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PREFACE TO THE SECOND EDITION 2021  

The first edition of the electronic Commedia, which came out in 2010, appeared 

in two forms: a DVD-ROM, and a web site hosted and managed by Scholarly 

Digital Editions (SDE), one of the original co-publishers. Since 2010 the DVD-

ROM has been superseded as a technology, though the platform on which the 

web site was built is still fully functional. Scholarly Digital Editions is now 

publishing under the imprint Inkless Editions. 

This second edition, unlike the first, is available only as a web site, created under 

the auspices of Inkless and the Fondazione Ezio Franceschini, and hosted and 

managed by the second with the support of DARIAH.IT. The new site, unlike 

the old one, will be available to scholars, researchers and students at no charge. 

The original site, now also free to users, will remain online; the two sites will 

have links to one another. The content of the two sites, the original first edition 

and this new second edition, is broadly similar but not identical, as explained 

below. 

The chief difference between the old site and the new is the inclusion of the 

images for ms. Urb. lat. 366, which for contractual reasons could not be included 

in the first edition. Also new is a detailed account of the technology on which 

the site is built, which forms Appendix D.  

The way the images, transcriptions and variant files interrelate on screen has 

changed in this new edition, allowing for greater flexibility for readers using 

screens of different sizes, or interested only in one aspect of the display. 

Navigating around the site is as simple and intuitive as it has always been; indeed, 

arguably more so. The software used for enlarging the images, which replaces 

the Zoomify software used for this purpose in the first edition, is far simpler and 

ɆȏńńĴƦńȽɝɠǭɝɾɆńıɝãǝĴɝãǃǃǭ ɆɝŬǭȽɝƈȽńãɠńȽɝǔãƈǝƦŬƦĚãɠƦǭǝțɝ»ƞńɝɠń ɠɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝ
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edizione nazionale can be viewed on its own (by choosing PET from the list of 

mss.), as can the Sanguineti text (by choosing FS).  

Users of this electronic edition are urged to read the detailed acount of the 

methodology of the transcriptions (III. General Transcription Note), and to 

consult the separate sections devoted to the particular characteristics of each 

manuscript which follow (IV. Manuscript Transcription Notes: ms. Ash; and so 

on). Scribal glosses and occasional marginal comments now normally appear as 

part of the transcription. Editorial notes on particular difficulties or points of 

interest in any given manuscript appear as footnotes below the transcription. 

The Introduction of 2010 remains just as it was, with one small adjustment, as 

described below. In general, where the original version spoke of the DVD-

ROM, this has been amended everywhere to the electronic edition or web site.  

The bibliography has been updated. A selective list of editions, books and 

articles which have been published since 2010, in a decade of remarkable 

productivity for Dante studies, is appended in a section at the end of the original 

bibliography. The full title and publication details of books and articles referred 

to in an abbreviated form in the notes to the Introduction can be found in the 

Table of Abbreviations. For more information about the project and a full 

account of the edition and its history, see the Foreword aǝĴɝɠƞńɝńĴƦɠǭȽȸɆɝ

Introduction. 

Finally, it seems important to clarify a surprising misapprehension that has 

arisen in relation to the Commedia digital edition. In his Everything You Always 

ÕèǫɰŏĿɭɰǻɭtǫǻ ɭèĕǻʍɰɭvèĥƩǢèǫǫɈɖɭ|ŏɰƩǻĿɭ(2014), Paolo Trovato makes the 

Ɇɠãɠńǔńǝɠįɝȴcɝƞã ńɝ ǭǝĴńȽńĴɝ ƞ ıɝƦǝɝ±ǭĎƦǝɆǭǝȸɆɝƺɾĴƈǔńǝɠıɝrãɾµ.ɝțțțɝƦɆɝĚǃǭɆńȽɝ

to the archetype of the Commedia than U, that is, a manuscript whose 

exceptional textual quality has been unanimously acknowledged by the 

ɆȏńĚƦãǃƦɆɠɆɝțțțȸțɝ^ńɝǔƦƈƞɠɝ ńǃǃɝ ǭǝĴńȽıɝɆƦǝĚńɝɠƞƦɆɝƦɆɝǝǭɠɝɆǭǔńɠƞƦǝƈɝ­ńɠńȽɝ

±ǭĎƦǝɆǭǝɝƞãɆɝń ńȽɝǔãƦǝɠãƦǝńĴțɝ»Ƚǭ ãɠǭȸɆɝ ǭȽĴɆɝȽɾǝɝȏȽńĚƦɆńǃ ɝĚǭɾǝɠńȽɝɠǭɝ ƞãɠɝ
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we concluded about LauSC in the digital Commedia project. That conclusion is 

set out unambiguously in my introduction:  

ȴ ńɝŬƦǝĴɝƦǝɝɠƞńɝscriptio prior of the Laurenziano di Santa Croce manuscript a 

ĚǭǝŬǃɾńǝĚńɝǭŬɝȽńãĴƦǝƈɆɝŬȽǭǔɝŬǭɾȽɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝŬƦ ńɝɆɾĎ-archetypes (a, b, c and 

e). It seems reasonable to conclude that those scholars who regard LauSC as 

inaffidable, because it is an editio variorumıɝãȽńɝȤɾƦɠńɝȽƦƈƞɠțȸ 

Our evaluation of the testimony of LauSC Ś reached by us quite independently, 

using computer methods Ś ƦɆɝ ƦȽɠɾãǃǃ ɝƦǝĴƦɆɠƦǝƈɾƦɆƞãĎǃńɝŬȽǭǔɝ»Ƚǭ ãɠǭȸɆɝǭ ǝțɝ

»Ƚǭ ãɠǭɝĚãǃǃɆɝrãɾµ.ɝȴɾǝãɝȽãŬŬƦǝãɠãɝeditio variorumȸıɝ ƞƦĚƞɝȒãǝĴɝƞńȽńɝƞńɝńĚƞǭńɆɝ

.ãɆńǃǃãɝ ãǝĴɝ ­ńɠȽǭĚĚƞƦıɝ ĚƦɠƦǝƈɝ ɠƞńɝ ǃãɠɠńȽȕɝ ȴǭɆĚƦǃǃãɝ ĚǭǝɠƦǝɾãǔńǝɠńɝ ɠȽãɝ ɾǝɝ

ȽãƈƈȽɾȏȏãǔńǝɠǭɝńɝǃȸãǃɠȽǭȸɝȒNuove prospettive 2007, p. 636); and again, on the 

ɆãǔńɝȏãƈńıɝƦɠɝƦɆɝȴɾǝɝãȽɠƦŬƦĚƦãɠǭɝĴƦɆĚńǝĴńǝɠńɝĴƦɝɾǝɝãŬŬƦǝńɝĴƦɝxãȽɠɝȠɝ»ȽƦ ɝȒa), 

ɆãȏƦńǝɠńǔńǝɠńɝ ǔƦɆĚńǃãɠǭɝ Ěǭǝɝ ǝǭǝɝ ɆãȏȏƦãǔǭɝ Ȥɾãǝɠńɝ ãǃɠȽńɝ ɆǭɠɠǭŬãǔƦƈǃƦńȸțɝ

µãǝƈɾƦǝńɠƦȸɆɝǭȽƦƈƦǝãǃɝ Ʀń ɝŚ the one on which his edition of 2001 is based, the 

one we were testing in the electronic Commedia project Ś was that LauSC 

constituted a separate branch of the stemma, and thus 50% of ɻ and 25% of the 

stemma as a whole (in short, a late manuscript of unique importance for 

establishing the text of the poem). The computer analysis showed this to be 

untenable. Trovato, though he agrees with Sanguineti on many points, agrees 

with us, against Sanguineti, about the character and value of LauSC. (Sanguineti 

later changed his mind about the value of LauSC: see Nuove prospettive, p. 652.) 

cɝƞã ńɝȽń ȽƦɠɠńǝɝãɝŬń ɝɆńǝɠńǝĚńɆɝƦǝɝȴ»ƞńɝ­ƞ ǃǭƈńǝńɠƦĚɝ ǝãǃ ɆƦɆȸɝ ƞƦĚƞɝĴƦɆĚɾɆɆɝ

the original and corrected readings in LauSC to make our position even clearer. 

Students and scholars who now have free access to the website are urged to read 

my introduction and to make up their own minds about the value of the digital 

edition. Let me briefly enumerate some of its advantages:  

i. The speed and ease of checking manuscript readings against the image (even 

Petrocchi, a model of scholarly exactness and scruple, makes the odd slip, and 
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misreports a manuscript reading some forty-odd times). We have no way of 

checking if readings reported by Trovato (or members of his team) have been 

transcribed accurately; the same goes for Sanguineti. 

ii. The possibility of executing in seconds complicated searches that would take 

weeks or even months using conventional materials and methods. For example: 

at how many points does the Sanguineti edition present a reading that differs 

from the Petrocchi edition? answer: 1544 times. Another example: how many 

times does Petrocchi choose readings attested only in the manuscripts Ash and 

Ham among the Sanguineti seven? answer: five times. Each of these searches 

was executed in a matter of seconds. 

iii. Finally, I cannot stress too highly the sheer pleasure of working directly on 

ɠƞńɆńɝĎńãɾɠƦŬɾǃɝǔãǝɾɆĚȽƦȏɠɆɝãǝĴɝń ȏńȽƦńǝĚƦǝƈɝɠƞńɝɠń ɠɝãɆɝɆǭǔńɝǭŬɝFãǝɠńȸɆɝńãȽǃƦńɆɠɝ

readers would have encountered it Ś even if, paradoxically, one is looking at a 

computer screen rather than parchment. Even for readers who are not experts 

in textual criticism and have no interest in questions of critical methodology, 

the web site offers rich treasures. 

Prue Shaw 

14th September 2021 
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NonCommercial-µƞãȽń ǃƦƿńɝɰț ȸɝǃƦĚńǝĚńț 
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¶ Any further publication of the transcripts must make them available 

to others under identical conditions as the applicable Creative Commons 

licence. 
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FOREWORD 2010 

To explain briefly the genesis of the electronic Commedia project: the initial 

stimulus dates back to the early 1990s, when Peter Robinson and I went to 

Florence to see Francesco Mazzoni, president of the Società Dantesca Italiana, 

and tell him about the work we were doing with computers and manuscripts. 

Two other senior dantisti Ś Robert Hollander and Rosetta Migliorini Fissi Ś 

ńȽńɝȏȽńɆńǝɠɝãɠɝɠƞƦɆɝǔńńɠƦǝƈɝƦǝɝɠƞńɝ­ãǃãƈƦǭɝĴńǃǃȸ ȽɠńɝĴńǃǃãɝrãǝãıɝãɆɝ ãɆɝ­ãǭǃãɝ

Laurella, the secretary of the Società, who has a special interest in computing. 

We spent an afternoon demonstrating our work and discussing the possible 

applications of information technology to textual studies. At that time I had 

been working for some years on the edizione nazionale of the Monarchia using 

computers to make and store my transcriptions, and I had devised a system for 

recording textual variants, omissions and interpolations. Peter Robinson had 

been working on the textual tradition of the Canterbury Tales using computers, 

was in the process of writing computer programmes specifically tailored to 

working with manuscripts, and was research officer for the Computers and 

Manuscripts Project at the Oxford University Centre for Computing in the 

Humanities. 

Professor Mazzoni was keenly interested in what we showed him, but was already 

committed to working with IBM Italia to utilise and adapt computing 

techniques to the study of Dante manuscripts within the Società Dantesca. 

Indeed, like me, he had devised his own system of notation for transcribing 

manuscripts with the new technology. No collaborative project with the SDI 

emerged from our meeting, as we had hoped it might; but we agreed to stay in 

touch about our various ongoing enterprises, with a view to a possible future 

collaboration. 

Another step towards setting up the present project was taken at the Second 

International Dante Seminar held at Ascona in 1997, where Federico Sanguineti 
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gave a paper describing his planned new edition of the Commedia, and outlined 

his thinking about the textual tradition of the poem which lay behind it Ś 

specifically, his belief that only a small number of manuscripts (eight, later 

reduced to seven) were necessary and sufficient for a critical edition of the text. 

Two Australian scholars, Diana Modesto and Mary Dwyer, were struck by the 

fact that such a small number of manuscripts would make a computer project a 

feasible possibility, and they approached first Sanguineti and then Robinson 

with the suggestion that such a project be set up as a collaborative enterprise, 

with the specific aim of testing this new stemmatic hypothesis using computer 

tools. Sanguineti was enthusiastic, and Robinson agreed to support the technical 

side of the project, provided that I too was included in the team, since he 

believed my philological expertise combined with my experience using 

computers on the Monarchia edition would be especially valuable. Two 

preliminary meetings were held, the first in Canberra in September 1998 (MD, 

DM, PR, FS), the second in Florence in January 1999 (DM, PR, FS, PS). 

Applications for funding were made, and work began. 

A third meeting Ś an extended workshop Ś was held in Sydney for a week in 

December 1999 (MD, DM, PR, PS). Regrettably, this workshop revealed that 

there were insurmountable differences in working methods and managerial 

practice between the two groups (the scholars based in Australia on the one 

hand, and those based in Europe on the other). Convinced that a collaboration 

a distanza of the kind proposed was therefore unworkable, I withdrew from the 

project. But both Robinson and Sanguineti urged me to reconsider, since by 

now we had substantial funding from the Arts and Humanities Research Board, 

ãǝĴɝɠƞńɝǭɾɠĚǭǔńɝǭŬɝɠƞńɝȏȽǭƺńĚɠɝȒɠƞńɝ ãǃƦĴãɠƦǭǝɝǭȽɝĴƦɆȏȽǭ ƦǝƈɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝ

stemmatic hypothesis about the textual tradition of the Commedia) would be of 

great interest to all dantisti. 

At the Sydney workshop what had emerged clearly were our differing and 

irreconcilable views on how the transcriptions should be done. We in the UK 
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therefore decided to continue with our own version of the project independently 

of the antipodean group, utilising our own methodology for the transcriptions, 

and relying entirely on our own resources. In effect, more than eighteen months 

into the project, we began again from scratch. A year after that decision was 

ɠãƿńǝɝɠƞńɝµãǝƈɾƦǝńɠƦɝńĴƦɠƦǭǝɝãȏȏńãȽńĴɝȒɹ ȀȕıɝãǝĴɝãɠɝɠƞãɠɝȏǭƦǝɠɝµãǝƈɾƦǝńɠƦȸɆɝ

active role in the project came to an end. 

Now, exactly ten years later, we have finally brought the electronic Commedia 

project to completion. Though the project could not have started without the 

Sanguineti edition or the original Dwyer-Modesto suggestion, this DVD and 

web site as they are now published, are entirely the work of Peter Robinson and 

myself (aided of course by a support team whose indispensable contribution is 

acknowledged below). I am entirely responsible for the editorial side of the 

enterprise: both for the introduction, which describes the manuscripts and our 

transcription practice, explains the rationale for our procedures, and lays out the 

conclusions reached about the Sanguineti stemmatic hypothesis; and for all the 

practical editorial decisions which underlie and shape the presentation of the 

material on the DVD and web site. Peter Robinson is responsible for the 

information technology side of the project: for the creation of the DVD and 

web site, and for the devising and implementing of the many original features 

which make it at once so user-friendly for beginners to the discipline of 

manuscript studies, and so useful for experts wrestling with the textual problems 

ȏȽńɆńǝɠńĴɝĎ ɝFãǝɠńȸɆɝȏǭńǔț 

What has the electronic Commedia project achieved? At the simplest level the 

value of this DVD and web site lies in the accuracy and completeness of the 

information it provides about the text of the poem as it appears in seven key 

witnesses, all of them venerable exemplars long accorded iconic status by 

ɆĚƞǭǃãȽɆțɝ»ƞńɝȴµãǝƈɾƦǝńɠƦɝɆń ńǝȸɝǔãǝɾɆĚȽƦȏɠɆɝãȽńıɝɠǭɝɾɆńɝɠƞńɝɆƦƈƦǃɆɝãɆɆƦƈǝńĴɝɠƞńǔɝ

by Giorgio Petrocchi and universally adopted by scholars, Ash, Ham, LauSC, 

Mart, Rb, Triv and Urb (detailed information about each manuscript is available 
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on this DVD and web site under Manuscript Descriptions). Our complete 

transcriptions of every word of the poetic text in each of these manuscripts make 

good the incompleteness and occasional inaccuracy of the previous scholarly 

ȽńĚǭȽĴțɝ­ńɠȽǭĚĚƞƦȸɆɝãȏȏãȽãɠɾɆıɝ ƞƦĚƞ registers variants from a much larger group 

of manuscripts, is in general remarkable for its accuracy; nonetheless it 

occasionally falls short. Petrocchi was unable, for example, to examine the Berlin 

Hamilton codex directly. He worked from a microfilm and a partial collation 

carried out by Giuseppe Vandelli. As a consequence Petrocchi misreports the 

Ham reading a score or so of times. His occasional misreadings tend to 

perpetuate themselves, as when Paolo Trovato cites the Ash reading at Par. xv 

63 from PńɠȽǭĚĚƞƦȸɆɝãȏȏãȽãɠɾɆıɝ ƞńȽńɝƦɠɝƦɆɝ ȽńȏǭȽɠńĴɝ ƦǝãĚĚɾȽãɠńǃ ɝȒɆńńɝthe 

transcription for Ash ad loc. on the DVD/web site). These are tiny things in 

themselves, and no single one is in itself very important; but from now on, for 

these seven manuscripts, there exists a complete and accurate record of the 

entire text. 

Furthermore Ś a crucial point Ś if anything has been inadvertently omitted or 

misreported in our transcriptions, or even if they just strike the reader as unlikely 

or puzzling, that reader can check immediately not by recourse to other 

secondary sources, but by consulting the manuscript in question directly. The 

superb quality of the digital images of the manuscripts is one of the triumphs of 

the DVD/web site; the availability of these images alongside the transcriptions 

of them is in itself a huge step forward in Dante studies: together they constitute 

a uniquely valuable resource for scholars. 

It is worth emphasising that the DVD and web site present not just the raw data 

(images and transcriptions), but a highly sophisticated analysis of the data in the 

form of the Collation feature Ś the electronic equivalent of a traditional critical 

apparatus. Readings shared by different manuscripts can be instantly identified 

and their significance assessed. This material is presented in two forms, both 

accessible at the click of the mouse, and both quite unlike anything currently 
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available in other kinds of scholarly edition, printed or electronic. They 

represent a very significant advance in the use of computing technology for 

textual purposes. 

The second major contribution made by the electronic Commedia project to 

FãǝɠńɝɆĚƞǭǃãȽɆƞƦȏɝƦɆɝƦɠɆɝɠńɆɠƦǝƈɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝƞ ȏǭɠƞńɆƦɆɝãĎǭɾɠɝǔãǝɾɆĚȽƦȏɠɝ

relationships. That hypothesis, as is well known, called into question the 

Ɇɠńǔǔãɝ ƞƦĚƞɝ ãɆɝɠƞńɝĎãɆƦɆɝŬǭȽɝ­ńɠȽǭĚĚƞƦȸɆɝńĴƦɠǭȽƦãǃɝȏȽãĚɠƦĚńɝƦǝɝɠƞńɝedizione 

nazionale ǭŬɝFãǝɠńȸɆɝȏǭńǔıɝvèɭ0ǻǢǢŏĿƱèɭɖŏĥǻǫĿǻɭǑɈèǫɰƱĥèɭ ʍǑƓèɰè. Without 

anticipating our conclusions Ś the reader will have to turn to the Introduction 

for a full and balanced account Ś we would like to put on record our 

indebtedness to the Sanguineti edition, and to the editorial effort that went into 

its creation, for the stimulus it gave to us and to many other scholars to think 

again about the text of the poem. 

We are equally indebted to Paolo Trovato for the conference he organised at 

Ferrara in 2003, and the hospitality he offered us there, where we saw direct and 

telling evidence of the galvanising effect of the Sanguineti edition on a 

generation of young scholars who presented papers on different aspects of the 

ȴµãǝƈɾƦǝńɠƦɝɆń ńǝȸɝǔãǝɾɆĚȽƦȏɠɆțɝ»ƞńɝ ǭǃɾǔńɝ ƞƦĚƞɝƈȽń ɝǭɾɠɝǭŬɝɠƞãɠɝĚǭǝŬńȽńǝĚńıɝ

Nuove prospettive sulla tradizione della «Commedia». Una guida filologico-

linguistica al poema dantesco, Firenze, Cesati, 2007, contains a rich and varied 

collection of essays, to which I have frequently turned, as readers of the 

Introduction will quickly appreciate. In his Introduzione to the volume Trovato 

notes that scholars reviewing the Sanguineti edition tended to concentrate on 

ɠƞńɝãĚĚńȏɠãĎƦǃƦɠ ɝǭȽɝǭɠƞńȽ ƦɆńɝǭŬɝǔãǝ ɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝȏȽǭȏǭɆńĴɝńǔńǝĴãɠƦǭǝɆɝɠǭɝ

ɠƞńɝ­ńɠȽǭĚĚƞƦɝɠń ɠıɝȴɆńǔȏȽńɝńǃɾĴńǝĴǭɝǃãɝȤɾńɆɠƦǭǝńɝȏȽƦǝĚƦȏãǃńıɝĚƦǭŐɝǃãɝĚǭȽȽńɠɠń ãɝ

Ĵńǃɝǝɾǭ ǭɝɆɠńǔǔãȸɝȒȏțɝȀɹȕțɝ»ƞńɝĚǭȽȽńĚɠǝńɆɆɝǭŬɝɠƞńɝɆɠńǔǔãıɝǭȽɝƦɠɆɝƦǝĚǭȽȽńĚɠǝńɆɆıɝ

is precƦɆńǃ ɝɠƞńɝƦɆɆɾńɝ ńɝãĴĴȽńɆɆńĴɝƦǝɝɠƞƦɆɝȏȽǭƺńĚɠțɝ»Ƚǭ ãɠǭȸɆɝǭ ǝɝĚǭǝɠȽƦĎɾɠƦǭǝɆɝ

to the volume Ś lively, questioning, engaged Ś go beyond our strictly limited 

goal (is the Sanguineti hypothesis correct?) to a more extensive and ambitious 
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examination of the textual tradition of the poem, and the formulation of his 

own stemmatic hypothesis, which differs in important respects from 

µãǝƈɾƦǝńɠƦȸɆțɝ ǝɝãɆɆńɆɆǔńǝɠɝǭŬɝƦɠɆɝ ãǃƦĴƦɠ ɝǃƦńɆɝĎń ǭǝĴɝɠƞńɝɆĚǭȏńɝǭŬɝǭɾȽɝȏȽǭƺńĚɠț 

As an integral part of our methodology for examining the Sanguineti hypothesis, 

we used programmes designed for use in evolutionary biology, where the process 

by which living organisms are reproduced in successive generations (descent 

with variation) provides an exact homology with manuscript transmission. This 

too is a significant contribution to the use of computing techniques by textual 

scholars. A section of the Introduction explains these procedures in detail, and 

interested readers are urged to consult it. We can just note here that the 

procedures adopted by evolutionary biologists are based on inductive reasoning: 

instead of starting from principles or preconceptions and looking at the evidence 

in the light of those principles or preconceptions, and making the evidence fit 

as best one can, they start from the evidence Ś all of it, with nothing excluded 

Ś and let the evidence shape the hypothesis: a classic instance of a posteriori 

(inductive) not a priori (deductive) reasoning. 

A final practical point: the DVD and web site make it easy to compare and 

contrast the Petrocchi and Sanguineti editions of the text of the Commedia. 

Some reviewers noted that Sanguineti had failed to provide a list of places where 

his text diverges from the Petrocchi text, and that it would have been useful to 

have such a list. The VBase feature on the DVD/web site Ś another of Peter 

±ǭĎƦǝɆǭǝȸɆɝƦǝ ńǝɠƦǭǝɆɝŚ makes it possible to generate a list of these differences 

merely by submitting a search request to the database Ś a hugely time-saving 

operation compared with drawing up such a list by going painstakingly through 

the two editions side by side on a desk. Once again computer technology 

performs in an instant a task which traditional methods would take many 

months to complete. 

In conclusion I would like to emphasise that the ebook presented on the DVD 

and web site is not for specialists only, in spite of the highly technical nature of 
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some of the information it contains. The beauty of the manuscript images is in 

itself a delight. They offer the possibility of reading the poem as a reader would 

ƞã ńɝń ȏńȽƦńǝĚńĴɝƦɠɝǝǭɠɝɆǭɝ ńȽ ɝǔãǝ ɝ ńãȽɆɝãŬɠńȽɝɠƞńɝȏǭńɠȸɆɝĴńãɠƞțɝ»ƞƦɆɝƦǝɝƦɠɆńǃŬɝ

is a moving experience, though paradoxically it is all happening on a computer 

screen, and not on parchment. The DVD and web site were designed to be Ś 

and I am confident it will be Ś ǭŬɝƦǝɠńȽńɆɠɝɠǭɝãǝ ǭǝńɝ ƞǭɝǃǭ ńɆɝFãǝɠńȸɆɝȏǭńɠȽ ț 

Prue Shaw 

24th February 2010 
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di Enrico Malato e Andrea Mazzucchi, 

Roma, Salerno, 2019. 
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a cura di Rossend Arqués Corominas e 

Marcello Ciccuto, Firenze, Cesati, 2017. 
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2014. 
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cura di Enrico Malato e Andrea Mazzucchi, 
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Commento 

[Jacopo della Lana] Iacomo della Lana, 

Commento alla «Commedia», a cura di Mirko 
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Accademia dȸUngheria in Roma, a cura di 
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Studi e problemi Studi e problemi di critica testuale: 1960-2010. 
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letteratura, 1947. 
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Brandoli Due canoni Caterina Brandoli, Due canoni a confronto: 

i luoghi di Barbi e lo scrutinio di Petrocchi, 

in Trovato Nuove prospettive 99-214. 
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ǑɈèǫɰƱĥèɭ ʍǑƓèɰèƦ, in «Aevum» 69 (1995), 2, 

403-416. 

Geymonat Tendenze 

correttorie 

Francesca Geymonat, Tendenze correttorie 
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Indizio Problemi Giuseppe Indizio, Problemi di biografia 

dantesca, pres. di Marco Santagata, 

Ravenna, Longo, 2014. 

Inglese Come si legge Giorgio Inglese, 0ǻǢŏɭɖƱɭǑŏƓƓŏɭʍǫɈŏĿƱ Ʊǻǫŏɭ
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Bari, Adriatica Editrice, 1969. 

Petrucci Il libro manoscritto Armando Petrucci, Il libro manoscritto, 

in Letteratura italiana dir. A. Asor 
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I. INTRODUCTION 

Overview 

»ƞńɝŬƦȽɆɠɝȏȽǭĎǃńǔɝŬãĚƦǝƈɝãǝ ɝńĴƦɠǭȽɝǭŬɝFãǝɠńȸɆ Commedia is the richness of the 

manuscript record Ś around 600 copies if we count only complete texts of the 

poem, more than 800 if we include partial and fragmentary copies.1 Confronted 

with this mass of material, Giorgio Petrocchi, who prepared the Edizione 

Nazionale of the poem to ǔãȽƿɝɠƞńɝɆń ńǝɠƞɝĚńǝɠńǝãȽ ɝǭŬɝFãǝɠńȸɆɝĎƦȽɠƞɝƦǝɝȀǥəſıɝ

took a bold decision: to base his edition on early manuscripts only.2 More 

precisely, he chose to use only manuscripts he believed to be securely datable 

before 1355 Ś just 24 manuscripts in all, in his view, plus three fragmentary 

copies, making a total of twenty-seven witnesses he collated in their entirety. 

This editorial strategy was not simply a pragmatic response to the vast size of 

the surviving tradition; on the contrary Ś he insisted Ś it was imposed by the 

ɠȽãǝɆǔƦɆɆƦǭǝɝƞƦɆɠǭȽ ɝǭŬɝɠƞńɝɠń ɠɝƦɠɆńǃŬțɝ­ńɠȽǭĚĚƞƦȸɆɝńĴƦɠƦǭǝɝǔãȽƿńĴɝãɝƞƦɆɠǭȽƦĚɝɆɠńȏɝ

forward in Dante studies, both for its theoretical take on the complexities of the 

textual tradition and the text which resulted from his approach: not simply La 

Commedia (the poem as Dante wrote it), but vèɭ0ǻǢǢŏĿƱèɭɖŏĥǻǫĿǻɭǑɈèǫɰƱĥèɭ

 
1 Other vernacular ms. traditionɆɝãȽńɝǃńɆɆɝȽƦĚƞįɝŬǭȽɝń ãǔȏǃńıɝŒ ɝǭȽɝɆǭɝĚǭȏƦńɆɝɆɾȽ Ʀ ńɝǭŬɝ.ƞãɾĚńȽȸɆɝ

Canterbury Tales. Marcella Roddewig in her census of Commedia manuscripts lists 844 items: 

Dante Alighieri. Die göttliche Komödie: vergleichende Bestandsaufnahme der Commedia-

Handschriften, Stuttgart, Hiersemann Verlag, 1984. 

2 A similar approach had been suggested many years before by Carlo Negroni in Sul testo della 

Divina Commedia. Discorso Accademico, Torino, Appresso Carlo Clausen Libraio della R. 

Accademia delle Scienze, 1890, but yńƈȽǭǝƦȸɆɝãȽƈɾǔńǝɠɝ ãɆɝĎãɆńĴɝǭǝɝɠ ǭɝŬãǃǃãĚƦǭɾɆɝãɆɆɾǔȏɠƦǭǝɆįɝ

that mss. copied before 1350 were free of textual degradation, and that once these mss. had been 

identified a simple numerical majority of witnesses would guarantee the authenticity of the text 

at any given point. 
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vulgata ȒɠƞńɝȏǭńǔɝãɆɝƦɠɝĚƦȽĚɾǃãɠńĴɝƦǝɝɠƞńɝɠƞȽńńɝãǝĴɝãɝƞãǃŬɝĴńĚãĴńɆɝãŬɠńȽɝɠƞńɝȏǭńɠȸɆɝ

death).3  

1355 was no arbitrary cut-ǭŬŬɝĴãɠńțɝ­ńɠȽǭĚĚƞƦȸɆɝĴńĚƦɆƦǭǝɝƞãĴɝãɝȽǭĎɾɆɠɝɠƞńǭȽńɠƦĚãǃɝ

underpinning, based as it was on the conviction that after 1355 textual 

transmission became so contaminated that beyond that point no editor could 

rationalise or give a coherent account of manuscript relations. The cause of that 

contamination was easily pinpointed in the enthusiastic scribal and editorial 

ãĚɠƦ Ʀɠ ɝǭŬɝǭǝńɝǭŬɝFãǝɠńȸɆɝƈȽńãɠńɆɠɝãĴǔƦȽńȽɆıɝXƦǭ ãǝǝƦɝ-ǭĚĚãĚĚƦǭțɝ-ǭĚĚãĚĚƦǭɝ

copied the whole Commedia three times in the years between 1357 and 1373. 

These Boccaccio copies, in the order in which they were produced, are now to 

be found in libraries in Toledo, Florence and the Vatican City, and are 

conventionally referred to with the sigils To, Ri and Chig.4  

All three Boccaccio copies demonstrably have as their base copy another Vatican 

manuscript (Vat), which Boccaccio had ordered from a Florentine scriptorium 

for his friend Petrarch.5 But far from copying this illustrious exemplar as 

faithfully as he could, Boccaccio consulted other copies, and in the course of 

transcribing incorporated into his own copies plausible or attractive variants 
 

3 Dante Alighieri, vèɭ0ǻǢǢŏĿƱèɭɖŏĥǻǫĿǻɭǑɈèǫɰƱĥèɭ ʍǑƓèɰè, a cura di Giorgio Petrocchi («Le opere 

di Dante Alighieri. Edizione Nazionale a cura della Società Dantesca Italiana», vol. VII), 4 vols., 

Milano 1966-67); henceforth in the text and notes vol. I Introduzione, vols. I-IV EN. 

4 To: Toledo, Biblioteca del Cabildo, ms. 104 6. 

Ri: Florence, Biblioteca Riccardiana, ms. 1035. 

Chig: Vatican City, Biblioteca Apostolica Vaticana, ms. L VI 213. 

The ms. sigils used here and in what follows are those used by Petrocchi in the EN. 1357 is the 

earliest date suggested by scholars for To, but Petrocchi believed it to date from at least 10 years 

later (Antica tradizione 13): in his view there is thus a substantial chronological break between 

the earlier tradition and the Boccaccio editio. 

5 Vat: Biblioteca Apostolica Vaticana, ms. Vaticano latino 3199. 

We do not know for certain if Boccaccio ordered one or two copies of the poem; he may have 

ɆńǝɠɝɠƞƦɆɝĚǭȏ ɝɠǭɝ­ńɠȽãȽĚƞɝãǝĴɝƞƦǔɆńǃŬɝĚǭȏƦńĴɝŬȽǭǔɝãɝȴǔãǝǭɆĚȽƦɠɠǭɝƈńǔńǃǃǭȸɝǭĎɠãƦǝńĴɝŬȽǭǔɝɠƞńɝ

same source at the same time; see Petrocchi Introduzione 89-90; Pomaro Codicologia dantesca 

364-65. 
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from these other manuscripts. Nor was this a once-and-for-all procedure: he 

continued actively to seek out and introduce new readings in the later copies; as 

a result his second and third copies differ both from the first copy and from one 

another.6  

Contamination, as it is called Ś the process by which a strict vertical line of 

descent is subverted when variants are introduced laterally from manuscripts 

other than the principal exemplar Ś is not something which started with 

Boccaccio. The earliest securely-dated surviving manuscript of the Commedia, 

known as the Landiano (La),7 which dates from 1336, is already demonstrably 

contaminated over its entire length, with many readings scraped away and others 

substituted for them (some of the original readings are recoverable with the help 

of an ultra-violet lamp).8 An even earlier manuscript of 1330-31, which does not 

itself survive but of which we have detailed knowledge, was likewise already 

contaminated. In 1548 the Florentine humanist Luca Martini made a scrupulous 

collation of this manuscript, using as his base text a 1515 Aldine printed text. 

The lost manuscript can be reconstructed from the composite testimony of the 

printed text on which Martini made his collation, where that text has not been 

ãǔńǝĴńĴıɝ ãǝĴɝxãȽɠƦǝƦȸɆɝ ƞãǝĴ-written substitute readings which replace a 

significant part of it. The copyist of this lost manuscript, in a prefatory notice 

which Martini faithfully transcribed, shows that he was clearly aware that there 

are corrupt readings in circulation and tells how he chose what seemed to him 

ɠǭɝĎńɝɠƞńɝĎńɆɠɝȽńãĴƦǝƈɆɝãǔǭǝƈɝɠƞǭɆńɝã ãƦǃãĎǃńįɝȴɝțțțɝǃƦĎńȽɝǃãȏɆɾɆɝńɆɠɝȤɾãǔɝ

 
6 WǭȽɝãɝǃƦɆɠɝǭŬɝ ãȽƦãǝɠɆɝȽńŬǃńĚɠƦǝƈɝ-ǭĚĚãĚĚƦǭȸɆɝńĴƦɠǭȽƦãǃɝãĚɠƦ Ʀɠ ıɝɆńńɝ­ńɠȽǭĚĚƞƦɝIntroduzione 20-40. 

Petrocchi summarises thńɝɆƦɠɾãɠƦǭǝįɝȴ»ǭɝɆƦɝĴƦɆɠƦǝƈɾńɝȏńȽɝɾǝãɝǔãƈƈƦǭȽńɝǭɆɆńȽ ãǝ ãɝĴńǃǃńɝǃń ƦǭǝƦɝĴƦɝ

Vat; con Ri si accentua il processo di distacco, che trova la sua soluzione più libera nella veste di 

.ƞƦƈțȸ 

7 La: Piacenza, Biblioteca Comunale Passerini Landi, ms. 190. 

The 1336 dating of La is undisputed; whether it really is the earliest surviving manuscript has 

recently been questioned, as we shall see. 

8 Petrocchi, Radiografia del Landiano, SD XXXV (1958), 5-27. The corrections were made 

c.1350; see Petrocchi Introduzione 71. 
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plurimum in verborum alteratione et mendacitate. Ego autem ex diversis aliis 

ȽńɆȏɾńǝĴǭɝȤɾńɝŬãǃɆãıɝńɠɝĚǭǃǃƦƈńǝĴǭɝȤɾńɝ ńȽãɝ ńǃɝɆńǝɆɾƦɝ ƦĴńĎãǝɠɾȽɝĚǭǝĚƦǝǝãɝțțțɝȸț9 

Indeed contamination predates even this very early witness; the evidence of the 

earliest commentaries on the poem Ś those of Jacopo Alighieri (1322), Graziolo 

Bambaglioli (1324), and Jacopo della Lana (1328) Ś and the fragments of text 

they cite shows that the process dates from the earliest copies made of the poem 

Ʀǝɝɠƞńɝ ńãȽɆɝƦǔǔńĴƦãɠńǃ ɝŬǭǃǃǭ ƦǝƈɝƦɠɆɝãɾɠƞǭȽȸɆɝĴńãɠƞț10 -ɾɠɝƦǝɝ­ńɠȽǭĚĚƞƦȸɆɝ Ʀń ɝ

the scale of contamination in the Boccaccio copies is something new, and for an 

editor of the Commedia attempting to make sense of the surviving manuscript 

tradition, non-negotiable. 

Petrocchi provided a stemma of manuscript relations, reproduced below for ease 

of reference, which shows the inter-relationships among the twenty-four 

manuscripts he used (a twenty-fifth witness, Sa, consists of fragments on two 

folios only)11 and sets them in the time-frame within which they were copied, 

indicated by the dates in the left-hand margin. This chronological grid usefully 

ȽńǔƦǝĴɆɝɾɆɝɠƞãɠɝɠƞńɝȏǭƦǝɠɝǭŬɝǭȽƦƈƦǝɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝɆɠńǔǔãɝƦɆɝǝǭɠɝãǝɝãȽĚƞńɠ ȏńɝãɆɝ

ɠƞńɝɠńȽǔɝƦɆɝǝǭȽǔãǃǃ ɝɾǝĴńȽɆɠǭǭĴıɝĚǭǝ ńǝɠƦǭǝãǃǃ ɝĴńɆƦƈǝãɠńĴɝǿɝãǝĴɝãɆɆɾǔńĴɝɠǭɝ

Ďńɝ ńȽ ɝĚǃǭɆńɝɠǭɝɠƞńɝãɾɠƞǭȽȸɆɝǭȽƦƈƦǝãǃıɝĎɾɠɝãǝɝńǝɠƦɠ ɝƞńɝĚãǃǃɆɝ~ɝĴãɠńĴɝȀɰɹȀ: O 

 
9 Mart: Milan, Biblioteca Nazionale Braidense, Aldina AP XVI 25. 

10 Edward Moore, Contributions to the textual criticism of the Divina Commedia, Cambridge 

University Press 1889, vi; Petrocchi Introduzione 15. Cfr. Petrocchi Proposte ɰƄ įɝȴrȸãǃɠńȽã Ʀǭǝńɝ

del testo della Commedia ȽƦɆãǃńɝțțțɝãƦɝȏȽƦǔƦɆɆƦǔƦɝãǔãǝɾńǝɆƦȸɒɝȴƦǃɝɆƦǝƈǭǃǭɝãǔãǝɾńǝɆńɝĴǭ Őɝǃã ǭȽãȽńıɝ

ǝńǃǃãɝȏƦʭɝȏãȽɠńɝĴńƦɝĚãɆƦıɝɆɾɝĴƦ ńȽɆƦɝɠńɆɠƦıɝǝǭǝɝɆɾɝɾǝɝɆǭǃǭȸɒɝãǝĴɝIntroduzione 365-əəįɝȴǃȸƦǝȤɾƦǝãǔńǝɠǭɝ

del testo della Commedia ebbe ad iniziarsi sùbito dopo la morte del poeta (per le prime due 

cantiche anche a partire dal 1316-ȀɰȀɔȕțȸ 

11 Sa: la Spezia, Archivio Notarile Distrettuale, Frammenti del Purgatorio e del Paradiso. The 

other fragments Petrocchi examined, identified with the sigils Bo and Mo, are not included in 

the stemma: 

Bo: Bologna, Archivio di Stato, Frammenti di divulgazione della Commedia. 

xǭįɝxǭĴńǝãıɝ ȽĚƞƦ ƦǭɝĴƦɝµɠãɠǭɝńɝ-ƦĎǃƦǭɠńĚãɝJɆɠńǝɆńɝńɝÃǝƦ ńȽɆƦɠãȽƦãıɝWȽãǔǔńǝɠƦɝĴńǃǃȸInferno e del 

Purgatorio.  
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represents the point from which the antica vulgata that circulated in the three 

ĴńĚãĴńɆɝŬǭǃǃǭ ƦǝƈɝFãǝɠńȸɆɝĴńãɠƞɝĴńȽƦ ńĴțɝ­ńɠȽǭĚĚƞƦȸɆɝã ãȽńǝńɆɆɝǭŬɝɠƞńɝȏȽǭĎǃńǔɆɝ

in postulating an archetype for a text almost certainly released in sections (not 

just single cantiche, but possibly in groups of canti, as recent scholarship has 

persuasively argued12) was an important element in shaping his understanding 

of the textual tradition of the poem. 

 
12 See Giorgio Padoan, Il lungo cammino del «poema sacro». Studi danteschi, Firenze, Olschki, 

ȀǥǥɰțɝxãȽĚǭɝÏńƈǃƦãȸɆɝSul testo della «Commedia» (da Casella a Sanguineti), in «Studi e problemi di 

critica testuale», LXVI (2003), 65-120, is a valuable recent overview of the consequences for 

editors of the Commedia ǭŬɝɠƞńɝȏǭńǔȸɆɝǃƦƿńǃ ɝȴĴƦŬŬɾɆƦǭǝńɝãɝƈȽãȏȏǭǃƦɝĴƦɝĚãǝɠƦȸɝǭȽɝȴĚǭǔȏǭɆƦ Ʀǭǝńɝ

ŬãɆĚƦĚǭǃãɠãȸțɝ»ƞńȽńɝƦɆɝɆɾĎɆɠãǝɠƦãǃɝɆĚƞǭǃãrly agreement that Inferno was in circulation by 1314, 

Purgatorio by 1315-16, and Paradiso (and thus the Commedia as a whole) not until 1321-22. But 

whereas all scholars accept that the Paradiso was released in batches of cantos, some (including 

Petrocchi, Folena, and, more recently, Claudio Ciociola) believe that Inferno and Purgatorio were 

released as complete entities: Petrocchi, fǫɰǻɍǫǻɭèǑǑèɭȝʍĕĕǑƱĥè ƱǻǫŏɭĿŏǑǑɈƥfǫŷŏɍǫǻƦɭŏɭĿŏǑɭ

«Purgatorio», in «Convivium», N.S. VI (1957), 652-69; reprinted in Itinerari danteschi, Bari 1969, 

83-118; Gianfranco Folena, La tradizione delle opere di Dante Alighieri, in «Atti del Congresso 

Internazionale di Studi Danteschi», Firenze, Sansoni, 1965, 1-78; Claudio Ciociola, Dante, in 

«Storia della letteratura italiana», vol. X, La tradizione dei testi, Roma 2001, 137-99 (174-97). 
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­ńɠȽǭĚĚƞƦȸɆɝńĴƦɠƦǭǝɝȽńǔãƦǝńĴɝɾǝĚƞãǃǃńǝƈńĴɝŬǭȽɝǔǭȽńɝɠƞãǝɝɰ ɝ ńãȽɆıɝĴɾȽƦǝƈɝ ƞƦĚƞɝ

time it was the critical text of choice always cited by scholars when they quoted 

from the poem, although isolated individual readings were occasionally called 

into question and debated by dantisti in commentaries and scholarly articles. 

The 1995 edition of the Commedia by Antonio Lanza adopted an entirely 

different editorial strategy.13 Lanza argued that since it was impossible to 

examine and analyse all the manuscript evidence (given the vast numbers of 

copies involved), the only rational course of action left to an editor was to choose 

the best manuscript available and to prepare an edition in conformity with the 

practice recommended by Joseph Bédier. In an influential contribution to the 

theoretical debate, Bédier had questioned whether it was ever possible with a 

complex manuscript tradition to devise a stemma or genealogical tree which 

 
13 Dante Alighieri, La Commedìa. Nuovo testo critico secondo i più antichi manoscritti fiorentini, a 

cura di Antonio Lanza, Anzio, De Rubeis, 1995. 
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accurately reflected the transmission history of the text, given both the 

complexities of the transmission process itself and the biases, perhaps 

ɾǝĚǭǝɆĚƦǭɾɆıɝ ƞƦĚƞɝãǝ ɝńĴƦɠǭȽɝ ƦǃǃɝĎȽƦǝƈɝɠǭɝɠƞńɝɠãɆƿțɝ~ǝɝ-ņĴƦńȽȸɆɝ Ʀń ıɝɠƞńɝǔǭɆɠɝ

useful thing an editor could do was to give an accurate and scholarly edition of 

ɠƞńɝȴĎńɆɠȸɝɆɾȽ Ʀ Ʀǝƈɝ ƦɠǝńɆɆıɝɆǭɝɠƞãɠɝɠƞńɝȽńãĴńȽɝ ǭɾǃĴɝɆńńɝãɝ ńȽɆƦǭǝɝǭŬɝɠƞńɝɠń ɠɝ

which in that limited sense at least was authentic.14  

Lanza echoed misgivings which had been expressed by other scholars on more 

concrete and practical issues: specifically, about the dating of certain 

manuscripts. A number of manuscripts Petrocchi believed to have been copied 

post-1355 would appear to date from earlier;15 perhaps more significantly, it has 

been argued persuasively that a key witness in the Petrocchi stemma, the 

Cortona manuscript (Co), was copied well after 1355.16  

»ƞńɝȴĎńɆɠɝǔãǝɾɆĚȽƦȏɠȸɝĚƞǭɆńǝɝĎ ɝrãǝ ãɝãɆɝɠƞńɝĎãɆƦɆɝŬǭȽɝƞƦɆɝńĴƦɠƦǭǝɝ ãɆɝɠƞńɝŬãǔǭɾɆɝ

Trivulziano 108017 copied in 1337 by Francesco di Ser Nardo, a professional 

copyist based in FloȽńǝĚńɝȒȴƦǃɝĚǭȏƦɆɠãɝȏƦʭɝãĚĚɾȽãɠǭɝƦǝɝãɆɆǭǃɾɠǭȸıɝƦǝɝrãǝ ãȸɆɝ Ʀń ȕɝ

who also made another, later copy of the poem. Where Triv was obviously 

ĚǭȽȽɾȏɠɝȒ ńȽ ɝɆńǃĴǭǔıɝƦǝɝrãǝ ãȸɆɝ Ʀń ȕıɝƦɠɝ ãɆɝńǔńǝĴńĴɝĎ ɝȽńŬńȽńǝĚńɝɠǭɝǭɠƞńȽɝ

 
14 Joseph Bédier, La tradition ǢèǫʍɖĥɍƱɰŏɭĿʍɭƥvèƱɭĿŏɭǑɈ£ǢĕɍŏƦ, in «Romania», LIV (1928), 161-

96; 321-56. 

15 Cfr. Giancarlo Savino, vɈèʍɰǻƓɍèŷƱèɭ ƱɍɰʍèǑŏɭĿŏǑǑèɭƥ0ǻǢǢŏĿƱèƦ, Firenze, 2000; Marisa Boschi 

Rotiroti, 0ǻĿƱĥǻǑǻƓƱèɭɰɍŏĥŏǫɰŏɖĥèɭĿŏǑǑèɭ0ǻǢǢŏĿƱèȫɭMǫɰɍǻɭŏɭǻǑɰɍŏɭǑɈèǫɰƱĥèɭ ʍǑƓèɰè, Roma, Viella, 2004. 

16 .ǭįɝ.ǭȽɠǭǝãıɝ-ƦĎǃƦǭɠńĚãɝ.ǭǔɾǝãǃńɝńɝĴńǃǃȸ ĚĚãĴńǔƦãɝJɠȽɾɆĚãıɝǔɆțɝŒŒț 

Gabriella Pomaro makes a closely argued case for a date not earlier than 1365 in I testi e il Testo, 

in fɭǢǻĿŏɍǫƱɭèʍɖƱǑƱɭèǑǑɈŏĥĿǻɰƱĥè, Napoli 1994, 193-213. Savino vɈèʍɰǻƓɍafia virtuale argues that 

another antica vulgata manuscript, Gv, is late fourteenth century. Boschi Rotiroti removes three 

ƦɠǝńɆɆńɆɝŬȽǭǔɝ­ńɠȽǭĚĚƞƦȸɆɝǃƦɆɠɝȒ.ǭıɝX ɝãǝĴɝWƦȕɝãǝĴɝãĴĴɆɝãǝǭɠƞńȽɝəɰıɝǔãƿƦǝƈɝãɝɠǭɠãǃɝǭŬɝǭ ńȽɝŒ ɝ

antica vulgata manuscripts. 

