art is make and how it works (...).150
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(...) The ultimate aim was not simply to produce a comprehensive description; the

approach also and to be functional. The insistence on function was a characteristic

feature of ltalian structuralism.in the 1960s; for Avalle, indeed, the terms ‘funzionale’

and ‘strutturale’ are virtually interchangeable. The functional approach meant a

focus on how structures work, what they contribute to the whole'in'terms of meaning

and effect.”’

10 John Peck and Martin Coyle. Literary Terms and Criticism (Basingstoke, Hants: Macmillan,

1987) p. 169.

' David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and
Semiotic Approaches to the Divine Comedy,’ p. 80.
" Ibid.
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It has a great deal in common with views of quite different origin, such as the Anglo-
American New Criticism and the later stylistics of Spitzer, and lacks the structuralist
movement’s more distinctive features; significantly, as the terms ‘structural’ and
‘functional’ were interchangeable for Avalle, so ‘structuralism’ and ‘stylistics’ and
‘structuralism’ and ‘formalism’ seem in most respects interchangeable for Segre and
Marcello Pagnini respectively. (...) The result is not so much an example of
structural analysis as an example —a good example — of close textual interpretation,
in which considerable attention is paid to the details of the verbal form, but the main
concern is with conventional kinds of meaning and effect. While this study was
undoubtedly novel in relation to the practice of strict Crocean critics and even
Crocean stylisticians, it is not much different from other modern, non-structuralist
forms of criticism. '™
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The relatively undistinctive character of Italian structuralism in the 1960s was

also due to the constant insistence of most of its leading exponents on the

limitations of the structuralist approach. Segre, Corti, Avalle and Pagnini all stressed

the element of subjective judgement in any structural analysis. While the analyst

must try to be as exact and systematic as possible, he was bound to make a

personal choice as to the question of ‘pertinence’ — which structures, that is, should

be selected as relevant to the interpretation, and how their relevance should be

understood; as Pagnini put it, the analyst construct a simulacrum, not the

simulacrum of the literary object. The implications of this view were pursued at some

length by the philosopher Umberto Eco in La struttura assente, which was

published in 1968 and, according to Segre, provided a philosophical confirmation of

the literary specialists’ viewpoint. As its’ title might suggest, the book argued for a

‘methodological’ rather than an ‘ontological’ or philosophical conception of

structuralism; its conclusion was that the structures identified by the analyst, in a

literary text as in all aspects of cultural life, should be viewed as provisional

constructions, which serve the purpose of scientific understanding, but which

should not be taken'to represent the essential-nature of things. Similarly most of the

leading Italian exponents of structuralism viewed it not as a philosophy or even as a

form of poetics, but as a ‘heuristic method’, a ‘descriptive procedure’ or an
‘epistemological point of view’,'”
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" Ibid., pp. 81-82.
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Thus there was little sympathy among the ltalian structuralists for the

‘ontological’ structuralism of Lévi-Strauss, with its claim to reveal the fundamental
structures of the human mind; there is a striking contrast between Lévi-Strauss’s
response to the questions in Segre’s Structuralism e critica and the responses of
the Italian theorists convassed. Equally, and in spite of the stimulus which it gave
them, they had strong reservations about the poetics of Jakobson, because of its
narrow, unitary view of the structure of literary texts and its lack of attention to
questions of meaning and effect. Even the earlier Prague School and formalist
conception of the essential ‘violation of the norm of the standard’ in all poetic
language was treated with scepticism by Corti, Segre and Avalle.'”
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1% David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and

Semiotic Approaches to the Divine Comedy,’ p. 82.
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It will already be plain, however, that the ltalian structuralists’ rejection of
ontological structuralism and scientific or philosophical poetics did not lead them to
embrace the opposite extreme; of Derrida’s alternatives, they agreed neither with
the Lévi-Straussian (or Jakobsonian) yearning for origins and truth, nor with the
Nietzschean affirmation of play. Corti and Segre repeatedly criticized the French
nouvelle critique for its view of the text as an empty space and of criticism as a form
of artistic creation, arguing instead that the critic's task was to aim for
understanding. Similarly Eco professed his lack of sympathy for the later Barthes of
Le plaisir du texte, just as he had criticized Derrida in La struttura assente; the
critic’s task is to ‘dismantle the device’ of the text, not just to use it as a ‘machine for

