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Abstract

Although scholarly interest in the field of embledia has increased greatly over the
last decade, there is still much to be done, padity in the area of religious

emblems. The emblem form has been considered fnenpérspective of individual

author, geographical factors and theological bamkgd but there have been few
comparative studies with respect to religious emisle This study will compare

Protestant and Catholic emblems produced duringRafrmation and Counter-

Reformation, drawing on specific examples from, particular, France, but also
Germany and England.

Emblems played a huge role in early-modern lifeeyl'texpressed contemporary
thought and also became part of the physical enmiemnt, being etched into stone, or
wood, or sewn into cloth as decoration. In a perddsuch political, civil, and
religious unrest, it would, therefore, seem likéhat the Catholic and Protestant
emblem would be quite distinct types either exprestheologically opposed notions,
or manipulating the text/image relationship in qudifferent ways. Understanding
how these emblems functioned, therefore, necessitdose reading, indeed, reading
in the way the emblems were intended to be rear. Sthdy, therefore, will address
the question of differences through detailed amslysspecific examples.

This study begins with an introduction which givasbrief history of emblem
literature and a review of relevant secondary nedteKey terms and definitions
regarding emblems are also explained here. Thiptehalso introduces the authors
of the emblems analysed in later chapters.

The first part of this thesis examines the emblemmfin the wider context of the
Reformation. From an initial overview of some oé tkey issues of the Reformation
in chapter one, chapters two and three move omatyse closely a wide corpus of
Catholic and Protestant emblems. In these chagiteremblem is broken down into
its component parts of verse and picture. Chapterexamines the religious emblem
from the perspective of motif while chapter thrggmaches the emblem from a
thematic angle.

The second part of this study adopts a differepr@gch presenting case studies of
three authors. Chapter four explores the importasfcéhe visual element in the

emblems of Protestant author Rollenhagen. Chapwer ihvestigates the Jesuit

influences which shape the emblems of Catholic &ett While chapters four and

five offer an insight into the work of prototypic&8rotestant and Catholic authors
chapter six demonstrates the successful fusion ath Protestant and Catholic

influences in the emblems of Wither.

Indeed, this study suggests that the differencegdan Protestant and Catholic at this
time are largely exaggerated with respect to embleRrotestant and Catholic
emblems are not, this study maintains, in esseldbaa different. It argues that, in
fact, Protestant and Catholic emblems were oftey glwse in terms of content and
that the real difference is in the way they maragrithe text/image relationship.
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Introduction

The early-modern period was a time of great chahgearticular it was also a time
of great technological and scientific advancem&he advent of the printing press,
for example, was radically to change the face abpgean culture. The Renaissance
also saw the advancement of the arts and the enwrgef new forms of art and
literature. Emblem books were just one of these f@mmwms which sprang up. This
may have been a period of immense developmenttbuas also an age of great
political and religious upheaval with the Reforraticausing an irreconcilable rift in
the Church. That the events of the Reformationvierehanged the course of modern
Christianity is undeniable. It marked a dramatia grermanent divide between
Protestant and Catholic cultures in terms of edocatnd worship for centuries to
come. Elizabeth Eisenstein stresses the immedigtadt of this divide and, arguing
that the Reformation had further reaching implmasi than simply theological ones,

points to a rift in Protestant and Catholic thirgkon all levels:

Sixteenth century heresy and schism shattered t€hdem so completely that
even after religious warfare had ended, ecumenicalements led by men of
good will could not put all the pieces togetheriaghlot only were there too
many splinter groups, separatists, and independeats who regarded a
central church government as incompatible with faith; but the main lines
of cleavage had been extended across continentcamndd overseas with
Bibles and breviaries. Within a few generationg tap between Protestant
and Catholic had widened sufficiently to give rige contrasting literary
cultures and lifestyles.

! Elizabeth L. EisensteinThe Printing Press in Early-Modern Europ@ambridge: Cambridge
University Press, 1983), p. 155.



If the ramifications of the Reformation and CourRaformation had indeed given
rise to independent literary styles, then we woelgect this to be reflected in
emblematic literature, which by its very nature waseflection of contemporary
culture. Elisabeth Labrousse, however, disagrebs. é8gues that hostility between
Protestants and Catholics has been exaggeratedvams$ against overstating the
differences between Protestants and Catholics,rayghat this conceals what they
shared, especially at the level of the communitgrehthey had a number of common
interests? Labrousse does not deny the differences betweened®ants and
Catholics, rather she argues that aside from teeancilable theological issues, on a
social level, if there were differences at all,ytheere differences of degree. That
there is much work still to be done in this arehighlighted by Christopher Hill, who
writes, ‘There is certainly room for further thougind enquiry about a literary form
which could appeal alike to Jesuits and to fiercayi-Catholic Protestantd'This
study aims to examine French Protestant and Catboiblematic literature in light of

these conflicting opinions.

Emblem books are unique in that they are convealipmunderstood to be the first
pan-European text-image form. Unlike the illuminas of the earlier manuscript
tradition, the symbolic imagery of the emblem ispren often than not, central in
unravelling the meaning. Th@cturag in other words, are not simply illustrative: not
only do they complement the text, but they cargirtiown set of codified meanings

which need to be ‘read’ in conjunction with thettaxorder to gain a full insight into

? Elisabeth LabrousselJhe Foi, une loi, un Roi?’: La Révocation de 'Edi# NanteGeneva: Labor
et Fides, c. 1985), p. 70.

® Christopher Hill, ‘Francis Quarles and Edward Bevés’, in The Collected Essays of Christopher
Hill, (Brighton: Harvester, 1985), Il, pp. 188-206 (p61L9



the message of the emblémnne-Elisabeth Spica, for example, defines synabioli
an emblematic context in the following way, ‘la dymlique donc désigne la
codification des rapports d'analogie entre I'obgtl'idée’> Defining an emblem,
however, remains difficult: for Daniel Russell, ttmblem is neither one thing or the
other but the ‘bridge between allegory, the domirgmbolic and rhetorical form of
late medieval culture, and the type of metaphot thegins to take shape with

European romanticisn?'.

But what is it that sets emblems apart from otlaglyemodern allegorical forms such
as theimpres&® As a general rule (although there are many eiwreg)t emblems can
be described as having a tripartite format compgis title or mottoifiscriptio), an
image pictura), and a verses(ibscriptig, usually printed in that ordérThe meaning
of an emblem is gleaned from the combination of¢helements: the text and image
must be considered together for the full moraldes® become apparent. What the
interaction between text and image necessitates $pecial kind of ‘emblematic

reading’. The eye of the reader does not scan fefinto right, from top to bottom as

* For more on the relationship between text and @riagemblems see: Alison Saunders, ‘Picta Poesis:
The Relationship between Figure and Text in thee®8ith-Century French Emblem BooBHR 48.3
(1986), 621-52. See also: David Graham, “Voiez @&y ceste histoire...”. Cross-Reference, Self-
Reference and Frame-Breaking in Some French Emhl&mdblematica7.1 (1993), 1-24.

® Anne-Elisabeth SpicaSymbolique humaniste et emblématique (1580 — 1{@&)s: Champion,
1996), p. 40.

® Daniel RussellEmblematic Structures in Renaissance French Cul(@teronto: University of
Toronto Press, 1995), p. 10.

" Emblems are by their very nature difficult to defi For a discussion of the French emblematic form
with reference to specific French authors see:ohliSaunders, ‘The Long and the Short of it: Stmectu
and Form in the Early French Emblem Book’,Tthe European Emblem: Selected Papers from the
Glasgow Conference, 11-14 August 1983. by Bernhard F. Scholz, Michael Bath and DaviesWn
(Brill: Leiden, 1990), pp. 55-83. See also: Sausddicta-Poesis’, 621-52, for a discussion ofriie

of the image in early French secular emblems. Hmoad definition in a European context, see: Mario
Praz,Studies in Seventeenth-Century Imagérypols (London: Warburg Institute, 1939-47). Mieha
Bath examines the phenomenon of the English embiegpeaking Pictures: English Emblem Books
and Renaissance CultyréLondon: Longman, 1994). Laurence Grove and DaRigssell's The
French Emblem: Bibliography of Secondary Sour@seneva: Droz, 2000) is an invaluable research
tool. They give a comprehensive list of secondanplematic sources and divide this into subsections
including one dedicated to the emblematic form @$48). See also: Spic&ymbolique humaniste et
emblématique (1580 — 1700)



it would for a conventional text. Instead the ewetsl back and forth piecing together
information, doubles back to check or reinforceompand lingers over the image,
which is read in anything but a linear fashion. dwkse, one does not read a
collection of emblems as one would read a noveé §dmewhat erratic arrangement,
especially of some of the earlier collections obéams, allows the reader to dip in at
will, to return time after time to old favouriteshilst ignoring others, devising his or
her own personal reading plan. Other collectiores rapre carefully arranged, and
while they may not always enforce a sequentialirspdpon the reader, the grouping
of emblems reveals some consideration. Thus théghatrbe some progression from
the beginning of the book to the end, some cyclwallement, or emblems may be
grouped loosely by theme. The way in which emblanesread both individually and
within the context of the emblem book as a whole teerefore have an impact on
their meaning. The reader is required to take aiveacole in reading, piecing
together information from the text and image, birigghis or her own bank of
knowledge to complete the whole. It is this whigtssthe emblem apart from other
forms of allegorical literature: the author offersecipe to the reader that only comes
to life upon the interaction of the reader with tiest and image and is therefore
necessarily coloured by the reader's own cultueéénence-system. In this way, the
emblem retains a certain flexibility. Whether thabject of an emblem be a
commonplace or a more specialised topic the int¢aion will always vary to some

extent depending on the knowledge and understartdengeader brings to it.



With respect to subject matter, emblems reflectemhteamporary moral and
intellectual thinkind Although the didactic nature of an emblem can vary
tremendously from one author to another, we finceinblems a moral guidebook,
often intended to educate the reader and crititishaviour considered to be
unacceptable on a moral, social, or religious levahd so we find emblems
commenting on the pain (or otherwise) of profanes]gromoting the moral code of
the day (extolling, for example, traditional virgjesuch as chastity and prudence) and
dealing out practical social advice (such as beiagy of flatterers). Furthermore, the
reader is not simply passive in this process buibrised to think as often emblems
(even within one book) can be contradictory. Mofter than not these works are
miscellaneous collections, a jumble of emblems @soded topics offering a
kaleidoscopic spectrum of advice on contemporaltyee) but there exist also several
examples of themed books, such as Otto Van VeQann’srumEmbIemate(1608)? for
example, which takes the theme of secular love asrdral premise and features

Cupid in each of the plates.

While common moral conventions often formed theidba$ emblems, authors also
drew their content from elsewhere. Other sourcesmgpiration for subject matter
included nature, common folklore and classical ralggy. In line with the humanist
train of thought which advocated returning to araitexts rather than trusting to later
‘flawed’ translations and interpretations, embleaiten drew on classical sources,
although, as Henri-Jean Martin points out, thiscpce became less common in

Catholic works than in Protestant ones:

8 For a systematic listing of most major sixteentd aeventeenth-century European emblem books by
both theme and motif see: Arthur Henkel and Albte8thone, Emblemata: Handbuch zur
Sinnbildkunst des XVI. Und XVII. Jahrhunde(&tuttgart: J. B. Metzler, 1967).

° Otto Van VeenAmorum emblematgAntwerp: Verdussen 1608).



In the last thirty years of the $&entury change was apparent. The Church

urged its scholars to concentrate more on theatitee of the early Church and

less attention was paid to the classics, exceptrbtestants or sceptic@.
We find emblems influenced by subjects from Ovickn&ca, Plato, Aristotle,
Socrates, Aesop to name but a few. Authors dichaoessarily draw directly on these
sources: many of the teachings of these ancieolashhad, thanks to the humanists’
interest in antiquity, become commonplateaVhile some authors or publishers
signalled their sources through the inclusion ofgiralia (references alongside the
verse in the margin), this was by no means stangeadtice. Thus, for a modern
reader it is very often far from immediately obwsoio what emblems may owe their
content. The sources of emblems would often hawn beell-known and easily
recognised at the time but the same is not trughermodern day reader and this

distances us, rendering the emblem all the moreusbes

It was possible to experiment to a certain exteitih warious combinations of theme
and image: modifying the format was another wawirich authors or printers could

put their own personal stamp on an emblem. Whié @ad image are usually both
present, they are, for example, by no means alwayslly weighted. The chosen
organisational structure of an emblem is cruciahighlighting or undermining the

importance of the various components. Placing ¢e@ment before another or, indeed,
physically separating parts by moving beyond alsipgge can change the focus of

an emblem as Barbara M. Benedict underlines whesm whtes, ‘all books

9 Henri-Jean MartinPrint Power and People in 7Century Francetrans. by David Gerard (London:
Scarecrow Press, 1993), p. 14. For a history ob#ggnnings of Humanism in Italy and France $ee:
Littérature francaise: Du Moyen Age a I'age barogeel. by Henri Lemaitre, Thérése Van der Elst,
and Roger Pagosse, 5 vols (Paris: Bordas and lafft9v0-72), | (1970), pp. 309-310. For a
discussion of humanist thought and a discussicroofpatibility with Protestant thought see the same
volume, pp. 314-318.

™ For a detailed look at these commonplaces see Mass, Printed Commonplace-Books and the
Structuring of Renaissance Thou@®xford: Clarendon Press, 1996).

10



demonstrate their “meaning” by their format — thetails of their presentation — as
well as by their content$? And so we find emblems with varying lengths ofses,
reshuffled page layouts, or comprising added eléspdike prose commentaries.
While the first verse is usually relatively shatthe secondary sections tend to be
longer and can be either prose or verse. Thesehaay been included for clarity:
they sometimes provide additional information apdrhaps written by the original
author or a later editor, they may also includesgilzal sources or other sources of
authority. While some modern-day emblem scholarg caasider these sections to be
additional to the tripartite model as set out bydAgas Alciato this was not initially
the case and certainly became more commonplaceighoot the seventeenth
century. In France, for example, we find an eaxigmaple of this practice of including
a further section in French as early as 1540 ife&iCorrozet'dHecatomgraphielt is
to this very fluidity, the constant evolution areiworking of the developing literary
genres in the early-modern period that Benedimfesrring when she notes:
In these early books, this format [anthologies] bomas visual signs from
traditional and new literary culture. By their distive practice of separating
previously published literature into small chunks reading matter and
arranging these according to the principles ofrtee text or context, each of
these literary genres characterises literature amposed of quantifiable,
malleable, even mechanical units. These unitshéumore, are represented as
responsive to new or personal recombinations aimtereretations. While
commodifying literature into usable and reusab&mants, this format allows
both the traditional, intensive study of a few sxnd the new, comparative
survey of many that a burgeoning literary marketuldo increasingly
promote’®
Similarly, due to cost, amongst other reasons, woty] and, later, engravings were

often reused. Sometimes plates were simply copedyere redone on a similar

design or altered in some way. This did not meameéver, that the emblem tradition

2 Barbara M. BenedictMaking the Modern ReadéPrinceton: Princeton University Press, 1996), p.
34. See also: Alison Saundefgie Sixteenth-Century French Emblem Book: A Denerand Useful
Genre(Geneva: Droz, 1988).

13 Benedict, pp. 34-35.

11



became stagnant. Re-workings of emblems became oaraoross Europe as authors
reinterpreted an image or manipulated iconograptatfs to complement a particular
theme* Acknowledging that both text and image were oftedependently pillaged
in the name of some newer literary creation ‘wittlel regard for original usage’
Laurence Grove underlines the importance of cont€ke individual components

matter little, he argues; rather it is flv@ductof these that is of interest:

Such an adaptation to context was very much inikgepith the workings of the

emblematic process of creation. By its very defamitan emblem is the bringing
together of disparate parts in the knowledge thatprocess of amalgamation will
create a finished product that surpasses the suhe afidividual elements.

Roger Chartier notes a similar phenomenon in hidysof the images used in the
‘images volantes’ in Paris between 1530 and 1660:
This double use of the print — as a flysheet and plaite in a book — is, moreover,
only one instance of the multiple reuse of suchraviggs, and confraternity
materials give many examples of this. The sameuggctould be printed with

different titles and texts for different confratiies, when a new text was not
simply glued onto leftover stock.

Although Chartier, Benedict and Grove write aboiffedent types of literature in
which text and image interact we see that thersnavertheless parallels between the

evolution of these ‘images volantes’, anthologiesd aemblems. A study of

14 John Manning discusses this phenomenon with respebe English emblem tradition in his study
of Whitney's continental sources: John Manning, ffgy Whitney's Unpublished Emblems: Further
Evidence of Indebtedness to Continental Traditioms’'The English Emblem and the Continental
Tradition, ed. by Peter M. Daly (New York: AMS, 1998), pp. 837. See also the following
bibliographies of primary emblematic sources:

Alison Adams, Stephen Rawles, and Alison SaundeBibliography of French Emblem Books of the
Sixteenth and Seventeenth Centu®@sneva: Droz, 2002); Henkel and Schdaeblemata See also:
Mario Praz Studies in Seventeenth-Century Imag&gme: Edizioni di storia e letteratura, 1964).

