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Lectura Dantis: Canto XII and Canto 
XVII of the Inferno*

I. CANTO XII

1. The main topics of Canto XII

After Virgil and Dante have passed through the city of Dis in the 6th circle of 
Hell – i.e., through the place of punishment of the heretics (cf. Inf. IX–X) – and 
after Virgil presented to Dante the architectural structure of Hell (in Canto XI of 
the Inferno), the pilgrim and his guide descend on the landslide between the 6th 
and the 7th circles to the first sub-circle of the 7th circle (of the violents), where 
in the river Phlegethon (more exactly in a bath of blood) the violents against their 
neighbors (violenti contro il prossimo) get soaked, i.e., the murderers, the tyrants 
and the robbers (predoni), who – in the case of being “undisciplined” – are hit 
by the arrows of the centaurs. According to the explanation of Virgil (in which 
he applies the dialectics of the Pagan-Empedoclean principles of Chaos and 
Cosmos, and of love and hatred, completed with the assupmtion of a cosmic 
catastrophe) the landslide was formed as a consequence of the earthquake at the 
moment of the death of Christ on the cross and his descensus ad inferos (which, as 
understood by Dante-Protagonist as a Christian, had the purpose of saving the 
souls of some Jewish prophets, for example David and Hezekiah). The guard 
of this circle is the Minotaur, the archetypal symbol of violence. Virgil asks the 
centaur Chiron for a guide to help them get across the Phlegethon (wich river is 
also the symbol of horror). The centaur Nessus, after showing the two pilgrims 
the souls of some tyrants, transfers Dante on his back to the other shore, to the 
wood of the suicides, which will be presented in Canto XIII of the Inferno.

* The present study was supported by the research program NKFIH K 124514 of the Na-
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dy for his kind help.
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2. The critical reception of Canto XII; the special role of centaur Nessus

Giuseppe Giacalone observes the controversial reception of the Canto. Fernan-
do Figurelli, who expressed his views on Alighieri under the influence of the 
Dante-intepretation of Benedetto Croce (but with less efficiency than Croce), 
remarked in his judgement on Canto XII the lack of unity and of poeticalness, 
stressing that Canto XII differs significantly from the other five Cantos of the 7th 
circle of Hell, in particular because those other Cantos (XIII–XVII) are organic, 
and in their subject each concentrates on one episode or protagonist. Different-
ly from Figurelli’s judgement, Guido Mazzoni, Vittorio Rossi, Umberto Bosco, 
Attilio Momigliano consider Canto XII as relevant from the poetic point of view 
and coherent in the context of the whole œuvre (cf. Giacalone 2005. 261–262). 
The mixed reception of this Canto is underlined also by Carlo Caruso’s analy-
sis: in connection with this reception the Dante scholar mentions that the old 
Johann Wolfgang Goethe in his critical review of 1826 on a German translation 
of the Comedy, quoted, suprisingly, exclusively from Canto XII, highlighting the 
unique realism of the Comedy: according to Goethe this realism was more impor-
tant even than the naturalism of Giotto’s painting (cf. Caruso 2000. 165–166).