17 Triv: Milan, Biblioteca Trivulziana, ms. 1080. 
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early Florentine manuscripts which were utilised by the editor in a strict 

hierarchy of affidabilità.18  

»ƞńɝɠń ɠɝ ƞƦĚƞɝrãǝ ãȸɆɝńĴƦɠƦǭǝɝȏȽńɆńǝɠɆɝƦɆɝɠƞɾɆɝȴɾǝɝɠńɆɠǭɝĴńǃɝȏǭńǔãɝĴãǝɠńɆĚǭɝ

esistente, reale, non contaminato né sul piano delle lezioni (salvo pochi, 

indispensabili interventi), né sul terreno linguistico (ho seguito sempre e 

ĚǭǔɾǝȤɾńɝŬńĴńǃƦɆɆƦǔãǔńǝɠńɝ»ȽƦ ȕȸțɝÐƦɠƞɝɠƞƦɆɝǝń ɝɠń ɠɝȴȏǭɆɆƦãǔǭɝĴƦɆȏǭȽȽńɝĴƦɝɾǝɝ

FãǝɠńɝǝǭǝɝȮƦɠãǃƦãǝƦ ãɠǭȱɝȒǭıɝȏńƈƈƦǭıɝȮĎńǔĎƦ ãɠǭȱȕıɝǔãɝĴƦɝɾǝɝFãǝɠńɝǔɾǝƦĚƦȏãǃńɝ

ńɝǔǭǃɠǭɝȏƦʭɝǔńĴƦń ãǃńįɝƦǝɆǭǔǔãɝĴńǃɝ ńȽǭɝFãǝɠńɝȮŬƦǭȽńǝɠƦǝǭȱȸț19 The text Lanza 

ȏȽńɆńǝɠɆɝƦɆıɝƞńɝĚǃãƦǔɆıɝȴȏȽǭɆɆƦǔǭıɝǔǭǃɠǭɝȏȽǭɆɆƦǔǭɝãǃɝɠńɆɠǭɝǭȽƦƈƦǝãǃńɝĴƦɝFãǝɠńȸț 

This same claim is made in a new edition of the Commedia which appeared in 

2001, edited by Federico Sanguineti.20 Sanguineti however questioned 

­ńɠȽǭĚĚƞƦȸɆɝmethodology in a far more radical way than Lanza. Rather than 

arguing that it was impossible to prepare an edition in the full Lachmannian 

ɆńǝɆńɝǭŬɝɠƞńɝ ǭȽĴıɝãǝĴɝɠƞãɠɝɠƞńɝãȏȏȽǭȏȽƦãɠńɝɆɠȽãɠńƈ ɝ ãɆɝɠƞńȽńŬǭȽńɝɠǭɝǭŬŬńȽɝãɝȴĎńɆɠɝ

ǔãǝɾɆĚȽƦȏɠȸɝ ńĴƦɠƦǭǝıɝ µãǝƈɾƦǝńɠƦɝ ĚǃãƦǔńĴɝ ɠƞãɠɝ Ď ɝ ãȏȏǃ Ʀǝƈɝ rãĚƞǔãǝǝȸɆɝ

methodology rigorously it could be shown that Petrocchi had simply got it 

wrong. The number and choice of manuscripts on which a critical edition should 

be based, the exact relationships among those manuscripts, and the weighting 

of different readings in the light of those relationships, were all called into 

question. This edition explicitly sought to displace the Petrocchi edition as the 

standard critical text, with a detailed and intricate argument about the nature of 

thńɝȏǭńǔȸɆɝɠȽãǝɆǔƦɆɆƦǭǝɝƞƦɆɠǭȽ ɝãǝĴɝɠƞńɝĚƞãȽãĚɠńȽɝǭŬɝɠƞńɝɠń ɠɝ ƞƦĚƞɝĚǭɾǃĴɝĎńɝ

reconstructed from a proper understanding of it. This text, far from being 

ǔńȽńǃ ɝȴɆńĚǭǝĴǭɝǃȸãǝɠƦĚãɝ ɾǃƈãɠãȸıɝ ãɆɝŚ ǃƦƿńɝrãǝ ãȸɆıɝĎɾɠɝŬǭȽɝ ńȽ ɝĴƦŬŬńȽńǝɠɝȽńãɆǭǝɆɝ

 
18 »ȽƦ ɝ ãɆɝȴɆǭǃǭɝƦǝɝȏǭĚƞƦɆɆƦǔƦɝĚãɆƦɝńǔńǝĴãɠǭıɝńɝƦǝɝĎãɆńɝãĴɝɾǝãɝȏȽńĚƦɆãɝɆĚãǃãɝĴƦɝ ãǃǭȽƦȸɒɝrãǝ ãɝ

Commedìa xi. 

19 Lanza Commedìa xiii. 

20 Dantis Alagherii Comedia. Edizione critica per cura di Federico Sanguineti, Firenze, Edizioni 

del Galluzzo, 2001. 
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Ś declared to be a cȽƦɠƦĚãǃɝńĴƦɠƦǭǝɝ ńȽ ɝĚǃǭɆńɝɠǭɝFãǝɠńȸɆɝǭȽƦƈƦǝãǃțɝÐńɝǔɾɆɠɝȏńȽŬǭȽĚńɝ

ǃǭǭƿɝãɠɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝƦǝɝĚǃǭɆńɝĴńɠãƦǃɝƦŬɝ ńɝãȽńɝɠǭɝȽńãĚƞɝãɝĎãǃãǝĚńĴɝ

assessment of its validity. 

Sanguineti took as his starting-point a scholarly contribution of potentially great 

significance Ś but, in the event, disappointingly small impact Ś which had been 

made more than a hundred years earlier. In 1891 Michele Barbi, at the invitation 

of three senior dantisti linked with the recently established Società Dantesca 

Italiana, had produced a list of lines in the Commedia which he believed would 

prove crucial for establishing manuscript relationships: the so-called 400 loci (in 

actual fact, 396 lines of text).21 At this date, it should be remembered, no 

attempt had been made to devise a genealogical tree representing manuscript 

relations for the poem: indeed, one of the greatest Dante scholars of the 

nineteenth century, Edward Moore, had reluctantly concluded not many years 

before that such a thing was not possible.22 The loci were not chosen arbitrarily, 

but, as Barbi himself emphasised, were the result of much practical experience 

working with the rich manuscript resources of the Florentine libraries and 

pondering on the significance of certain variant readings.23  

 
21  ĴǭǃŬǭɝ-ãȽɠǭǃƦıɝ ǃńɆɆãǝĴȽǭɝFȸ ǝĚǭǝãıɝcɆƦĴǭȽǭɝFńǃɝrɾǝƈǭıɝ±ŏɍɭǑɈŏĿƱ ƱǻǫŏɭĥɍƱɰƱĥèɭĿŏǑǑèɭHƱ Ʊǫèɭ

Commedia in BSDI [s. I] n. 5-6 (1891), 25-ɹɔɒɝŬǭǃǃǭ ńĴɝĎ ɝ-ãȽĎƦȸɆɝCanone di luoghi scelti per lo 

spoglio dei mss. della Divina Commedia, 28-38. The Barbi loci are listed in Appendix A. 

22 Moore Contributions Ʀįɝȴx ɝǭ ǝɝĎńǃƦńŬɝ ǭɾǃĴɝĎńɝɠƞãɠɝǭ ƦǝƈɝɠǭɝɠƞńɝĚǭǔȏǃƦĚãɠńĴɝ

intermixture of texts, such a genealogy never ĚãǝɝĎńɝĚǭǝɆɠȽɾĚɠńĴțȸɝ»ƞńɝɆãǔńɝĚǭǝĚǃɾɆƦǭǝɝƦɆɝ

ƦǔȏǃƦĚƦɠɝƦǝɝÐƦɠɠńȸɆɝȏȽǭlegomena to his 1862 editio maior of the poem. Both scholars had 

examined and collated hundreds of mss. of the poem in the course of their researches. Carl 

Täuber, I capostipiti dei manoscritti della Divina Commedia, Winterthur 1889, a doctoral thesis 

subsńȤɾńǝɠǃ ɝȏɾĎǃƦɆƞńĴɝãɠɝɠƞńɝãɾɠƞǭȽȸɆɝń ȏńǝɆńıɝãɠɠńǔȏɠńĴɝãɝǔǭȽńɝƈńǝńȽãǃɝãȽƈɾǔńǝɠıɝĎɾɠɝɆǭǔńɝ

aspects of his methodology were questionable and his thesis was not well received by Italian 

dantisti; see for example the review by Barbi, Sul testo della Divina Commedia, in «Rivista critica 

ĴńǃǃãɝǃńɠɠńȽãɠɾȽãɝƦɠãǃƦãǝãƛıɝãǝǝǭɝÏcıɝǝǭțɝſɝȒȀŒǥ ȕıɝȀɰɰɝȒȴțțțɝƦǃɝǔń ǭɝŐɝŬãǃǃãĚƦɆɆƦǔǭɝțțțɝȸȕț 

23 ȴWɾɝŬȽɾɠɠǭɝĴƦɝǃɾǝƈƞƦɝɆɠɾĴƦıɝńɝŬƦɆɆãɠãɝȤɾƦǝĴƦɝǝǭǝɝa prioriıɝĚƦǭŐɝãɝĚãɆǭɝțțțɝȸɒɝ-ãȽĎƦıɝAncora sul testo 

della Divina Commedia, SD XVIII (1934), 56. 
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When the list was published, an open invitation was issued to other interested 

scholars to check these lines in any manuscripts of the poem to which they had 

access, and to send a record of the readings at these various points to the Società 

Dantesca Italiana in Florence. Special forms were printed to facilitate the task. 

The hope was to accumulate a mass of material drawn from a large number of 

manuscripts scattered over a vast geographical area Ś far beyond the possibilities 

of any individual scholar to examine and record. This would constitute an 

invaluable data-bank of textual material and serve as a basis for a detailed analysis 

of manuscript relations, and, in the fullness of time, an authoritative edition of 

FãǝɠńȸɆɝȏǭńǔɝɠǭɝĎńɝȏȽńȏãȽńĴɝɾǝĴńȽɝɠƞńɝãńƈƦɆɝǭŬɝɠƞńɝµǭĚƦńɠöɝFãǝɠńɆĚa. 

»ƞńɝȽńɆȏǭǝɆńɝɠǭɝ-ãȽĎƦȸɆɝƦǝ ƦɠãɠƦǭǝɝ ãɆɝĴƦɆãȏȏǭƦǝɠƦǝƈțɝ ɝƞãǝĴŬɾǃɝǭŬɝɆĚƞǭǃãȽɆɝ

examined a handful of manuscripts and reported their findings.24 Thirty years 

later, in the early 1920s, when Giuseppe Vandelli and Mario Casella 

independently produced new scholarly editions of the poem, they had largely to 

Ƚńǃ ɝǭǝɝɠƞńƦȽɝǭ ǝɝǃãĎǭɾȽɆțɝÏãǝĴńǃǃƦȸɆɝńĴƦɠƦǭǝıɝ ƞƦĚƞɝ ãɆɝȏɾĎǃƦɆƞńĴɝɠǭɝǔãȽƿɝɠƞńɝ

1921 centenary and was to be influential for more than 40 years, was the fruit of 

many years of investigation into individual manuscript variants, but Vandelli did 

not produce a theory of manuscript relationships; like Witte and Moore before 

him, he thought it was not possible to do so.25 Rather, he attempted for each 

 
24 There were contributions from Salomone Morpurgo, Antonio Fiammazzo, Berthold Wiese, 

Carlo Frati, Giovanni Nicolussi, Giovanni Mari, Aldo Olschki and Leopoldo Valle, as well as 

from Vandelli himself, Michele Barbi and Mario Casella. The completed moduli now form part 

of the Fondo Vandelli of the Società Dantesca Italiana; see Rudy Abardo, Giuseppe Vandelli 

filologo dantesco, in La Società Dantesca Italiana 1888-1988, Firenze 1995, 298. 

25 Vandelli Intorno al testo; Vandelli vɈMĿƱ ƱǻǫŏɭĥɍƱɰƱĥa; Vandelli Verso la «Divina Commedia»; all 

now reprinted in Giuseppe Vandelli, Per il testo della «Divina Commedia», a cura di Rudy 

Abardo, con un saggio introduttivo di Francesco Mazzoni, Firenze, Le Lettere, 1989, where the 

statements about the impossibility of producing a stemma are to be found on pages 62, 69 and 

77. 
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individual reading to explain how the variants were related to and derived from 

an original reading which might account for them.26  

.ãɆńǃǃãȸɆɝńĴƦɠƦǭǝɝ ãɆɝǃńɆɆɝƦǝŬǃɾńǝɠƦãǃɝɠƞãǝɝÏãǝĴńǃǃƦȸɆıɝĎɾɠɝǔńɠƞǭĴǭǃǭƈƦĚãǃǃ ɝƞƦɆɝ

contribution was fundamental, in that he articulated a first tentative theory of 

manuscript relationships.27 His grouping of manuscripts into two families, 

which he called ɻ ãǝĴɝĒıɝȏã ńĴɝɠƞńɝ ã ɝŬǭȽɝãǃǃɝŬɾɠɾȽńɝɆɠɾĴƦńɆɝǭŬɝɠƞńɝɠȽãǝɆǔƦɆɆƦǭǝɝ

history of the poem, and, as we shall see, is still a powerful presence in 

µãǝƈɾƦǝńɠƦȸɆɝãĚĚǭɾǝɠɝǭŬɝɠƞńɝɠń ɠɾãǃɝtradition.28  

.ãɆńǃǃãȸɆɝɠ ǭɝƈȽǭɾȏɆɝãǝĴɝɠƞńɝǔãǝɾɆĚȽƦȏɠɆɝ ƞƦĚƞɝĚǭǔȏȽƦɆńɝɠƞńǔɝãȽńɝȽńȏȽńɆńǝɠńĴɝ

in two partial stemmas:29  

 
26 Le Opere di Dante. Testo critico della Società Dantesca Italiana, a cura di M. Barbi, E.G. Parodi, 

E. Pellegrini, E. Pistelli, P. Rajna, E. Rostagno, G. Vandelli, con indice analitico dei nomi e delle 

cose di Mario Casella, e tre tavole fuor di testo, Firenze, R. Bemporad e Figlio, 1921. Petrocchi 

ĴńɆĚȽƦĎńɆɝÏãǝĴńǃǃƦȸɆɝmodus operandi ƦǝɝɠƞńɆńɝɠńȽǔɆįɝȴɾǝɝǔńɠǭĴǭɝĴƦɝƦǝɠńȽȏȽńɠã ƦǭǝńɝĴńƦɝǔãǝǭɆĚȽƦɠɠƦɝ

ĚƞńɝɆƦɝȏǭɠȽńĎĎńɝĚƞƦãǔãȽńɝȮĴńĴɾɠɠƦ ǭȱįɝɆĚƞƦńȽãre la registrazione più ampia possibile di un singolo 

ǃɾǭƈǭɝɠńɆɠɾãǃńıɝńɝɆĚńƈǃƦńȽńɝĴƦɝ ǭǃɠãɝƦǝɝ ǭǃɠãɝǃãɝǃń ƦǭǝńɝȏƦʭɝȮŬńĴńĴńƈǝãȱɝĚǭǃɝȏȽǭȏǭɆƦɠǭɝĴƦɝȽƦɆãǃƦȽńɝ

ãǃǃȸǭȽƦƈƦǝńɝĴńǃǃãɝǔǭǃɠńȏǃƦĚƦɠöɝĴńǃǃńɝ ãȽƦãǝɠƦɝńɝĴƦɆĚǭȏȽƦȽńɝǃãɝ ãȽƦãǝɠńɝǔãɠȽƦĚńıɝǭɝȤɾãǝɠǭɝǔńǝǭɝǃãɝ

varianɠńɝȮãȽĚƞńɠƦȏǭȱțɝcǝɆǭǔǔãɝǭƈǝƦɝ ńȽɆǭıɝǭɝǔãƈãȽƦɝǭƈǝƦɝȏȽǭȏǭɆƦ ƦǭǝńɝĴãǝɠńɆĚãıɝĚǭɆɠƦɠɾƦ ãǝǭɝɾǝɝ

ȏȽǭĎǃńǔãɝãɝɆņɝɆɠãǝɠńɝĴƦɝɠȽãĴƦ ƦǭǝńıɝȤɾãɆƦɝĚǭǝɝɾǝǭɝɆɠńǔǔãɝȏãȽɠƦĚǭǃãȽńɝțțțɝȸɝȒProposte 342); and 

ãƈãƦǝɝȴǝńǃǃȸƦǔȏǭɆɆƦĎƦǃƦɠöɝĴƦɝãĴĴƦ ńǝƦȽńɝãĴɝɾǝãɝĚǃãɆɆƦŬƦĚã ƦǭǝńɝǭɝȤɾãǝɠǭɝmeno ad un ordinamento 

provvisorio dei codici, procedendo alla matrice caso per caso, verso per verso, riusciva in frequenti 

occasioni a pervenire ad una disposizione stemmatica del singolo passo, tale da accertare con 

buona sicurezza il primario stadio deǃɝȏȽǭĚńɆɆǭɝń ńȽɆƦ ǭɝĴńǃǃãɝɠȽãĴƦ ƦǭǝńɝńĴƦɠãɝțțțɝȸɝȒAntica 

tradizione 8). The vast materials on which Vandelli worked now constitute the Fondo Vandelli of 

ɠƞńɝµǭĚƦńɠöɝFãǝɠńɆĚãɝcɠãǃƦãǝãțɝÏãǝĴńǃǃƦȸɆɝǔńɠƞǭĴɝƦɆɝɠƞńɝǭǝńɝɆɠƦǃǃɝĚǭǔǔǭǝǃ ɝŬǭǃǃǭ ńĴɝƦǝɝńĴƦɠƦǭǝɆɝ

of medieval English texts. 

27 Dante Alighieri, La Divina Commedia. Testo critico a cura di Mario Casella, Bologna, 

Zanichelli, 1923. 

28 Mario Casella, Studi sul testo della Divina Commedia, SD VIII (1924), 5-85 (henceforth Sul 

testo). 

29 Casella Sul testo 23. 
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The groups differ notaĎǃ ɝ Ʀǝɝ ɆƦ ńıɝ Ēɝ ńȽ ɝ ǃãȽƈńıɝɻ ńȽ ɝ Ɇǔãǃǃįɝ ȴĒɝ

strabocchevolmente numerosa comprende la quasi totalità dei codici danteschi 

ĚƞńɝĚƦɝȽƦǔãǝƈǭǝǭȸɒ30 ɻ numbers just three manuscripts, Triv, Mart and the so-

called Laurenziano di Santa Croce (LauSC), an important manuscript in the 

history of textual studies of the poem, to which we will return shortly (in 

.ãɆńǃǃãȸɆɝɆɠńǔǔãɝrãɾµ.ɝƦɆɝȽńŬńȽȽńĴɝɠǭɝãɆɝĚǭĴțɝÏƦǃǃãǝƦɝãŬɠńȽɝɠƞńɝǝãǔńɝǭŬɝƦɠɆɝɆĚȽƦĎńıɝ

Filippo Villani).31 cɠɝɆƞǭɾǃĴɝĎńɝǝǭɠńĴɝɠƞãɠɝɠƞńɝń ȏȽńɆɆƦǭǝɝȴǃãɝĚǭɆƦĴńɠɠãɝȮŬãǔƦƈǃia 

ĎńɠãȱȸıɝɾɆńĴ passim ƦǝɝµãǝƈɾƦǝńɠƦȸɆɝĴƦɆĚɾɆɆƦǭǝıɝãǝĴɝǭĚĚãɆƦǭǝãǃǃ ɝƦǝɝɠƞńɝȏãƈńɆɝ

ƞƦĚƞɝŬǭǃǃǭ ɝ ƞńǝɝȽńȏǭȽɠƦǝƈɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠıɝȽńŬńȽɆɝɠǭɝɠƞƦɆɝ ńȽ ɝǃãȽƈńɝ

ĎńɠãɝŬãǔƦǃ ɝǭŬɝ.ãɆńǃǃãȸɆɒɝƦɠɝƦɆɝǝǭɠɝɠǭɝĎńɝĚǭǝŬɾɆńĴɝ Ʀɠƞɝ­ńɠȽǭĚĚƞƦȸɆɝ ńȽ ɝɆǔãǃǃɝĎńɠãɝ

family.32 .ãɆńǃǃãȸɆɝĎńɠãɝŬãǔƦǃ ɝĎńĚǭǔńɆɝȏãȽɠɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝǃãȽƈńɝãǃȏƞãɝŬãǔƦǃ ıɝãɆɝ

 
30 Casella Sul testo 6. 

31 LauSC: Biblioteca Medicea Laurenziana, codex 26 sin. 1. 

Witte had judged LauSC to be the best surviving manuscript of the Commedia, and his edition 

privileged its readings over those of the other three mss. he used (La Divina Commedia di Dante 

Allighieri, ricorretta sopra quattro dei più autorevoli testi a penna da Carlo Witte, Berlino, 1862, 

lxxx); Moore also valued it highly (Contributions ȕțɝ.ãɆńǃǃãɝãĚĚńȏɠńĴɝÐƦɠɠńȸɆɝń ãǃɾãɠƦǭǝɝǭŬɝ

rãɾµ.ȸɆɝƦǔȏǭȽɠãǝĚńɒɝɆńńɝǝǭɠńɝ47. Modern scholars have tended to view LauSC less 

enthusiastically: thus Veglia Sul testo ǥſɝĴńɆĚȽƦĎńɆɝƦɠɝãɆɝãɝȴǔãǝǭɆĚȽƦɠɠǭɝƦǝãŬŬƦĴãĎƦǃńȸıɝĎńĚãɾɆńɝƦɠɝƦɆɝãǝɝ

editio variorum. Inglese Per il testo 492 n. 38 compares the opposing evaluations of the testimony 

of LauSC in these teȽǔɆįɝȴrãɝɠńɆƦɝĴƦɝµĕãǝƈɾƦǝńɠƦĖɝȏȽńɆɾȏȏǭǝńɝĚƞńɝƦǃɝɠńɆɠǭ-base di LauSC sia 

trascrizione meccanica di un antecendente antichissimo o purissimo, e non, come mi sembra più 

ĚȽńĴƦĎƦǃńıɝǃãɝĚǭȏƦãɝƦǝɝȏɾǃƦɠǭɝțțțɝĴƦɝɾǝɝȏȽńĚńĴńǝɠńɝĚǭĴƦĚńɝĴƦɝǃã ǭȽǭɝĴńǃɝǔńĴńɆƦǔǭɝÏƦǃǃãǝƦțȸ 

32 .ãɆńǃǃãȸɆɝĎńɠãɝŬãǔƦǃ ɝĚǭǝɆƦɆɠɆɝǭŬɝ-ǭĚĚãĚĚƦǭȸɆɝń ńǔȏǃãȽɝÏãɠıɝɠƞńɝɆǭ-ĚãǃǃńĴɝȴƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭȸıɝãǝĴɝ

ȴãŬŬƦǝƦɝńɝĴńȽƦ ãɠƦȸıɝãǝĴɝƦɠɝƦǝĚǃɾĴńɆɝrãɒɝ­ńɠȽǭĚĚƞƦȸɆɝĎńɠãɝŬãǔƦǃ ɝĚǭǝɆƦɆɠɆɝǭŬɝƺɾɆɠɝɠƞȽńńɝǔɆɆțıɝxãĴıɝ±Ďɝ

and Urb (see below). To avoid confusion Paolo Trovato ĚãǃǃɆɝɠƞńɆńɝɠ ǭɝŬãǔƦǃƦńɆɝĒCas ãǝĴɝĒPet, in 
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ƦɆɝãȏȏãȽńǝɠɝƦǝɝɠƞńɝɆɠńǔǔãɆɝȽńȏȽǭĴɾĚńĴɝãĎǭ ńıɝãǃɠƞǭɾƈƞɝƦǝɝ­ńɠȽǭĚĚƞƦȸɆɝɆɠńǔǔãɝ

the position of the Landiano codex (the oldest securely datable surviving 

manuscript La) is significantly different, inasmuch as it is the only manuscript 

he believed to have characteristics of both families, and is situated between 

them. 

Casella did not show how his two families might be linked at a higher level, but 

he did observe that they had errors in common and that their common ancestor, 

which he identified with the archetype, had certainly been copied by a northern 

scribe, since they shared a northern linguistic colouring, reflected for example 

in the form rozza for roggia at Infțɝ Ʀ ɝɰɰɝȒȴĚƞńɝǔãǝƦŬńɆɠãǔente è grafia 

ɆńɠɠńǝɠȽƦǭǝãǃńɝȏńȽɝȽǭƈƈƦãȸȕɝãǝĴɝƦǝɝɠƞńɝ ńȽĎɝŬǭȽǔɆ vidi for vedi (showing typical 

northern metaphonesis) at Inf. v 64, 65 and 67.33 Gianfranco Folena rightly 

ǭĎɆńȽ ńɆɝɠƞãɠɝ.ãɆńǃǃãȸɆɝãȽĚƞńɠ ȏńɝƦɆɝȴȏǭɆɠɾǃãɠǭɝǔãɝǝǭǝɝĴƦǔǭɆɠȽãɠǭȸț34  

µãǝƈɾƦǝńɠƦȸɆɝƦdea was to do precisely what Barbi had urged scholars who might 

have access to libraries to do a hundred years earlier: to take the 400 loci and 

examine them in all surviving manuscripts, and to see what results such an 

analysis might yield. This he did by utilising the rich resources of the Società 

FãǝɠńɆĚãȸɆɝń ĚńǃǃńǝɠɝǔƦĚȽǭŬƦǃǔɝǃƦĎȽãȽ ıɝɆńɠɝɾȏɝƦǝɝɠƞńɝƦǝɠńȽ ńǝƦǝƈɝ ńãȽɆɝ Ʀɠƞɝɠƞńɝ

aim of holding microfilm copies of all manuscripts which contain works by 

Dante. His exhaustive examination of the 400 loci in all known manuscripts, and 

 

Nuove prospettive sulla tradizione della «Commedia». Una guida filologico-linguistica al poema 

dantesco, a cura di Paolo Trovato, Firenze 2007. See especially Trovato Stemmi 614-15. 

33 Casella Sul testo 25 and 28. 

34 Folena La tradizione 42. In context, vidi, interpreted as a past tense rather than a present, is a 

ȏǃãɾɆƦĎǃńɝȽńãĴƦǝƈįɝƦǝɆɠńãĴɝǭŬɝÏƦȽƈƦǃȸɆɝɆȏńńĚƞɝɠǭɝFãǝɠńɝĚǭǝɠƦǝɾƦǝƈɝMǑŏǫèɭ ŏĿƱɭȫȫȫɭ ŏĿƱɭɈǑɭƓɍèǫĿŏɭ

Achille ... Vedi Parìs, Tristano ..., it is possible to think that Virgil has ceased speaking and that 

Dante-author is now reporting what he saw in the past historic: MǑŏǫèɭ ƱĿƱɭȫȫȫɭ ƱĿƱɭɈǑɭƓɍèǫĿŏɭ ĥƩƱǑǑŏɭ

... Vidi Parìs, Tristano ... Indeed Antonio Lanza accepts vidi as the correct reading here, since it 

ƦɆɝƦǝɝ»ȽƦ ıɝãǝĴɝȽńƺńĚɠɆɝ.ãɆńǃǃãȸɆɝȴǝǭȽɠƞńȽǝȸɝń ȏǃãǝãɠƦǭǝɝǭŬɝĎǭɠƞɝvidi and roggia; see Lanza 

Commedìa xxxi; Inglese Per il testo 485 n. 11. 
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his subsequent evaluation of the results, underpins the first of the three major 

ãȽńãɆɝƦǝɝ ƞƦĚƞɝƞńɝǔǭĴƦŬƦńɆɝ­ńɠȽǭĚĚƞƦȸɆɝĚǭǝĚǃɾɆƦǭǝɆțɝÐńɝǔã ɝɆɾǔǔãȽƦɆńɝƞƦɆɝ

findings under three headings: the tradition, the stemma, and the text. 

i. The tradition 

µãǝƈɾƦǝńɠƦȸɆɝĚǭǝĚǃɾɆƦǭǝɝŚ ȽãĴƦĚãǃǃ ɝĴƦŬŬńȽńǝɠɝŬȽǭǔɝ­ńɠȽǭĚĚƞƦȸɆɝŚ was that just 

seven manuscripts were necessary and sufficient for a critical edition of the 

Commediațɝ~ŬɝɠƞńɆńɝǔãǝɾɆĚȽƦȏɠɆɝȒȴɠƞńɝµãǝƈɾƦǝńɠƦɝɆń ńǝȸȕıɝɆƦ ɝȏȽńĴãɠńɝȀɰſſɝãǝĴɝ

had been used by Petrocchi. In addition to Mart and Triv already mentioned, 

they are: 

Ash Florence, Biblioteca Medicea Laurenziana, ms. 

Ashburnham 828. 

Ham Berlin, Staatsbibliothek Preußischer Kulturbesitz, ms. 

Hamilton 203. 

Rb Florence, Biblioteca Riccardiana, ms. Riccardiano 1005 

and Milan, Biblioteca Nazionale Braidense, ms. AG XII 2. 

Urb Vatican City, Biblioteca Apostolica Vaticana, ms. Urbinate 

latino 366. 

The seventh was LauSC, a manuscript which Ś as we have seen Ś was highly 

valued by all editors before Petrocchi in spite of its late dating, but which 

Petrocchi had discarded precisely because of that dating.35 Of these seven 

manuscripts three are Florentine (Mart, Triv, LauSC), two come from western 

Tuscany (Ash and Ham), and two from northern Italy (Rb and Urb). 

Sanguineti claimed that an edition based on these seven manuscripts, far from 

ĎńƦǝƈɝ Ʀǝɝ Ɇǭǔńɝ ɆńǝɆńɝ ȏȽǭ ƦɆƦǭǝãǃɝ ȒãɆɝ ­ńɠȽǭĚĚƞƦȸɆɝ ȴɆńĚǭǝĴǭɝ ǃȸãǝɠƦĚãɝ ɾǃƈãɠãȸɝ

formulation explicitly acknowledged), would instead be very close to the 

 
35 Petrocchi dated LauSC c.1391, but recent scholarship suggests a slightly later date; see WITNESS 

DESCRIPTIONS: LAUSC. 
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aɾɠƞǭȽƦãǃɝǭȽƦƈƦǝãǃțɝ­ńɠȽǭĚĚƞƦȸɆɝɠƦɠǃńɝȽńŬǃńĚɠńĴɝƞƦɆɝɆĚȽɾȏɾǃǭɾɆɝƦǝɆƦɆɠńǝĚńɝɠƞãɠɝǝǭɝ

edition could be called genuinely critical or definitive which had not examined 

ãǃǃɝɠƞńɝǔãǝɾɆĚȽƦȏɠɝń ƦĴńǝĚńɝȒȴ ƦɝŬƦǝƦɝĴƦɝɾǝȸńĴƦ ƦǭǝńɝĚȽƦɠƦĚãıɝńɝȏńȽĚƞņɝɠãǃńɝ

veramente sia, si dń ńɝɠɾɠɠǭȽãɝɠńǝńȽɝŬńĴńɝãǃǃãɝǃńƈƈńɝĴƦɝȏãȽɠńǝ ãɝńɝĴƦɝŬǭǝĴǭɝĴȸǭƈǝƦɝ

ȽƦĚńȽĚãɝɠńɆɠɾãǃńįɝǃȸƦǝɠńȽȽǭƈã ƦǭǝńɝƦǝɠńƈȽãǃńɝĴńǃǃãɝɠȽãĴƦ Ʀǭǝńțȸɒ Proposte 343). But 

this must be counterbalanced by his conviction, expressed more than once, that 

an examination of the post-1355 manuscripts would not throw up any new good 

readings or lezioni indifferenti which were not already present in the antica 

vulgata manuscripts, and that therefore the antica vulgata text would prove in 

ńŬŬńĚɠɝɠǭɝĎńɝɠƞńɝĚȽƦɠƦĚãǃɝńĴƦɠƦǭǝɝȒȴǃȸńĴƦ Ʀǭǝń-base assumerà ipso facto il grado di 

ɠńɆɠǭɝĴńŬƦǝƦɠƦ ǭȸı Proposte ɰƄſɒɝãǝĴɝãƈãƦǝɝȴãĎĎƦãǔǭɝȏǭɆɠǭɝƦǝɝȽƦǃƦń ǭɝǃãɝĴƦ ńȽɆƦɠöɝ

ǔńɠǭĴǭǃǭƈƦĚãɝɠȽãɝǃãɝȏȽƦǔãɝŬãɆńɝȒǃȸńĴƦ Ʀǭǝń-base) e la seconda (il testo definitivo), 

anche se il risultato probabilmente farà coincidere, nella loro struttura testuale 

ńɝǃƦǝƈɾƦɆɠƦĚãıɝȤɾńɆɠǭɝĚǭǝɝȤɾńǃǃãȸı Proposte 335 n. 1). 

ii. The stemma 

Having reduced the number of manuscripts necessary and sufficient for an 

edition of the poem to seven, Sanguineti then provided a stemma to show their 

interrelationships. In broad outline the stemma was close to Petrocchi (with the 

addition of LauSC to the ɻ family, reflecting an affiliation already recognised by 

Casella). But there was a crucial modification. Where Petrocchi had linked Rb 

with Urb as representatives of the northern traditionıɝĚǭǝɆɠƦɠɾɠƦǝƈɝƞƦɆɝĒɝŬãǔƦǃ ɝ

(along with Mad36), Sanguineti maintained that Rb was more closely connected 

to the ɻ ǔãǝɾɆĚȽƦȏɠɆıɝãǝĴɝɠƞãɠɝÃȽĎɝɆɠǭǭĴɝãǃǭǝńɝãɆɝȽńȏȽńɆńǝɠãɠƦ ńɝǭŬɝɠƞńɝĒɝ

tradition. 

 
36 Mad: Madrid, Biblioteca Nacional, ms. 10186. 

xãĴɝƞãĴɝĎńńǝɝƦǝĚǃɾĴńĴɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝãǝãǃ ɆƦɆɝƦǝɝãǝɝńãȽǃƦńȽɝ ńȽɆƦǭǝɝǭŬɝɠƞńɝɆɠńǔǔãıɝ ƞńǝɝƞńɝ ãɆɝ ǭȽƿƦǝƈɝ

with eight manuscripts, but had been tacitly dropped from the final version, for reasons he does not 

explain, as far as I am aware; see Federico Sanguineti, ±ŏɍɭǑɈŏĿƱ ƱǻǫŏɭĥɍƱɰƱĥèɭĿŏǑǑèɭɄ0ǻǢŏĿƻèɈɭĿƱɭHèǫɰŏ, in 

«Rivista di Letteratura Italiana», XII (1994), 277-92. 
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µãǝƈɾƦǝńɠƦȸɆɝɆɠńǔǔãɝƞãɆɝɠƞńɝ ƦɆɾãǃɝãȏȏńãǃɝǭŬɝãǝɝńǃńƈãǝɠɝãǝĴɝǔƦǝƦǔãǃƦst diagram. 

Nothing in it hints at the two evocative images Petrocchi used to describe the 

effects of contamination in the textual tradition of the Commedia: the tangled 

web and the seeping oil-stain.37 ­ńɠȽǭĚĚƞƦȸɆɝ ǭ ǝɝ Ɇɠńǔǔãɝ ƞãĴɝ ãɠɠńǔȏɠńĴıɝ

however imperfectly, to represent the complexity alluded to in these images, 

both in the broken lines linking certain manuscripts and in the position of La 

midway between ɻ ãǝĴɝĒțɝ»ǭɝƺɾĴƈńɝãɠɝǃńãɆɠɝĎ ɝɠƞƦɆɝ ƦɆɾãǃɝȽńȏȽńɆńǝɠãɠƦǭǝıɝ

Sanguineti believes the manuscript relationships to be clear-cut and 

unambiguous. 

iii. The text 

µãǝƈɾƦǝńɠƦȸɆɝŬƦǝãǃɝĚǃãƦǔɝƦɆɝɠƞãɠɝɠƞńɝƦɆǭǃãɠńĴɝĒɝǔãǝɾɆĚȽƦȏɠɝÃȽĎɝŚ the sole 

ȽńȏȽńɆńǝɠãɠƦ ńɝǭŬɝĒıɝƦǝɝƞƦɆɝ Ʀń ɝŚ although it dates from 1352, is extremely close 

ɠǭɝFãǝɠńȸɆɝǭȽƦƈƦǝãǃıɝãǝĴɝƦɠɆɝȽńãĴƦǝƈɆı unless they are manifestly erroneous, are 

always to be preferred over those of the remaining manuscripts. In passing we 

 
37 The full force of these images comes into play with the post-1355 tradition, but, as his words cited 

earlier make clear, Petrocchi Ś like Moore before him Ś insisted that the problem of contamination was 

present from the earliest copies of the poem. 
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can note that even if Sanguineti is right about the first two parts of his argument 

(the tradition and the stemma), this favouring of the readings of Urb does not 

follow as a necessary consequence, but will need to be demonstrated with 

arguments. In theoretical terms, clearly, the two branches of a two-branched 

tree carry equal weight: 50% each. 

The Sanguineti edition had a mixed critical reception. In the immediate post-

publication period it was hailed enthusiastically in the national press as an event 

of great importance, with reviewers seemingly accepting at face value 

µãǝƈɾƦǝńɠƦȸɆɝĚǃãƦǔɆɝɠƞãɠɝƞńɝƞãĴɝŬɾǃǃ ɝƦǔȏǃńǔńǝɠńĴɝrãĚƞǔãǝǝȸɆɝǔńɠƞǭĴǭlogy for 

the first time on the Commedia;38 but the response in some learned journals Ś 

slower to appear in print and more deeply engaged with the detailed articulation 

of the textual argument Ś was more muted, and sometimes very critical. Some 

scholars questioned the reasoning which lay behind the drastic winnowing of 

the extant manuscripts to a mere seven, and the validity of adopting a 

ǔńɠƞǭĴǭǃǭƈ ɝĎãɆńĴɝń ĚǃɾɆƦ ńǃ ɝǭǝɝ-ãȽĎƦȸɆ loci. Others expressed reservations 

about aspects of the stemma, and the use made of it in constituting the text. 

The choice of many of the Urb readings incorporated into the text, though it 

certainly reflected a rigorously consistent editorial approach, left many scholars 

unconvinced. Not least among the concerns expressed was that many lines in 

the new edition seemed metrically problematic or anomalous.39  

A second volume which promised to discuss and justify the many surprising Urb 

choices was eagerly awaited. When this second volume appeared in 2005 it took 

the form merely of an Appendice bibliografica 1988-2000, which gave an extremely 

 
38 Thus Piero Boitani, Commedia, che sorprese!, in «Il Sole-24 ore», 10th June 2001, 111; Maria Corti, 

Commedia. Così parlava Dante tra la perduta gente, in «La Repubblica», 10th June 2001, 28-29; Paolo 

Trovato, La Commedia secondo Sanguineti, in «La Rivista dei Libri», 11, 29th December 2001, 29-32. 

39 Thus Rudy Abardo, review in «Rivista di studi danteschi», 1, 2001, 153-62; Pier Vincenzo Mengaldo, 

Una nuova edizione della «Commedia», in «La parola del testo», V (2001), 279-89; Cesare Segre, Postilla 

ɖʍǑǑɈŏĿƱ ƱǻǫŏɭºèǫƓʍƱǫŏɰƱɭĿŏǑǑèɭƥ0ǻǢǢŏĿƱèƦɭĿƱɭHèǫɰŏ, in «Strumenti critici», 17 (2002), 2, 312-14; Giorgio 

Inglese, Per il testo della Commedia di Dante, in «La cultura», 40 (2002), 483-505. 
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useful check-list of all recent contributions to the textual debate, but failed to 

offer the discussion of and justification for individual readings which even keen 

supporters of the new edition regarded as indispensable.40  

The present project 

The present project for a digital edition of the Commedia began some years 

before the Sanguineti edition appeared in print. A group of scholars with shared 

interests Ś in Dante, and in computing technology as it might be applied to the 

analysis of manuscript traditions Ś came together in 1998 and devised a project 

ŬǭȽɝɠńɆɠƦǝƈɝµãǝƈɾƦǝńɠƦȸɆɝɆɠńǔǔãɠƦĚɝƞ ȏǭɠƞńɆƦɆɝɾɆƦǝƈɝĚǭǔȏɾɠńȽƦɆńĴɝǔńɠƞǭĴɆțɝ»ƞńɝ

advantage of the Sanguineti thesis for a project of this kind was precisely the 

restricted number of manuscripts involved, and the clearly formulated (and 

methodologically crucial) hypothesis about their inter-relationships. Sanguineti 

himself was at this stage an enthusiastic member of the team. A number of 

preliminary meetings took place, in Canberra, Florence, Cambridge and Sydney. 

Applications for funding were successful in two hemispheres, and work began.41  

The project had two clear aims: to test the Sanguineti hypothesis about 

ǔãǝɾɆĚȽƦȏɠɝ ȽńǃãɠƦǭǝɆɝ ãǔǭǝƈɝ ɠƞńɝ ȴµãǝƈɾƦǝńɠƦɝ Ɇń ńǝȸıɝ ɾɆƦǝƈɝ ɆǭȏƞƦɆɠƦĚãɠńĴɝ

computer programmes devised by evolutionary biologists for the making of 

phylogenetic trees; and to create a digital edition on DVD-Rom with all the 

available evidence presented in a form which would enable other scholars to 

examine that evidence with their own eyes and independently test the 

 
40 Dantis Alagherii Comedia. Appendice bibliografica 1988-2000, per cura di Federico Sanguineti, Firenze 

2005. Two examples of disconcerting Urb readings for which no explanation or defence is offered will 

suffice. At Purg. xxiv 57 di qua dal dolce ɖɰƱǑɭǫǻ ǻɭĥƩɈƱɈɭǻĿǻ in the EN ĎńĚǭǔńɆɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝńĴƦɠƦǭǝɝdi qua 

ĿèǑɭĿǻǑĥŏɭɖɰƱǑűɭŏɭƱǑɭǫǻ ǻɭĥƩɈƱǻɭǻĿǻű At Inf. xxvii 57 tra tirannia si vive e stato franco in the EN becomes in 

µãǝƈɾƦǝńɠƦȸɆɝńĴƦɠƦǭǝɝtra tirania si vive in stato franco. See Inglese Per il testo 503 and 494 n. 44; and 499-505 

for an extended list of problematic Urb readings accepted by Sanguineti. 

41 The original team had five members: Mary Dwyer, Diana Modesto, Peter Robinson, Federico 

Sanguineti, Prue Shaw. All credit for the initial idea for the project must go to Dwyer and Modesto. For a 

fuller account see the FOREWORD. 
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conclusions, whatever they might be, which the analysis produced. The aims 

were interconnected and yet distinct; the value of the second goal, the digital 

ńĴƦɠƦǭǝıɝ ǭɾǃĴɝĎńɝƦǝĴńȏńǝĴńǝɠɝǭŬɝ ƞńɠƞńȽɝǭȽɝǝǭɠɝµãǝƈɾƦǝńɠƦȸɆɝƞ ȏǭɠƞńɆƦɆɝ ãɆɝ

validated by the computer analysis. 

The digital edition (it was thought) would put the reader in direct contact with 

some of the earliest surviving testimony of the CommediaȸɆɝɠȽãǝɆǔƦɆɆƦǭǝıɝƦǝɝɠƞńɝ

form of a complete image record using high-quality digitised images for all seven 

manuscripts, accompanied by transcriptions which could be viewed on screen 

alongside each image. There would also be extensive editorial material, in the 

form of notes to the transcriptions, manuscript descriptions, a collation of all 

variant readings over the whole length of the poem, and an analysis of the 

computerised results. Some of the earliest and most beautiful manuscripts of the 

poem Ś manuscripts so precious that it can sometimes be difficult even for 

accredited scholars to gain access to them in libraries Ś would be made accessible 

to any interested reader in a uniquely direct way. But before we turn our 

attention to the DVD-Rom, its methodology and its conclusions, we must take 

ãɝĚǃǭɆńȽɝǃǭǭƿɝãɠɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝãǝĴɝɠƞńɝĴńɠãƦǃɝǭŬɝƦɠɆɝãȽɠƦĚɾǃãɠƦǭǝțɝyǭɝ

scholar has to date, I think, provided a step by step account of that argument as 

it unfolds. The pages which follow seek to do just that. 

R`mfthmdshƍrargument: the tradition 

µãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝŬǭȽɝńǃƦǔƦǝãɠƦǝƈɝãǃǔǭɆɠɝŒ ɝǔãǝɾɆĚȽƦȏɠɆɝŬȽǭǔɝńĴƦɠǭȽƦãǃɝ

consideration (and thus reducing to just seven those of real textual significance) 

uses the concept of manuscripti descripti. A descriptus is a manuscript which can 

be shown to be a copy of another manuscript, of which it will reproduce the 

characteristic readings and errors with additional errors of its own. A descriptus 

can therefore be discarded by the editor: it will provide no information not 

already available in its exemplar. The notion is normally applied to two extant 

individual manuscripts: one is eliminated because it can be shown to be a copy 
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of the other. To prove such a relationship can involve a detailed, even exhaustive, 

examination of the evidence over the whole length of the text.42  

This is not how Sanguineti conducts his argument, however. Indeed it hardly 

could be, given that he eliminates such a vast number of witnesses. His 

methodology is much more unorthodox, and, it must be said at the outset, 

much more problematic. No attempt is made to compare any given manuscript 

with its putative exemplar (the normal procedure in a demonstration of this 

kind). On the contrary, using a very small number of readings, and a very large 

number of manuscripts, Sanguineti argues that all manuscripts which have these 

few readings (or some of them) must derive from a common ancestor and thus 

constitute a family. This common ancestor is a hypothetical entity 

ȒȴȽƦĚǭɆɠȽɾƦĎƦǃńȸȕıɝǝǭɠɝãǝɝãĚɠɾãǃɝń ɠãǝɠɝĚǭȏ ɝǭŬɝɠƞńɝȏǭńǔțɝµƦǝĚńɝƦɠɝƞãɆɝǝǭɠɝɆɾȽ Ʀ ńĴıɝ

it cannot itself be examined or analysed.43  

»ƞńɝȽńãĴƦǝƈɆɝµãǝƈɾƦǝńɠƦɝɾɆńɆɝɠǭɝãȽƈɾńɝɠƞńɝĚãɆńɝĚǭǔńɝŬȽǭǔɝ-ãȽĎƦȸɆɝƄ loci. If I 

have understood his argument correctly Ś a difficult thing to be sure of, since 

the case is argued with extreme concision, as though it had the force of a 

mathematical proof, in this respect contrasting sharply with the discursive, 

explanatory style of Casella, Vandelli and Petrocchi, models of expository clarity 
 

42 For example, there are two cases in the textual tradition of the Monarchia: ms. Q is descriptus from ms. 

L and ms. R is descriptus from ms. E; see Dante Alighieri, Monarchia, edited by Prue Shaw («Le Opere di 

Dante Alighieri, Edizione Nazionale a cura della Società Dantesca Italiana», V/1), Firenze, Casa Editrice le 

Lettere, 2009, 110-14 and 116-18. 

43 The usual understanding is that descripti are copies derived from surviving manuscripts. Thus Franca 

-ȽãǔĎƦǃǃãɝ ƈńǝǭįɝȴFãǃǃȸɾɠƦǃƦ ã ƦǭǝńɝȏńȽɝǃãɝȽƦĚǭɆɠȽɾ ƦǭǝńɝĴńǃɝɠńɆɠǭɝ ãǝǝǭɝńɆĚǃɾɆƦɝƦɝɠńɆɠƦǔǭǝƦɝȒcodices descripti) 

che sono copia di testimoni conservatițȸɝĕǔ ɝƦɠãǃƦĚɆĖɒɝ ƈńǝǭıɝvɈMĿƱ ƱǻǫŏɭĥɍƱɰƱĥèɭĿei testi volgari, Padova, 

 ǝɠńǝǭȽńıɝȀǥɔſıɝŒɔțɝ.ŬȽțɝ­ãǭǃǭɝ.ƞƦńɆãįɝȴcǃɝɠńɆɠƦǔǭǝńɝĚƞńɝĴńȽƦ ãɝńɆĚǃɾɆƦ ãǔńǝɠńɝĴãɝɾǝɝãǃɠȽǭɝtestimone 

conservato è chiamato descriptus ... il termine descriptus non richiede che la discendenza sia diretta ... ma 

richiede invece che il testimone-fonte sia conservatoțȸɝĕǔ ɝƦɠãǃƦĚɆĖɒɝ.ƞƦńɆãıɝElementi di critica testuale, 

Bologna, Patron Editore, 2002, 75-76; Timpanaro Recentiores ȀəſįɝȴƦɝcodices descripti (cioè, appunto, le 

copie di esemplari conservatiȕȸɝĕǔ ɝƦɠãǃƦĚɆĖțɝµãǝƈɾƦǝńɠƦȸɆɝȏȽǭcedure clearly falls foul of this standard 

ĴńŬƦǝƦɠƦǭǝțɝWɾȽɠƞńȽǔǭȽńɝƦɠɝƦɆɝĴƦŬŬƦĚɾǃɠɝɠǭɝƿǝǭ ɝƞǭ ɝɠƞńɝɆɾȏȏǭɆńĴǃ ɝȴȽƦĚǭɆɠȽɾƦĎƦǃńȸɝãǝĚńɆɠǭȽɝǭŬɝɠƞńɆńɝǔãǝ ɝ

manuscripts could in fact be reconstructed when their testimony is so divergent. 
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Ś it goes like this. All manuscripts which at Purg. ii 93 omit the words ĿƱɖɖɈƱǻ 

can be assumed to have a common ancestor: the list includes 13 of the antica 

vulgata mss. plus well over 300 recentiores (listed in Tavola 1). But this error is 

already present and corrected in the Landiano manuscript (La), the oldest 

surviving member of the family (1336), where ĿƱɖɖɈƱǻ appears as a correction over 

the erasure of an original reading where the words were missing. So the family 

is contaminated, and some members of it will have the correct reading at Purg. 

ii 93 with ĿƱɖɖɈƱǻ. (Sanguineti does not spell this out, but this seems to be the 

reasoning.) For these manuscripts other readings must be used to identify their 

affiliations.44  

A second group of manuscripts can be eliminated on the basis of a small group 

of readings they share in whole or in part: ebbe for volle at Purg. xxiv 125: per che 

no i volle Gedeon compagni (12 of the antica vulgata mss.); segno for lume at Par. 

v 95: come nel lume di quel ciel si mise (11 of the antica vulgata mss.); and spiro 

for giro at Par. xxiii 103: Io sono amore angelico, che giro (7 of the antica vulgata 

mss.); to these may be added almost 100 recentiores (listed in Tavola 2). We can 

just note however à propos of Par. xxiii 103 (spiro for giro), that the scribe has 

anticipated the word spira in the following line, and that Petrocchi uses precisely 

this example to highlight the inadvisability of using readings like this as a basis 

fǭȽɝńɆɠãĎǃƦɆƞƦǝƈɝǔãǝɾɆĚȽƦȏɠɝȽńǃãɠƦǭǝɆįɝȴǃãɝɆƦǝĴȽǭǔńɝĴƦɝńȽȽǭȽƦɝɠƦȏƦĚƦɝĴȸńĚǭɝǃńɠɠńȽãǃńɝ

ǔǭɆɠȽãɝ ǃȸƦǝĴƦɆĚȽƦǔƦǝãɠãɝ ȏǭɆɆƦĎƦǃƦɠöɝ ĴńƦɝ ĚǭȏƦɆɠƦɝ ãɝ ĚãĴńȽńɝ Ɇǭɠɠǭɝ ɾǝãɝ ƈńǝńȽƦĚãɝ

suggestione di memoria. Occorrerà ... guardarsi bene dal fondare elementi di 

giudizio e di provaıɝ ǝńǃǃãɝ ĚǃãɆɆƦŬƦĚã Ʀǭǝńıɝ Ɇɾɝ ĚǭɆưɝ ŬȽãƈƦǃƦɝ ɆǭɆɠńƈǝƦțȸɝ ȒAntica 

Tradizione 66). 

