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    A lost traveler moves through realms of suffering, purification, and joy in search of moral order, self-knowledge, and ultimate meaning. That image captures the governing motion of Dante Alighieri’s Divine Comedy, a poem that turns an individual crisis into a vast imaginative journey through the structure of the afterlife. From its opening, the work binds intimate human confusion to questions that exceed one life: justice, desire, responsibility, grace, and the fate of the soul. Its scale is at once cosmic and personal, and that union helps explain why readers across centuries have returned to it not only as a monument of literature but as a living encounter with fundamental concerns.

The Divine Comedy holds classic status because it achieves an extraordinary combination of artistic ambition, intellectual range, and emotional force. It brings together theology, philosophy, politics, ethics, and lyric intensity within a single narrative design that remains remarkably clear and compelling. The poem helped establish the prestige of writing serious literature in the Italian vernacular, showing that a language spoken in daily life could sustain the highest subjects. Its influence has been profound and enduring, shaping later poets, prose writers, artists, and thinkers who found in Dante a model of imaginative architecture, moral seriousness, and the power to render abstract ideas with unforgettable concrete detail.

Dante Alighieri, born in Florence in 1265 and dead in Ravenna in 1321, composed the Divine Comedy in the early fourteenth century. The poem is generally understood to have been written during the later part of his life, after his exile from Florence, and it circulated before the age of print. It is divided into three parts—Inferno, Purgatorio, and Paradiso—tracing a pilgrimage through Hell, Purgatory, and Heaven. Although modern readers often encounter the title Divine Comedy, the word Divine was added later to honor the poem’s greatness; Dante himself referred to it as a comedy, a term that reflected both its style and its movement toward a fortunate end.

At the center of the poem stands a simple but powerful premise: a human being, having lost the right path, is led on a journey through the afterlife so that he may come to understand sin, repentance, and salvation. The traveler is Dante, who is both the poem’s author and its protagonist, yet the work reaches far beyond autobiography. By making one man’s crisis the starting point for an ordered exploration of the soul’s destiny, the poem speaks to readers as a drama of recognition. It asks how people go astray, what justice means, and whether transformation remains possible when error has already shaped a life.

One reason the poem remains so compelling is its ability to make moral and metaphysical ideas visible. Dante does not treat punishment, purification, and blessedness as abstractions; he imagines them as environments, movements, and encounters that embody the logic of human choices. In doing so, he creates a literary world of exceptional precision, where place and meaning are inseparable. This imaginative method gives the poem a durability that exceeds its historical moment. Readers may not share every theological assumption of medieval Christianity, yet many still respond to the clarity with which the poem asks how inner habits become outward destinies and how truth might be learned through vision.

The Divine Comedy is equally a work of history. Its pages are filled with figures drawn from classical literature, Christian tradition, and Dante’s own political and cultural world. Medieval Italy, marked by fierce civic rivalries and struggles between competing powers, forms an important background to the poem’s judgments and passions. Dante’s exile sharpened his concern with justice, corruption, and the failures of public life, and those concerns inform the poem’s intensity. Yet historical specificity does not confine the work. Rather, it grounds the poem’s universal aspirations in the realities of power, memory, reputation, and the consequences of human action in communities.

Its literary impact also rests on form. The poem is written in terza rima, an interlocking rhyme scheme whose forward-driving pattern supports the sense of continual movement through the three realms. Even in translation, readers often feel the original’s momentum, balance, and intricate design. The architecture of the whole work is one of its great achievements: each part contributes to a larger progression from confusion to understanding, from bondage to freedom. This formal control has inspired admiration for centuries, not simply as technical mastery, but as an example of how poetic structure can embody intellectual and spiritual development without sacrificing narrative energy.

Later writers have repeatedly turned to Dante as a point of reference because his poem provides both a map and a challenge. It offers a way of organizing experience, linking personal memory with cosmic perspective, and joining realism to allegory. Poets from different languages and periods have learned from his severity, his vividness, and his capacity to give dramatic life to moral inquiry. Novelists, critics, and modern poets alike have found in him a touchstone for representing descent, crisis, and renewal. The poem’s afterlife in literature and art confirms its classic standing: it is not merely preserved by tradition, but continually reactivated by creative dialogue.

The enduring themes of the Divine Comedy are inseparable from its appeal. The poem examines what people love, what they choose, and what follows from those choices. It investigates fear, hope, guilt, longing, pride, mercy, and the difficult work of becoming worthy of what one seeks. Because these themes are rooted in recognizable human experience, the poem remains emotionally accessible even when its doctrinal framework may seem distant. Readers encounter not only a theological system but a searching account of moral psychology. The journey matters because it turns inward as much as outward, asking how a person learns to see clearly after long habits of confusion.

For modern readers, the poem can seem at first remote because of its medieval cosmology and dense references, yet this distance often becomes part of its fascination. The Divine Comedy invites patient reading, and it rewards that patience with a rare combination of intellectual rigor and imaginative immediacy. It demonstrates how literature can confront ultimate questions without abandoning concrete life. The poem is concerned with where people place their trust, how societies distribute honor and blame, and how language can clarify or distort reality. These concerns remain recognizable in any age that wrestles with moral uncertainty, public conflict, and the desire for a more coherent vision of human purpose.

To introduce this work, then, is to introduce more than a famous medieval poem. It is to approach a landmark in world literature that has shaped the vocabulary of spiritual journey, moral reckoning, and visionary narrative. The Divine Comedy stands at a crossroads of traditions: classical and Christian, philosophical and poetic, personal and universal. Its greatness lies not only in what it represents but in how fully it realizes its ambition. The poem makes the invisible imaginable and orders a vast field of knowledge into a compelling story. That achievement continues to command respect from scholars, students, and general readers alike.

The lasting appeal of the Divine Comedy arises from its unusual ability to address both the conditions of Dante’s world and the persistent dilemmas of our own. Questions about justice, accountability, leadership, love, and the possibility of renewal have not faded, and the poem approaches them with a seriousness that still feels bracing. Readers continue to find in Dante a guide to the consequences of human choices and to the hope that understanding can lead to change. For that reason, the Divine Comedy remains not only a classic of the past but a work of enduring contemporary relevance, inviting each generation to measure its own path against a larger order of meaning.
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    Dante Alighieri’s Divine Comedy is a long narrative poem written in the early fourteenth century and set during a symbolic journey through the afterlife. Composed in three canticles—Inferno, Purgatorio, and Paradiso—it presents both an imagined voyage and a sustained meditation on moral order, justice, sin, repentance, grace, and the soul’s relation to God. The poem begins with Dante, cast as the pilgrim, in a state of spiritual confusion, and frames his travels as a response to that crisis. From the outset, the work joins personal experience, theological structure, political reflection, and poetic ambition within a single narrative design.