In comparison to the others, the unusual character of the present Canto – the 
action of which takes place, according the fictional narrative, on the second day 
of Dante’s itinerary – can be explained by the fact that the infernal vision is 
clearly revealed from the viewpoint of Dante-protagonist (with the caveat that 
Dante-narrator is obviously the director of the scene). As a consequence, visual 
perception has great relevance. According to Giacalone, in the present Canto 
we watch a movie shot from a point of view, which has as its central scene the 
meeting with the centaurs. Dante-protagonist’s temporary silence, the tempo-
rary transfer of the guidance from Virgil to Nessus, the crossing of the Phlege-
thon and the presentation of the damned are all poetic episodes for the moral 
deterrence of the reader (cf. Giacalone 2005. 262–263). In the present Canto 
Nessus, through his explanation of the sins of various ancient tyrants, assumes 
the dignity of a kind of moral leader. In the figural language of the Comedy the 
alert and intelligent centaurs (as – paradoxically – servants of divine justice) 
represent the relentlessness (correspondent to the contrappasso) experienced by 
the damned. In their utterances the centaurs are noble and pervaded by moral 
consciousness: this description of them accentuates their alienation from the 
horrible sins treated in this Canto (for example in the case of Guido di Monfort 
and of Attila; cf. Giacalone 2005. 263), and all this is manifested in the speech 
of Nessus, while Dante and Virgil – in a very unusual way – attend this scene as 
schocked spectators. So Nessus has a special status among the centaurs, because 
due to his demonic intelligence he took vengeance on Heracles for his own vio-
lent death. The centaurs – as agile beasts (fiere isnelle [76]) – have a double nature, 
which can be a reference to the ambiguous character of the damned souls expi-
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ating in the Phlegethon, i.e., to the fact that these are murderers and ferocious 
tyrants (keeping in mind that also the Minotaur, as a guard of the 7th circle of 
Hell, has a double nature; cf. Giacalone 2005. 264).

Nessus formulates some moral jugments (which obviously are those of 
Dante-author), and at the same time he gives the security-escort to the two pil-
grims: this means also some kind of moral ascension for him, because by his ac-
quired intelligence and humanity he has to surmount his own inborn aggressive 
and beastly passions. It can be claimed that Alighieri gives to Nessus the func-
tion of the only possible intermediation between the cruelty of the tyrants and 
murderers, and the humanity of Dante himself (given to him in an exceptional 
way by divine providence), and in this sense the hybrid nature of the beast-man 
(of the centaur) made possible the already mentioned intellectual, visual and 
moral attitude of Dante-protagonist toward all that he (and the reader) has seen 
in the present Canto (cf. Giacalone 2005. 264). So in Canto XII, in a sense, the 
centaurs have a more relevant role than the violents against others. We can add 
that the centaurs in their language preserve their original bestiality even though 
they intend to distance themselves from the sins presented by them.

3. The Minotaur

In connection with the Minotaur we have to take seriously in consideration that 
this figure, according to Medieval interpreters – among them Francesco da Buti 
– is the symbol of the three kinds of violence derived from malice (malizia) and 
beastliness (bestialità): violence against one’s neighbor, violence against oneself 
or one’s possessions, and violence against God. On the basis of this the Minotaur 
is the guard of the whole 7th circle of Hell, analogously to Geryon – guard of the 
8th circle of Hell –, who is the symbol of fraud (frode). It’s a further problem that 
in the Hell described by Virgil there is no antecedent of the Minotaur as a guard 
or as an infernal creature, moreover Dante does not clarify of which kind of vi-
olence the Minotaur is the symbol. So it is not clear what Alighieri’s sources are 
in his poetic adaptation of the figure of the Minotaur (though here, too, Ovid’s 
work is certainly a basic reference for Dante). Anyway, it seems to be coherent 
that in the logic of Dante’s Hell, created partly on the basis of the conception of 
hell in Antiquity, the Minotaur has to be the guard of the 7th circle analogously 
to the case of Minos, who apparently is the minister in Hell (and in the Other 
World in general) of distributive justice – in reality of injustice –, in other words 
he is the judge of the dead, meanwhile in the world (according to mythology) he 
was the just king of Crete (cf. Pastore Stocchi 1971).