On the basis of these four readings alone, all these manuscripts can be 

ńǃƦǔƦǝãɠńĴıɝµãǝƈɾƦǝńɠƦɝãȽƈɾńɆıɝǃńã ƦǝƈɝȴȏǭĚƞńɝĴńĚƦǝńɝĴƦɝĚǭĴƦĚƦȸțɝ»ƞńɆńɝŬǭɾȽɝ

 
44 Sanguineti accepts CaselǃãȸɆɝ Ʀń ɝɠƞãɠɝrãɝƦǝɝĎǭɠƞɝƦɠɆɝǭȽƦƈƦǝãǃɝãǝĴɝĚǭȽȽńĚɠńĴɝŬǭȽǔɆɝŬãǃǃɆɝńǝɠƦȽńǃ ɝ ƦɠƞƦǝɝ

ɠƞńɝȴɆɾȏȏǭɆɠãɝȮŬãǔƦƈǃƦãɝĎńɠãȮȸɝĕĒCas]; for Petrocchi, as we have seen, La falls between his ɻ ãǝĴɝĒɝĕĒPet] 

families, and is the only manuscript which has this dual affiliation. 
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ȽńãĴƦǝƈɆɝãȽńɝĴńɆĚȽƦĎńĴɝãɆɝȴĚãȽãɠɠńȽƦ ãǝɠƦɝǃãɝĚǭɆƦĴńɠɠãɝȮɠȽãĴƦ ƦǭǝńɝĎńɠãȱȸıɝƦțńțɝ

.ãɆńǃǃãȸɆɝĎńɠãɝŬãǔƦǃ ɝĕĒCas], which as we have seen comprises the Officina 

ÏãɠƦĚãǝãɝȒãǃǃɝŬǭɾȽɝãȽńɝȏȽńɆńǝɠɝƦǝɝÏãɠȕıɝɠƞńɝƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭıɝãǝĴɝȴãŬŬƦǝƦɝńɝĴńȽƦ ãɠƦȸțɝ

yǭɠńɝɠƞãɠɝ-ãȽĎƦȸɆɝƄ loci have shrunk to just 4 for the purposes of this radical 

elimination of more than 400 witnesses. 

The remaining manuscripts are now evaluated by Sanguineti in the light of the 

400 loci using other readings.45 The rationale here seems to be that these 

readings appear in some msɆțɝǭŬɝȴĎńɠãȸıɝɆǭɝŬƦǝĴƦǝƈɝɠƞńǔɝƦǝɝǭɠƞńȽɝǔɆɆțɝɆƞǭ Ɇɝãɝ

family resemblance. A first group consists of 44 manuscripts which have only 

Inferno (and therefore have none of the four loci so far used, all located in 

Purgatorio and Paradiso). They are found to share other characteristic errors and 

variants with the Officina Vaticana and the gruppo del Cento, and can likewise 

be eliminated (they are listed in Tavola 3). 

A final group of 87 manuscripts follows. These are complete copies of the poem 

ĎɾɠɝȴȏńȽɝǃãĚɾǝãɝǭɝĚǭǝɠãǔƦǝã Ʀǭǝńȸɝɠƞń ɝĴǭɝǝǭɠɝƞã ńɝɠƞńɝŬǭɾȽɝńȽȽǭȽɆɝǭȽɝȽńãĴƦǝƈɆɝ

ɆƞãȽńĴɝĎ ɝɠƞńɝǔãǝɾɆĚȽƦȏɠɆɝǃƦɆɠńĴɝƦǝɝɠƞńɝŬƦȽɆɠɝɠ ǭɝɠãĎǃńɆɒɝǝǭǝńɠƞńǃńɆɆɝȴȽńĚãǝǭɝ

ǃȸƦǔȏȽǭǝɠãɝĴńǃɝƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭɝǭɝĴńǃǃȸ~ŬŬƦĚƦǝãɝÏãɠƦĚãǝãȸɝĎńĚãɾɆńɝǭŬɝǭɠƞńȽɝ

characteristic readings (the manuscripts are listed in Tavola 4). To spell out what 

Sanguineti glosses over in a phrase, this substantial group of 87 manuscripts 

ńƦɠƞńȽɝǭǔƦɠɝɠƞńɝŬǭɾȽɝȽńãĴƦǝƈɆɝƦǝɝȤɾńɆɠƦǭǝɝȒȴȏńȽɝǃãĚɾǝãȸȕɝǭȽɝĚãȽȽ ɝɠƞńɝĚǭȽȽńĚɠɝ

ȽńãĴƦǝƈɆɝȒȴȏńȽɝțțțɝĚǭǝɠãǔƦǝã Ʀǭǝńȸȕțɝ»ƞƦɆɝǃãɆɠɝãɆɆńȽɠƦǭǝɝƦɆɝparticularly problematic: 

contamination with what? with manuscripts which have the correct reading, 

obviously. By dint of this last operation, Sanguineti has eliminated all but eight 

manuscripts. But it has to be said that even with repeated re-reading and mulling 

 
45 Listed on pp. xlviii-li of the Sanguineti edition. 
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over of his line of argument, it is difficult to banish a lingering unease that the 

case has not been satisfactorily demonstrated.46  

It is worth pointing out how very close to Casella this account of mss. 

relationships is. A family which is ȴɆɠȽãĎǭĚĚƞń ǭǃǔńǝɠńɝǝɾǔńȽǭɆãȸɝãǝĴɝ ƞƦĚƞɝ

ȴĚǭǔȏȽńǝĴńɝǃãɝȤɾãɆƦɝɠǭɠãǃƦɠöɝĴńƦɝĚǭĴƦĚƦɝĴãǝɠńɆĚƞƦɝĚƞńɝĚƦɝȽƦǔãǝƈǭǝǭȸ47 is set against 

a very small number of mss. which do not belong to it (3 for Casella, 7 for 

Sanguineti). The difference, of course, is that Casella did not propose to 

eliminate the large family from editorial consideration. Indeed his championing 

of LauSC was based on his conviction that it harmoniously combined readings 

from both families, while avoiding the pitfalls associated with either.48  

Sanguineti declares that only eight manuscripts remain which do not have the 

ńȽȽǭȽɆɝãǝĴɝĚƞãȽãĚɠńȽƦɆɠƦĚɝȽńãĴƦǝƈɆɝǭŬɝȴǃãɝĚǭɆƦĴĴńɠɠãɝȮɠȽãĴƦ ƦǭǝńɝĒȱȸįɝǭǝǃ ɝɠƞńɆńɝǝńńĴɝ

be considered by an editor of the Commedia.49 He now moves on to the second 

stage of this first part of his argument. The first stage has supposedly established 

the existence of this huge family; the second stage shows why the testimony of 

these manuscripts can be ignored. He will then go on to draw up the stemma 

on the basis of the remaining manuscripts. We may note in passing the 

disproportion between the space devoted to each section of the argument: 19 

 
46 µǭǔńɝǭŬɝɠƞńɆńɝǔɆɆțɝãȽńɝĴńĚǃãȽńĴɝɠǭɝȴȽńĚãȽńɝǃȸƦǔȏȽǭǝɠãɝĴńǃɝƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭɝǭɝĴńǃǃȸ~ŬŬƦĚƦǝãɝÏãɠƦĚãǝãȸɝǭǝɝ

ɠƞńɝĎãɆƦɆɝǭŬɝƺɾɆɠɝƄɝǭȽɝſɝȽńãĴƦǝƈɆțɝJ ńǝɝ­ãǭǃǭɝ»Ƚǭ ãɠǭıɝµãǝƈɾƦǝńɠƦȸɆɝɆɠãɾǝĚƞńɆɠɝɆɾȏȏǭȽɠńȽıɝãĴǔƦɠs that his 

procedure is unorthodox (Trovato Stemmi 626). 

47 Casella Sul testo 6. 

48 cǝɝ­ńɠȽǭĚĚƞƦȸɆɝ ǭȽĴɆıɝ.ãɆńǃǃãɝɆã ɝrãɾµ.ɝãɆɝãɝȴƈńǝƦãǃńɝãȽǔǭǝƦ ã ƦǭǝńɝĴńǃǃńɝĴɾńɝɠȽãĴƦ ƦǭǝƦıɝƦǝɝɾǝãɝɆǭȽɠãɝĴƦɝ

testo critico meno antico di quello di Triv, ma con ǔãƈƈƦǭȽńɝã ńĴɾɠń ãɝǝńǃǃǭɝɆŬɾƈƈƦȽńɝãƈǃƦɝńȽȽǭȽƦɝĴńǃǃȸɾǝãɝ

ńɝĴńǃǃȸãǃɠȽãɝŬãǔƦƈǃƦãȸɝȒProposte ɰƄɰȕɒɝĚŬȽțɝ.ãɆńǃǃãįɝȴcǃɝÐƦɠɠńɝȏǭǝńǝĴǭɝƦǃɝĚǭĴƦĚńɝÏƦǃǃãǝƦɝãɝŬǭǝĴãǔńǝɠǭɝĴńǃǃãɝɆɾãɝ

edizione ha mostrato felice intuito, poichè i caratteri delle due famiglie ɻ ńɝĒɝƈńǝƦãǃmente vi si 

ãȽǔǭǝƦ ãǝǭɝțțțɝȸɝȒSul testo 7). 

49  Ɇɝ ńɝƞã ńɝɆńńǝıɝãǝɝńãȽǃƦńȽɝ ńȽɆƦǭǝɝǭŬɝɠƞńɝƦǝɠȽǭĴɾĚɠƦǭǝɝǃƦǝƿńĴɝxãĴɝɠǭɝɠƞńɝȴµãǝƈɾƦǝńɠƦɝɆń ńǝȸɒɝǝǭ ɝɠƞńɝ

eighth manuscript is ms. Florio (Udine, Biblioteca dei conti Florio). In the event the stemma will have 

just 7 manuscripts. Florio is said to be contaminated with alpha on the basis of a single reading, leaving 

Urb alone as uncontaminated representative of beta (but see note 57). 
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pages to the first stage; just one page to this second stage; a little over two pages 

to the stemma. The extreme concision with which the argument is developed 

in these two final and crucial stages is not helpful. 

To defend his elimination of almost 600 manuscripts, Sanguineti now sets out 

ɠǭɝɆƞǭ ɝɠƞãɠɝɠƞƦɆɝȴɆɾȏȏǭɆɠãɝȮɠȽãĴƦ ƦǭǝńɝĒȱɝĴƦɆĚńǝĴńɝĚǭǝɠãǔƦǝãǝĴǭɝĴãɝĴƦŬŬńȽńǝɠƦɝ

ȽãǔƦȸțɝ»ǭɝĴǭɝɠƞƦɆıɝƞńɝǃƦɆɠɆɝńȽȽǭȽɆɝshared by some of the 600 with some of the 

seven remaining manuscripts which constitute his stemma. He shows that some 

manuscripts share one error with Rb; others share 10 errors with b (the antigrafo 

of Ash and Ham); yet others share 8 errors with y, the antigrafo of LauSC. What 

is striking here is the fragility of the evidence offered. Just one reading is cited 

to establish the supposed link with Rb Ś and this reading (ale for aere at Purg. 

ii 35) must be considered polygenetic, since ale echoes the word ali from two 

lines earlier, and, as already noted, this kind of memory-slip is a common 

occurrence with scribes and proves nothing about manuscript relationships. 

Sanguineti offers longer lists, but from a restricted area of the text, to establish 

links with b and y. The ten readings which supposedly establish the link with b 

all come from twenty cantos of Purgatorio. The eight errors which establish the 

link with y all come from ten cantos of the Paradiso, and six of those readings 

come from just three consecutive cantos, xxii-xxiv. There are no readings at all 

from Inferno. It seems unwise to hazard anything at all on the basis of such 

limited evidence. The evidence is limited in two quite different ways: the small 

number of readings offered, and their distribution within narrow areas of the 

poem instead of across its whole length. 

-ɾɠɝµãǝƈɾƦǝńɠƦɝǝǭ ɝãɆɆńȽɠɆįɝȴyńɝĚǭǝɆńƈɾńɝĚƞńɝǃãɝɆɾĴĴńɠɠãɝȮɠȽãĴƦ ƦǭǝńɝĒȱɝŚ nulla 

di genuino offrendo che non sia già in b (Ash Ham) y (LauSC) Rb Ś è 

inutilizzabile ai fini della restitutio textusțȸɝ»ƞƦɆɝɆńńǔɆɝãǝɝń ɠȽãǭȽĴƦǝãȽ ɝǃńãȏɝƦǝɝɠƞńɝ

argument. The logic is far from clear, and Sanguineti makes no attempt to 

explain it. Showing that manuscripts within the group share a few errors with 

R b and y does not prove that we can discount them altogether. It simply does 
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ǝǭɠɝŬǭǃǃǭ ɝãɆɝãɝĚǭǝɆńȤɾńǝĚńɝɠƞãɠɝɠƞńȽńɝƦɆɝȴǝɾǃǃãɝĴƦɝƈńǝɾƦǝǭȸɝɠǭɝĎńɝŬǭɾǝĴɝƦǝɝɠƞńɆńɝ

ǔãǝɾɆĚȽƦȏɠɆțɝcǝɝȽńãǃƦɠ ɝƦɠɝƦɆɝĴǭɾĎɠŬɾǃɝ ƞńɠƞńȽɝµãǝƈɾƦǝńɠƦȸɆɝǃƦɆɠɆɝȏȽǭ ńɝãǝ ɠƞƦǝƈɝ

at all, beyond the fact that the textual tradition of the Commedia is extremely 

complicated and very contaminated. Reluctantly, we are forced to conclude that 

sua probatio nulla est:50 ƞƦɆɝȴȏȽǭǭŬȸɝȏȽǭ ńɆɝǝǭɠƞƦǝƈțɝ»ǭɝɆƞǭ ɝɠƞńȽńɝãȽńɝńȽȽǭȽɆɝƦǝɝ

common in, for example, Paradiso xxii-xxiv might at most suggest the 

manuscripts in question have a common antigrafo at that point, or that there is 

significant contamination in that section of the text. A more reasonable 

conclusion (if more problematic for an editor) might be that scribes may have 

worked from different exemplars at different points in their transcription, as 

­ńɠȽǭĚĚƞƦȸɆɝãĚĚǭɾǝɠɝĚƦɠńĴɝãĎǭ ńɝɾɆńŬɾǃǃ ɝȽńǔƦǝĴɆɝɾɆț51 Recent scholarly work on 

ɠƞńɝĴƦŬŬɾɆƦǭǝɝǭŬɝFãǝɠńȸɆɝȏǭńǔɝŚ the process by which it was released to the 

public, certainly in stages over time, and not as a single entity Ś supports the 

idea that different areas of the poem (single cantiche, or even groups of cantos) 

might have different transmission histories.52  

On a more general point, it is remarkable that Sanguineti in his account of the 

textual tradition of the poem nowhere mentions contamination or polygenetic 

ńȽȽǭȽɝãɆɝŬɾǝĴãǔńǝɠãǃɝȏȽǭĎǃńǔɆɝŬãĚƦǝƈɝãǝɝńĴƦɠǭȽțɝ­ńɠȽǭĚĚƞƦȸɆɝǔãǝ ɝ ƦɆńɝãǝĴɝ

thoughtful pages on this last subject, the necessary lengthy preamble to his 

analysis of the textual tradition of the poem, are a model of editorial caution and 

willingness to foreground the problematic aspects of his editorial activity Ś in 

this as in other respects, Petrocchi is a worthy heir to Moore. Equally, 

µãǝƈɾƦǝńɠƦɝǝń ńȽɝãǃǃɾĴńɆɝɠǭɝ­ńɠȽǭĚĚƞƦȸɆɝĚãȽńŬɾl and repeated warnings about 
 

50 Monarchia III x 4. 

51 And as Moore had emphasised more than a hundred years ago; see Contributions ƦƦƦɝǝțɝɰŒįɝȴcɝƞã ńɝ

often suspected either that a scribe copied different Canti or Cantiche from different exemplars; or that he 

sometimes had two or more exemplars before him and followed sometimes one, sometimes another ... For 

a few Cantos, two MSS. sometimes exhibit very striking coincidences, and then the resemblance suddenly 

disappears, often to be followed by equally remarkable coincidences in some totally different directƦǭǝɝțțțɝȸțɝ

Cf. Pomaro I testi e il Testo 200-201 and Analisi codicologica 1057-60. 

52 See the studies of Giorgio Padoan and Marco Veglia cited at note 12. 
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contamination from the earliest copies of the poem. Sanguineti uses the term 

only when it suits him to explain away a difficulty, and writes as if the proof he 

offers is both rigorous and conclusive.53  

The weakest point of alǃɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝĚǭǝĚńȽǝɆɝǔɆțɝ±ĎɝãǝĴɝƦɠɆɝ

affiliations: here a single error Ś a polygenetic error Ś is supposed to establish a 

ĚǭǝǝńĚɠƦǭǝɝ ƦɠƞɝɠƞńɝȴɆɾȏȏǭɆɠãɝȮŬãǔƦƈǃƦãɝĎńɠãȱȸțɝ^ńɝɠƞńǝɝƈǭńɆɝǭǝıɝãɆɝ ńɝɆƞãǃǃɝɆńńɝ

shortly, to offer a not much more robust argument to link Rb with alpha, as 

ãƈãƦǝɆɠɝ­ńɠȽǭĚĚƞƦȸɆɝŬãȽɝǔǭȽńɝĴńɠãƦǃńĴɝĴńǔǭǝɆɠȽãɠƦǭǝɝǭŬɝ ƞãɠɝƞńɝĎńǃƦń ńĴɝɠǭɝĎńɝƦɠɆɝ

primary beta affiliation. 

cɠɝɆƞǭɾǃĴɝĎńɝǝǭɠńĴɝɠƞãɠɝãǃǃɝɠƞńɝǔãɠńȽƦãǃɝȏȽńɆńǝɠńĴɝƦǝɝɠƞƦɆɝɆńĚɠƦǭǝɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝ

argument is compatible with ­ńɠȽǭĚĚƞƦȸɆɝǔɾĚƞɝǔǭȽńɝŬƦǝń-tuned and nuanced 

view of the traditionțɝ»ƞńɝǔãɠńȽƦãǃɝǭǝǃ ɝãȏȏńãȽɆɝɠǭɝɆńȽ ńɝµãǝƈɾƦǝńɠƦȸɆɝȏɾȽȏǭɆńɆɝ

because of the innocuous-ǃǭǭƿƦǝƈɝȴǝńɝĚǭǝɆńƈɾńȸɝŚ a tiny phrase which implies a 

logical link which is simply not there. 

It is a striking fact that Sanguineti offers no theoretical defence of his editorial 

strategy. He nowhere explains or justifies his decision to base his modus operandi 

ǭǝɝ-ãȽĎƦȸɆ loci Ś and this in spite of the fact that Petrocchi had very explicitly 

warned that ãǝ ɝɆɾĚƞɝãɠɠńǔȏɠɝ ǭɾǃĴɝĎńɝãɝȽńɠȽǭƈȽãĴńɝɆɠńȏįɝȴǃãɝȏǭĚãɝãĚĚǭƈǃƦńǝ ãɝ

ĚƞńɝƈǃƦɝɆɠɾĴƦǭɆƦɝƦɠãǃƦãǝƦɝńɝɆɠȽãǝƦńȽƦɝȽńɆńȽǭɝãǃǃȸƦǝƦ ƦãɠƦ ãɝĴńǃǃãɝµǭĚƦńɠöɝFãǝɠńɆĚãıɝŬńĚńɝ

ŬãǃǃƦȽńɝƦǝǝãǝ ƦɝɠńǔȏǭɝǃȸãȏȏȽńɆɠãǔńǝɠǭɝĴƦɝɾǝɝĚǭɆưɝãǔȏƦǭɝńɝƦǝĴɾĎĎƦãǔńǝɠńɝɾɠƦǃńɝ

repertorio. Oggi riprendere quella strada ... sarebbe impresa sommamente ingenuațȸɝ

[my italics]54  

 
53 Veglia Sul testo əɔɝĴńɆĚȽƦĎńɆɝɠƞńɝȏȽǭĎǃńǔɝǭŬɝĚǭǝɠãǔƦǝãɠƦǭǝɝãɆɝȴƦǃɝ ńȽǭɝƚãĚȤɾƦɆɠǭɝƦǝɝȏńȽȏńɠɾǭƛɝĚǭǃɝȤɾale, 

dal Moore e dal Witte in poi, tutti gli editori della Commedia ƞãǝǝǭɝĴǭ ɾɠǭɝțțțɝĚƦǔńǝɠãȽɆƦțȸ 

54 ̂ ńɝĚǭǝɠƦǝɾńɆįɝȴµńɆɆãǝɠȸãǝǝƦɝŬãɝɆƦɝȏǭɠń ãɝɆȏńȽãȽńɝƦǝɝɾǝɝɆǭǝĴãƈƈƦǭɝɠãǝɠǭɝǃãȽƈǭɝǝńǃǃãɝȤɾãǝɠƦɠöɝĴńƦɝɠńɆɠƦɝ

interrogati quanto modesto nei rispetti delle proporzioni e delle situazioni del poema. Al momento attuale, 

ĚǭǝǭɆĚńǝĴǭɝɾǝɝȏǭȸɝǔńƈǃƦǭɝǃȸƦǝɠȽƦĚǭɝãɝɠńǃãɝĴƦɝȽãƈǝǭɝĴńǃǃãɝɠȽãĴƦ ƦǭǝńɝǔãǝǭɆĚȽƦɠɠãɝĴńǃɝȏǭńǔãıɝǝńɆɆɾǝǭɝɆɠɾĴƦǭɆǭɝ

si sentirebbe di attribuire ad una ricostruzione del testo sulla base dei quattrocento passi uǝȸƦǔȏǭȽɠãǝ ãɝ

eccedente quella di un primo e generico orientamento nel fitto dei rapporti tra i codici. E, per di più, lo 
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In view of this explicit warning by the editor of the Edizione Nazionale, it seems 

strange that Sanguineti offers no counter-argument, however perfunctory, in 

defence of the loci as a valid working tool. The closest he comes to doing so is 

in his half-page Premessaıɝ ƞńȽńıɝãŬɠńȽɝȤɾǭɠƦǝƈɝ­ńɠȽǭĚĚƞƦȸɆɝɆɠãɠńǔńǝɠɝɠƞãɠɝɠƞń 

EN ãƦǔńĴɝɠǭɝȴĚǭɆɠƦɠɾƦȽńɝƦǃɝɠńɆɠǭɝȏƦʭɝ ƦĚƦǝǭɝȏǭɆɆƦĎƦǃńɝãɝȤɾńǃǃǭɝĚƞńɝɆãȽöɝĴńǃǃȸńĴƦ Ʀǭǝńɝ

ĚȽƦɠƦĚãȸıɝƞńɝĚǭǝɠƦǝɾńɆįɝȴ­ńȽɝȤɾńɆɠȸɾǃɠƦǔãɝțțțɝǝǭǝɝȽńɆɠã ãɝĚƞńɝɠǭȽǝãȽńɝãǃɝ.ãǝǭǝńɝ

ĴńǃǃãɝµǭĚƦńɠöɝFãǝɠńɆĚãɝcɠãǃƦãǝãɝțțțɝȸɝŚ precisely the thing that Petrocchi in the 

ńȽ ɝɆãǔńɝãȽɠƦĚǃńɝƞãĴɝɆãƦĴɝ ǭɾǃĴɝĎńɝȴɆǭǔǔãǔńǝɠńɝƦǝƈńǝɾãȸțɝ ƈãƦǝɝń ńȽ ɠƞƦǝƈɝ

ȽƦĴńɆɝǭǝɝãɝɠƦǝ ɝȏƞȽãɆńɝȒȴǝǭǝɝȽńɆɠã ãɝĚƞńȸȕɝ ƞƦĚƞɝƦǔplies a logical link which just 

is not there.55  

»ǭɝȽńĚãȏƦɠɾǃãɠńɝɠƞńɝĚǭǝĚńȽǝɆɝµãǝƈɾƦǝńɠƦȸɆɝȏȽǭĚńĴɾȽńɆɝãȽǭɾɆńįɝɠǭɝĚƞǭǭɆńɝƺɾɆɠɝãɝ

small handful of readings in a text of 14,233 lines Ś the 400 loci constitute less 

than three percent of the text Ś in the light of advances in our knowledge of the 

textual tradition of the Commedia in the intervening years since 1891, requires 

at the very least a more thoroughly worked through and developed account than 

he offers. As we have noted, Sanguineti does not even acknowledge the fact that 

one of his four key readings (on the basis of which, as we have seen, more than 

400 mss. are eliminated) is a polygenetic error: the substitution of spiro for giro 

at Par. xxiii 103 is certainly so classifiable, since the word spira occurs in the 

next line, and the substitution constitutes a classic case of scribal anticipation. 

A polygenetic error Ś an error liable to arise independently in unrelated 

witnesses Ś can never be a firm basis for establishing a link between manuscripts. 

We must reluctantly conclude that the argument for eliminating most of the 

surviving copies of the Commedia is flimsy. 

 

sceveramento delle varianti di un singolo passo recherebbe ad un risultato nettamente diverso da luogo a 

luogo della Commedia, e inoltrńɝƈȽã ãɠǭɝĴãǃǃȸƦǝĚǭƈǝƦɠãɝĴƦɝãĚĚǭȏȏƦãǔńǝɠƦɝĚãɆɾãǃƦıɝãɝɆȏƦńƈã ƦǭǝńɝĴńƦɝȤɾãǃƦɝ

ǝńɆɆɾǝãɝǝǭȽǔãɝɆãȽńĎĎńɝǃńƈƦɠɠƦǔãțȸɝȒProposte 339-40) 

55 The statements cited in an earlier section of this introduction make it clear that Petrocchi believed the 

testo-base and the edizione critica would prove to be in reality identical o quasi. 
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When Rudy Abardo in his review of the Sanguineti edition described the 

decision to base the textual argument on the 400 loci ãɆɝȴɾǝɝɆńĚǭǃãȽńɝãȽretramento 

ǔńɠǭĴǭǃǭƈƦĚǭȸıɝµãǝƈɾƦǝńɠƦȸɆɝȽńɆȏǭǝɆńɝ ãɆɝɠǭɝĴńǝ ɝɠƞãɠɝƞńɝƞãĴɝĎńńǝɝɠȽ ƦǝƈɝɠǭɝĴǭɝ

ãǝ ɠƞƦǝƈɝ ǔńɠƞǭĴǭǃǭƈƦĚãǃǃ ɝ Ʀǝǝǭ ãɠƦ ńɝ ȒȴǔãƦɝ Ɇǭƈǝãɠǭɝ ɾǝɝ ã ãǝ ãǔńǝɠǭɝ

ǔńɠǭĴǭǃǭƈƦĚǭȸȕț56 But this reply merely side-steps the issue. He is, it is true, 

using an old methodology, the loci; but by implementing this methodology fully 

for the first time (by looking at the loci in all surviving manuscripts) he claims 

to have reached a new understanding of the tradition Ś an understanding which 

ĚɾɠɆɝȽƦƈƞɠɝãĚȽǭɆɆɝ­ńɠȽǭĚĚƞƦȸɆɝĚǭǝĚǃɾɆƦǭǝɆɝãǝĴɝȽãĴƦĚãǃǃ ɝɾǝĴńȽǔƦǝńɆɝɠƞńǔțɝcǝɝɠƞƦɆɝ

ɆńǝɆńɝƞƦɆɝǔńɠƞǭĴǭǃǭƈ ɝƦɆɝĚńȽɠãƦǝǃ ɝĚǃãƦǔƦǝƈɝɠǭɝĎńɝãǝɝȴãĴãǝĚńȸɝǭǝɝ­ńɠȽǭĚĚƞƦțɝcɠɝ

could hardly fail to be otherwise, given its practical outcome (the new text) and 

ɠƞńɝĚǃãƦǔɆɝǔãĴńɝŬǭȽɝɠƞãɠɝɠń ɠțɝµãǝƈɾƦǝńɠƦɝãȏȏńãȽɆɝɠǭɝĎńɝãǝɆ ńȽƦǝƈɝ ĎãȽĴǭȸɆɝ

criticism while in fact not answering it at all. We come back to the absence of 

any attempt to explain or justify the use of the 400 loci ƦǝɝɆȏƦɠńɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝ

explicit warning. 

Sanguineti concludes this section of the argument by listing the remaining 

manuscripts, the ones an editor will need to take into consideration when 

preparing an edition. As well as the seven manuscripts already mentioned, to 

which he now gives the initials A (Ash), H (Ham), L (LauSC), M (Mart), T 

(Triv), R (Rb), and U (Urb), there is an eighth, ms. Florio, a beta ms. like Urb; 

but, as noted earlier, ms. Florio is omitted when the stemma is drawn up on the 

grounds that it is contaminated with alpha.57  

 
56 Sanguineti Appendice xvi. 

57 See n. 49. But Sanguineti later reinstates ms. Florio in response to his critics, in what inevitably looks 

like a defensive move; see Appendice xiv-xv. We can note that once again the argument turns on a single 

reading: the reading which Sanguineti had originally argued shows Florio to be contaminated with alpha is 

now instead declared to be an archetype error, and therefore not to prove a link with alpha. The reading in 

question is in any case a polygenetic error with no probative force; see Caterina Brandoli, Due canoni a 

confronto: i luoghi di Barbi e lo scrutinio di Petrocchi, in Trovato Nuove prospettive 99-214. Brandoli rightly 

excludes this reading from her list of Luoghi monogenetici del canone Barbi (pp. 113-21). Her valuable study 

does not, however, include memory slips among the categories of polygenetic error, so she includes both 
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R`mfthmdshƍrargument: the stemma 

»ƞńɝɆńĚǭǝĴɝȏǃãǝƿɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝƦɆɝƞƦɆɝɆɠńǔǔãțɝ»ƞńɝȽńãɆǭǝƦǝƈɝƦǝɝ

support of it is developed with noteworthy economy of detail in just two dense 

pages, again as if what was being offered here were a mathematical proof of self-

evident validity. In reality this is very far from being the case. I shall summarise 

the main points, assuming the reader has the Sanguineti stemma to hand. The 

ãȽĚƞńɠ ȏńɝǿɝƦɆɝńɆɠãĎǃƦɆƞńĴɝ ƦɠƞɝȽńŬńȽńǝĚńɝɠǭɝɠ ǭɝȽńãĴƦǝƈɆɝȒ ƞƦĚƞɝǝńńĴɝǝǭɠɝ

concern us here, although we can note that one of them is certainly 

polygenetic58). The existence of the subarchetype ɻ is established with reference 

to two readingsɒɝɠƞãɠɝǭŬɝɆɾĎãȽĚƞńɠ ȏńɝĒɝ ƦɠƞɝȽńŬńȽńǝĚńɝɠǭɝŬƦ ńɝȽńãĴƦǝƈɆɝȒ»ã ǭǃãɝ

5). Of these seven readings at least one requires comment, and we will return to 

it shortly. On the basis of these readings Ś or so it would seem, for the point is 

not made explicitly Ś Urb alone is declared to be uncontaminated by alpha. 

The arguments for the lower levels of the stemma are equally concise. The only 

proof offered of x, the supposed antigrafo of the five mss. Mart Triv Ash Ham 

and Rb, emerges almost incidentally: they share an error at Inf. iv 141. Just one 

error.59 LauSC (y) is shown to be separate from x on the basis of one reading, 

confirmed by a second reading (supposedly a case of diffraction). Mart and Triv 

share an antigrafo a (Tavola 6), but derive from it independently. Ash and Ham 

share an antigrafo b, but they too derive from it independently. R and b (AH) 

 

Purg. ii 35 ali/aere and Par. xxiii 103 giro/spiro in her list of monogenetic errors, surely wrongly. Cfr. 

Inglese Come si legge ȀƄſįɝȴɝțțțɝǃãȽƈãɝŐɝãǝĚƞńɝǃãɝȏǭǃƦƈńǝńɆƦɝĴƦɝƦǝǝǭ ãioni, per effetto di memoria interna 

ȒɠȽãɠɠãǝĴǭɆƦɝĴƦɝǭȏńȽãɝǔǭǃɠǭɝǃńɠɠãıɝńɝɠãǃǭȽãɝĎńǝɝǝǭɠãɝãǃɝĚǭȏƦɆɠãȕɝțțțȸț 

58 The reading mentre for mente at Par. xxix 100; see Brandoli Due canoni 110. 

59 But in the Appendice Sanguineti will declare this error to be an archetype error corrected independently 

in LauSC and Urb (Appendice xiv); see note 57 above. This leaves no proof of x at all, a point he fails to 

consider when outlining his revised view. In a later article he acknowledges that his reclassification of this 

ãɆɝãǝɝãȽĚƞńɠ ȏńɝńȽȽǭȽɝãŬŬńĚɠɆɝƞƦɆɝɆɠńǔǔãɝȽãĴƦĚãǃǃ įɝȴĚńɆɆńȽöɝĴƦɝńɆƦɆɠńȽńɝɾǝãɝĎƦȏãȽɠƦ ƦǭǝńɝƦǝɝx e y di ɻ (il 

Laurenziano di Santa Croce tornerà, quanto meno, collaterale alla coppia Martini e Trivulziano, secondo 

ȤɾãǝɠǭɝɆɾƈƈńȽƦɠǭɝĴãɝ.ãɆńǃǃãɝȀǥɹƄȕȸɒɝɆńńɝWńĴńȽƦĚǭɝµãǝƈɾƦǝńɠƦıɝSui manoscritti Estense It. 474, Florio, Urbinati 

Lat. 365 e 366, in Trovato Nuove prospettive 651-67. 
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have a common antigrafo z: this is demonstrated on the basis of four readings 

(Tavola 7). 

From the way the argument is developed one would have every reason to think 

that the evidence for all these key nodi in the stemma Ś y x z a b Ś is of equivalent 

weight. But it is misleading to imply that the weight of evidence for y x and z 

is equivalent to that for a (MT) and b (AH). For these last two pairings there is 

overwhelming evidence of a common antigrafo, and negligible evidence for a 

different view; for y x and z there is much conflicting evidence which is simply 

not mentioned. This is a selective and heavily slanted presentation of the data, 

which makes no mention of problematic aspects of the situation. Sanguineti 

writes as though the proof he offers gives 100% certainty. If this terseness is 

imposed on him by limiting himself to the 400 lociıɝɠƞńǝɝ­ńɠȽǭĚĚƞƦȸɆɝ ãȽǝƦǝƈɝ

about its inadequacy as an editorial tool was only too well-founded.60  

It is also disconcerting to find that some of the evidence offered is not as 

Sanguineti states it to be. Of the two readings he cites to establish the existence 

of ɻ, one is simply not as he describes it. At Par. i 26 (venire, e coronarmi de le 

foglie) he says that e coronarmi de le is only in Urb, while the other mss. have 

allor di quelle, so that in these manuscripts the line reads e coronarmi allor di 

quelle foglie. But in fact e coronarmi de le is also in AHR and the corrected LauSC; 

allor di quelle is only in MT and (probably Ś the reading is partly visible) the 

original LauSC.61 Sanguineti misreports the reading of LauSC: he has not seen 

the erased de qu (clearly visible on the original manuscript though perhaps not 

 
60 In fact several of the readings cited to establish the stemma are not among the loci: thus Inf. v 48 (p. 

lxiii); Inf. xii 43 (p. lxiv). Sanguineti has put on the straight-jacket of the loci, but ignores it in these 

instances. If here, why not elsewhere? 

61 »ƞńɝɆȏȽńãĴɝǭŬɝȽńãĴƦǝƈɆɝĴńɆĚȽƦĎńĴɝƞńȽńɝƦɆɝȽńƈƦɆɠńȽńĴɝãĚĚɾȽãɠńǃ ɝƦǝɝ­ńɠȽǭĚĚƞƦȸɆɝãȏȏãȽãɠɾɆ Ś with the 

exception of LauSC, which falls outside his time-frame Ś and is confirmed by direct examination of the 

manuscripts and can now be checked by any interested reader on this web site. 
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so on a microfilm), and he makes no distinction between the original and the 

corrected forms of LauSC.62  

This ignoring of the layering of readings in LauSC is worrying since the 

corrections are such a distinctive feature of the manuscript, but here it is a 

relatively minor slip. The key mistake as far as his argument is concerned is that 

the correct reading e coronarmi de le is in AHR and the corrected L, so the 

erroneous allor di quelle cannot be an alpha identifier. We are left with just one 

error proving the existence of ɻ Ś one error, that is, which separates Urb from 

ɠƞńɝȽńǔãƦǝƦǝƈɝǔãǝɾɆĚȽƦȏɠɆɝãɆɝɠƞńɝɆǭǃńɝȽńȏȽńɆńǝɠãɠƦ ńɝǭŬɝĒț 

ÐƞãɠɝƦɆɝȽńǔãȽƿãĎǃńɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝń ȏǭɆƦɠƦǭǝɝƦɆɝɠƞń small number of readings 

he offers to justify his groupings. (Cesare Segre in his review talks with studied 

ɾǝĴńȽɆɠãɠńǔńǝɠɝǭŬɝãɝȴĴƦǔǭɆɠȽã ƦǭǝńɝɆɠńǔǔãɠƦĚãɝțțțɝȽńɠƦĚńǝɠńȸț63) As noted, this 

hardly matters with the pairings MT and AH, where the evidence for a common 

ancestor is overwhelming and has long been recognised; but it is extremely 

problematic at higher levels of the stemma. For example, to mention one 

striking cause for concern, all four readings cited to prove an antigrafo (z) 

common to b (AH) and R fall between Par. iv 81 and v 128 Ś just one and a 

half cantos of the poem. To establish key links at higher levels by reference to 

just a few readings, and those readings all located in a very small area of the text, 

is quite simply an unconvincing argument in a text of this length. Since a 

ȏȽƦǝĚƦȏãǃɝȏǃãǝƿɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝƈńǝńȽãǃɝãȽƈɾǔńǝɠɝƦɆɝɠƞńɝƦɆǭǃãɠƦǝƈɝǭŬɝÃȽĎɝǭǝɝƦɠɆɝ

own against the other six witnesses, which depends on proving a link between 

R and the alpha manuscripts, it is crucial for him to demonstrate beyond any 

shadow of doubt the solidity of x and z, but this he has failed to do. We are 

again forced to conclude that sua probatio nulla est. 

 
62 This is not the only time Sanguineti misreports the reading of LauSC: he also does so in his discussion 

of archetype errors when at Par. xxix 100 he registers altri instead of laltro (p. lxiii). 

63 Segre Postilla 312. 
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A crucial question: Ms. Rb and its position in the stemma 

It is worth reiterating that the position of ms. Rb in the stemma is critical for 

µãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠįɝƦŬɝƞńɝƦɆɝ ȽǭǝƈɝãĎǭɾɠɝɠƞãɠı tutto crolla Ś the whole edifice 

collapses. A crucial question for our project was to determine whether Rb is an 

alpha ms (as Sanguineti claims) or a beta ms (as Petrocchi maintains).64 This is 

not a trivial issue: if Rb is a beta manuscript, or its primary affiliations are with 

beta not alpha, then the whole basis of the new edition is called into question. 

Certainly Sanguineti has offered nothing which amounts to a proof. But this 

leaves the question open, as one which can usefully be investigated without 

preconceptions by computer analysis, which takes into account all the data, and 

not just a small sample of it. But before moving on to describe the methodology 

of tƞƦɆɝȏȽǭƺńĚɠıɝãǝĴɝƦɠɆɝĚǭǝĚǃɾɆƦǭǝɆıɝ ńɝĚãǝɝɾɆńŬɾǃǃ ɝȽń Ʀń ɝ­ńɠȽǭĚĚƞƦȸɆɝãȽƈɾǔńǝɠɝ

in support of his view that Rb is a beta manuscript. 

We can note at the outset that there is a striking contrast between the 

ȏńȽŬɾǝĚɠǭȽƦǝńɆɆɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝȴȏȽǭǭŬȸɝǭŬɝ±ĎȸɆɝɆɾȏȏǭsed alpha affiliations Ś 

based, as we have seen, on an exceedingly narrow evidence base in terms both of 

the number of variants and their distribution within the poem Ś and the 

painstakingly detailed, thorough, and careful argument put forward by Petrocchi 

to establish the existence of a beta family (Introduzione 334-89). The extended 

treatment, and the occasionally tentative formulation of his conclusions, reflects 

the complexities of the situation and the issues involved: a substantial portion 

of these pages is devoted to determining the position of the Landiano ms. in 

ȽńǃãɠƦǭǝɝɠǭɝĎǭɠƞɝĎńɠãɝãǝĴɝãǃȏƞãțɝ»ƞńɝǔãƦǝɝɠƞȽɾɆɠɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝãȽƈɾǔńǝɠɝƦɆɝɠǭɝ

establish the existence of beta as a separate branch of the tradition, with Urb as 

its purest representative (that is, least contaminated with the alpha tradition), 

but with Mad and Rb providing important confirmatory testimony. Both Mad 

 
64 The question has become even more ĚȽɾĚƦãǃɝƦǝɝɠƞńɝǃƦƈƞɠɝǭŬɝ­ãǭǃǭɝ»Ƚǭ ãɠǭȸɆɝȽńĚńǝɠɝãɆɆńȽɠƦǭǝɝȒStemmi 

əȀſȕɝɠƞãɠɝµãǝƈɾƦǝńɠƦȸɆɝĚǭǝĚǃɾɆƦǭǝɝãĎǭɾɠɝ±ĎɝƞãɆɝĎńńǝɝƈńǝńȽãǃǃ ɝãĚĚńȏɠńĴįɝȴǃȸǭȏȏǭɆƦ ƦǭǝńɝɠȽãɝÃɝńɝǃãɝȽńɆɠãǝɠńɝ

ɠȽãĴƦ Ʀǭǝńɝ ãɝĚǭǝɆƦĴńȽãɠãɝɾǝɝȏɾǝɠǭɝŬńȽǔǭȸț 
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and Rb, Petrocchi acknowledges Ś Mad more so than Rb Ś show evidence of 

contamination with alpha. 

Petrocchi declares that Urb Mad and Rb have a closeness of a kind which Urb 

ƞãɆɝ ƦɠƞɝǝǭɝǭɠƞńȽɝǔãǝɾɆĚȽƦȏɠɆıɝãɝĚǃǭɆńǝńɆɆɝȴǝńɠɠãǔńǝɠńɝɆɾȏńȽƦǭȽńɝȏńȽɝŬǭǃɠń ãɝĴƦɝ

ɆɠãɠƦɆɠƦĚãɝńɝǝãɠɾȽãɝĴńƦɝĚãɆƦɝãɝȤɾãǃɆƦãɆƦɝãŬŬƦǝƦɠöɝɠȽãɝƦǃɝɠńɆɠƦǔǭǝńɝɾȽĎƦǝãɠńɝńɝƈǃƦɝãǃɠȽƦȸțɝ

yǭɠńɝɠƞńɝȏƞȽãɆńɝȴŬǭǃɠń ãɝĴƦɝɆɠãɠƦɆɠƦĚãȸ. Rather than examine in detail what is an 

intricate argument developed over more than 50 pages, where much of the 

evidence presented does not bear on the immediate question of the relationship 

between Urb and Rb, I will concentrate on the cases cited to show that link 

(listed on p. 364); and I will look only at those readings (about half the total) 

where the Urb Rb variant appears in those manuscripts alone, or at most in just 

one or two other manuscripts.65  

To clarify the argument, it will be useful to distinguish Ś among the readings 

which seem to show a close connection between Urb and Rb Ś between those 

where Petrocchi accepts the Urb Rb reading as correct and those where he 

rejects it. Both these groups Ś ȴƈǭǭĴȸɝÃȽĎɝ±ĎɝȽńãĴƦǝƈɆɝãǝĴɝȴĎãĴȸɝÃȽĎɝ±ĎɝȽńãĴƦǝgs 

Ś ɆɾȏȏǭȽɠɝƞƦɆɝɆɠńǔǔãɝãǝĴɝãȽńɝƦǔȏǭɆɆƦĎǃńɝɠǭɝń ȏǃãƦǝɝƦǝɝɠńȽǔɆɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝ

stemma. To spell out the point: if Urb and Rb have the correct reading, they 

must have inherited it from the archetype: the bad reading will have been 

introduced in the antigrafo of alpha. If Urb and Rb share a reading judged to be 

erroneous, and the reading of alpha is accepted into the text, the error shared 

by Urb and Rb must have been introduced into an antigrafo they have in 

common. Both kinds of variant are at odds with the notion that Rb is an alpha 

manuscript. 

 
65 Many of the 58 cases are readings Urb and Rb share with A and H. Such cases do not serve our 

ƦǔǔńĴƦãɠńɝȏɾȽȏǭɆńɝƞńȽńįɝȽãɠƞńȽıɝƦǝɝɠńȽǔɆɝǭŬɝɠƞńɝɆɠńǔǔãɝŬǭȽɝɠƞńɝȴµãǝƈɾƦǝńɠƦɝɆń ńǝȸıɝɆɾĚƞɝȽńãĴƦǝƈɆɝǔńȽńǃ ɝ

separate MTL from the remaining four mss. The full list for Urb and Rb on p. 364 is preceded by a 

slightly shorter list to show the links between Urb and Mad. 
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But we should note at the outset that almost without exception Sanguineti 

rejects the idea that these Urb Rb readings are errors; he accepts almost all these 

readings into his text. Indeed, it should be noted that he believes his stemma 

imposes this on him: Urb represents 50% of the weighting, so where Urb has 

the support of another manuscript that reading becomes ipso facto 

maggioritaria.66 cǝɝɠńȽǔɆɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝãȽƈɾǔńǝɠɝɠƞńȽńɝƦɆɝǭǝǃ ɝǭǝńɝĚãɠńƈǭȽ ɝǭŬɝ

reading here: good readings shared by Rb and Urb where the remaining tradition 

is (mostly) corrupt. But this change of status (good readings, not bad, in 

µãǝƈɾƦǝńɠƦȸɆɝ Ʀń ȕɝɆɠƦǃǃɝĴǭńɆɝǝǭɠɝǔãƿńɝɠƞńɆńɝĚãɆńɆɝĚǭǔȏãɠƦĎǃńɝ ƦɠƞɝƞƦɆɝɆɠńǔǔãțɝ

If the errors were introduced into alpha, then Rb Ś if it is an alpha manuscript 

Ś should have them. 

In what follows, I will restrict the manuscripts taken into consideration to the 

ȴµãǝƈɾƦǝńɠƦɝɆń ńǝȸıɝãɆɝµãǝƈɾƦǝńɠƦɝƞƦǔɆńǃŬɝĴǭńɆıɝɆƦǝĚńɝɠƞǭɆńɝãȽńɝɠƞńɝǔãǝɾɆĚȽƦȏɠɆɝcɝ

have examined directly. For ease of reference I will refer to them, as Sanguineti 

does, by their initials: Ash, Ham, LauSC, Mart, Rb, Triv, UȽĎțɝ­ńɠȽǭĚĚƞƦȸɆɝ

apparatus provides readings for the other antica vulgata mss. at these various 

points, but there is nothing in that apparatus which affects the overall picture 

or the methodological point under discussion. While it is clear that restricting 

the discussion to just seven manuscripts gives a somewhat simplified view of the 

tradition of the Commedia, these are after all the rules of the game as laid down 

by Sanguineti himself, who insists that only these manuscripts should be utilised 

for the restitutio textus. We can anticipate an interesting conclusion by noting 

that in a number of cases the corrected version of LauSC Ś the reading added 

by the correcting hand over erasure Ś is identical to the RU reading (four out 

of eight in the first list, for example). 

»ƞńɝȽńãĴńȽɝƦɆɝƦǝ ƦɠńĴɝɠǭɝĚǭǝɆƦĴńȽɝɠƞńɝ ãȽƦãǝɠɆɝǃƦɆɠńĴɝĎńǃǭ ɝ ƦɠƞɝµãǝƈɾƦǝńɠƦȸɆɝ

stemma in mind. M refers to the testimony of Mart: pȽƦǝĚƦȏãǃǃ ɝxãȽɠƦǝƦȸɆɝ

 
66 Trovato Nuove prospettive 11-12 endorses this view. For a more nuanced view of what constitutes a 

maggioranza in these circumstances see Inglese Per il testo 498 n. 59. 
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collation but occasionally the original Aldine reading where it remains 

untouched (Mal); L 0 is the scriptura prior of LauSC, L2 the reading added by the 

correcting hand; L with no qualifying number means the original reading was 

not changed when the text was revised. 

The first group (where both Petrocchi and Sanguineti judge the RU reading to 

be correct) includes the following cases: 

Infțɝ ƦƦɝȀȀŒɝĚƞńɝɆǭɠɠǭɝǃȸɝãĚȤɾãɝŐɝƈńǝɠńɝĚƞńɝɆǭɆȏƦȽãı 

      RU e gente (R gienti) AHMTL a gente 

Inf. xi 37 onde omicide e ciascun che mal fiere, 

      RU (+L2) onde AHMT odii L0 O[...] 

Purg. xxi 61 De la mondizia sol voler fa prova, 

      RU (+L2) sol voler AHMT solver L0 [...] 

Purg. xxvii 32 volgiti in qua e vieni: entra sicuro!». 

      RU e vieni entra AH e vieni oltre MTL0 vieni et entra L2 e vien oltre 

Purgțɝ ɝɰſɝɠńǔȏǭɝńȽãɝɆɠãɠǭɝĚƞȸɝãɝǃãɝɆɾãɝȏȽńɆńǝ ã 

      RU (+L2 M) cha AHTL0 Mal con67 

Par. i 25-ɹəɝ ńĴȽãȸǔƦɝãǃɝȏƦŐɝĴńǃɝɠɾǭɝĴƦǃńɠɠǭɝǃńƈǝǭ 

      venire, e coronarmi de le foglie 

      U (+L2) Vedrami al (R Vedrai me a) pie del AH vedrami venire al MT 

venir vedrami al 

      RUAHL 2 venire e coronarmi de le MT (L0) e coronarmi allor di quelle 

 
67 Oddly (and anomalously), the Aldine text con is corrected by Martini to ĥƩɈè. 
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Par. i 81 lago non fece alcun tanto disteso. 

      RU (+L) alcun AHMT mai 

Parțɝ ƦƦƦɝɹŒɝ.ǭǔȏƦņɝȸǃɝĚãǝɠãȽńɝń ȸǃɝ ǭǃƈńȽɝɆɾãɝǔƦɆɾȽãɒ 

      RU (+L) cantare AHMT cantore 

Two of these RU readings are present also in Mad: Inf. vii 118 e gente and Par. 

i 25 vedrai me a pie. 

The second group (where Petrocchi judges the RU reading to be an error but 

Sanguineti accepts it as correct) includes the following cases, where a single 

asterisk * indicates that the RU reading is also in Mad, and a double asterisk ** 

indicates that the reading is found in RU and no other antica vulgata 

manuscript: 

Inf. xxi 107 iscoglio non si può, però che giace 

      RU (+A) potrà HMTL puo 

* Infțɝ ɝǥɰɝŬɾǔǔã ãǝɝŬǭȽɠńıɝńɝȸǃɝŬɾǔǔǭɝɆƦɝɆĚǭǝɠȽã ãț 

      RU (+MalȕɝɆȸƦǝĚǭǝɠȽã ãɝ ^»rɝɆƦɝɆĚǭǝɠȽã ã68 

*Inf. xxvii 54 tra tirannia si vive e stato franco. 

