"FrancescaaRimini,"

pany,” 31.17), as well as the Eagle’s presentation
of Charlemagne as the sixth and final Roman
emperor in Par. 6.96 (relevant, as mentioned
above, to Dante’s devalorization of the “merely
French” Capetians as lacking legitimacy in terms
of the Roman imperium; cf. Purg. 20.52).
Dante locates France geographically and lin-

guistically in DVE 1.8.5-6. He differentiates

French from the two other Romance vernaculars
(“Hispanic” and “Ttalian”) in his taxonomic sys-
tem, using its affirmative particle (0i]) as its iden-
tifying label (as opposed to oc and s3, respectively).
He situates the territory of French speakers as bor-
dered by the Germans to the east, by the sea to the

_north and west, and by the Aragonese mountains,

Provence, and the Apennines to the south.

In DVE 1.10.2, Dante expounds in general
terms the forms, subjects, and genres that he
deems most appropriate to the particular qualities
of the French vernacular: Allegat ergo pro se lin-
gua oil quod propter sui faciliorem ac delecta-
biliorem vulgaritatem quicquid redactum est

© sive inventum ad vulgare prosaycum, suum est.
- videlicet Biblia cum Troianorum Romanorumgque

Lr»_gestibus compilata et Arturi regis ambages pul-
" ‘cerrime et quamplures alie ystorie ac doctrine

(“Thus the language of il adduces on its own
. behalf the fact that, because of the greater facility

~and pleasing quality of its vernacular style, every-
" thing that is recounted or invented in vernacular
#prose belongs to it: such as compilations from ‘the
“‘Bible and the histories of Troy and Rome, and the
' [very beautiful adventures] of King Arthur, and
. many other works of history and doctrine”).
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Francesca da Rimini )
The daughter of Guido Minore da Polenta (also

referred to as Guido il Vecchio da Polenta), lord of
Ravenna, and the aunt of Guido Novello da
Polenta, Dante’s host in Ravenna during the last
years of the poet’s life, Francesca married Gio-
vanni Malatesta (called Gianciotto, “crippled

. John™), the second son of Malatesta da Verrucchio,

lord of Rimini, circa 1275. The marriage, which
testifies to the political alliance between the two
principal incipient despotisms of Romagna (both
Guelf), and which produced a daughter, Concor-
dia, ended in tragedy. According to the stories that -
have accreted around [nf. 5, Francesca entered into
an adulterous love affair with Paolo Malatesta,
known as Paolo il Bello and third son of Malatesta
da Verrucchio. She and Paolo were killed by Gian-
ciotto, most likely between 1283 and 1286. The
date of death must be inferred circumstantially,
like every other event of Francesca’s unrecorded
life. Paolo, who in 1269 married Orabile Beatrice,
countess of Ghiaggiolo (by whom he had two chil-
dren), was in Florence as capitano del popolo
(“commander of the local militia”) in 1282; he ten-
dered his resignation on the first of February, 1283,
and returned to Rimini. By 1286 Gianciotto had
remarried (his second wife, Zambrasina, daughter
of the traitor Tebaldello de’ Zambrasi of Faenza,
bore him five children).

Dante condemns the two lovers to the second
circle of Hell, reserved for the souls of the lustful,
or carnal sinners: i peccator carnali, / che la
ragion sommettono al talento (“the carnal sinners,
who subject reason to desire,” Inf 5.38-39).
Hardly prolix, the text of the Commedia offers
only the following information, in this order:
Francesca’s birth place (Siede la ferra dove nata
fui / su la marina dove | Po discende / per aver
pace co’ seguaci sui, “The city where I was born
sits beside the shore where the Po descends to have
peace with its followers,” Inf. 5.97-99), her Chris-
tian name (Francesca, i tuoi martiri, “Francesca,
your sufferings,” Inf 5.116), the fact that she and
her lover were killed by a relative (Caina attende
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chi a vita ci spense, “Caina awaits him who extin-
guished our life,” Inf 5.107), the fact that the
lovers are in-laws (i due cognati, “the two in-laws,”
Inf. 6.2). This presentation is remarkably oblique,
on a number of counts. First, it forgoes altogether
the names of both Francesca’s lover and her hus-
band. Second, while Francesca’s Christian name is
registered, her family name must be inferred from
her natal city, Ravenna, which in turn is never
~ named but altuded to in an ambiguous geograph-