We have to mention about the Minotaur that for Alighieri and his contempo-
raries it was not unambiguous that he is a bull-headed man. In the sources of 
Dante (Virgil, Aeneid, VI. 26–27; Ovid, Ars amatoria, II 24, and Metamorphoses, 
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VIII. 156) the anatomy of the Minotaur remained an open question, and in cer-
tain periods it was the opposite version (man headed bull) that prevailed, so it is 
this version which appears – with the exception of one codex-illustration, which 
shows the image of the Minotaur in harmony with classical iconography – in 
the illustrated manuscripts of the Comedy. The Italian names of the two hybrid 
figures of Minotauro and Centauro could also inspire mediaeval poets to present 
the Minotaur as a man headed bull. Still, on the basis of the writings of Jo-
hannes Balbus (†1298), as well as the researches of Achille Tartaro (1936–2008) 
we know that the “classical” version of the Minotaur (bull headed man) was 
also continuously present in mediaeval thought, thanks – among others – to the 
works of Statius, which were fundamental also for Dante (cf. Statius, Thebaid, 
XII. 668–671, moreover Achilleid, I. 191–192; see Caruso 2000. 167). When Virgil 
and Dante meet the Minotaur, they abash him: their appearance makes recall 
Minotaur his fatal confrontation with Theseus (cf. v. 14–27): at that point the 
monster bites himself (cf. v. 14), which can be interpreted as a contrappasso, for 
Minotaur’s cannibalism (antropofagia) here turns to be self-mutilation (autole-
sionismo).

The reference to Theseus was important already in Canto IX of the Inferno 
(there, according to what the Furies [Erinyes] told, Dante dared to descend to 
Hell because previously the Furies themselves and Medusa did not appropri-
ately punish Theseus who had also descended to Hell; cf. Inf. IX. 52–54), and in 
Canto XII this reference is made in a dramatic moment, when the pilgrim and 
his guide have to negotiate the difficult passage on the slide between the 6th 
and the 7th circle. Also in this episode the humble Christian pilgrim (Dante-pro-
tagonist) is compared to the Pagan Theseus, who in reality was a mortal enemy 
and the murderer of the Minotaur and of the centaurs at the danger-fraught 
wedding of Pirithous and Hippodamia (cf. Ovid, Metamorphoses, XII. 210–532), 
to which Dante himself makes reference in Inf. XXIV. 121–123 (cf. Caruso 2000. 
167–168). Virgil, countervailing the blemish on his honour as a guide (when the 
demons prevented Dante and Virgil to enter Dis), seems, in verses 26–27 of the 
present Canto (“Run to the passage; it is well thou descend while he is in fury”) 
to have the capacity of a magician: so Virgil as a magician is able to neutralize 
the Minotaur with his above mentioned mantra-like utterance, and urges Dante 
because this magic formula has a short effect (cf. Caruso 2000. 168).

4. The river Phlegethon and the expiation of the violents against their neighbours in it; 
the general role of the centaurs

At the moment of the passage of Dante and his guide along the ravine, Virgil 
encourages the pilgrim to observe the unfolding sight: “But fix thine eyes be-
low, for the river of blood draws near in which are boiling those that by violence 
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do injury to others” (v. 46–48). The boiling river of blood is the Phlegethon 
(which was already a burning river in Virgil’s Aeneid and in Statius’s Thebaid as 
well). The Phlegethon carries two main meanings in the Inferno at the allegori-
cal-symbolic level. The specific meaning refers to the 7th circle of Hell washed 
by the Phlegethon, and to those who are in it or at its banks. Related to this, 
the Phlegethon, according to Giovanni Pascoli, is the river which corresponds 
to the corruption born in bestial anger, i.e. this river is the symbol of bestiality 
as the first form of injustice. According to the second, more general meaning 
the Phlegethon – in the order of Hell – is an emblematic moment in the life 
of the damned: Giovanni Boccaccio sees in this river the symbol of the sinning 
soul; the sinner, conscious of his own damnation, desires immeasurably to get 
rid of his own suffering. Luigi Pietrobono extends the symbolic meaning of the 
Phlegethon from those who are dominated by mad rage (vinti d’ira folle) to those who 
are dominated by love/desire (vinti d’amore), i.e., to the lustful, the gluttonous, the 
avar icious (cf. Mazzamuto 1970).