      RU (+H) in AMTL e69 

**Inf. xxvii 56 non esser ĴɾȽǭɝȏƦʭɝĚƞȸãǃɠȽƦɝɆƦãɝɆɠãɠǭı 

      R(+L2) ti (U te) sia AHMTL0 sia 

 
68 The Aldine reading ɖɈƱǫĥǻǫɰɍèʍè is untouched by Martini. 

69 It seems remarkable that Sanguineti accepts the U reading in as correct here: Witte, Moore, Vandelli, 

Casella, Petrocchi all read e stato franco. The reading in is also in Mad and Laur. See Inglese Per il testo 494 

n. 44. Trovato Stemmi 641-42 argues that in is an archetype error corrected conjecturally in most mss.; see 

below. 
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Inf. xxviii 94 Allor puose la mano a la mascella 

      RU porse AHMTL puose 

Inf. xxxi 106 Non fu tremoto già tanto rubesto, 

      RU (+H) mai AMTL gia 

*Infțɝ ƦƦƦɝɔŒɝĚƞńɝŬɾȽǭɝãɝǃȸǭɆɆǭıɝĚǭǔńɝĴȸɾǝɝĚãǝıɝŬǭȽɠƦț 

      U (+L2) forar l osso (R foram l osso)70 AHMTL 0 furo a l osso 

Purg. ii 109 di ciò ti piaccia consolare alquanto 

      RU consolarmi AHMTL2 consolare L0 consolar[..] 

Purgțɝ ɝǥɔɝröɝȸ ńɝȸǃɝ ǭĚãĎǭǃɝɆɾǭɝĴƦ ńǝɠãɝ ãǝǭı 

      RU (+H) La dove l nome AMTL La ve l vocabol 

**Purgțɝ ɝȀ ɔɝȏńȽɝɾǝãɝǃãƈȽƦǔńɠɠãɝĚƞńɝȸǃɝǔƦɝɠǭƈǃƦńɒ 

      RU tu l mi toglie AH0MTL che l mi toglie H1 tu mel togli 

**PurgțɝƦ ɝȀɰɝyńɝǃȸǭȽãɝĚƞńɝĚǭǔƦǝĚƦãɝƦɝɠȽƦɆɠƦɝǃãƦ 

      RU primi lai AHMTL tristi lai 

**Purg. ix 15 forse a ǔńǔǭȽƦãɝĴńȸɝɆɾǭȸɝȏȽƦǔƦɝƈɾãƦı 

      RU tristi guai AMTL primi guai H antichi guai71 

**Purgțɝ ƦɝƄȀɝɆƦɝ ãɝȏƦʭɝĚǭȽɠǭɒɝńɝɆńɝĚȸŐɝȏƦʭɝĴȸɝɾǝɝ ãȽĚǭı 

      RU e se v a AHMTL e se c e 

**Purg. xv 79 Procaccia pur che tosto sieno spente, 

      R0U sien si spente AMTL sieno (H sianno) spente R1 sien spente 

 
70 The Mad reading is foran losso. 

71 On this and the preceding reading, see Inglese Per il testo 494. 
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*Purg. xvii 28 intorno ad esso era il grande Assüero, 

      RU a lui parea AHMTL ad esso era 

*Purg. xxiv 61 e qual più a gradire oltre si mette, 

      RU a guardar AH a gradire MTL a riguardar72 

Purg. xxv 56 come spungo marino; e indi imprende 

      R0U (+L0) sfongo MT sfogo AHR1L 2 fungo [Petrocchi: spungo] 

*Purg. xxxiii 95 sorridendo rispuose, «or ti rammenta 

      RU ora t amenta AHMTL or ti rammenta 

ParțɝƦɝſƄɝńɝŬƦɆɆƦɝǃƦɝǭĚĚƞƦɝãǃɝɆǭǃńɝǭǃɠȽńɝǝǭɆɠȽȸɝɾɆǭț 

      RU volsi il viso AHMTL fissi li occhi 

Parțɝ ƦƦɝſ ɝǔãɝƦǭɝĴƦɆĚƦǭƈǃƦńȽǹɝȸǃɝŬǭȽɠńɝǃńƈãǔń 

      RU (+H) dissolvero AT disciogliero ML ti solvero 

In this second group, the reading of RU has occasionally contaminated isolated 

alpha mss, usually H and A (H four times, A once). In roughly a third of these 

cases, the RU reading is also in Mad; in a quarter of them the RU reading is in 

no other antica vulgata manuscript; in the remaining cases the RU reading is 

found in just one or two antica vulgata mss. but the distribution is random. 

It is noteworthy that these RU readings are spread across the whole poem, not 

clustered in single cantiche or in smaller groups of cantos. There are fewer of 

them in Paradiso, because there are proportionately more cases there of readings 

ƞƦĚƞɝȒƦǝɝɠńȽǔɆɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝɆɠńǔǔãȕɝɆńɠɝ±ÃȠ ^ɝãƈãƦǝɆɠɝx»rț 

Some but by no means all of the readings listed above are arguably polygenetic, 

but the following points are worth noting: 

 
72 See Inglese Per il testo 494. 



Table of Contents 

 

88  Commedia Digital Edition by Prue Shaw 

ƦțɝɠƞȽńńɝǭŬɝɠƞńɝȽńãĴƦǝƈɆɝãȽńɝãǔǭǝƈɝ-ãȽĎƦȸɆ loci: one in the first list (Par. i 25 RU 

ŏĿɍèɈǢƱɭèǑɭȝƱŏ), two in the second (Purg. xxiv 61 RU a guardar; Par. i 54 RU 

volsi il viso). These three (of which the first two are also in Mad) are all 

monogenetic even by the extremely stringent standards outlined by Brandoli. 

Has Sanguineti simply chosen to ignore them? 

ii. ŬƦ ńɝ ǭŬɝ ɠƞńɝ ȽńãĴƦǝƈɆɝ ãȽńɝ ãǔǭǝƈɝ ­ńɠȽǭĚĚƞƦȸɆɝ ȴńȽȽǭȽƦɝ ȏȽń ãǃńǝɠńǔńǝɠńɝ

ǔǭǝǭƈńǝńɠƦĚƦȸįɝŬǭɾȽɝƦǝɝɠƞńɝŬƦȽɆɠɝǃƦɆɠɝȒInf. xi 37 onde omicide; Purg. xxi 61 sol voler; 

Purg. xxx 35 ĥƩɈèɬĥǻǫ; Par. xiii 28 cantare), one in the second (Inf. xxvii 54 e stato 

franco). 

iii. there are other monogenetic errors in the list Ś at the very least Purg. v 97 

la dove il nome and Purg. xvii 28 a lui parea. 

So here we have ten monogenetic variants linking Rb and Urb. Even if, as 

Sanguineti maintains, none of these RU readings are errors, the fact that the 

error is in each case in alpha would seem to indicate that Rb cannot be an alpha 

manuscript. 

 ǝĴɝɠƞńȽńɝƦɆɝǔǭȽńțɝcŬɝ ńɝ ƦɆƞɝɠǭɝƈńɠɝɠƞńɝǔńãɆɾȽńɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝȏƞȽãɆńɝȴŬǭǃɠń ãɝ

di statisticaȸɝ ńɝǔɾɆɠɝƈǭɝĎń ǭǝĴɝɠƞńɝǃƦɆɠɝƞńɝȏȽǭ ƦĴńĴɝãǝĴɝǃǭǭƿɝãɠɝǭɠƞńȽɝĚãɆńɆɝǭŬɝ

readings common to RU (plus, occasionally, Mad). We can start with a striking 

case where in the space of a single line we find two variants found only in RU, 

one of them a correct reading found in no other antica vulgata manuscript (i.e. 

an ɻ error not shared by RU), the other an error likewise found in no other 

ãǝɠƦĚãɝ ɾǃƈãɠãɝǔãǝɾɆĚȽƦȏɠɝȒƦțńțɝãɝĒɝńȽȽǭȽɝɆƞãȽńĴɝǭǝǃ ɝĎ ɝ±Ãȕțɝ»ƞńɝǃƦǝńɝǭĚĚɾȽɆɝƦǝɝ

 ȽǝãɾɠɝFãǝƦńǃȸɆɝɆȏńńĚƞɝǭǝɝɠƞńɝǃãɆɠɝɠńȽȽãĚńɝǭŬɝ­ɾȽgatory: 

**Purg. xxvi 143 consiros vei la passada folor 

      RU consiros AH con sitos M Con ci tost T con ci toz [L aysi quant uos] 

      R las passadas U la spassadas AHLMT la spassada [Petrocchi: la passada, 

µãǝƈɾƦǝńɠƦįɝǃȸespassada] 
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For expository convenience I will divide the further readings now to be 

considered into three categories: small errors (A); variants shared with no other 

antica vulgata manuscripts (B.i) or with very few of them (B.ii); and variants 

shared with Mad alone or Mad plus one or two other antica vulgata manuscripts 

(C). Each of these individual cases might reasonably be dismissed as slight or 

inconsequential or barely worth recording; it is the cumulative weight of the 

whole series which is arresting. 

A. Consider the following cases, where RU share an error which Sanguineti does 

not accept into his text (again a single asterisk indicates that the reading is also 

in Mad, while a double asterisk indicates that it is found only in RU and in no 

other antica vulgata manuscript). These are of course small errors, possibly 

polygenetic. Each one in itself would count for very little. But it is the 

cumulative picture built up of a whole series of such small errors right across 

the text and shared with no or very few other manuscripts which is significant 

and suggests a common exemplar. 

**Inf. xiii 15 fanno lamenti in su li alberi strani. 

      U arbor (R albor) strani MTL alberi strani AH arbori strani 

The metrical error which leaves the line one syllable short is found only in 

±ÃțɝµãǝƈɾƦǝńɠƦȸɆɝãȽĎǭȽȸɝĕƦĖɆɠȽãǝƦɝĚǭȽȽńĚɠɆɝɠƞńɝńȽȽǭȽț 

*Inf. xiii 87 spirito incarcerato, ancor ti piaccia 

      RU spirto AHMTL spirito 

 ƈãƦǝɝãɝǔńɠȽƦĚãǃɝńȽȽǭȽɝƦǝɝ±ÃɝȒȠxãĴɝWƦȕɝƦɆɝĚǭȽȽńĚɠńĴɝĎ ɝµãǝƈɾƦǝńɠƦȸɆɝńĴƦɠǭȽƦãǃɝ

intervention: [i]spirto 

*Inf. xiv 119 fanno Cocito; e qual sia quello stagno 

      RU quel stagno (R stangno) AHLMT quello stagno 

 ƈãƦǝɝãɝǔńɠȽƦĚãǃɝńȽȽǭȽɝƦǝɝ±ÃɝȒȠxãĴȕɝƦɆɝĚǭȽȽńĚɠńĴɝĎ ɝµãǝƈɾƦǝńɠƦȸɆɝȤɾńǃȸɝ

[i]stagno. 
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**Infțɝ ƦɝɰɝɆƦǔƦǃńɝãɝȤɾńǃɝĚƞńɝǃȸãȽǝƦńɝŬãǝǝǭɝȽǭǔĎǭı 

      RU arne AHLMT arnie 

A small error found in RU and no other manuscript is corrected in 

µãǝƈɾƦǝńɠƦȸɆɝɠń ɠț 

**Infțɝ Ʀ ɝȀſɝŬǭȽɆńɝǔȸã ȽńɆɠƦɝãǝĚǭȽɝǃǭɝɆɠãȽɝĴƦǔńɆɆǭƛț 

      RU ancora il AHLMT ancor lo 

An unacceptable variant form found in RU and no other manuscript is 

corrected in SanguinetƦȸɆɝɠń ɠț 

*Inf. xxix 51 qual suol venir de le marcite membre. 

      RU marcide AHLMT marcite 

The variant marcide is found in RU and Mad alone. Whether we think of 

marcide as an adjective, instead of marcite, a past participle, with the accent on 

the first instead of the second syllable, or whether we consider this as a formal 

variant only, with voicing of the plosive t > d, the reading is judged 

unacceptable by Sanguineti. 

Inf. xxxiii 34 In picciol corso mi parieno stanchi 

      RU parean MT parieno AL pareano H pareanno 

A metrical error found only in RU and the scriptio inferior of ms. Landiano is 

ĚǭȽȽńĚɠńĴɝĎ ɝµãǝƈɾƦǝńɠƦȸɆɝȏãȽńãǝɝĕƦĖɆɠãǝĚƞƦț 

*Purg. xii 1 Di pari, come buoi che vanno a giogo, 

      RU bue AHLMT buoi 

Again a variant found only in UR and Mad is rejected by Sanguineti. 

*Purg. xv 6 vespero là, e qui mezza notte era. 

      RU vespro AHLMT vespero 

Again a metrical error in UR and Mad (+Co La Parm) is corrected by 

µãǝƈɾƦǝńɠƦȸɆɝ ńɆȏĕńĖȽǭț 
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**Parțɝ ɝǥǥɝŐɝĴƦɝ.ǭǃǭƈǝãıɝńɝƦǭɝ»ƞǭǔãɆɝĴȸɝ ȤɾƦǝǭț 

      U Thomaso (R thomaxo) AHLTM Thomas 

Sanguineti corrects the metrical error which is found only in RU and no other 

manuscript. The scribes of two other antica vulgata mss. (Eg Gv) make the 

error but immediately correct it. 

*Parțɝ ƦƦƦɝɹſɝ¯ɾãǃńɝǝńȸɝȏǃńǝilunïi sereni 

      RU Quali AHLMT Quale 

Sanguineti corrects the error found only in UR +Mad and one other antica 

vulgata manuscript (Laur). 

B. The second category of cases I shall consider is that where RU alone have a 

variant not attested elsewhere in the antica vulgata manuscripts. Again the 

variants are in themselves slight and singly would count for little. It is the 

consistency with which such variants appear in RU and no other manuscripts 

which gives us pause for thought. In all these cases Sanguineti accepts the 

reading of RU into the text. (Where AHLMT have insignificant spelling 

variations a regularised form of the reading is shown here.) 

**Inf. iv 66 la selva, dico, di spiriti spessi. 

      RU de (U di) li spirti AHLMT di spiriti 

The addition of the article is compensated for by the loss of a syllable in spirti. 

**Inf. xvii 50 or col ceffo or col piè, quando son morsi 

      RU col pie AHLMT coi pie 

**Inf. xxvi 5 tuoi cittadini onde mi ven vergogna, 

      R men ven (U min uien) HMT mi ven AL mi vien ĕµãǝƈɾƦǝńɠƦįɝǔƦȸǝɝ ńǝĖ 

**Infțɝ ƦƦƦɝȀȀŒɝcǭɝ ƦĴƦɝĚńȽɠǭıɝńɝãǝĚǭȽɝȏãȽɝĚƞȸɝƦǭɝȸǃɝ ńƈƈƦãı 

      RU che AHM ch io LT ch i 



Table of Contents 

 

92  Commedia Digital Edition by Prue Shaw 

**Inf. xxxii 71 fatti per freddo; onde mi vien riprezzo, 

      ±Ãɝǔńǝɝ ńǝɝȒÃɝǔƦǝɝɾńǝȕɝ ^rx»ɝǔƦɝ ƦńǝɝĕµãǝƈɾƦǝńɠƦįɝǔƦȸǝɝ ńǝĖ 

**Inf. xxxii 11ƄɝĴƦɝȤɾńǃɝĚƞȸɝńĎĎńɝǭȽɝĚǭɆưɝǃãɝǃƦǝƈɾãɝȏȽǭǝɠãț 

      RU la lingua cosi AHLMT cosi la lingua 

**Purg. v 54 quivi lume del ciel ne fece accorti, 

      RU ma qui HLMT quivi A quive 

**Purg. v 120 di lei ciò che la terra non sofferse 

      RU cio che di (R da) lei AHLMT di lei cio che 

**Purg. vi 25 Come libero fui da tutte quante 

      RU Come io AHLMT Come 

**Purgțɝ ƦɝɹəɝȤɾńǃǃȸǭǔĎȽńɝĚƞńɝȏȽńƈãȽɝȏɾȽɝĚƞȸãǃɠȽƦɝȏȽƦńƈƞƦ 

      R quel anime U l anime AHLMT quell ombre 

**Purgțɝ ƦɝſȀɝńɝ ńĴƦɝǭǔãƦɝĚƞńɝȸǃɝȏǭƈƈƦǭɝǃȸǭǔĎȽãɝƈńɠɠãɝƛ. 

      U ombra il poggio R l ombra il pogio AHLMT l poggio l ombra 

**Purg. vi 109 Vien, crudel, vieni, e vedi la pressura 

      RU vedrai AHLMT vedi 

**Purg. vi 126 ogne villan che parteggiando viene. 

      U ciascun R Ciaschum HLMT ogni A ogne 

**Purg. vii Œɹɝȴµãǃ ńıɝ±ńƈƦǝãȸɝƦǝɝɆɾǃɝ ńȽĴńɝńɝȸǝɝɆɾȸɝŬƦǭȽƦ 

      RU sul verde e sui fiori AHLMT in sul verde (H erba) e in su fiori 

**PurgțɝƦ ɝſȀɝ ńĴƦɝǃȸńǝɠȽãɠãɝǃöɝȸ ńɝȏãȽɝĴƦƈƦɾǝɠǭț 

      RU dove il AHLMT la ve (A dove) 
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**PurgțɝƦ ɝǥ ɝǝńɝĴƦɆɆńįɝȮ ǝĴãɠńɝǃöįɝȤɾƦ ƦɝŐɝǃãɝȏǭȽɠãȱƛț 

      RU ch ivi AHLMT quivi 

**PurgțɝƦ ɝȀȀ ɝǔƦɆńȽƦĚǭȽĴƦãɝĚƞƦńɆƦɝńɝĚƞȸɝńǃɝǔȸɝãȏȽƦɆɆńı 

      RU ch el AHLMT che 

**Purg. x 122 che, de la vista de la mente infermi, 

      RU nella mente AHLMT de la mente 

**Purg. xi 120 ma chi è quei di cui tu parlavi ora?». 

      RU cui parlavi AHLMT cui tu parlavi 

**Purg. xix 25 Ancor non era sua bocca richiusa, 

      RU rinchiusa AHLMT richiusa 

**Purg. xxii 17 più strinse mai di non vista persona, 

      RU alcun AHLMT mai 

**Purg. xxiii 33 ben avria quivi ĚǭǝǭɆĚƦɾɠãɝǃȸɝńǔǔńț 

      RU ivi AHLMT quivi 

**Purgțɝ Ʀ ɝŒɹɝƚ~Ƚɝ ãƛıɝĴƦɆɆȸɝńǃɒɝƚĚƞńɝȤɾńƦɝĚƞńɝȏƦʭɝǝȸɝƞãɝĚǭǃȏãı 

      RU v a colpa AHLMT n a colpa 

**Purg. xxvi 103 Poi che di riguardar pasciuto fui, 

      RU del AHLMT di 

**Purg. xxxiii 59 con bestemmia di fatto offende a Dio, 

      RU Idio AHLMT a dio 

**Par. vi 79 Con costui corse infino al lito rubro; 

      RU fino AHLT infino M infin  
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**Par. x 72 tanto che non si posson trar del regno; 

      U di (R de) AHLMT del 

**Par. xi 61 e dinanzi a la sua spirital corte 

      RU spirtual HMT spiritual AL spirital 

**Par. xi 118 Pensa oramai qual fu colui che degno 

      RU chi AHLMT qual 

**Par. xxv 116 mosser la vista sua di stare attenta 

      RU mosser ... da AHLMT mosse ... di 

B. ii. We can add to this second group a supplementary list where a reading 

appears in RU and just one or two other antica vulgata manuscripts: 

Inf. iii 3 per me si va ne la perduta gente 

      RU ne la AHLMT tra la 

       [ne la is the corrected reading in ms. Landiano] 

Inf. xxiii 123 che fu per li Giudei mala sementa». 

      RU fuor AHLMT fu 

       [Pa fur] 

Infțɝ ƦɝſəɝɆȸɝãƈƈƦɾƈǝńɝãǃɝǔãǃɝ ǭǃńȽńɝńɝãɝǃãɝȏǭɆɆãı 

      RU se giunge AHLMT s aggiunge [Sanguineti: si giunge] 

       [+Co] 

PurgțɝƦ ɝŒɹɝȏńȽɝǃãɝȽãƈƦǭǝɝĚƞńɝĴƦȸıɝȤɾƦǝĚƦɝɆƦɝȏãȽɠń 

      RU che quinci si (U se) diparte AHLMT che di quinci (A qui) si (T se) 

parte 

       [+Laur Po] 

It seems likely that an omitted di has been inserted in the wrong place in the 

antigrafo of RU. 
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*PurgțɝƦ ɝȀɰɔɝńɝĴƦĚńãįɝƚÏƦńǝǝńɝǭǔãƦɒɝ ńĴƦɝĚƞȸɝŐɝɠǭĚĚǭ 

      RU Vieni HLMT vienne A venne 

       [+Laur Pr; Mad veni] 

Purg. vi 36 se ben si guarda con la mente sana; 

      RU s intende AHLMT si guarda 

       [+Laur] 

Purg. vi 148 E se ben ti ricordi e vedi lume, 

      RU Ma AHLMT E (or Et) 

       [+Co] 

Purg. xxviii 123 come fƦɾǔńɝĚƞȸɝãĚȤɾƦɆɠãɝńɝȏńȽĴńɝǃńǝãɒ 

      RU l altra AHMT fiume L flume 

       [+Po] 

Purgțɝ ƦɝǥƄɝ»Ƚãɠɠǭɝǔȸɝã ńãɝǝńǃɝŬƦɾǔńɝƦǝŬƦǝɝǃãɝƈǭǃãı 

      RU fino a gola HMT infin la gola AL infino a (L ad) gola 

       [+La] 

Parțɝ Ʀ ɝɰƄɝ¯ɾãɆƦɝŬãǃĚǭǝńɝĚƞȸɝńɆĚńɝĴńǃɝĚãȏȏńǃlo, 

      RU falcon ch (R che) uscendo AHL2MT falcone ch esce 

       [+Eg] 

Both forms of the line have the required eleven syllables. L0 has uscendo but 

also falcone, so the line in L0 is metrically faulty with one syllable too many. 

If we were to supplement the list by adding cases where an RU variant is shared 

by three or four antica vulgata manuscripts the list would be much longer. 

C. Finally we can consider those cases where an RU variant is shared only with 

Mad (cases marked *), or with Mad and just a few other antica vulgata 

manuscripts, as indicated case by case. 
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*Infțɝ ƦƦƦɝȀ əɝxãɝȤɾƦɝǔȸɝãɠɠńǝĴƦıɝńɝǃǭɝɆȏƦȽƦɠǭɝǃãɆɆǭ 

      RU spirto AHLMT spirito 

The loss of a syllable is compensated for by dialefe so the line is still metrically 

acceptable. 

*Infțɝ Ʀ ɝɹȀɝĴǭǃĚńɝĚƞȸɝƦǭɝ ƦĴƦɝȏȽƦǔãɝãɝȏƦŐɝĴńǃɝǔǭǝɠńț 

      RU al pie AHMTL a pie 

*Infțɝ ƦɝɔƄɝĚƦǹɝĚƞńɝɠɾɝ ɾǭƦɒɝĚƞȸɝńƦɝɆãȽńĎĎńȽǭɝɆĚƞƦ Ʀı 

      RU voli ... sarebber AHLMT vuoi ... sarebbero [A sarebbon H sarebber] 

Only RU and Mad have the combination voli and sarebber, a metrically 

acceptable alternative to vuoi ... sarebbero. 

*Purgțɝ ƦƦɝſſɝxǭɆɠȽã ãɝǃãɝȽɾƦǝãɝńɝȸǃɝĚȽɾĴǭɝɆĚńǔȏƦǭ 

      R esempio (U exempio) AHLMT scempio 

*Purg. xiii 71 e cusce sì, come a sparvier selvaggio 

      R chuse (U cusi) come a sparavier AHLMT cusce si come a sparvier 

The missing si in RU is compensated for by the extra syllable in sparavier, so 

the line is metrically correct; Mad omits si, but has sparvier, so in Mad the line 

is a syllable short. 

*Purgțɝ ƦƦƦɝȀɹȀɝɠãǝɠǭɝĚƞȸɝƦǭɝǭǃɆƦɝƦǝɝɆʭɝǃȸɝãȽĴƦɠãɝŬãĚĚƦãı 

      RU tanta AHLMT tanto 

*Purgțɝ ƦɝȀɰɝǔȸãǝĴã ãɝƦǭɝȏńȽɝǃȸãńȽńɝãǔãȽǭɝńɝɆǭ ǭı 

      RU si m andava AHLMT m andava 

*Purgțɝ ƦƦƦɝəƄɝ¯ɾńɆɠȸɝŐɝȸǃɝȏȽƦǝĚƦȏƦǭɝǃöɝǭǝĴńɝɆƦɝȏƦƈǃƦã 

      RU dove AHLMT onde 
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*Purg. xviii 144 che li occhi per vaghezza ricopersi, 

      RU l occhio AHLMT li occhi 

*Purg. xxi 131 al mio dottor, ma el li disse: «Frate, 

      RU ma ei disse AHMT ma (A ed) el li disse L2 ma egli disse 

       (Mad ma il disse) 

The pronoun li is missing only in RU + Mad. 

*Purg. xxii ƄȀɝĴńɝǃȸǭȽǭıɝǃȸãȏȏńɠƦɠǭɝĴńȸɝǔǭȽɠãǃƦȧȸı 

      RU gli appetiti AHLMT l appetito 

*Purgțɝ ƦɝȀɹ ɝĚƞńɝȏɾȽɝɆǭȏȽãɝȸǃɝƈȽƦŬǭǝńɝɆɠã ãǝɝɆãǃĴƦț 

      RU grifon ... stavano AHLMT grifone (A grifon) ... stavan 

Ash has grifon but does not compensate with stavano so the line is metrically 

faulty whereas the RU + Mad reading is metrically correct and is adopted by 

Sanguineti. 

*Par. viii 20 muoversi in giro più e men correnti, 

      RU giri AHLMT giro  

*ParțɝƦ ɝƄǥɝńɝĴǭ ńɝµƦǃńɝńɝ.ãƈǝãǝɝɆȸɝãĚĚǭǔȏãƈǝãı 

      RU l Cagnan ALMT Cagnan H chagna 

*Par. xvii 105 che vede e vuol dirittamente e ama: 

      RU vole drittamente AHLMT vuol dirittamente (T drictamente) 

Only RU have both variants (verb and adverb) and produce a metrically 

acceptable line; isolated mss. have drittamente like T (+ Eg Pa) or vole like Mad 

(+ Lau Ricc) but not the combination of the two, so their lines are metrically 

faulty. 

Infțɝ ƦƦƦɝəɝƈƦöɝȏɾȽɝȏńǝɆãǝĴǭıɝȏȽƦãɝĚƞȸɝƦǭɝǝńɝŬã ńǃǃƦț 

      RU che AHLMT ch io (LM i) 

       [+Co] 
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Purg. xii 18 portan seƈǝãɠǭɝȤɾńǃɝĚƞȸɝńǃǃƦɝńȽãǝɝȏȽƦãı 

      RU quali (R qual) egli eran AL quel ch elli eran HMT quel ch egli era 

       [+Po] 

Purgțɝ ƦɝȀɹȀɝ-ńǝɝ ȸɝŐǝɝɠȽńɝ ńĚĚƞƦɝãǝĚǭȽãɝƦǝɝĚɾƦɝȽãǔȏǭƈǝã 

      RU v e ALMT v en H v a 

       [+Po] 

Purg. xvii 81 poi mi volsi al maestro mio, e dissi: 

      RU mio maestro AHLMT maestro mio 

       [+Co] 

Purgțɝ ƦƦƦɝſſɝ­ńȽǹıɝǃöɝǭǝĴńɝ ńƈǝãɝǃǭɝȸǝɠńǃǃńɠɠǭ 

      RU donde AHLMT onde 

       [+Fi La Parm] 

Purg. xviii 58 che sono in voi sì come studio in ape 

      RU come AHLMT si come 

       [+Po] 

Purgțɝ ɝȀɰɔɝĴƦĚńãǝıɝȏńȽɝȤɾńǃɝĚƞȸɝƦǭɝĴãȸɝ ƦĚƦǝɝĚǭǔȏȽńɆƦı 

      RU (+L2) che AHLMT ch (H che) io 

       [+Co Po Laur] 

Purg. xxi 57 non so come, qua sù non tremò mai. 

      RU trema AHLMT tremo 

       [+Co] 

Purg. xxii 26 un poco a riso pria; poscia rispuose: 

      RU e poi AHLMT poscia 

       [+Co Eg Laur] 
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Purg. xxxi 137 a lui la bocca tua, sì che discerna 

      RU ch ei AHLMT che 

       [+Eg Ga] 

The variants we have been examining are genuine variants (in some cases small 

errors), but slight in their import if considered singly. What is striking, and very 

significant, is the presence of the whole set in just two or three manuscripts 

ȒɠƞǭɆńɝ ƞƦĚƞɝǔãƿńɝɾȏɝ­ńɠȽǭĚĚƞƦȸɆɝĎńɠãɝŬãǔƦǃ ȕɝ ƦɠƞɝǭĚĚãɆƦǭǝãǃɝń ɠńǝɆƦǭǝɝɠǭɝãɝ

few other isolated antica vulgata manuscripts. The kinds of variant we have been 

considering fall into the following categories (which sometimes overlap): 

1. substitution of a different word 

eg. anime Ś ombre; ciascun Ś ogni; s intende Ś si guarda; l altra Ś il fiume; 

esempio Ś scempio; e poi Ś poscia ; chi Ś qual; Ma Ś E; alcun Ś mai; quali Ś 

quel; dove Ś onde; dove il Ś la ve; ch ivi Ś quivi; nella Ś de la; rinchiusa Ś 

richiusa; ivi Ś quivi; v a Ś n a 

This last scambio Ś u/n Ś might be thought the most banal instance of 

polygenesis, but given the ease with which such misreadings occur it is striking 

that in the whole antica vulgata tradition we find it here only in RU. 

2. a change in word order 

eg. la lingua cosi Ś cosi la lingua; cio che di lei Ś di lei cio che; l ombra il pogio 

Ś il poggio l ombra; che quinci si diparte Ś che di quinci si parte; mio maestro 

Ś maestro mio 

3. addition or omission of the definite article 

eg. de li spirti Ś di spiriti; del riguardar Ś di riguardar; di regno Ś del regno; al 

pie Ś a pie; l Cagnan Ś Cagnan 

4. addition or omission of the first person pronoun io ȒĚǭǔȸƦǭɜĚǭǔńıɝĚƞȸƦǭɜĚƞńȕɝ

or the third person pronoun el ȒĚƞȸńǃɜĚƞńȕ 
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eg. Inf. xxviii 118; Purg. vi 25; Purg. ix 110; Inf. xxxiii 6; Purg. xx 137; Purg. 

xxxi 137 

5. addition or omission of a small word 

eg. cui +tu+ parlavi; +si+ m andava; +si+ come; -in- sul verde e -in- su fiori; 

ma el -li- disse 

6. singular for plural or vice versa 

eg. gli appetiti Ś l appetito; giri Ś giro; l occhio Ś li occhi; col pie Ś coi pie 

7. variants with an extra or missing syllable which affects scansion: sometimes 

the substitute form results in a metrical error (a), but sometimes the error is 

compensated for by a small adjustment to another word (b)  

(a) eg. arbor Ś alberi; spirto Ś spirito; quel Ś quello; parean Ś pareano; vespro Ś 

vespero; Thomaso Ś Thomas  

(b) eg. falcon ch uscendo Ś falcone ch esce; voli ... sarebber Ś vuoi ... sarebbero; 

cusce come a sparavier Ś cusce si come sparvier; grifon ... stavano Ś grifone ... 

stavan; vole drittamente Ś vuol dirittamente 

8. different forms of the verb (tense, number, etc) 

eg. vedrai Ś vedi; fuor Ś fu; trema Ś tremò; si giunge Ś s aggiunge; vieni Ś 

vienne; ve Ś v en 

eg. fino a gola Ś infin la gola; Idio Ś a dio; ma qui Ś quivi 

Some of these categories are not especially significant in themselves (many of 

ɠƞńǔɝãȽńɝƦǝĚǃɾĴńĴɝƦǝɝ-ȽãǝĴǭǃƦȸɆɝĚãɠńƈǭȽƦńɆɝǭŬɝȏǭǃ ƈńǝńɠƦĚɝńȽȽǭȽȕțɝµƦǝƈǃ ıɝɠƞń ɝ

mean next to nothing. But it is the presence of a long series of them uniformly 

right across the text in a very small number of manuscripts which is striking 

(and this ƦɆɝɆɾȽńǃ ɝ ƞãɠɝ­ńɠȽǭĚĚƞƦȸɆɝȏƞȽãɆńɝȴŬǭǃɠń ãɝĴƦɝɆɠãɠƦɆɠƦĚãȸɝȽńŬńȽɆɝɠǭɝãɠɝǃńãɆɠɝ

in part). It is simply impossible to imagine that copyists working independently 

would make precisely these small changes at precisely these same points right 
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across a text of this length. The most economical hypothesis is that they are 

working from a common exemplar and inherit these readings from that 

exemplar. It seems extremely likely in the face of this evidence that the three 

manuscripts identified by Petrocchi as constitutiǝƈɝƞƦɆɝĒɝŬãǔƦǃ ɝĴǭɝƦǝĴńńĴɝƞã ńɝ

a common ancestor (e Ʀǝɝ­ńɠȽǭĚĚƞƦȸɆɝɆɠńǔǔãȕıɝãǝĴıɝŬǭȽɝǭɾȽɝƦǔǔńĴƦãɠńɝȏɾȽȏǭɆńɆɝ

in assessing the validity of the Sanguineti stemma, that Rb and Urb have an 

antigrafo in common. The computer analysis of the data, as we shall see, will 

unequivocally confirm this finding. 

The computer analysis 

Before turning to the computer project and explaining its methodology and its 

conclusions, we can consider two points of general interest about the textual 

tradition of the Commedia as a whole. The first is that the intricate and 

demanding metrical form Dante devised for the poem protects it from textual 

degradation surprisingly effectively, in a way which is not true for many medieval 

texts. The terza rima scheme, with its highly patterned recurring rhymes, is in 

itself a force for textual stability. Any break in the pattern will be very obvious, 

so the incidence of missing portions of text is extremely low. When the copyist 

of Ham occasionally skips a terzina, as he does at Purg. xxviii 95-97, the effect 

is shocking, as the forward flow of the rhymes abruptly comes to a halt. Most 

manuscripts of the poem present the whole poem or the cantiche they contain 

in their entirety. Thus the most useful analytical tool for an editor trying to 

establish a stemma Ś ɠƞńɝȏȽńɆńǝĚńɝǭŬɝɆƦƈǝƦŬƦĚãǝɠɝǭǔƦɆɆƦǭǝɆɝȒȴƦǃɝȏȽƦǝĚƦȏńɝĴegli 

ńȽȽǭȽƦȸıɝãɆɝ.ǭǝɠƦǝƦɝĚãǃǃńĴɝƦɠȕɝ ƞƦĚƞɝńǝãĎǃńɝǭǝńɝɠǭɝǃƦǝƿɝǔãǝɾɆĚȽƦȏɠɆɝ ƞƦĚƞɝɆƞãȽńɝ

them Ś is not available to the editor of the Commedia.73 Omissions are likely to 

be of syllables rather than of lines or terzine or even of words. Missing syllables 

will give metrically faulty lines, and alert copyists may compensate by adding a 

syllable somewhere else in the line (as in the cases at 7b above, where it is 

impossible to know which is the original and which the corrected version of the 

 
73 Cf. Folena La tradizione 47-48; Veglia Sul testo 68. 
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line), but such omissions are too slight in themselves to offer the editor any real 

help in establishing manuscript relationships. Likewise very few manuscripts of 

the Commedia have interpolations in the text.74  

The second point of general interest is the commonplace, accepted by all textual 

scholars as an accurate reflection of textual and social realities, that marginal or 

peripheral geographical locations tend to be more conservative and less textually 

innovati ńɝɠƞãǝɝǃãȽƈńɝĚńǝɠȽńɆįɝƦǝɝǃãȽƈńɝĚńǝɠȽńɆɝ ńɝɠńǝĴɝɠǭɝŬƦǝĴɝȴãĚɠƦ ńȸɝȽãɠƞńȽɝɠƞãǝɝ

ȴȏãɆɆƦ ńȸɝtraditions of copying.75 The case of the Commedia illustrates the point 

very well: the texts copied in Florence, which early on became a highly 

productive centre for the ǔãƿƦǝƈɝãǝĴɝĴƦŬŬɾɆƦǭǝɝǭŬɝĚǭȏƦńɆɝǭŬɝFãǝɠńȸɆɝȏǭńǔıɝ Ʀɠƞɝ

professional scriptoria supplying the burgeoning market, tend to be more 

altered, more contaminated, more degraded than copies which originate from 

the periphery, in this case from Northern Italy. Thus it is easier to demonstrate 

the relationships among manuscripts copied in Florence (the vat group, the 

gruppo del Cento, MT), with their sometimes very distinctive readings, than it is 

among those which were copied in the North, which are more conservative and 

have fewer innovations. 

All recent Dante textual scholars, from Petrocchi to Sanguineti, agree that the 

Northern manuscripts are the least corrupt, with Urb in particular, in spite of 

its 1352 date, showing a resistance to the spread of textual innovation from 

Tuscany.76 Given this situation, it is not surprising that proving a relationship 

 
74 See Roddewig Commedia-Handschriften 405: Handschriften mit Versinterpolationen. Among the 

Sanguineti seven, only Rb has an interpolated passage, and that for very specific reasons related to 

aesthetic considerations of mise en page; see WITNESS DESCRIPTIONS: Rb and the bibliography listed there. 

75 Pasquali Storia della tradizione xvii- ƦƦƦįɝȴµȏńɆɆǭɝĴƦɝɠńɆɠƦɝǔǭǃɠǭɝǃńɠɠƦɝɆƦãɝǝńǃǃȸãǝɠƦĚƞƦɠöıɝɆƦãɝǝńǃɝxńĴƦǭń ǭıɝ

si è formata una vulgata che, come suole la moda, progrediva da un centro verso la periferia, ma non 

ɆńǔȏȽńɝǃãɝȽãƈƈƦɾǝƈń ãțȸ 

76 Thus Petrocchi Introduzione ɰəŒįɝȴÃȽĎɝŐɝǔãǝǭɆĚȽƦɠɠǭɝĴƦɝȽãȽãɝȽńɆƦɆɠńǝ ãɝãǃǃȸńȽȽǭȽńıɝńıɝĚƦǹɝĚƞńɝȏƦʭɝƦǝɠńȽńɆɆãıɝ

ãǃǃãɝĚǭǝɠãǔƦǝã ƦǭǝńȸɒɝãǝĴɝɰɔəįɝȴ ǝĚƞńɝ±ĎɝȏȽńɆńǝɠãɝɾǝãɝǝǭɠń ǭǃńɝȽńɆƦɆɠńǝ ãɝãǃǃãɝĴƦŬŬɾɆƦǭǝńɝĴƦɝńȽȽǭȽƦɝɠƦȏƦĚƦɝĴƦɝ

ɻıɝńɝȤɾƦǝĴƦɝ ƦńǝńɝãɝĚǭǔȏȽǭ ãȽńɝɆƦãɝǃȸãŬŬƦǝƦɠöɝɆǭɆɠãǝ ƦãǃńɝĚǭǝɝÃȽĎıɝɆƦãɝǃȸƦǝɠȽƦǝɆńĚãɝȤɾãǃƦɠöɝĴńǃɝɆɾǭɝɠńɆɠǭțȸ 



Table of Contents 

103  

between Mad, Rb and Urb, and more narrowly between Rb and Urb, is more 

difficult than proving a relationship between some of the Tuscan groups with 

their distinctive and characteristic variants.77 It is precisely because these 

northern manuscripts are the most conservative that there are fewer distinctive 

variants to link them. It is in this context that it becomes important to consider 

textual variants which in themselves are slight, but which taken as a set do seem 

to indicate derivation from a common exemplar. 

Computer analysis of the textual tradition takes all significant variation into 

account. The cases examined above certainly count as significant variation. They 

are not merely spelling or formal variants: these have been carefully regularised 

out of the computer files in all the manuscripts.78 They are genuine, if small, 

textual variants which can help us Ś with the aid of very sophisticated computer 

programmes Ś to establish manuscript relationships. Exactly the same criteria 

for regularising a variant to base text or leaving it to display as a real variant in 

Word Collation were used right across the tradition, for all seven manuscripts 

examined. If the results of the computer analysis are accepted as valid for mss. 

AHMT and L, there is no reason that they should not be accepted as valid for 

mss. R and U. 

The digitally-ƈńǝńȽãɠńĴɝɆɠńǔǔãɝĚǭǝŬǭȽǔɆɝ ńȽ ɝĚǃǭɆńǃ ɝɠǭɝĎǭɠƞɝ­ńɠȽǭĚĚƞƦȸɆɝãǝĴɝ

µãǝƈɾƦǝńɠƦȸɆɝãǝãǃ ɆƦɆɝǭŬɝthe relationships between AH and MT, although it is 

closer to Sanguineti than to Petrocchi in placing H as a collaterale of A rather 

than a descendant. It does not ĚǭǝŬƦȽǔɝµãǝƈɾƦǝńɠƦȸɆɝǭȽƦƈƦǝãǃɝ Ʀń ɝǭŬɝɠƞńɝȏǭɆƦɠƦǭǝɝ

of LauSC as a separate branch of alpha, as described in the edition, but on the 

contrary is strongly supportive of his revised view of its position, which as we 

 
77 The vatican (vatȕɝãǝĴɝȴ.ńǝɠǭȸɝƈȽǭɾȏɆɝƞãĴɝĎńńǝɝƦĴńǝɠƦŬƦńĴɝƦǝɝɠƞńɝǝƦǝńɠńńǝɠƞɝĚńǝɠɾȽ țɝÏãǝĴńǃǃƦɝƞãĴɝ

tentatively identified the Northern mss. Urb Rb and Mad as constituting a group (reported by Barbi in SD 

23 1938, 181-ŒɹȕıɝĎɾɠɝɠƞńɝĚãɆńɝ ãɆɝŬƦȽɆɠɝãȽƈɾńĴɝƦǝɝĴńɠãƦǃɝĎ ɝ­ńɠȽǭĚĚƞƦțɝ~ǝɝɠƞńɝȴƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭȸɝɆńńɝǔǭɆɠɝ

recently Boschi Rotiroti Codicologia 77-93. 

78 See V. WORD COLLATION : Regularisation for a full account. 
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have seen, places the Villani codex precisely where Casella had placed it in 1924, 

as a collaterale of MT. And the results for Rb and Urb are unequivocal: the 

computer-generated stemma places Rb alongside Urb as two manuscripts which 

have an antigrafo in common. 

Here is the tree for the whole poem for the seven manuscripts, where L = L0, 

that is to say the scriptura prior of LauSC, whose corrected readings have not 

been included in the phylogenetic analysis: 
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Here is the tree for the whole poem for the seven manuscripts plus the 

Sanguineti text, Ɇƞǭ ƦǝƈɝãƈãƦǝɝǝǭɠɝƺɾɆɠɝɠƞńɝń ȏńĚɠńĴɝĚǃǭɆńǝńɆɆɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝ

text and Urb, but also the closeness of Rb to both (again the analysis has used 

only the readings of the original LauSC hand, i.e. again L = L0). 

 

 

And here is the tree for the whole poem for the seven manuscripts plus the 

­ńɠȽǭĚĚƞƦɝɠń ɠıɝɆƞǭ ƦǝƈɝĚǃńãȽǃ ıɝãɆɝ ńɝ ǭɾǃĴɝń ȏńĚɠıɝɠƞãɠɝ­ńɠȽǭĚĚƞƦȸɆɝɠń ɠɝƦɆɝ
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much less closely aligned to any single manuscript or manuscript group; again 

Rb and Urb clearly derive from an antigrafo in common (once again L = L0). 

Note also how precisely the computer-generated diagram places PET between 

Urb and Triv, the two key ƦɠǝńɆɆńɆɝŬǭȽɝ­ńɠȽǭĚĚƞƦȸɆɝńĴƦɠǭȽƦãǃ restitutio textus.79  

 

 
 

79 EN 367-83. The precision with which the computer-generated trees places the printed editions in 

relation to the manuscripts would in itself seem to be a striking confirmation of the methodology and the 

accuracy of its results. 
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For a detailed account of these trees, their making and their implications, I refer 

the reader to VI. THE PHYLOGENETIC ANALYSIS, where trees will also be found 

for single cantiche, that is for Inferno, Purgatorio and Paradiso separately, and 

for some smaller groups of cantos. I can anticipate by saying that, interestingly, 

the trees for Inferno and Purgatorio are indistinguishable from those for the 

whole text, while the tree for Paradiso shows a slight variation, with Rb and Urb 

less closely linked, though Rb is still closer to Urb than to any other manuscript, 

and is not aligned with any alpha manuscripts. It is not entirely surprising that 

the tree for Paradiso should be slightly different from the other two. We can 

usefully remind ourselves that the Rb Paradiso codex is a separate physical entity 

from the codex which contains the first two cantiche (the former now located in 

Milan, the latter in Florence80): this physical separateness may have some 

connection with the circumstances of their copying and thus the transmission 

history of the text they contain. We may also remind ourselves of the fact that 

ãǃǃɝµãǝƈɾƦǝńɠƦȸɆɝƦǝɆɠãǝĚńɆɝǭŬɝńȽȽǭȽɆɝ ƞƦĚƞɝǃƦǝƿɝ±Ďɝɠǭɝ ^ɝɠǭɝĚǭǝɆɠƦɠɾɠńɝƞƦɆɝ

putative z ǭĚĚɾȽɝƦǝɝãɝɆǔãǃǃɝɆńĚɠƦǭǝɝǭŬɝɠƞńɝǃãɆɠɝĚãǝɠƦĚãɝȒɆńńɝãĎǭ ńıɝµãǝƈɾƦǝńɠƦȸɆɝ

Argument: The Stemma). In other words, the contamination with ɻ which 

Petrocchi identified and acknowledged in Rb is more strongly evident in the 

Paradiso than in Inferno or Purgatorio, although that contamination Ś as the 

computer-generated tree unequivocally demonstrates Ś ĴǭńɆɝǝǭɠɝĴńɆɠȽǭ ɝ±ĎȸɆɝ

ȏȽƦǔãȽ ɝĒɝãŬŬƦǃƦãɠƦǭǝț 

Sanguineshƍrargument: the text 

In the light of the conclusions just reached about the stemma, it becomes 

ɆɾȏńȽŬǃɾǭɾɆɝɠǭɝń ãǔƦǝńɝɠƞńɝãȽƈɾǔńǝɠɝãĎǭɾɠɝµãǝƈɾƦǝńɠƦȸɆɝĚǭǝɆɠƦɠɾɠƦǭǝɝǭŬɝɠƞńɝ

text, with its heavy reliance on Urb, invoked repeatedly as the best manuscript 

and ĚǃǭɆńɆɠɝɠǭɝFãǝɠńȸɆɝǭȽƦƈƦǝãǃțɝ»ƞńɝǭĎƺńĚɠƦǭǝɆɝȽƦƈƞɠǃ ɝǔãĴńɝĎ ɝµńƈȽńɝɠǭɝɠƞƦɆɝ

ɠȽńãɠǔńǝɠɝǭŬɝÃȽĎɝãȽńɝ ǭȽɠƞɝȽńȏńãɠƦǝƈįɝȴrȸƦǝĚǭǝ ńǝƦńǝɠńɝĴƦɝɾǝɝĚǭĴƦĚńɝƦɆǭǃãɠǭɝɆɾǃɝ

suo ramo è che alle innovazioni del suo archetipo si aggiungono quelle del codice 

 
80 See II.  WITNESS DESCRIPTIONS: Rb. 
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stesso ... In una sƦɠɾã ƦǭǝńɝɆƦǔƦǃńıɝńɝĴɾǝȤɾńɝãɝǝǭȽǔãɝǃãĚƞǔãǝǝƦãǝãıɝǃȸƦĴǭǃãɠȽƦãɝ

del bon manuscrit è assolutamente fuori luogo. È probabilissimo, anzi sicuro, che 

ǔǭǃɠńɝǃń ƦǭǝƦɝĴńǃǃȸɾȽĎƦǝãɠńɝɆƦãǝǭɝɆńǔȏǃƦĚńǔńǝɠńɝƦǝǝǭ ã ƦǭǝƦɝĴńǃɝĚǭȏƦɆɠãțȸ81 This 

comment, while very much to the point for a stemma where a single manuscript 

represents a whole branch of the tree, becomes irrelevant when that situation 

no longer holds good, and R is accepted as collaterale ɠǭɝÃțɝµƦǝĚńɝµãǝƈɾƦǝńɠƦȸɆ 

restitutio textus is entirely governed by his stemma, with, as he himself insists, 

very little room for editorial discretion,82 once the stemma is shown to be 

incorrect, the debate about the constitution of the text is reconfigured. Of 

ĚǭɾȽɆńɝµãǝƈɾƦǝńɠƦȸɆɝɆɾĎɆńȤɾńǝɠɝãĴƺɾɆɠǔńǝɠɝǭŬɝƞƦɆɝɆɠńǔǔãɝɠǭɝƦǝĚǃɾĴńɝWǃǭȽƦǭɝãɆɝãɝ

ĎńɠãɝǔãǝɾɆĚȽƦȏɠɝãĴĴȽńɆɆńɆɝµńƈȽńȸɆɝ ńȽ ɝȏńȽɠƦǝńǝɠɝĚȽƦɠƦĚƦɆǔɝƦǝɝãǝɝńǝɠƦȽńǃ ɝĴƦŬŬńȽńǝɠɝ

way.83  

Manuscripts and computers: a way forward 

I began this introduction by noting the fundamental problems facing an editor 

of the Commedia: on the one hand, the richness of the manuscript record Ś the 

sheer size of the surviving tradition and the quantity of data which ideally should 

be analysed in toto; on the other, the internal problems of contamination and 

polygenetic error, inherent in the transmission process itself and exacerbated by 

the circumstances in which the text was first put into circulation. In the course 

of this survey I have reviewed key stages in the history of scholarly engagement 

with these interlocking issues, tracking the evolving approaches adopted by 

scholars to the challenge of producing a critical text of the poem. We can now 

 
81 Segre Postilla 313. Cf. Inglese Come si legge ȀſɰįɝȴFńǃƦĚãɠƦɆɆƦǔǭɝŐɝƦǃɝȏȽǭĎǃńǔãɝȏǭɆɠǭɝĴãǃǃńɝǃń ƦǭǝƦɝɆƦǝƈǭǃãȽƦɝ

ĴƦɝÃȽĎįɝɠãǃ ǭǃɠãɝțțțɝńɆɆńɝɆǭǝǭɝǃń ƦǭǝƦɝĴƦɝĒɝĚƞńɝãȏȏãƦǭǝǭɝƦɆǭǃãɠńɝȏńȽɝńŬŬńɠɠǭɝĴńǃǃȸƦǝŬǃɾńǝ ãɝĴƦɝɻ su Rb e Mad; 

ma privilegiare per principio Urb comporterebbe la sicura promozione di un numero x di innovazioni 

ȏãȽɠƦĚǭǃãȽƦıɝȏȽǭĴǭɠɠńɆƦɝǝńƦɝɠȽńǝɠȸãǝǝƦɝĚǭǔȏȽńɆƦɝŬȽãɝĒɝȒǭɝeȕɝńɝÃȽĎțȸ 

82 Thus Sanguineti Esperienze ɹɰįɝȴ~ȽãıɝƦǝɝ ƦȽɠʭɝĴńǃǃǭɝɆɠńǔǔãıɝǃãɝȽńĚńǝɆƦǭǝńɝɆƦɝĚƞƦɾĴńıɝȏńȽɝĚǭɆưɝĴƦȽńıɝãɝĚǭǃȏǭɝ

ɆƦĚɾȽǭțɝțțțɝrãɝȽńɆȏǭǝɆãĎƦǃƦɠöɝɆǭƈƈńɠɠƦ ãɝŐɝĴȽãɆɠƦĚãǔńǝɠńɝȽƦĴƦǔńǝɆƦǭǝãɠãțȸ 

83 Sanguineti, Sui manoscritti Estense It. 474, Florio, Urbinati Lat. 365 e 366, in Trovato Nuove prospettive 

651-67. 
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usefully review that history briefly as a preliminary to considering what the way 

forward might be in this new age of computer technology. 