. , 157

enjoyment’.
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For Segre, Corti and Avalle the structuralist analysis of literature began in ltaly, avant

la lettre, with Gianfranco Contini (...), especially with his critica delle varianti, the

study of the modifications made by a writer in the process of composing a single

work."*
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The second development of structuralism which we must consider has had a
much greater impact on the way ltalians have thought about literary studies in
general, although, as we shall see, its impact on the study of the Divine Comedy
has probably been less interesting than that of the work we have just considered. At
the end of the 1960s and in the early 1970s the emphasis on the structuralist
approach to literature was to a large extent replaced by an emphasis on semiotics
or semiology. Although there is always a close connection between the terms
structuralism-and semiotics, the relationship is a variable one, and a distinguishing
feature of Italian semiotics may well be its use of non-structuralist theorists such as
the Americans Peirce and Morris. Nevertheless the lItalian structuralists we have
been considering would nowadays almost all prefer to be considered semioticians,
and concur generally in considering structuralism a method that can and should be
integrated into the wider horizon of the subject or discipline or science of semiotics.®
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Ibid., p. 84.
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As with the science of signs, semiotics is concerned with the nature of the
processes of signification and communication, and in particular with the systems or
codes which enable these processes to take place. The semiotic approach to
literature is thus concerned with the literary text as a sign in its relation to these
general processes and systems; it views the text, in Eco’s words, as and ‘aesthetic
message’. There were a number of reasons for the attraction the subject exercised
for the Italian literary structuralists. It presented itself as a global, unifying discipline
that promised to satisfy the urge towards system that many Italian intellectuals have
felt and still feel, and it offered solutions to the main difficulties inherent in the
structuralist method. In particular it suggested the possibility of a more exact and
systematic analysis of literary content, a factor which the structuralist approach had
either treated in a more or less conventional-manner or to a large extent ignored;
semiotics according to Segre, ‘reconstituted the solidarity of expression and
meaning’. It also corrected the-structuralist focus of the internal relations of the
individual literary work by formulating a comprehensive external framework to which

the work could be related; according to Corti, semiotics ‘constitutes a precise

" Umberto Eco, La struttura assente, pp. 61-81, and A Theory of Semiotics, pp. 261-276, cited
in David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and Semiotic

Approaches to the Divine Comedy,’ p. 85.
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mediation between the artistic product and its epoch on the one hand, and the

product and its recipients on the other’."™

4 (=1

wananil el l¥mnudiugn dyaranfamaauuanarsandyaaniuazlnseaiie-

! o 6% o o o 3

eyt furd lundnandoAansanaaulinnudfiuesslssnaunana lunssuaunig

o 7

v
6 o/ =3 L]

1BINTTADANTNINITTUNTIN UINATBBUNYALAIANTNAVNTRY AR LAY THwn gdadns

a

[

(addresser) £{311419 (addressee) @19 (message) Wadaans (code) LiTUN (context) UHAnRUT
sswinagidauazdFuans (contact) enananalfdnlpssaietienunsdmdaugdnm a1 luanied
TnsaielanuuurdSaraRansnnd “swaies s’ 1e9n#uazassiAR i@ eumiiade Aen
ﬁuﬁcymzmﬁla “Fryanguaeidsniaians” (Semiotica filologica) 155ae
(...) ltalian semiotics is distinguished from French structuralism and semiotics in
particular by the attention it gives to all the factors in the process of literary
communication; to use the well-known six-term model of Jakobson (addresser,
addressee, message, code, context, contact), we might say that while lItalian
structuralism was predominantly concerned with the message itself and French
structuralism with the codes of language and literature, ltalian semioticians have
also insisted that due consideration be given to addresser, addressee and context,
and have even taken as active interest in the element of contact, if we understand
this heading to relate to the activity of textual criticism leading to the production of
critical editions. All of this, of course, is further evidence of the strong philological
bias of the ltalian theorists; Semiotica filologica was the title of a recent book by