As mentioned already, it is on the rock between the slope and the river – which 
unfold to Virgil and Dante – where the centaurs appear, who (differently from 
their earthly activity) hunt not for animals, but for humans, those who emerge 
more from the boiling river of blood than permitted to them on the basis of their 
sin (cf. v. 75). The meaning of the term isnelle, referring to the centaurs, is agile 
or fast, and this feature of them is strictly connected to their demonic charachter, 
expressed also in Le Roman de Troie of Benoit De Sante-Maure. This implies 
the question if Dante could possibly know Le Roman de Troie (which is disput-
ed by Bruno Nardi; cf. Caruso 2000. 170–171). The commentaries of Giovanni 
Boccaccio and of Benvenuto da Imola are noteworthy: they see in the centaurs 
the figures of the adventurer mercenaries, so in the Phlegethon the tyrants are 
tormented right by those who – in the unjust world of the tyrants – were simple 
tools in the hands of the tyrants themselves (cf. Izzi 1970).

Among the damned, treated in the present Canto, the first four are tyrants 
(see from v. 103): they – i.e., Alexandros (Alexander the Great, or, according 
to other interpretations, Alexandros, tyrant of Pherae [cf. Borzi–Fallani–Maggi–
Zennaro 2005. 102. com.]), Dionysius (Dionysius I, tyrant of Syracuse), Azzolino 
(Ezzelino) da Romano, and Obizzo II of Este – are soaked by the river up to 
their eyebrows; they are emblematic figures – in a negative sense – of the aris-
tocracy of blood and violence, as they are represented in the eclectic synthesis 
of mediaeval culture (cf. Ciotti 1976). The following group is the murderers, 
soaked by the river up to their neck: Guido di Montfort (the murderer of Henry 
III, an English prince), about whom Nessus talks a little bit more than usual (cf. 
v. 115–120), furthermore Attila, Pyrrhus (son of Achilles), Sextus Pompeius, and 
Rinieri da Corneto.

An anticipation of the explanation with reference to the inhabitants of the 7th 
circle of Hell can be found in Canto XI of the Inferno (cf. v. 28–39). According 
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to Caruso’s reconstruction of that description four groups can be identified: (1) 
murderers (omicide); (2) dishonestly malicious (ciascun che mal fiere); (3) wound-giv-
ers (feritori) and destroyers/ravagers (guastatori); (4.) robbers (predoni). By applying 
these four categories to the ten damned who figure in the narration of Nessus, 
we have the following subdivision of groups:

(1) Alexandros, Dionysus, Azzolino da Romano, Obizzo of Este: bloody (slay-
er) tyrants;

(2) Guido di Montfort: dishonest/slayer and malicious person;
(3) Attila, Pyrrhus and Sextus: wound-givers and ravagers;
(4) Rinier da Corneto and Rinier Pazzo: robbers and slayers (on this subdivi-

sion see Caruso 2000. 179–180).

It is peculiar that after having communicated all this, Nessus falls silent and – 
after he has transported and led the two travellers to the other bank – he turns 
round (which gives a suspended character to the ending of the Canto): “Poi si 
rivolse e ripassosi ’l guazzo” (“Then he turned back and crossed the ford again” 
[v. 139]). Leading two human beings (one of whom is alive) through the ford 
works as a contrappasso for Nessus, because in his life he served at the river 
Euenos: this service cost him his life, after he wanted to kidnap Deianira and 
as a consequence he was killed by Hercules/Heracles (cf. Caruso 2000. 181). 
According to the study of Teodolinda Barolini, Transition: How Cantos Begin and 
End, the peculiar ending of Canto XII can be characterized – in the typology of 
the endings of the Cantos of the Inferno – as follows: “transition initiated, but 
delayed”; “withdrawal of a companion” (in this case, of Nessus); “transition is 
postponed until after the departure” (Barolini 2008. 324).