The journey opens in a dark wood, where the pilgrim finds himself unable to proceed on the right path. He is met by the Roman poet Virgil, who becomes his guide through the first stages of the afterlife. This choice connects the poem to classical literature while also marking a contrast between human reason and revealed truth. As the two descend into Hell, the poem establishes its governing method: souls are encountered in settings that reflect the nature of their earthly choices, and each encounter adds to a larger picture of moral consequence, responsibility, and the limits of self-knowledge.

In Inferno, Dante and Virgil move through successive regions ordered by kinds of sin and their corresponding punishments. The structure is systematic, but the poem remains vivid through conversations with historical figures, mythic beings, and individuals drawn from Dante’s own cultural world. These episodes reveal how private desire, public action, violence, fraud, and betrayal affect both communities and souls. The pilgrim’s reactions are also important, since he must learn how to judge what he sees without losing compassion or becoming morally confused. Hell is presented not simply as spectacle, but as a study of distorted will and its consequences.

As Inferno progresses, the poem’s scope broadens beyond individual wrongdoing to include questions of civic life, power, and corruption. Dante places political leaders, church figures, and famous personalities within the moral architecture of the afterlife, using their presence to examine the relationship between earthly authority and divine justice. The canticle repeatedly asks how people misuse reason, language, office, and ambition. At the same time, the pilgrim’s descent becomes a test of endurance and understanding. By the end of this first stage, the narrative has defined the seriousness of sin and prepared for a movement away from despair toward the possibility of change.

Purgatorio shifts in atmosphere and purpose. Emerging from Hell, the pilgrim enters the mountain of Purgatory, where souls undergo purification in hope rather than final loss. Virgil still guides him, but the emphasis changes from punishment to correction, discipline, prayer, memory, and gradual moral realignment. The terraces are arranged according to root tendencies of sin, and each level offers examples meant to reshape desire and perception. Here the poem lingers on the processes by which souls acknowledge fault, accept order, and move toward freedom. The canticle presents spiritual progress as demanding effort, humility, and cooperation with grace.

Throughout Purgatorio, Dante develops themes of time, community, and artistic responsibility. The souls ask to be remembered, and the links between the living and the dead become part of the poem’s moral vision. Music, ritual, and examples from scripture and history give this realm a more communal and hopeful character than Hell. The pilgrim continues to learn, not only by observation but by participating in acts of reflection and correction. As he rises, the poem suggests that true liberty comes from rightly ordered love, and that human beings are shaped by habits that can be transformed rather than fixed forever.

With Paradiso, the journey enters the celestial spheres, and the poem adopts a more contemplative mode. Virgil’s role gives way, and Beatrice becomes the pilgrim’s guide as he ascends through the heavens. The encounters now center on blessed souls whose lives illuminate questions of virtue, wisdom, justice, faith, and divine providence. Rather than focusing on punishment or purgation, the narrative explores harmony, order, and degrees of participation in divine light. Dante also reflects on the limits of language and memory, since the realities he seeks to describe exceed ordinary human expression. The poem’s style becomes increasingly concerned with vision, intellect, and spiritual understanding.

As Paradiso advances, the poem considers major theological and philosophical issues through dialogue and symbolic vision. The relation between free will and divine foreknowledge, the justice of salvation, the nature of vows, the ordering of the cosmos, and the responsibilities of religious and political institutions all come under examination. Yet these discussions remain tied to the pilgrim’s inner development. He must learn to align intellect and desire with truths that surpass earthly categories. The heavenly ascent therefore completes the arc established at the start: a soul once lost in confusion is educated through encounter, inquiry, correction, and contemplation.

Taken as a whole, the Divine Comedy offers a comprehensive vision of the moral universe as Dante understood it, combining narrative movement with ethical, theological, and political reflection. Its enduring significance lies in the way it joins intimate spiritual crisis to large questions about justice, freedom, responsibility, and hope. The poem has remained central to world literature not only for its imaginative scale and formal achievement, but also for its continuing power to ask how human beings go astray, how they may be restored, and what kind of order gives meaning to suffering and desire. Its final implications are expansive, but the work remains grounded in the pilgrim’s search for truth.
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    Dante Alighieri wrote the Divine Comedy in the early fourteenth century, most likely between about 1308 and 1321, in the cities and courts of late medieval Italy. The poem is set in the Christian afterlife, yet its frame is unmistakably rooted in the political and religious world of Dante’s own lifetime. Italy was not a unified kingdom but a mosaic of communes, lordships, and papal territories, with Florence among the most powerful urban republics. Latin Christendom provided the dominant institutions of thought and authority: the Roman Church, the Holy Roman Empire, civic governments, universities, monasteries, and courts. These institutions shape the poem’s moral geography and its judgments on public life.

Florence, Dante’s native city, was one of the most dynamic communes of Europe around the late thirteenth century. Its wealth rested on banking, long-distance trade, textile production, and a politically active citizen elite. Guilds played a central role in civic government, and participation in public office was tied to urban corporate life. Dante himself enrolled in the guild of physicians and apothecaries, a common route into politics for intellectuals and writers. The Divine Comedy reflects this urban environment by treating political conduct, civic reputation, and economic behavior as morally significant. Its concern with corruption, ambition, and faction grows directly out of the communal world of Florence.

A major background to Dante’s life was the long struggle between supporters of papal and imperial power, commonly called Guelphs and Ghibellines. These labels had complex local meanings, but they broadly signaled competing alignments in the contest over authority in Italy and the wider Christian world. Florence was generally a Guelph city by Dante’s lifetime, especially after the defeat of local Ghibelline forces. The Divine Comedy repeatedly returns to the question of how spiritual and temporal power should relate to one another. Dante condemns the confusion of these spheres, and many of his political judgments echo the damage done when churchmen and secular rulers sought domination beyond their proper limits.