ical periphrasis. Third, the fact that she and her
lover were killed by a relative is presented in one

compact and elliptical verse that in itself requires

glossing:-“Caina awaits him who extinguished our
life” implies that the lovers’ murderer is a relative,
destined for the zone of the ninth circle, named
after Cain—the first fratricide—and reserved for
the traitors of kin. It is information that is mean-
ingless without a good commentary or prier
knowledge of the Inferno. Fourth, the fact that the
murderer is related to both lovers, in other words
the fact that the lovers were themselves related, is
given to us only after the encounter with Francesca
has ended, at the beginning of canto 6 when the
narrator refers to them as “the two in-laws.”

In weighing the significance of Dante’s inter-
vention vis-a-vis Francesca, it is important to bear
in mind that there is v1rtua11y no independent doc-
umentation of her story; we are indebted for what
we know to Dante and to his commentators. The
qualifier “virtually” in the preceding sentence is
intended to leave space for the fourteenth-century
historian Marco Battagli, whose passing reference
in his history of the Malatesta (1352) serves as pre-
cious, plausibly independent (despite postdating
the Commedia) confirmation of an occurrence that
presumably lived in local memory and oral
sources. Battagli alludes to the event in which
Francesca died without naming her: Paulus autem
Juit mortuus per fratrem suum lohannem Zottum
causa luxurie (“Paolo was killed by his brother
Giovanni the Lame, causa luxurie,” Marcha). Like
Battagli, the anonymous author of the fourteenth
century Cronaca malatestiana (this author cer-
tainly knew the Commedia, which he cites else-
where) refers to the killing of Paclo and Francesca
in passing—though while he does accord
Francesca a role in the drama, he too dispenses
with-her name, referring to her merely as wife, la
donna sua. What is most noteworthy about the his-

torical record regarding Francesca, then, is its

silence. This silence was broken by Dante, who in
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effect saved Francesca from oblivien, giving her 5
voice and a name. ’

Dante’s commentators at first step into the
information vacuum gingerly. Jacopo Alighieri
(c. 1322), for instance, offers little more than the
names of all the protagonists and a schematic ren-
dering of events, summing up the “Paolo and .

. Francesca plot” in four dry and unsensationalist

consecutive clauses: “having carnal relations with
her, that is she with her aforementioned brother—in-
law, on a few occasions together, they were killed
by the husband.” Shortly afterwards, Jacopo della
Lana (1324-1328) adds some color, including a
first description of the death scene: “finally he
found them while sinning, he took.a sword and
pierced them at the same time in such a way that
locked together in. an embrace they died.” The
Ottimo Commento (1333-1340) goes further,
adding the dynastic frame, character sketches of
the protagonists, and a servant who conveys the
news of the adulterous liaison to Gianciotto. He
also dwells at length on the Commedia’s scene of
the lovers reading together about Lancelot and
Guinevere. It is Boccaccio, the great raconteur,
who elaborates Francesca’s story to novella-like
proportions and whose imprint on it is most indeli-
ble. Picked up by subsequent commentators, his
melodramatic tale has achieved canonical status
and has utterly contaminated the reception of
Francesca’s story. In Boccaccio’s tale Francesca is
effectively innocent of any misdeed, since her
father deceives her into wedlock with the ugly
Gianciotto through the use of the handsome Paolo

“as-a proxy. for his brother. One could say that Boc-

caccio thus initiates the romantic reading of
Dante’s Francesca, a reading that has been culti-
vated passively by commentators who have
repeated Boccaccio’s version of the story over the