5 Laurence Grove, ‘Tristan I'Hermite, Emblematicsidfarly-Modern Reading Practices in the Light
of Glasgow University Library SMAdd.392ih Emblems and the Manuscript Traditiomcluding an
Edition and Studies of a Newly Discovered Manusafgdoetry by Tristan I'Hermiteed. by Laurence
Grove (Glasgow: Glasgow Emblem Studies, 1997), pp. 13®{p7 173). For more discussion on this
see also: Laurence Grov&mblematics and Seventeenth-Century French LitezatDescartes,
Tristan, La Fontaine and Perrau{Charlottesville: Rockwood Press, 2000).

® Roger ChartierThe Cultural Uses of Print in Early-Modern Frandeans. by Lydia G. Cochrane
(Princeton: Princeton University Press, 1987),61.1

12



emblematic literature, therefore, does not simpéyngt an understanding of the
relationship between text and image during theyeaddern period or allow an
insight into contemporary culture but also benedits understanding of early-modern
literature in the wider sense. In this way emblesoks may be seen as a microcosm
of their environment as Spica underlines, quotingdOLe monde est livie comme le
livre est un monde*’ It is perfectly logical, she writes, that ‘de méuopge 'homme
est le microcosme du monde divin, de méme l'imagabslique, et le recuell

emblématique davantage, forme le microcosme orgteis de ce mondé®.

If emblems are, as Spica suggests, a microcosimeaf énvironment, a reflection of
the world around them, then they were no lessunstntal in shaping their physical
environment and were far from being limited to theges of books. Emblems were
ubiquitous in both religious and profane life i thixteenth and seventeenth centuries
and formed part of decorations in the home, in chels, in embroideries, carvings,
tapestries, clothes and personal seals. As Alisam&ers has shown with respect to
Jesuit school ceremonies (a topic | will examinemiore detail in the next chapter),

they influenced the performative arts as Vell.

The reuse of images also raises the question tdbashtion. While we refer to the
writer of verses as the emblem author, the engrandrpublisher were equally vital

cogs in the creative wheel. Very often it is impbkesto determine the extent to

7 Spica,Symbolique humaniste et emblématique (1580 — 1p0@P.

18 Spica,Symbolique humaniste et emblémati¢LE80 — 170Q)p. 170.

9 Alison Saunders, ‘Make the Pupils do it Themsel&sblems, Plays and Public Performances in
French Jesuit Colleges in the Seventeenth Centuryrhe Jesuits and the Emblem Traditied. by
John Manning and Marc van Vaeck (Turnhout: BrepdB99), pp. 187-206. See also: Judi Loach,
‘Jesuit Emblematics and the Opening of the Schaar¥at the Collége Louis-le-Gran&mblematica
9.1 (1995), 133-176.

13



which writer and artist worked in conjunction wigach other, the extent to which
image and text were created independently of ealsar.oWhile a modern reader
might assume that the text came first and the tawisrked around this either
autonomously (as happened with Alciato’s first edlion of emblems), or under
instruction from the writer or editor/publisherjglwas by no means always the case.
Barthélemy Aneau’'®icta poesig1552) is a case in point. He explains in the quef
to this work that he found the woodcuts lying ie thorkshop of Lyons printer Macé
Bonhomme and that thRicta poesiss the result of his labour to give these blocks
new life. Rather in the same way as sometimes adyahight come to a musician
first and other times the lyrics, the creation nfeanblem does not follow a concrete
model but is the sum of parts created by a groupeable, in which the role of the

reader is important.

Religious emblem bookser se that is to say whole collections of emblems faogs
on religious subjects, which this thesis considessm a comparative Protestant and
Catholic perspective, did not begin to appear uhgl end of the sixteenth centidfy.
While Protestant authors readily adopted the emplenilections of Catholic
emblems were longer in coming, thus, as we shalirséhe next chapter, echoing the
general pattern of book production and propagatideas not until the Jesuits began
promoting the new teaching techniques influencedgmatius of Loyola during the

Counter-Reformation that changes in Catholic teagimethods were introduced and

%% See John ManningThe Emblem(London: Reaktion books, 2003jor discussion of religious
emblematic forms. See also: Barbara Kiefer LewaRfotestant Poetics and the Seventeenth-Century
Religious Lyric(Princeton: Princeton University Press, c. 19p),188-196, where she identifies five
categories of religious emblems: collections of aeineous Christian emblems, collections of
emblems which take a biblical verse as a centrdif ramblems which feature Anteros, collections of
emblems which feature a heart-motif, ®eholaCordis or school of the heart.

14



it was really much later, with respect to emblemditerature at least, that these

changes began to make themselves felt.

Aside from the bible, and teachings of the Churalthérs, another main source of
subject matter for these primarily religious cadllens was the early so-called secular
works. While these did not deal explicitly with sgie religious or biblical ideas, so
great was the influence of the Church at this tithat some evidence of Christian
thought is evident in many of these. Allegoricguiies and traditional motifs found
themselves reinterpreted to convey a Christian agesseither through the
manipulation of text, the inclusion of Christianoimography in the image or a

combination of both.

While some scholars argue that prior to Georgegtdidntenay’s 1567 collection of
specifically Christian emblems, the moral elementarly emblems, in keeping with
the humanist tradition, is based on the authoritthe anciensand remains entirely
secular, | would argue that due to the pervasivepé<hristian thought at this time,
there is no such thing as an entirely secular emlieok. Later specifically Catholic
or Protestant emblems often used existing emblesna source but while there is
certainly a difference in emphasis, the early ssaceimblem books were nonetheless,

if not consciously based on, at least imbued whiisTian teaching.

2l Georgette de Montenafmblemes ou devises chrestienifegon: Marcorelle, 1567)The first
edition of Montenay’mblemesas recently been redated from 1571 to 1567. Fwerimformation
about this see: Alison Adams, ‘Georgette de Montsn&mblemes ou devises chrestiennEss7:
New Dating, New contextBHR 63 (2001), 567-574.

15



Miriam Chrisman notes, with respect to other forofsreligious literature, similar
sources of inspiration to those influencing embleooks. She writes that ‘religious
ideas were drawn not only from the Bible, sermamsgl the Creed. They evolved out
of the pragmatic experience of political eventse tbxperiences of wars and
persecutions?The same is true of emblem books. The experiengmlifcal events
manifests itself in two ways in emblem books eitiverthe content of individual
emblems or in the overarching theme of a book aghale. Emblems reflect an
emotional response and, because of the individeadding they require, they
encouraged figurative thinking. Thus the sensenpiending doom, the certainty of an
imminent apocalypse created by the years of petisecand war colours many of the
emblems of the period. ‘The apocalyptic tendenoiethe thought of the age’, writes
Janine Garrisson, ‘saw heresy as a sign sent bgvanging God as a warning of
worse plagues and evils to coni2On the Protestant side of the fence we see new
anti-Catholic imagery emerging as the Catholic €hwand in particular its clerics are
compared unfavourably to demons, gluttons, liad emeats. The Pope came to be
described in terms of the Antechrist and evidentéhis new way of thinking is
apparent in Montenay’s emblem ‘Sic vivo’ (‘Thusivd’) where we find an owl, a
creature of the night, representing the Pope, wheferred to as ‘L’Antechrist’ in the

verse?*

Other books were written as a direct responsedpeaific historical event. Le Jay’'s

Triomphe de la religion sous Louis le Grafar example, was written in celebration

2 Miriam Usher Chrismani,ay Culture, Learned Culture: Books and Social aefin Strasbourg,
1480 — 1599)London: Yale, c. 1982), p. 269. See also: Andc@ir@oisier,Les Danses macabres
gParis: Presses Universitaires de France, 1998}.p.

3 Janine Garrissom History of Sixteenth-Century France, 1483-1598n&issance, Reformation and
Rebellion trans. by Richard Rex (Basingstoke: Macmillar3)9 p. 304.

4 Montenay, p. 21.
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of the revocation of the Edict of Nant@sSometimes individual emblems make
reference to historical events or figures such hes first emblem of Montenay’s
Emblemes ou devises chrestienmasch depicts Jeanne d’Albret (to whom the book
is also dedicated), the Protestant Queen of Navdméding the walls of the
Protestant Churcff. While collections recording a specific event aehaps rarer
many general collections of emblems reveal reasttorthe contemporary social and
political climate, often in their prefaces. Gabrgd Mello, for example, a century
later, seizes the opportunity to condemn the astioh the iconoclasts and the
consequent effects upon religious images in théapeeof his 1673es Divines

operations de Jesus, dans le coeur d’une ameédidell

Nous voyons a present tant de sortes dimages, & diféerentes
representations de Jesus Christ & des Saints,dggipostures si indecentes,
gue l'on peut avec justice souhaiter, & mesme delmata reforme, parce
gu’elles sont les ouvrages de I'imagination phaigae des hommes, plustot
gue l'effet des devotions Chrestiens, & le plusvent des productions de la
malice des Heretiques, les ennemis déclarés degesngui ne les ayant pd
oster de nos Eglises font tous leurs efforts pawsnes rendre méprisables
par leurs representations malicieuSes.

Academic interest in emblematic literature has graignificantly in the last thirty
years. The popularity of this field is evident imetgrowing number of new resources
such as websites like ‘French Emblems at Glasgomhjch, thanks to new
technology, render these texts accessible to a midgr audiencé® A large number

of critical works, including those by Daniel Rudsdbavid Graham and Alison

% Gabriel Le JayTriomphe de la religion sous Louis le Gra(Raris: Martin, 1687).

5 Montenay, p. 1.

" Gabriel de MelloLes Divines operations de Jesus dans le coeur dame fidelle(Paris: Van-
Merle, 1673), eVr-eVv.

% \www.emblems.arts.gla.ac.uk/french/index/php. Skse:ahe Open Emblem Portal which brings
together various emblematic websites: http://mdufiaty.wiuc.edu/projects/oebp.
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Saunder$? examine the emblematic form attempting to define often indistinct
nature of the boundaries between emblems and allegorical and symbolic works.
Praz, Saunders and Russell have all demonstragedrportance of emblems and
related forms in early-modern French culture. Laoee Grove and Russell have
examined the influence of emblems on other formgexfture in the seventeenth and
sixteenth centuries respectivéfWith respect to religious emblems Paulette Choné
and Anne-Elisabeth Spica have both examined theerwimbntext of religious
emblems Alison Adams has produced insightful works on ¢href the most
influential French Protestant authSrsvhile Dietmar Peil and Wolfgang Harms have
both contributed greatly to study of the work omtinental Protestant authors, in
particular Gabriel Rollenhagen, one of the printigathors in this study? On the
other side of the doctrinal fence the importanceenfblematics within the Jesuit
pedagogical system (specifically in French coll¢dess been examined by Alison

Saunders, Judi Loach, and many otfiérs.

29 Graham, “Voiez icy en ceste histoire...”, 1-24; el Russell, ‘Embléme et mentalité
symbolique’ Littérature, 78 (1990), 11-21; SaundeRicta Poesis621-52.

%0 praz: Alison Saunderghe Seventeenth-Century French Emblem Book: A R#eerand Useful
Genre (Geneva: Droz, 1988); Daniel Russéinblematic Structures in Renaissance French Culture
(Toronto: University of Toronto Press, 1995); Darfrussell, The Emblem and Device in France
(Lexington: French Forum, 1985); Groemblematics and Seventeenth-Century French Litexatu

1 Paulette ChonéEmblémes et pensée symbolique en Lorraine (1523}16&mme un jardin au
coeur de la chrétienté{Paris: Klincksieck, 1991); Ann-Elisabeth Spi&ymbolique humaniste et
emblématique: I'évolution et les genres (1580-17B@is: H. Champion, 1996).

% plison Adams,Webs of Allusion French Protestant Emblem Books of the SixteenthtuBe
(Geneva: Droz, 2003); Alison Adamdan Jacques Boissard’s Emblematum liber: Embldates
(Turnhout: Brepols, 2005).

53 Wolfgang Harms, ‘The Authority of the EmblenEmblematica 5.1 (1991), 3-29; Dietmar Peil,
‘Emblem Types in Gabriel RollenhagemMsicleus EmblematurEmblematica6.2 (1992), 255-282.

% Saunders, ‘Make the pupils do it themselves’, I§¥-206; Judi Loach, ‘Architecture and Emblems:
Issues in Interpretation’, ifcmblems and Art Historyed. by Alison Adams (Glasgow: Glasgow
Emblem Studies, 1996), pp. 1-21, and ‘The Teacbingmblematics and Other Symbolic Imagery by
Jesuits Within Town Colleges in Seventeenth- arghteenth-Century France’, ithe Jesuits and the
Emblem Traditioned. by Marc van Vaeck and John Manning (TurnhBegpols, 1999), pp. 161-86.
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While there has been much research on religiouslesnsbin general and several
studies have been carried out on individual Pratesind Catholic authors there are
fewer studies directly comparing works by bothHsjtand these tend to present a
general overview. This study will make a more dethicomparison of Catholic and
Protestant emblems through close examination ofpus of specific examples. What
is considered to be the first collection of religgoemblems, MontenayEmblemes ou
devises chrestienneappeared in France in 158and | will naturally take this as a
starting point. Production of emblems, Protest&@dtholic and apparently secular
decreased greatly after the end of the seventeemtiury a fact that is acknowledged
by most emblem scholars in their limitation of m#& to the sixteenth and
seventeenth centuries. Consulting bibliographiesnolblems, such a& Bibliography

of French Emblem Books of the Sixteenth and Searght€enturiespoints to a peak
of religious emblem production around 1685This study, therefore, extends
somewhat beyond this date to encompass texts peddas the flush of religious
emblem production began to die down. The revocatibthe Edictof Nantes was
signed in 1685, marking an end to a period of kaateligious tolerance and the final
guashing of the Protestants in France. This was thle year in which Protestant
printers and booksellers were prohibited from trad&rance. As such this seems a
fitting point to terminate our comparison of Praées and Catholic texts: this study
therefore extends until 1687, the year of publaranf Gabriel le Jay’ée Triomphe

de la religion sous Louis le Grand

The divide in the Church was much more complicatemh a simple Protestant/

Catholic split. A bewildering number of orders, gps and new branches in both

% See footnote twenty-one above.
% Adams, Rawles and Saunders.
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camps began to be established during this periogveier, for the purposes of this
study authors will be grouped into two categoréther Protestant or Catholic, unless
something is to be demonstrably gained in our wstdading of the emblem from
specifically labelling the precise denominationr Egrample it is at times expedient to
consider works by Jesuit authors in light of semilesuit works such as Ignatius of
Loyola’s Spiritual Exercisesa work which | will consider in detail in the rex
chapter.Nevertheless, | should make it clear that whileuch on some of the key
theological issues of the Reformation in order itee gsome background this is not a
theological study. | am not so much concerned Wighdoctrinal points of difference
between Protestantism and Catholicism as with thesemtation of these in an
emblematic format. Furthermore, it is worth notiag this point that the exact
denomination of authors is notoriously difficult panpoint. These are often minor,
lesser-known authors and there is often a deartiogiraphical information. Catholic
authors, especially Jesuit authors, sometimes prqudclaim their affiliation to their
order in the frontispiece or title page of their em books. Protestant emblem
authors are, on the whole, perhaps understandably helpful and it is often next to
impossible to unearth biographical information ame authors. | have consulted
both theDictionnaire de Spiritualit® and theDeutscher biographischer Ind®xas
well as numerous other works of secondary litemtand wherever possible give

biographical detail&’

3" Dictionnaire de spiritualité: ascétique et mystigdectrine et histoireed. by Marcel Viller et al., 16
vols (Paris: Beauschesne, 1932-1994).

% Deutscher biographischer Indeed. by Willi Gorzny (Munich: K. G. Saur, 1986).

%9 See appendix 1.
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It is the relationship between text and image thakes emblems so special and this
working can only be understood upon close analjstheir very nature emblems
require time when read: time for contemplation aodsideration and re-reading. A
brief glance does not suffice. Neither will it ihig study which aims, through
detailed, close analysis, to unlock the relatiopshetween text and image in
Protestant and Catholic emblems. Similarly, theemidnge of themes expressed in
emblems can only be reflected by including a wideber of examples. Of course it
is not possible here to comment on every embleninaeed every emblem author,
but | have tried to build as representative a corsl possible from some of the key

emblem authors.

The primary focus of this study is, of course, upoench emblems; it was in France
that the first emblem books, both secular and il were created and France
remained at the forefront of the emblem traditibmoughout the sixteenth and
seventeenth centuries. While the emblem traditpread across Europe and | wished
to reflect the widespread appeal of these by inctyéxamples from outwith France
(mainly from England and Germany), | have not ideld examples from every
country producing emblems; my aim was not to doommrehensive, comparative
study of European emblems, rather to compare Raoteand Catholic and so | have
concentrated on examples from countries in whiehReformation had a particularly
strong following. Neither Spanish nor Italian embfe as a result, are represented

here.
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The majority of emblems examined here either inetudérench verses, were later
translated into French or were based on texts wiéchincluded French. Some texts,
such as some of the English ones, merit a placausedhey use one of the other texts
in this study as a source. It is perhaps usefukéxplain that given the problems
defining geographical boundaries in many place&umope at this time, while not
ignoring place of publication, | consider texts mgifrom the angle of the languages
in which they were printed. If we look as an exaenpt France, which was at the
forefront of both secular and religious emblem picithn, the reasoning behind this
becomes clear. Until 1790 France was organisedgraweinces. Despite attempts by
the governing forces to create a centralised suit®f these provinces, France at this
period remained a patchwork of local privileges dmstorical differences and so
pinpointing exactly what constituted France is Kyicto say the least. Religious
persecution, amongst other factors, meant thas te@gte produced in French in areas
that would not have been considered part of Framdbe time. Similarly, the large
numbers of polyglot editions which included Frerafd translations of continental
texts into French, although not necessarily publisin France, were clearly intended
for a francophone audience. For this reason itasenprudent to delimit the scope of
this study to the target language audience ratfeer to the geographical boundaries

of a particular country.