Witte based his 1862 edition on just four manuscripts of the poem, privileging 

LauSC over the other three, after first collating a single canto (Inferno iii) in 

over 400 manuscripts in order to establish which were, in his view, the most 

reliable and authoritative copies. Moore collated the Inferno in its entirety in all 

seventeen manuscripts in Oxford and Cambridge libraries, and partially collated 

the whole poem in over two hundreĴɝǭɠƞńȽɆıɝɾɆƦǝƈɝÐƦɠɠńȸɆɝɠń ɠɝãɆɝƞƦɆɝĚǭǃǃãɠƦǭǝɝ

copy: behind his 1894 edition (reprinted many times) lay the vast scholarship of 

his fundamental Contributions ȒȀŒŒǥȕțɝ-ãȽĎƦıɝŬǭǃǃǭ ƦǝƈɝãɝɆɾƈƈńɆɠƦǭǝɝǭŬɝxǭǭȽńȸɆɝ

that the way forward, at least for the time being, must be through an analysis of 

loci selecti,84 drew up his list of 400 loci (1891), confident that a collation of these 

lines in the whole tradition would constitute an indispensable starting-point for 

an editor aspiring to produce a critical text of the poem. Vandelli, with his 

unrivalled knowledge of the textual tradition, concluded (like Witte and Moore 

before him) that it was not possible to devise a genealogical tree for the poem, 

and in his edition (1921, reprinted and aggiornato many times) adopted instead 

the working method of attempting to reconstruct the genealogy of the singolo 

passo. 

A decisive turning-point in the history of Dante textual scholarship occurred 

just a few years later when Casella, in his influential 1924 article, identified two 

families of manuscripts, of hugely unequal size but of equal value, and postulated 

the existence of an archetype from which they all descended. An embryonic 

family tree had thus been created. All scholars working since then have had to 

come to terms with thńɝǝńńĴɝɠǭɝń ãǃɾãɠńɝ.ãɆńǃǃãȸɆɝĚǭǝĚǃɾɆƦǭǝɆɝãǝĴɝĚǃãȽƦŬ ıɝŬƦǝń-

tune, revise or reject his stemmatic hypothesis. Petrocchi, as we have seen, 

 
84 Moore Contributions ƦƦįɝȴ»ƞƦɆɝɠƞńǝɝǃńãĴɆɝɾɆɝŬƦǝãǃǃ ɝɠǭɝĴńɆĚȽƦĎńɝ ƞãɠɝãȏȏńãȽɆɝɠǭɝĎńɝɠƞńɝǭǝǃ ɝȏȽãĚɠƦĚãǃǃ ɝ

available method open to us, at least in the present condition of the problem, I mean the method of 

weighing and classifying MSS. by the help of carefully selected test-passages țțțɝȸ 
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limited himself to manuscripts he believed to be securely datable before 1355, 

and abandoned the attempt to reconstruct the archetype, settling instead for an 

edition of what he called the antica vulgata (1966-67), the poem as it circulated 

ƦǝɝɠƞńɝĴńĚãĴńɆɝƦǔǔńĴƦãɠńǃ ɝŬǭǃǃǭ ƦǝƈɝɠƞńɝãɾɠƞǭȽȸɆɝĴńãɠƞțɝrãǝ ãɝȏȽǭĴɾĚńĴɝãǝɝ

edition (1995) based in effect on a single manuscript, the one he believed best 

ĚǭǝŬǭȽǔńĴɝɠǭɝ-ņĴƦńȽȸɆɝǝǭɠƦǭǝɝǭŬɝɠƞń bon manuscrit. Sanguineti returned to the 

400 loci, but collated them in a far larger number of manuscripts than had 

hitherto been attempted, and claimed to have devised a stemma constructed 

according to Lachmannian principles, on which his edition (2001) was based; 

but the claim as we have seen does not stand up to close scrutiny. 

It is time now to describe the advantages of a new methodology, the application 

to manuscript studies of computer technology. Computer analysis takes into 

account all the data relating to any given witness, right down to apparently tiny 

variants which conventional analysis would dismiss as trivial. As a methodology 

ƦɠɝƦɆɝȏȽńĚƦɆńǃ ɝɠƞńɝǭȏȏǭɆƦɠńɝǭŬɝĚƞǭǭɆƦǝƈɝãɝɆǔãǃǃɝɆãǔȏǃńɝǭŬɝȴɆƦƈǝƦŬƦĚãǝɠȸɝȽńãĴƦǝƈɆɝ

ãǝĴɝĎãɆƦǝƈɝɠƞńɝãǝãǃ ɆƦɆɝǭǝɝɠƞńǔıɝƦƈǝǭȽƦǝƈɝń ńȽ ɠƞƦǝƈɝńǃɆńɝȒ-ãȽĎƦȸɆɝƄ loci, 

subsequently championed by Sanguineti, represent, we remember, less than 3% 

of the text). One immediate advantage of using computer technology is that it 

removes the element of human judgment from the equation when devising the 

groupings of manuscripts in a stemma Ś and it is worth reminding ourselves 

ɠƞãɠɝãɝȏȽƦǔãȽ ɝƈǭãǃɝŬǭȽɝrãĚƞǔãǝǝȸɆɝǔńɠƞǭĴǭǃǭƈ ɝ ãɆɝȏȽńĚƦɆńǃ ɝɠǭɝǔƦǝƦǔƦɆńɝɠƞńɝ

role of editorial iudicium in constituting the text. 

The analogy between the copying of genetic material in DNA replication and 

ɠƞńɝńŬŬǭȽɠɆɝǭŬɝãɝǔńĴƦń ãǃɝɆĚȽƦĎńɝɠǭɝǔãƿńɝãɝĚǭȏ ɝǭŬɝFãǝɠńȸɆɝȏǭńǔɝǔã ɝãɠɝŬƦȽɆɠɝ

glance seem far-fetched, and the notion of using computer programmes 

designed to analyse the first to investigate the second may seem fantastical. DNA 

replication is a process outside human intention and control; transcribing a text, 

accurately or inaccurately, is entirely a matter of fallible and conscious human 

endeavour. Furthermore, the use of computer analysis seems counter-intuitive 
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in the context of a textual tradition because it ignores the two obvious 

characteristics of such a tradition which distinguish it from a string of DNA: 

meaning and value. Words convey meaning, they have semantic content; and 

they have value: they either make sense or they do not, and Ś in the case of a 

literary text Ś they may be thought to have greater or lesser aesthetic impact. In 

ȏǭǭȽɝĚǭȏƦńɆɝFãǝɠńȸɆɝɠń ɠɝĚãǝɝãɠɝɠƦǔńɆɝĴńƈńǝńȽãɠńɝƦǝɠǭɝĚǭǔȏǃńɠńɝǝǭǝɆńǝɆe when 

the knock-on effect of a first misreading leaches out into the surrounding text, 

as scribes try to compensate or adjust or simply give up on making sense of the 

lines.85 In cases like this the words have ceased to have either meaning or value. 

How is a computer programme to detect this? How can it not be important to 

ȽńĚǭƈǝƦɆńɝȽńãĴƦǝƈɆɝ ƞńȽńɝń ńȽ ɝ ńɆɠƦƈƦãǃɝɠȽãĚńɝǭŬɝɠƞńɝãɾɠƞǭȽȸɆɝǭȽƦƈƦǝãǃɝǔńãǝƦǝƈɝ

ƞãɆɝĴƦɆãȏȏńãȽńĴȧɝ-ɾɠɝĎǭɠƞɝɠƞńɆńɝȴɠń ɠɾãǃȸɝȤɾãǃƦɠƦńɆɝŚ meaning and value Ś have 

parallels with DNA. The genetic information string may consist of chemicals 

but it has meaning: something is expressed by or in the genes, which can be 

ȴȽńãĴȸɝãǝĴɝɾǝĴńȽɆɠǭǭĴɝĎ ɝãɝĚǭǔȏńɠńǝɠɝƈńǝńɠƦĚƦɆɠɒɝƦɠɝãǃɆǭɝƞãɆɝ ãǃɾńıɝĎńĚãɾɆńɝĚńȽɠãƦǝɝ

genetic configurations correlate with more or less efficient survival mechanisms. 

»ƞńȽńɝãȽńɝń ńǝɝȏãȽɠɆɝǭŬɝɠƞńɝƈńǝńɠƦĚɝƦǝŬǭȽǔãɠƦǭǝɝɆɠȽƦǝƈɝ ƞƦĚƞɝãȽńɝȴƺɾǝƿȸɝǭȽɝǝǭǝ-

functional. And on closer examination the analogy between the two procedures 

Ś DNA replication and the copying of manuscripts Ś proves to be surprisingly 

exact and potentially very fruitful. 

There are in fact many similarities between the inheritance and accumulation of 

scribal alterations through successive generations of copying, and the inheritance 

and accumulation of genetic mutations in molecules of DNA through successive 

generations of living organisms. In both cases, a string of information is copied 

reasonably accurately (words in the case of a manuscript, or nucleotides Ś the 

 
85 As at Inf. xvi 34-ɰəɝȒ¯ɾńɆɠƦıɝǃȸǭȽǔńɝĴƦɝĚɾƦɝȏńɆɠãȽɝǔƦɝ ńĴƦɜɝțțțɝŬɾȕɝƦǝɝɠƞńɝ^ǭǃƿƞãǔɝ^ãǃǃɝǔãǝɾɆĚȽƦȏɠɝǝǭ ɝƦǝɝ

Oxford, where a first careless slip (making Queste agree with orme) leads to a second mistake (an 

adjustment of the verb from singular fu in agreement with Questi to a plural fur in agreement with Queste 

orme), making the lines unintelligible and beyond the wit of any scribe to restore to sense. 
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repeating chemical units that make up the molecule Ś in the case of DNA), 

resulting in two copies of the same string of information. In both cases, however, 

changes can occur, resulting in alterations to the text or mutations in the DNA. 

Many common types of textual change have parallels in DNA mutations. 

Substitution of one word for another is analogous to the substitution of a 

nucleotide. Similarly, insertion or omission of words is analogous to the 

insertion or deletion of nucleotides. A scribe using more than one exemplar 

ƞƦǃńɝĚǭȏ Ʀǝƈɝãɝɠń ɠɝĚȽńãɠńɆɝãɝƞ ĎȽƦĴɝȴĚǭǝɠãǔƦǝãɠńĴȸɝɠń ɠıɝ ƞƦĚƞɝǔã ɝńƦɠƞńȽɝ

contain sections from each exemplar used, or incorporate individual readings 

from a second copy into the original base text. This has a direct parallel with 

genetic recombination, where related DNA molecules produce a hybrid, or 

lateral gene transfer, where DNA is exchanged between distantly related 

organisms.86  

»ƞńɝȴɠȽńńɆȸɝȏȽǭĴɾĚńĴɝƦǝɝń ǭǃɾɠƦǭǝãȽ ɝĎƦǭǃǭƈ ɝãȽńɝĎãɆńĴɝǭǝɝãǃǃɝɠƞńɝń ƦĴńǝĚńįɝãǃǃɝ

the nucleotides, the complete information string. Nothing is discarded or 

regarded as irrelevant. There is no selection of data. The relationships thus 

established are secure, the best hypothesis that science can provide of the 

relationships between the species in question. The conclusions of the computer 

analysis may modify or even run counter to those of traditional phylogeny: thus 

for example it has recently been established that there is a family connection 

between the extinct British woolly mammoth and the Asian elephant, a 

relationship which had eluded conventional phylogenetic analysis. The 

programmes used in these biological analyses have been fine-tuned and perfected 

over decades precisely for the purpose of producing genealogical trees (also 

 
86 The preceding two paragraphs are cited almost verbatim from: HèǫɰŏɈɖɭɄ|ǻǫèɍĥƩƱèɈɭèɖɭèɭɰŏɖɰɭĥèɖŏɭŷǻɍɭɰƩŏɭ

use of phylogenetic methods in stemmatic analysis, by Heather F. Windram, Prue Shaw, Peter Robinson and 

Christopher J. Howe, in «Literary and Linguistic Computing»: doi:10.1093/llc/fqn023, where an ample 

bibliography is provided. For a fuller account, see the final section of this Introduction (The DNA of the 

Commedia). 
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known as evolutionary trees or phylogenetic trees) based on the analysis of 

variation within successive generations of copying. 

We are fortunate now to have a test case which has shown just how well the 

computer programmes devised by biologists lend themselves to the analysis of 

textual traditions. In a blind study run by evolutionary biologists at the 

University of Cambridge, the computer files generated by the digital edition of 

DanɠńȸɆ Monarchia were subjected to phylogenetic analysis using programmes 

designed for establishing evolutionary trees for living organisms. The results of 

the computer analysis, carried out by scientists who had no knowledge of the 

text they were dealing with beyond the fact that it was a text, were uncannily 

close to the results given by traditional scholarly investigation. All the 

manuscript groupings identified by traditional Lachmannian methodology were 

replicated exactly in the computer-generated tree. It is only at the highest levels 

of the stemma that the computer fails to provide answers: it does not identify 

the starting point (the ancestor or archetype) of the tradition. But where there 

is a disputed relationship, as in the Commedia there is with ms. Rb (does it 

belong with the ɻ ŬãǔƦǃ ɝǭȽɝƦɆɝƦɠɝãɝĒɝǔãǝɾɆĚȽƦȏɠȧȕɝɠƞńɝĚǭǔȏɾɠńȽɝãǝãǃ ɆƦɆɝ ƦǃǃɝƈƦ ńɝ

us a secure answer. 

It is worth reiterating the advantages of the computer analysis over traditional 

textual scholarship. In preparing the files for computer analysis the scholar 

makes no decisions about the significance or insignificance of a given reading. 

There is no weighting of evidence: indeed in this respect the system is counter-

intuitive. When the blind test was being set up, I had assumed that some such 

weighting system would operate: that omissions would be accorded a greater 

weighting than mere variants, for example, and that sauts du même au même, 

because they are potentially polygenetic, would count for less than omissions 

where there was no textual stimulus to generate an eyeskip. To establish a 

hierarchy of evidential force seemed a necessary part of the procedure. This was 
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an assumption inherited from traditional textual scholarship which proved to be 

unnecessary. 

Lachmannian methodology is based on the identification and classification Ś the 

evaluation Ś of kinds of error. Thus, in traditional scholarship, assessing the 

significance of variants is a large part of the editorial process, and draws on the 

ɆĚƞǭǃãȽȸɆɝń ȏńȽɠƦɆńțɝcɆɝãɝ ãȽƦãǝɠɝǔǭǝǭƈńǝńɠƦĚ or polygenetic? congiuntiva or 

separativa? an involuntary slip or a deliberate innovation? linguistically correct 

(or at least possible) or clearly erroneous? facilior or difficilior? All these kinds of 

discrimination count for nothing in the new context. For the computer analysis 

all that matters is accuracy Ś the accuracy with which the data is entered into 

the files. 

In reality of course scholars often disagree in their evaluation of variants Ś the 

weight or significance to be attached to them Ś and these disagreements often 

seem to be unresolvable: thus Sanguineti thinks the omission of ĿƱɖɖɈƱǻ at Purg. 

ii 93 is highly significant whereas Petrocchi had judged it not to be so.87 Such 

evaluations are also easily reversible Ś scholars can change their minds Ś as when 

Sanguineti himself first judges e Lino at Inf. iv 141 (Tullio e Lino e Seneca morale) 

to be a correct reading preserved in Urb and LauSC against the corrupt reading 

of his x, but subsequently decides it is an archetype error corrected 

independently in these two manuscripts Ś a change of opinion which leads to a 

radical alteration in his stemma and the repositioning of LauSC.88 Who is to say 

 
87 EN ad locțįɝȴȏǭĚǭɝɆƦɝȏɾǹɝƦǝŬńȽƦȽńɝĴãǃǃãɝȏȽńɆńǝ ãɝǭɝĴãǃǃãɝɆĚǭǔȏãȽɆãɝĴƦɝĿƱɖɖɈƱǻɈ. Cf. Inglese Come si legge 62: 

ȴƦǃɝȏɾǝɠǭɝĚȽƦɠƦĚǭıɝɆȏńɆɆǭɝƦǝɆɾȏńȽãĎƦǃńıɝŐɝǝńǃǃãɝ ãǃɾɠã ƦǭǝńɝĴƦɝɾǝɝĴãɠǭɝńȽȽǭȽńɝĚǭǔńɝɆńȏãȽãɠƦ ǭȸɒɝxãȽɠńǃǃƦɝ

Considerazioni ȀƄ ɝɆȏńãƿɆɝǭŬįɝȴǃãɝɆŬńȽãɝĴńǃɝiudicium, nel cui àmbito si inscrive fatalmente la valutazione della 

congiuntività e della separativitöɝĴńǃǃȸńȽȽǭȽńɝȒǭɝĴńƈǃƦɝńȽȽǭȽƦȕȸț 

88 »ƞƦɆɝƦɆɝǝǭɠɝɠƞńɝǭǝǃ ɝȽãĴƦĚãǃɝĚƞãǝƈńɝǭŬɝǔƦǝĴɝãĎǭɾɠɝɠƞńɝ ãǃɾńɝǭŬɝãɝ ãȽƦãǝɠɝƦǝɝµãǝƈɾƦǝńɠƦȸɆɝ ãȽƦǭɾɆɝ

discussions of the textual tradition of the poem: donne at Par. xv 101 was said to be an archetype error in 

±ŏɍɭǑɈŏĿƱ Ʊǻǫŏ 290 (the only one, in fact) but is accepted into the text as the genuine reading in the edition; 

stile il novo at Purg. xxiv 57 was judged to be an errore guida in ±ŏɍɭǑɈŏĿƱ Ʊǻǫŏ 283 but is likewise accepted as 

genuine in the edition. 
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which of these views is correct? The computer analysis gives us an answer, and 

that answer is independńǝɠɝǭŬɝãǝ ǭǝńȸɆɝǭȏƦǝƦǭǝįɝrãɾµ.ɝƦɆɝã collaterale of MT, 

ɆǭɝµãǝƈɾƦǝńɠƦȸɆɝȽń ƦɆńĴɝƦǝɠńȽȏȽńɠãɠƦǭǝɝǭŬɝɠƞńɝń ƦĴńǝĚńɝƦɆɝǔǭȽńɝǃƦƿńǃ ɝɠǭɝĎńɝĚǭȽȽńĚɠɝ

than his original one. The wilder speculative variants which some later 

manuscripts introduce at this point in trying to make sense of the text include 

not just alino, but alano, livio, plinio, and even, improbably, merlino.89 But the 

computer analysis dispenses with any need to evaluate them. It deals simply with 

the facts of the textual tradition, recorded as accurately as possible in the digital 

files, and produces its analysis accordingly. 

As our blind study established, the results of the computer analysis are uncannily 

close to those of a traditional Lachmannian analysis for the groups at lower levels 

of the stemma. Only the archetype eludes the computer analysis, since what the 

computer produces is not strictly speaking a tree but a phylogram: the proof of 

an archetype remains as elusive as ever. But so far no one has provided a 

satisfactory demonstration of the existence of an archetype for the Commedia 

using traditional methodology and scholarly expertise Ś not Casella, not 

­ńɠȽǭĚĚƞƦıɝãǝĴɝǝǭɠɝµãǝƈɾƦǝńɠƦțɝ.ãɆńǃǃãȸɆɝãȽĚƞńɠ ȏńɝ ãɆıɝƦǝɝWǭǃńǝãȸɆɝȏƞȽãɆńıɝ

ȴȏǭɆɠɾǃãɠǭɝǔãɝǝǭǝɝĴƦǔǭɆɠȽãɠǭȸɒɝɠƞńɝɆãǔńɝƦɆɝɠȽɾńɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝ~ıɝãs scholars 

have not failed to point out;90 ãǝĴɝµãǝƈɾƦǝńɠƦȸɆɝȏȽǭǭŬɝƦɆɝǝǭɝǔǭȽńɝɆãɠƦɆŬãĚɠǭȽ ıɝ

since his two examples of archetype errors are in one case polygenetic and in the 

other highly conjectural. 

 
89 Moore Contributions 282-83. 

90 See, for example, Varvaro Critica dei testi Œɹɝǝțɝɰ įɝȴyńǃǃǭɝɆɠńǔǔãɝĚƞńɝĚƞƦɾĴńɝƦǃɝ ǭǃțɝcɝĴńǃǃȸńĴƦ țɝ­ńɠȽǭĚĚƞƦɝ

è indicato un archetipo (OȕıɝǔãɝɆńɝǝǭǝɝńȽȽǭɝǃǭɝɆɠɾĴƦǭɆǭɝǝǭǝɝĴƦǔǭɆɠȽãɝƦǝɝǝńɆɆɾǝɝǃɾǭƈǭɝǃãɝɆɾãɝńɆƦɆɠńǝ ãțȸɝ.Ŭțɝ

cǝƈǃńɆńȸɆɝɾɆńŬɾǃɝɆɾĚĚƦǝĚɠɝɆɾǔǔãȽ ɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝãȽƈɾǔńǝɠɝƦǝɝCome si legge 144-54 (La tradizione della 

CommediaȕɝãǝĴɝƞƦɆɝĚǭǝĚǃɾɆƦǭǝɝȒȀſɰȕįɝȴrãɝȤɾãǝɠƦɠöɝĴńƈǃƦɝńȽȽǭȽƦɝɻ ȠɝĒɝǝǭǝ è tale da autorizzare un uso 

incondizionato del termine archetipoțȸɒɝãǝĴɝƦĴțɝPer il testo 497. See also Trovato Stemmi 621-24. 
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Results of the computer analysis 

The computer analysis, though limited to just seven witnesses, yields several 

interesting and thought-provoking results for Dante scholarship. 

i. Manuscript relationships. 

Mart and Triv 

The analysis confirms that Mart and Triv are collaterali, as Petrocchi and 

Sanguineti agree; the relationship is not one of direct descent, as Vandelli91 and 

more recently Folena92 had believed. If the relationship had been one of direct 

descent, the phylogram would have shown an extremely short arm for Triv 

branching off from the junction which links the two, and that junction would 

have been very close to Mart itself. Compare, for example, the phylogram for 

the Monarchia which shows the relationship between E and R, where R is 

descriptus from E, and between L and Q, where Q is descriptus from L (the 

diagram reproduced here shows just the relevant section of the phylogram): 

 

 

 
91 Vandelli Il più antico testo critico 138-41. 

92 Folena La tradizione 51. 
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A point still at issue is whether Triv is contaminated or not. Here Petrocchi and 

Sanguineti disagree, Petrocchi maintaining that the Mart-Triv antigrafo a is not 

contaminated (on this view Forese is assumed to contaminate as he copies it by 

incorporating readings from other manuscripts),93 while Sanguineti94 (followed 

by Trovato95) believes that a is itself contaminated. This is a fundamental point, 

ɆƦǝĚńɝãɝŬƦȽǔɝĎãɆƦɆɝǭŬɝ­ńɠȽǭĚĚƞƦȸɆɝńĴƦɠƦǭǝɝƦɆɝɠƞãɠɝÃȽĎɝȠɝ»ȽƦ ɝ ƦǃǃɝǝǭȽǔãǃǃ ɝƈɾãȽãǝɠńńɝ

a good reading:96 clearly the computer analysis cannot throw light on this 

question.97  

Ash and Ham 

Moving on to areas which are more contentious, the analysis confirms 

µãǝƈɾƦǝńɠƦȸɆɝ Ʀń ɝɠƞãɠɝ ɆƞɝãǝĴɝ^ãǔɝɆƞãȽńɝãǝ antigrafo, and that Ham is not to 

be thought of as descending from Ash, as it appeaȽɆɝɠǭɝĴǭɝƦǝɝ­ńɠȽǭĚĚƞƦȸɆɝɆɠńǔǔãțɝ

If the relationship had been one of direct descent one would have expected the 

A-H section of the phylogram to be configured much more like the relevant 

parts (E-R; L-Q) of the Monarchia diagram shown above. 

LauSC 

SanguinetiȸɆɝǭȽƦƈƦǝãǃɝ Ʀń ɝǭŬɝrãɾµ.ɝãɆɝĚǭǝɆɠƦɠɾɠƦǝƈɝãɝɆńȏãȽãɠńɝĎȽãǝĚƞɝǭŬɝɠƞńɝ

stemma (and thus constituting 50% of ɻ and 25% of the stemma as a whole) is 

shown by the computer analysis to be untenable, whereas his revised view of the 

position of LauSC as a collaterale of MT is confirmed. It is perhaps worth 

 
93 Petrocchi Introduzione 278-79; Lanza Commedìa xx. 

94 Sanguineti Comedìa lxiv n. 7. 

95 Trovato Stemmi 634. 

96 Petrocchi Introduzione Ƅ əįɝȴrńɝǝǭȽǔńɝĴȸńĴƦ ƦǭǝńɝĚǭǝɆƦƈǃƦãǝǭɝĴɾǝȤɾńɝĚƞńıɝĚǭƦǝĚƦĴńǝĴǭɝƦɝɠńɆɠƦǔǭǝƦɝ

ĴńǃǃȸãǝɠƦĚãɝɠȽãĴƦ ƦǭǝńɝŬƦǭȽńǝɠƦǝãɝĚǭǝɝȤɾńǃǃƦɝĴńǃɝɆɾĎ-archetipo padano, la relativa lezione debba sempre essere 

ȏȽńɆĚńǃɠãıɝãɝǔńǝǭɝĚƞńɝǃȸńɆńƈńɆƦɝǝǭǝɝǃãɝĴƦǔǭɆɠȽƦɝɆƦĚɾȽãǔńǝɠńɝ Ʀ ƦãɠãɝĴƦɝɾǝãɝãǝĚƞńɝȏãȽ ƦãǃńɝĚǭȽȽɾɠɠńǃãțȸ 

97 »ãƿńǝɝãɠɝŬãĚńɝ ãǃɾńıɝƦɠɝƞãɆɝɠǭɝĎńɝɆãƦĴıɝWǭȽńɆńȸɆɝĴńĚǃãȽãɠƦǭǝɝȒȤɾǭɠńĴɝńãȽǃƦńȽɝƦǝɝɠƞƦɆɝƦǝɠȽǭĴɾĚɠƦǭǝȕɝ ǭɾǃĴɝ

seem to support the Petrocchi position. 
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emphasising the value of the methodology which allows us to sift out the layers 

of readings in LauSC, and thus enables us to test claims about LauSC which 

just describing it as an editio variorum does not. The computer analysis, using 

the VBase facility, can also test the disputed issue of whether the scriptura 

inferior of LauSC is itself contaminated, as some scholars maintain;98 the views 

of Veglia and Inglese cited at note 31 are fully justified in the light of the results 

ǭŬɝǭɾȽɝãǝãǃ ɆƦɆıɝ ƞƦĚƞɝɆƞǭ ɆɝɠƞãɠɝÏƦǃǃãǝƦȸɆɝǭȽƦƈƦǝãǃɝɠń ɠɝĴȽń ɝńȤɾãǃǃ ɝǭǝɝ

­ńɠȽǭĚĚƞƦȸɆ a and c branches, but also has some variants shared only with Urb 

and others shared only with Co (for a full account see VI. THE PHYLOGENETIC 

ANALYSIS: The scriptio prior of LauSC). 

The computer analysis cannot resolve the dispute between Sanguineti and 

Petrocchi on the direction of influence between LauSC (or more accurately its 

antigrafo) and Chig (LauSC>Chig? or Chig>LauSC?), since Chig and the other 

Boccaccio copies fall outside the scope of this project. It can, however, show 

(again using VBaseȕɝɠƞãɠɝɠƞńɝĚǭȽȽńĚɠƦǭǝɆɝɠǭɝWƦǃƦȏȏǭɝÏƦǃǃãǝƦȸɆɝǭȽƦƈƦǝãǃɝɠń ɠɝǔãĴńɝ

by the revising hand (LauSC-c2) are themselves contaminated, being derived 

from a manuscript belonging ɠǭɝ­ńɠȽǭĚĚƞƦȸɆ c branch and from a manuscript very 

close to Urb. See VI: THE PHYLOGENETIC ANALYSIS: Length of Branches and 

the L2 corrections for a full account. 

Rb and Urb 

The most significant finding of the project is without doubt the clarification of 

the position of Rb: Rb is shown unequivocally to be a collaterale of Urb, and not 

a member of ɻ as Sanguineti maintains. This inevitably has important knock-

on effects for the restitutio textus, since the isolation of Urb as representative of 

Ēɝ ƦɆɝ Ďǭɠƞɝ ɠƞńɝ ɠƞńǭȽńɠƦĚãǃɝ ƺɾɆɠƦŬƦĚãɠƦǭǝɝ ãǝĴɝ ɠƞńɝ ȏȽãĚɠƦĚãǃɝ ɆɠãȽɠƦǝƈ-point of 

µãǝƈɾƦǝńɠƦȸɆɝńĴƦɠǭȽƦãǃɝȏȽãĚɠƦĚńțɝcɠɝãǃɆǭɝɆńńǔɆɝãɝȏãȽɠƦĚɾǃãȽǃ ɝƦǔȏǭȽɠãǝɠɝȽńɆɾǃɠɝƦǝɝɠƞńɝ

 
98 See note 31. 
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ǃƦƈƞɠɝǭŬɝ»Ƚǭ ãɠǭȸɆɝĚǃãƦǔɝɠƞãɠɝµãǝƈɾƦǝńɠƦȸɆɝȽń-ãǃǃǭĚãɠƦǭǝɝǭŬɝ±ĎɝŬȽǭǔɝĒɝɠǭɝɻ has 

been generally accepted by scholars.99  

ii. The archetype. 

This notoriously difficult and delicate area of investigation has been recognised 

as problematic since the appearance of the EN in 1966-67.100 The issue has been 

much debated in recent scholarly contributions, with positions polarised 

between those who question whether it is even meaningful to talk about an 

archetype for the poem and those who continue to supply lists of archetype 

errors aimed at demonstrating its existence. Thus on the one hand Veglia insists 

on the inadvisability of thinking in terms of a traditional archetype for a text 

released to the public in sections rather than as a complete and finished entity,101 

ƞƦǃńɝ.ƦǭĚƦǭǃãɝɠãǃƿɆɝƦǝɝɠńȽǔɆɝǭŬɝɠ ǭɝȴɆɾĎãȽĚƞńɠƦȏƦɝȒǭɝǔńƈǃƦǭɝãȽĚƞńɠƦȏƦıɝȏńȽĚƞņɝ

non è dimostȽãɠãɝǃãɝǃǭȽǭɝȏãȽńǝɠńǃãȕȸț102 On the other hand scholars continue to 

offer lists of variants which might be considered errors characterising the whole 

extant tradition: to mention contributions of particular weight and import, 

rãǝ ãȸɆɝńĴƦɠƦǭǝɝǭŬɝɠƞńɝȏǭńǔɝĚǃãƦǔɆɝɠƞńȽńɝãȽńɝɹɰɝãȽĚƞńɠ ȏńɝńrrors;103 Inglese offers 

a list whose starting-point is errors common to Urb and Triv which, when not 

ȏǭǃ ƈńǝńɠƦĚıɝȽńŬǃńĚɠɝȴĚǭȽȽɾɠɠńǃńɝãǝɠńȽƦǭȽƦɝãǃǃãɝɆńȏãȽã ƦǭǝńɝɠȽãɝɻ ńɝĒɝȒãȽĚƞńɠƦȏǭɝ

ǿȕȸɒ104 while Trovato reconfigures the problem in the light of his acceptance of 

 
99 See note 64. 

100 See the review by Avalle in «Strumenti critici» I/2 1967, 199-202 [201]; Trovato Stemmi 621-24; and 

see note 87. 

101 Veglia Sul testo ȀȀŒįɝȴµńɝɆɠńǔǔƦɝɆƦɝ ǭƈǃƦǭǝǭɝɠȽãĚĚƦãȽńıɝĴǭ ȽãǝǝǭɝńɆɆńȽńɝ ãȽƬıɝńɝĴǭ ȽãǝǝǭɝȽãƈƈȽɾȏȏãȽńɝǝǭǝɝ

ǃńɝɠȽńɝĚãǝɠƦĚƞńıɝǔãɝƈȽɾȏȏƦɝĴƦɝĚãǝɠƦıɝǭıɝãǃǔńǝǭıɝĚƦãɆĚɾǝãɝĚãǝɠƦĚãɝȏńȽɝ ǭǃɠãțȸ 

102 Ciociola Dante 195. 

103 Lanza Commedìa XI n. 1; Trovato Stemmi 641 n. 127 accepts only one of these as genuine. 

104 Inglese Per il testo 494-97 (495). 
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µãǝƈɾƦǝńɠƦȸɆɝȒƦǝãĴǔƦɆɆãĎǃńȕɝĚǃãƦǔɝɠƞãɠɝ±ĎɝƦɆɝãǝɝɻ manuscript by arguing that 

shared errors in Rb and Urb are archetype errors corrected conjecturally in ɻ.105  

Our methodology and results connect in interesting and illuminating ways with 

this problem, without being able to offer any kind of solution. With a phylogram 

showing manuscript relationships, there is no starting point: the genealogical 

tree is not rooted. But looking at the phylogram for the Sanguineti seven 

manuscripts of the Commedia in its various versions Ś with and without the text 

of the printed editions, for example Ś ńɝĚãǝɝɆńńɝɠƞãɠɝ­ńɠȽǭĚĚƞƦȸɆɝɠń ɠɝȒãɆɝãɝ

reconstruction of the supposed original) makes sense as a root for the tradition, 

ƞńȽńãɆɝµãǝƈɾƦǝńɠƦȸɆɝĴǭńɆɝǝǭɠțɝ~ŬɝĚǭɾȽɆńɝƦŬɝwe imagine the root at the juncture 

of R and U, then we get a three-branch tree with R and U as two of its branches, 

and all of the remaining manuscripts as the third branch. This is intriguingly 

ĚǃǭɆńɝȒɠƞǭɾƈƞɝĎ ɝǝǭɝǔńãǝɆɝƦĴńǝɠƦĚãǃȕɝɠǭɝ»Ƚǭ ãɠǭȸɆɝȽń ǭȽƿƦǝƈɝǭŬɝµãǝƈɾƦǝńɠƦȸɆɝ

stemma in Stemmiıɝ ƞńȽńɝ»Ƚǭ ãɠǭȸɆɝǝń ɝĚǭǝŬƦƈɾȽãɠƦǭǝɝǭŬŬńȽɆɝãǝɝãǃɠńȽǝãɠƦ ńɝ

model for arguing that good readings shared by R and U enjoy majority status. 

iii. The two-branched stemma. 

All recent scholarly accounts of the textual tradition of the Commedia 

acknowledge that the surviving manuscripts of the poem fall into two groups, 

broadly characterised as the northern tradition and the Tuscan tradition. Many 

scholars have also concluded that the tradition is best represented by a two-

branched stemma Ś the point is closely related to the previous point about 

whether or not there is an archetype. This prevailing view on the bipartizione of 

the stemma has also been questioned by Veglia, who argues that this is a 

preconception not supported by the evidence. 

One possible way of throwing light on the question would be to do for ms. 

Landiano what this project has done for LauSC: namely, a transcription which 

 
105 Trovato Stemmi 641-43; 648. 
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sorts the original readings from the erasures and rewritings and allows the 

computer programme to analyse the scriptura inferior in relation to the other 

ǔãǝɾɆĚȽƦȏɠɆțɝ»ƞńɝȏǭɆƦɠƦǭǝɝǭŬɝrãɝƦǝɝɠƞńɝɆɠńǔǔãɝƦɆɝĚȽɾĚƦãǃɝŬǭȽɝ­ńɠȽǭĚĚƞƦȸɆɝ Ʀń ɝǭŬɝ

the tradition (and a major area of disagreement between Petrocchi and 

Sanguineti).106 The results of such an analysis could have an important bearing 

on the question of the ɻɜĒɝĴƦ ƦɆƦǭǝțɝ ǝǭɠƞńȽɝǔãǝɾɆĚȽƦȏɠɝǭŬɝ ƞƦĚƞɝƦɠɝ ǭɾǃĴɝĎńɝ

highly desirable to prepare a computerised transcription and analysis is Mad, a 

ĒɝǔãǝɾɆĚȽƦȏɠɝŬǭȽɝ­ńɠȽǭĚĚƞƦɝĎɾɠɝãǝɝɻ manuscript for Sanguineti. See also VI: 

PHYLOGENETIC ANALYSIS: In Search of ɻ. 

iv. Contamination. 

An unexpected and very significant finding of the digital Commedia project is 

the consistency of the results of the analysis across the whole poem for these 

mostly very early manuscripts. This seems especially significant in the light of 

our knowledge both of the way in which the poem was released to the public 

(with cantiche and perhaps even groups of cantos released separately) and of the 

copying practices of scribes (with recent expert codicological analysis confirming 

xǭǭȽńȸɆɝŬƦǝĴƦǝƈɆɝãĎǭɾɠɝȴƦǝɠńȽǔƦ ɠɾȽńɝǭŬɝɠń ɠɆȸȕț107 This is a very striking result, 

and runs counter to what we might have expected to find. What we would 

expect with a contaminated tradition involving scribal change of exemplar is a 

series of different phylograms, with manuscripts shifting position at different 

points in the text.108 As noted, the trees for Inferno and Purgatorio are identical 

to those for the poem as a whole; only Paradiso has a slight modification in the 

 
106 See Trovato Stemmi 618-19. 

107 See note 22. Cfr. Pomaro Analisi codicologica 1057-ə ɝ ƞńȽńɝɠƞńɝ ǭȽƿƦǝƈɝǔńɠƞǭĴɝǭŬɝȴƦǃɝĚǭȏƦɆɠãɝĴƦɝ­ãȽǔȸɝ

is described in these terms. 

108 See, for example, Wendy J. Phillips-Rodriguez, Christopher J. Howe, Heather F. Windram, Chi-

ºȴʍèɍŏɖɭèǫĿɭɰƩŏɭȝƩŏǫǻǢŏǫǻǫɭǻŷɭȾ0ƩèǫƓŏɭǻŷɭŏ ŏǢȝǑèɍɁɭƱǫɭɰƩŏɭH ʍɰèɍȝèɍ èǫ, in Sanskrit Computational 

Linguistics, Springer Berlin/Heidelberg, 2009, 380-90. 
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ĚǭǝŬƦƈɾȽãɠƦǭǝıɝĎɾɠɝǝǭɠɝǭǝńɝ ƞƦĚƞɝȽńǔǭ ńɆɝ±ĎɝŬȽǭǔɝƦɠɆɝȏǃãĚńɝãɆɝãɝĒɝǔãǝɾɆĚȽƦȏɠț109 

Given the consistency of these results, it would be possible to argue that the 

problem of contamination is less grave than hitherto thought. 

Finally it seems important to emphasise that the conclusions we reached are not 

those we expected to reach when we started out on the digital Commedia 

project. In the first flush of enthusiasm as the project was set up, we accepted 

µãǝƈɾƦǝńɠƦȸɆɝȏȽǭǭŬɝǭŬɝƞƦɆɝɆɠemma at face value, as many of his early reviewers did, 

and we assumed that the computer analysis would provide confirmation of his 

results. That proved to be far from the case: the results turned out to be more 

interesting and complex than we could have imagined, as the preceding pages 

demonstrate. 

The DNA of the Commedia 

For the benefit of textual scholars who may not be au fait with molecular biology 

and the terminology of genes and DNA, I will attempt here to offer a fuller 

account of the ways in which identical forces operate in the two fields of genetic 

replication (the mechanism by which life is created through successive 

generations) and scribal copying (the mechanism by which texts were 

disseminated before the invention of printing), and show why computer 

programmes devised to analyse data in the first lend themselves to the same task 

in the second. 

DNA and a literary text both consist of linear information conveyed by an 

alphabet: in this structural sense they are identical rather than merely analogous. 

DNA is text, a sequence or string of information conveyed by what is for all 

intents and purposes an alphabet of four letters; that information string is 

replicated (copied) in procreation. A gene is a text (a section of the DNA 

sequence); it can be read by a molecular biologist and conveys meaning; 

 
109 Rather, it enables us to confirm that the contamination with ɻ identified by Petrocchi is more 

pronounced in Paradiso than in the earlier cantiche. 
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substitutions or omissions can leave the meaning unchanged, or alter the 

meaning of the text, or render it meaningless. (See below.) 

The textual, linear nature of the DNA message is of course independent of the 

notational system. It happens that the letters of the DNA alphabet used by 

geneticists to label the four different nucleotides, the units of which the DNA 

string is constructed, are by convention letters from the Roman alphabet, but 

any form of notation (symbols, even colours) would serve equally well to convey 

the informational content. There is a true homology here which operates at two 

levels, between: a) the verbal text (of the Commedia in this case) and the DNA 

text (written in bases on a molecule); and b) between DNA replication and 

scribal copying, i.e. descent with variation in both cases. The crucial structural 

element is linearity, and sequence is what conveys the meaning. 

Genes are texts composed of words (technically, codons). Each word or codon 

is three letters long, each letter representing a nucleotide: this is what is known 

as the triplet genetic code. (It would surely have delighted Dante, had he known 

it, that life itself is informed by a pattern of three-in-oneness, just as the poem 

he wrote and the metrical scheme he devised to write it embody that same 

pattern of three-in-one, which itself reflects the triune god in whose image he 

believed the world to have been created.) Each word in the genetic text can have 

(does have) spelling variants which do not affect meaning. 

The words (or codons, or triplets) which make up a gene are composed of any 

permutation or combination of three of the four letters A C G and T. These 

letters designate the nucleotides: Adenine, Cytosine, Guanine, Thymine. Thus, 

for example, we might have a gene which reads ATG.AAT.TCG.GGC...... 

Codons specify amino acids, the building blocks of proteins. Thus the nucleotide 

triplet TTA codes for leucine; the triplet CAA codes for histidine; the triplet 

GGG codes for glycine, and so on. The order of the amino acids in the protein 

specify its structure and thereby its function. Thus the order (sequence) of 
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codons in the gene is translated into the specific function of a protein Ś the 

ȴǔńãǝƦǝƈȸɝǭŬɝɠƞńɝƈńǝńɝɠń ɠțɝ ɝĚƞȽǭǔosome is a string of genes Ś a library of 

books, say 1000 books Ś with each gene a text in the sequence. 

Genetic replication (the copying of genes) is subject to mutation, i.e. genetic 

change. Change can occur within any one or more of the sequences of three 

letters which make up the codons of which the gene is formed. 

µǭǔńɝǔɾɠãɠƦǭǝɆɝãȽńɝɆãƦĴɝɠǭɝĎńɝȴɆƦǃńǝɠȸțɝcǝɝɠƞńɆńɝĚãɆńɆɝɠƞńȽńɝƦɆɝãɝĚƞãǝƈńɝƦǝɝɠƞńɝ

ȴɆȏńǃǃƦǝƈȸɝǭŬɝɠƞńɝĚǭĴǭǝɝȒɆǭɝ..»ɝǔƦƈƞɠɝĎńĚǭǔńɝ...ɝǭȽɝ.. ȕɝĎɾɠɝɠƞńȽńɝƦɆɝǝǭɝ

change in the protein coded for, i.e. no change in the significance of the codon. 

The sense of the gene remains the same. This is the exact equivalent of a spelling 

or formal variant in a verbal text: a small change with no effect on meaning (so 

a scribe might write abysso instead of abisso, with no change in the sense of the 

word or the phrase which contains it; he might write de lo or dello, again with 

no change in meaning). So in both cases Ś DNA and literary text Ś this kind of 

copying error makes no change to meaning. While the geneticist talks of silent 

variations, the textual scholar talks of spelling and formal variants. 

More significant mutations come in various guises. There are mutations which 

make sense but whose sense is altered from the original meaning, though 

perhaps only slightly; and there are mutations which substantially alter the sense 

of the ensuing text. The text may still make sense but mean something quite 

different; but equally it may not make any sense at all, the change turning the 

sense to nonsense. These mutations may be substitutions (now with significant 

consequences); or they may be omissions or insertions. 

We can illustrate these various kinds and degrees of mutation with textual 

examples involving substitution: a scribe might substitute the word viso for volto: 

the word fits grammatically (and in the case of a poetic text, metrically) and 

there is no change in meaning. This is a variante di lettura, a variant reading: 

neither variant is self-evidently right or wrong. Or the scribe might substitute 
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the word corpo for volto: the word still fits grammatically (and metrically), but 

the meaning is altered: it may make sense in context, but equally it may no 

longer make sense. Or again he might substitute voglio for volto: the substitution 

of a verb for a noun no longer fits grammatically and the phrase will almost 

certainly no longer make any kind of sense. 

There are some differences between DNA text and verbal text, but they are not 

relevant when thinking about the replication process. Large portions of the 

Fy ɝɠń ɠɝãȽńɝȴƺɾǝƿȸɝȒƦǝɆƦƈǝƦŬƦĚãǝɠɝƦǝɝȏȽǭɠńƦǝɝĚǭĴƦǝƈɝɠńȽǔɆȕįɝ ńȽĎãǃɝɠń ɠɆɝƞã ńɝǝǭɝ

ńȤɾƦ ãǃńǝɠɝŬǭȽɝȴƺɾǝƿȸțɝÐƦɠƞɝFy ɝɠƞńȽńɝƦɆɝãɝȽńãĴƦǝƈɝŬȽãǔńįɝɠƞńɝƈńǝńɠƦĚƦɆɠɝǔɾɆɠɝ

start reading at the right point so that the sequence of triplets is meaningful. If 

one starts reading at the wrong point, there is no significant pattern of codons, 

and one fails to identify or pick out the gene (to discover a gene is precisely to 

identify a meaningful stretch of DNA, to read the text correctly). There are 

therefore DNA sequences that have framing, structural and regulatory 

significance (compare covers, frontispiece, blurb, spine, index of a book), but no 

sense implications as regards the main text. 

With the addition or omission of nucleotides in a DNA sequence, the result is 

likely to be nonsense simply because the reading frame is lost. With verbal texts 

the effects of omissions and additions will depend on various factors: on size, on 

context, on whether the structure remains grammatically intact, as it will for 

example if the lost word is an adverb, but probably will not if it is a verb. But 

often the result will be nonsense, and an editor is alerted to the possibility of 

omission precisely because the text at a given point fails to yield a satisfactory 

sense. 

The two processes we are considering Ś genetic replication effected by biological 

systems and scribal copying effected by human agency Ś have inherent sources 

of error which are strictly analogous, but which are less intuitively apparent than 

the obvious parallels outlined up to this point. 
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i. DNA has inherent slippage or, more precisely, replicability, i.e. there are 

inherent qualities in the text that interfere with accurate transmission. This is 

equivalent to eyeskip (saut du même au même, salto per omoioteleuto) in a verbal 

text; but whereas eyeskip usually generates an omission, as the eye typically slides 

from one word to the same word a line or two below, in genetic replication the 

slippage is often in the opposite direction (back up the page, as it were), with 

replication rather than omission being the outcome. (This is not unknown in 

textual transmission, but much rarer: in the textual tradition ǭŬɝFãǝɠńȸɆ 

Monarchia, for example, which survives in twenty manuscripts, there are just 

one or two cases of replication caused by eyeskip but hundreds of cases of 

omission.) Repeating elements in the DNA become more numerous with time, 

ãǝĴɝǃǭǝƈɝȽńȏńɠƦɠƦ ńɝɆńȤɾńǝĚńɆɝãȽńɝĚǭǔǔǭǝɝƦǝɝȴƺɾǝƿȸț 

ii. There can be a particular stretch of DNA which is infective and mobile. In 

text terms, the equivalent phenomenon is resonance and its effect on scribal 

memory. A scribe remembers a resonant phrase, and introduces it in place of a 

somewhat similar but not identical phrase elsewhere in the text. Scribal memory 

creates a transposable element and moves text about, as when various copyists 

of the Commedia at Inf. vii 11 replace the phrase ʍǻǑɖƱɭǫŏɭǑɈèǑɰǻɭǑý with vuolsi cosi 

colà famously enunciated on two earlier occasions in the poem (Inf. iii 95 and 

Inf. v 23). 

iii. There is a DNA equivalent of contamination (the scourge of textual editors) 

in the form of lateral gene transfer: bits of text are moved by viruses or by other 

agents between organisms which are not closely related enough to have that 

information in common by heredity. This is exactly what happens when variants 

are introduced by lateral transmission in a contaminated manuscript tradition. 

iv. Genetic recombination creates a hybrid text in much the same way as a 

copyist switching exemplar halfway through the transcription process creates a 

hybrid text. Indeed the creation of a new living creature is the creation of a 
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hybrid text (although clearly in an infinitely more intricate and complicated way 

than the simple switch of exemplar for a scribe). 

A final point. Historically, evolutionary biologists have had a problem with 

convergence (when two species independently develop the same morphology 

through genetic mutation). Textual scholars are dealing with a similar 

phenomenon when they are confronted with polygenetic error (also known as 

convergent error): a change in the text which may arise independently in 

unrelated copies and which cannot therefore be used as proof of descent from a 

common ancestor. Although convergence operates for biologists at the level of 

gross morphology, and for textual scholars at the level of text, the parallel is 

ɆɠȽƦƿƦǝƈțɝ »ƞńɝ ȴɆȏńĚɠȽńɝ ǭŬɝ Ěǭǝ ńȽƈńǝĚńȸɝ ƦɆɝ ãɆɝ ȏȽǭĎǃńǔãɠƦĚɝ ŬǭȽɝ ń ǭǃɾɠƦǭǝãȽ ɝ

biologists as contamination is for textual critics. 