Segre, and it might equally have been used for most of his earlier work as well.'”
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" David Robey, ‘Literary Theory and Critical Practice in ltaly: Formalist, Structuralist and
Semiotic Approaches to the Divine Comedy,’ pp. 85-86.
" Ibid., p. 86.
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We may leave aside the question of his contact, since that relates to a

specialist discipline which need not concern us here, and the message itself, since

it this respect the semioticians did not add much of importance, at least for our

purposes, to the points we have already considered. As for their treatment of codes,

this paid special attention, particularly in Corti’s work, to such conventional literary-

historical considerations as the literary language tradition, genre rules, and other

specifically literary institutions. By insisting that texts should be viewed in relation to

these, the semioticians were proposing an important corrective to Crocean

aesthetics and the cruder forms of Marxist historicism, but once again they

concurred with many other. forms of modern literary-historical study. A more

distinctively structuralist and semiotic topic is the analysis of plot structures, to

which lItalian semioticians have paid some attention, but here too in a much less

radical way than their French counterparts. Segre and- Corti, at least, have shown

considerable antipathy towards the ‘requirement of maximum abstraction', the

abstruse, universalizing approach to narrative theory or narratology of French

structuralists such as Bremond and Greimas, to whom Segre has explicitly preferred

the ‘empirical analyses; of the formalist Propp; here too their position corresponds to

Eco’s refusal to see structures in universal terms. Both Segre and Corti have argued,
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against many French structuralists, that literary or cultural codes are not the same
as those of language, but are more variable, open-minded and historically specific.
Model of narrative are thus historical models, inseparable from the particular literary
traditions and the social and cultural contexts in which they operate, and in defining
them the analyst must also have due regard for the individual properties of the texts
in which he finds them. The implications of this attitude will become clearer when we
consider Avalle’s semiotic analysis of narrative of the Divine Comec/y.164
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The topics of addresser and addressee, author and reader, have also

featured largely in the semiotics of Corti and Segre ad in that of Eco, again in

contrast to the more radical versions of French structuralism, which have tended to

eliminate altogether considerations concermning the human subject. In all three

theorists there is a‘constant insistence of the two-way nature of the process of

literary communication. Segre has contrasted his author- and text-centred approach

to the more reader-centred semiotics of Eco, but for all three writers interpretation

and analysis must both respect the author's rights or more exactly respect the

codes on which the author draws, and at the same time recognize that these are not

absolutely determining considerations, that the meaning and effect of texts changes

as readers change with history. Reading, Eco says, is a ‘dialectic between fidelity

"™ Ibid., pp. 86-87.
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and inventive freedom’, a position which is not all that far, for instance, from E. D.
Hirsch’s conception of ‘meaning’ and ‘significance’ and their role in the study of
. 165

literature.
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As we are shown by the respondents to Segre’s 1965 enquiry, who were asked their
views on the possibility of inserting structuralism into a ‘predominantly historicist
critical tradition’, from the earliest days of the movement the majority of its Italian
exponents were confident, in keeping with the philological tradition and contrary to
the claims of their critics, that structuralism and the historical approach were
compatible with one another. Nevertheless the structuralist focus on the individual
text inevitably excluded large areas of history, even if it did not deny their
impor’tanoef66
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There are, evidently, other views of structuralism and semiotics in ltaly, but this is
what the two termstare generally understood. to represent. It is not, perhaps, so
much a theory — many of the issues that arise are not pursued very far — as a
systematic set of guidelines, with its own specialist vocabulary, for the practice of
literary history and criticism. As such, however, it has had a major impact on Italian

academic life, for reasons which may easily be understood. More than anything

else, structuralism and semiotics together have served as a general conceptual

" Ibid., p. 87.
" Ibid.
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framework within which their exponents have adapted and combined the main

established traditions of literary study, preserving in the process some of the

fundamental features of each, and at the same time compensating for its excesses

and deficiencies.'
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By promoting a non-referential conception of meaning, this view leads naturally to
the notion that literature deals not with the ‘real’ world, but with itself. In the case of
the Comedy, clearly, such a notion creates considerable difficulties, since more
than almost any other literary work the poem seems to relate to concrete reality and
to history; while most readers will admit that it is also about problems of writing,
hardly any will be inclined to see these as its principal subject. In view of this,
therefore, and in view of the peculiar characteristics of Italian structuralism, it is not
surprising that the approach mapped out by Jameson and Sollers seems to have
8