While of course there are too many emblem autlwrsgresent them all in this study,
the examples that | have chosen are typical examepfetheir kind. | examine
examples from the early fathers of the emblem fti@di such as Alciato and
Corrozet, in order to explore the beginnings anskfide sources of the later religious

emblems. In the Protestant group, | begin, logicalith Montenay and consider also
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other examples in French by popular authors sudBoéssard, and Béze, himself an
interesting figure in light of his involvement ihe Reformation. The exploration of
these provides an overview of the French religieasblem which is considered
alongside further continental examples. An exanomabf emblems from Whitney,
for example, who reworked emblems by Montenay (ditlg others) gives an
interesting point of comparison. Similarly the eathk of Rollenhagen (which often
featured French in polyglot editions suggestingygéing a French market) feature
prominently as do Wither's English reworkings oésle emblems. With respect to the
Catholic emblems, | have once again concentratedFmnch examples from
prominent emblem authors such as Sucquet, BerthddBaudoin who reflect the
general trends found in Catholic emblems. HereRmmnch examples are contrasted
with their continental counterparts: Catholic Hugimr example, is examined

alongside Anglican Quarlé$.

The first section of this thesis will contain threleapters. The first of these will give
some historical background to the Reformation. @&dth this is not a theological
study some clarification of the events of the Refation and the key points of
doctrinal difference is necessary. This chaptel ebmine Catholic and Protestant
rates of publication with respect to literacy lesvét will focus on some of the central
figures of the Reformation and Counter-Reformatisuch as the Jesuits, and, in
particular, will examine their contribution to erabis. This chapter will also consider
the fundamental question of iconoclasm and attetopteconcile this with the

production of Protestant emblematic images.

0 For more bibliographical and biographical detail these authors and the others included in this
study see appendix 1.
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The final two chapters in this section break indidal Protestant and Catholic
emblems down into their individual components ofdvand image. Chapter two will

consider the treatment of one particular motififjgn a selection of Protestant and
Catholic emblems and will demonstrate the icondgi@ptyle and the function of the
image in these examples. Chapter three will adoginalar approach and will

examine a selection of specific examples from antite point of view and consider
emblems which focus on some aspect of the thenienef Emblems were extremely
varied in subject matter covering virtually eveppact of early-modern life. To gain a
true understanding, therefore, of the range of twermresented in emblematic

literature as wide a selection as possible has ineturded.

The second section of this study approaches thstignefrom a different perspective.
Rather than examining individual emblems, this isectconcentrates on three
emblematic works in their entirety. Three chapteri focus on three specific
authors, examining the religious emblem book ashalev Chapter four, the first of
these, will consider a Protestant work, thiecleus emblematum selectissimoriyn
Gabiriel RoIIenhageﬁl. While on the one hand this chapter will, for thestftime,
compare the original Latin distichs with the Fremi@nslations, this chapter will also
examine in some detail the relationship betweehaer image. The second of these
author-specific chapters, chapter five, will analgsnblems from Francois Berthod’s
Emblemes sacréZ Once again, this chapter will consider the retatfop between

text and image in this Catholic work but will alsaldress the question of Jesuit

“! Gabriel Rollenhagemucleus emblematum selectissimor{@ologne: De Passe, 1611-1613).
“2 Frangois BerthodEmblesmes sacrgParis: Loyson, 1665).
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influence. Chapter six examines George Withér'€ollectionof Emblem$® This
final chapter examines this text in light of bokte tProtestant and Catholic texts that

influenced it.

Emblems are reflective of the time in which theyrevevritten. This was a particularly
tumultuous time and, it seems reasonable, as #,rasexpect to find Protestant and
Catholic emblems to be very different. It is thisegtion the following chapters will

consider.

3 George WitherA Collection of Emblem@.ondon: Allot, 1635).
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Part 1

The Religious Emblem and its Context
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Chapter One Foreword

Emblems, as we have seen, are, like other litesary artistic genres, a product of
their environment, a microcosm of the world in whitbey were created. In the case
of emblems this is all the more true as a resulthef didactic element present in
varying degrees in all emblems. They reflect eartydern thinking, itself shaped by
cultural events and advances. This does not meanthiey are inaccessible to a
modern reader: quite the contrary. Many of thenswnd morals contained within the
pages of an emblem book are universal and transcedral and temporal

boundaries. Nevertheless, modern readers do orsioccéose their footing when

reading an emblem, certain stumbling blocks hindee path and make

comprehension just that little bit more difficulit times this might be the result of
differences in approaches to reading between @aolyern and modern times. Other
times it might be that the emblems contain refegerio real historical figures, events
or customs, which would have been instantly recgajsie to a contemporary reader
but have since been forgotten and lost in the noteme. It is for this reason that

understanding the context of emblems is important.

In the case of this study, the specific context thas of the Reformation and Counter
Reformation. These were massive cultural eventschvisient shockwaves across
Europe, forever changing the face of Christianayd, as we have seen some
historians argue, perhaps led to the developmentistinct literary styles. To

understand these differences, if they exist, onstnmok back to the events that

caused them.
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This, as | said in the introduction, is not a tlegtal study, nor could | hope to tackle
the history of such a broad subject in such a feef pages, yet it is essential to cover
some of the key issues of both Reformations in tdeunderstand the context in
which the emblems were written. What were the h@ggs of the Reformation? How
did events develop over time? What sparked thesatevand what were the key
issues Protestants and Catholics disagreed uporch dumade in contemporary
popular thought, for example, of the Protestanttmmss of images and this is a
guestion that must be addressed in this study dfleems which combine both text

and image.

One of the most influential movements in Reformatitistory across Europe, both in
literary and religious terms were the Jesuits whoame a formidable counter-force
to the Protestants. Their far-reaching influencerdeaching practices, literature and
the arts is well documented, and, they were onéhefmost prolific producers of
emblem books. This chapter will consider, in patc, their interest in the
emblematic form and the role they played in shapimg, Again | will pay particular

attention to the Jesuits in France as represeatafiyesuits across the rest of Europe.

Indeed, this brings us more generally to the qaestf book production: several key
issues must be addressed, not least the questionraiclasm. How is the Protestant
mistrust of the image reconciled with the proliRcotestant production of emblems
particularly in the late sixteenth and early seegenth centuries? This chapter will

also query the production of emblem books: who wasducing collections of
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emblems and for what purpose? If Catholic and Btate authors developed distinct
literary styles did they begin producing emblem ksoat the same time and who read

these collections?

It is also useful, at this point, having establglmome of the key issues of the
Reformation and Counter Reformation and given atfingy at least, of the context in
which emblems were produced, to examine the emiitem in more detail. Two
examples are analysed in light of this context nieo to gain a preliminary

understanding of how a Protestant and Catholic emlfinction.

These questions may seem diverse, and they arey Gtwesider a number of
seemingly unconnected issues all of which mustdmsidered. Indeed, in some ways,
the interplay of questions that must be answered iseevocative of the melting pot

of ideas that was the Reformation.
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Chapter One

The Religious Emblem in Context

It is all too easy to view the Reformation as aménsplit between Protestant and
Catholic but this is far from being the case. Thenginent Reformation leaders were
by no means in agreement with one anoth&\hile all were agreed on the primacy
of the Word, sola scriptura and that grace could not be earned, Luther asd hi
disciples soon parted company over major doctrisalies. With respect to the
guestion of grace, all agreed that it could noatieieved through good works and that
salvation was achieved through a combination ofgend faith alonesola fides but
Calvin’s insistence on the notion of predestinatias the source of another divide in
Reformed thought. Zwingli could not accept Luthariswillingness to give up many
Catholic ceremonies and, unlike Luther, insistecbrughe doctrine of reading
Christian Scriptures with unwavering literalnesalu@h also insisted on the literal
reading of the bible but went further than Lutherhis questioning of the Church
finding fault with the hierarchical structure, whjche felt, by placing the papacy as
supreme authority, detracted from the lordship bfi€. Opinion was divided also
over Eucharistic doctrine: Luther upheld the raalspnce of Christ while for Zwingli

and Calvin the Eucharist merely symbolised the bamty blood of Christ?

4 For more discussion of the disagreements betweerdrious branches of Protestantism, see: Scott
M. Manetsch,Theodore Beza and the Quest for Peace in Francg2-1598(Leiden: Brill, 2000), p.
116.

“5 For more on the particularities of Calvinist anatheran doctrine see: Ronald S. Walla€alvin's
Doctrine of the Word and Sacrameffidinburgh: Scottish Academic Press, 1995); Midbgtnond
Richard,La Vie des protestants francais: De I'édit de Nardela révolution (1598-1789Paris: Les
Editions de Paris, 1994).
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The rise of Protestantism was not the only rifthe Church. There was, at various
times, also dissension even within the traditidbatholic Church. On the one hand,
in France, for example, we find the Jansenists @ft Royal preaching a static
Christianity anchored in Augustinian teachings armdlition opposed to the Jesuits
who adopted a more fluid system of reform. Spiceyuas that this break from
tradition cost the Church dearly in terms of auitliyothus facilitating the rise of
religious pluralism. It is true that the beginnin§ the seventeenth century saw a

boom in the number of religious orders:

During his reign [Henri IV] other religious ordesettled in France : the reformed
Augustinians, the Barnabites, the Brothers of Gpatihe Capuchins and Capuchin
sisters, the Feuillants, the Minimes and the Thénégs (Carmelitesy.

Thus the Reformation, which is all too often sirfipti to a Protestant/Catholic
divide, is in fact a maze of doctrinal issdé®8y the end of the seventeenth century
the Church is divided into many factions. On the band, in France, for example, we
find Jesuits, Jansenists, Bendictines, Carmelgkesnsciscans and Oratarians, while
on the reformed side we find Lutherans, Zwinglia@sjlvinists and more radical

reformers like the Anabaptists and followers of IK&dt and Thomas Munz.

6 Andrew Spicer, ‘Huguenots, Jesuits and FrenchgRels Architecture in Early Seventeenth-Century
France’, inThe Adventures of Religious Pluralism in Early-Madé&rance ed. by Keith Cameron,
Mark Greengrass and Penny Roberts (Bern: Lang,)2pP0245-260 (p. 254).

" For an introduction to the Protestant Reformatsee: Bard Thompsoikjumanists and Reformers
(Grand Rapids: W. B. Eerdmans, 1996), p. 484 whereoncentrates specifically on the differences
between Calvinism and Lutheranism. See also: Hu@hgsant Old,The Shaping of the Reformed
Baptismal Riteg(Michigan: W. B. Eerdmans, 1992), pp. 133-137,ddorief explanation of Protestant
doctrine and pp. 140-142 where Calvin’s adoptiothefargument is discussed.
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A study of the ways in which authors harnessedpibwer of the printed page to
politicize and Christianize works during the Refation is particularly appropriate,
for the printed word played a major role in theesmt of Reformation ideas. The
Reformation may not have been the first major moxetmin history to have the
power of the printing press behind it but the inmpdécwas to have on the
dissemination of new ideas was immediately felbzabeth Eisenstein writes:

In this [...] field, historians confront a movemehtt was shaped at the very
outset (and in large part ushered in) by the neweps of the pres€

Production

Both Protestants and Catholics harnessed the peesstool of propagan‘&?aand a
war of pamphlets raged during the wars of religibfCatholic propagandists’, Luc
Racaut recounts, ‘were successful in fosteringnaage of Protestants as dangerous
and treacherous agitators, enemies of the kingduoétrue religion®* Because of
the often strong links Protestants had with thé oé&£urope (for example trade and
printing), they were often perceived as being &ltelus force when in fact this was

far from being the case:

Protestants promoted the oneness of political spattee kingdom with many
remaining fiercely loyal to the crown even at tfeéght of their persecutiofs.

“8 Elizabeth L. EisensteinThe Printing Press in Early-Modern Europg&€ambridge: Cambridge
University Press, 1983), p. 48.

“9 For a discussion of propaganda in the south afde&aee: Phillip Conner, ‘A Provincial Perspective:
Protestant Print Culture in Southern FranceThe Sixteenth Century French Religious Bak by
Andrew Pettegree, Paul Nelles and Phillip Connédéishot: Ashgate, 2001), pp. 286-382

%0 See: Jeffrey K. SawyePrinted Poison: Pamphlet Propaganda, Faction Pctitiand the Public
Sphere in Early Seventeenth-Century Fra(Berkley: University of California Press, 1990),. fijt-
60, for a more detailed account of pamphlet litm&in France.

®1 Luc Racaut, ‘The Cultural Obstacles to Religiolsr&ism in the Polemic of the French Wars of
Religion’, in The Adventure of Religious Pluralism in Early-Maodéfrance ed. by Keith Cameron,
Mark Greengrass and Penny Roberts (Bern: Land)@)2 pp. 115-127 (p. 121).

2 Henry Phillips, Church and Culture in Seventeenth-Century Frarf@ambridge: Cambridge
University Press, 1997), p. 189.
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While Protestant authors were quick to harnessptheer of the printed word, the
Roman Church was slower to realise the full po&raf print. Even when the full
power of the press became clear, the Catholic ®hwaes still hesitant:
Catholic publications may have been initially Iésghcoming than Protestant
ones, but once they had joined the propaganda Catkolic authors soon
eclipsed their Protestant counterpatts:
In the late sixteenth century numbers of Cathdimotogians, from Paris especially,
issued books of all shapes and sizes, denouncihgn@an and upholding Church
teaching, but after peace was restored with thetBdiNantes there followed a period
of toleration based on a balance of power, andatextnflict took the place of armed
struggle and the dictatorship of the Catholic LeadBut it was an unequal conflict:
on the Catholic side a vast outpouring of propagarehd very little from the
Protestants because, under the terms of the Edectduguenots could only publish

their works in certain prescribed areas, whichrditlinclude Parig?

By the time of the revocation of the Edict of Nanbe 1685, which marked an end to
the series of changes and adaptations accommod®&iotestants, the rate of
publication of Catholic emblem works had accelatatpartly as a response to
Protestant publications, and partly as an attemptamote the changes in traditional
Catholic ideologies. Conversely, though initially #ne forefront of the printed

propaganda movement, Protestant publications indéréegan to peter out towards

%3 See: Sawyer, p. 137, where he concludes thathigtery of the political press from 1618 onward is
one of increasing surveillance, censorship and pudaion by royal officials. These efforts
accomplished a great deal, especially after 1635R&helieu’s government clamped down on
booksellers, printers, and the literary establishn&or a discussion of publication rates in Fesee
also: Michel VernusHistoire du Livre et de la lecture de linventiore dimprimerie a nos jours
(Dijon: Bibliest, 1995).

* Henri-JeanMartin, Print, Power and People in f7Century France trans. by David Gerard
(London: Scarecrow Press, 1993), p. 110.
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the latter half of the seventeenth century althoulgiyal works continued to be

imported.

Word as weapon

As opposed to the more exclusive nature of the @it tradition, print increased
accessibility to the written word. Print allowedtlaars to disseminate ideas quickly
and widely and rendered literature reusable thusnitng reinterpretation of
previously published work. The printed text not yonpermitted the wide
dissemination of ideas, but, for the first timelasge number of individuals were
given the opportunity to analyse and evaluate m#don. A side effect of the
humanists’ revival of Roman and Greek texts hachlsegrowing discontent among
some groups with the standard translations andoirgttions of these put forward by
the Catholic Church: dogmatic debate which hadiptesly solely been the domain of

the clergy, was now opened up to public considemati

The portability of the printed book also facilitdtehe study of multiple
readings and thus the sense that some manuscepésmore authentic than
others. It now became possible to achieve a sérgamdards for an authentic
text of scripture, if not the authentic text itsedhd thus to prompt questions
about the validity of received interpretations lthea what now appeared to
be faulty manuscripts. Once such questions had based, it also became
possible to disseminate widely the evidence foerpretations that differed
from received opinion and the polemics that gresnfrthese conflicts. As a
result, what might otherwise have remained a puaeldemic debate could
become a mass popular movement that would degysivedermine the
authority of the medieval Church and create thesipdiy of rival versions of
Christendont?

°5 John N. Wall Jr., ‘Reformation in England and thgpographical Revolution: “By this printing...
the doctrine of the Gospel soundeth to all natigris”Print and Culture in the Renaissance: Essays on
the Advent of Printing in Europeed. by Gerald P. Tyson and Sylvia S. Wagonheimn@on:
Associated University Presses, 1996), pp. 208-pp1208-209).
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What print allowed the reader for the first time swamongst other things, the
possibility of comparisoﬁG. Different interpretations of a text could be fédgi

examined side-by-side promoting a critical respdns@ the reader.