Genetic replication and scribal transmission are dissimilar only in the value 

placed on their outcomes or end-products. In the living world genetic 

replication is the engine of evolution, which is often thought of in terms of 

progress, and is at the very least morally neutral: it does not involve value 

judgments. Scribal copying over many generations commonly involves 

ĴńƈȽãĴãɠƦǭǝɝãǝĴɝǃǭɆɆɝǭŬɝȤɾãǃƦɠ ɝãɆɝɠƞńɝãɾɠƞǭȽȸɆɝǭȽƦƈƦǝãǃɝƦɆɝńȽǭĴńĴɝƦǝɝɠƞńɝĚǭɾȽɆńɝǭŬɝ

transmission. The main drive of the textual scholar is recovery: to move 

backwards to the lost original and to reconstruct the text from which the later 

imperfect copies with their various mutations descend. This is the only 

significant difference between the two processes, and this difference does not 

involve the mechanism of change or possible ways of analysing it. 

If we look at the history of phylogenetics and cladistics, the discipline was 

transformed by the discovery of the structure of DNA in 1953, and has 

continued to be transformed by advances in the understanding of genetics since 

that time. Previously, living creatures were assigned to phyla based on gross 

morphology: biologists have always had a wealth of gross morphological features 

to examine and analyse. Dragon-flies, birds and bats all have wings: do they have 
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a common winged ancestor? (The answer of course is no: this is a classic example 

of convergent evolution.) Traditionally biologists looked at the meta-level rather 

than at the text itself, because the text was not available. Now that DNA analysis 

is possible, they are using the textual level to check and verify hypotheses 

elaborated on the basis of gross morphological features. There have been striking 

case-histories of phylogenetic reassignment after long-disputed history based on 

gross morphology. 

Take the case of the marsupial wolf (thylacine), extinct in Australia for some 

time. Zoologists trying to classify it from morphology argued over whether it 

was more closely related to (i) extinct carnivorous marsupials in South America 

that came to Australia when the two continents were geographically connected, 

or (ii) carnivorous marsupials in Australia (such as the Tasmanian Devil) which 

happened to evolve to look rather like the South American ones. (The thylacine 

and the South American borhyaenids uniquely share certain dental and pelvic 

traits.) Eventually, DNA was extracted from museum specimens and sequence 

data obtained: this showed that the correct explanation was the second one.110  

This is precisely the kind of problem faced by textual scholars analysing the 

transmission history of the Commedia. In the digital Commedia project we have 

tackled a specific instance of disagreement about the assigning of an individual 

to a particular branch of a tree. We have two rival hypotheses about the 

relationship of ms. Rb to other early surviving manuscripts. Petrocchi and 

Sanguineti elaborated their respective hypotheses on the basis of their judgment 

of the significance of certain features in surviving copies of the poem, Petrocchi 

ĚǭǝĚǃɾĴƦǝƈɝɠƞãɠɝǔɆțɝ±ĎɝĎńǃǭǝƈɆɝƦǝɝɠƞńɝĒɝŬãǔƦǃ ɝ ƞƦǃńɝµãǝƈɾƦǝńɠƦɝĎńǃieves it to 

be a member of the ɻ family. We have noted how small the number of readings 

is on which Sanguineti bases his stemmatic hypothesis: basing a cladistic 

 
110 Richard H. Thomas, Walter Schaffner, Allan C. Wilson & Svante Pääbo, DNA phylogeny of the extinct 

marsupial wolf, in «Nature», vol. 340, 10th August 1989, 465-67. I would like to thank Christopher Howe 

for this neat example. 
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hypothesis on a single variant or small group of variants is always problematic, 

whether in biology or in textual studies. Depending on the choice of features 

highlighted, and the significance attached to them, persuasive arguments can be 

made for very different hypotheses. This is quintessentially an exercise of 

iudicium, of fallible human judgment. The new genetic science forgets about 

morphological features in biology and just takes the DNA text, with sometimes 

surprising but always conclusive results. 

The preceding discussion has established a parallel between the two copying 

systems of genetic replication and manuscript transmission, and pointed to the 

very significant ways in which descent with variation underlies these two 

apparently unrelated areas of scientific investigation. It has been shown 

conclusively in biology over the last few decades that the best (most 

constructive) approach is the one which considers all the data. Until the 

possibility of DNA analysis became a reality, phylogenetic trees were tugged 

about for years as some people argued that certain features were of decisive 

importance, only to be contradicted by others who highlighted other features 

and made an equally persuasive case. It has been found that to get the right 

answer one needs to plug in all the data. Any form of selection or weighting of 

the data involves the operation of subjective human judgment, meaning 

different people will produce different results, and the disagreement between 

them will be unresolvable. 

For textual scholars to use the programmes designed by evolutionary biologists 

is to piggy-back on a huge body of established research, and apply it in a new 

area. It is to be hoped that more textual scholars will feel able to adopt this new 

approach in the coming years, not in place of tried and tested philological 

methods which remain valid, indeed indispensable, in so many areas involved in 

the production of critical editions of medieval texts, but as a supplementary 

methodology able to resolve disputes about manuscript relationships where 

traditional means have proved unable to do so. 
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II. WITNESS DESCRIPTIONS  

Witness descriptions: Ash 

Name and Location 

Florence, Biblioteca Medicea Laurenziana 

Ms. Ashburnham 828 (Roddewig n. 170) 

Contents  

The Commedia: 

¶ Inferno ff. 1r - 34r (f. 34v is blank) 

¶ Purgatorio ff. 35r - 68v 

¶ Paradiso ff. 69r - 102r (f. 102v is blank) 

¶ nãĚǭȏǭɝĴƦɝFãǝɠńȸɆɝCapitolo ff. 103r - 104r 

.ǃƦĚƿɝǭǝɝɠƞńɝŬǭǃƦǭɝǝɾǔĎńȽɆɝɠǭɝɆńńɝƦǔãƈńɆɝǭŬɝnãĚǭȏǭȸɆɝ.ãȏƦɠǭǃǭɝ103r, 103v 

(another version: 103v alternative), 104r (another version: 104r alternative); and 

104v 

Binding 

Old brown leather binding; on the spine DANTE 1335; one paper guard page 

at the beginning, another at the end. Click on the links to see images of the 

inside front cover and front guard page. A detailed account is given by Antonella 

Taiti in Boschi Rotiroti-Savino Nel cantiere 311. 

Materials 

Parchment, sometimes of rather poor quality, the hair side of the pages in 

particular being at times dark and discoloured, as here at Purg. vii 91-117: 

https://www.dantecommedia.it/?ms=Ash&n=69&page=34v
https://www.dantecommedia.it/?ms=Ash&n=205&page=102v
https://www.dantecommedia.it/?ms=Ash&n=206&page=103r
https://www.dantecommedia.it/?ms=Ash&n=207&page=103v
https://www.dantecommedia.it/?ms=Ash&n=208&page=103vb
https://www.dantecommedia.it/?ms=Ash&n=209&page=104r
https://www.dantecommedia.it/?ms=Ash&n=210&page=104rb
https://www.dantecommedia.it/?ms=Ash&n=211&page=104v
https://www.dantecommedia.it/?ms=Ash&n=0&page=000.a
https://www.dantecommedia.it/?ms=Ash&n=1&page=000.b1.r
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though other pages are very clean and clear, as at Par. ii 70-141 (f. 70v): 
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The last two pages of the codex, including the one which contains the date 

(104r, see below), have been damaged by water. 

Page Size 

320 mm x 230 mm approximately 

Format 

Two columns, not always perfectly aligned; indeed the copyist seems at times to 

have difficulty writing in straight lines:   

https://www.dantecommedia.it/?ms=Ash&n=209&page=104r
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Inf. v 76-81 (f. 5v) 

Twelve terzine per column. A detailed account of the mise en page is given in 

Pomaro Appunti 317. 

Collation 

1-812 12, 98 

Catchwords at the end of every gathering, as seen here:   

 

(f. 12v) 

The folios are numbered in the top right-hand corner in a combination of old 

and modern hands, in ink and pencil, as follows: 1-10 in ink in an old hand in 

Arabic numerals; xi-xiii in Roman numerals in ink in an old hand; 14-103 in 

pencil in a modern hand; 104 in a modern hand in ink. 

Hands 

A single hand (the ɻ hand) copies the text of the Commedia in littera textualis 

ȒȴɆńǔȏǃƦŬƦĚãɠãȸȕɒɝãɝĴƦŬŬńȽńǝɠɝƞãǝĴɝȒɠƞńɝĒɝƞãǝĴȕɝĚǭȏƦńɆɝnãĚǭȏǭɝĴƦɝFãǝɠńȸɆ Capitolo, 

also in littera textualis ȒȴɆńǔȏǃƦŬƦĚãɠãȸȕțɝ­ǭǔãȽǭ Appunti 322-24 analyses the ɻ 
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ƞãǝĴɝƦǝɝĴńɠãƦǃɝãǝĴɝǝǭɠńɆįɝȴƦǃɝĚǭȏƦɆɠãɝĴńǃǃńɝɠȽńɝĚãǝɠƦĚƞńɝŐɝindubbiamente lo stesso, 

ma parrebbe intercorrere un certo intervallo di tempo tra la stesura del 

ȴǔãȽɠǭȽƦãɠǭȸ Inferno ńɝȤɾńǃǃãɝĴńǃǃńɝãǃɠȽńɝĴɾńɝĚãǝɠƦĚƞńțȸɝ^ãǝĴɝĒɝãĴĴɆɝɆǭǔńɝȽɾĎȽƦĚɆɝ

to the Commedia and systematically corrects the text of the poem, as here:  

   

Purg. vii 130-36 (f. 41v) 

where lines 132-ɰɰɝãȽńɝƦǝɝƞãǝĴɝĒțɝ»ƞńɝɠ ǭɝƞãǝĴɆɝƞã ńɝĴƦŬŬńȽńǝɠɝɆȏńǃǃƦǝƈɝƞãĎƦɠs, 

analysed by Franceschini Stratigrafia 285. The frequent use of etymological or 

pseudo-etymological spellings in ɻ, reflected in forms like fregdo and cictà , and 

the learned (or pseudo-learned) spellings of Greek names suggest the Commedia 

scribe belonged to an ambiente scolastico, more likely religious than lay; the same 

conclusion is reached by Pomaro Appunti on the basis of her palaeographic 

analysis. The Latin glosses (with some vernacular elements) found especially in 

Purgatorio would confirm this if they are by the ɻ hand, as Pomaro believes, but 

the matter is disputed. (Taiti in Boschi Rotiroti-Savino Nel cantiere 310 

ĚǭǝɆƦĴńȽɆɝãǃǃɝɠƞńɝǔãȽƈƦǝãǃɝãǝĴɝƦǝɠńȽǃƦǝńãȽɝƦǝɠńȽ ńǝɠƦǭǝɆɝɠǭɝĎńɝǃãɠńɝȸɰ ɝãǝĴɝ

ȸƄ ț111) Other hands which cannot be identified also make small corrections to 

the text, including the addition of three omitted lines at Inf. xix 111-113. 

 
111 Franceschini Stratigrafia 303-4 discusses the character of these glosses. 
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Linguistic character 

Western Tuscan, specifically Pisan, most strikingly apparent in forms like 

lodarebbe, spendare, serebbe, cului, segondo, nosso, mostato, miee, du, siemo, viddi, 

ogosto. Franceschini Stratigrafia 305 offers a minutely detailed analysis, 

ɆɾǔǔãȽƦɆƦǝƈɝɠƞńɝĴƦɆɠƦǝƈɾƦɆƞƦǝƈɝǃƦǝƈɾƦɆɠƦĚɝŬńãɠɾȽńɆɝǭŬɝɠƞńɝɠ ǭɝƞãǝĴɆɝɠƞɾɆįɝȴcǃɝ

copista della Commedia, dotato di una certa cultura, si rivela come un pisano 

(forse con qualche influenza volterrana) che cerca di esercitare sui tratti più 

marcatamente tosco-occidentali il massimo controllo. Al contrario il copista del 

Capitolo, di altro ambiente culturale, come suggeriscono anche le sue scelte 

grafiche, conferisce al testo una veste francamente tosco-occidentale (mentre 

ɾǃɠńȽƦǭȽƦɝƦǝɠńȽ ńǝɠƦɝĴƦɝȽń ƦɆƦǭǝńɝĴńǃɝȏǭńǔãɝ ãǝǝǭɝƦǝɝɆńǝɆǭɝŬƦǭȽńǝɠƦǝƦ ãǝɠńɝțțțɝȕȸțɝ

Franceschini notes also some Northern linguistic features which a Pisan scribe 

would not have introduced into the text and which he must have inherited from 

his exemplar. The distribution of the varying forms sança-sença-sensa ȴŬãɝȏńǝɆãȽńɝ

che il copista, dopo aver cercato di seguire il tipo fiorentino, probabilmente 

presente nel suo modello, abbia ceduto al tipo tosco-occidentale ... per 

ȽƦȏȽńǝĴńȽńɝ ȏńȽǹıɝ ȏȽǭĎãĎƦǃǔńǝɠńɝ Ĵǭȏǭɝ ɾǝȸƦǝɠńȽȽɾ Ʀǭǝńɝ ńȽɆǭɝ ǃãɝ ǔńɠöɝ Ĵńǃ 

PurgatorioıɝĴƦɝǝɾǭ ǭɝĚǭǃɝɠƦȏǭɝŬƦǭȽńǝɠƦǝǭȸɝȒɹǥ ȕțɝWȽãǝĚńɆĚƞƦǝƦȸɆɝãǝãǃ ɆƦɆɝǭŬɝɠƞńɝ

linguistic character of the Capitolo ĚǭǝĚǃɾĴńɆɝɠƞãɠɝƦɠɝƞãɆɝȴɾǝã facies sicuramente 

ȏƦɆãǝãɝǭɝǃɾĚĚƞńɆńɝńɝŬǭȽɆńɝȏƦɾɠɠǭɆɠǭɝȏƦɆãǝãɝĚƞńɝǃɾĚĚƞńɆńȸɝȒɹŒƄȕț 

We can note that characteristic Western Tuscan forms are preserved even in 

rhyme, as at Inf. xxix 56-58-60: iustiça-tristiça-maliça and Par. xxxi 101-103-

105: graça-croaça-saça. 

Illumination 

Decorated capital letters at the beginning of each cantica, those for Purgatorio 

and Paradiso much more technically accomplished than the rather clumsy initial 

N of Inferno: 
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Smaller decorated initials in red and blue at the beginning of each canto; 

alternating red and blue paraph markers at the beginning of each terzina. 

Rubrics 

The space for rubrics was initially left blank, and remains blank for much of the 

text, apart from the opening cantos of Inferno (i-vi), where rubrics were added 

Ď ɝɠƞńɝĒɝƞãǝĴıɝɾɆɾãǃǃ ɝƦǝɝɠƞńɝɆƞǭȽɠɝrãɠƦǝɝŬǭȽǔıɝãɆɝƞńȽńįɝ  

 

Inf. ii Initial Rubric 

The same hand adds rubrics at Inf. xiv, xv, xvii and xxvi. Where there are no 

rubrics, the canto number is visible, often though not always twice, i.e. in 

Roman and Arabic numerals, with the Roman numeral above or alongside the 

Arabic one, as at Inf. vii 1 (f. 6v):  

    

and Inf. viii 1 (f. 7v): 
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Pomaro Appunti offers a detailed account of the decorative dimension of the 

codex and its attribution to various hands. 

Date 

The manuscript Ś ƿǝǭ ǝɝŬǭȽɝɠƞƦɆɝȽńãɆǭǝɝãɆɝȴǃȸ ǝɠƦĚƞƦɆɆƦǔǭȸɝŚ bears the words 

dogosto MCCCXXXV (August 1335) in red alongside the third line on f. 104r 

(another version: 104r alternative). 

The form ogosto for agosto, found also at Purg. v 39, is the normal Western 

Tuscan form (Castellani Grammatica 292).112 If, as seems likely, this date is in 

stile pisano (whereby the year begins on the 25th March preceding the usual new 

year), the actual date recorded here is August 1334. If this date is accurate, and 

not simply copied passively from an antigrafo, then Ash is older than the oldest 

securely-dated surviving manuscript, the Landiano (La) of 1336. 

However the reliability of this date has often been called into question, most 

recently by Savino vɈèʍɰǻƓɍèŷǻɭ Ʊɍɰʍale 7, who dates the ɻ ƞãǝĴɝãɆɝǔƦĴɝȸɰ ıɝãɆɝ

does Boschi Rotiroti Codicologia 17-18.113 Petrocchi Introduzione 59 accepted 

the date as authentic114, and it has recently been defended on palaeographic 

grounds by Pomaro Appunti.115 Since the date follows the Capitolo, and is in the 

ĒɝƞãǝĴıɝɠƞńɝĴãɠƦǝƈɝǭŬɝɠƞń Commedia Ʀǝɝ­ǭǔãȽǭȸɆɝ Ʀń ɝ ƦǃǃɝĎńɝĎńŬǭȽńɝɠƞƦɆıɝ

arguably in the early 1330s. 

 
112 ȴ ɝ­ƦɆãıɝrɾĚĚãɝńɝ­ƦɆɠǭƦãıɝɆƦɝƞãɝɆńǔȏȽńɝǭɝȤɾãɆƦɝɆńǔȏȽńɝogosto in luogo di agosto ... Si potrebbe supporre ... 

che questo ogosto occidentale venga per via diretta dal lat. Class. AUGUSTUS; ma appare tutto sommato 

ȏƦʭɝȏȽǭĎãĎƦǃńɝĚƞȸńɆɆǭɝĚǭǝɠƦǝɾƦɝțțțɝƦǃɝǃãɠțɝ ǭǃƈțɝĊ XÃµ»ÃµıɝńɝĚƞńɝǃãɝo iniziale sia dovuta ad assimilazione alla 

ǭĚãǃńɝɠǭǝƦĚãțȸ 

113 See also Boschi Rotiroti-Savino Nel cantiere 309-314, where the documentation on Ash, as noted, is by 

Antonella Taiti. 

114 See further bibliography on the question cited there. 

115 See also Bertelli HŏǫɰɍǻɭǑɈǻŷŷƱĥƱǫè 84 n. 23. 

https://www.dantecommedia.it/?ms=Ash&n=209&page=104r
https://www.dantecommedia.it/?ms=Ash&n=210&page=104rb
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Provenance 

The codex came to the Biblioteca Medicea Laurenziana as part of the 

Ashburnham collection acquired by the Italian government in the late 

nineteenth century. Previously it had belonged to Guglielmo Libri, and before 

that to Giovan Lorenzo Pucci. See Pomaro Appunti 319-21 for a full account. 

Select Bibliography 

Petrocchi Introduzione 59-60; Roddewig Commedia-Handschriften 73; Castellani 

Dialetti 287-348; Boschi Rotiroti Codicologia 17-18, 120, 127; Taiti Ashburnham 

828 in Boschi Rotiroti-Savino Nel cantiere 309-14; Savino vɈèʍɰǻƓɍèŷǻɭ ƱɍɰʍèǑŏ 

1099-1127; Franceschini Stratigrafia; Pomaro Appunti 317-30; Romanini 

Manoscritti 49-60. Further bibliography relating to earlier studies can be found 

in Roddewig Commedia-Handschriften and Pomaro Appunti. 
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Witness descriptions: Ham 

Name and Location 

Berlin, Staatsbibliothek zu Berlin Preußischer Kulturbesitz 

Ms. Hamilton 203 (Roddewig n. 15) 

Contents 

The Commedia: 

¶ Inferno ff. 1r - 32v 

¶ Purgatorio ff. 33r - 64v 

¶ ff. 65r - 65v blank 

¶ Paradiso ff. 66r - 98v 

¶ ff. 99r - 99v blank 

¶ JãĚǭȏǭɝĴƦɝFãǝɠńȸɆɝCapitolo ff. 100r - 101r. Click on the folio numbers 

to see images of the Capitolo 100r, 100v, 101r. 

¶ f. 101v contains an index: the number and first line of each canto are 

set out in three columns (Inf. 19 was inadvertently omitted and added in the 

left hand margin, so there are three columns of 33 lines). Click on the folio 

number 101v to see this folio. 

The text of the poem is complete but there are occasional missing and added 

lines (see Ham Transcription Notes for a list). Vernacular glosses fill the margins 

of folios 1r-2r. These glosses are transcribed by Auerbach Die Randglossen; their 

linguistic character is analysed by Franceschini Un codice, who also discusses the 

content of the glosses in relation to the early commentary tradition, and rejects 

the attribution to Bosone da Gubbio advanced by Roddewig Commedia-

Handschriften. 

https://www.dantecommedia.it/?ms=Ham&n=134&page=65r
https://www.dantecommedia.it/?ms=Ham&n=135&page=65v
https://www.dantecommedia.it/?ms=Ham&n=202&page=99r
https://www.dantecommedia.it/?ms=Ham&n=203&page=99v
https://www.dantecommedia.it/?ms=Ham&n=204&page=100r
https://www.dantecommedia.it/?ms=Ham&n=205&page=100v
https://www.dantecommedia.it/?ms=Ham&n=206&page=101r
https://www.dantecommedia.it/?ms=Ham&n=207&page=101v
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Binding 

Modern binding, wooden panels and leather spine; shelf mark Ms Ham 203 on 

a red leather patch. The remains of the original binding (the spine only: brown 

leather with gold tooling plus two red leather patches with shelf mark and 

description) are glued to the inside of the front cover. Two guard pages at the 

front, one vellum, the other paper; the same in reverse at the end, one paper 

and one vellum. A label on the inside of the back cover records the date Ś 1.11.72 

Ś when the manuscript was rebound. Click on the links to see these images: 

front cover, inside front cover, back cover, inside back cover, guard page 

parchment inside front cover recto, guard page parchment inside front cover 

verso, guard page paper inside front cover recto, guard page paper inside front 

cover verso, guard page paper inside back cover recto, guard page paper inside 

back cover verso, guard page parchment inside back cover recto, guard page 

parchment inside back cover verso. 

Materials 

Parchment, of rather coarse quality; the pages are almost never completely flat 

and are quite dark in colour in places, as in the bottom right-hand corner of f. 

3r: 

https://www.dantecommedia.it/?ms=Ham&n=0&page=HammB1
https://www.dantecommedia.it/?ms=Ham&n=1&page=HammB2
https://www.dantecommedia.it/?ms=Ham&n=213&page=HammB3
https://www.dantecommedia.it/?ms=Ham&n=212&page=HammB4
https://www.dantecommedia.it/?ms=Ham&n=2&page=HammG1r
https://www.dantecommedia.it/?ms=Ham&n=2&page=HammG1r
https://www.dantecommedia.it/?ms=Ham&n=3&page=HammG1v
https://www.dantecommedia.it/?ms=Ham&n=3&page=HammG1v
https://www.dantecommedia.it/?ms=Ham&n=4&page=HammG2r
https://www.dantecommedia.it/?ms=Ham&n=5&page=HammG2v
https://www.dantecommedia.it/?ms=Ham&n=5&page=HammG2v
https://www.dantecommedia.it/?ms=Ham&n=208&page=HammG3r
https://www.dantecommedia.it/?ms=Ham&n=209&page=HammG3v
https://www.dantecommedia.it/?ms=Ham&n=209&page=HammG3v
https://www.dantecommedia.it/?ms=Ham&n=210&page=HammG4r
https://www.dantecommedia.it/?ms=Ham&n=211&page=HammG4v
https://www.dantecommedia.it/?ms=Ham&n=211&page=HammG4v
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Inf. iii 87-110 

Page Size 

355 mm x 256 mm 

Format 

Two columns of text, normally 13 terzine, i.e. 39 lines, per column: in the early 

cantos the scribe does not mind splitting the terzina across a column break or a 

page break, but later he tends to avoid doing so. Generous margins, especially 

the lower margin; as noted, a vernacular commentary fills this space on ff. 1r - 

2r, stopping at Inf. ii 52. 

Collation 

1-88; a single folio; 9-128; 134 
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Old numbering is visible in ink in the extreme top right hand corner of the 

page; slightly below this there is larger modern numbering in pencil:   

  (f. 64r) 

The numbers run parallel until 64, then blank f. 65 has modern numbering only; 

the old numbering continues on the next folio from 65 on while the modern 

numbering is now from 66 on (so from this point on the old and new numbering 

are out of kilter by one). 

  (f. 69r) 

We follow the modern numbering for the screen images. The blank f. 65 which 

comes between the end of Purgatorio and the beginning of Paradiso (its hair side 

too discoloured to write on and its flesh side also marked and stained) is an extra 

first page attached to the ninth gathering but not part of it, which seems to have 

been added at the time of the original binding. Click on the folio numbers 65r 

65v to see these folios. 

Gatherings are numbered 1-13 in pencil in the top left hand corner in a modern 

hand (the numbers presumably added at the time the manuscript was rebound). 

There are catchwords in the centre of the lower margin at the very bottom of 

the page (pace Boschi Rotiroti): for example, at the base of fol. 16v: 

  

https://www.dantecommedia.it/?ms=Ham&n=134&page=65r
https://www.dantecommedia.it/?ms=Ham&n=135&page=65v
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Hands 

Littera textualis ȒȴɆńǔȏǃƦŬƦĚãɠãȸȕțɝ ĚĚǭȽĴƦǝƈɝɠǭɝãɝǝǭɠńɝǭǝɝŬțɝǥŒ ɝãȏȏńǝĴńĴɝãŬɠńȽɝɠƞńɝ

explicit in a different hand the copyist is Tommaso, son of a merchant from 

Lucca, who copied the poem in the first six months of 1347 in Pisa, and who 

died of the plague aged 19 a year later: 

iste liber scrissit tomazus olim filius petri benecti ciui et mercatori lucano 

anno natiuitatis domini MCCCXLVII in primis Sex mensibus de dicto anno 

in ciuitate pisana in ĚǭǝɠȽçɠãɝĴicta carraia di san gilio 

Et tomasius suprascriptus obit anno Mortalitatis MCCCXLVIII de mense Julii in ciuitate 

lucana et sepultus fuis in eclezia sancti agustini 

Cuius anima in pace Requiescat Erat Iuuenis de annis xviiiio multum 

discretum et sapientem 

(f. 98v) 

This single attribution, accepted by Petrocchi Introduzione 9 and more recently 

by Boschi Rotiroti Codicologia 72, 101 and 109 n. 8, has been called into 

question. Roddewig Commedia-Handschriften 9 sees two hands, the second hand 

operating from f. 53v onwards; Armando Petrucci thinks there may be more 

than two copyists for the Commedia, while the hand which does the glosses on 

the opening pages is a different one again, though of the same date.116 Occasional 

discrepancies in the physical layout of the text might be thought to support the 

idea that perhaps more than one copyist is involved. Very strikingly for a 

transcriber who has worked methodically through the text, every line finishes 

 
116 ­ńɠȽɾĚĚƦȸɆɝǭȏƦǝƦǭǝɝƦɆɝȽńȏǭȽɠńĴɝĎ ɝWȽãǝĚńɆĚƞƦǝƦɝUn codice 134. Roddewig believed the glosses to be in 

the hand of Tommaso Benetti. 
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with a punto from the beginning of the text until f. 48v (the end of a gathering), 

as seen clearly here: 

 

Purg. xviii 1-9 (f. 48v) 

From this point on they are not used, but instead are replaced either by a faint 

virgula suspensiva (/) or occasionally by nothing at all. 

 

Purg. xviii 10-18 (f. 49r) 
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There is no punctuation in this manuscript apart from these metrical markers 

at the end of lines, and the use of the punto mid-line to separate letters in 

Paradiso xviii at lines 78, 94 and 98:   

 

We have not included these punti in the transcription. On the Benetti family 

from Lucca and their connections with Pisa, see Franceschini Un codice 133-34. 

Linguistic character 

Western Tuscan, as reflected in forms like magressa, bellessa, quaçi, corteçe, pogho, 

autro, moveanno, areben, viddi, paraula, servaggia; see Castellani Dialetti toscani 

occidentali, in his Grammatica 287-348. Franceschini Un codice gives a detailed 

ãǝãǃ ɆƦɆɝǭŬɝɠƞńɝǃƦǝƈɾƦɆɠƦĚɝŬńãɠɾȽńɆɝǭŬɝɠƞńɝĚǭĴń ıɝƦǃǃɾɆɠȽãɠƦǝƈɝȴãɆȏńɠɠƦɝɆãǃƦńǝɠƦɝĴńǃɝ

pisano e del lɾĚĚƞńɆńɝãǝɠƦĚƞƦȸıɝ ƦɠƞɝãǔȏǃńɝĎƦĎǃƦǭƈȽãȏƞ țɝ ɝĚǭǔȏãȽƦɆǭǝɝǭŬɝɠƞńɝ

language of the text of the poem in the opening pages compared with the 

ǃãǝƈɾãƈńɝǭŬɝɠƞńɝƈǃǭɆɆńɆɝƦǝɝɠƞǭɆńɝɆãǔńɝȏãƈńɆɝȽń ńãǃɆɝɠƞãɠįɝȴǝńǃǃńɝȏȽƦǔńɝĴɾńɝĚãȽɠńɝ

di Ham il testo della Commedia e le relative glosse, se pure attribuibili a mani 

distinte, rinviano ad una medesima situazione linguistica tosco-occidentale, di 

ǭȽƦńǝɠãǔńǝɠǭɝȏȽń ãǃńǝɠńǔńǝɠńɝǃɾĚĚƞńɆńɝǔãɝĚǭǝɝɆƦƈǝƦŬƦĚãɠƦ ƦɝȏƦɆãǝƦɆǔƦȸɝȒȀƄ ȕțɝ ǝɝ

analysis of these characteristics across the three cantiche reveals that the 

Western Tuscan character of the language becomes slightly more attenuated as 

ɠƞńɝȏǭńǔɝĚǭǝɠƦǝɾńɆįɝȴµƦɝŬãɝã ãǝɠƦɝĚƦǭŐɝǃãɝɠńǝĴńǝ ãɝãɝɾǝɝǔãƈƈƦǭȽɝȽƦɆȏńɠɠǭɝĴńƦɝ

caratteri originari del testo dantesco, o comunque della norma fiorentina, ed i 

tratti tosco-ǭĚĚƦĴńǝɠãǃƦɝĴƦ ńǝɠãǝǭɝȏƦʭɝȽãȽƦțȸɝWȽãǝĚńɆĚƞƦǝƦɝĚǭǝĚǃɾĴńɆįɝȴƦǃɝĚǭĴƦĚńɝǝńǃɝ

ɆɾǭɝĚǭǔȏǃńɆɆǭɝȽƦɆɾǃɠãɝɆĚȽƦɠɠǭɝĴãɝǃɾĚĚƞńɆƦɝãȏńȽɠƦɝ ãȽƦãĎƦǃǔńǝɠńɝãĴɝƦǝŬǃɾɆɆƦɝȏƦɆãǝƦȸɝ

(142). The linguistic analysis of the codex is further developed in Franceschini 

Stratigrafia, where it is compared with ms. Ash, also copied in Western Tuscany. 

As with Ash, characteristic Western Tuscan forms are preserved even in rhyme, 

as at Inf. i 50-52-54: magressa-gravessa-altessa. Franceschini points out that even 
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the Latin note which names the copyist, cited above, reflects these linguistic 

characteristics in the forms tomazus, eclezia and agustini. 

Illumination 

The initials of each cantica contain a miniature: 

       

Rubrics 

Rubrics (substantially type a as in Petrocchi EN) are in red, initial letters of 

cantos are alternately blue with red decoration and red with blue decoration 

(occasionally the sequence is broken and there are two consecutive red or blue 

initials); the capital letter may be 3, 4, 5, 6 or even 8 (Par. xxxi) lines deep. The 

initial letter of each terzina is filled in yellow. Under or alongside the rubrics the 

canto number is often visible in tiny figures in the ink of the text. These 

numbers have not been transcribed. The guide letter for the rubricator is also 

often visible and has not been transcribed. Both are visible, for example, at the 

opening of Inf. xv: 
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Here the guide letter o and the number 15 are visible. 

The rubrics were added after the text and the ornamental capitals, as is seen 

clearly at Purg. xxxii, where insufficient space was left and the end of the rubric 

is squeezed into the margin: 

 

Purg. xxxii (rubric and lines 1-6, f. 62v) 

At Par. xvii the rubricator avoids overwriting the decorative flourish on the 

capital Q with which the canto begins, just as the capital Q itself avoids 

overwriting the p of padri in line 3: 
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Par. xvii (rubric and lines 1-6, f. 81v) 

There is an even more striking case of this last phenomenon at Inf. vii where 

the D of Disse is inside the vertical stroke of the capital P and the rubricator has 

carefully avoided colouring over it:  

 

Inf. vii (rubric and lines 1-6) 
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Date 

As noted under Hands, the manuscript was copied in 1347. 

Provenance 

The codex formed part of the collection of the Duke of Hamilton which was 

acquired by the Preußischer Staatsbibliothek in Berlin in 1882. Its earlier history 

is summarised by Petrocchi Introduzione 68 and Roddewig Commedia-

Handschriften 9; its history during and after the second world war and its 

eventual housing in the new Staatsbibliothek zu Berlin Preußischer Kulturbesitz 

(along with other Hamilton mss.) is reconstructed by Staccioli Sul Ms. Hamilton 

67 28-30. A useful summary is given in Franceschini Un codice 132. 

Select Bibliography 

Petrocchi Introduzione 68-69; Biadene I manoscritti 326-27; Auerbach Die 

Randglossen 45-50; Wiese Handschriften 45-46; Roddewig Commedia-

Handschriften 9-10; Staccioli Sul Ms. Hamilton 67 28-29; Castellani Dialetti 287-

348; Franceschini Un codice 131-42; Boschi Rotiroti Codicologia; Franceschini 

Stratigrafia 281-315. Further bibliography relating to earlier studies can be 

found in Petrocchi Introduzione and Franceschini Un codice and Stratigrafia.  
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Witness descriptions: LauSC 

Name and Location 

Florence, Biblioteca Medicea Laurenziana 

Ms. Plut. 26 sin. 1 (Roddewig n. 92) 

Contents 

The Commedia: 

¶ Inferno ff. 1r - 68v 

¶ Purgatorio ff. 69r - 134v 

¶ Paradiso ff. 135r - 200v 

¶ a note about the copyist, Filippo Villani f. 201r (f. 201v is blank) 

¶ nãĚǭȏǭȸɆɝCapitolo (misattributed in the top right-hand margin to Piero 

di Dante) ff. 202r - 204r 

¶ Bosone dãɝXɾĎĎƦǭȸɆɝCapitolo ff. 204v - 206v 

¶ -ǭĚĚãĚĚƦǭȸɆɝargomenti in terza rima ff. 207r - 214v 

.ǃƦĚƿɝǭǝɝɠƞńɝŬǭǃƦǭɝǝɾǔĎńȽɝɠǭɝɆńńɝɠƞńɝŬǭǃƦǭɆɝ ƞƦĚƞɝĚǭǝɠãƦǝɝnãĚǭȏǭȸɆ Capitolo: 

202r, 202v, 203r, 203v, 204rɒɝ-ǭɆǭǝńȸɆɝCapitolo: 204v, 205r, 205v, 206r, 206v; 

-ǭĚĚãĚĚƦǭȸɆɝargomenti: 207r, 207v, 208r, 208v, 209r, 209v, 210r, 210v, 211r, 211v, 

212r, 212v, 213r, 213v, 214r, 214v. 

Binding 

Wooden boards with brown leather spine; one modern paper guard page at the 

beginning (A), followed by five old paper guard pages numbered I-V, the first 

of which has the ms. sigil in pencil (I; II -V are blank), and a sixth guard page of 

parchment (VI); on the verso (VIv) of this parchment folio is pasted a printed 

notice about the transfer of the manuscript to the Biblioteca Laurenziana; three 

old paper guard pages at the end, of which the first contains the note and date 

https://www.dantecommedia.it/?ms=LauSC&n=406&page=202r
https://www.dantecommedia.it/?ms=LauSC&n=407&page=202v
https://www.dantecommedia.it/?ms=LauSC&n=408&page=203r
https://www.dantecommedia.it/?ms=LauSC&n=409&page=203v
https://www.dantecommedia.it/?ms=LauSC&n=410&page=204r
https://www.dantecommedia.it/?ms=LauSC&n=411&page=204v
https://www.dantecommedia.it/?ms=LauSC&n=412&page=205r
https://www.dantecommedia.it/?ms=LauSC&n=413&page=205v
https://www.dantecommedia.it/?ms=LauSC&n=414&page=206r
https://www.dantecommedia.it/?ms=LauSC&n=415&page=206v
https://www.dantecommedia.it/?ms=LauSC&n=416&page=207r
https://www.dantecommedia.it/?ms=LauSC&n=417&page=207v
https://www.dantecommedia.it/?ms=LauSC&n=418&page=208r
https://www.dantecommedia.it/?ms=LauSC&n=419&page=208v
https://www.dantecommedia.it/?ms=LauSC&n=420&page=209r
https://www.dantecommedia.it/?ms=LauSC&n=421&page=209v
https://www.dantecommedia.it/?ms=LauSC&n=422&page=210r
https://www.dantecommedia.it/?ms=LauSC&n=423&page=210v
https://www.dantecommedia.it/?ms=LauSC&n=424&page=211r
https://www.dantecommedia.it/?ms=LauSC&n=425&page=211v
https://www.dantecommedia.it/?ms=LauSC&n=426&page=212r
https://www.dantecommedia.it/?ms=LauSC&n=427&page=212v
https://www.dantecommedia.it/?ms=LauSC&n=428&page=213r
https://www.dantecommedia.it/?ms=LauSC&n=429&page=213v
https://www.dantecommedia.it/?ms=LauSC&n=430&page=214r
https://www.dantecommedia.it/?ms=LauSC&n=431&page=214v
https://www.dantecommedia.it/?ms=LauSC&n=0&page=b
https://www.dantecommedia.it/index.html?ms=LauSC&n=1&page=c
https://www.dantecommedia.it/index.html?ms=LauSC&n=2&page=d
https://www.dantecommedia.it/index.html?ms=LauSC&n=3&page=dv
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reproduced below under Date, followed by a fourth modern paper guard page 

(B). On the spine: DANTE. LA DIVINA COMMEDIA. 

Materials 

Paper; Pomaro Analisi codicologica 1066-67 describes in detail the griffin water 

mark, and concludes that it is closest in size and shape, but without being 

ƦĴńǝɠƦĚãǃıɝ ɠǭɝ -ȽƦȤɾńɠȸɆɝ ǝțɝ ɔƄſɔɝ Ȓµã ǭƦãıɝ ȀƄ Ȁ-1403). See also Bertelli La 

«Commedia» 48 n. 45. 

Page Size 

365 mm x 260 mm 

Format 

Each canto occupies two folios or four pages, so a new canto always begins on a 

recto page. With shorter cantos some blank space remains at the bottom of the 

fourth page. Twice this space is filled by a brief commentary on the canto in 

ÏƦǃǃãǝƦȸɆɝƞãǝĴıɝãɠ Inf. vi (f. 12v) and Inf. xi (f. 22v). Transcriptions of this material 

can be found in Marchesini Due mss. autografi 387-88. Pomaro Analisi 

codicologica Ȁ əəɝ ãȏɠǃ ɝ ǝǭɠńɆɝ ȴɾǝãɝ ĚńȽɠãɝ Ȥɾãǃɝ ɆĚǭǔȏǃńɠń ãɝ Ʀǝɝ ɾǝɝ ǃã ǭȽǭıɝ

preventivato probabilmente in modo più complesso (forse con organici 

ãȽƈǭǔńǝɠƦɝãĴɝãȏńȽɠɾȽãɝĴńƦɝĚãǝɠƦȕȸț 

Collation 

1-1712, 1810 

A note at the end of Par. xvii (f. 168v) shows that at some point in its early 

history a gathering was bound out of sequence: Qui mancano sei capitoli. Va nella 

fine et troveragli. (The reference to six missing capitoli or cantos corresponds 

exactly to one gathering of 24 pages.) A later note states that the mistake has 

been rectified: Noncci manca niente; seguita: Gia si godea solo del suo verbo. This 

ɆńĚǭǝĴɝǝǭɠńɝƦɆɝĎ ɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦɝȒɆńńɝĎńǃǭ ȕɒɝãɆɝĚɾȽȽńǝɠǃ ɝĎǭɾǝĴɝɠƞńɝ
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gatherings are in the correct order. On the lower portion of this page, 

reproduced here, the four hands described below are all clearly visible: 

 

Par. xvii 133 

The pages are numbered in the top right-hand corner in ink, in an old hand 

from 1-12, then in a smaller modern hand from 13 on. There are no catchwords. 

Hands 

Three hands can be clearly distinguished, of which the first and the third belong 

to known individuals. A fourth hand, also identifiable, has added several 

important brief notes, including the one about the restored order of the 

gatherings on f. 168v reproduced above. 

i. The first hand, which copies the text in littera textualis ȒȴɆńǔȏǃƦŬƦĚãɠãȸȕıɝƦɆɝɠƞãɠɝ

of Filippo Villani, as is stated on f. 201r: 

Questo libro fu scripto per mano di messer 

Phylippo villani il quale in firenze in 

publiche scuole molti anni gloriosa 

mente con expositione litterali allgorice 



Table of Contents 

153  

anagice et morali lesse il predetto 

et sue expositioni a molti sono conmunicate 

Fu el detto Messer philippo villani Canccelliere del Comune 

di perugia piu et piu anni Sicome appare In molte sue 

epistole Scritte a diuerse persone 

  

(See also an image of the whole page 201r.) 

This note, whose accuracy is no longer doubted,117 is by Tedaldo della Casa (see 

iƦƦțɝĎńǃǭ ȕɒɝɠƞńɝŬƦǝãǃɝɆńǝɠńǝĚńɝƦɆɝĎ ɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦɝȒɆńńɝƦ țɝĎńǃǭ ȕțɝ ǃɆǭɝƦǝɝ

ÏƦǃǃãǝƦȸɆɝƞãǝĴɝãȽńɝɠƞńɝɠ ǭɝĎȽƦńŬɝȏãɆɆãƈńɆɝǭŬɝĚǭǔǔńǝɠãȽ ɝ ƞƦĚƞıɝãɆɝǝǭɠńĴıɝŬƦǃǃɝɠƞńɝ

blank spaces left at the end of two cantos in Inferno (vi and xi), and a few 

marginal notes and variants, some of them subsequently erased.118 

ÏƦǃǃãǝƦȸɆɝãĚɠƦ Ʀɠ ɝãɆɝãǝɝńǝɠƞɾɆƦãɆɠƦĚɝȏȽǭǔǭɠńȽɝǭŬɝFãǝɠńɝɆɠɾĴƦńɆɝƦɆɝȽńŬǃńĚɠńĴɝǝǭɠɝ

just in the public lectures referred to in this note, and the scribal and editorial 

activity reflected in this codex, but also in the composition of a commentary on 

 
117 The attribution to Villani, although disputed by Batines and Witte in the nineteenth century, was 

vindicated definitively by Marchesini Due mss. Autografi. 

118 Marchesini Due mss. autografi 386 n. 2 lists three cases: Par. xiii 61; Par. xviii 123; Par. xix 135; see 

also p. 387 n. 1. 

https://www.dantecommedia.it/?ms=LauSC&n=404&page=201r
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the first canto of the Commedia.119 In a letter to his friend Coluccio Salutati 

ÏƦǃǃãǝƦɝĴńɆĚȽƦĎńĴɝƞƦǔɆńǃŬɝãɆɝȴƦǝĚǭǝɠńǝɠãĎƦǃńɝĴńǃǃńɝĚǭɆńɝɆɾńɝŬƦǝǭɝãǃǃȸńĚĚńɆɆǭȸıɝãǝĴɝ

something of that personality is perhaps detectable in ms. LauSC. 

ii. The second hand is that of the unidentified reviser who subjected the whole 

text to a thorough checking and correction. We will return to his contribution 

in detail shortly. 

iii. The third hand is that of Tedaldo deǃǃãɝ.ãɆãıɝãɝŬȽƦńǝĴɝǭŬɝÏƦǃǃãǝƦȸɆɝãǝĴɝǭ ǝńȽɝ

of the codex, whose identification of it as a Villani autograph we have just 

examined. The codex was probably given to him by Villani, who is known to 

have given him other books. Fra Tedaldo is responsible for everything added in 

red ink: the rubrics, the explicit at the end of each canto, the strokes through 

the initial letter of each tercet (all added after the work of the unknown reviser). 

Pomaro Analisi codicologica Ȁ əɔɝĚǭǔǔńǝɠɆɝǭǝɝɠƞńɝȴǭȽǔãƦɝã ãǝ ãɠǭɝƈȽãĴǭɝĴƦɝ

ƦǝĚãȏãĚƦɠöɝƈȽãŬƦĚãȸɝƦǝɝWȽãɝ»ńĴãǃĴǭȸɆɝãĴĴƦɠƦǭǝɆıɝ ƞƦĚƞɝɆƞńɝãɠɠȽƦĎɾɠńɆɝɠǭɝƞƦɆɝ

ãĴ ãǝĚńĴɝãƈńɝãɠɝɠƞńɝɠƦǔńɝǭŬɝ ȽƦɠƦǝƈıɝȏȽǭĎãĎǃ ɝãŬɠńȽɝÏƦǃǃãǝƦȸɆɝĴńãɠƞț120 This is a 

convincing explanation of what might otherwise seem to be merely rather 

slapdash execution of the rubrics and explicits, as here: 

   

Purg. xiii initial rubric 

There are some inconsistencies in the explicit formula used, with the title of the 

cantica oscillating between Latin and Italian: thus Explicit canto terzo inferni but 

Explicit canto iii purgatorio. On one page (f. 132v) the red strokes through the 

capital letters of each terzina are missing, presumably through an oversight. Fra 
 

119F. Villani, Expositio seu Comentum super «Comedia» Dantis Allegherii, a cura di S. Bellomo, Firenze, Le 

Lettere, 1989; see Francesco Mazzoni, La critica dantesca nel secolo XIV, in «Cultura e Scuola», 13-14, 

1965, 289-90 and 296-97. 

120 ȴWȽãɝ»ńĴãǃĴǭɝțțțɝȏńȽɝń ƦĴńǝɠƦɆɆƦǔńɝ ãǃɾɠã ƦǭǝƦɝȏãǃńǭƈȽãŬƦĚƞńıɝĴń ńɝã ńȽɝãŬŬȽǭǝɠãɠǭɝȤɾńɆɠã fatica dantesca 

ȏȽǭȏȽƦǭɝǝńƈǃƦɝɾǃɠƦǔƦɝãǝǝƦɝĴńǃǃãɝɆɾãɝ Ʀɠãȸț 
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Tedaldo also adds the canto summaries of Inferno ii Ś vii which appear alongside 

the opening lines of the text in these cantos. 

The three hands are clearly distinguishable at the end of Inferno x where the 

ŬƦǝãǃɝǃƦǝńɆɝǭŬɝɠƞńɝĚãǝɠǭɝƦǝɝÏƦǃǃãǝƦȸɆɝƞãǝĴɝãȽńɝŬǭǃǃǭ ńĴɝĎ ɝɠƞńɝń ȏǃƦĚƦɠɝƦǝɝȽńĴɝƦǝɝ

»ńĴãǃĴǭɝĴńǃǃãɝ.ãɆãȸɆɝƞãǝĴıɝãǝĴɝɠƞńǝɝãǝɝƦǝãĴ ńȽɠńǝɠǃ ɝǭǔƦɠɠńĴ terzina, to be 

ƦǝɆńȽɠńĴɝãɠɝɠƞńɝãȏȏȽǭȏȽƦãɠńɝȏǭƦǝɠıɝƦǝɝɠƞńɝĚǭȽȽńĚɠǭȽȸɆɝƞãǝĴț 

 

Inf. x 124-136   

Ʀ țɝɠƞńɝŬǭɾȽɠƞɝƞãǝĴɝƦɆɝɠƞãɠɝǭŬɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦıɝǃƦĎȽãȽƦãǝɝǭŬɝɠƞńɝĚǭǝ ńǝɠɝǭŬɝ

Santa Croce around the middle of the fourteenth century, who is responsible 

for the note on the restoration of the correct order of gatherings cited earlier, 

and for an ãĴĴƦɠƦǭǝɝɠǭɝWȽãɝ»ńĴãǃĴǭȸɆɝń ȏǃƦĚƦɠɝƦǝɝȽńĴɝŬǭȽɝɠƞńɝŬƦǝãǃɝĚãǝɠǭɝǭŬ Paradiso: 

Explicit canto xxxiii paradisi, to which he added in black: et vltimo di tutta la 

comedia di dante. 
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He also added several notes which bear on the dating of the manuscript (see 

Date). 

The revising hand 

The work of the unknown reviser, who subjected the whole text to a careful and 

extremely thorough revision, was analysed by Umberto Marchesini in his 

important and still valuable article Due mss. autografi di Filippo Villani (Archivio 

storico italiano, serie V, t. II (1888), pp. 366-93). We can usefully summarise 

xãȽĚƞńɆƦǝƦȸɆɝĚǭǝĚǃɾɆƦǭǝɆɝãĎǭɾɠɝɠƞńɝĚǭǝɠȽƦĎɾɠƦǭǝɝǭŬɝɠƞńɝȽń ƦɆƦǝƈɝƞãǝĴıɝɠǭɝ ƞƦĚƞɝ

he attributes the following categories of intervention: 

i. the addition of punctuation, accents and most of the underdots throughout 

the text;121  

ii. the adding of dots on the iȸɆɝɠƞȽǭɾƈƞɝɠƞńɝ ƞǭǃńɝȏǭńǔı122 but only in certain 

positions, if they precede or follow a letter composed of minims (m, n, u Ś those 

iȸɆɝãĴƺãĚńǝɠɝɠǭɝǃńɠɠńȽɆɝǭŬɝǭɠƞńȽɝɆƞãȏńɆɝĴǭɝǝǭɠɝƞã ńɝĴǭɠɆɝãĴĴńĴɝɠǭɝɠƞńǔȕįɝɠƞɾɆɝƦǝɝ

the opening lines of the poem there are dots on camin  and uita  

but not on ritrouai  and diricta ; 

iii. the correction of a few textual slips, eg. at Inf. vii 50 ricoscer is corrected 

riconoscer  and at Par. xix 129 segnenera is corrected segnera 

; 

iv. the addition of two missing tercets at the foot of the page, with insertion 

markers, at Inf. x 124-26 (as shown above) and at Par. xi 70-72: 

 
121 ȴyǭɠń ǭǃńıɝɠȽãɝǃȸãǃɠȽǭıɝŐɝĚƞńɝƦǃɝÏƦǃǃãǝƦɝǝǭǝɝã ń ãɝŬãɠɠǭɝńǃƦɆƦǭǝƦɝĴƦɝɆǭȽɠãıɝǔńǝɠȽńɝƦǃɝȽńĚńǝɆǭȽńɝǃńɝƦǝɠȽǭĴɾɆɆńɝ

ȤɾãɆƦɝɆńǔȏȽńȸɝȒxãȽĚƞńɆƦǝƦɝDue mss. autografi 388). 