had no following in Italy.16
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(...) indeed his [Contini’s] influence on the development of Dante studies as a whole
has been quite remarkable, both through his contributions on a wide variety of
specific subjects, and through his general insistence on the close analysis of the
Comedy’s verbal texture (critica verbale) at the expense of traditional exegetical
(‘ideological’) interest. Another philologist, Contini, was considered by the
structuralists, as we have seen, to be the originator in Italy of the kind of literary
analysis they advocated, and there are undoubtedly signs of formalist and
structuralist influences in his work. At the same time it is difficult, in his case among
others, to distinguish theoretical influences from those of modern literature,
particularly modern poetry; moreover he has constantly refused to align himself with
any single theoretical position, insisting on the validity of old (especially Crocean) as

well as new methods (...)169
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In fact Contini’s notion of the experimental and multilingual character of the

Comedy’s style was first put forward in an article of 1951, under the influence,

presumably (if we need to look for an influence), of his readings in-modern poetry,

and well before the advent of formalism and structuralism. Besides, the notion

relates to the distinctive features of Dante’s style, its peculiarly innovative character,

whereas in formalist and structuralist thinking the violation of the norm is a property

" Ibid., p. 91.
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of all poetic language. Much the same can be said of three developments of
Contini’s idea, all of which show little or no evidence of specifically formalist and
structuralist influences, in the following years: in 1957 Luigi Blasucci drew attention
ot what he called the ‘violent expressive creativity’ in the Comedy, its ‘language full
of energy’; in 1961 the avant-garde artist Edoardo Sanguineti, within the largely
Crocean framework of the Interpretazione di Malebolge, also underlined the
tensions and shocks in the poem’s style, the effects of ‘explosive intensity’ and
‘visual aggression’ which it creates; and in 1968 Bruno Porcelli developed
Blasucci’s notion of the ‘linguistic energy’ of the Comedy, drawing particular
attention to the metaphorical use by Dante of terms removed from their normal
context of use, and not motivated by the ‘demands of realistic imitation”.'”
Ta.A. 1966 Unaanls (Pagliaro) AN®IN17IEN1EINAUBIAUAAINANTULAAITES LA
Alasl pouiud ﬁﬁi’quﬁummﬂﬁﬁ'qﬂﬂ TR LHIUAN UL RN Z TR A1TRIAUATRLAY LAY
wanaliiiudnwuruntlsznnsuesaninasesglansailonuazinsaairelion oEuHuaneld
Wiunadzsnelunisldnenaesdiue Huusnglinealusssussauan Tlaudannslddmiil
AREWLINNT L Lae 9UANWNI N19aEAIN LATAINIZURINDLAT
(...) Pagliaro’s study of Dante’s linguaggio poetico in his Ulisse of 1966, one of the
most extensive treatments of the subject, is more concerned with features that the
Comedy's style has in common with poetic language in general, with much less
emphasis on the individually innovative character of Dante’s writing, and show
certain clear signs of formalist and structuralist influence; it suggest a number of
ways in which language is ‘actualized’ in the poem through departures from the
forms of ordinary communication-involving the use of rare words, metaphors, ellipsis

and verbal rhythm.‘71
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(...) Pagliaro’s study is a highly eclectic one, and depends on a general view of
poetry essentially foreign to the two theories; that poetic language is by its nature
iconic, that unlike ordinary language it has a ‘necessary’ relationship with reality,
and thus conveys a state of renewed or heightened contact with the world of
. 172
experience.
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Following this line of approach Bertinetto, a pupil of Beccaria’s, argued on
the basis of a computer analysis that the stress patterns of the Comedy, though
predominantly iambic, are characterized by the recurrence of identical schemes at
more or less constant intervals without any evident relationship to similarities of
content. P. G. Beltrami has-extended Contini’s list of rhythmico-syntactic figures,
citing instances such as the frequent occurrence of the word aere followed by an
adjective, alta followed by a two-syllable noun-followed by a two-syllable adjective,
etc.; the reappearance of the same word in the same pasition in a number of

different lines, and so forth. G. L. Pierotti has pointed out that in almost one quarter

of the terzine of the Comedy the third line begins with che or with another relative
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pronoun, and a great many have the same particles at some other point in the

second of third line.'™
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If we turn from formalism and structuralism to semiotics, (...) we find only a

few studies of the Comedy marked by a distinctively semiotic approach, and these

are mainly concerned with structures of plot and narrative. The best known is

i David Robey, ‘Literary Theory and Critical Practice in Italy: Formalist, Structuralist and

Semiotic Approaches to the Divine Comedy,’ p. 94.