II. CANTO XVII

1. The relevance and some main motifs of the Canto

The relevance of the present Canto in the first part of the Comedy consists 
(among others) in the fact that – by being at the half point of the Inferno i.e., 
preceded by 16 Cantos and followed by 17 Cantos – from the 7th circle (of the 
violents) it leads on to the 8th circle (of the fraudulents), divided into ten malebolge. 
This is undoubtadly an important passage (trapasso), to which some emphasis is 
given by the ritual descent of Geryon (cf. Gorni 2000. 233, 238). As for the nu-
merological aspect of the Comedy, is certainly not coincidental that Cantos XVI 
to XVIII all have 136 lines: this expresses their close relationship to each other, 
and all this gives a further emphasis to the transitional character of Canto XVII 
(from high-Hell to low-Hell; cf. Gorni 2000. 234).
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A peculiarity of the Canto is that Dante-protagonist – just like Geryon – does 
not talk, while Virgil talks relatively a lot, as a leader, as a master, with an imper-
ative and persuasive tone (even to Geryon: cf. v. 97–99). This unilateral com-
munication between two parties (when one of them warns or exclaims, while 
the other keeps silent) is also a peculiar motif of this Canto, which is present-
ed in different forms: the Florentine usurers scream in the ear of their Paduan 
“colleague” tauntingly (cf. v. 72–73); Daedalus screams to his son, Icarus (cf. v. 
111); the falcon, with its slow descent, stimulates the falconer to scream (cf. v. 
129). The silence of Dante-protagonist can be explained also by the fact that 
Dante-narrator describes thirteen comparisons (metaphorical comparative im-
ages) in the Canto.

2. Geryon

In the Comedy Geryon is the symbol of fraud, and his distinguishing mark is 
his trinity (analogously to the Dantean Cerberus and Lucifer): it has a human 
face, lion claws and the body of a snake (the latter ends in a scorpion’s tale). 
In the myth of Hercules Geryon is a giant with three bodies and is the lord of 
three Iberian islands. His threefold character was deeply analysed by scholars, 
for example Pietro Alighieri saw in this the three basic modes of fraud: with 
words (flatterers, mediators, discord-inducers), with things (forgers, simoniacs, 
and hypocriticals), with actions (defaulters, thieves, and traitors). The Ottimo 
commento saw three brothers in this triple character, one of whom flattered (lusin-
gava), the second robbed, the third caused physical harm. In his studies Giovan-
ni Pascoli connected this triple character to envy, Dino Mantovani to depravity, 
Enrico Proto saw in it Satan who tempted Eve, Silvio Pasquazi thought to re-
cog nize the Antichrist in it. In classical mythology Geryon is a rather complex 
figure, Dante inserts only its bodily trinity and its Hell-dwelling nature into 
his own eschatological vision (cf. Salsano 1971), though for Dante this figure 
must have had particular relevance, because he wrote a lot about it (cf. Inf. XVI. 
94–136 [specifically 121–136], XVII 1–27 and 79–136).