Personal reading of the bible

It is unsurprising given the importance Protestptased upon the Word of Gospla
scriptura, that they seized upon the newly evolving mass nmedfiprint in order to
spread their ideas. Protestants very much placedtius on the individual to take
responsibility for his/her own faith and thus ascestexts, especially the bible was of
primary importanc&’ Luther himself, despite an underlying unease albmaks,
described the new art of printing as ‘God’s highastl extremest act of grace,
whereby the business of the Gospel is driven falw®rThe idea of the supremacy of
God's Word, or Scripture, was common to all the eleping Protestant sects.
Contrary to the hierarchical structure of the Chth€hurch, where the priest was
invested with the power of interpretation, Protettdelieved in the ‘priesthood of all
men’. They preached that the written word of thadgias a recording of the spoken
Word of God, carried its own authority and, therefothat individual Christians

should be free to read and absorb its tréitihe Protestants assumed, ‘that the bible

*6 Thompson outlines eight of the effects printingl loa the social and intellectual history of the Wes
p. 42.

> phillips, p. 281.

%8 For a discussion of Luther's mistrust of books Beeninique de Courcellese Pouvoir des livres &
la RenaissancéParis: Ed. de I'Ecole nationale des chartes, 1998115, where she explains that
Luther perceived books to be a screen betweerattidl and the word of God.

% There is some disagreement over this between $®aattegroups. For example as stated above both
Calvin and Zwingli insisted upon a literal readimighe bible which Luther did not.

%0 Miriam Usher Chrisman reminds us that, nevertisel@otestants did not encourage the laity to
interpret scriptures, explaining that, ‘the laitgderstood the bible in their own way. They did not
approach it critically or analytically, they recei/it as the word of God’, ihay Culture, Learned
Culture: Books and Social Change in Strasbourg,0t4B99 (New York: Yale University Press, c.
1982),p. 282.
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was a clear mirror which reflected a simple andl seident truth®’, and the primacy

of the Word was reflected in the architecture ajt€stant churches which featured a
raised pulpit. Whatever the theological controvetfsygt arose around predestination,
the value of works or the priesthood of all belisydeneath all these lay the bible, a

force of righteousness for the Protestants.

If we examine the situation in the Catholic campfimd that, with respect to personal
bible reading, prior to the Council of Trent thepopite is true:
In the course of the sixteenth century, vernachibales that had been turned
out on a somewhat haphazard basis in diverse regi@re withheld from
Catholics and made compulsory for Protestants.n&eritive to learn to read
was thus eliminated among lay Catholics and offici@njoined upon
Protestant§?
However, the decision arrived at regarding the ¥tdgduring the Council of Trent,
that unapproved copies of the scriptures were tprbhibited, made it clear that this
did not reflect an intention that either textualiseéon of the Vulgate or study of the

sacred books in their original languages was tgievented marking a renewed

emphasis on the scriptures, among the clergy st%a

Literacy
Of course levels of literacy cannot be ignored. @hahe ways in which authors
attempted to make texts accessible in spite ohite levels of illiteracy was to move

away from the traditional Latin. The sixteenth ceptsaw a new emphasis placed on

%1 phillips, p. 127.

%2 Eisenstein, p. 172.

6 John B.Morrall, ‘The Council of Trent: Its Background and Its Sfigrance’, History Today 7.2
(1962), 476-486480).
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the vernaculdf and, while there were of course French translatifrthe bible, both
Luther and Calvin were considered to be pioneersthaf vernacular, Luther
producing, for example, the first vernacular bille1522% Similarly, Béze worked
upon translating the psalms, ‘Les Psaumes avaténtr&duits en vers frangais (par
Marot et par Béze) et mis en musique au X\féVhere Catholic authors did write in
the vernacular they ‘all justified their seemingadical move from Latin by the need
to reachles simple$’ It is commonly believed that the same motivatiaelied the
Protestant adoption of the vernacular. This isdmes extent true, but it is worth
noting that while Luther’'s humoristic eloquence mddm popular, Calvin spoke at
all times to the learned, his classical mannemadishg him fromles simplesHe also

rejects this argument as a defence of the usearési®

The fact that Protestants were encouraged to readible and understand it for
themselves, alongside their early adoption of teacular has, Phillips argues, led
to the mistaken belief that Protestants were nmitgste than Catholics:
It has been assumed almost as a matter of coums@ehsonal possession of
the bible and familiarity with its texts (particdlathe Psalms often produced

in pocket-sized versions) implied a higher levellitdrate skills among the
Huguenot$?®

%4 See Thompson, pp. 367-368, for a discussion optbeuction of vernacular publications in France.
®5 It is worth noting at this point that Calvin alsoote prolifically in Latin.

% Flisabeth Labrousse and Robert Sauzet, ‘La leige en place de la Réforme tridentine’Histoire
de la France religieuseed. by Jacques le Goff and René Rémond, 4 velss(FSeuil, 1988), Il, pp.
321-474 (p. 465).

®” Racaut, 115-127 (118).

%8 Dictionnaire de spiritualité: ascétique et mystigdectrine et histoireed. by Marcel Viller et al., 15
vols (Paris: Beauchesne, 1932- ), X, pp. 195-2@& &so Michalski, SergiusThe Reformation and
the Visual Arts(London: Routledge, 1993), p. 64, where Michalakjues, ‘Calvin, by contrast to
Luther, but like Karlstadt and to a lesser extentrgli, was not inclined to show any leniency todsr
the ‘weak in faith’, either in theory or in pradatic[...] That can explain the fact that he so forligfu
attacked the Gregorian argument on ‘images as biookke unlearned'..

% Phillips, pp. 209-210.
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If, as Phillips argues, Protestants were hardlyeriterate than Catholics then this
marked linguistic difference must have been theultesf something other than
personal reading. As Roger Chartier says:
In the sixteenth and seventeenth centuries, dagbflenore so than earlier, a
relationship with the written word did not necedigaimply individual
reading, reading did not imply possession of boakd familiarity with the
printed word did not necessarily imply familiaritith books’®
Indeed, the number of people who could read inver@acular remained relatively
low for members of both faiths and the high levilliteracy during the sixteenth and
seventeenth centuries, combined with the pricecakb meant that familiarity with
the printed word was often achieved through gragdlings. Luc Racaut underlines
the importance of the spoken word when he says:
By all accounts, printed books had only a smallience predominantly
composed of the urban elite. [...] But these idedsndit circulate exclusively
within literate circles as they were also expounfieth the pulpit’*
Jeffrey Sawyer estimates, based on a survey ofiges on marriage documents,
that in France, for example, ‘fewer than twentyefipercent of French males and
about ten percent of French females had benefited §ome basic schooling’. ‘It is

reasonable to assume’, he writes, ‘that literatgsravere about the same for the early

decades of the seventeenth cent(fry.’

The growing number of vernacular editions and tetitnhs of emblem books that
were being produced in or imported across Europs doiggest authors were trying
to increase accessibility to a readership not famiith Latin. Although book

ownership existed primarily among the more privildglasses, it was by no means

"9 Roger ChartierThe Cultural Uses of Print in Early-Modern Frandeans. by Lydia G. Cochrane
(Princeton: Princeton University Press, 1987),52.1

"’ Racaut, 115-127 (118).

2 Sawyer, pp. 67-68.
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exclusively the privilege of the aristocraéyWhile the printing press permitted large
numbers of a work to be quickly and more cheapbdpced and distributed, books
remained, however, by and large an expensive contynodnd yet, although
illiteracy rates remained high, and, as we have,seiliarity with the printed word
was still to a great extent achieved through gnmagalings, the wider accessibility of

books did, on the whole, mark the beginning ofrtte/e towards personal reading.

Image as weapon: iconoclasm

We cannot proceed in this study of the relationshgween text and image in
Protestant and Catholic emblems without first cdesing the question of iconoclasm.
One might find it surprising to find Protestant derbs which not only feature an
image but also rely heavily on this image as a nmgdul, not merely decorative,

component but it is a popular myth that to be PRitatet at the time of the Reformation
meant to reject all images; if the Church was dididver the Word/word, then it was

no less so over the image.

Mistrust of images among Protestants developed fatblown destruction of
religious art in churches in 1522. The wave of mdasm that was to spread across

Northern Europe was sparked off by a series ofdctastic events in Wittenberg:

Events in Wittenberg quickly moved towards a clinraxvhich the validity of
religious art became a major issue. Under the lsage of Zwilling, the
Augustinians destroyed the images in their own esum 10 January, and the
third iconoclastic incident took place at the efidanuary or the beginning of
February’*

3 For discussion of the reading public and readiadits in Europe, see: Eisenstein. See also:
Chrisman.
" Michalski, p. 10.
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Iconoclastic incidents were not simply confined@ermany and the movement soon
spread:
From the Netherlands (especially the South) we kradso about bloody
clashes between the local populace which adherethdoold faith, and

wandering groups of iconoclasts.

Iconoclasm reached France in the 1550s and in imnatgnces was no less violent.

Luther’s response to the image questions was ptatggd by the events in Wittenberg
in 15227° Prior to the iconoclastic riots, art had alwayeme marginal issue for
theologians. Luther had previously addressed thestipn of art in his sermons and
his objections to art are linked with his objectioto Catholic doctrine. He links
religious art with indulgences arguing that throwggtdowing churches with images,
believers were trying to buy their way into heaven:
By 1520 -1 [...] Luther began to apply to idea [si]rejecting justification
through works \(Verkheiligkeif to various aspects of ecclesiastical and social
life. He started from the most immediate problehat tof indulgences, then
moved through an intermediate stage, the fightresgahe cult and collection
of relics, and finally arrived at the problem of er the service of the Church:
that is, art as an instrument in the efforts of hedeliever or of entire
communities to acquire merit with God through whictearn salvatiof’
It is a common misconception, however, that the evalviconoclasm represented a

global Protestant perspective of inflexible intalece with respect to the image. This

is far from being the case. Indeed, the first, &have seen, to ‘exploit fully’ the

S Michalski, p. 81. For more on Protestant visudtwe, see also: William A. DyrnesReformed
Theology and Visual Culture: The Protestant Imagom from Calvin to EdwardgCambridge:
Cambridge University Press, 2004).

%t so happened, however,” Michalski claims, ‘thiaé question of art confronted Luther in dramatic
form, in the shape of the Wittenberg iconoclastits; and forced him to take an unequivocal stance’
p. 30.

T Michalski, p. 7.
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potential of print ‘as a mass mediuffi’Protestant propaganda, perhaps unexpectedly,
‘exploited printed image no less than the printeddi’® During the Wars of Religion
and particularly during the League, a war of imagasalleled the war of pamphlets

turning pious imagery to political ends.

While Luther may have criticised certain uses afg®ms for the reasons given above,
he condemned events in Wittenberg and ultimatebkeput in defence of images.
Luther never ceased to praise the educational sr&friteligious art, and ‘recognised it
as a genuine aid in the propagation of the Go§BM’deed, ‘for his complete German
bible of 1534, Luther oversaw the design of onedned and twenty-three woodcuts,
establishing his translation as a fully illustrateabk’ 8 Michalski tells us that, ‘As
the imagery of his writings attests, Luther was annof strong visual and sensual
impulses”.32 For Luther words were unquestionably more impdrtaroth
psychologically and theologically but, to him, ‘thésence of images [...] becomes
something unnatural, inconsistent with the speldals of religious experiencé®.
Images, Luther argued, are an intrinsic part of teligious experience. Irrespective
of exterior images or signs, man'’s thinking is fafive:

Whether | want to or not, when | hear the name lufisE, there appears in my

heart the image of a man nailed to a cross, justyatace appears in a mirror
of water when | look at it®*

8 Eisenstein, p. 148. For an analysis of the reiatiqp between printing and the Protestant
Reformation see: Thompsaopp. 44-46. Thompson concludes that ‘printing wakeed a major asset to
the Lutherans in the dissemination of their idegs’44). See also: Conner.

" Eisenstein, p. 36. For a discussion of the canseeffect relationship between the Reformation and
print from a Protestant perspective see also: Dacatles.

8 Michalski, p. 29.

81 Koerner, p. 42.

82 Michalski, p. 1.

8 Michalski, p. 28.

8 Michalski, p. 27.
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Here ‘faith from hearing’, to use a well-known Latln term, is connected with
figurativeness, both with the mental products of moagination and — though to a

somewhat lesser degree — with real works of art.

Calvin, too, although much less tolerant of imaties Luther, condemned the wave

of iconoclastic riots which had been sweeping acEsrope:

In 1561 news of the great iconoclastic campaignEramce began to reach
Geneva. Calvin was shocked both by the fact of spdead, armed
iconoclasm and by the many scandalous episodesctathwith it

Calvin may have been less tolerant than Luther,ptetaly forbidding the use of any
religious figures, but he did permit the use of g@s of non-religious subjects in
private  home&® arguing in the Institutes that these should be used for

commemorative or instructive purposes:

As regards what can be painted or engraved, itersnigsible to represent
‘histories’ as a memorial, or figures, or [to cedanedals of animals, cities or
countries. Instructive things or remembrances @ddyived or depicted from
them. As for the rest, | see no other purpose theyserve except pleasu?é.’
That the backlash from some Protestant groups stgamages was violent cannot be
denied. What is evident, perhaps surprisingly ghtliof the violence demonstrated by
some, is that there was a certain amount of toberaowards images. All Protestant

leaders prohibited the depiction of religious sat§en churches but there was, as we

can see, agreement, even among the more radicathas of Protestantism that

8 phillips, p. 73.
8 Michalski, p. 70.
87 Michalski, p. 71.
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images depicting non-religious subject matter waceeptable, in the home, as

educational tools.

That the ramifications of iconoclasm were far reaghand, like the debate over the
word, not simply confined to theological issues,uigderlined by Michalski, who
writes, ‘The image problem may have a narrowly medi theological point of
departure, based on scriptural exegesis, but iig wultural and social ramifications
are relevant to central problems in cultural higt8f The controversy over the image
raged throughout the sixteenth century becoming?rallips emphasises, one of the

central and most damaging causes of the rift irCtherch,

The extremely drastic iconoclastic events in Framcehe years 1559-62
greatly impeded the effort of the royal court atdm&on and deepened the
gulf between the two faitH¥.

The very nature of art was thrown into questiord for the first time art began to be

separated into categories:

Up to Luther's time art had been almost exclusiveijgious. In Northern
Europe the division into secular and religioushat not yet crystallized and
impinged on the consciousness of wider circlegtista and viewers’

The effects of iconoclasm upon the developmentroflaring the Reformation were
devastating® As we have seen above, for ‘some radical refornfaith’s renewal

required the destruction of imag&sas Koerner argues:

8 phillips, p. 84.

% Michalski, p. 2.

1 |t is difficult to estimate the damage caused tynbclast reformers for as Koerner tells us, ‘In
Wittenberg, as in most sites of iconoclastic deston, church cleansing left no record of things
removed or broken’, Koerner, p. 84.
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In areas of Northern Europe where this attitude Balay — in Swiss and south
Germany during the 1520’s, in Huguenot France, mgl&d from 1526, in
Flanders during the ‘wonder year 1566, and elsewhethe history of art
became the history of the image’s annihilafidn.
Protestant iconoclasts attacked all forms of artdok a special relish in the breaking
of crucifixes. Catholic churches were not the owigtims of iconoclasts. Koerner
reminds us that the divide between the variouseBtanht factions could at times be
just as bitter:
Sometimes the conflict caused Calvinists to destratheran church pictures,
as occurred in Languedoc in 1584, under ordersefuling count?
Corby Finney argues that the Reformation ‘generaedramatic shift in themes
favoured by those who purchased paintings for dispt their homes®™ He notes a
drop in Calvinist and Reformed buyers’ demand fampngs of a religious nature
and underlines a Protestant shunning of canvaspgtiag the Virgin, saints or
crucifixion. Koerner offers the following suppod this argument:
Despite Luther’s relative tolerance of them, Mariamages vanished from
Protestant iconography and from Protestant churetfies c. 1550. In this
sense Christocentric Protestant theology causedisa@pearance of an entire
pictorial theme’®
The effects of Protestantism on art in Northerndper can therefore be defined,
perhaps, not by what the Reformers brought tobaut,rather what they took away.
For the rest, Finney argues, there is little défere. He stresses the fact that

Protestant and Catholic artists undertook commmssfor rival faiths and argues that

iconographic traditions developed gradually overeii claiming that these traditions

2 Koerner, p. 27. See alSeeing Beyond the Wordlisual Arts and the Calvinist Traditiored. by
Paul Corby Finney (Cambridge: Eerdmans, 1999),hiicivthe Protestant stance on images is outlined.
% Koerner, p. 27.

% Koerner, p. 158.

% Finney, p. 40.

% Michalski, p. 36.
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were ‘the common property of artists of all postdRmation confessional familied’.

What remains to be seen is if this is as true dflems as it is of other forms of art.

Protestant use of text and image

Despite the debate surrounding images and the tanpu® of the scriptures, the

practice of combining word and image had long kee@notestant tradition:
Inscriptions in churches became more the presdrtleeaCalvinists, while the

process of including inscriptions in Protestantynies had already begun — as
an autonomous artistic phenomenon — in the eap4¥

While inscriptions in churches may have been masglgminantly the preserve of
Calvinists, this was not exclusively the case. kuthoo advocated the prolific

painting of inscriptions and indeed urged his fekos to do the same:

Luther compiled long lists of them [words], wroteetn on books, walls and
doors, and had them etched in stone, iron and,ghds=re they could function
as enduring emblems - he termed them ‘symbolaifdith. In his preface to
the Wittenberg Church Ordinance of 1526, he ins¢digparents to do the
same, to write bible quotations all over their lesuand even to sneak them
into their children’s’ ‘little sacks and bag¥.