Even after the Guelph triumph in Florence, political peace did not follow. By the 1290s and early 1300s the city’s ruling class had split into rival White and Black Guelph factions. The quarrel involved family alliances, class tensions, and differing attitudes toward papal interference, especially that of Pope Boniface VIII. Dante was associated with the White faction, which generally resisted stronger papal control over Florentine affairs. In 1301 French forces under Charles of Valois entered Florence with papal backing, and the Black faction seized power. The poem’s fierce treatment of faction, betrayal, and civic disorder reflects the experience of a city torn apart not by foreign conquest alone but by internal rivalry.

Dante’s exile is one of the most important historical facts behind the poem. In 1302 he was condemned by the Florentine government that followed the Black takeover, accused on political charges including corruption and opposition to papal interests. He never returned to Florence and spent the rest of his life moving among courts and patrons in various parts of Italy, including Verona and Ravenna. Exile was not merely a personal misfortune; in medieval Italy it meant the loss of office, property, community, and legal protection. The Divine Comedy bears the mark of this condition throughout, especially in its intense concern with justice, memory, reputation, and the failures of cities to govern themselves rightly.

The poem’s historical world also includes the high claims of the medieval papacy and the controversies that surrounded them. During Dante’s lifetime the papal monarchy had reached a strong institutional form, asserting broad jurisdiction over Christian society. Boniface VIII, pope from 1294 to 1303, became a central symbol for Dante of ecclesiastical overreach, especially because of his role in Florentine politics. The Divine Comedy sharply criticizes church leaders who pursued wealth, office, and temporal power at the expense of spiritual duty. This critique was not an attack on Christianity itself; rather, Dante measured the Church against its own sacred mission and condemned what he saw as deviation from it.

The transfer of the papal court to Avignon in 1309, just after Dante began the poem, further shaped the atmosphere in which he wrote. Although the papacy remained universally recognized in Western Christendom, its residence in southern France deepened contemporary anxieties about political dependency, reform, and the integrity of ecclesiastical leadership. Dante did not live to see the full course of the Avignon Papacy, but the early move already confirmed for many critics that the Church had become entangled with dynastic and financial interests. The Divine Comedy reflects these concerns by repeatedly contrasting sacred office with worldly ambition and by invoking Rome as an ideal center of both spiritual and historical continuity.

Imperial politics formed the other side of Dante’s political imagination. He hoped for a restoration of effective universal monarchy under the Holy Roman Emperor, not as a rival church but as a distinct and legitimate temporal authority. This hope intensified around the Italian expedition of Henry VII of Luxembourg, who was elected king of the Romans in 1308 and entered Italy in 1310 before being crowned emperor in 1312. Dante welcomed Henry as a possible bringer of peace to a fractured peninsula. The Divine Comedy echoes this aspiration by presenting political order as part of divine providence while criticizing rulers who failed to uphold justice or subordinated public good to private gain.

The crusading era and wider Mediterranean horizons also lie behind Dante’s intellectual world, though the Divine Comedy is not a crusade poem. By the late thirteenth century, Latin Christendom had been shaped for generations by contact, conflict, and exchange with the Byzantine world and Islamic polities. Trade routes linked Italian cities to the eastern Mediterranean, bringing goods, mathematical knowledge, translations, and stories across confessional boundaries. Dante’s poem reflects a civilization aware of global sacred history and of non-Christian cultures, but it arranges them within a firmly Christian theological framework. Its geography and references show how Italian urban life was connected to broader networks of commerce and learning.

The scholastic culture of the thirteenth and early fourteenth centuries is essential to understanding the poem’s intellectual structure. Universities and studia in places such as Paris, Bologna, and elsewhere in Europe cultivated systematic theology, philosophy, logic, law, and natural science through disputation and commentary. Dante was not a university master, but he was deeply informed by this learned culture, especially by Aristotelian philosophy as mediated through Christian thinkers, including Thomas Aquinas. The Divine Comedy brings scholastic habits of classification, causation, and moral distinction into poetic form. Its orderliness and precision reflect a world in which reason and revelation were understood as compatible, even when human institutions failed to live up to truth.

The poem also belongs to the vernacular literary revolution of medieval Europe. For centuries, Latin had been the chief language of learned and ecclesiastical writing, but by Dante’s time major works were increasingly being composed in local spoken languages. In Italy this shift was especially important because regional dialects were numerous and literary prestige was still contested. Dante defended the dignity of the vernacular in other writings, and by composing the Divine Comedy in Tuscan he gave extraordinary authority to a non-Latin medium. This choice connected the poem to urban lay readers and listeners while helping to shape the later literary status of Italian.

Courtly love and lyric poetry provided another cultural background. Before the Divine Comedy, Dante had written lyric verse and the Vita Nuova, and he was part of a literary milieu influenced by Provençal poetry and by the Italian dolce stil novo. That tradition explored love, nobility, language, and inner experience with philosophical and spiritual ambitions. The Divine Comedy transforms this inheritance into a broader moral and theological vision. It retains the intensity of personal feeling and the elevated treatment of beloved figures, yet it places those elements within a universal account of sin, purification, and salvation. In this way the poem both continues and surpasses the literary culture from which Dante emerged.

Everyday urban life in Dante’s Italy was shaped by economic expansion, social mobility, and recurring instability. Commercial wealth enriched Florence and similar communes, but it also sharpened class tensions and competition among elite families. Magnate violence, vendetta, and struggles over office were persistent features of civic life, prompting legal reforms intended to restrain noble power and protect the commune. Monetary exchange, credit, and profit had become ordinary parts of social experience. The Divine Comedy responds to this world by treating greed, fraud, and abuses of trust as defining moral problems. Its harsh judgments on financial and political misconduct reflect a society where economic sophistication had outpaced ethical consensus.

Religious life in Dante’s age was not limited to church hierarchy. Lay confraternities, mendicant orders, preaching, pilgrimage, relic devotion, and public rituals deeply shaped communal experience. The Franciscans and Dominicans, founded in the early thirteenth century, became especially influential in urban centers through education and pastoral work. Their presence helped spread more systematic moral teaching to lay audiences and sharpened awareness of repentance, confession, and reform. The Divine Comedy assumes readers familiar with these religious practices and concerns. At the same time, it scrutinizes the gap between the ideals of poverty, charity, and humility and the realities of ecclesiastical wealth and institutional ambition in the later Middle Ages.

The memory of Rome was another decisive historical force. Medieval political thinkers often looked to the Roman Empire as a model of universal order, and the papacy itself grounded many claims in Roman continuity. Dante shared the period’s deep investment in Roman history, law, and providential destiny. In the Divine Comedy, classical and Christian inheritances are woven together, with ancient Roman figures and the imperial past given lasting significance within salvation history. This does not mean Dante simply admired all Roman power; rather, he treated Rome as a privileged instrument in world history. The poem’s appeal to Roman authority therefore reflects both medieval political thought and Dante’s own hopes for restored order.