142

Avalles’ work of ‘semiological models’ in Dante’s poem, praised by Segre for its
concrete, text-orientated and historical character. There is in fact something of a
gap between the general conceptual framework Avalle proposes and his detailed
arguments on the subject of the Comedy’s literary codes. The conceptual framework
is that of a narrative ‘grammar’ made up of ‘motifs’ and ‘functions’; the status of the
functions, Avalle suggests, is parallel to that of phonemes in natural language,
groups of functions conveying narrative meaning in the form of motifs, in the same
way as groups of phonemes carry meaning in the form of words. The linguistic
analogy, characteristic of ‘classical’ French structuralism, might lead us to expect
an analysis of a highly abstract, universalizing kind, in the style of Lévi-Strauss; but
Avalle’s study simply points to a series of more or less formal analogies between the
episodes of Paolo and Francesca and of Ulysses in Inferno, and earlier medieval
narrative texts, respectively parts of the Arthurian cycle and two Alexander
romances. The analogies are expressed through a heterogeneous and apparently
ad hoc set of categories partly derived from Propp; the ‘disruption of the equilibrium
of the family’, the ‘intervention of the helper’, the ‘breach of the matrimonial taboo’,
the ‘tragic chase’, and so forth. Thus while the semiotic approach directs attention to
the structure rather than the content of Dante’'s narrative, and indicates a
relationship with texts not normally considered in the same connection, the practical
analysis it produces remains substantially within the limits of the traditional literary-
historical study of the poem.”5
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Much the same may be said of Marchese’s sketch of a ‘structural’ (but also
semiotic) analysis of the Comedy, which, apart from the use of structuralist and
semiotic terminology and a strong inclination to abstraction, offers a fundamentally
conventional interpretation; and of Bettini's study of ‘semiological models’ in Dante’s
use of his Latin sources. Other contributions in the three-volume collection
Psicanalisi e strutturalismo di fronte a Dante, notably those of Paolazzi, Gabrielli
and Diotti, are too jejune to merit much attention, merely demonstrating, at most, that
it is possible though not necessarily helpful to describe the poem in terms of
Proppian functions of Greimas’s ‘actantial’ analysis.j76
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All these studies may be contrasted with what is possibly the strictest structuralist or
semiotic approach to the Comedy's content, the Swiss critic Geninasca’s ‘Notes for
a Structural Analysis’ of the first canto of Inferno. This is both highly abstract and at
the same time closely focussed-on the detail of Dante’s text, which it decomposes
into ‘actantial’ categories and a series of binary oppositions such as nature/culture,
wild/tame, static/dynamic, and so on. The high level of generality of these
structures, together with the relative absence of traditional interpretative

considerations, brings Geninasca'’s study far closer to ‘classical’ structuralism than

" Ibid., p. 96.
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the work of Avalle, Marchese or Bettini, and indicates rather nearly the characteristic
divergence between the French and Italian approaches.177
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An even more striking indication of the nature of Italian semiotics may be

seen in Maria Corti's recent volumes on Dante, Dante a un nuovo crocevia and La

felicita’ mentale, which deal with a closely related set of topics, although only the

former contains a discussion of the Comedy.178
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It will be now be clear that the effect of formalism, structuralism ad semiotics
in Italy has not been, contrary to-their effect elsewhere, to redraw the boundaries of
literature. It'is notable, in this connection, that the post-structuralism of Derrida and

the more radical structuralism of Barthes's later work do not seem to have

penetrated the Italian academic world to the extent that they have to American, for