Not content with simply painting inscriptions insichurches, ‘Lutheran churches
coupled pictures with inscriptions so that the tm@ht be ‘read’ together. In his
response to iconoclasm in Wittenberg in 1522, Lu#pressly recommended that
‘the whole bible [be] painted before everyone’s ym the inside and outside of

homes*®

" Finney, p. 43.

% Michalski, p. 41.
% Koerner, p. 282.
190 Koerner, p. 42.
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Although the fear of idolatry may have led somiee ICalvin, to ban the use of images
in churches, Christian humanists, on the whole, saages as a vital component in
understanding Gotf* Humanist thought was anchored in the medievalebeliat

images, as a mirror (albeit warped) of God, wegefitst step on the ladder towards
God, ‘L'image qu’on voit s’interpose devant la ii&lque I'on devrait contempler en
Dieu’.!%? Indeed, Béze, Calvin's deputy in France defendieduse of some images

which could be regarded as idols or cult figurebignemblematic workdcones

In some instances the wob@camethe image in Protestant hands. It became a visual

marker of iconoclasts, the visual word replacingithage in churches:

Strasbourg’s iconoclasts concealed their gestuth stone coloured paint.
Sometimes, though, they marked their work indeliatyd legibly. By one
contemporary account, in 1529, the parishioner©ldf St Peter’s, together
with their pastor, ‘white-washed’ the church ‘withiand instead of saints’
portraits, the walls were written all ovéf?

Similarly the spoken word adopted a visual dimemsiothe space of learning. As |
said above, Luther, amongst others, maintainedttietvord, written or spoken, is
represented figuratively in the minds of men, ‘ledns [...] exhibited writing as a
beautiful emblem of the truths it conveyéd’.Hence rote learning, which remained
the pedagogical norm, attempted to impress therstateling andmage of God'’s

Word upon learners:

‘God wants us to ponder his Word diligently in tverarts,” preached Luther in
1533, ‘and so impresseinbildeten it on ourselves that at length it will

191 Christian humanists sought to reconcile anciergapawisdom with Christian teaching. They

promoted the idea that human freedom and indivisomlare compatible with the practice of

Christianity. Desiderius Erasmus was the most érftial of the Christian humanists. For more on this
see,Erasme et la montée de 'humanisme: la naissanoeedcommunauté européenne de la culture
ed. by Julien Ries (Louvain-la-Neuve: Centre diigt des religions, 2001).

192 Anne-Elisabeth Spic&ymbolique humaniste et emblémati¢faris: Champion, 1996), p. 48.

193 Koerner, p. 42.

194 Koerner, p. 297.
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become a natural thing to us.’ Letter by letter Gddford imprints an image
(a Bild) of itself within the heart, and it will be thikdt allows us properly to
understand what the Word actually s&¥s.

This approach is reflective of Protestant meditatitat emphasises the responsibility
of the individual:
Two elements especially characterise Protestanitatied, whatever the
subject or formal structure: a focus upon the bithle Word, as guiding the

interpretation of the subject and providing mediamodels, and a particular
kind of application to the setf®

The Protestant emblem

The progression from the combinations of text anthge discussed above to
combining text and image in an emblematic formanse a logical one and, having
cleared the way of some of the central issueseoRisformation, it would be useful at
this point to consider the Protestant emblem inemaetail. The image is not just
tolerated in Protestant emblems. It does not singgge as illustration or as a
memory aide but interacts with the text and indaetimes acts independently of the
text to add to the overall message. Just such se dlelationship between text and
image is evident, for example, in Montenay’s ‘Faedperfecto’ (With the covenant

fulfilled).’

195 Koerner, p. 305.

106 Barbara LewalskiProtestant Poetics and the Seventeenth-CenturygiBedi Lyric (Princeton:
Princeton University Press, 1979), p. 148.

197 Al Latin and Greek translations are by Alison Aus
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EMBLENE CHELETIEN £3

Leloup.{ agricats, le lion firiziy

Paifibiement repatrent toms cofemble.

Le Fuaf,le g vee, fe donex, fe wicienae,

A vrayrepas Dies par Chirifl 1o1s ne_.:,?ﬁ*mef'f o

A coery Chrediien eflrange poinr ne femple

a%‘wrf&k_ f@'am VERER, frar L E’smagff.e.

Lz rel wocord Sataneifonne tremble:

eears poses fasons @:g.'.% Diess tont eff facile.
e L lows

Georgette de Montenalgmblemes ou devises chrestienfig®n: Marcorelle, 1567), p. 48.

The motto of Montenay’s emblem is not in this imst&a a biblical quotation, although
the terminology used does bring to mind God’s cewerwith man. Thepictura
features a lion, a sheep and a wolf all eating feoimale of corn. In the background
four figures in discussion or argument appear ke &helter against the side of a hill
from storm clouds overhead. While, as Adams undesli ‘the fulfilment of the
covenant must mean the coming of Chri&' the motto seems to bear little
significance for the animals in the foreground. Taekground figures are identified
in the text as being Jews and Greeks and so angadithese human and animal
figures as suggesting a union of Christian denotiuna would seem reasonable. This

is not in fact the case. Adams points to the teiit ws emphasis on people who are

198 Alison Adams,Webs of Allusion: French Protestant Emblem Bookshef Sixteenth Century
(Geneva: Droz, 2003), p. 51. Thieturaereproduced here are not actual size.
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‘renez par I'Evangile’ concluding that, ‘Montenay in fact talking of the Jews and
the Greeks (Gentiles) who are equally called tosthas opposed to the situation of
the Old Testament where the Jews alone were simgledThe biblical references to
this idea are numerous, and indeed, Montenay ppeses a familiarity with these on
the part of her reader. Corinthians 12.13, for gXerrfits particularly well: ‘For by
one spirit we are all baptized into one body, whetkie be Jews or Gentiles, whether
we be bound or free; and we have all been madein& thto one Spirit%° This is
not the only biblical allusion Montenay expects neader to pick up on: Adams
identifies the background human figures being mhinpon as ‘Le Juif, le Grec, le
doux, le vicieux’ and sees in these an allusioM#ithew 5.45: ‘For he maketh the
sun to rise on the evil and sendeth rain on thegjnd the unjust'. It is the detail in the
engraving of the rain that permits this identifioat On the one hand this detail helps
to create a realistic setting, on the other, whemlined or ‘read’ with the other
details in thepictura, it forms part of a visual puzzle that conveys ligipbiblical

authority.

This attention to background detail is very mucfiuenced by the Dutch emblem
tradition exemplified by later authors such as Heis and Van Veen whogécturae
featured central figures set in often very detabbadkground pastoral scend®The
difference between these is in the purpose of tisesendary, background details:
while in the Dutch examples these tend to simplyrfithe background space and add

charm, in Montenay’'s emblems, for example, theswildeare also important

109 All English biblical references are from the Kidgmes version.

10 Ccommenting on the influence of Low Countries upemblem production Bart Westerweel
pinpoints Antwerp as ‘the most important crossroafithe early phase of European emblem book
production, especially of the humanist emblem bd®ke European dimension of Dutch Emblem
Production’, inEmblems of the Low Countries: A Book Historical $pexctive ed. by Alison Adams
and Marleen van der Weij (Glasgow: Glasgow Embléundi®s, 2003), pp. 1-16 (p. 6).
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symbolically, combining to add to the overall megsaf the emblem. Of course not
only does Montenay presuppose a high level of dablkknowledge on the part of her
reader but also demands very careful reading. Thia very complex emblem

comprising several layers of meaning. This densibhders it particularly inaccessible
to a modern reader: a different approach to readimgquired here, a patient to- and

fro-ing between text and image as the messageaveied.

The Catholic Emblem in Context

Not until Paul Ill became Pope in 1534 did the Ron@atholic Church receive the
leadership it needed to meet the challenge of thegtants. This Pope approved new
religious orders like the Jesuits, and he convakedCouncil of Trent (1545-63) to
deal with the doctrinal and disciplinary questioased by the Protestant reformers.
Aside from the secular state legislation contrglliRrotestant space, the Catholic
Church also played a proactive role in the fighaiagt Protestantism. The Council of
Trent, for example, aimed to recall all Christignghe Catholic faith. Inaugurated on
December 18 1545 it was concluded in 1563 after 25 sessiogs, Tridentine
decrees it set out attempted to reaffirm some efareas of Catholicism that were
being attacked by the Reformers. It defined andiglwed Catholic teaching in the
face of the Protestant challenge. It supportedsde légitime des imagé¥ and
defended the principle of the material represematif the sacred, arguing that the
ability to create was a gift from God and, as s@tgrcising this ability brought man

closer to God. In particular, the decrees of thaur€d of Trent, ‘reasserted the

11 gpica, Symbolique humaniste et emblématioque122. For a more detailed look at the Catholic
defence of images, see: Spica, pp. 125-126.
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doctrines of transubstantiation, the seven sacreané&urgatory, the invocation of
saints’ although the decrees were not fully proratdd in France for almost fifty
years after the Coundcit? Spiritual renewal was of prime importance andRabert
McNally, S.J. writes, ‘involved the inner renewdlreligious observance among the
faithful’.**® This entailed a focus on personal prayer, penancethe spiritual and
corporal works of mercy. The ramifications were feaching and the ‘dogmatic and

disciplinary decisions were to provide the inspinatfor the Counter Reformatiofh*?

The Jesuits also proved to be an extremely inflakfdrce that moulded not only the
face of modern Christianity but also the literatamed the arts, and, in particular,
emblems. Marc Fumaroli underscores the far-reachoupe of the Jesuit influence
when he underpins the Society of Jesus as a kegrfacthe changes in Catholic
thought and learning:
In many ways, the Jesuits had been the leadingdanthg spiritual force
behind the ‘enlightenment’ of Catholic Europe, sjieg Renaissance and
post-Renaissance learning among the laity and sdowg its synthesis with
the legacy of the patristic, medieval, and TridemtRoman Church?®
The huge impact of the Jesuits on emblematic tileeshas, as we shall see, been well
documented. While the terms Jesuit and Catholenat of course, synonymous, the

role Jesuit meditational practices played in shgpihe development of the Catholic

emblem requires that we spend some time examireggakpects of this group.

12 gpicer, pp. 245-259 (p. 255). Mantesch dates theplgation of Tridentine decrees from 1615 (p.
117). For a more general discussion of all threemblies of the Council of Trent see also: Thompson
pp. 515-521.

3 Robert E. McNally, ‘The Council of Trent, th@piritual Exercisesand the Catholic Reform’,
Church History 34 (1965), 36-50 (37).

1 Morrall, 476-486.

15 Marc Fumaroli, ‘The Fertility and the ShortcomingfsRenaissance Rhetoric: The Jesuit Case’, in
The Jesuits: Cultures, Sciences, and the Arts 1543% ed. by John W. O’'Malley, et al. (Toronto:
University of Toronto Press, 1999), pp. 90-1069@).
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The influence of the Jesuits, especially that dafirthteaching and meditational
programmes was world-wide. A detailed exploratibthe development of the Jesuits
in every location they were based would be, of seurmpossible: the geographical
and pedagogical scope is just too great. HowekierJésuits were an organised force
who practised a universal programme of conversiwh education. The situation of
the Jesuit movement, therefore in France echodt, tee exception of England, the
position of Jesuits across Europe. The programmefofm followed by the Jesuits in
Germany echoes quite closely, for example, thadvviad by the Jesuits in France. |
will, therefore, examine the Jesuit movement witrtipular reference to France,

where the first Jesuits met.

Established in 15487 the Society of Jesus became over the next tworednand
fifty years one of the most controversial and pduleprganisations in Europe.
Founded by Ignatius of Loyold!’ the Society nevertheless owes its formation to
France and to the University of Paris as O’'Malleytes:
Ignatius was soon joined by nine other men, nobfalhem Spanish, who had
known each other at the University of Paris andledrtogether to become the
nucleus of the future Society of Jestfs.
Along with six students of the university, Loydtarmed the embryonic Company of

Jesus, taking a vow of chastity and poverty anangsing to make a pilgrimage to

Jerusalent™® From this early beginning the Company grew frorersgth to strength.

116 Keith Randell, The Catholic and Counter Reformatiofisondon: Hodder & Stoughton, 1990), p.
71.

17 |gnatius was born in 1491 at the castle of Loyata died in Rome in 1556. He came to Paris in
1528 to study the Arts where he founded the Compainyesus. For a detailed biography and
discussion of the aims of and the events leadingdadoundation of the Society see: Michael Mullet,
The Counter Reformatioand the Catholic Reformation in Early-Modern Eurdjhendon: Methuen,
1984), pp. 22-30.

118 3o0hn W. O’'MalleyThe First Jesuit§London: Harvard University Press, 1993), p. 1.

19 A, Lynn Martin, The Jesuit Mind: The Mentality of an Elite in EaNodern France(Ithaca, NY:
Cornell University Press, 1988), p. 1.
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Noted for their educational, missionary and chatgavork, the driving aim behind
the Society was the conversion or re-conversiondi¥iduals to the Roman Catholic
faith. The prolific Jesuit teaching programme cameloi with the efforts of the League
to promote Tridentine reforms met with some success
The French Church was certainly a different intittu at the end of the
century [17] from what it had been at the start. Its actitieere spread over
a remarkably wide area. Much attention was paithéoimprovement of the
clergy and to the reform of the orders. Churchesewmiilt or restored and

greater contact of the clergy with believers existerough schooling and
charitable service¥®

The Society established communes across the woddacame the foremost arm of
defence against the rising wave of Protestantistmuist be noted, however, that the
Society was not founded with the avowed intentidnopposing Protestantism;

missionary Jesuits were sent by Ignatius to nevgapaands and only targeted
‘Protestant’ countries upon request of the Pope.\Was the Jesuit mission in France
initiated as a response to Protestantism. Michaglleid argues this point when he
says, ‘his [Ignatius’s] apparent unawareness of Geman Reformation helps to
demonstrate that the Catholic Reformation in thé&lsavas not brought into being by
the Protestant Reformation in the nortf Neither the papal letters of approbation
nor the Constitutions of the order mention thisttes object of the new foundation

although as the mission of the Jesuits was the @tiom and preservation of the

Catholic faith, suppression of Protestantism aicdmegersion naturally became one of

their central aims. The fight against Protestantisas merely, A. Lynn Martin

120 phillips, p. 297.
121 Michael M. Mullett, The Counter-Reformation and the Catholic Refornmatio Early Modern
Europe(London: Methuen, 1984) p. 23.
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underlines, ‘an extension of Jesuit apostolic laboto save souls, albeit an

increasingly important extension in Frant@&'.

The Jesuits were not, as Marc Fumaroli points ‘bytany means the only or the first
Counter Reformation religious order to send missitm the new-found or newly
conquered parts of the world® but, he underlines, they were arguably the most
influential:

The wealth of scientific, linguistic, and culturdhta they returned to the

Roman generalate, and the eloquent use their Eamnepased stationary

colleagues made of this material in print during sleventeenth and eighteenth
centuries, brought about a revolution in Europedsidview*

Jesuit Colleges

Perhaps the most significant changes introducetthdéyesuits in France, and indeed,
elsewhere, were on an educational level with tipeagramme of creating Jesuit
centres of learning, or ‘colléges’, across Fraridee first Jesuits, although mostly
Spanish, were all sent to the University in Pasibé educated under the supervision
of the Bishop of Clermont. Over time hidtel grew into the Collége de Clermont
(1563), afterwards known as Louis-le-Grand. Billahe first officially opened of the
colleges opened in 1556 and colleges at Mauriad?amdiers soon followed. Between
1565 and 1575, others at Avignon, Chambéry, To@piondez, Verdun, Nevers,
Bordeaux, and Pont-a-Mousson were establi$fiedl.precursor to liberal education,
the Jesuit plan of studies incorporated the claksieachings of Renaissance

Humanism into the Scholastic structure of Cathtiicught. In addition to teaching

22 Martin, The Jesuit Mindp. 89.
123 Fymaroli, p. 259.

124 Eymaroli. pp. 90-106 (p. 99).
125 Martin, The Jesuit Mindp. 1.
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faith, the Ratio Studiorum(1599) emphasized the study of Latin, Greek, aas
literature, poetry, and philosophy as well as nomnelgean languages, sciences and the
arts.*?® The programme of education followed a set pattémee classes of rhetoric
were followed by one of humanity’ An aspect of Jesuit teaching which was new
was the responsibility placed on the pupils. In avenaway from earlier, more
dogmatic pedagogical methods, the Jesuits intratlaaeew emphasis on production,
‘the stress on studying the work of others in ortebe able to do the same thing
oneself was one of the important features of Jeslitation*® Furthermore, Jesuit
schools encouraged the study of vernacular litegatand rhetoric, and thereby

became important centres for the training of lawyaerd public officials.

The Jesuits and emblems

Alison Saunders has demonstrated the importan@amblems and related forms in
Jesuit teaching practices. While she acknowleddps the Jesuits ‘excelled in
producing devotional emblem boolSshe also highlights the several other uses
made of emblems by Jesuits. Following the Cathotdition that God can be
encountered through created things and especid|l\yJ@suits encouraged the use of
ceremony and decoration in Catholic ritual and dievwo In particular emblems
formed an important part of Jesuit end of year potions and celebrations, both as
informative decorations complementing the themehef production and as integral

parts of the productions themselves. With resgectexample, to the ballet staged at

126 The full title is:Ratio atque Institutio Studiorum Societatis JEsillegio Romano.

127 plison Saunders, ‘Make the pupils do it themsel@siblems plays and public performances in
French Jesuit colleges in the Seventeenth Centuryrhe Jesuits and the Emblem Traditied. by
John Manning and Marc van Vaeck (Turnhout: Brepb®89), pp. 187-206, (p. 188).