The writing and circulation of the Divine Comedy were shaped by manuscript culture. In Dante’s lifetime books were copied by hand, often expensive, and circulated through networks of patrons, scholars, clerics, and urban readers. Public reading, memorization, and commentary played important roles in literary reception. Because there was no printing press in early fourteenth-century Europe, the poem’s spread depended on scribes and early interpreters, yet it gained remarkable authority within a few decades. This context helps explain its dense allusiveness and its engagement with contemporary persons and events: medieval readers often encountered literature as a living intervention in public debate, not only as private entertainment.

Taken together, these historical conditions show that the Divine Comedy is not only a vision of the afterlife but also a record of crisis in Dante’s own world. It mirrors the factional violence of Florence, the rivalry of pope and emperor, the ambitions of church and court, the pressures of commerce, and the intellectual confidence of scholastic Christianity. At the same time, it critiques all of them by measuring institutions and individuals against justice as Dante understood it. The poem’s enduring power comes partly from this fusion of immediate history with universal claims. It is a medieval work in the fullest sense, yet also a searching judgment on the age that produced it.





Author Biography




Table of Contents




    Introduction
Dante Alighieri was an Italian poet, prose writer, and political thinker born in Florence around 1265 and dead in Ravenna in 1321. He is best known for the Commedia, later widely called the Divine Comedy, a long vernacular poem that became one of the central works of European literature. He also wrote the Vita Nuova, Convivio, De vulgari eloquentia, and Monarchia, among other works confidently attributed to him. Dante stands at the meeting point of medieval culture and emerging Renaissance habits of mind, uniting theology, philosophy, politics, and lyric poetry in a body of writing whose language and imaginative scope shaped Italian literary history for centuries.
His life unfolded during intense civic conflict in Florence, where factional struggles between rival political groups deeply affected his career and writing. Dante took part in public life before being exiled from his native city in the early fourteenth century, an event that permanently altered his circumstances and gave powerful direction to his thought. From exile he produced works of remarkable intellectual range, addressing language, ethics, government, and salvation. Because he wrote with unusual ambition in the Tuscan vernacular as well as in Latin, later generations viewed him not only as a major poet but also as a foundational figure in the development of Italian as a literary language.
Education and Literary Influences
Reliable details about Dante’s formal schooling are limited, but his writings show extensive training in grammar, rhetoric, logic, philosophy, and theology. He almost certainly received the education available to a well-placed Florentine layman and later expanded it through sustained reading and intellectual exchange. His works demonstrate deep familiarity with classical Latin authors, biblical texts, scholastic argument, and contemporary poetic practice. The precision with which he handles technical philosophical questions and complex poetic forms indicates broad study rather than narrow specialization. Although some associations with particular teachers have been proposed, the safest account rests on the learning clearly visible in the texts he left behind.
Among Dante’s strongest literary influences were Virgil, whose authority as poet and guide is central to the Commedia, and Ovid, Lucan, and Statius, all of whom helped shape his understanding of epic and narrative transformation. From the biblical tradition and Christian thinkers, especially Augustine and Thomas Aquinas, he drew concepts of sin, grace, desire, and order. He also knew Aristotelian philosophy as mediated by medieval scholastic culture. In lyric poetry, Dante emerged from the world of Tuscan verse and the dolce stil novo, associated with poets such as Guido Guinizelli and Guido Cavalcanti. These influences informed his treatment of love, intellect, moral struggle, and the capacities of vernacular speech.
The Vita Nuova offers important evidence for Dante’s early literary development. Combining prose and lyric poems, it presents an account of love, memory, and poetic self-examination centered on Beatrice, a figure who became enduringly important in his imagination. The work shows him adapting and refining stilnovist ideals while giving them a more introspective and spiritually charged form. His later unfinished treatises, Convivio and De vulgari eloquentia, reveal a writer reflecting systematically on knowledge and language. In them Dante argues for the dignity of vernacular expression and demonstrates how classical and scholastic learning could be brought into dialogue with contemporary poetry and public culture.
Literary Career
Dante’s literary career began with lyric poetry circulating within the Florentine and broader Tuscan milieu of the late thirteenth century. These poems established him as a participant in elite vernacular culture, but his ambitions quickly widened beyond courtly love lyrics. The Vita Nuova marked an early milestone by uniting short poems with prose commentary in a carefully ordered design. It announced a writer intent on shaping his own literary identity and on making poetry serve inquiry as well as emotion. Even in this youthful phase, Dante’s style showed traits that would remain characteristic: conceptual rigor, symbolic layering, and a persistent effort to connect personal experience with larger moral meanings.
After exile, Dante’s writing became more expansive in scale and subject. Convivio, composed in the vernacular and left unfinished, sought to offer learned discussion to readers outside the narrow circle of Latin education. De vulgari eloquentia, written in Latin and likewise unfinished, pursued a systematic account of noble vernacular language and poetic form. These works show Dante turning from lyric concentration to encyclopedic ambition. He was no longer only a poet of inward experience; he had become a public intellectual addressing literary theory, ethics, and cultural hierarchy. Their incomplete state reflects the instability of his life in exile, but they remain essential evidence of his range and seriousness.
Dante’s masterpiece, the Commedia, occupied his mature years and secured his reputation. Written in terza rima and in the Tuscan vernacular, it presents an immense journey through the afterlife that joins narrative power with theological, philosophical, and political reflection. The poem’s architecture is exacting, yet its language ranges from elevated abstraction to striking concreteness. Dante populates the work with figures from scripture, classical antiquity, recent history, and his own world, creating an unprecedented synthesis of learning and lived reality. Early circulation appears to have brought admiration, and over time the poem attracted commentary traditions that testify to its immediate difficulty, authority, and wide cultural impact.
Beliefs and Advocacy
Dante’s convictions were inseparable from the public crises of his age. As a Florentine involved in civic life, he encountered the conflict between papal and imperial claims as a practical and moral problem, not merely a theoretical one. His exile sharpened his criticism of corruption, faction, and misuse of spiritual authority. These concerns appear throughout the Commedia, where contemporary politics enters a theological landscape, and in Monarchia, his Latin treatise on universal monarchy. There Dante argues for the distinct roles of temporal and spiritual power, presenting political order as necessary for human flourishing. His writings thus advocate justice, peace, and responsible governance grounded in reason and moral law.
Another consistent commitment in Dante’s work is the defense and elevation of vernacular language. At a time when Latin dominated many prestigious forms of learning, he argued that the vernacular could sustain serious poetry and high intellectual purpose. This position was not a rejection of Latin, which he used expertly, but an effort to broaden literature’s reach and honor the expressive capacities of living speech. His practice gave force to his theory: by composing the Commedia in Tuscan, he demonstrated that vernacular poetry could bear philosophical argument, doctrinal complexity, and historical memory. This advocacy had lasting consequences for Italian letters and for later ideas about literary language.
Dante’s religious outlook was profoundly Christian and shaped by medieval theology, yet his writing does not reduce faith to simple formula. He persistently examines freedom, responsibility, desire, repentance, and grace, presenting moral life as a drama of intellect and will. The Commedia and other works reveal a thinker committed to the intelligibility of divine justice while also attentive to human limitation. His poetry frequently links ethical disorder with failures of love rightly directed, a theme already important in the Vita Nuova and developed more fully in later writing. Because his convictions are embedded in narrative and argument rather than detached confession, they remain central to both the doctrinal and artistic power of his oeuvre.
Final Years & Legacy
Dante spent his final years moving among courts and cities that offered varying degrees of protection to an exile of great reputation but uncertain security. Verona and later Ravenna are securely associated with this period. In these years he continued working on the Commedia, bringing the poem toward completion while living far from Florence, the city that remained central to his imagination. He also wrote Latin letters that illuminate his political concerns and literary self-understanding. By the end of his life he had become a figure whose authority extended beyond lyric poetry to moral commentary and civic reflection, even though he never returned permanently to his native city.
Dante died in Ravenna in 1321, traditionally after returning from a diplomatic mission to Venice. He was buried there, and Ravenna has remained the site most closely linked with his tomb and memorial afterlife. The Commedia appears to have been completed near the end of his life, though questions about the exact stages of final revision belong to textual history rather than settled biography. What is clear is that his last period joined personal displacement with extraordinary creative concentration. The closing achievement of the poem gave coherent form to decades of thought about language, justice, salvation, and history, transforming exile into one of literature’s most far-reaching works.
Dante’s legacy has been continuous and international. In Italy he came to be regarded as a major architect of literary language, and his works generated an enduring tradition of commentary, teaching, and imitation. Beyond Italy, the Commedia influenced poets, artists, theologians, and political thinkers across many centuries. Readers have valued him for different reasons: as a visionary poet, a moral anatomist, a theorist of language, and a witness to the entanglement of private experience with public catastrophe. Because his writing combines exact structure with emotional force and intellectual ambition, it remains central to the study of medieval literature while continuing to speak powerfully to later cultures and disciplines.
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Canto I. The Dark Forest. The Hill of Difficulty. The Panther, the Lion, and the Wolf. Virgil.