As Giovanni Getto points out, in other Cantos of the Comedy the representa-
tion of creatures which include human as well as animal features (for exam-
ple the Furies, the Minotaur, the centaurs, the harpyes, etc.) probably does not 
cause any particular emotion in the reader, but the poetic description of Geryon 
necessarily causes revulsion, because in the personality of Geryon there is evi-
dently an emphatically human stamp: its human face is relevant not exclusively 
in its physical reality, but it bears some kind of morality, and simultaneously is 
salient in its bestiality as well. So the well recognizable human face of Geryon 
“which is completed by the body of a reptile is excruciatingly repugnant and 
unforgettably terrific” (Getto 1987. 453).
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Salsano rightly stresses that in the Comedy Geryon is not simply an allegory, 
nor merely a vehicle, but is a mysterious being with a peculiar relationship to 
Virgil and Dante. Its mysteriousness refers to the enigmatic existence of fraud: 
fraud is not only an offence against God, but a perversion and the darkening of 
all that is human. Virgil’s allusion to the fact that he will talk to this beast and 
ask for its help (cf. v. 41–42), moreover he will give some particular instructions 
to it, means that there is a mysterious and special relationship between Virgil 
and Geryon (i.e., between reason and fraud). Any kind of fraud can be reduced 
to a malicious use of reason; furthermore, fraud can be prevented by reason. For 
Dante-protagonist Geryon is a menace, meanwhile for the Virgil of the Comedy 
it is a servant. In connection to the Virgil–Geryon relationship it is worth recall-
ing Gian Battista Gelli’s commentary from the Renaissance, according to which 
also Geryon represents reason. This reason accidentally (as it was mentioned al-
ready) knows depravity, and under this aspect – according to Gelli – reason, from 
a certain point of view, can be considered as a form of fraud: in an optimal case 
reason aspires to know mendacity and fraud in order to be able to eliminate it 
(so not because of wanting mendacity and fraud). This kind of rationality-fraud 
in the context of the Comedy can be surmounted by Virgil, who – as an allegorical 
figure of reason – knows good and justice, so he is also able to differentiate these 
from fraud (cf. Salsano 1971).

In lines 94–96 (“But he who succored me another time in another peril 
clasped me in his arms as soon as I mounted and supported me”) there is an 
implicit reference to the fact that in Inferno XVI Dante-protagonist gave up his 
rope-belt (which rope-belt can be interpreted also as a moral bond), which was 
tossed into the abyss (cf. Inf. XVI. 106–114). In connection with this John Frec-
cero has some relevant ideas:

Casting off the rope is meant to attract Geryon, “the filthy image of fraud”. This im-
age seems to have no direct biblical precedent, but is reminiscent, if only by contrast, 
of ancient allegories represented in terms of flight. (Freccero 1995. 173.)

In the context of the Comedy and of Dante’s biography

Geryon’s meaning […] is not difficult to decipher. Although the monster if fearsome, 
it is strangely docile, grudgingly responsive to Virgil’s commands. This apparent in-
consistency illustrates a familiar paradox of confessional literature: adversity and evil 
turn out retrospectively to have been of spiritual help even when they seemed most 
threatening. (Freccero 1995. 173.)
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Whatever moral-allegorical function Geryon has in the Comedy,

Geryon is exquisitely literary […]. Elements of the monster’s composition are drawn 
from the Apocalypse, or perhaps from the lunar dragon of the astrologers […]. Scholars 
have suggested various classical sources for the image as well, notably from Virgil and 
Solinus. Apart from its thematic function, however, its literally central position in the 
Inferno and the elaborate address to the reader introducing it, suggest that it was also 
meant to stand for the poet’s own prodigious imagination. (Freccero 1995. 174.)

According to Freccero’s interpretation the flight on Geryon has its antithesis 
in the catastrophe of the ship of the mind (navicella dell’ingegno) described in 
Inferno XXVI (cf. Freccero 1995. 174). Particularly important are the remarks of 
Freccero according to which the political-social and autobiographical references 
to Alighieri’s life can also be revealed in the figure of Geryon as an allegory.

Geryon introduces a social dimension into the tradition of neoplatonic allegories, inas-
much as it suggests that the corruption of society can serve as a vehicle for plumbing 
the depths and then transcending them. […] The description of the crowds in Rome 
during the Jubilee year suggests perhaps an association between Dante’s flight [on 
Geryon] and his embassy to Rome to avert the entry of Charles of Valois into Flor-
ence. The duplicity of the pope might aptly be represented by a duplicitous Geryon, 
while the imagery of Antichrist that is used to describe the monster is consistent with 
traditional descriptions of a corrupt papacy. (Freccero 1995. 178, 179.)