128 saunders, ‘Make the pupils do it themselves’, 18Y-206 (p. 188).

129 saunders, ‘Make the pupils do it themselves’, J§Y-206 (p. 203).
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the college in Paris (1660) to celebrate the mgeriaf Louis XIV with the Infanta
Maria Theresa in which sections performed on stages followed by a spoken
epigram, Saunders comments:
In such epigrams the combination of word and im&gexactly that of
conventional emblems, the only difference being tha word is spoken as
opposed to being written, and the image is predelnyea living actor rather
than being depicted in static painted printed graved form:>°

Such performances had long since been centraletddbuit educational programme

and formed part of the official curriculum as sat im the 159%Ratio studiorunt>*

Further to these performances was the productiornoblem books specifically
commemorating such celebrations. Gabriel Franc@sJay’'sLe Triomphe de la
religion sous Louis le Grands | mentioned briefly in the introduction is osech
example'®* A Jesuit priest who taught at the College LouisGmnd® Le Jay
produced this work as a commemoration of an orajigen at the beginning-of-year
celebration held at the College Louis le Grand ari®?in 1686 to celebrate the
revocation of the edict of Nantes and the King'adération of heresy. In it the
decorations in the hall are faithfully reproducaddetailed engravings, accompanied

by verse, as indicated in the title, in French batin.

With respect to education, emblems formed an ialegart of Jesuit teaching
especially in the classes of humanity and rhetdfi¢n the foreword to thelesuit
Series (1997), a bibliography encompassing all extant ksoof emblems and

theoretical works on emblems written by memberghefSociety of Jesus, Peter-Hans

130 saunders, ‘Make the pupils do it themselves’, J§Y-206 (p. 191).

131 o'Malley, The First Jesuitsp. 256.

132 Gabriel Le JayTriomphe de la religion sous Louis le Gra(Rbris: Martin, 1687).
133 saunders, ‘Make the pupils do it themselves’, 187-206 (p. 189).

134 saunders, ‘Make the pupils do it themselves’, J§Y-206 (p. 188).
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Kolvenbach, the Superior General of the Societyedus, pinpoints some of the
pedagogical uses to which emblems were put:
Jesuits used the emblem form for a range of didgatirposes imparting
information on topics ranging from symbology, pgetind rhetoric, through
philosophy and ethics and mythology, to alchemy rmedicine*>®
Emblems became the focus, therefore not just obtitav but of a large number of
lessons. They formed not only part of the taughtre® content but in keeping with
the new Jesuit emphasis on having pupils emulate produce things themselves,
students were encouraged to design their own:
They could equally well exploit the genre [embleicstfor quite different
purposes, encouraging their school pupils to preduin the interest of their
purely secular intellectual development quite défe types of emblems,
exercises in wit and ingenuity®
Collections of emblems were produced by individaathors and colleges alike.
While the Jesuits may have been later than theeStanits in producing emblem
books, production of Jesuit emblem books soon owkrthat of the Protestants as is

underlined in the foreword of th&esuit Series‘'members of the Society of Jesus

produced more books in this genre than did anyrétiemtifiable group of interest®’

Jesuit meditation and the Jesuit Emblem
To understand the Jesuit style of emblem one musttdonsider the programme of
meditation set out in th®piritual Exercisesthe best-known legacy of the Jesuits. The

widespread and long lasting influence of this mamdianterior conversion is quite

135 The Jesuit Serie®d. by Peter M. Daly and G. Richard Dimler (LondMcGill-Queens University
Press, 1997).

136 saunders, ‘Make the pupils do it themselves’, 38Y-206, (p. 203).

137 Daly and Dimler, edsThe Jesuit Series
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remarkablée*® Formulated by Ignatius of Loyola, tiSpiritual Exercisegepresented a
programme of meditation, still widely read todagy those wishing to enter the
Society of Jesus or those wishing simply to leaniose Christian lifé Originally a
Spanish manuscript, which has since been lost,Sihietual Exercisesvere later
published as two Latin translatiorisxgrcitia Spiritualig: a Latin translationAntiqua
versio lating a literal version probably made by the saint anfilee translation by
Father Frusius, more elegant and more in accordaitbethe style of the period and
generally called the ‘Vulgate’ (1548). This is agramme of meditation which has as
a goal the interior spiritual conversion of thetjggpant through meditation on the
example of Christ. Adopting the imagery of a spailt journey as an overall
organisational theme, it is split into three sewdicthe purgative way, the illuminative
way and the unitive way. In the first of these éxercitant focuses upon his sins and
in the second and third sections looks to the eXxamiplesus for guidance on how to
behave. Each section takes a week to complete dthdumust be noted that this
‘week’ is understood not as seven days but as atraah concept and days can be
omitted or appended as necessary). For each meditdte meditant is asked to
project him or herself into the scene being desckibn so doing the importance of
the imagination is emphasised as the reader igifiatuses upon theompositio loci

It is the ultimate goal of persuasion that trulyrksaJesuit literature. Projecting

oneself into a scene to the extent of being peestiad a ‘truth’ requires a belief and

138 1n an interview published online Father JosepHotetlaims that Loyola’s spiritual Exercises has
been printed once a month for 450 years; no ongv&rmw many millions of copies. This interview is
published online: Lawrence JohnsorAn Interview with Father Joseph Tetlow1997)
www.sjweb.info/spirituality/introspex.cfm [06/07/D5

139 Randell tells us, ‘At the heart of ti8piritual Exercisesvas an extended period, ideally of several
weeks, of retreat from the world during which arplad sequence of contemplations on the life of
Jesus took place. The contemplations which involwedginative reconstructions of the events of
Jesus’s life, and an attempt to experience whatewbought to have been his feelings, were
interspersed with sessions during which the cloammitted himself to live a more Christ-like lifgd,

73.
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an interest in the scene being presented. Thisjuds Loach points out, in turn
necessitates an engagement of the imagination vid@thieved through appealing to
the senses. The words must speak to the soulusibtg the mind, and consequently
we find that much of the language in Jesuit litemats emotionally loaded. Ignatius,
for example, highlights in th&piritual Exerciseghe importance of the role of the
imagination in meditation, ‘The first Point will bto see with the sight of the

imagination the great fires, and the souls as idid® of hell' (week one, fifth

meditation)**° The language he employs is frequently graphicealimy directly to

the senses and is intended to provoke an emotrespbnse in the meditant. In the
fifth meditation on hell (week one), for examplégtfollowing line appears, ‘The
third, to smell with the smell smoke, sulphur, dremd putrid things'* It is this
sensory appeal that Judi Loach underlines whenvsites:

The senses must be captured as well as the infediedntellectual consent
alone would not suffice, would not engage the wipg#eson mind, body and
will; it would not end in full participation. Thisas, of course, the mentality
of the Spiritual Exercisesa product of its age but also a refinement wfich
owed so much to specifically Jesuit theology andspecifically Ignatian
spirituality. If the fundamental aim is to move thbserver, in other words is
the act ofpersuasionit was because the Jesuits’ religious beliefsthen to
develop forms of rhetoric which would ensure thegit audiences were not
merely convinced, but were driven to act on thesavictions. In their
original, sixteenth-century context tipiritual Exercisesvere developed for
private use, by an individual. In the seventeerghtary the Jesuits’ very
success forced them to operate more often thromgkaaly kind of mass
culture than on an individual basis. Yet their amas still to move the
individual, to stimulate him to aét?

The Spiritual Exercisepropose a regimented plan of interior conversiaseld on

Catholic doctrine and yet art historians do recsgrihe fluidity and flexibility of the

1401 am quoting here from an edition by David L. Flag) The Spiritual Exercises of St. Ignatius: A
Literal Translation and a Contemporary Readif®}. Louis: Institute of Jesuit Sources, 1978)1D.

141 Fleming, p. 12.

142 judi Loach, ‘Jesuit Emblematics and the Openinghef School Year at the Collége Louis-le-
Grand’,Emblematica9.1 (1995), 133-176 (269).
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Spiritual Exercises commenting on their adaptability to other forts.Keith
Randell, for example praises this aspect ofSpgitual Exercisesvhen he says, ‘One
of the strengths of thé&piritual Exerciseswas their infinite flexibility’. These
meditations are, for example, particularly welltedito the emblematic form. The
influence of Jesuit teaching, inspired by Aristiaiel and Thomist philosophy is
evident, as Loach has demonstrated, in the treadiseontemporary emblem theorist,
Claude Frangois Menestri¥f Menestrier considers the constituent parts of embl
(he identifies three: the image, the motto, andvitrae) in philosophical terms borrowed
from Aristotle, referring to the ‘ame’ and the ‘pst of an emblem. For Menestrier the
image of an emblem (of which the purpose is to yse) is two-fold appealing both to
the eyes and to the ‘esprit’ as Loach explains:

Menestrier compares the eye with a mirror, or angtpolished, because

having received imagewf physical objects in the external world it retiethese
inwards into the mind®

The component parts of the emblem (the image, éisevand the motto), according to
Menestrier, make up the body of the emblem, while tame’ of the emblem (the

meaning these combined parts convey), is what cortates with the ‘esprit’.

The parallel between Menestrier's model of an emblend the way in which the
Spiritual Exercisesfunction is clear. Themage of the emblem fulfils the role of
Loyola’s compositio loci providing a visual focus for the meditation, ojpgnup a

scenario on which to focus the reader’s attentioth @ncourage self-projection upon

143 Randell, p. 74.

144 Menestrier's first published treatise one emblamas theArt des Emblemeg_yon: Coral, 1662);
For discussion of the development of Menestrieaier theoretical works and the context in whieh h
wrote theArt des Emblemesee: Judi Loach, ‘Why Menestrier Wrote about Emmige and What
Audience(s) Had in Mind’Emblematical2 (2002), 223-283.

145 Judi Loach, ‘Body and Soul: A Transfer of the Tlogical Terminology into the Aesthetic Realm’,
Emblematica Emblematicd2 (2002), 31-60 (40). See also: Loach; ‘Menesti&mblem Theory’,
Emblematica2 (1988), 317-336
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the scene. The accompanying verse/prose combisatsatisfy the role of the

meditations.

Karl Josef Holtgen demonstrates the adaptabilitythef Spiritual Exercisesto the
emblematic form in his analysis of the emblems ey Hawkins, an English Jesuit,
remarking with respect tdbhe Devout Har{1634) that:

The structure of the book follows even more closilgt of theSpiritual

Exercises[than Hawkins’ first bookPartheneia Sacrha with Preamble,

Preparatory Prayer, Preludes, Points, and Collogagh meditation to be

concluded byPater nosteandAveMaria.**®
The Spiritual Exercisesrepresent a standard, uniform programme of spiritua
meditation that spread across Europe and so, wialekins may be an English
author, Hoéltgen’s comments regarding the overlajvéen emblem and meditation
are equally as valid with respect to Jesuit emblemd-rance. Acknowledging
Hawkins’ debt to both Hugo and the three-fold Iggvat meditation, Hdoltgen
underscores the parallel between the visual sceavendfrom memory or imagination
recommended in Ignatian meditation and the viseahpgonent of the emblem. He
links too the meditative considerations on the difelesus to the verbal aspect of the
emblem:

The pictura of the devotional or meditative emblem represemodmpositio

loci, where the application of the senses takes pleoe explanatory poem of

the emblem stands for ttenalysis and the final epigram for theolloquium
(the second and third parts of the Ignatian meditat*’

146 Karl Josef Héltgen, ‘Henry Hawkins: A Jesuit Writend Emblematist in Stuart England’, Time
Jesuits: Cultures, Sciences and the Arts, 15403, ed. by John W. O’Malley et al. (London:
University of Toronto Press, 1999), pp. 600-6266(b7).

147 Haltgen, ‘Henry Hawkins', p. 605. For more on 8imilarities between Hawkin's emblematic work
and theSpiritual Exercisessee: Anthony Raspa, ‘The Jesuit Aesthetics ofriHetawkins’ Partheneia
Sacrd, in The Jesuits and the Emblem Traditi®@®lected Papers of the Leuven International Emblem
Conference 18-23 August 19981. by John Manning and Marc van Vaeck (TurnhBugpols, 1999),

pp. 25-32.
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‘Ignatian meditation’, Holtgen affirms, echoing lakds emphasis on the sensory,
‘involves the consideration, apprehension, and @ecee of spiritual truth through
the senses, the mind and the Wifl’ While the image provides a sensory focus, the
words direct the imagination and the mind towargs#dicular episode or moment in
the life of Christ. These words constitute, in Lizys Spiritual Exercisesthe four-
part series of rules and meditations. This begiitk preparation, self-examination,
and the realisation of the powers of sin and halhtinuing with contemplations of
the life of Christ up to his Ascension, the mospartant mysteries of the Christian
faith, and culminating with meditation on the risend glorified Christ. The verse,
and in some cases, especially in later Catholiengkas, the additional commentary

sections, constitute the corresponding elemerttseiemblematic form.

Holtgen further demonstrates the flexibility of #amblematic genre when he assesses
the originality of Hawkins’ work with respect to ah of Hugo, the underlying
influence. ‘Hawkins's realisation’, he remarks, dferent and quite new*® and, he
concludes, ‘Hawkins felt free to experiment witfioam he evidently knew welf*°
This, Hdltgen suggests, is typical of the Jesujprapch to the emblematic form,
which, he argues, ‘did not adhere to a canoniaahfof the emblem but developed a

variety of devotional and educational applicatidﬁ%'

An examination of one of Hawkins’ emblems confiriéltgen’s conclusions. The
picturaeof The Devout Har(1634) each feature a representation of the humeart

upon which Christ acts. As such, the emotional appargeted in theSpiritual

148 4sltgen, ‘Henry Hawkins', p. 617.
149 Hsltgen, ‘Henry Hawkins', p. 605.
150 Hsltgen, ‘Henry Hawkins', p. 605.
151 Hsltgen, ‘Henry Hawkins', p. 605.
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Exercisesis here visually represented in tipecturae featuring Christ physically

acting upon the human heart.

In ‘Jesus cleanseth the heart, &c’, Christ is ict f@atured standing within the heart.
Above him flies a dove, a symbol, we presume, efHoly Spirit. Liquid pours from
wounds on his hands and feet, and angels washladiet like cloths in the basin at
his feet into which this liquid runs. The premiséChrist the redeemer, is one that is
central to Christianity. The idea of sin, and thensr's desire to cleanse him or
herself of this is introduced in the prose colloguyich precedes the image. That the
cleansing liquid, or blood of Christ, should bersée flow from the stigmata further
reinforces the idea of sacrifice. The message, @aist’s sacrifice cleanses man of
his sin, is thus effectively and concisely exprds3ée subject matter is certainly one
likely to produce an immediate emotional respomsenfthe reader and so confirms
the parallel drawn by Holtgen between fthieturae in Hawkins’ emblems and the
compositio lociof Ignatian meditation. Furthermore, although tleader must
interpret to a certain extent the visual clues td pictura, this is fairly easily
understood, especially in light of the helpful neotind preceding colloquy. The
intellectual response required from the readehis tkept to a minimum while the

emotional aspect is pushed to the fore.
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~E e S :
Henry Hawkiris,Thé Devout Harouen. Cousturier, 1634), pp. 71-82.

From this emotional start several textual sectimiigw. An initial verse, called the
‘Hymne’ is followed by the ‘Incentive’, the ‘Preanebto the Meditation’, and the
‘Meditation’, which consists of a preparatory prayand colloquy. While the
significance of thepictura is fairly clear, each of these subsequent sectwaaks
down the message of the emblem and comments in s@yepon this. The verse, or
‘Incentive’, for example, comments directly on theage:

Behold the fountaines living spring

Both here & there in Angel brings

Souls soyl'd with ugly spots within
The direct reference to the image reinforces thigal contemplation in the mind of
the reader. What it also does is diminish the acatole played by the reader. It offers
a straightforward verbal explanation of the sigigfice of the image rather than
further clues which the reader must solve. Theotailhg prose sections adopt a
similar approach, each taking a point and clargyihis further. The ‘Incentive’, for
example, likens Christ to the water of life, ‘Ifsiis be absent, | am arid, dry and

without juice’. The ‘Preamble to the Meditation\aops this idea further looking to
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biblical examples, of the life and strength thati€tts life-blood provides, citing, in
particular, Samson. Indeed, all of these proseimectcontain several biblical
references, in line with the textual emphasis ef3piritual Exercise$o look towards
Christ as an example. Once again, the role of ¢laglar is diminished; all of these
references are labelled — it is not left up torreder to identify these. Furthermore, in
the lengthy ‘Preamble to the Meditation’, the matfiysions to biblical passages that
occur are in fact identified at the end of the isectvith the help of a key. Thus point
‘A’ in the text corresponds to citation ‘A’ at tlend of the text. In this way Hawkins’
emblem follows closely the pattern of guided mddita found in theSpiritual

Exercises

The above analysis provides a concrete exampleeo$imilarities noted by Holtgen
between the emblems by Hawkins and tBeiritual Exercises The pictura
corresponds to theompositio logi both elicit an emotional rather than an intelledt

response from the reader and both guide the readeéitant step by step.
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Chapter One Afterword

This brief examination of the many elements thabstitute the context of the
religious emblem already suggests that things ar@s clear-cut as one might expect.
The divide between Protestant and Catholic, all ¢dien thought of as clearly
opposed factions, is not, it would seem, as distiscpopular thought would have it.
There are key issues, certainly, for example tie obfaith in salvation, over which
the first Protestants and Catholics disagreediHase questions proved to be as much
an area of dispute among developing branches déflemtism as they did between
Protestants and Catholics. A prime example of rtglern exaggeration of doctrinal
differences is the misunderstanding of the debatrosnding images: while
Protestants were divided over this issue, the bl their rejection of images was
absolute and unwavering is a modern myth. The baesl are not so distinct.
Neither Protestants nor Catholics had firmly esséleld doctrines at this time: these
were still evolving. Within the Catholic Church,otothe number of new orders that
emerged to join the ranks of existing orders reéflethe evolution in religious
thinking. It would seem, therefore, that the numbkpoints upon which Protestants
and Catholics disagreed has been exaggerated, leasitover-emphasised, and, on
the whole, early Protestantism at least, remaineeblogically very close to
Catholicism on many of the major doctrinal points Ghristianity. So while the
Reformation and Counter Reformation became, in mamays, periods of great
diversity, of development, perhaps most importattilyy remained periods of great

overlap.
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The same appears to be true for emblems: both #aots and Catholics are
producing collections of religious emblems at timse and while production of these
may not have developed at the same rate, both deatams harness this format as
an expression of religious thought. Protestants,efcample, despite the issue of
iconoclasm, are the first to begin producing religi emblem books. Indeed, far from
rejecting all images, as is commonly believed, duld seem that the practice of

combining text and image has long been a Protestanttern.