122 ȴJƈǃƦɝńĎĎńɝȏǭƦɝǃãɝɆƦǝƈǭǃãȽńɝȏãienza di segnare i punti sugli i ǝńǃǃȸƦǝɠńȽǭɝȏǭńǔãɝțțțɝŐɝǔãǝƦŬńɆɠǭɝĚƞńɝȤɾńɆɠǭɝ

ǃã ǭȽǭɝŬɾɝŬãɠɠǭɝĚǭǝɝǃȸƦǝɠńǝ ƦǭǝńɝĴƦɝȽńǝĴńȽńɝǃãɝǃńɠɠɾȽãɝȏƦʭɝɆȏƦĚĚƦãɝńĴɝãƈń ǭǃńıɝńɝ ńȽãǔńǝɠńıɝãɠɠńɆãɝǃãɝŬǭȽǔãɝĴńǃɝ

ĚãȽãɠɠńȽńɝĴńǃɝÏƦǃǃãǝƦıɝĎƦɆǭƈǝãɝĚǭǝŬńɆɆãȽńɝĚƞńɝɠǭȽǝãɝĚǭǔǭĴǭȸɝȒxãȽĚƞesini Due mss. autografi 388). 
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v. most importantly, a small number of notes and a large number of variants. 

In a footnote Marchesini mentions the re-ordering of words in a line by the 

placing of numbers over them and attributes these corrections also to the 

Ƚń ƦɆƦǝƈɝ ƞãǝĴțɝ ^ńɝ ãȽƈɾńɆɝ ŬǭȽɝ ɠƞńɝ Ƚń ƦɆńȽȸɆɝ ȽńɆȏǭǝɆƦĎƦǃƦɠ ɝ ŬǭȽɝ Ʀțɝ ãǝĴɝ ƦƦțɝ

(punctuation, accents, underdots and dots on iȸɆȕɝǭǝɝɠƞńɝĎãɆƦɆɝǭŬɝƦǝƿɝĚǭǃǭɾȽıɝ

noting that the colour of the ink in these small additions matches that of the 

ƦǝƿɝƦǝɝǔãȽƈƦǝãǃɝ ãȽƦãǝɠɆɝ ƞƦĚƞɝãȽńɝĚǃńãȽǃ ɝƦǝɝɠƞńɝȽń ƦɆńȽȸɆɝƞãǝĴț123 But in truth 

looking at the manuscript now it is very difficult to say with certainty that this 

is the case. The opening lines of Inf. i look like this:  

 
123 ȴµƦɝȽƦĚǭǝǭɆĚńɝŬãĚƦǃǔńǝɠńɝĴãǃǃãɝɠƦǝɠãɝĴńǃǃȸƦǝĚƞƦǭɆɠȽǭıɝĚƞńɝĴƦɝɆǭǃƦɠǭɝŐɝȏƦʭɝǭɝǔńǝǭɝǝńȽãɝĴƦɝȤɾńǃǃãɝĴńǃɝɠńɆɠǭıɝńɝ

ɆńǔȏȽńɝńƈɾãǃńɝãǃǃãɝɠƦǝɠãɝĴńǃǃńɝǝǭɠńɝǔãȽƈƦǝãǃƦɝɆĚȽƦɠɠńɝĴãǃɝȽńĚńǝɆǭȽńɝɆɾǃǃńɝǔńĴńɆƦǔńɝȏãƈƦǝńțȸɝȒxãȽĚƞńɆƦǝƦɝDue 

mss. autografi 388 n. 1). 
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µǭɝƞńȽńıɝãĚĚǭȽĴƦǝƈɝɠǭɝxãȽĚƞńɆƦǝƦȸɆɝãĚĚǭɾǝɠıɝɠƞńɝĴǭɠɆɝǭǝɝɠƞń iȸɆɝãǝĴɝɠƞńɝãĚĚńǝɠɆɝ

on è Ś lines 4 and 7 (twice) Ś are added by the correcting hand, along with the 

ȏɾǝĚɠɾãɠƦǭǝıɝãǝĴɝãǃǃɝɠƞƦɆɝĚãǝɝĎńɝɆńĚɾȽńǃ ɝĴƦɆɠƦǝƈɾƦɆƞńĴɝŬȽǭǔɝÏƦǃǃãǝƦȸɆɝƞãǝĴțɝ-ɾɠɝ

it has to be said that the ink colour here has such marked variation within the 

lines that it is difficult to assert this with confidence, especially so if it was 

ÏƦǃǃãǝƦȸɆɝƞãĎƦɠɝɠǭɝĚǭȏ ɝƞƦɆɝɠń ɠɝãǝĴɝɠƞńǝɝȽńɠɾȽǝɝɠǭɝƦɠɝɆɾĎɆńȤɾńǝɠǃ ɝɠǭɝãĴĴɝ

punctuation, as seems to be the case with other Villani autographs.124 It may be 

that since Marchesini examined the codex 120 years ago there has been some 

deterioration in the colour of the inks used. His description of the manuscript 

is so thorough and precise in all other respects, however, that it would be rash 

to describe his conclusions on this matter as fanciful. We note them here as of 

great interest but without feeling able to endorse them unequivocally. It is 

particularly difficult to be sure that the underdots are added at the same time 

 
124 Giuliano Tanturli, vɈƱǫɰŏɍȝʍǫ ƱǻǫŏɭǫŏǑǑɈèʍɰǻƓɍèŷǻɭĿŏǑɭƥHŏɭǻɍƱƓƱǫŏɭĥƱ ƱɰèɰƱɖɭZǑǻɍŏǫɰƱŏɭŏɰɭŏƱʍɖĿŏǢɭŷèǢǻɖƱɖɭ

civibus» di Filippo Villani rivisto da Coluccio Salutati, in ºɰǻɍƱèɭŏɭɰŏǻɍƱèɭĿŏǑǑɈƱǫɰŏɍȝʍǫ Ʊǻǫŏ. Atti del Convegno 

internazionale, Firenze 19-21 maggio 1988, Roma, Bulzoni, 1992, pp. 65-ŒŒɝȒȏțɝɔ įɝȴcǃɝÏƦǃǃãǝƦɝ

ɆǭɆɠãǝ ƦãǃǔńǝɠńɝǝǭǝɝƦǝɠńȽȏɾǝƈńɝǔńǝɠȽńɝɆĚȽƦ ńıɝǔãɝãɝĚǭȏƦãɝĚǭǝĚǃɾɆãıɝãǃǃȸãɠɠǭɝĴƦɝɾǝãɝȽƦǃńɠɠɾȽãțȸȕ 
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and by the same hand as the punctuation and the accents and the dots on the 

iȸɆțɝ»ƞńɝŬǭǃǃǭ ƦǝƈɝɆãǔȏǃńɆɝɆƞǭ ɝɠƞãɠɝɾǝĴńȽĴǭɠɆɝãȽńɝǭŬɠńǝɝĴãȽƿɝãǝĴɝĴǭɝǝǭɠɝɆńńǔɝ

to match the paler ink of the accents and marginal variants. 

 Inf. ix 64 

 Inf. xxii 104-5 

This last example shows how the colour even of accents and dots on iȸɆıɝãɆɝ ńǃǃɝ

as underdots, is not uniformly differentiated from that of the surrounding text 

as Marchesini seems to suggest. The point could be illustrated many times over. 

The variation in ink colour in the word sufolerò is striking, but not significant. 

This as-yet-ɾǝƦĴńǝɠƦŬƦńĴɝȏńȽɆǭǝãƈńıɝĴńɆĚȽƦĎńĴɝĎ ɝ­ǭǔãȽǭɝãɆɝȴɾǝãɝãǝĚǭȽãɝƦƈǝǭɠãıɝ

ǔãɝǝǭɠń ǭǃƦɆɆƦǔãıɝȏńȽɆǭǝãǃƦɠöɝĴńǃǃãɝĚńȽĚƞƦãɝĴńǃɝµãǃɾɠãɠƦȸıɝɆƦƈǝɆɝǭŬŬɝɆńĚɠƦǭǝɆɝǭŬɝɠƞńɝ

text with a hexameter, first at the end of Inferno (f. 68v), and again at the end 

of Paradiso (f. 200v). 

 

Inf. xxxiv 139 

He does the same thing in other manuscripts he copied, as both Marchesini and 

Tanturli note. The various points at which he refers explicitly to Coluccio 

Salutati (messer coluccio) reflect his closeness to the ambiente of which Villani 

also was a part: 
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 Inf. i 70-72 

 Inf. i 82 

 Inf. xviii 85 

Further information about other manuscripts copied by this hand can be found 

in Tanturli vɈƱǫɰŏɍȝʍǫ Ʊǻǫŏ 67 n. 3. 

Linguistic character 

The language of the codex is Florentine, though much more humanistic and 

less markedly vernacular in its forms and spellings than ms. Trivulziano 1080. 

Among the many Latinate spellings and word forms we can note: domna; 

flammeggio; homo; honore; laco; nocte; plaghe; puncto; sapientia; scripte; silentio; 

somnio. 

Illumination 

Elaborate decorated initials in red and blue at the beginning of each cantica: 

  

        

Smaller decorated initials alternating in blue and red at the beginning of each 

canto (the guide letters for the illuminator are still visible in the far left margin); 

red stroke through the initial letter of each terzina. 
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Rubrics 

Rubrics and running heads, as noted, were added by Tedaldo della Casa, and 

their somewhat shaky and occasionally smudged appearance would seem, as 

Pomaro observes, to reflect his advanced age at the time of writing.  

  

Inf. xvii explicit 

   

Par. xix explicit 

Date 

The date 1343 which appears twice in the codex (and indeed in the description 

of this manuscript on the Biblioteca Medicea Laurenziana web site) is agreed by 

all scholars to be inauthentic. The date appears at the end of the Paradiso (f. 

200v), in a note: 

completum in festo sancte anne in quo dux athenarum gualterius tyrannus ciuitatis florentie 

pulsus est 1401343 

 

Par. xxxiii 142-145 

Here again we see the clearly differentiated hands of Villani (text and annotation 

in right margin), Tedaldo della Casa (explicit in red), and the reviser (amended 
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reading disio at line 143 and quotation following the explicit but clearly written 

before it ɆƦǝĚńɝɠƞńɝȽńĴɝƦǝƿɝǭ ńȽ ȽƦɠńɆɝƦɠȕțɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦɝãĴĴɆɝɠǭɝɠƞńɝ

explicit (et vltimo di tutta la comedia di dante) and amends the date at the end 

of the marginal annotation, changing an original 1401 to 1343; see Pomaro 

Analisi codicologica 1067. 

The date 1343 appears again on the guard page at the end on a parchment 

fragment of an older guard page pasted to the page (f. 215r) as part of a note: 

Questo Dante fu ad uso di frate tedaldo della chasa, et vivendo lassegno allarmario del convento 

di sancta + [= Croce] di firenze dellordine di sancto francescho a perpetuo uso. Scritto per 

mano di messer philippo villani negli anni di christo 1343 

»ƞƦɆɝƦɆɝãǝǭɠƞńȽɝǝǭɠńɝĎ ɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦıɝ ƞǭɝ Ʀǃǃɝƞã ńɝńǝɆɾȽńĴɝɠƞãɠɝɠƞńɝ

date here coincided with the date he had amended on f. 200v. 

The arguments for the inauthenticity of this date are persuasively rehearsed by 

Marchesini, who dated the ms. c1391, a dating accepted by Petrocchi. The most 

recent expertise (Pomaro Analisi codicologica 1067) suggests a date about a decade 

ǃãɠńȽıɝãǝĴɝǔãƿńɆɝɠƞńɝȏãǃãńǭƈȽãȏƞƦĚɝȏǭƦǝɠɝɠƞãɠɝȴÏƦǃǃãǝƦɝɾɆãɝǃã s diritta a fine parola: 

ãƈƈƦǭȽǝãǔńǝɠǭɝƈȽãŬƦĚǭɝĚƞńɝɾǃɠńȽƦǭȽǔńǝɠńɝöǝĚǭȽãɝƦǃɝȏȽǭĴǭɠɠǭɝãǃɝ¯ɾãɠɠȽǭĚńǝɠǭțȸɝ

Ðńɝƞã ńɝǝǭɝĴǭĚɾǔńǝɠãȽ ɝń ƦĴńǝĚńɝǭŬɝWȽãɝ»ńĴãǃĴǭȸɆɝãĚɠƦ Ʀɠ ɝãŬɠńȽɝȀƄ ǥįɝɆƦǝĚńɝƞis 

rubrics and explicits were added after the work of the reviser, we can assume the 

reviser too was working in the first decade of the century. The manuscript was 

copied in Florence. 

Provenance 

The codex came to the Biblioteca Medicea Laurenziana from the convent of 

Santa Croce, as a printed note pasted on the verso VIv of the last of the opening 

ƈɾãȽĴɝȏãƈńɆɝãɠɠńɆɠɆıɝãǝĴɝɠƞńɝǝǭɠńɝĎ ɝµńĎãɆɠƦãǝǭɝĴńȸɝ-ɾĚńǃǃƦɝĚƦɠńĴ under Date 

ĚǭǝŬƦȽǔɆțɝ-ńĚãɾɆńɝǭŬɝƦɠɆɝȏȽǭ ńǝãǝĚńɝɠƞńɝǔãǝɾɆĚȽƦȏɠɝƦɆɝɾɆɾãǃǃ ɝȽńŬńȽȽńĴɝɠǭɝãɆɝȴƦǃɝ

rãɾȽńǝ ƦãǝǭɝĴƦɝµãǝɠãɝ.ȽǭĚńȸıɝãǝĴɝɠƞƦɆɝǝãǔńɝƦɆɝȽńŬǃńĚɠńĴɝƦǝɝƦɠɆɝɆƦƈƦǃɝrãɾµ.țɝcǝɝ

https://www.dantecommedia.it/index.html?ms=LauSC&n=3&page=dv


Table of Contents 

163  

ɠƞńɝȏãɆɠɝƦɠɝ ãɆɝɆǭǔńɠƦǔńɆɝȽńŬńȽȽńĴɝɠǭɝãɆɝȴƦǃɝĚǭĴƦĚńɝĴƦɝWƦǃƦȏȏǭɝÏƦǃǃãǝƦȸɝǭȽɝȴĚǭĴțɝ

VilǃãǝƦȸıɝãɆɝƦǝɝ.ãɆńǃǃã Sul testo 23. 

Select Bibliography 

Petrocchi Introduzione 10-14, 47-55; Witte Commedia lxxvi-lxxx; Marchesini 

Due mss. autografi 366-93; Casella Sul testo 5-85; Mostra codici romanzi 34 f.; 

Mostra di codici 57-58; Roddewig Commedia-Handschriften 40-42; Tanturli 

vɈƱǫɰŏɍȝʍǫ Ʊǻǫŏ 65-88; Pomaro Analisi codicologica 1055-68(1066-67); Bertelli 

La «Commedia» 48-49. 
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Witness descriptions: Mart 

Name and location 

Milan, Biblioteca Nazionale Braidense 

Aldina AP XVI 25 (Roddewig n. 465) 

This Aldine edition of the Commedia published in Venice in 1515 was collated 

in 1548 in Pisa by the humanist Luca Martini against an early manuscript of the 

poem which is no longer extant. The lost manuscript was copied between 

October 1330 and January 1331, as the introductory material and colophon (also 

copied by Martini) state: it thus predates any surviving copy of the poem. 

xãȽɠƦǝƦȸɆɝǔńɠƦĚɾǃǭɾɆɝĚǭǃǃãɠƦǭǝɝȽńĚǭȽĴɆɝ ãȽƦãǝɠɝȽńãĴƦǝƈɆɝƦǝɝɠƞńɝǔãȽƈƦǝɆɝǭŬɝɠƞńɝ

printed edition and also makes many small adjustments and alterations on the 

ǃƦǝńɝ ƦɠƞƦǝɝ ɠƞńɝ ȏȽƦǝɠńĴɝ ɠń ɠɝ ƦɠɆńǃŬțɝ »ƞńɝ Ɇ ɆɠńǔãɠƦĚɝ ĚƞãȽãĚɠńȽɝ ǭŬɝ xãȽɠƦǝƦȸɆɝ

procedure is evident on every page; the value of the resulting testimony is rightly 

ńǔȏƞãɆƦɆńĴɝĎ ɝXƦǭȽƈƦǭɝ­ńɠȽǭĚĚƞƦįɝȴƦǃɝɆɾǭɝɆĚǭȏǭɝĴƦɝɠȽãǔãǝĴãȽĚƦɝǃȸƦǝɠńȽãɝ ńɆɠńɝdi 

un così venerando documento codicografico si deduce chiaramente dalla 

ȽńƈǭǃãȽƦɠöɝĴńǃɝ ǃã ǭȽǭɝ ńɝ Ĵãǃǃãɝ ȏȽńĚƦɆƦǭǝńɝ ĴńƈǃƦɝ ƦǝɠńȽ ńǝɠƦɝ ĚǭȽȽńɠɠǭȽƬțȸ125 Like 

Petrocchi, we assume that the Aldine text with the Martini variants 

incorporated into it constitutes an accurate and virtually complete record of the 

lost early manuscript. 

Contents 

The Commedia: 

 
125 Petrocchi Introduzione 77. Vandelli Il più antico manoscritto 93 ǝțɝȀɝƞãĴɝĚǭǔǔńǝɠńĴɝǭǝɝxãȽɠƦǝƦȸɆɝ

ȏȽǭĎãĎǃńɝŬãƦǃɾȽńɝɠǭɝȽńƈƦɆɠńȽɝĚńȽɠãƦǝɝǔƦǝƦǔãǃɝɆȏńǃǃƦǝƈɝãǝĴɝŬǭȽǔãǃɝ ãȽƦãǝɠɆįɝȴFƦɝɆƦĚɾȽǭıɝȏńȽɝńɆțıɝńƈǃƦɝǝǭǝɝǝǭɠǹɝ

se non parzialmente sanza per senza e palido per pallido; e in generale le divergenze in fatto di lettere 

doppie ńɝɆĚńǔȏƦńɝãȏȏãƦǭǝǭɝȽńƈƦɆɠȽãɠńɝĚǭǝɝȏǭĚãɝȽńƈǭǃãȽƦɠöțȸɝXń ǔǭǝãɠɝTendenze correttorie 263 however 

ĴńǔǭǝɆɠȽãɠńɆɝɠƞãɠɝȴǃȸãɠɠńǝ ƦǭǝńɝĴƦɝxãȽɠƦǝƦɝȏńȽɝǃãɝ ńɆɠńɝǃƦǝƈɾƦɆɠƦĚãɝĴńǃǃȸãǝɠƦĚǭɝĚǭĴƦĚńɝŐɝȏƦʭɝĚǭǝɆƦɆɠńǝɠńɝĴƦɝ

ȤɾãǝɠǭɝãȏȏãƦãɝĴãǃǃńɝȏãȽǭǃńɝĴƦɝÏãǝĴńǃǃƦțȸ 
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¶ Inferno pp. 2r-81v (page 82 is blank recto and verso) 

¶ Purgatorio pp. 83r-163r (163v is blank) 

¶ Paradiso pp. 164r-244r 

¶ diagrams showing the arrangement of sins in hell and purgatory occupy 

p. 244v and the two following unnumbered pages; there then follow two 

blank unnumbered pages, of which the second has the Aldine anchor emblem 

on its verso (the emblem had been used by Aldo for the first time in the 1502 

edition of Dante). A full account of the makeup of the volume is offered 

below. 

Collation 

12 This single folded sheet of two unnumbered pages contains preliminary 

matter: the frontispiece with the title DANTE COL SITO, ET FORMA 

FJrrȸcyWJ±y~ɝ »± »» ɝ F rr ɝ cµ»Jµµ ɝDESCRITTIONE DEL 

­~J» ıɝɠƞńɝȏɾĎǃƦɆƞńȽȸɆɝńǔĎǃńǔıɝãǝĴɝǭ ǝńȽȸɆɝǝǭɠńɆɝǭŬɝrɾĚãɝxãȽɠƦǝƦɝãǝĴɝ

Donato Vestri, followed by a dedication to Vittoria Colonna. 

2-328 The gatherings are marked a-z, then A-H; they are listed at the end of 

the text after the colophon on p. 244r with the comment: Tutti sono quatterni. 

 

   

The first unnumbered page of the first gathering is a second title page, with the 

single word DANTE and the Aldine anchor emblem on the recto and a different 

version of the title on the verso ([1v]ȕįɝr~ȸyWJ±y~ɝJȸrɝ­Ï±X »~±c~ɝJȸrɝ

PARADISO DI DANTE ALAGHIERI. The recto page ([1r]ȕɝƞãɆɝãǝɝǭ ǝńȽȸɆɝ

note and date (1548) and a long explanatory note by Martini: 
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Il Presente Testo è stato ridotto a punto come uno testo 

ãǝɠƦĚǭɝɆĚȽƦɠɠǭɝǃȸãǝǝǭɝȀɰɰ ɝĚǭǔńɝɆƦɝ ńĴńɝǝńǃǃȸɾǃɠƦǔǭ 

di questo libro che è copiato quello che è in detto libro 

il quale è di messer Prozio ghrifi Pisano che me ne ha 

servito questo dì 15 di ottobre in Pisa Et detto testo an 

tico è scritto in carta pecora di lettera mercantile co 

me il mio che quando riscontrammo a San Gavino co fu 

segnato .A. che lo trovammo molto buono Et a me 

pare della medesima mano126 = questo si è fatto così 

per poterlo havere a sua posta et scontrare con gli altri = 

The text of the Commedia begins on 2r and continues to 244r. The pages which 

follow (the second half of the final gathering) are unnumbered but would be 

245-248 had they been numbered. The diagrams occupy 244v and both sides of 

the following two pages, and represent a diagram of Hell, a diagram of lower 

Hell, and a diagram of Purgatory. 

xãȽɠƦǝƦȸɆɝĚǭȏ ɝǭŬɝɠƞńɝǭȽƦƈƦǝãǃɝń ȏǃƦĚƦɠɝǭŬɝɠƞńɝȀɰɰ-1331 manuscript is on the 

verso of the first blank page (247v in effect). 

Explicit liber comedie Dantis Alagherii de Florentia 

per eum editus sub anno dominice incarnationis 

MoCCCo de mense martii sole in Ariete luna xiiiia 

in libra 

Et ego forensis eidem conditoris conciuis presentem 

librum scripsi manu propria gratis et precibus 

Ioannis bonaccursi de florentia amici krissimi 

si qua uero parte uel partibus quisnam inueneritur 

scriptura confusum rogo ne mee forsitan impu 

 
126 See below uǝĴńȽɝ^ãǝĴɆɝŬǭȽɝÏãǝĴńǃǃƦȸɆɝãǝĴɝµã ƦǝǭȸɆɝń ãǃɾãɠƦǭǝɆɝǭŬɝɠƞńɝĚǃãƦǔɆɝǔãĴńɝƦǝɝɠƞƦɆɝɆńǝɠńǝĚńț 

https://www.dantecommedia.it/index.html?ms=Mart&n=482&page=finaleA
https://www.dantecommedia.it/index.html?ms=Mart&n=483&page=finaleB
https://www.dantecommedia.it/index.html?ms=Mart&n=483&page=finaleB
https://www.dantecommedia.it/index.html?ms=Mart&n=484&page=finaleC
https://www.dantecommedia.it/index.html?ms=Mart&n=485&page=finaleD
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tetur inertie nam defectu et imperitia uulgarium 

scriptorum liber lapsus est quam plurimum in uerborum 

alteratione et mendacitate Ego autem ex diuersis 

aliis respuendo que falsa et colligendo que uera uel 

sensui uidebantur concinna in hunc quam sobrius 

potui fideliter exemplando redegi Dans initium 

operi die xva mensis octubris et ut mihi per tempus 

uacabat usque ad diem xxxm mensis Ianuarii 

proximi subsequenter explicandum transtuli anno 

uero domini Mo ccco xxxo xiiia Indictione 

Summa uersuum totius Comedie quatuordecim milia 

ducenti triginta tres uidelicet 14233 

Infer: 4720 

Purg: 4755 

Parad: 4758 

14233127 

Vandelli Il più antico manoscritto 55-57 transcribes this note, making some small 

emendations and justifying them in a long footnote.128  

338 This last gathering, consisting of 8 pages in much coarser paper, was added 

to the original edition (of which it is not part) at the time of binding. These 

pages contain notes by Donato Vestri, whose name appears on the title page 

ãǃǭǝƈɝ ƦɠƞɝxãȽɠƦǝƦȸɆɝãɆɝãɝǃãɠńȽɝǭ ǝńȽɝǭŬɝɠƞńɝ ǭǃɾǔńıɝãǝĴɝ ƞǭɝãĴĴńĴɝɆĚãɠɠńȽńĴɝ

marginal notes throughout. Vandelli Il più antico manoscritto 52 n. 1 argues from 

 
127 It is surely significant and interesting that the scribe knew exactly how many lines there were in each 

cantica of the poem. The date 1330 is in Florentine style, which in standard chronology is 1331. 

128 The emendations are eidem>eiusdem; krissimi>Karissimi; quisnam>quicquam; 

subsequenter>subsequentis. 
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ƦǝɠńȽǝãǃɝń ƦĴńǝĚńɝɠƞãɠɝÏńɆɠȽƦȸɆɝǝǭɠńɆɝ ńȽńɝãĴĴńĴɝãɠɝɠƞńɝńǝĴɝǭŬɝɠƞńɝɆƦ ɠńńǝɠƞɝǭȽɝ

beginning of the seventeenth century. 

There are three small anomalies in the page numbering of the volume: page 51 

is numbered 52, although the previous page is numbered 50 and the following 

one is also numbered 52; page 143 is wrongly numbered 128 (Vestri strikes out 

the 128 and adds 143 in ink); page 217 is misnumbered 227. There is a further 

small anomaly in the numbering of the gatherings: page 10r carries the signature 

a2 by mistake instead of b2. As noted in the Mart Transcription Note, at least 

one of the anomalies in page numbering is corrected in some later copies of the 

edition. 

Condition 

The condition of the paper is good, but there are occasional small damp stains, 

eg. on p. 47r: 

  

and from time to time marks show through from the reverse side of the paper. 

From 233r-236v the top corner and outer edge of the pages is quite badly water-

stained. 
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  (233r) 
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Page 236 is badly wrinkled, though the text remains legible. 

 

   (236v) 

There are occasional marks which have no textual significance but are connected 

with the type-setting and printing process (eg. on p. 48r line 54, where the 

stroke before the n of nascosamente is an irregularity in the printing, and p. 52r 

line 129 where the stroke after Et likewise has no textual significance). 

Occasionally a worn piece of type is used, as at p. 31r line 133, where the fourth 

letter of sant is badly worn: 

. 
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Hands 

Luca Martini, the collator of the lost early manuscript, was a humanist who had 

a long-standing interest in the text of the Commedia. He owned several 

manuscripts of the poem, and two years earlier in 1546 had joined with three 

others to form a group which had compared the text of the poem in the 1515 

Aldine edition against seven early manuscripts; see Barbi Della fortuna; DBI 

LXXI 234-38; Vandelli Il più antico manoscritto 48-51. 

»ƞńɝĚǭȏ ƦɆɠɝǭŬɝɠƞńɝǃǭɆɠɝǔãǝɾɆĚȽƦȏɠɝɠǭɝ ƞǭɆńɝȽńãĴƦǝƈɆɝxãȽɠƦǝƦȸɆɝĚǭǃǃãɠƦǭǝɝĎńãȽɆɝ

witness is identified in the lengthy note quoted above as Forese, identified by 

Petrocchi (following Billanovich) with Forese Donati, the parish priest of Santo 

µɠńŬãǝǭɝƦǝɝ-ǭɠńǝãțɝ~ǝɝWǭȽńɆńȸɆɝƞãǝĴıɝÏãǝĴńǃǃƦ Il più antico testo doubted that it 

ĚǭɾǃĴɝĎńɝȴǃãɝǔńĴńɆƦǔãɝǔãǝǭȸɝãɆɝɠƞãɠɝǭŬɝãǝǭɠƞńȽɝǭŬɝxãȽɠƦǝƦȸɆɝǔãǝɾɆĚȽƦȏɠɆıɝãɆɝ ãɆɝ

stated in the note cited under Collation; Savino vɈèʍɰǻƓɍèŷǻɭ ƱɍɰʍèǑŏ 6 points out 

ɠƞãɠɝȴĴƦɝǃńɠɠńȽãɝǔńȽĚãǝɠƦǃńȸɝĚãǝǝǭɠɝƦǝɝãǝ ɝĚãɆńɝĎńɝãǝɝãĚĚɾȽãɠńɝĚƞãȽãĚɠńȽƦɆãɠƦǭǝɝǭŬɝ

either hand.129  

There are occasional underlinings and marginal notes by Donato Vestri, for 

example at pp. 9v, 10r, 12r, 26v, 29r, 41r, 41v, 49r, 49v, 50r, 55r, 55v, 62r, 115v, 

168v. These are not included in the transcription. 

Linguistic character 

Florentine. The linguistic characteristics of the emendations introduced by 

Martini into the Aldine text have been analysed in fine detail by Geymonat 

Tendenze correttorie 263-Œǥıɝ ƞǭɝ ĚǭǔǔńǝɠɆįɝ ȴrńɝ ɠńǝĴńǝ ńɝ ĚǭȽȽńɠɠǭȽƦńɝ

riscontrabili in M[art] rivelano la sensibilità linguistica di Luca Martini, la 

ricettività del codice collazionato ai tratti evolutivi del fiorentino di primo 

»ȽńĚńǝɠǭɝțțțɝńıɝãĴɝɾǝɝɠńǔȏǭıɝǃãɝȏȽńɆńǝ ãɝǝńǃɝǔãǝǭɆĚȽƦɠɠǭɝĴƦɝŬǭȽǔńɝãȽĚãƦĚƞńɝțțțȸɝ

»ƞńɝǃƦǝƈɾƦɆɠƦĚɝĚƞãȽãĚɠńȽɝǭŬɝɠƞńɝǃǭɆɠɝǔãǝɾɆĚȽƦȏɠɝƦɆɝɠƞɾɆɝĚǃǭɆńɝɠǭɝ»ȽƦ įɝȴ.ƦǹɝĚƞńɝ

trapńǃãɝĴãǃǃńɝ ãȽƦãǝɠƦɝĴȸƦǝɠńȽńɆɆńɝǃƦǝƈɾƦɆɠƦĚǭɝĚǭǝĚǭȽĴãɝƦǝǭǃɠȽńıɝɆȏńĚƦńɝȏńȽɝɠȽãɠɠƦɝ
 

129 See also Boschi Rotiroti Codicologia 15. 
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propri del fiorentino due-trecentesco, con la veste del codice 1080 della 

-ƦĎǃƦǭɠńĚãɝ»ȽƦ ɾǃ ƦãǝãɝĴƦɝxƦǃãǝǭɝțțțɝyńǃǃńɝĚǭȽȽń ƦǭǝƦɝĴńǃǃȸ ǃĴƦǝãɝŐɝƦǝŬƦǝńɝń ƦĴńǝɠńɝ

la tendenza ad elimƦǝãȽńɝǃãɠƦǝƦɆǔƦɝǝńǃɝ ǭĚãǃƦɆǔǭɝńɝǝńǃɝĚǭǝɆǭǝãǝɠƦɆǔǭțȸ 

Rubrics 

Martini added rubrics to the 1515 edition at the beginning and end of each 

cantica, and for the first and second cantos of each cantica only. Thus: 

2r Incipit cantica prima Comedie Dantis Alagherii de florentia incipit primus 

cantus Inferni 

4r incipit secundus Cantus Inferni 

81v Explicit prima pars commedie Dantis Alagherii in qua tractatum est de inferis 

83r Incipit Cantica secunda Comedie Dantis Alagherii Incipit primus cantus 

Purgatorii 

85r Incipit ii cantus Purgatorii 

163r Explicit secunda pars commedie Dantis alagherii in qua tractatum est de 

purgatorio 

164r Incipit Cantica tertia Comedie Dantis Alagherii Incipit Primus cantus 

Paradisi 

166r Incipit Secundus Cantus Paradisi 

244v Explicit liber comedie Dantis Alagherii de Florentia per eum editus sub anno 

dominice incarnationis 

M o CCCo de mense martii sole in Ariete luna xxiiiia in libra 

Date 

As noted, the base text for the collation is the Aldine edition of 1515, while the 

lost manuscript whose readings Martini records was copied in 1330-1331. 
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Provenance 

The collector Franco Moroli (who owned the Aldine edition when it was 

examined by Vandelli) sold it to Hoepli who gave it to the Biblioteca Nazionale 

Braidense; see Petrocchi Introduzione 76. 

Select Bibliography 

Petrocchi Introduzione 76-78; Renouard Annales 73; Vandelli Il più antico testo 

111-44; Billanovich, Prime ricerche; Roddewig Commedia-Handschriften 197; 

DBI 234-38; Fumagalli Osservazioni 403-416 (406); Savino vɈèʍɰǻƓɍèŷǻɭ ƱɍɰʍèǑŏ 

257-65; Geymonat Tendenze correttorie 263-89; Pulsoni Un testo 467-98 (467-

69). 

 

  

http://sd-editions.com/AnaServer?commediaonline+6199976+viewarticle.anv+printdoc=1
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Witness descriptions: Rb 

The Two Manuscripts 

Two manuscripts in different libraries constitute the single witness Rb. They 

have been described in great detail by Gabriella Pomaro in I copisti e il testo. 

Quattro esempi dalla Biblioteca Riccardiana, in La Società Dantesca Italiana 1888-

1988. Convegno Internazionale, Firenze 24-26 novembre 1988, Atti a cura di 

Rudy Abardo, Milano-Napoli 1995, 497-536 (498-503; 514-25). My description 

is in some particulars indebted to hers. The two manuscripts share the following 

characteristics: materials (parchment); page size (380 mm x 250 mm); format (a 

single column of text with ample margins to accommodate the commentary). 

An account of other features the two manuscripts have in common (identity of 

copyist; linguistic character; rubrics; miniatures; date) follows the individual 

descriptions. 

Name and Location I 

Florence, Biblioteca Riccardiana 

Ms. Riccardiano 1005 (Roddewig n. 302) 

Contents 

The Commedia: 

¶ Inferno i - xxxiv 2 ff. 1r - 101v (the remainder of Inf. xxxiv is missing) 

¶ 3 blank parchment pages ff. 102r-104v 

¶ Purgatorio ff. 105r - 187r 

nãĚǭȏǭɝĴńǃǃãɝrãǝãȸɆɝ.ǭǔǔńǝɠãȽ ɝŬƦǃǃɆɝɠƞńɝǔãȽƈƦǝɆɝɆɾȽȽǭɾǝĴƦǝƈɝɠƞńɝɠń ɠıɝãɠɝǭǝńɝ

point occupying four consecutive pages with no accompanying text (ff. 20v-22r). 

The commentary begins with the gloss on Inf. i 8: some pages of commentary, 

perhaps a bifolio or a quaderno, are presumed to be missing at the beginning 

(Morpurgo I codici 31; Pomaro I copisti 517). As well as the missing lines 3-139 
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of Inf. xxxiv there is a missing tercet in Inf. ii (lines 55-57) and a self-declared 

22-line interpolation inserted as a space-filler in Inf. xx (f. 58v): Quiue non uuol 

ɰŏɖɰǻɭǢèɭȝʍɍɭǑèɭʍƱɖɰèɭŷèĥŏɭɬɭȝŏɍɭƓɍèǢɭȝɍǻƩŏǢƱǻɭĥƩŏɭŷŏĥŏɭǑɈèʍɰǻɍŏɭȫȫȫ (For a fuller 

account of this interpolation see Rb Transcription Notes.) The strategy for 

avoiding white space on the page Ś filling space inadvertently left blank with 

extraneous material, for aesthetic rather than textual reasons Ś is employed in 

the commentary as well as the text, for example at ff. 11r and 14r, where lines 

ŬȽǭǔɝFãǝɠńȸɆɝĚãǝ ǭǝńɝ.cÏ Tre donne intorno al cor mi son venute (lines 1-11 and 

19-33) are used as a space-filler.130  

  

Occasionally such space is filled with the name of Jacopo della Lana in varying 

forms, as here: 

 
130 The canzone is no. 13 in the Edizione Nazionale of the Rime edited by Domenico De Robertis, 

Firenze, Le Lettere, 2002; no. 81 in HèǫɰŏɈɖɭv ɍƱĥɭ±ǻŏɰɍ, edited by Kenelm Foster and Patrick Boyde, 

Oxford 1967; and no. CIV in ¶ƱǢŏɭĿŏǑǑèɭǢèɰʍɍƱɰýɭŏɭĿŏǑǑɈŏɖƱǑƱǻ, edited by M. Barbi and V. Pernicone, 

Firenze, Le Monnier, 1969. 
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Inf. xxii 3 (f. 65r) 

­ǭǔãȽǭȸɆɝĚǭǝĚǃɾɆƦǭǝɝƦɆɝɠƞãɠɝȴǃãɝĎǭɠɠńƈãɝĴƦɝXãǃ ãǝǭıɝƦǝĴɾĎĎƦãǔńǝɠńɝĴƦɝãǃɠƦɆɆƦǔǭɝ

ǃƦ ńǃǃǭɝɠńĚǝƦĚǭıɝƞãɝĚńȽɠǭɝȏȽńǭĚĚɾȏã ƦǭǝƦɝȏƦʭɝĴƦɝǭȽĴƦǝńɝńɆɠńɠƦĚǭɝĚƞńɝŬƦǃǭǃǭƈƦĚǭȸț 

Binding 

Wooden covers, brown leather spine, no title (a sticker with the Riccardiana 

shelf mark is glued to the base of the spine); two unnumbered parchment guard 
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pages at the beginning, and two at the end. Click on the links to see images of 

the guard pages: ir, iv, iir, iiv. 

Collation 

1-1010, 114 (1 folio containing the end of Inf. xxxiii and the first two lines of Inf. 

xxxiv followed by 3 blank parchment pages, probably added at the time of 

binding to replace the missing pages which contained Inf. xxxiv 3-139); 12-1910, 

204-1 (3 pages only; the original fourth page which would have been blank has 

been removed). The gatherings are numbered at the very bottom of the page in 

the centre in ink in a small hand in roman numerals (i-x), as here at f. 11r: 

. 

This numbering starts again in Purgatorio, suggesting that the cantiche were 

originally intended to be bound individually.131  

The folios are numbered in the top right-hand corner in modern printed form. 

The numbering is continuous from 101 (the last folio of the text as we have it) 

through 102-104 (the blank replacement pages) and then 105f. for the text of 

Purgatorio. The catchwords at the end of gatherings thus fall in Inferno on f. 

10v: 

   

then f. 20v, f. 30v and so on, but in Purgatorio fall on f. 114v, f. 124v, f. 134v, f. 

144v, f. 154v, f. 164v, f. 174v and f. 184v. 

 
131 For a full account of the evidence, see Pomaro I copisti 501-2; Battaglia Ricci Il commento illustrato 

625-26. 

https://www.dantecommedia.it/?ms=Rb&n=0&page=ir
https://www.dantecommedia.it/?ms=Rb&n=1&page=iv
https://www.dantecommedia.it/?ms=Rb&n=2&page=iir
https://www.dantecommedia.it/?ms=Rb&n=3&page=iiv
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­ǭǔãȽǭȸɆɝĴńɆĚȽƦȏɠƦǭǝɝǭŬɝɠƞńɝǔãǝɾɆĚȽƦȏɠɝƦǝĚǃɾĴńɆɝãǝɝń ȏńȽɠɝãĚĚǭɾǝɠɝǭŬɝɠƞńɝ ã ɝ

in which it was assembled: the commentary was copied (and corrected) first, the 

text inserted subsequently into the carefully calculated space left at the centre of 

the page, and then corrected in its turn. Traces of the complex numerical 

calculations involved in putting the text and commentary together on the page, 

leaving exactly the right number of lines for text in order to ensure that text 

and gloss proceed pari passu, are still clearly visible. All the features and details 

Pomaro describes, including the roman numerals at the top of each verso page 

which indicate the number of lines of poetic text to be accommodated on this 

and the facing page, can now easily be examined on the images by anyone 

interested in this aspect of the manufacture of the codex. Her fascinating and 

expert account contains more detail than is required for our present purposes, 

and we urge interested readers to consult her article. 

Name and Location II 

Milan, Biblioteca Nazionale Braidense 

Ms. AG XII 2 (Roddewig n. 463) 

Contents 

The Commedia: 

¶ Paradiso ff. 1r - 100r (a sonnet follows the explicit on f. 100r) 

¶ the Credo sometimes attributed to Dante132 f. 100v Ȓȴ.ȽńĴǭɝƦǝɝɾǝãɝ

ɆãǝĚɠãɝɠȽƦǝƦɠãĴńɝțțțɝ­ǭɆɆãɝǃãɝɾƦɠɠãɝĴńǃɝɆńĚɾǃɝŬɾɠɾȽǭțȸȕț 

nãĚǭȏǭɝĴńǃǃãɝrãǝãȸɆɝ.ǭǔǔńǝɠãȽ ɝŬƦǃǃɆɝɠƞńɝǔãȽƈƦǝɆɝãǝĴɝãɠɝãɝǝɾǔĎńȽɝǭŬɝȏǭƦǝɠɆɝ

occupies several consecutive pages with no accompanying text, with some 

sequences of pages containing commentary only (ff. 1r-2v; ff. 17v-20r; ff. 32v-

33r; ff. 42v-43r; ff. 73v-74r; ff. 76v-77r; ff. 80v-81r; ff. 87v-88r; ff. 97v-98r). 

Images of these commentary pages can be accessed by clicking on the N at the 

 
132 See ED II 255-56. 

https://www.dantecommedia.it/?ms=Rb&n=568&page=100v
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foot of the page of text which they follow. Pomaro notes that in the Paradiso 

the aesthetic imperative operates less rigorously than in Inferno and Purgatorio: 

text and commentary are often mismatched by several pages, and the space left 

for the commentary has sometimes been badly misjudged, leaving large amounts 

ǭŬɝ ƞƦɠńɝɆȏãĚńɝǭǝɝɠƞńɝȏãƈńțɝµƞńɝĚǭǝĚǃɾĴńɆɝɠƞãɠɝȴȏȽǭȏȽƦǭɝǃãɝɠńȽ ãɝĚãǝɠƦĚãɝĚƦɝɆńǔĎȽãɝ

ȽƦɆȏńĚĚƞƦãȽńɝǃãɝŬãɆńɝȏƦʭɝãȽĚãƦĚãıɝȏƦʭɝȽǭ ãɝɠńĚǝƦĚãǔńǝɠńȸıɝãǃɠƞǭɾƈƞɝɆƞńɝȏǭƦǝɠɆɝǭɾɠɝ

that this could just reflect the quality of the exemplar. A similar conclusion 

about the relative chronology of the two mss. has been reached by art historians 

examining the miniatures (see below). 

Binding 

The codex has been rebound with two new paper guard pages at the beginning 

and the end; the old covers have been preserved and restored with a new spine 

in beige leather. Where there are miniatures these are now protected with 

interleaved tissue paper; a pencilled note inside the front cover, dated 24.vi.88, 

lists the miniatures. The codex is now kept in a marbled protective case. 

Collation 

1-1010 

The folios are numbered in a recent modern hand in pencil in the bottom right-

hand corner, and in ink in an older modern hand in the top right-hand corner. 

The gatherings are numbered at the very bottom of the first page in the centre 

in ink in a small hand in roman numerals. 

Pomaro considers the question of whether the three cantiche of the poem can 

rightly be thought of as constituting a single witness, given that they were 

originally separate physical entities, and that there are some small differences in 

the treatment of rubrics, running titles and explicits in the Paradiso. But bearing 

in mind that they are certainly copied by the same hand, and that the correction 

meɠƞǭĴɝńǔȏǃǭ ńĴɝƦɆɝĚǃǭɆńǃ ɝɆƦǔƦǃãȽɝɠƞȽǭɾƈƞǭɾɠıɝɆƞńɝĚǭǝĚǃɾĴńɆįɝȴǃãɝȏȽãɆɆƦɝĴƦɝĚǭȏƦãɝ

è trasparente e omogenea e rende plausibile la loro considerazione come un 
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ɠńɆɠƦǔǭǝńɝɾǝƦĚǭȸțɝyǭɠƞƦǝƈɝƦǝɝǭɾȽɝń ȏńȽƦńǝĚńɝǭŬɝɠȽãǝɆĚȽƦĎƦǝƈɝɠƞńɝɠń ɠɝǭŬɝɠƞńɝȏǭńǔɝ

conflicts with this assessment. 

Hands 

Littera textualis (bononiensis). A note at the end of Paradiso (f. 100r) identifies 

ɠƞńɝĚǭȏ ƦɆɠįɝȴxãńɆɠȽǭɝƈãǃɾãǝǭɝɆĚȽƦɆɆńɝǃɝɠńɆɠǭɝńɝǃãɝƈƞƦǭɆãɝǔńȽĚńɝĴńɝȤɾńǃǃãɝɾńȽƈńǝńɝ

ƈǃǭȽƦǭɆãțȸ 

  

 

Information about Galvano da Bologna, of whose activity we have evidence from 

1332 onwards and who died in 1347 or shortly after, can be found in Livi Dante 

51-52, 54. Pomaro I copisti 515, while acknowledging the difficulty of secure 

ĴƦŬŬńȽńǝɠƦãɠƦǭǝɝǭŬɝƞãǝĴɆıɝƈƦ ńǝɝȴǃãɝȽƦƈƦĴãɝãǝǭǝƦǔƦɠöɝĴńǃǃãɝȽǭɠɾǝĴãȸıɝǝǭǝńɠƞńǃńɆɆɝ

argues in detail for a different hand in the opening pages of the commentary 

(but not the text) for Inferno (up to f. 24). There is no punctuation to speak of 

in this ms. Art historians, as noted, identify two different hands responsible for 

the miniatures which adorn the initial letters of each canto and its commentary 

(see below). 

Linguistic character 

Petrocchi Introduzione ŒɰɝɆȏńãƿɆɝǭŬɝãɝȴĚǭǃǭȽƦɠǭɝĎǭǃǭƈǝńɆńɝțțțɝń ƦĴńǝɠƦɆɆƦǔǭȸɝ ƞƦĚƞɝ

all scholars who work on the text have recognised, reflected in forms like: megio; 

soci; çoglire; caxone; famoxo. A detailed analysis of the linguistic character of the 

codex is offered in Romanini Codici. 

Rubrics 

Rubrics, and running titles in red and blue, are in the hand of the copyist. The 

rubrics are in Italian for Inferno and Purgatorio (except for Purg. i) and Latin for 
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Paradiso. The copyist also indicated the initial letters of each terzina to be 

marked with a paraph marker, usually executed alternately in red and blue, 

though sometimes the sequence is not maintained. 

   

Inf. xxvi 80-104r (f. 108r) 

Occasionally the copyist has lost track and the wrong lines are marked, as our 

editorial notes to the transcription point out from time to time (and see also Rb 

Transcription Notes). 
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At f. 50r Par. xv 108r f. 

 

  

the copyist is confused by his own correction and has marked the wrong lines 

for rubrication (the last lines of the terzina instead of the first lines). He here 

seems to have realised his mistake, and has omitted the rubrication altogether. 
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Miniatures 

There are miniatures at the beginning of each canto, in the initial letters both 

of the text (usually five lines deep) and of the commentary (usually four lines 

deep), so that a canto opening typically looks like this: 

  Purg. ix 

or this: 

  Par. xiii 

Altogether there are 67 miniatures in the Inferno (34 for the text, 33 for the 

commentary), 66 in Purgatorio (33 each for text and commentary), and 67 in 

Paradiso ȒɰɰɝŬǭȽɝɠƞńɝɠń ɠıɝɰƄɝŬǭȽɝɠƞńɝĚǭǔǔńǝɠãȽ ȕțɝFȸ ȽĚãƦɆ Le miniature 

describes all the miniatures in both mss. She argues here at greater length for a 
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thesis already advanced in her earlier article Il manoscritto that the Paradiso 

illuminations are by a different hand (Maestro del B 18) from those in Inferno 

and Purgatorio ȒǃȸcǃǃɾɆɠȽãɠǭȽńȕɝŚ a more archaic hand, belonging to an artist of a 

generation earlier. This conclusion has been generally accepted, though the 

identƦɠ ɝǭŬɝɠƞńɝɠ ǭɝǔƦǝƦãɠɾȽƦɆɠɆɝƦɆɝĴńĎãɠńĴțɝrń ƦɝFȸ ǝĚǭǝã I due miniatori 

identifies the Paradiso miniaturist as the same Maestro Galvano who copied the 

text, and argues that the miniatures for the Inferno and Purgatorio are by his 

son, Tommaso. Both scholars point out that architectural details would seem to 

confirm an earlier date (or an artist of an older generation) for the Paradiso 

miniatures. In their description of Rb in I Danti Riccardiani 47-50 Boschi and 

Nerucci draw attention to the figurative connections with the legal ambience of 

Bologna, seen in the recurring theme of financial corruption, represented by 

figures offering bags of money: 

                      

Inf. xv (f. 42v)      Inf. xviii (f.52r)      Inf. xix (f. 55r)       Inf. xxxiii (f. 99r) 

or figures offering money for sexual services, as when a friar offers a woman a 

bag of money while raising her skirt: 
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Purg. xxvi (f. 166r) 

Fȸ ȽĚãƦɆıɝŬǭǃǃǭ ńĴɝĎ ɝ-ãɠɠãƈǃƦãɝ±ƦĚĚƦ Il commento illustrato, points out that the 

miniatures often illustrate the della Lana commentary rather than the text of 

the poem, from which they sometimes seem oddly remote. A full list and 

detailed technical description of all the miniatures and the other decorative 

elements in the Paradiso codex is given by Lazzè Balzarini in Miniature 158-67, 

along with a detailed summary of earlier scholarly discussions of the codex and 

more recent contributions on attribution, with ample bibliography. Notes for 

the miniaturist have usually been erased, but some are still visible, eg. at f. 7v un 

aire scuro: 

  

As Pomaro and other scholars cited above point out, some of the notes of this 

kind cited by Morpurgo in his description of the codex are no longer legible (eg. 

at 45v). 
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Date 

Petrocchi Introduzione 83-84 summarises this much-debated question, and opts 

ŬǭȽɝãɝɆǃƦƈƞɠǃ ɝńãȽǃƦńȽɝĴãɠńɝɠƞãǝɝ-ãȽĎƦȸɆɝȴƦǝɠǭȽǝǭɝãǃɝȀɰƄ ıɝĚńȽɠǭɝǝǭǝɝǔǭǃɠǭɝĴǭȏǭȸțɝ

Lazzè Balzarini Miniature 166-əɔɝɾɆńŬɾǃǃ ɝȽńĚãȏƦɠɾǃãɠńɆɝɠƞńɝƦɆɆɾńɆįɝȴÃǝɝɾɠƦǃńɝ

termine ante quem ci è fornito dalla data 28 marzo 1347, quando il copista, 

Maestro Galvano, redige in Bologna il suo testamento, corpore languens ... Un 

irrefutabile termine post quem ŐɝƦǝ ńĚńɝĚǭɆɠƦɠɾƦɠǭɝĴãǃǃȸãǝǝǭɝȀɰɹŒıɝȏǭƦĚƞņɝɆƦɝȽƦɠƦńǝńɝ

ĚǭǔȏǃńɠãɠǭɝƦǃɝĚǭǔǔńǝɠǭɝĴƦɝnãĚǭȏǭɝĴńǃǃãɝrãǝãɝɠȽãɝƦǃɝȀɰɹƄɝńɝƦǃɝȀɰɹŒɝțțțɝȸțɝµƞńɝãǃɆǭɝ

points out pertinently that the details of female fashion and dress in the 

miniatures confirm a date in the 1330s rather than the 1340s.133 

Provenance 

The codex originally formed part of the library of Santa Giustina di Padova. 