3. The usurers

Dante has already unfolded the problem of usury in his explanation on the mor-
al structure of Hell by Virgil’s moral judgement (cf. Inf. XI. 94–111), and he also 
makes a reference to it in connection with the attraction of the Benedictines to 
earthly goods (cf. Par. XXII. 79–84), who by their behavior – according to Aligh-
ieri’s formulation – commit a greater sin than the usurers (cf. Capitani 1976). 
In the present Canto the episode of the meeting with the usurers (cf. v. 34–78) 
basically serves to express Alighieri’s contempt for the usurers. It has a particular 
relevance from this point of view that Dante-protagonist does not recognize any 
of them (cf. v. 54), meanwhile by describing the insignia visible on the pouches 
hanging in their necks he made recognizable – at least for the contemporary 
reader – the usurer dynasties which are mentioned in the Canto (cf. v. 59–65).

It is worth taking a look – as to Alighieri’s conception on usury – to the com-
mentaries of Giovanni Boccaccio and of Jacopo della Lana. According to Boccac-
cio the usurer is called this because he sells something – i.e. money – which by 
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its nature does not fructify.1 And according to Lana’s formulation, it’s not natural 
that someone should make money as the usurer does, acting against God: be-
cause if he invested his money in something, for example in domestic animals, 
or in arables, or in vines, or in any other goods, which investment can be clas-
sified as realisable according to God’s will, it would be natural that his money 
would fructify – but the usurer is distressed by these last cases.2

In his poetry Dante presents unequivocally in a disapprobative way the deg-
radation of the authentic nobility – idealized by the same Alighieri himself – by 
the families which have become suddenly rich and bought their noble titles (cf. 
Gorni 2000. 240). The corporal position of the usurers in Hell shows clearly the 
validity of the contrappasso: suitably to their profession, they sit on the ground 
and watch rigidly the object (the pouch) with a symbolic significance from the 
point of view for their activity, stiff for eternity in this posture, debased to the 
level of bestiality (“and on these they seemed to feast their eyes” [“e quindi 
par che ’l loro occhio si pasca”],  v. 57; literally: they were pasturing with their 
eyes constantly [those insignia and pouches]). The flourish with their arms – to 
protect themselves from external effects – in principle also can be considered as 
a contrappasso: the usurers, who detested labour by their hands, are now coerced 
to flourish with them (cf. Jacomuzzi 1976). The comparison of these bizarre and 
perplexed movements of the usurers to the movements of the dogs provoked 
by the bites of fleas, flies or warbles can have its source in the Pois la fuoilla re-
virola of Marcabru(no), or in some work of Marbodus Redoniensis (Marbodius 
of Rennes; cf. Gorni 2000. 236).

As a concluding thought it can be recalled that the intense analysis and the 
poetic representation by Alighieri of the problem of usury and of avarice/cupid-
ity in several passages of the Inferno (particularly, as we have seen, in Cantos XI 
and XVII) can be traced back in part to Dante’s systematic development of what 
Saint Thomas Aquinas wrote on these subjects (in Summa Theologiae, P. II. 2, qu. 
LXXVIII [on usury], qu. CXVIII [on avarice]).

1  “[C]hiamasi ‛usuriere’ per ciò che egli vende l’uso della cosa la quale di sua natura non 
può fare alcun frutto, cioè de’ danari.” Boccacio quoted in Bufano 1976.

2  “[C]osa natural non è che uno denaio faza un altro denaio, come vol che faza l’usurario, 
e però offende Deo; che sello investisse in altra cosa, come in bestiame, naturale cosa è che 
frutifica e multiplica, in terreni e vigne, naturale è che frutifica; in altre mercadandie ch’enno 
sottoposte a le stasuni e ai casi che possono avignire per ordene e per voluntà de Deo. Ma 
l’usurario è desolto da tai casi ch’è tal, s’el piove come neva e como sia tempesta e bonaza in 
mare, el pur vole ch’i’ soi dinari avanzino cotanto per libra.” Lana quoted in Bufano 1976.
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