" centuries, as well as actively by genuine romantics

like Foscolo, or De Sanctis, who writes of
Francesca’s Eternita d’amore, eternitd di martivio
(“eternal love, eternal suffering”). However, the
romantic reading has always coexisted with a moral
interpretation of the canto (Boccaccio provides this
too, in his esposizione allegorica), which views ro-
mance and eros as under the aegis and control of .-
Teason, an unabashed moralistic reading that not
only has no sympathy for Francesca but even views.
her as manipulative and mendacious, and has come
to the fore in our own century: Whatever the criti-
cal scenario, by now our cultural imagination has
been for so long overstocked with commentaries
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that mechanically repeat their predecessors, not to
mention the many paintings, dramas, tragedies,
poemns, and musical responses to Francesca, that
we only with difficulty clear away the cultural
underbrush and concentrate on Dante’s story.
Dante’s Francesca is, as is usually the case
with his characters, less reducible and linear than
his commentators find accepta'Ble. She offers no
extenuating circumstances to justify her behavior,
no deceitful father or proxy marriage, just the over-
whelming force of overriding passion. Desire
compels her, and she sins. That is her story, and it
is one that foregrounds the key philosophical
issues at stake here for Dante, issues of compul-
sion and the will, already condensed in the key
verse che la ragion sommettono al talento: Teason
struggles with desire, and in Francesca’s case
desire triumphs. Her discourse of justification
engages a deeper logic than Boccaccio’s circum-
stantial inventions: her point, reflected in her very
syntax, is that desire cannot be withstood. Dante
is passionately invested in the belief that desire can

be withstood, that reason can and must triumph,
and it is this profoundly psychological and ethical
drama, with deep roots in the courtly tradition, that
is ultimately played out in his treatment of lust.
‘Whereas vision literature (see Gardiner) empha-
sizes sex itself as sinful, subjecting carnal sinners
to degrading and sexualized punishments, the con-
trapasso fashioned by Dante in Jnf. 5—where the
Iustful are tossed by the hell-storm as in life they
were buffeted by their passions—emphasizes the
psychology of desire. For Dante, the issue is not
fornication or adultery per se (after all, Cunizza'da.
Romano, a scandalous adulterer, is in paradise,
along with Rahab, a prostitute), but the sinfil sur-
render to desire, a surrender ‘with which the pil-
grim so thoroughly identifies that he faints to the
floor of Hell at the conclusion of Francesca’s story.

In her famous tercets, each beginning with
“Love” as subject, Francesca draws on the funda-
mental tenets of the established amatory code to
tell her story in, precisely, coded form. The chosen
code. dictates biographical and historical opacity;
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in place of recognizable humans engaging in rec-
ognizable human behavior, the code renders the
lovers as particles adrift in a force field governed
by powers beyond their control: love, beauty,
nobility. To the degree that other people enter the
lovers’ realm, they are rendered as demonized
abstractions. Deftly and densely these verses
weave a plot that contains no human agency. The
first tercet goes to the heart of Francesca’s story by
placing her and her lover in a matrix of love
and violent death, while at the same time evading
all responsibility for either that love or that
death. While fundamentally ahistorical, the tercet
sketches the lineaments of a history that is initi-
ated with the passions of the man. Tn this chronol-
ogy, Paolo is the first to love: Amor, ch’al cor gentil
_ ratto s’apprende, / prese costui de la bella persona
/ che mi fu tolta; e | modo ancor m’offende
(“Love, which is swiftly kindled in the noble heart,
seized this one for the lovely person that was taken
from me; and the manner still injures me,? Inf.
5.100-102). The syntactic density of this language
creates a sense of tightly compacted ineluctability,
of a destiny that cannot be escaped. Francesca tells
us that love, which is quickly kindled in a noble
heart, seized Paolo, that the love that seized him
was for her beautiful body, the same body that was
taken from her, and that the mode (of what? of lov-
ing? of being murdered?) still offends her. The

agents of causality here are love (which the noble-.

souled are not able to withstand)—this precept
recapitulates the poet Guido Guinizzelli, implic-
itly an authority, and thus another agent of causal-
ity), Francesca’s physical beauty (which seizes
Paolo), the unnamed agents that take Francesca’s
body from her, and the mysterious modo—the way,
the modality—+that still offends her. The next ter-
cetis only somewhat less dense. She explains that,
since réciprocity in love is obligatory (here she
draws on the late twelfth-century treatise The 4rt
of Courtly Love by Andreas Capellanus, another
implicit authority, hence agent), love caused by his
beauty bound her reciprocally—and eternally:
Amor, ch’a nullo amato amar perdona, / mi prese
del costui piacer si forte, / che, come vedi, ancor
non m’abbandona (“Love, which pardons no one
loved from loving in return, seized me for his
. beauty so strongly that, as you see, 1t still does not
abandon me,” Inf 5.103-105). Francesca’s two-
Verse conclusion is less syntactically complex,
more stark, still opaque however, and equally
devoted to maintaining the role of object:.dmor
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condusse not ad una morte. / Caina attende chi 4
vita ci spense (“Love led us to one death. Caing
awaits him who extinguished our life” Inf. 5.106—
107). ,
These abstract and codified declarations man-
age to reveal the speaker’s identity to her inter-
locutor, causing him to speak to her by name:
Francesca, i tuoi martiri / a lagrimar mi fanno
tristo e pio (“Francesca, your sufferings make me
sad and piteous to tears,” Inf’ 5.116-117). Once he
knows her identity, the pilgrim formulates a queryi
that is undeniably voyeuristic: how did love first