Canto II. The Descent. Dante's Protest and Virgil's Appeal. The Intercession of the Three Ladies Benedight.

Canto III. The Gate of Hell. The Inefficient or Indifferent. Pope Celestine V. The Shores of Acheron.

Canto IV. The First Circle, Limbo: Virtuous Pagans and the Unbaptized. The Four Poets, Homer, Horace, Ovid, and Lucan. The Noble Castle of Philosophy.

Canto V. The Second Circle: The Wanton. Minos. The Infernal Hurricane. Francesca da Rimini.

Canto VI. The Third Circle: The Gluttonous. Cerberus. The Eternal Rain. Ciacco. Florence.

Canto VII. The Fourth Circle: The Avaricious and the Prodigal. Plutus. Fortune and her Wheel. The Fifth Circle: The Irascible and the Sullen. Styx.

Canto VIII. Phlegyas. Philippo Argenti. The Gate of the City of Dis.

Canto IX. The Furies and Medusa. The Angel. The City of Dis. The Sixth Circle: Heresiarchs.

Canto X. Farinata and Cavalcante de' Cavalcanti. Discourse on the Knowledge of the Damned.

Canto XI. The Broken Rocks. Pope Anastasius. General Description of the Inferno and its Divisions.

Canto XII. The Minotaur. The Seventh Circle: The Violent. The River Phlegethon. The Violent against their Neighbours. The Centaurs. Tyrants.

Canto XIII. The Wood of Thorns. The Harpies. The Violent against themselves. Suicides. Pier della Vigna. Lano and Jacopo da Sant' Andrea.

Canto XIV. The Sand Waste and the Rain of Fire. The Violent against God. Capaneus. The Statue of Time, and the Four Infernal Rivers.

Canto XV. The Violent against Nature. Brunetto Latini.

Canto XVI. Guidoguerra, Aldobrandi, and Rusticucci. Cataract of the River of Blood.

Canto XVII. Geryon. The Violent against Art. Usurers. Descent into the Abyss of Malebolge.

Canto XVIII. The Eighth Circle, Malebolge: The Fraudulent and the Malicious. The First Bolgia: Seducers

Canto XIX. The Third Bolgia: Simoniacs. Pope Nicholas III. Dante's Reproof of corrupt Prelates.

Canto XX. The Fourth Bolgia: Soothsayers. Amphiaraus, Tiresias, Aruns, Manto, Eryphylus, Michael Scott, Guido Bonatti, and Asdente. Virgil reproaches Dante's Pity. Mantua's Foundation.
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Midway upon the journey of our life

  I found myself within a forest dark,

  For the straightforward pathway had been lost.

Ah me! how hard a thing it is to say

  What was this forest savage, rough, and stern,

  Which in the very thought renews the fear.

So bitter is it, death is little more;

  But of the good to treat, which there I found,

  Speak will I of the other things I saw there.

I cannot well repeat how there I entered,

  So full was I of slumber at the moment

  In which I had abandoned the true way.

But after I had reached a mountain's foot,

  At that point where the valley terminated,

  Which had with consternation pierced my heart,

Upward I looked, and I beheld its shoulders,

  Vested already with that planet's rays

  Which leadeth others right by every road.

Then was the fear a little quieted

  That in my heart's lake had endured throughout

  The night, which I had passed so piteously.

And even as he, who, with distressful breath,

  Forth issued from the sea upon the shore,

  Turns to the water perilous and gazes;

So did my soul, that still was fleeing onward,

  Turn itself back to re-behold the pass

  Which never yet a living person left.