" Ibid.
" Ibid., p. 97.
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instance (...). However, what formalism, structuralism and semiotics have done, in
the case of the Divine Comedy, is to redraw to some extent the boundaries of the
literary, through the shift of attention which they have helped to bring about, directly
or indirectly, to the verbal medium and artistic organization of the poem. (...) Many
will be inclined to take it as an indictment of the theories, even of literary theory as a
whole, while others will probably take it as an indictment of the peculiar form the
theories assumed in ltaly, the characteristic deadening of their impact. However, the
purpose of this study has not been to propose either of these points of view. The
aspect of the history of Dante studies we have been considering merely reveals the
usual gap between literary theory and critical practice, a gap which is not in the
least to be deplored. The function of theory is not, principally, to prescribe a method
for the practice of literary study, but to provide the means for reflecting on this
practice. Thus while we may regret the Italian academic theorists’ emasculation of
structuralism and semiotics, we must also recognize the intrinsic value of their
achievement, irrespective of its consequences in terms of critical productivity, in

absorbing these theories into the academic institution.'”
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The study of the Comedy concerns the episodes of the heretics and of Ulysses in
Inferno and of Siger of Brabant in Paradiso, all of which she reinterprets in terms of
these thirteenth-century influences. Interesting as it may be, her work thus belongs
to traditions of source investigation and philosophical interpretation which go back a
very long way in Dante studies, and is not at all distinctively semiotic in is method; at

. . s . 185
most it makes occasional use of semiotic terminology (...)
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Narrative can be only “dramatic at one remove” when it describes events which, if
witnessed or experienced directly, would be felt as dramatic. It is more intrinsically
dramatic when it embodies the dramatic features of what it records. As a verbal
medium, then, literary narrative is most directly dramatic when the words in the text
directly engage the reader as a listener or participant. On the view, direct speech,

. 3 . . 187
or dialogue, should be the prime source of drama in narrative.
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The best way of answering this question, it seems to me, is to narrow our
focus and concentrate, within the Commedia, on words used by speakers to

. 188
influence other speakers.
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In the theatre, drama without words can take shape as mime, ballet or

puppetry, while word-based-drama involves_such non-verbal elements as gesture,

spectacle and staging. In its own medium, Dante's Commedia contains narrative
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Ibid., pp. 27-28.
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Ibid., p. 28.

189 A Ao oA Y a ' o A o ¢
ETIJLL‘]J‘]JV\%GVW]'JﬂzﬂiLﬂWL?ENI@UI“ET’]?UTY]'WHG V;} NTUNNAIRDW, Wﬁ]%"l‘lﬁﬂi&lﬂ‘ﬂﬂ

ITIMNTIN BINgY — [ne (NF9NWY: NTUUNADEDW, 2545) 11 265.



152

representations of mime and pageant, with words portraying events the dramatic
impact of which is primarily non-verbal. 1%
TuunasneeednAyes il dne s uiEnssuuas oy ”m:mi@ﬁwuﬁuiﬁ*ﬂ“m
deazFeulfidiuluanniur iy Gesdunnildyniesus flaiasassudananedy wlsaeu
(Geryon) uaz nsaNNang Wisumuem
Some of Dante’s most striking examples of mime or gesture have a ritual,
symbolic character, made all the more suggestive when episodes echo each other
throughout the poem. At the beginning of the Purgatorio Virgil is told to encircle
Dante’s waist with a belt made out of a green rush. He picks a rush growing near the
seashore and girds Dante with it. Miraculously, the plucked reed grows instantly
again in the same spot. Dante’s new sash fits him out for his journey up the
mountain. This scene will be echoed in a figurative coronation and religious
investiture with which Virgil bids farewell to the free Dante at the top of the mountain
of Purgatory (XXVII. 142): “io te sovra te corono e mitrio” [l crown and mitre you
over yourself”]. And it reflects an earlier mysterious ritual in the Inferno (XVI. 106-36)
when Dante and Virgil come to the edge of the seventh circle, that of violence. At
virgil's behest, Dante undoes a cord (portentously linked with the three beasts from
Canto |) which he has been wearing around his waist, and Virgil flings it over the
cliff. The outcome is starling dramatic. A pantomime dragon swims up from the
depths: Gerione, specifically labelled “foul image of fraud” (XVIL.7), who is to carry
them on his back to'the next-depth of iniquity.-Disregarding Gerione’s considerable
allegorical (and possibly autobiographical) interest, we may simply note for present
purposes that, as a piece of theatre, throwing-your belt over a cliff and getting an
airborne serpent back instead is splendid instance of hallucinatory mime, akin to an