Lazzè Balzarini Miniature 158 and 164 provides a detailed account of traces of 

this provenance remaining in the codex containing the Paradiso, which was 

acquired by the Biblioteca Nazionale Braidense in 1810. 

Select Bibliography 

Petrocchi Introduzione 83-84; Morpurgo I codici 31-39; Morpurgo I manoscritti 

vol.I, 6-7; Livi Dante 51-52, 54; Mostra di codici 199; Brieger-Meiss-Singleton 

Illuminated ManuscriptsɒɝFȸ ȽĚãƦɆɝIl manoscritto 33-ƄȀɒɝFȸ ȽĚãis Le miniature 

105-14; Roddewig Commedia-Handschriften 195-ǥəɒɝrń ƦɝFȸ ǝĚǭǝãɝI due 

miniatori 375-79; Un itinerario dantesco; Pomaro I copisti 497-536 (498-503; 

514-25); I Danti Riccardiani (the description of Rb on pp. 47-50 is by Marisa 

Boschi and Cristina Nerucci); Lazzè Balzarini Miniature 158-67; Boschi Rotiroti 

Un esempio 31-38; Battaglia Ricci Il commento illustrato 601-40; Boschi Rotiroti 

Codicologia 127; Romanini Codici 387-409; Romanini Manoscritti 49-60. 

 
133  Trovato Nuove prospettive 57 suggests a later date (1345-1355?). 
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Further bibliography in Petrocchi Introduzione, I Danti Riccardiani, Lazzè 

Balzarini Miniature. 
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Witness descriptions: Triv 

Name and Location 

xƦǃãǝıɝ-ƦĎǃƦǭɠńĚãɝĴńǃǃȸ ȽĚƞƦ ƦǭɝµɠǭȽƦĚǭɝ.Ʀ ƦĚǭɝńɝ»ȽƦ ɾǃ Ʀãǝã 

Ms. Trivulziano 1080 (Roddewig n. 451) 

Contents 

The Commedia: 

¶ Inferno 1r - 35r [35v is blank] 

¶ Purgatorio 36r - 69v 

¶ Paradiso 70r - [10]3v 

¶ nãĚǭȏǭɝĴƦɝFãǝɠńȸɆɝCapitolo [10]4r - [10]5r 

¶ -ǭɆǭǝńɝĴãɝXɾĎĎƦǭȸɆɝCapitolo [10]5r - [10]6r 

¶ a short vernacular prose ȏƦńĚńıɝƦǝĚƦȏƦɠįɝȴ¯ɾńɆɠƦɝɆǭǝǭɝǃƦɝǝǭǔƦɝĴńǃǃƦɝɾŬƦĚƦãǃƦɝ

ńɠɝǃńɝĴƦƈǝƦɠãĴƦɝĴńǃǃƦɝãǝɠƦĚƞƦɝ±ǭǔãǝƦȸɝĕȀ Ėə ɝ- [10]7r. These last two pages are 

badly rubbed and in parts illegible. 

Click on the folio number to see images of [10]4r, [10]4v, [10]5r, [10]5v, [10]6r, 

[10]6v, [10]7r, [10]7v. 

Binding 

Brown leather binding, rather fragile; on the front: 

DANTE MSO DEL 1337 

AN. 16. DOPO LA MORTE 

DEL POETA 

Click on the links to see images of the binding: b1, b2, b3, b4, b5, b6; of the 

inside covers and final guard page: inside front cover, inside back cover, final 

guard page recto, final guard page verso. 

https://www.dantecommedia.it/?ms=Triv&n=211&page=104r
https://www.dantecommedia.it/?ms=Triv&n=212&page=104v
https://www.dantecommedia.it/?ms=Triv&n=213&page=105r
https://www.dantecommedia.it/?ms=Triv&n=214&page=105v
https://www.dantecommedia.it/?ms=Triv&n=215&page=106r
https://www.dantecommedia.it/?ms=Triv&n=216&page=106v
https://www.dantecommedia.it/?ms=Triv&n=217&page=107r
https://www.dantecommedia.it/?ms=Triv&n=218&page=107v
https://www.dantecommedia.it/?ms=Triv&n=221&page=DRS
https://www.dantecommedia.it/?ms=Triv&n=0&page=PTA
https://www.dantecommedia.it/?ms=Triv&n=226&page=PTP
https://www.dantecommedia.it/?ms=Triv&n=222&page=TGD
https://www.dantecommedia.it/?ms=Triv&n=223&page=TGP
https://www.dantecommedia.it/?ms=Triv&n=224&page=TGT
https://www.dantecommedia.it/?ms=Triv&n=1&page=ctga1
https://www.dantecommedia.it/?ms=Triv&n=225&page=ctgp
https://www.dantecommedia.it/?ms=Triv&n=219&page=cgpr
https://www.dantecommedia.it/?ms=Triv&n=219&page=cgpr
https://www.dantecommedia.it/?ms=Triv&n=220&page=cgpv
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Materials 

Parchment, very good quality, though not always entirely smooth, as here: 

 

  

Inf. vi 31-42. 

The opening pages have been mended on the upper and outer edges of the folio, 

and are badly rubbed. 
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 (f. 2r) 

Page Size 

370 x 255 mm 

Format 

Double column, twelve terzine per column, ample margins. A number at the 

end of each canto records the number of terzine + one (in other words, the 

number of rhyme words) in the canto. Thus at the end of Inf. i (136 lines) we 

find 46: 

 

at the end of Inf. ii (142 lines) we have 48: 

 

   

and so on. Natale Divina Commedia xxxvi suggests an accounting function for 

these figures in Triv, noting of the punto which marks the end of almost every 

ɠńȽĚńɠįɝȴńɆɆǭɝƞãɝ ãǃǭȽńɝĴƦɝĚǭǝɠńƈƈƦǭɝĴńǃǃńɝɠńȽ ƦǝńıɝĚƞńɝŬǭȽǔãǝǭɝƦǃɝĚãǝɠǭıɝãǃǃãɝĚɾƦɝ

ŬƦǝńɝɆƦɝãɆɆǭǔǔãǝǭɝƦǝɝĚƦŬȽãɝȏńȽɝƦǃɝĚǭǔȏńǝɆǭɝĴǭ ɾɠǭɝãǃǃǭɝɆĚȽƦĎãțȸɝ»ƞńɝɆƦƈǝƦŬƦĚãǝĚńɝ
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of the counting of terzine for the construction of manuscripts of the Commedia 

is discussed in Boschi Rotiroti Codicologia trecentesca 43-46. 

Collation 

1-138, 143, 152 

There are two anomalies in the numbering of the folios, as will be apparent from 

the account which follows (all numbers are in the top right-hand corner of the 

recto): folios 1-8 are numbered in a modern hand in pencil on the restored 

upper right-hand corner; folios 9-39 are numbered in ink, in an old hand; folio 

40 was originally not numbered, but is now numbered 40 in pencil in a modern 

hand; the numbering continues from 40 on the next folio (actually 41 if one 

counts the unnumbered page) in ink in the old hand until 76; then there is a 

second unnumbered page (now numbered 77 in pencil in a modern hand), 

followed by a folio numbered 77 in ink in the old hand (in reality 79, as 2 folios 

have by this point been omitted in the numbering). In our transcription of the 

manuscript we have called the folios with repeated numbers 40bis and 77bis. 

The final pages of the manuscript (in fact, 101-107) are numbered 1-7; we have 

numbered them [10]1-[10]7. 

As a consequence of the inadvertent omission of 2 folios in the original 

numbering, the catchwords fall on the following verso pages: 8v, 16v, 24v, 32v, 

40v, 47v, 55v, 63v, 71v, 78v, 86v, 94v, [10]2v. 

Hands 

The whole manuscript with the exception of the last two pages is copied in the 

ĴƦɆɠƦǝĚɠƦ ńɝ ãǝĴɝ ĎńãɾɠƦŬɾǃɝ ƞãǝĴɝ ȒȴǃńɠɠńȽãɝ ĎãɆɠãȽĴãɝ Ɇɾɝ ĎãɆńɝ ĚãǝĚńǃǃńȽńɆĚãȸįɝ

Casamassima Tradizione corsiva 98-99) of Francesco di Ser Nardo di Barberino 

in Val di Pesa, as the explicit (f. 103v) states: 

Explicit liber Commedie Dantis 

Alagherii de Florentia per eum editus 
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sub anno dominice Incarnationis Mill esimo 

Trecentesimo de mense Martii Sole in 

Ariete Luna xiiiia in libra 

 

Ser Franciscus ser Nardi de barberino Vallis 

pese curie summe fontis scripsit hunc 

librum sub anno domini Mocccoxxxoviio 

  

Francesco di Ser Nardo, a professional scribe, is the copyist of another important 

early manuscript of the Commedia, ms. Gaddiano 90 sup. 125 in the Biblioteca 

Medicea Laurenziana [Ga], dating from 10 years later (the relationship between 

these two copies, and their relationship to the mid-century manuscripts of the 

so-ĚãǃǃńĴɝȴƈȽɾȏȏǭɝĴńǃɝ.ńǝɠǭȸıɝƞãɆɝĎńńǝɝń ƞãɾɆɠƦ ńǃ ɝɆɠɾĴƦńĴįɝɆńńɝxãȽĚƞńɆƦǝƦ I 

Danti, Vandelli Il più antico testo; Boschi Rotiroti Codicologia trecentesca); he is 
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also the copyist of Alberto delǃãɝ­ƦãƈńǝɠƦǝãȸɆɝ ńȽǝãĚɾǃãȽɝɠȽãǝɆǃãɠƦǭǝɝǭŬɝ-ǭńɠƞƦɾɆɝ

(Consolazione della filosofia) in ms. Riccardiano 1523.134  

This is a very clean copy of the poem, with very few slips and very few (mostly 

insignificant) corrections (see Triv Transcription Note). Savino LɈèʍɰǻƓɍèŷǻɭ

virtuale ń ǭĚãɠƦ ńǃ ɝȽńĚǭǝɆɠȽɾĚɠɆɝ ƞãɠɝFãǝɠńȸɆɝãɾɠǭƈȽãȏƞɝǔƦƈƞɠɝƞã ńɝǃǭǭƿńĴɝǃƦƿńɝ

ɾɆƦǝƈɝȴǃǭɝɆɠɾȏńǝĴǭɝ»ȽƦ ɾǃ ƦãǝǭɝȀ Œ ȸɝãɆɝãɝĎãɆƦɆț135  

Linguistic character 

Florentine: a minutely detailed analysis, based on a sample of 30 cantos, is 

offered in Geymonat Sulla lingua;136 the findings for Triv are summarised on p. 

375 and in a series of comparative tables in an Appendix to the article.137 

Precisely because of its marked Florentine linguistic character, as well as its 

antiquity and the quality of its readings, this manuscript has played an important 

role in the history of textual studies of the Comedy. Antonio Lanza, following 

the procedure recommended by Bédier, based his 1995 edition of the poem on 

»ȽƦ ɝȀ Œ ɝãǃǭǝńɝĎńĚãɾɆńɝƦǝɝƞƦɆɝ Ʀń ɝƦɠɝƦɆɝɠƞńɝȴĎńɆɠɝǔãǝɾɆĚȽƦȏɠȸɝȒɆńńɝrãǝ ã La 

Commedìa). 

 
134 For a full list of mss. by or attributed to Francesco di ser Nardo see Bertelli I codici. 

135 ȴrãɝɆĚȽƦɠɠɾȽãɝńɝǃȸƦǔȏãƈƦǝã ƦǭǝńɝĴńǃɝ»ȽƦ ɾǃ ƦãǝǭɝȀ Œ ɝɆńǔĎȽãǝǭɝȽãȏȏȽńɆńǝɠãȽńıɝĚǭǔńɝȏńȽɝɾǝɝĚǭǔȏƦɠǭɝĴƦɝ

tutela, la tradizione recta via ĴńǃǃȸǭȽƦƈƦǝãǃńɝãɾɠǭƈrafo della Commedia țțțɝȸɝȒȀ ȕțɝµã ƦǝǭɝǝǭɠńɆɝȒǥɝǝțɝɹɹȕɝɠƞãɠɝ

»ńȽńɆãɝĴńɝ±ǭĎńȽɠƦɆɝãǝĴɝµãǝĴȽǭɝ-ńȽɠńǃǃƦɝȏǃãǝɝãɝɆɠɾĴ ɝǭŬɝWȽãǝĚńɆĚǭɝĴƦɝɆńȽɝyãȽĴǭȸɆɝƞãǝĴ ȽƦɠƦǝƈɝĎɾɠɝɠƞƦɆɝƞãɆɝ

not yet appeared, as far as I am aware. 

136 Geymonat Sulla lingua ɰɰɹįɝȴÏƦɆɠãɝǃãɝȏȽǭ ńǝƦńǝ ãɝanagrafica del copista, si è sottoposto Triv a uno 

ɆȏǭƈǃƦǭɝǔƦȽãɠǭɝãĴɝãǃĚɾǝƦɝŬńǝǭǔńǝƦɝȽƦǃń ãǝɠƦɝǝńǃǃȸń ǭǃɾ ƦǭǝńɝĴńǃɝŬƦǭȽńǝɠƦǝǭɝĴɾȽãǝɠńɝƦǃɝ»ȽńĚńǝɠǭıɝĚǭǝɝɾǝɝ

occhio particolare a quanto può essere dovuto ad influssi del contado, specialmente in direzione senesńțȸ 

137 Geymonat Sulla lingua ɰɔɰįɝȴrńɝǭɆĚƦǃǃã ƦǭǝƦɝȽƦǃń ãĎƦǃƦɝǝńǃǃãɝȏȽǭĴɾ ƦǭǝńɝĴƦɝWȽãǝĚńɆĚǭıɝńɝƦɝǔǭǃɠƦɝĚãɆƦɝĴƦɝ

convergenza tra Mart e Triv, fanno pensare a un copista abbastanza rispettoso della coloritura 

ĴńǃǃȸãǝɠƦƈȽãŬǭɒɝńɝɠɾɠɠã ƦãɝțțțɝɆƦɝƦǝĚǭǝɠȽãǝǭɝŬńǝǭǔńni, pur rari, riconducibili alle origini di contado dello 

ɆĚȽƦ ńǝɠńțȸ 
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Illumination 

The opening page of each cantica has an illuminated capital letter and a pictorial 

border. In Inferno this figurative border occupies the left-hand and bottom 

margins, in Purgatorio the bottom margin only, while in Paradiso it frames the 

entire page. These are the earliest illustrations we have of the Commedia. The 

illuminations are attributed to the Master of the Dominican Effigies (Salmi 

Problemi figurative; Breiger-Meiss-Singleton Illuminated Manuscripts I 280-81); 

Painting and Illumination 56-83; Dizionario biografico dei miniatori 560-62). 

 

       

Initial letters of the remaining cantos alternate in red and blue. Initial letters of 

terzine are marked in yellow. 

Rubrics 

The rubrics are of type a, as described in Norme 17-18. The rubrics as they 

appear in the Edizione Nazionale are those of Triv with some small modifications 

(see Petrocchi Introduzione 472 n. 1); in the second edition of the EN the rubrics 

are slightly amended and are based more closely on Triv (EN2 Introduzione vii; 

see Fumagalli Osservazioni 403-405). 
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Date 

As stated in the explicit quoted under Hands, the manuscript is dated 1337. It 

was copied in Florence. 

Provenance 

The manuscript belonged to the library of Gian Giacomo Trivulzio in the early 

nineteenth century, and from there passed to the Biblioteca Trivulziana. 

Select Bibliography 

Petrocchi Introduzione 85-86; Porro Catalogo 106f.; Marchesini I Danti 21-42; 

Norme 16-18; Rocca Il Codice Trivulziano 1080; Vandelli Il più antico testo 111-

144; Santoro I codici miniati; Salmi Problemi figurative 177; ED III 27; Brieger-

Meiss-Singleton Illuminated Manuscripts vol. I, 280-81; Roddewig Commedia-

Handschriften 189-90; Petrucci Storia e geografia; Casamassima Tradizione corsiva 

98-99; Kanter Painting and Illumination 56-83; Lanza La Commedìa; Savino 

vɈèʍɰǻƓɍèŷǻɭ ƱɍɰʍèǑŏ 257-65; Natale Divina Commedia; Bertelli I codici 408-21; 

Manni Il Trecento toscano; Dizionario biografico dei miniatori 560-62; Geymonat 

Sulla lingua 331-86. Further bibliography in Petrocchi Introduzione, Roddewig 

Commedia-Handschriften, Bertelli I codici. 
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Witness descriptions: Urb 

Name and Location 

Città del Vaticano, Biblioteca Apostolica Vaticana 

Ms. Urbinate latino 366 (Roddewig n. 691) 

Contents 

The Commedia: 

¶ Inferno ff. 1r-60r (60v blank) 

¶ Purgatorio ff. 61r-121v 

¶ Paradiso ff. 122r-183v 

The text is complete. There is a series of Latin glosses on Purg. xxviii and xxix, 

and a small number of scattered glosses elsewhere in the text, but otherwise the 

codex is free of commentary. The quality of the text in this manuscript has long 

been recognised; see especially Petrocchi Antica tradizione and Introduzione 88, 

ƞńȽńɝɠƞńɝńĴƦɠǭȽɝǭŬɝɠƞńɝJĴƦ Ʀǭǝńɝyã ƦǭǝãǃńɝɆȏńãƿɆɝǭŬɝȴǃȸƦǝɠȽƦǝɆńĚǭɝȏȽńƈƦǭɝĴƦɝ

trasmettere, talvolta ĴãɝɆǭǃǭıɝțțțɝǃń ƦǭǝƦɝĴƦɝǝǭɠń ǭǃńɝȤɾãǃƦɠöȸț 

Materials 

Parchment 

Page Size 

305 mm x 207 mm 
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Format 

A single column of text, usually 13 terzine to a page, with wide margins. Urb is 

one of only two antica vulgata manuscripts which present the text in this way 

(the normal mise en page is two columns).138  

Collation 

1-238 

Pages are numbered in the top right-hand corner of the recto page. There is a 

duplication of numbering on three folios: the sequence is 13, 14, 13 bis, 14 bis, 

15; and 71, 71 bis, 72. 

Hands 

The text is copied in a very clear littera textualis ȴɆńǔȏǃƦŬƦĚãɠãȸțɝ»ƞńɝƈǃǭɆɆńɆıɝãɆɝ

noted, are in a later hand, as are the rubrics, and the alternative readings 

registered in the final cantos of Purgatorio and in Paradiso. 

Linguistic character 

The linguistic character of the text is emiliano-romagnolo, as reflected in forms 

like fioritti, gionchi, puotti, Bilacqua, Fiesoli, undice, anetra, angosia, basiato, asai. 

A full account is given in Sanguineti Comedìa lxv-lxvii. 

Illumination 

There are illuminated initials at the beginning of each cantica. Initials at the 

beginning of each canto are alternately red and blue; initials of each terzina are 

marked in yellow. 

 
138 See Boschi Rotiroti Codicologia 27. 
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Rubrics 

The short Latin rubrics are by a different, slightly later, hand, inserted into 

spaces left for them. 

Date 

The manuscript was copied in 1352, as recorded in the explicit: Explicit Comedia 

Dantis Alagherii florentini. 1352. 16 marcii on f. 183v. Moore Contributions 644 

expressed reservations about this date, but it is now generally accepted as 

accurate. 

Provenance 

The codex belonged to the Montefeltro library (subsequently the Della Rovere 

library) in Urbino, which was acquired by the Biblioteca Apostolica Vaticana in 

1657. 

Select Bibliography 

Moore Contributions 644; Petrocchi Introduzione 87-89; Stornajolo Codices 

Urbinates I, 336; Roddewig Commedia-Handschriften 299; Romanini Manoscritti 

49-60. 
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III. GENERAL TRANSCRIPTION NOTE 

Introduction 

Transcribing a manuscript copy of a medieval text into computerised form is a 

process which involves both decoding and encoding: decoding the original to 

establish as accurate a version as possible of what the scribe wrote; encoding the 

resulting transcription in order to produce a display which is as informative as 

possible for other scholars.139 The decoding calls on the skills of the 

palaeographer, the codicologist, and the textual critic; the encoding calls on the 

very different skills of the computer programmer. The interface between these 

two areas of expertise is the tagging system in which the transcription is marked 

up: ideally the tagging system will accurately represent the textual substance of 

the original with all its varied features, in a way which enables its effective display 

on the computer screen, and it will also facilitate comparison with other copies 

of the same text and analysis of the results of that comparison. Appendix C 

describes the two tagging systems used in the preparation of this DVD-Rom 

and web site, both the Collate tagging used by those preparing the transcriptions 

of the manuscripts, and the XML tagging used to create the on-screen display 

from those transcriptions. 

The methodology of the transcriptions 

The general points made here about the methodology of the transcriptions are 

developed later in this Introduction in the Transcription Notes for each 

manuscript, which elaborate on particular problems individual witnesses may 

present to the transcriber. In addition, the notes to each transcription clarify 

 
139 This paragraph is repeated from the introduction to the electronic edition of the Monarchia on DVD-

Rom by the same editor. As noted there, the characterisation of transcription as both decoding and 

encoding is indebted to Robinson and Solopova 1993 (where Solopova was responsible for this neat 

formulation). 
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and comment on difficulties and anomalies case by case as they are encountered 

in each manuscript. Those notes are found at the foot of the page at the point 

where the difficulty arises. 

Diplomatic transcriptions 

The transcriptions of the Commedia manuscripts offered on this DVD-Rom 

and web site are diplomatic transcriptions except in the following respects: they 

do not record manuscript punctuation; and they make no distinction between j 

and i, treating j as simply an alternative form of the letter i, and transcribing 

both as i (u and v however are transcribed exactly as they appear in the 

manuscripts). The punctuation can of course be checked directly on the images 

displayed on screen alongside the transcriptions. 

Different letter forms 

The transcription is graphemic and not graphetic. Different forms of the same 

letter are not recorded: thus the distinction between long and short s is not 

retained, and nor is the special form of s which occurs in the final position in a 

word in some manuscripts; the same holds for other common variant letter 

forms within a single manuscript, such as a. In ms. Triv, where aesthetic 

considerations of spacing and variety seem clearly important, there are two forms 

of the letters f, m, n and s, three forms of the letters g, r and v, and four forms 

of the letter l. (See MS. TRANSCRIPTION NOTES: Triv for a fuller account of 

these variant forms.) The distinction between z and ç has been observed. 

Word separation 

When words are run together in the manuscript we have chosen to separate 

ɠƞńǔɝ Ʀǝɝ ɠƞńɝ ɠȽãǝɆĚȽƦȏɠƦǭǝıɝ ɾɆƦǝƈɝ ­ńɠȽǭĚĚƞƦȸɆɝ ɠń ɠɝ ãɆɝ ǭɾȽɝ ǔǭĴńǃțɝ »ƞɾɆɝ

sichimiriscossi  
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Inf. iv 2 Triv is transcribed si ch i mi riscossi and sicomellieran  

   

Purg. xxix 50 Triv is transcribed si com elli eranțɝ»ƞƦɆɝ ǭȽĴɝɆńȏãȽãɠƦǭǝɝȒȴǃǭɝ

scioglimento della scriptio continuaȸȕɝƞãs the great advantage of making it much 

easier for readers of the transcriptions to understand them (some manuscript 

spacings can be disconcerting at first glance: co mom = com om Triv Inf. xxxiv 

80). A practical decision was therefore made early on to use Petrocchi as a base 

text for this aspect of transcription: our practice in this as in other respects is 

Ŭɾǃǃ ɝƦǝɝĚǭǝŬǭȽǔƦɠ ɝ ƦɠƞɝɠƞńɝµǭĚƦńɠöɝFãǝɠńɆĚãɝcɠãǃƦãǝãȸɆɝɠȽãǝɆĚȽƦȏɠƦǭǝɝƈɾƦĴńǃƦǝńɆɝ

for Dante manuscripts (available in Italian and English on their website 

danteonline.it). 

Abbreviation signs 

Expanded abbreviations appear in italics, thus concubina  , 

oriente  , percuote  , cinque  , nostra  , in 

the opening lines of Purg. ix in Rb. 

Ambiguous or puzzling abbreviation signs 

Occasionally an abbreviation sign is ambiguous or puzzling: the forms are then 

recorded as they appear in the manuscript, and are accompanied by an editorial 

note. 

eg. Ham InfțɝƦɝəəɝƞǽɝɝ  

This could be hom or homo since the abbreviated form with a macron is used 

by this scribe where either form is required metrically (here homo, but at Par. 

xiii 113    hom). 

eg. Ash Inf. iii 40    ChacciČli 
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This could be Chacciarli or Chaccianli since this scribe uses the tilde 

abbreviation sign for both r (as at Inf. v 116    martiri) and n (as at 

Inf. iii 90  non). 

Inappropriate abbreviation signs 

Sometimes abbreviations are inappropriate: either superfluous (because the word 

is complete with no abbreviation sign), or misplaced (the sign is in the wrong 

position, eg. over the wrong syllable). Superfluous signs are represented just as 

they appear in the manuscript, or (where they merely duplicate a letter already 

expressed) mentioned in a note. For example: 

Ham Purg. xxxiii 2    ‍sal | modia 

Ash Inf. vii 82   in​ńȽã 

Misplaced signs are likewise shown as they appear in the manuscript. For 

example: 

Ash Inf. xxviii 79   søȽã 

The displaced macron makes it impossible to be sure that the reading is saran. 

Rb Purg. iii 27    dø braditio 

The macron has been placed over the wrong letter a: the reading should be da 

brandizio. 

Ham Inf. xviii 125    ǔãɝǝǽ 

The position of the macron and the spacing of the words suggests the reading 

ma non instead of the required m anno. 

Triv Inf. xxx 126    ǔƴȽƦŬãȽĚƦa 

The scribe has placed the macron over the wrong letter; it should be over the 

second i to give the reading mi rinfarcia. 
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Missing abbreviation signs 

Where occasionally an abbreviation sign is missing, the word is transcribed as 

it stands; a contemporary reader might well have taken some of these 

omissions in his stride, just as we would a misprint in a modern edition. 

eg. Rb Purg. ix 14    rodinella (instead of rondinella) 

Doubtful readings 

The grey typeface is used for uncertain or doubtful readings: where a reading is 

simply not clear; where a reading is fully legible but difficult to fathom; or where 

a letter form is dubious. 

eg. Ash Purg. xix 95    mi di 

The transcription mi di required by the context is in grey typeface since the 

letter shapes and spacing would seem to suggest the reading nudi. 

Some of the manuscripts have certain pages and passages which at first glance 

seem very difficult to decipher. However the final check for all manuscripts was 

done by the editor against the original codex, and these passages always proved 

recoverable when seen in the original. 

eg. Rb Purg. xviii 12-13 (f. 144v) 
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Ham Par. vi 64-69 (f. 71r b) 

   

Ham Par. iii 73-84 (f. 68v a) 

   

Spelling and formal variants 

The transcriptions register all spelling and formal variants exactly as they appear 

in the manuscript. 
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Scribal corrections 

Scribal corrections of every kind have been scrupulously recorded in the 

transcriptions. 

Cancellations and erasure 

Scribal cancellations can take several forms, and all are reflected in the 

transcription display. Underlining is represented by underlining: 

eg.      LauSC Par. i 60. 

Cancellation with underdots is represented with underdots:  

eg.      Triv Par. xxxiii 118. 

Words enclosed within dots to indicate cancellation are likewise transcribed as 

underdots: 

eg.      Rb Inf. xviii 98;  

as are words where the dots are placed discreetly within the letters:  

eg.      Rb Purg. v 31. 

Words which are struck through are displayed in the transcription with a bar 

through them: 

eg.     Ham Purg. v 22. 

Erased readings: unrecoverable 

Where a reading has been erased and it cannot be recovered, even with the help 

of an ultra-violet lamp, the transcription is [....] with the number of dots within 

the brackets corresponding to the number of letters which seem to have been 

erased. Most of these unrecoverable readings are to be found in LauSC, which 

has been corrected over its whole length with erasures and rewritings both in 

the text and in the margins. The original unrecoverable erased reading is greyed 
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out while the new reading is in green. In general blue indicates an original 

reading and green a correction by a later hand. 

eg.      LauSC Purg. xii 48 

Cancelled incompletely executed letters similarly appear as [.], even when one 

can make an educated guess at what letter it was the scribe began to write. 

Erased readings: recoverable 

Where an erased word can be recovered, either because the erasure has not 

entirely eliminated it or with the help of an ultra-violet lamp, the transcription 

shows the erased letters or words on a greyed out background. Again the blue 

typeface indicates the original reading. Thus: 

       Ash Inf. i 65.    

       LauSC Purg. iv 54 

Text cancelled with vacat 

Where the scribe cancels a line or passage by enclosing it within the split word 

va ... cat, the display reflects the manuscript layout with the syllable va at the 

beginning and the syllable cat at the end of the cancelled segment, as in these 

examples. 

 

LauSC Inf. vii 31-33 (f. 13v) 

In this example the text has been struck through as well as signposted vacat. 

 

Rb Purg. i 32-33 (f. 106r) 



Table of Contents 

207  

Here the scribe has repeated two lines and cancels them as discreetly as 

possible. 

 

Rb Inf. xxvi 103-4 (f. 80r) 

Here the scribe cancels the last two lines on the page because they are repeated 

at the top of the next page. This is a technique used more than once in this 

manuscript to fill the allocated space when the number of lines of text on the 

page has been miscalculated. See WITNESS DESCRIPTIONS: Rb and the 

bibliography listed there. For aesthetic reasons in Rb the va ... cat is made as 

small and unobtrusive as possible, but it is nonetheless clearly visible in the 

digitised images. 

Where lines are repeated and then cancelled, as in these examples, the cancelled 

lines in the transcription will have the same line number as the undeleted text, 

followed by the letter r for repeat. 

Additions 

Additions to the text, if they are interlinear, appear in the transcription between 

sloping bars at the point at which they were intended to be inserted: \ /. 

eg. interlinear Ash Inf. i 72   

    

If the additions are marginal, they appear in the appropriate margin, eg. 

LauSC Purg. xxiv 58   
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Here marginal ben rectifies an omission, while marginal noue is an alternative 

reading.  

 

If a scribe omits a word in the course of transcription but adds it immediately 

at the end of the line with an insertion marker, it is displayed in the margin 

thus: 

Ham Inf. iv 81 torna 

 

 

Occasionally an interlinear addition is simply a repetition of a word in the text, 

made to clarify a slightly blotted word which is not clear. 

eg. Ham Par. xxxi 45 stea. 

  

 

In cases like these the added word is in green to signify the second or 

correcting hand. 

Missing lines added above or below the main body of the text are transcribed as 

they appear in the manuscript, with an insertion marker corresponding to the 

one used in the codex: 
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eg. Rb Purg. xviii 61 

 

 

The line is at the bottom of the page with an insertion marker to indicate the 

point at which it should be reinstated. 
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LauSC Inf. x 124-26 

  

These lines are added at the foot of the page with an insertion marker at the 

appropriate point. 

Substitutions 

Where a correction involves a substitution, i.e. where the corrector cancels 

something and replaces it with something else, the transcription registers this 

with the cancelled word or letters within square brackets in blue followed by the 

replacement letters in green, thus:   

Rb Purg. xxxii 33 

  (Tentaua becomes Tenperaua); 

Rb Purg. xviii 69 

   (moralita becomes mortalita); 

Rb Inf. xvi 132 

   (sicuro becomes maturo). 
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In general, the colour blue, as noted, indicates the original reading, the colour 

green the corrected reading. A special case is presented by ms. LauSC which has 

been systematically corrected over its whole length, with readings erased and 

then replaced, sometimes more than once. The transcribing of LauSC 

represented a special challenge to our transcription system; a fuller account is 

given in LauSC Transcription Notes. 

Very occasionally a letter consisting of minims (m, n, u) is changed by the erasing 

or striking through of a single minim, as at Rb Par. ii 72 where the first minim 

of m is erased to create n, and Mart Par. xx 108 and 109 where the final minim 

of m (speme) is struck through to create n (spene). These corrections are 

represented [m]n. 

Reordering of words in the line 

Where the scribe changes the order of words or phrases in a line by inserting 

numbers or letters above the words to indicate the revised order, the 

transcription reflects the manuscript layout exactly. 

eg. LauSC Purg. ii 86 

 

 

The phrase conobbi allor chi era is here changed to allor conobbi chi era.  

Spaces left blank 

The very few spaces left blank in the text or rubrics are represented by square 

brackets thus: [        ]. 

eg. Ham Par. xiv 125 
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Here the second half of the line is missing, with no sign of erasure. 

eg. Triv Purg. iii rubric 

 

The scribe has left a blank space after Manfredi di [       ] 

If the scribe works around a hole in the parchment (eg. Ham Par. xx 10), or a 

blemish (eg. Ash Inf. xiii 45; Purg. viii 44; LauSC Inf. xix 133), or a wrinkle (eg. 

Ash Par. xxii 112-14), there is an editorial note to this effect but the space is 

not represented in the transcription. Equally, if a space is left between words in 

order to avoid writing over the tail of a letter from the line above, this space is 

not represented in the transcription. 

eg. Triv Purg. viii 87 presso a lo stelo 

 

Spaces left blank subsequently filled 

There are occasional cases where a space left blank by the original scribe is 

subsequently filled, either by the original scribe himself who comes back to 

revise and correct his copy, or by a later hand. Additions of this kind appear in 

the transcription in the form [ \ / ] , the blue square brackets indicating the 

original space left blank and the sloping brackets in green showing the word or 

phrase inserted by the correcting hand into that space.  

eg. Ash Purg. iii 50 

    

Ash Purg. xi 25  
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Ash Purg. xii 55  

   

Missing lines or hybrid lines 

Very occasionally a scribe has botched a terzina by conflating two lines and 

omitting parts of them. 

Rb Par. xv 131  

 

Here the scribe has copied the first part of line 131 (Viuer di citadini) and the 

second part of line 132 (a cossi dolce ostello), creating a hybrid line and omitting 

two half lines. An editorial note explains the situation. 

Rb Inf. ii 53  

 

The scribe has conflated lines 53 (cortese e bella) and 56 (soave e piana) to produce 

cortese e piana, and has omitted lines 55-57. Attention is drawn to the missing 

lines in an editorial note. 

The scribe of Ham omitted a tercet at Purg. xxviii 95-97: 

. 
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Line 98 follows directly after line 94. The scribe of Rb omitted a tercet at Par. 

xi 70-72. The omission occurs at the column break on folio 76r, with line 69 

at the base of the first column and line 73 at the start of the second. Editorial 

notes draw attention to the slips. 

Interpolated lines 

Ham Inf. xxi, f. 20r a: three lines are inserted here between line 138 and the 

final line of the canto, 139. These lines are transcribed but not numbered. A 

striking case of extended interpolation in ms. Rb is discussed in the 

Transcription Notes to that manuscript. 

Wrapped lines 

Sometimes for lack of space a scribe will squeeze the last word or part of a 

word on a line into a space immediately above or below. Thus: 

Rb Purg. xviii 71  

    

Rb Purg. xxv 3  

    

Here the word scorpio appears three lines above in a space at the side of the 

rubric. The transcription in cases like these shows the word or the relevant part 

of it with an arrow indicating where it belongs.  
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Glosses 

Occasional glosses on single words or phrases are included in the transcription, 

in green, in the margin or between the lines. 

eg. interlinear 

Ash Inf. xix 57 

 

Ash Purg. xii 25 

 

eg. marginal 

Ash Purg. ix 10  

 

Ash Inf. xix 96 

  

Commentary 

nãĚǭȏǭɝĴńǃǃãɝrãǝãȸɆɝĚǭǔǔńǝɠãȽ ɝ ƞƦĚƞɝɆɾȽȽǭɾǝĴɆɝɠƞńɝɠń ɠɝǭǝɝń ńȽ ɝȏãƈńɝƦǝɝ±Ďıɝ

and occasionally fills whole pages leaving room for no text at all, has not been 

transcribed. The commentary is linked to the text with small interlinear 

alphabetical letters in the text at the point being commented on, matched to 

the same letter in the margin at the point where the commentary on that word 

or phrase begins. These letters have not been transcribed. The partial 

commentary on the opening pages of Ham has not been transcribed. 
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Editorial notes to the transcription 

Editorial notes which comment on points of interest or difficulty in the 

transcription now appear at the foot of the page; occasionally they record scribal 

notes and comments which are more than simply glosses, as here: 

LauSC Inf. xviii 85 

 

Identification of correcting hands 

The distinction between various correcting hands is made within the 

transcription (see The Tagging System), and can be seen in the transcription 

display by selecting from the drop-down menu in the top right hand corner. 

The identification of correcting hands appears in the collation, where 

corrections are identified as being by c1 (where the correction is made by the 

original scribe in the course of copying, or at any rate it is impossible to be sure 

that a second scribe is involved) or c2 (a clearly identifiable later correcting 

hand), and occasionally even c3 and c4. Detailed discussion of the correcting 

hands to the various manuscripts can be found in the Transcription Notes for 

each witness. 

Rubrics 

Rubrics have been transcribed and normally show in red. The guide letters for 

the rubricator, visible in the margins of many manuscripts, have not been 

transcribed, unless the ornamented capital has not been executed, in which case 

they are transcribed as lower-case. 

Catchwords and running heads 

These have been transcribed and appear in the display, in red when appropriate. 
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Display limitations 

We put considerable effort into trying to make the display of the transcripts 

attractive, informative, and intuitive. We are pleased to report that the 

limitations of browser technology which defeated us in a few cases on the old 

web site are no longer a problem. Thus: 

- we are able to display strikethroughs in green, so they match the green used 

everywhere else to signal alterations in the manuscripts; 

- the line break that appeared in the long first line of the initial rubric in Ham 

at Inferno i at some levels of text zoom no longer appears; 

- however the fault in the image of f. 29v in Ash (Inf. xxx 79), apparently an 

artifact of the capture process, is still there. 
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IV. MANUSCRIPT TRANSCRIPTION NOTES 

Transcription notes: Ash 

These notes should be read in conjunction with the account of our transcription 

practice given in the General Transcription Note. 

The text of Ash has been corrected from beginning to end by several hands, 

identified by scholars as the ɻ hand (the hand which copies the Commedia), the 

Ēɝ ƞãǝĴɝ Ȓɠƞńɝ ƞãǝĴɝ ƞƦĚƞɝ ĚǭȏƦńɆɝ nãĚǭȏǭɝ ĴƦɝ FãǝɠńȸɆɝCapitolo), and other 

indeterminate hands. 

Many of the interventions are minute retouchings aimed at clarification rather 

than alteration. Thus where an interlinear letter has been added over a word, 

these added letters usually do not alter the reading, but merely clarify a badly 

executed or blotted original. On f. 18r, for example, we find in column a at line 

114 a d has been added over priuadi   (Inf. xviii 114); in column b at 

line 13 e has been added over le   (Inf. xix 13), at line 15 r has been 

added over era   (Inf. xix 15), and at line 22 a has been added over ciascun 

Inf. xix 22). In these cases the interlinear addition is recorded and 

displayed in the Transcription file       

, but as the retouching does not alter the reading no variant appears 

in the Collation. This same hand makes some genuine corrections to the text, 

as for example at f. 3v Inf. iii 96, where the addition of nda in interlineo changes 

di mare into dimandare.  
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The main problem the transcriber of Ash faces is caused by the poor quality and 

condition of the parchment throughout, particularly on the hair side of the folio. 

Whereas it is often clear that irregularities in the size and shape of letters and 

words indicate that a reading has been added over an erasure, this is not always 

so: many such irregularities appear to be simply the result of the ink not taking 

well on the rough parchment surface. Some examples will illustrate the 

difficulty. On f. 4v (Inf. iv 101-2), for example, loro certainly appears to be over 

erasure, whereas the final letters of sexto in the next line, while very similar in 

appearance, are probably not. 

 

Similarly on f. 4r b (Inf. iv 74) the words questi chi sono in column b are certainly 

written over erasure, whereas in column a the words -bo eran sospesi (Inf. iv 45) 

are probably not a correction, but it is rather the uneven surface of the 

parchment which has caused the apparent irregularity. 

 

Compare also the word tra at Inf. iii 3, another striking case where the surface 

of the parchment is so imperfect that what is probably the original reading looks 

as if it might be a correction. 
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(f. 2v) 

We have transcribed as corrections only those cases where we are certain there 

has been an erasure; less clear cases, as in this last instance, are mentioned in 

the notes to the transcription, which appear at the bottom of the page. 

Inevitably there is rather a large number of such notes, since problems of this 

kind occur throughout the Inferno, though much less frequently later on. 

There are some cases of corrections over erasure where the original reading can 

be confidently guessed at, but is not actually visible, even with the ultra-violet 

lamp (eg. at Inf. ii 121 the original reading is probably perche  ). In these 

cases we transcribe as unreadable but mention the likely original reading in a 

note. 

Many of the corrections made to the text are clearly the work of the original 

copyist, who self-corrects, for example, when he twice anticipates a line on f. 

22v: 
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Inf. xxiii 73-81 

or when he adds in the margin a word he has inadvertently omitted: 

 

Inf. xxi 70 (f. 20v a) 

or makes a correction to the text: 

 

Inf. xxiv 52 (23v a) 

All the cancellations done with very fine dots and a fine stroke through the 

letters or words seem also to be by the original hand: 

 Inf. xxi 112 (f. 20v b) and 

 Inf. ix 103 (f. 9r). 
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Whereas some of these corrections were obviously made in the course of writing, 

others may have been executed at a later stage, albeit by the original scribe 

reading over his copy. Some of the interlinear letters added to clarify a blotted 

or unclear original may also be in his hand, and added at this checking stage. 

All these corrections are tagged in the transcription as Ash-c1. 

Everything which is not by the original copyist is transcribed as Ash-c2. Ash-

ĚɹɝɠƞɾɆɝƦǝĚǃɾĴńɆɝĎǭɠƞɝɠƞńɝĒɝƞãǝĴɝãǝĴɝɠƞńɝ ãȽƦǭɾɆɝƞãǝĴɆɝɠƞãɠɝɠƦǝƿńȽɝ Ʀɠƞɝɠƞńɝɠń ɠɝ

subsequently, which cannot be securely and usefully distinguished one from 

another. Many of these subsequent interventions are in a thicker pen and a 

coarser hand, as at 

 

  

Inf. xxiii 61-69 (f. 22v) 

where the corrections in lines 61 and 69 are clearly not by the original scribe, 

whereas the correction at line 65 certainly is. 

The same or a similar later hand adds the glosses at f. 18v a 
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Inf. xix 52-57 

and the additions in the right margin at f. 39v b 

  

Purg. vi 7-12 

and makes a number of other corrections. 

Inevitably it is not always possible to be sure of the ascription of every correction 

either to c1 or c2, but given that a choice had to be made we have ascribed 

doubtful cases to what seemed to us the more likely probability. The 

transcriptions should be read bearing this margin of uncertainty in mind. For a 

more detailed account of the corrections to Ash which acknowledges the 

ĴƦŬŬƦĚɾǃɠƦńɆɝɆńńɝɠƞńɝãȽɠƦĚǃńɝĎ ɝXãĎȽƦńǃǃãɝ­ǭǔãȽǭıɝ ƞƦĚƞɝɆȏńãƿɆɝǭŬɝȴǃȸãǃɠãɝȏresenza 

ĴƦɝǔƦĚȽǭƦǝɠńȽ ńǝɠƦɝĴƦɝĴɾĎĎƦãɝĚȽǭǝǭǃǭƈƦãȸț140  ǃɠƞǭɾƈƞɝ­ǭǔãȽǭȸɆɝń ȏńȽɠɝń ńɝ

enables her occasionally to speak with confidence of attributions where we, in 

 
140 Pomaro Appendice 325. 
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ɠȽɾɠƞıɝãȽńɝǃńɆɆɝɆɾȽńıɝ ńɝĚãǝɝɾǝńȤɾƦ ǭĚãǃǃ ɝĚǭǝŬƦȽǔɝƞńȽɝĚǭǝĚǃɾɆƦǭǝɝɠƞãɠɝȴXǃƦɝ

interventi sicuri della seconda mano non sono tali da permettere un aggancio ad 

altre zone della trasmissione testuale (come accade, invece per La1/ La2, cioè per 

la scriptio prior / posterior ĴńǃɝrãǝĴƦãǝǭȕȸț141 For the purposes of stemmatic 

analysis it is the original text which is of interest here. 

We have not included in the transcription either the small guide letters or the 

tiny canto numbers above the space left for the ornamented capital (sometimes 

Roman numerals, sometimes Arabic) which served as a reminder to the 

rubricator at the beginning of each canto, except where the rubrics have not 

been executed: here we include the canto number in the transcription (but only 

once even if, as occasionally happens, it appears twice, as at  

Inf. vii  ,  

Inf. x  ,  

Inf. xi   and  

Par. xi  .) 

 
141 ­ǭǔãȽǭɝǃńã ńɆɝǭȏńǝɝɠƞńɝȤɾńɆɠƦǭǝɝǭŬɝ ƞńɠƞńȽɝɠƞńɝƦǝɠńȽ ńǝɠƦǭǝɆɝǭŬɝƞãǝĴɝĒɝãȽńɝȽńɆȏǭǝɆƦĎǃńɝŬǭȽɝɠƞńɝ

ĚǃǭɆńǝńɆɆɝǭŬɝ ɆƞɝãǝĴɝ^ãǔɝȒȴɆãȽńĎĎńɝǔńƈǃƦǭɝĴãɝ ãǃɾɠãȽńɝɆńɝȏȽǭȏȽƦǭɝǃãɝǔãǝǭɝĒɝǝǭǝɝĚǭǝtribuisca in modo 

ĴńɠńȽǔƦǝãǝɠńɝãǃǃãɝ ƦĚƦǝãǝ ãɝ Ɇƞɝɜɝ^ãǔȸȕıɝĎɾɠɝ ńɝŬńńǃɝĚǭǝŬƦĴńǝɠɝƦǝɝȽɾǃƦǝƈɝǭɾɠɝɠƞƦɆɝȏǭɆɆƦĎƦǃƦɠ ț 



Table of Contents 

225  

There are occasional notes or glosses in the margin, some attributed by Pomaro 

to the ɻ hand, as at f. 46v Purg. xii 121: idest vi pechata mortalia.142 These appear 

in green in the margin of the transcription. Where these marginal notes or 

glosses do not fit comfortably into the margin, they can be scrolled to see them 

in their entirety. Other notes are attributable to later hands, as at Purg. viii 88: 

teologie; not all of these later notes are included in the transcription (see Pomaro 

Appendice 325 for a list). 

In accordance with our usual transcription practice described in the general note 

on transcription, word division and spacing is adjusted to match the Petrocchi 

base text, except in a small number of very striking cases, as at Inf. iv 120: 

 where the transcription is me salto. On several occasions the 

scribe writes -ff- where we would expect -sf- (f. 39v Purg. v 134; f. 45v Purg. xi 

126). This seems to be a slip of the pen, and we regularise to the correct form. 

We have been especially careful to double check our transcription on the small 

number of occasions where it does not accord with that of Petrocchi, as at f. 60v 

Purg. xxvi 118:  where Petrocchi does not 

register prese for prose; f. 73v Par. v 83:   where Ash reads con with Ham and 

not et as registered by Petrocchi; and f. 80r Par. xi 136  where Ash reads fie 

and not fia. In any case, the reader can always check the transcription directly 

against the manuscript. Petrocchi sometimes registers corrections where the 

original reading can be confidently guessed at, but is not actually visible, even 

with the ultra-violet lamp (as explained above, in these cases we transcribe as 

unreadable: [...]). 

 
142 But others disagree on the dating of these glosses: Antonella Taiti dates them as late-fourteenth and 

fifteenth century; see Marisa Boschi Rotiroti and Giancarlo Savino, Nel cantiere del nuovo Batines, in SD 69 

(2004), 295-327 [310]. 
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Pomaro points out pertinently that there are many more interventions by the 

correcting hand(s) in Inferno than ƦǝɝɠƞńɝǃãɠńȽɝĚãǝɠƦĚƞńįɝȴƦǃɝParadiso è in pratica 

ȴȏɾǃƦɠǭȸɒɝȤɾńɆɠǭɝȏǭɠȽńĎĎńɝĚǭǝŬǭȽɠãȽńɝǃȸƦȏǭɠńɆƦɝĴƦɝɾǝãɝɆɠńɆɾȽãɝǔǭĴɾǃãȽńɝĴńǃɝɠńɆɠǭɝ

con un finale completamento con la terza cantica ed una revisione accurata della 

prima. Ai filologi spetta valutare se esiste la possibilità di cambio di antigrafo tra 

le tre cantiche e se gli interventi di correzione Ś in realtà sensibili solo per la 

prima cantica Ś possano aver reso omogeneo un corpus ƦĎȽƦĴǭțȸɝÐƞƦǃńɝɠƞńɝ

ƞ ȏǭɠƞńɆƦɆɝãĎǭɾɠɝãɝȴɆɠńɆɾȽãɝǔǭĴɾǃãȽńȸɝǭŬɝɠƞńɝɠń ɠɝƦɆɝƦǝɠńȽesting and plausible, we 

are confident that the notion of a possible change of antigrafo can be 

categorically ruled out. 
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Transcription notes: Ham 

These notes should be read in conjunction with the account of our transcription 

practice given in the General Transcription Note. 

The parchment of ms. Ham is rather poor quality, not white and not smooth; 

some pages are very badly rubbed (eg. f. 23v b, f. 68v a, f. 71r b, f. 75r b, f. 89v). 

 

 

Inf. xxv 31-111 (f. 23v)  






















































































































































































































































































































































































































































































































