‘permit the lovers to recognize their desires? Her

response is classically Dantesque, in terms of
poetic yield, that is, the ratio of poetic richness
achieved (very great) to’ linguistic expenditure
(very sparing). It introduces a new subtext, the
romance Lancelot du Lac, to whose protagonists
Francesca compares herself and Paclo. It brings

_the complicity of writing and literature ever more

to the attention of the reader as a main theme of
the canto, a theme that culminates in Francesca’s
indictment of the Lancelot and its author as the
“go-betweens” who brought her and Paolo to the
point of surrendering to passion. And Francesca ,
responds to the implicit voyeurism of the pilgrim’s
request by providing a more detailed window onto
her affair, portraying a scene that is powerfully
specular, a mise en abyme where our passions are
engaged as we read of passionate readers reading
about passion.

Reading together one day for pleasure, per

. diletto, the couple read of how love seized

Lancelot. The reading constrained their eyes to
meet and their faces to pale, and finally—but only
when they read of how Lancelot kissed Guine-
vere—Paolo kissed Francesca. But this account is
brought up short by two remarkable consecutive
statements. Francesca’s famously elliptical con-
clusion, quel giorno pii non vi leggemmo avante -
(“that day we read there no further;” Inf 5.138),
leaves both pilgrim and reader to grapple with a
declaration that suggests volumes but teils noth-
ing, and whose very reticence has generated the
voyeuristic' fascination that we find in the com-
mentaries. And her preceding statement, Galeotto
fu 'l Iibro e chi lo scrisse (“Galeotto was the book
and he who wrote it,” Inf. 5.137), is an indictment
that masterfully synthesizes the canto’s-funda-
mental questions about agency and art. The verse
states that the Old French romance and its author
occupied the same role—the role of go-between—



m
Gellebaw ocoupted i the lves of Guinevere and
Lapceiot. Thus, the Llancelos romance and fts
author—1 lihro ¢ okl o sorisse—are responstble
for bringing together Francesca and Paclo and
causing them o sin. Does moral responsihility
lodge with the author or the reader? In contermpo-
rary terms, does it iodge with the creatorproducer
of the violent film or with the viewer/consumer?

There is no doubt that, for Damte, Francesca
has to bear responsibility for her own destiny: her
synfactic passivity mirrors her sinful refusal of
moral agency, of rrason——indeed, in Dante’s scale
of values, of hfe iselfl Buy the pilgrim’s swoon
marks the end of an episode that is deeply com-
plicitous, for Dante as a love poet had himself oncs
heen under the sway of 2 dark and deadly 2ros.
While the Unking of love and death i o/ 5 has
clagsical antecedents, figured in Dido, colef che
§ancise amorpsa (Ushe who killed herself for
fove” Inf 5,613, the most powerful contemporary
theorist of the death-love was Guido Cavaleanti,
Dante’s best frlend of the Fiig Nupva, When
rancesca declares that Amor condusse nol ad una
morte, she inscribes the true rubnic of Il 5, whose
topic 18 oot just sinful fove but the fove that leads
o death, the love of which one could sav—with
Cavaleantt-—that DV sua potenza segue spesso
morte (“From its {love's] power death often fol-
fows,” “Donna me prega,” 35}