Indian rope-trick. Also worth noting is the reciprocal nature of may dramatic events

" Cormac O Cuilleanain, “Quell'arte: Dramatic Exchange in the Commedia” in Word and Drama

in Dante : Essays on the Divina Commedia, ed. J.C. Barnes and J. Petrie (Dublin, Ireland : Irish

Academic Press, 1993), p. 28.
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in the Commedia — in this very physical case, the serpent’s flight echoing the
trajectory of Dante’s waistband."’
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Close to mime is pageant, a form of drama which if it contains words uses
them undramatically, almost like captions. The angels in the Valley of the Princes
(Purgatorio, VIII. 94-108) wordlessly repel the serpent of temptation of the edification
of the saved souls waiting to be purges. This re-enactment of the temptation of Eve,
with its changed (happy) ending, was announced in advance when Dante saw the
two angels arrive, and Sordello explained that they had come to guard the Valley
“per lo serpente che verra vie via” [“because of the serpent that will presently
come”] (VIII. 39). Words can also be spoken as part of a performance without
having an essentially dramatic character. At the top of the mountain of Purgatory,
following the confrontation and reunion between Dante and Beatrice, the tormented
history of the Christian Church is summarized in a sort of mystery play involving an
eagle, a fox, Beatrice, a dragon, an apocalyptic monster, a harlot and a giant (XXXII.
109-60).
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The essential difference is that the one-line utterances in pageant sequences do not

require an answer from the listener; our only permitted response is passive

" Ibid., pp. 28-29.
"2 Ibid., p. 29.
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acceptance of fact. Any complete, definitive statement is a conversation-stopper; it
may inform the reader but it serves to exclude rather than to include the listener. 1%
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Dante’s Commedia essentially present drama as pageant [.. 0

atelafinn fRanenifvlindnnidingn Jldnnnisyaaciauiiuazas wazynnig
dl [~ c A G £ 1 o o 2 d‘ v

wasulmaziluazaslufizeazAsauaLLi ATV LA Aa4a8190NUsena U AW INe 4379
AruaNiRANuazmsTidnIW

So not all speech spoken directly by characters is dramatic. Conversely, not

all dramatic gesture can be relegated to the status of mime or pageant. Indeed,

gesture is often intimately bound up with speech in order to make an intensely

dramatic point. A gesture is an actin which may serve a utilitarian purpose but

which, more importantly, communicates something. The image can reverberate both

inside and outside the confines of the Commedia.'”
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Take something as basically symbolic as reaching out one’s hand. Brunetto

LLatini snatches the hem of Dante’s garment (Inferno, XV.24), before proceeding to

" Ibid., pp. 29-30.
" Ibid.
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Ibid., p. 31.
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an emotional exchanges of words. The gesture itself is reminiscent of one of the
most graphic moments in the gospels, when the woman with the issue of blood
touches the border of Jesus’ garment (Luke 8. 43-48). And it takes its place in a
series of related gestures in the Inferno. Filippo Argenti reaches out his hands to the
boat on the Styx and is roughly repulsed by Virgil (VIIl. 40-42). Later, at Virgil's
instigation, Dante reaches out his hand to pluck a twig from a tree, which is the soul
of the suicide Pier della Vigna - and the gesture is emphasized by the
foregrounding of the action: “Allor porsi al mano un poco avante” [“Then | stretched
my hand a little forward”] (...).196
dauvinnnefigesden st dRansaliiudaviamneifldiaauniing luednen
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The direction of one’s gaze is an important component in a conversation. But its
dramatic or interpersonal meaning depends very much on the context, and is
function changes radically between the Inferno and the Paradiso.