After my weary body I had rested,

  The way resumed I on the desert slope,

  So that the firm foot ever was the lower.

And lo! almost where the ascent began,

  A panther light and swift exceedingly,

  Which with a spotted skin was covered o'er!

And never moved she from before my face,

  Nay, rather did impede so much my way,

  That many times I to return had turned.

The time was the beginning of the morning,

  And up the sun was mounting with those stars

  That with him were, what time the Love Divine

At first in motion set those beauteous things;

  So were to me occasion of good hope,

  The variegated skin of that wild beast,

The hour of time, and the delicious season;

  But not so much, that did not give me fear

  A lion's aspect which appeared to me.

He seemed as if against me he were coming

  With head uplifted, and with ravenous hunger,

  So that it seemed the air was afraid of him;

And a she-wolf, that with all hungerings

  Seemed to be laden in her meagreness,

  And many folk has caused to live forlorn!

She brought upon me so much heaviness,

  With the affright that from her aspect came,

  That I the hope relinquished of the height.

And as he is who willingly acquires,

  And the time comes that causes him to lose,

  Who weeps in all his thoughts and is despondent,

E'en such made me that beast withouten peace,

  Which, coming on against me by degrees

  Thrust me back thither where the sun is silent.

While I was rushing downward to the lowland,

  Before mine eyes did one present himself,

  Who seemed from long-continued silence hoarse.

When I beheld him in the desert vast,

  "Have pity on me," unto him I cried,

  "Whiche'er thou art, or shade or real man!"

He answered me: "Not man; man once I was,

  And both my parents were of Lombardy,

  And Mantuans by country both of them.

'Sub Julio[1]' was I born, though it was late,

  And lived at Rome under the good Augustus,

  During the time of false and lying gods.

A poet was I, and I sang that just

  Son of Anchises, who came forth from Troy,

  After that Ilion the superb was burned.

But thou, why goest thou back to such annoyance?

  Why climb'st thou not the Mount Delectable,

  Which is the source and cause of every joy?"

"Now, art thou that Virgilius and that fountain

  Which spreads abroad so wide a river of speech?"

  I made response to him with bashful forehead.

"O, of the other poets honour and light,

  Avail me the long study and great love

  That have impelled me to explore thy volume!

Thou art my master, and my author thou,

  Thou art alone the one from whom I took

  The beautiful style that has done honour to me.

Behold the beast, for which I have turned back;

  Do thou protect me from her, famous Sage,

  For she doth make my veins and pulses tremble."

"Thee it behoves to take another road,"

  Responded he, when he beheld me weeping,

  "If from this savage place thou wouldst escape;

Because this beast, at which thou criest out,

  Suffers not any one to pass her way,

  But so doth harass him, that she destroys him;

And has a nature so malign and ruthless,

  That never doth she glut her greedy will,

  And after food is hungrier than before.

Many the animals with whom she weds,

  And more they shall be still, until the Greyhound

  Comes, who shall make her perish in her pain.

He shall not feed on either earth or pelf,

  But upon wisdom, and on love and virtue;

  'Twixt Feltro and Feltro shall his nation be;

Of that low Italy shall he be the saviour,

  On whose account the maid Camilla died,

  Euryalus, Turnus, Nisus, of their wounds;

Through every city shall he hunt her down,

  Until he shall have driven her back to Hell,

  There from whence envy first did let her loose.

Therefore I think and judge it for thy best

  Thou follow me, and I will be thy guide,

  And lead thee hence through the eternal place,

Where thou shalt hear the desperate lamentations,

  Shalt see the ancient spirits disconsolate,

  Who cry out each one for the second death;

And thou shalt see those who contented are

  Within the fire, because they hope to come,

  Whene'er it may be, to the blessed people;

To whom, then, if thou wishest to ascend,

  A soul shall be for that than I more worthy;

  With her at my departure I will leave thee;

Because that Emperor, who reigns above,

  In that I was rebellious to his law,

  Wills that through me none come into his city.

He governs everywhere, and there he reigns;

  There is his city and his lofty throne;

  O happy he whom thereto he elects!"

And I to him: "Poet, I thee entreat,

  By that same God whom thou didst never know,

  So that I may escape this woe and worse,

Thou wouldst conduct me there where thou hast said,

  That I may see the portal of Saint Peter,

  And those thou makest so disconsolate."

Then he moved on, and I behind him followed.
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Day was departing, and the embrowned air

  Released the animals that are on earth

  From their fatigues; and I the only one

Made myself ready to sustain the war,

  Both of the way and likewise of the woe,

  Which memory that errs not shall retrace.

O Muses, O high genius, now assist me!

  O memory, that didst write down what I saw,

  Here thy nobility shall be manifest!

And I began: "Poet, who guidest me,

  Regard my manhood, if it be sufficient,

  Ere to the arduous pass thou dost confide me.

Thou sayest, that of Silvius the parent,

  While yet corruptible, unto the world

  Immortal went, and was there bodily.

But if the adversary of all evil

  Was courteous, thinking of the high effect

  That issue would from him, and who, and what,

To men of intellect unmeet it seems not;

  For he was of great Rome, and of her empire

  In the empyreal heaven as father chosen;

The which and what, wishing to speak the truth,

  Were stablished as the holy place, wherein

  Sits the successor of the greatest Peter.

Upon this journey, whence thou givest him vaunt,

  Things did he hear, which the occasion were

  Both of his victory and the papal mantle.

Thither went afterwards the Chosen Vessel,

  To bring back comfort thence unto that Faith,

  Which of salvation's way is the beginning.

But I, why thither come, or who concedes it?

  I not Aeneas[2] am, I am not Paul,

  Nor I, nor others, think me worthy of it.

Therefore, if I resign myself to come,

  I fear the coming may be ill-advised;

  Thou'rt wise, and knowest better than I speak."

And as he is, who unwills what he willed,

  And by new thoughts doth his intention change,

  So that from his design he quite withdraws,

Such I became, upon that dark hillside,

  Because, in thinking, I consumed the emprise,

  Which was so very prompt in the beginning.

"If I have well thy language understood,"

  Replied that shade of the Magnanimous,

  "Thy soul attainted is with cowardice,

Which many times a man encumbers so,

  It turns him back from honoured enterprise,

  As false sight doth a beast, when he is shy.

That thou mayst free thee from this apprehension,

  I'll tell thee why I came, and what I heard

  At the first moment when I grieved for thee.