Furthermore, our preliminary examination of a Pstdat emblem seems to suggest
that the visual element, far from being a necessay, is in fact of primary
importance. What is of particular note in this exgénfrom Montenay is the role
played by the reader, who, far from being passs/@ctively engaged in the process
of reading and deciphering the moral of the embld@ims is, as we have seen,
reflective of a Protestant point of doctrine, whgdw their belief in the priesthood of

all men place the emphasis on the individual andgreal reading of the scriptures.

The Jesuit example by Hawkins works in a very défé way. The image seems to
adopt a secondary role in this example, which attplaces the focus on the text
which guides the reader step by step and thusdleeof the reader is much more
passive. The influence of ti&piritual Exercisess clear in this example: th@ctura

does not provide visual clues as it does in Montsnamblem but instead functions
as an initial point of focus upon which the readermeditant, is expected to project

him or herself.
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Although the above examples are quite differenth&ir approach to the text image
relationship it would seem that theological differes between Protestants and
Catholics have at times been exaggerated. It Is thése notions in mind that we will

begin our investigation of Protestant and Cathefitolems.

68



Foreword to Chapters Two and Three

An emblem is the sum of its parts and, indeed, niwaie that, for each of these parts
combines to create a more meaningful whole. It dogtbtext and image in a unique
form that faithfully expresses the moral attitudesl thinking of its time. It cannot
function fully if one of these parts is removeddayret, to understand fully how an
emblem works, the inner mechanism as it were, tdevidual role of each of these
elements must be considered. A television advertexample, appears as a unit from
the outside, but it is only upon considering itnfréhe angle of the images used, the
soundtrack, the dialogue or subtitles that the wmawhich it functions, the way in
which these parts interact to exert an influencerdwe spectator, becomes clear.
What the following two chapters propose to do, ¢hene, is examine the religious
emblem from each of these interdependent persgsctim other words, text and

image, verse angictura.

Chapter two will examine the concrete notion ohtigs it is presented in Protestant
and Catholic emblems. It will attempt to identifyettypes of iconography found in
these examples while looking for denominationateyat, and will explore the role of
the image in these works in relation to the ott@nponent parts of these emblems.
This chapter will, in particular, consider the tedaship between text and image.
How does thepictura relate to the text? Or indeed how does the tedteetio the
pictura? Is there an identifiable preference for eithetha chosen corpus? Is the

relationship between text and image different ip ahthe examples and if so does it
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look like this would allow conclusions to be drawagarding denominational

emblematic styles?

The following chapter, chapter three, will examitiee abstract notion of time,

identifying the kinds of themes that are covered laoking at the way in which these
are presented. Our preliminary exploration in thevpus chapter of some of the
central issues of the Reformations seems to suglgaisbther than a few key issues
whereon Protestants and Catholics disagreed, dattdifferences have, perhaps,

been exaggerated. This chapter will explore tresiioh relation to the theme of time.

Perhaps most importantly both chapters will alsdresis the question of the reader’s
involvement in the process of reading an emblenthésreader passive? Or is the
reader actively engaged in the process? Whatytharg, does he or she bring to the

interpretation of the emblem?
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Chapter Two

‘| am the light of the world’: An Examination of Mo tifs of Light

While religious emblems of this period feature astvamumber of motifs, an
examination of the motif of light seems particadppropriate, in part due to the
overwhelming number of emblems featuring a lightimbut equally because of the
associated symbolism and biblical connotations tkéll have contemporary
significance. Saintly figures have, for example; éenturies been depicted with a
nimbus or halo of light around their heads. Siniylausing light imagery to refer to
concepts such as truth or the passing of time mesni@ this day, a commonplace.
Both secular and religious emblem authors use itie Mmotif to illustrate a wide
number of themes ranging from those emblems whicimngent on a physical
property of light, such as the contrast betweet lamd dark, or the heat of the sun, to
more complex emblems which develop this symbolismekpress an abstract
ideology, such as the grace of God or the painowé.l This study will examine a
number of examples in order to demonstrate the wadiety of ideas associated with
the light motif. Some of these interpretations specifically religious while others
express general moral truths and so | will begirekgmining some of the so-called
‘secular’ precursors of the more specifically ridigs examples | examine in this

chapter.
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Secular precursors

The earliest secular example of an emblem to feat physical aspects of a light
motif is Andreas Alciato’s ‘In Astrologos’ which &m analysing using the 1536
edition. In this, it is the warming properties bétsun’s rays that Alciato focuses on in
his warning against astrologers. In the woodcutugdalls to the sea, leaving a trail
of feathers behind him, the wax that attached tlsmftened by the blazing sun

overhead.

Andreas AlciatoLivret des embleméd®aris: Wechel, 1536), h2v.

While the motto makes it plain that astrologerstheefocus of this emblem, the verse
clarifies the precise characteristics of astrolegbat Alciato is condemning. Picking
up on the image, the verse gives the example afiscaescribing his fall as the result
of having ‘trop grand exaltation’. The reader makies comparison between Icarus
and astrologers and deduces that this is a wathatghe same fate awaits those who
are similarly presumptuous. This is confirmed ia khst lines of the verse:

Que leur haulte discussion,

Les mette ou dieu reduit tous rogus.

While it is not made explicit, it seems reasondblassume a parallel between the sun

152 Unless otherwise stated, all analysis of emblesmsyi own.
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in the image which reduces Icarus to his earthdyust and God in the verse who
punishes these ‘rogues’. Indeed, earlier printeddeats depicting Icarus exist. The
earliest known example of these is in Frédéric ReteSpiegel der Waren Rethoric
(Freiburg: 1493). In this way Alciato uses a welbkvn mythological example and a
contrasting contemporary example to criticise a &nrrait that transcends time and

culture.

Gilles Corrozet's ‘Qui faict mal, hait la lumierés another early secular example
which uses the motif of light. In this instancesinot the sun but a candle that forms
the focal point of theictura The puzzling woodcut portrays a man holding arswo
and burning torch in one hand and shielding hisdgan the rays of the sun with the
other. The quatrain picks up on this image and riless those who do wrong and
disobey God as hating light:

Et a Dieu n’est obéissant

Il hait verité, & lumiére.
These lines clarify thpictura: the man, whom we assume to be a wrongdoer, shield

his eyes from the light.
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Once again, as in Alciato’s emblem, it is the pbgbproperties of light that are being
focused upon here and this is elaborated in thgeloradditional verse. In the
inclusion of this we see a move away from the ttigaformat tradition associated
with Alciato with the inclusion of a lengthy secowmdrse which is not additional but
an integral part of the emblem. The first two stenbf this verse give a concrete
reason for criminals preferring the dark to thétig

Celuy qui a son prochain nuyt,

Et luy veult faire du domage,

Cherche tenebres & la nuict,

Pour avoir mieulx son avantage.

The association between wrongdoing and darknestiser emphasised through the

rhyme between ‘nuyt’ and ‘nuict’.

The man hides from the sun presumably becausets tight upon his misdeeds but
what is not clear is the significance of the swandthe flames from the torch. Neither
is the significance of these clarified in eithettlod two verses. The sword is ablaze, as
if lit by the rays of the sun, which permits a satospiritual interpretation, for the
light of the sun is also, we assume, representafitiee light of God. This association
is reinforced in the third stanza where our assulimgdbetween God and justice and
light is verbalised:

Or ce pendant que temps avons

Laissons la noire obscurité

Le reluysant Soleil suyvons.

The sword, therefore is presented not just a weaporattribute of the wrongdoer,

but, lit with God'’s truth, becomes perhaps alsgral®l of justice.

Thus it is not only the practical cloaking propestiof darkness to which this emblem
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is referring. It simultaneously expresses thisgmitial terms, describing wrongdoers
as fleeing the truth and light of Christ. While gHsecular’ emblem is clearly set
within a Christian context, it is not, however, laast traditionally, an emblem one
would include within the religious emblem groupnking the dislike of the revealing

properties of light with wrongdoing and, therefodésobedience to God, is a natural
step and the reference to God is simply indicati’¢he pervasiveness of religious

thought in the consciousness of the time.

Iconography found in ‘secular emblems also prowthptable in the hands of
another author to a more specifically religiousteah Such is the case with the motif
of the flame and the moth which the following twamt@dems both focus on to very

different ends.

It is the pain of secular love, for example, thatdHanus Junius chooses to illustrate
with a moth flying around a burning candle, in “Taent de franc amour’. This is
just one example of a number of emblems which featihis motif alongside
variations of this theme. Corrozet, Rollenhagen Bogssard and various poets such
as Ronsard, to name but a few, all include vamation this emblem in their

collections.
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Hadrianus Juniug,es Emblesmg#ntwerp: Plantin, 1567), p. 53.

An ltalian motto appears on the pedestal on whiehdandle sits, ‘Cosi de ben amar
porto tormento’ (Thus | bear the pain of living WeWhile this is enough to convey

the idea of attraction, Junius relies upon the nadiunstincts of the moth, attracted to
light to illustrate this idea. It is the women targl the fire on either side of the

pedestal that lifts the emblem from being simpBoalogical observation and injects
it with human significance, making a visual compan between the moth and flame,
women and fire. Just as the moth is burnt by tamé& which attracts it, so too, we
presume, is the lover scorched by the flames opassion. This is reinforced in the
verse which begins by drawing attention to the tsadii the moth, and, moving on to
talk of the lover, makes the comparison betweegeleo explicit with the inclusion

of the word ‘ainsi’ at the beginning of line four.

Boissard, however, adopts a similar motif for ‘Teitge dangereuse’ but finds a
different significance in this. While the first parf the verse echoes fairly closely that
of Junius and refers to the action in the imagss, émblem is not, in fact, about the
dangers of profane love. Rather, as the beginninthe second part of the verse

suggests, this emblem appears to defend the dinanhee of kings,
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Les Princes sont de Dieu les vivantes images

Nous leur sommes tenus & de foys & d’hommages,

Et qui leur fait honneur, il obeit & Dieu.
This immediately introduces a new religious elemduost as the moths in the image
are burned by the flame that attracts them, sottos,emblem warns, will those be
punished who defy royal authority. This is expressiely in the image in the figure

of the King pointing towards the candle and is anelent example of a religious

reworking of a ‘secular’ motif.

Jean-Jacques BossEianeme:{Metz. Faber, 15), pp. 58-59.

An explicitly religious context

If the light source has a firm existence as a motgrofane emblems and even in the
secular domain carries contrasting positive andatieg connotations, this is even
truer of religious emblems. Light has always playedimportant symbolic role in
religion and scriptural support for this is strodgsus, for example, refers to himself
as ‘the light of the world’ in the New Testamentdaindeed, light forms the basis of
God’s very first commandment: ‘And God said, Leerdh be light: and there was
light'. Haloes of light distinguish saintly, holyigires in religious artworks. The
source of light varies: sometimes it is the prodafca natural source such as the sun,
moon, or stars. Other times it results from a mawalensource like a candle or a lamp.

Candles in particular play an important role in iStinity. Within Christianity the
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burning candle is often taken to be representativ@hristian prayer and sacrifice, or
in some cases the extinguished candle symboligerdahsience of life, life ‘snuffed
out'.* It is estimated that candles have been an intqmel of the Catholic mass
since apostolic times, and it is precisely during sixteenth century (coinciding with
the production of emblem books) that the custonplating candles on the altar

became commonplacg’

The light source forms the basis for individual éents in collections of devotional
emblems but, testifying to the popularity of thesetifs, also provides the framework
for collections as a whole. Perhaps one of the kastvn of these is Quarles’s
influential Hieroglyphikes of the life of Maf1638), described by Karl Josef Holtgen
as ‘the most notable English version of the theimia®ages of man’. Every emblem,
or ‘hieroglyph’ in this collection features a bumgicandle, representative of the life
of man, in various stages of consumption, as thdrake motif alongside various
additional elements which set each candle withgpecific context. Eacpictura is
followed by a motto in Latin, a biblical citatioma a lengthy poem. This is in turn
followed by a citation often attributed to (amongshers) St Augustine and a final
epigram, much in line with the steps in Ignatianditegion. There is no discernible
progression of theme other than the collection gpdamsely contained between the
first emblem which, based upon Psalm 51.5, ‘BeheVds born in iniquity, and in sin
did my mother conceive me’, highlights the innateigful nature of man from birth

and the last emblem which underlines man’s moytali

153 sarah Carr-Gomnihe Dictionary of Symbols in Western Adew York: Facts On File, c. 1995),
p. 49.

154 Thomas Albert StaffordChristian Symbolism in the Evangelical ChurchestiDefinitions of
Church Terms and UsagéNew York, Abingdon Press, c. 1942), p. 134.

%5 Hieroglyphikes of the Life of MafLondon: Marriot, 1638). For detailed analysis ofia@les’s
emblems with respect to their continental sourees Karl Josef Héltgerkrancis Quarles 1592-1644:
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In the same year as Quarles, the Protestant Staitithor, Robert Farley, also
produced an emblem bookychonocausia(1638), featuring a candle as a central
motif in all but one of the fifty-eight imagé& These candle emblems, the ‘Lights
morall emblems’ to give them their English titlee alescribed by Farley in his verse
dedicated to the reader as a guide to a Chrisfan |

But harke you, least in darknesse we doe stray,

Here be some lights for to direct our way:

Make use of these, until you come to shore,

Where we shall have Heavens Light for everridre
The dominance of this motif is so great that itocws even the celebratory poems
written by friends of Farley included at the vemgimning of the book. Celebrating
Farley’s talent as a writer, these verses recoghisesternal nature of the Christian
truths or lights contained within the pages of &gd book:

But thy Lights most transcendent, can no hand

Of time or Fate (which all things we hath scand)

Put to these Lights an end, for these shall be

Bright shining Tapers to Eternity®
The format of his work is simpler than that of Qaarand follows the ‘traditional’
tripartite arrangement pioneered in Alciato’s cotiens of emblems. Like Quarles,

the candles in Farley’s emblems often representanann a number of emblems the

candle symbolises the human soul.

While these two works opt for visual depictionslight this is not always the case.

Meditativer Dichter, Emblematiker, Royalist: Einéodpraphische und kritische Studi@ ibingen:
Niemeyer, 1978); Holtgen, ‘Catholic Pictures vergustestant Words? The Adaptation of the Jesuit
Sources in QuarlesBmbleme’s Emblematica9.2 (1995), 221-238.

156 Robert Farleyl.ights Morall Emblem$London: Cotes, 1638)

7gar.

158 pGr.
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French-born Jacques Callot, recognised today a®btie most successful Catholic
engravers of the seventeenth century, adopted feratit approach in one of his

emblematic works, which also focuses on light. Bathan featuring a light source in
each of the plates, he instead bound the colle¢tigather under the abstract notion
of light, entitling his workLux Claustri(1646)**° The majority of the engravings are
of pastoral scenes: of the twenty-seven plates ariw depict light in any way but

all offer advice for leading an enlightened Chastilife. Emblem six which does

feature the sun presents this as a life-givingdoe central rock divides the picture

into two halves, day and night. Tulips stand ohesitside of the rock — standing tall

on the daylight side and drooping on the night side correlation between the life-

giving properties of the sun and the healthy tuigpquite clear and it does not take a
great leap of the imagination to see the spiritedvance of this. Nevertheless, the
verse makes this link explicit:

L’Ame fleurit aux rays de la Clarté divine,
Et languit sans vigueur, quand ce feu luy defaut.

, 1646), p. 6.

The vast majority of emblems, however, which featarlight source as a motif are
individual emblems contained within devotional earbétic works. While this study
will not examine these or similar collections irithentirety it will, in order to give a
broad overview of emblematic representations dft/ignalyse closely a selection of

individual emblems featuring a light source frommsoof the best-known emblem

159 Jacques Callot,ux Claustri(Paris: Langlois, 1646).

80



authors across the denominational spectrum. Ifagllis in particular on the image, its

role and function within the emblem and the diffeéreepresentations of light sources.