In inferno XX Dante is appalled by the distorted image of the human form —
the soothsayers’ heads completely twisted around on their necks. He appeals to the
reader to imagine how he could possibly have kept his face dry. He leans against
the rock and weeps (of the two functions of eyes, seeing is more painful than
weeping). Virgil immediately reproves him for feeling pit against God’s judgement,
and orders him to look at the soothsayer who was swallowed up by the ground
before the eyes of the Thebans (...).

(...)

The emphasis on seeing as a gesture, and seeing the punishment of one whose

divine downfall was also seen by his enemies, puts Dante in the position of an

" Ibid., p. 31.
" bid.
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intrusive witness. Seeing these people is a hostile, threatening actions and their
shame at being seen is constantly underlined.

(...)

In the Purgatorio , on the other hand, there is no infamy in being seen; for
example, Dante’s friend Forese is happy to name the gluttons made unrecognizable
198

by hunger (Purgatorio, XXIV. 16-18).
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(...) in Purgatorio XXX, when Dante turns to him for comfort, Virgil has suddenly
diapered, and Beatrice directs her yes at him from her chariot (...). She challenges
him with the command: “Guardaci bene! Ben son, ben sono Beatrice” [“Look at me
well: indeed | am, indeed | am Beatrice!”] (line 73). We are back to the idea of sight
as punishment, and identification as shame. In her first tirade against Dante,
Beatrice names him — the only time that his identity is openly revealed in the whole

. : . . 199
poem, and as embarrassing an event as the naming of sinners in Hell (...).
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Dante, talking about Vanni in the third person before this face (and offensive
conversational habit), asks Virgil to tell Vanni not to slope off but to confess the sin
that dragged him down here (lines 127-29). Vanni replies, not through the interpreter
but directly to Dante:

E ‘| peccator, che ‘ntese, non s’infinse,

ma drizzd verso me I'animo e ‘I volto.

(Inferno, XXIV. 130-31)

" Ibid., p. 33.
" Ibid.
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[And the sinner, who heard, did not dissemble, but directed towards me his
mind and look.]

Here, yes contact signifies an intense confrontation of mind and sight.
Covered in shame, Vanni confesses to the theft which led to his eternal punishment
in the snakepit. Then, in case Dante is thinking of gloating over his embarrassment,
he launches into a prophecy of the imminent downfall of the White Guelfs, Dante’s
political faction, ending with the venomous words: “E detto I'ho perche doler di
debbia!” [“And | have said this that it may grieve you”] (XXIV. 151). What might have
been a generic prophecy has been dramatically personalized and presented as a
move in a personal confrontation between Vanni and Dante.””
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(He who on earth usurps my place, may place, which in the sight of the Son

of God is vacant, has made my burial-ground a sewer of blood and of stench.)204
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again at line 49. And “quell’'arte” is reiterated in a taunting way at line 81, when

Farinata prophesies that Dante will learn how difficult that art can be (...).205
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How strongly articulated were later representations building on the earlier
ones, how inordinately careful their schematisation, how dramatically effective their
placing in Western imaginative geography, can be illustrated if we turn now to

, 206
Dante’s Inferno.

(...)
(...) each of the figures in Dante’s vision not only represents himself but is also a
typical representation of his character and the fate meted out to him."
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Even though the Koran specifies Jesus as a prophet, Dante chooses to
consider the great Muslim philosophers and king as having been fundamentally
ignorant to Christianity.209
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Dante’'s powers as a poet intensify, make more rather than less
representative, these perspectives on the Orient. Mohammed, Saladin, Averrdes,
and Avecenna are fixed in a visionary cosmology — fixed, laid out, boxed in,
imprisoned, without much regard for anything except their ‘function’ and the
patterns they realize on the stage on which they ap]oear.210
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invest the seemings of bodies, the seeming bodies in the quest for truth... In a

lopsided, limping fashion.”"
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In love with himself without knowing it, a victim of his sight that appears to
him as creating the world, the poet tends to mistake the world for a show—arbitrary,
false, liable to be manipulated by himself. Out of uprightness, however, he turns
away from it and, to punish himself, closes his eyes. Beatrice alone allows him to
accept an Other as the source of his visions, which are thus the realities of the Other

and not ‘poetic’ or ‘childish’ delusions.”™
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Daughter-father incest, like the sin of Narcissus, is an infringement of upright
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