Now, viewed wlevlogically, Dante’s work and
thought 18 governed by one principle: that love is
a 1ife force, and that the Ufe foroe is love, Beafrices
satvific amor mi mosse, che mi fo poriare ¢
has moved me and makes me speak,” [nf 2.72) is
at the antipodes of Francesca’s dmor condugye noi
ad ung morre. The bedrock principles of the Com-
media are that love can save, love can beatify, love
can give Life. Inf 5, which constituzes Dante’s most
synthenic and compelling medittion on love as a
death force, on love as a power that is not death
detving but death inducing, on love as a dark com-
pulsion that leads not o salvation but to damna-
tion. thus derives i3 extrwordinury importance
within the economy of Dante’s ceuvre from is per-
verse mirroring of the poet’s primal foundational
belief Inf’ 5 s, moregver, concerned not just with
love but with the lnguistic meuns by which love is
comoumicated: with speaking, writing, and read-
ing, and with the modalities wherein speaking,
writing, and reading about love occur, in particu-
lar the literary genres of lyric and romance. By
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enabling the canto’s chigf
1o draw with great preg
romance registers i ber speech, Dante raises the
question of the complicity of language and htera-
mire in her darmnadoen, thus broaching a topic of
enormous relevance 1o himself and his own enter-
prise, which is after all nothing less than the con-
struction of & Hterary text that selficonsciously sets
out to procure the salvation of its readers through
the deployment of words and language.
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Tepdolinda Barading

Francesco da Butl
cesco & Bartolo da But, known generallv by

born in Pisam 13 _24 md d,sa; in bh. $ native ¢ ity on
July 13, 1485 of the Pisan calendar. & modest
clasgroom teacher who spent &s matire years as
an mst a, Buti read and
discussed with iy smdents
well as [talian lterature, the best example of which
was Dante’s Commedia. After vears of commens-
ing urally about this great poem with his students,
e composed a formal, wrinten commentarv, This
;}E‘ anon 18 divided in two partst the first half is

Nej

ractor ab the Swdio &

5 :&m .N&M classios as

teral paraphrase of the verses, the second half

& “*1 ural and allegorical ierpretation. Buti was
influenced by Guido da Pisa’s Expositio, on the
whole of the [nferno, and by Boecacoos come-

mentary on the Brat half of the fyerne. The first
draft of Bun's exp licanon was appurently writter

o

ut a full draft did not appear unti] 1385,

¥

in 1385, but

Francesco ;‘1-' Buu. commentary has been pub-
hished only once.
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Giannin, Ures w (ed 1. Commenzo & Francesco

da Buri sopra la Diving Commedia di Dane
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Alighiers 3 vois. Psar Fratelht Nistr, 18538,

Vincenzo ioffary

Francesco de’ Cavalcanti
The early commentators are all but unanimous in
identfving Francesco (also named Guercio as die
last of the five noble Florentine thieves sncoun.
ered o the seventh diteh of the eighth cirele of
Hell (Malebolge), who, first appearing in serpent
form, exchanges shapes with Buoso, stealing the
latter’s human feapures. Hig name does noet oeeur
m Dante’s wx, although he s referred o obliquely
by a circumiocution: guel che s, Guville, pmgm
(“the one that makes vou, Gaville. weep)” Inf
251515, His murder by men from Gaville, the
commentators clam, led 1o savage reprisals by hig
farpily aganst the town. Although the text would
seem to allude to an inctdent sufficiently well
kaown to require no further elaboration, no his-
torical record of it survives, History has conspired
with Dante to condermmn this particular member of
the Cavalcanti clan o anonyrony.

Anthony Cldeomn

Francis of Assisi, St.

Frzmc o Bernardone, Francis of Assisi, was barn
m 1182 Lhtf son of a prosperous merchant. Fol-
lowing a carefres vouth he suffered an tllness, after
which deep religious feelings led 1 his renuncia-
tion of s earthly possessions. He began giving his
money and some family belongings w the poor.
Called o account by his father at the court of the
bishop of Assisi, he siipped himself naked
returned his clothes w his father, and declared thar
henveforth he would be loval only o us father m
Heaven. He then sealed in g smail church called
the Porziuncola (Santa Maria degli Angeliy and
together with 2 few other men from Assisy, lveda
life of poverty, praver, and good works. In 1208,
he aveled to Rome w receive permdssion from
Pope Innecent T o found an order dedicated to
living a life of poverty and preaching repemance.
The order grew rapidly after lnnocent’s approval
[n addition, Francis established a female branch
of the movement, called the Clares (after Clare
of Assisi, the first woman converted w his way of
lifz). A so-called third order was also formed for
those in secular life who wished o practice Fran-
ciscan virmues as far as their station in life allowed.