Among those was I who are in suspense,

  And a fair, saintly Lady called to me

  In such wise, I besought her to command me.

Her eyes where shining brighter than the Star;

  And she began to say, gentle and low,

  With voice angelical, in her own language:

'O spirit courteous of Mantua,

  Of whom the fame still in the world endures,

  And shall endure, long-lasting as the world;

A friend of mine, and not the friend of fortune,

  Upon the desert slope is so impeded

  Upon his way, that he has turned through terror,

And may, I fear, already be so lost,

  That I too late have risen to his succour,

  From that which I have heard of him in Heaven.

Bestir thee now, and with thy speech ornate,

  And with what needful is for his release,

  Assist him so, that I may be consoled.

Beatrice am I, who do bid thee go;

  I come from there, where I would fain return;

  Love moved me, which compelleth me to speak.

When I shall be in presence of my Lord,

  Full often will I praise thee unto him.'

  Then paused she, and thereafter I began:

'O Lady of virtue, thou alone through whom

  The human race exceedeth all contained

  Within the heaven that has the lesser circles,

So grateful unto me is thy commandment,

  To obey, if 'twere already done, were late;

  No farther need'st thou ope to me thy wish.

But the cause tell me why thou dost not shun

  The here descending down into this centre,

  From the vast place thou burnest to return to.'

'Since thou wouldst fain so inwardly discern,

  Briefly will I relate,' she answered me,

  'Why I am not afraid to enter here.

Of those things only should one be afraid

  Which have the power of doing others harm;

  Of the rest, no; because they are not fearful.

God in his mercy such created me

  That misery of yours attains me not,

  Nor any flame assails me of this burning.

A gentle Lady is in Heaven, who grieves

  At this impediment, to which I send thee,

  So that stern judgment there above is broken.

In her entreaty she besought Lucia,

  And said, "Thy faithful one now stands in need

  Of thee, and unto thee I recommend him."

Lucia, foe of all that cruel is,

  Hastened away, and came unto the place

  Where I was sitting with the ancient Rachel.

"Beatrice" said she, "the true praise of God,

  Why succourest thou not him, who loved thee so,

  For thee he issued from the vulgar herd?

Dost thou not hear the pity of his plaint?

  Dost thou not see the death that combats him

  Beside that flood, where ocean has no vaunt?"

Never were persons in the world so swift

  To work their weal and to escape their woe,

  As I, after such words as these were uttered,

Came hither downward from my blessed seat,

  Confiding in thy dignified discourse,

  Which honours thee, and those who've listened to it.'

After she thus had spoken unto me,

  Weeping, her shining eyes she turned away;

  Whereby she made me swifter in my coming;

And unto thee I came, as she desired;

  I have delivered thee from that wild beast,

  Which barred the beautiful mountain's short ascent.

What is it, then? Why, why dost thou delay?

  Why is such baseness bedded in thy heart?

  Daring and hardihood why hast thou not,

Seeing that three such Ladies benedight

  Are caring for thee in the court of Heaven,

  And so much good my speech doth promise thee?"

Even as the flowerets, by nocturnal chill,

  Bowed down and closed, when the sun whitens them,

  Uplift themselves all open on their stems;

Such I became with my exhausted strength,

  And such good courage to my heart there coursed,

  That I began, like an intrepid person:

"O she compassionate, who succoured me,

  And courteous thou, who hast obeyed so soon

  The words of truth which she addressed to thee!

Thou hast my heart so with desire disposed

  To the adventure, with these words of thine,

  That to my first intent I have returned.

Now go, for one sole will is in us both,

  Thou Leader, and thou Lord, and Master thou."

  Thus said I to him; and when he had moved,

I entered on the deep and savage way.
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"Through me the way is to the city dolent;

  Through me the way is to eternal dole;

  Through me the way among the people lost.

Justice incited my sublime Creator;

  Created me divine Omnipotence,

  The highest Wisdom and the primal Love.

Before me there were no created things,

  Only eterne, and I eternal last.

  All hope abandon, ye who enter in!"

These words in sombre colour I beheld

  Written upon the summit of a gate;

  Whence I: "Their sense is, Master, hard to me!"

And he to me, as one experienced:

  "Here all suspicion needs must be abandoned,

  All cowardice must needs be here extinct.

We to the place have come, where I have told thee

  Thou shalt behold the people dolorous

  Who have foregone the good of intellect."

And after he had laid his hand on mine

  With joyful mien, whence I was comforted,

  He led me in among the secret things.

There sighs, complaints, and ululations loud

  Resounded through the air without a star,

  Whence I, at the beginning, wept thereat.

Languages diverse, horrible dialects,

  Accents of anger, words of agony,

  And voices high and hoarse, with sound of hands,

Made up a tumult that goes whirling on

  For ever in that air for ever black,

  Even as the sand doth, when the whirlwind breathes.

And I, who had my head with horror bound,

  Said: "Master, what is this which now I hear?

  What folk is this, which seems by pain so vanquished?"

And he to me: "This miserable mode

  Maintain the melancholy souls of those

  Who lived withouten infamy or praise.

Commingled are they with that caitiff choir

  Of Angels, who have not rebellious been,

  Nor faithful were to God, but were for self.

The heavens expelled them, not to be less fair;

  Nor them the nethermore abyss receives,

  For glory none the damned would have from them."

And I: "O Master, what so grievous is

  To these, that maketh them lament so sore?"

  He answered: "I will tell thee very briefly.

These have no longer any hope of death;

  And this blind life of theirs is so debased,

  They envious are of every other fate.

No fame of them the world permits to be;

  Misericord and Justice both disdain them.

  Let us not speak of them, but look, and pass."

And I, who looked again, beheld a banner,

  Which, whirling round, ran on so rapidly,

  That of all pause it seemed to me indignant;

And after it there came so long a train

  Of people, that I ne'er would have believed

  That ever Death so many had undone.

When some among them I had recognised,

  I looked, and I beheld the shade of him

  Who made through cowardice the great refusal.

Forthwith I comprehended, and was certain,

  That this the sect was of the caitiff wretches

  Hateful to God and to his enemies.

These miscreants, who never were alive,

  Were naked, and were stung exceedingly

  By gadflies and by hornets that were there.

These did their faces irrigate with blood,

  Which, with their tears commingled, at their feet

  By the disgusting worms was gathered up.

And when to gazing farther I betook me.

  People I saw on a great river's bank;

  Whence said I: "Master, now vouchsafe to me,

That I may know who these are, and what law

  Makes them appear so ready to pass over,

  As I discern athwart the dusky light."

And he to me: "These things shall all be known

  To thee, as soon as we our footsteps stay

  Upon the dismal shore of Acheron."

Then with mine eyes ashamed and downward cast,

  Fearing my words might irksome be to him,

  From speech refrained I till we reached the river.

And lo! towards us coming in a boat

  An old man, hoary with the hair of eld,

  Crying: "Woe unto you, ye souls depraved!

Hope nevermore to look upon the heavens;

  I come to lead you to the other shore,

  To the eternal shades in heat and frost.

And thou, that yonder standest, living soul,

  Withdraw thee from these people, who are dead!"

  But when he saw that I did not withdraw,

He said: "By other ways, by other ports

  Thou to the shore shalt come, not here, for passage;

  A lighter vessel needs must carry thee."

And unto him the Guide: "Vex thee not, Charon;

  It is so willed there where is power to do

  That which is willed; and farther question not."

Thereat were quieted the fleecy cheeks

  Of him the ferryman of the livid fen,

  Who round about his eyes had wheels of flame.

But all those souls who weary were and naked

  Their colour changed and gnashed their teeth together,

  As soon as they had heard those cruel words.

God they blasphemed and their progenitors,

  The human race, the place, the time, the seed

  Of their engendering and of their birth!

Thereafter all together they drew back,

  Bitterly weeping, to the accursed shore,

  Which waiteth every man who fears not God.

Charon the demon, with the eyes of glede,

  Beckoning to them, collects them all together,

  Beats with his oar whoever lags behind.

As in the autumn-time the leaves fall off,

  First one and then another, till the branch

  Unto the earth surrenders all its spoils;

In similar wise the evil seed of Adam

  Throw themselves from that margin one by one,

  At signals, as a bird unto its lure.

So they depart across the dusky wave,

  And ere upon the other side they land,

  Again on this side a new troop assembles.

"My son," the courteous Master said to me,

  "All those who perish in the wrath of God

  Here meet together out of every land;

And ready are they to pass o'er the river,

  Because celestial Justice spurs them on,

  So that their fear is turned into desire.

This way there never passes a good soul;

  And hence if Charon doth complain of thee,

  Well mayst thou know now what his speech imports."

This being finished, all the dusk champaign

  Trembled so violently, that of that terror

  The recollection bathes me still with sweat.

The land of tears gave forth a blast of wind,

  And fulminated a vermilion light,

  Which overmastered in me every sense,

And as a man whom sleep hath seized I fell.
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Broke the deep lethargy within my head

  A heavy thunder, so that I upstarted,

  Like to a person who by force is wakened;

And round about I moved my rested eyes,

  Uprisen erect, and steadfastly I gazed,

  To recognise the place wherein I was.

True is it, that upon the verge I found me

  Of the abysmal valley dolorous,

  That gathers thunder of infinite ululations.

Obscure, profound it was, and nebulous,

  So that by fixing on its depths my sight

  Nothing whatever I discerned therein.

"Let us descend now into the blind world,"

  Began the Poet, pallid utterly;

  "I will be first, and thou shalt second be."

And I, who of his colour was aware,

  Said: "How shall I come, if thou art afraid,

  Who'rt wont to be a comfort to my fears?"

And he to me: "The anguish of the people

  Who are below here in my face depicts

  That pity which for terror thou hast taken.

Let us go on, for the long way impels us."

  Thus he went in, and thus he made me enter

  The foremost circle that surrounds the abyss.

There, as it seemed to me from listening,

  Were lamentations none, but only sighs,

  That tremble made the everlasting air.

And this arose from sorrow without torment,

  Which the crowds had, that many were and great,

  Of infants and of women and of men.

To me the Master good: "Thou dost not ask

  What spirits these, which thou beholdest, are?

  Now will I have thee know, ere thou go farther,

That they sinned not; and if they merit had,

  'Tis not enough, because they had not baptism

  Which is the portal of the Faith thou holdest;

And if they were before Christianity,

  In the right manner they adored not God;

  And among such as these am I myself.

For such defects, and not for other guilt,

  Lost are we and are only so far punished,

  That without hope we live on in desire."

Great grief seized on my heart when this I heard,

  Because some people of much worthiness

  I knew, who in that Limbo[3] were suspended.

"Tell me, my Master, tell me, thou my Lord,"

  Began I, with desire of being certain

  Of that Faith which o'ercometh every error,

"Came any one by his own merit hence,

  Or by another's, who was blessed thereafter?"

  And he, who understood my covert speech,

Replied: "I was a novice in this state,

  When I saw hither come a Mighty One,

  With sign of victory incoronate.

Hence he drew forth the shade of the First Parent,

  And that of his son Abel, and of Noah,

  Of Moses the lawgiver, and the obedient

Abraham, patriarch, and David, king,

  Israel with his father and his children,

  And Rachel, for whose sake he did so much,

And others many, and he made them blessed;

  And thou must know, that earlier than these

  Never were any human spirits saved."

We ceased not to advance because he spake,

  But still were passing onward through the forest,

  The forest, say I, of thick-crowded ghosts.

Not very far as yet our way had gone

  This side the summit, when I saw a fire

  That overcame a hemisphere of darkness.

We were a little distant from it still,

  But not so far that I in part discerned not

  That honourable people held that place.

"O thou who honourest every art and science,

  Who may these be, which such great honour have,

  That from the fashion of the rest it parts them?"

And he to me: "The honourable name,

  That sounds of them above there in thy life,

  Wins grace in Heaven, that so advances them."

In the mean time a voice was heard by me:

  "All honour be to the pre-eminent Poet;

  His shade returns again, that was departed."

After the voice had ceased and quiet was,

  Four mighty shades I saw approaching us;

  Semblance had they nor sorrowful nor glad.

To say to me began my gracious Master:

  "Him with that falchion in his hand behold,

  Who comes before the three, even as their lord.

That one is Homer, Poet sovereign;

  He who comes next is Horace, the satirist;

  The third is Ovid, and the last is Lucan.

Because to each of these with me applies

  The name that solitary voice proclaimed,

  They do me honour, and in that do well."

Thus I beheld assemble the fair school

  Of that lord of the song pre-eminent,

  Who o'er the others like an eagle




















OEBPS/Images/cover.jpg
(ANNOTATED)

DANTE ALIGHIERI