Protestant Examples

Georgette de MontenayEmblemes ou devises chrestien(lEs67), as explained in
the introduction, is a logical place to start amraiation of Protestant emblematic
iconography as it is considered to be the firstection of religious emblems. ‘Surge
illucescet tibi Christus’ (Arise and Christ shaive thee light)features light in both
the motto and the image. The engraving featurearalging amongst bones beside an

empty grave. Nearby, Christ is seen lighting a tand

Georgette de Montenalgmblemes ou devises chrestienfig®n: Marcorelle, 1567), p. 57.

The message is made explicit in the verse thatthtis light, God’s grace, which gives
us life:
Si Jesus-Christ n’eust esclairé notre ombre

Comme cestuy, nous serions endormis
Et reputez d’entre les morts au nombre.

Comme cestuprovides a strong point of reference, directing thader’s attention
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back to the image, back to the disturbing visugthsiof our own mortality such as the

skull and human bones, thereby visually increaiegmpact of the emblem.

Montenay links the light of the candle with graoethe verse and, building upon the
visual reminder of mortality, verbally links thie salvation, ‘Mais de sa grace il ne
I'a permis’. Importantly, she also links this tatFa ‘Et donné foy pour a luy nous
conduire’, and so the text and image are combindtd mind of the reader. It is this
saving combination of faith and grace that situéités otherwise generally Christian

emblem in a Protestant context.

That it is this combination alone that saves mariisforced in the other details of the
engraving. Calvinist Montenay, undermining man’svpoto act, also hints at the idea
of predestination. The inclusion of Christ in thegeving highlights God’s active
role. The fact that Christ seento actively light the candle is significant: HedaHe
alone, Montenay suggests, chooses whether or nbestow upon man His grace.
While the verse links grace and faith, it is in thrge that, contrary to the emphasis
placed on good works by Catholics, it is suggested grace is not something that

can be earned.

God’s sacrifice for mankind is evoked in the crekape formed by the pick and the
spade in the foreground of the image, a detail thast be interpreted in context.
While these are implements used in grave diggimey &lso carry a further meaning.

Alison Adams suggests that ‘the pick and shovelhtaso be taken as symbols of
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the Old Testament, of Adam sent, after the falltifiothe ground’*®® If so, these
elements introduce the idea of original sin. THisai is only vaguely touched upon in
the verse which speaks of pulling man out of thedsiwvs, ‘Puis qu’il nous a hors de
tenebres mis’. Theictura therefore clarifies this vague acknowledgemeninii¢ing
a more specific interpretation of what these shadowght represent (a state of sin).
This is reinforced in the last two lines which ainta sombre warning:

Prions tousjours que n’y soyons remis,

Et que sur nous sa clarté face luire.
Tying in with the figure of Christ seen activelghiting the candle, Montenay, by
suggesting that man cannot be worthy of the grhatetie has been granted through
Christ's sacrifice, protects her reader againstglanency by warning that it may one
day be ‘remis’. Montenay presents, on the one hamah as unworthy, tainted by
original sin, and, on the other hand, God’'s gragea a&ift over which man has no
control. Through the first person plural, ‘prionMontenay includes herself in these
lines on the same sinful level as her reader, byeceeating a tone of complicity, and
draws her readers in forcing them to apply theséhdrto themselves. This, as |
underlined earlier in chapter one, is typical of tmeditational style of Protestant

devotional works which call for the applicationtb& subject to the self.

The role of the individual is evident in the attiutowards the scriptures expressed in
Montenay’s emblem, ‘Et usque ad nubes veritas (fdaur truth as far as the clouds)
which takes the power of the word of God as itstreériheme. This is based on a

passage from Psalms, ‘For above heav'n thy memgngat, thy truth doth reach the

180 alison Adams,Webs of Allusion: French Protestant Emblem BookshefSeventeenth Century

(Geneva: Droz, 2003), p. 57.
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sky’.'®* Although the motto in this instance echoes quitsely the words of the
passage, at no point is the relationship betweenvib made explicit. It is left to the

reader to make this connection.

Georgette de Montenaﬁ,mblemes ou devises chrestienfig®n: Marcorelle, 1567), p. 72.

What is most striking about Montenay’s emblem iseoagain the image. Against a
backdrop of a large sunburst, the engraving focoesea book that is both crowned
with a laurel wreath and winged. The motto of Morigs emblem does not appear at
the top of the image as is usual in her emblenmtsishwritten on the pages of the open
book, thereby visually reinforcing the importancetiis element. From the book
hangs a chain, and on the ground two devil-liketnes skulk in the shadows of
rocks. One of these holds one end of the brokemchihough striking and bizarre,
the message is fairly clear. We quite naturallyuass the demon, covered in shadow
and physically positioned on the sinful, terrestpéane, to represent sin and the
forces of evil. The book, in contrast, winging its|ay skyward assumes a more
spiritual association, free from the physical raistis of the world because the chain
has been snapped. Montenay refers to it in thet-#iigh verse as ‘Verité’, its
importance emphasised through the capital ‘V'. aitgh this book is referred to

nowhere explicitly as being the bible, it is a ffaisafe assumption given the visual

181 psalm 108.4.
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primacy placed upon the book (and echoed textyathg) this is in fact the case. As |
underlined in the first chapter where some of teat@l causes of the rift in the
Church were discussed, accepting the scripturesuts was a central tenet of the
Protestant faith. In contrast to the pre-Refornmat@atholic tradition of investing the
priest with the power of interpretation of the ptures, Protestants believed in the
priesthood of all men, and encouraged familiarityoagst the lay people with the
Word of God. The engraving symbolises the condbattie between good, and evil
represented visually as this game of tug-of-wawbeh the winged book, straining to
fly upwards and the demon pulling the chain towar#sground. The eternal nature
battle between good and evil is evoked in the fingt lines through the repetition of
the verb ‘faire’, ‘Satan a fait & fait tous sesatf / De supprimer & cacher Verité'.
This, the perfect tense highlights, is an age-alidld, but, the present tense warns, an
ongoing one. The broken chain, however, visuallgiates the victor: good triumphs

as the book flies upward while evil is left holditige end of the broken chain.

This element is changed in Geffrey Whitney’s vensa this emblem of the same
motto (A Choice of Embleme$586)'°? In Whitney’s version, the engraving, which is
not the same plate, but rather a copy of the oresl s Montenay’s, is almost
identical save for one important difference. Thaishleading from the bible, which
the devil is holding on to is not broken. While tineerall message remains essentially
the same, this detail, which may or may not havenbdeliberate, changes the
emphasis somewhat. Not broken, this chain reflégtongoing struggle between the
forces of good and evil. While Montenay describes $truggle between good and

evil in her verse, Whitney visually summarises timsthe subtle alteration to the

182:£t usque ad nubes veritas tua’ Geffrey Whitn&yGhoice of Emblemdseiden: Plantin, 1586), p.

166.
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depiction of the chain. Montenay highlights the powf the word in the engraving;
Whitney chooses to underline the importance ofwoed of God in the text: ‘And

those that are so happie for to looke, / Salvdiimhwithin that blessed book’.

In both emblems, the Word of God is taken to beaasgntative of Christian truth
versus the darkness of Satan. Although both madae the triumph of light over dark,
in Whitney’s emblem it is made more verbally explibat the Word of God is the
key to this salvation. A comparison of these twobkams highlights to just what
extent background visual details may be importanPriotestant emblems and the
careful reading of both text and image that thiplies. Not simply decorative, the

background iconographical details can change tbasfof an emblem.

The importance of visual details is evident in theext, later Protestant examples.
The sun is the focus of three consecutive emblethsXLIl) in Vrais Pourtraicts

(1581) by Théodore de Beze. This is the Frenchoeddf Iconesoriginally published

in 1580 and translated by Simon Goulart, a Calvio@league of Béze. The plates
require some effort on the part of the reader. Haatures the sun and moon in their
orbits of concentric circles around the earth inatvAdams terms a ‘pre-Galilean
arrangement’, since in each of the images, thestelébodies are aligned with the

earth in centre placg®

XL (pp3r) XLI (pp3v)

:-_-;*7"}.‘-;_;'-':"—' gy
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163 Adams,Webs p. 126.
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Resembling an astrologer’'s diagram more than aveotional’ emblematic image,
the significance of these images is far from imraggly clear. The first of these,
emblem XL, shows the sun, earth and moon in veéréitgnment in that order. The
sun shines down on both the earth and the moon,tasdupon this astronomical
phenomenon of the moon reflecting the light of gen that the verse initially
comments. On the one hand then, the image is whabks like: a diagrammatical
representation of the alignment of earth and itsaud moon. On the other hand the
facial features ascribed to the sun hint at a nigfsipal interpretation of this image, a
notion that the verse continues by underlining:

L’Eglise aussi, voyant de son Christ le doux oeil,

Luit d’entiere lumiere.
On the basis of these lines it is safe to assuatdlile sun in the image is a symbol for
the light of Christ which lights the moon, in thisse representing the Christian
Church. Appropriately, the earth is caught, as ini nature, between the light of the
Christ (sun) and the moon (or the Church as refledaif the light of the sun/Christ).
Of course, in a Calvinist context the ‘church’ me¢éel as much to the congregation as
it did to the physical architecture of the buildinglthough initially seemingly
impenetrable, this is a particularly effective eerth] memorable on the one hand
because of the initial complexity and yet succddsfeause of the simplicity and ease

of the analogy on which it hangs.

Having established the analogy between the surgChand moon/Church,
understanding the following two emblems is madeeeass they work in the same
way. Emblem XLI shows the same alignment but aamagle, with the moon hidden

behind the earth in shade. The verse, as in theealeonblem verbalises this
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relationship before proceeding to give the religi@ignificance. It is the earth that
obstructs the sun from lighting the moon. Given wilva know from emblem XL it
seems plausible to interpret this as the earthferiag with Christ's light in the
Church in some way. Indeed this is confirmed in tegse, which, referring to
‘sagesse humaine’ (which we assume to refer tavitréd), holds this as responsible
for darkening the light of the Church. This is atgalarly apt warning in the context
of the Reformation and Counter Reformation: It @d, rtGoulart’s verse suggests, the
Church which is in shadow, or, we assume, corrogt,the interference of man that
makes it so. Within this we might also interpreveiled criticism of the Catholic
Church which, according to Protestants, investegiitest and clergy with too much

authority with respect, for example, to interprgtthe scriptures.

The third of these astrological emblems realigresghn, moon, and earth vertically
but this time sees the moon slip in-between theasuhthe earth in its orbit. The half
of the moon nearest the sun is lit while the hadfnest the earth is in shadow,
typically of the alignment of these bodies at tlvrmoon. Once again the verse
follows the same pattern by initially referringttee pictura The moon half in shade
cannot be seen from earth but exists neverthetesgsexistence is confirmed in the
image. It is a fool, the verse warns, who belietress moon to be gone because he
cannot see it. Indeed, the verse claims this occurs

Alors gqu’elle est plus proche du Soleil.

Mais de lueur elle est plus anoblie
In fact the moon, hidden from view from the earth¢loser than ever to the light of
the sun. In a similar vein, the dead, the vers@iegghave not disappeared simply

because they have gone from the earth but areirli@ser to the light of God:
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Ainsi celui, que le fol monde pense

Mort en la mort, vit estant approché

De Christ, duquel ayant la jouissance,

Il a le bien si long temps recerché.
These are particularly abstract, symbolic examplles; images and the meanings
locked within them are very complex. Using the sdmasic figures, Béze creates
three very different emblems, which although abdxharound the central premise of
God’s love as light each treat very distinct thenigss is achieved through changes
in detail, in particular changes in positioningloé elements in thegictura. The image
is a complex puzzle to be solved, and demandstalteictual effort on the part of the

reader. While the verse gives the key, there aréhdu interpretations to be made

upon considering the text and image together.

While Beze reflected God’s light in the cosmic afigent of the sun, moon, and earth,
Gabriel Rollenhagen presents this from a more Bapérspective. Rollenhagen’s
Lutheran emblem ‘In hunc intuens pius esto’ (Tmgptin him be pious) from the
Nucleus emblematum selectissimoryd611-1613) is almost a concise visual
summary of Montenay’s emblem ‘Surge illucescet tihiristus’ (Arise and Christ
shall give thee light’). A disembodied hand holdsoech from which, instead of a
flame, a rather grotesque skeleton rises. Withmeitsaving flame of God's grace, we

are, Rollenhagen suggests, as the skeleton, wilifeut
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Gabriel Rollenhagerucleus emblematum sélectissimdr(iﬁlnlogne: De Passe, 1611), p. 8.

Like Montenay, Rollenhagen urges his reader toibesp There is a similar sense of
warning here which is effectively highlighted thgbuthe disturbing, striking visual
imagery, which, emphasising our mortality, providesisual impetus to follow the
advice given in the motto. Although there is nolexpreference made to grace, it is
understood that God’s grace is the missing lifengj\flame; the skeleton appears to
hold his arms outstretched in supplication. Withgrace, we are then as the lifeless
skeleton in the image. In particular it is selftramt that is being lauded here and
there is a clear link between lack of self con&adl loss of God’s grace. Rollenhagen,
like Montenay, puts the onus on the individual eva@hd presents the emblem as an
example to be followed, a notion which is made ipin the French, ‘quel tu dois

estre.’

There are other similarities between Rollenhageniblems and those of Montenay.

‘Cor rectum inquirit scientiam’An upright heart seeks after knowledge), for example,

features a winged smoking heart which sits on témro open book. Above, a
sunburst, surrounding a tetragram, shines dowrherheart. There is, in addition to
the Latin motto which circles the image, a Greedciiption written on the pages of
the book, which visually reinforces the importadehis element. Montenay, as we

have seen, also underlines the importance of tloé& o her emblem ‘Et usque ad
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nubes veritas tua’ (“Your truth as far as the cByoh the same way by including it as
a central point of focus in the engraving. The bagkassume to be the bible: visually
it is central to the image and, along with the sustitetragram (obviously
representing God), sandwiches the heart betweerstwag symbols of Christianity.
The smoking heart we assume to be the Christiart iggated with the light of the
sun/God and indeed, other than God, this is thg eldment in the image that is
directly referred to in the French verse, ‘son eday offrir’, and so it is very much
left up to the reader to puzzle out the meaning.nidmtion is made of the book in
either verse other than the associated issue ofitgn ‘La plus belle science’, we are
told, is, ‘de cognoistre Dieu’. The book therefamyst be, not a book of knowledge,
but the bible, promoted by the Protestants as tilg @ngible truth of God. The
background seascape also has its role to playsaitiag ships are guided, warned of
the rocks by the smoking tower which echoes thekamgoheart in the foreground.
This visual symmetry permits another layer of iptetation: just as the smoke guides
the ships, the Christian, the image suggests,beiljuided by his heart ignited by the
light of God. The secondary details in the image #herefore again of great
importance, creating a detailed and complex viquatzle that the reader must

decode.

Gabriel Rollenhagemucleus e electissimo (@ologne: De Passe, 1611), p. 79.
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In Heidelberg in 1619, the Protestant author JuliZiscgref published his
Emblematum ethico-politicorum centuria which ‘Et nos mutamur in illis’ also
features the sun. It is the twenty-four hour cyalimovement of the sun which is
being used in this emblem to symbolise the paseintime. The first lines of the

verse confirm this idea.

Julius Wilhelm Zincgref, Emblematum ethicd:politicorum céntunﬂleleidelberg: Bry, 1619), z1v-z2r

Not only is the abstract idea of the passing oktms evoked by the depiction of the
sundial confirmed but this is quite explicitly s&thin a human context:

Il n'y a rien de constant en ce Monde

Ainsi le temps se change, & nous avec le temps.
The sundial, on the side of a tower, overlooksventadhereby visually reinforcing the
link between time passing and the inconstancy afdkothings. Smoke issues from a
chimney on the tower and blows away perhaps anaymbol of the transience of
things. This lack of constancy is counterbalancaadver. The anthropomorphization
of the sun hints at a deeper spiritual significaaice this is made explicit in the verse,
‘Fions nous en Dieu seul, en qui tout bien abondleé choice of vocabulary in this
single line reveals two important Protestant idg@s. Firstly, the choice of ‘Fions’
and the emphasis placed upon it through its posdiothe beginning of the last line
reveals the importance Protestants placed on hduaitty Secondly, the use of the

first person plural places the author on the saewellas the reader, the author
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including himself in his advice to have faith in €&d'his we have seen previously in
Montenay who, also highlighting the primacy of feEt a donné foy pour nous a luy
conduire), also adopts the first person pluralgbgrcreating a tone of approachability

and unity between himself and his reader.

Zincgref's emblem may seem visually less compleantkhose examined so far but
there are nevertheless certain Protestant ‘hallgharkhe imagery may seem
straightforward but details reinforce one anothsd ateract with information in the
verse creating to-and-fro emphatic layering. Bmggthe reader and author together
with the use of the first person plural and ingisg2on faith, too, as we have seen, is

common in these Protestant examples.

The role of the image is clearly very importanthe above Protestant examples. Far
from being simply decorative, the image plays alMviinction in the decoding of the
overall message of the emblem. Background detsiisijlarly, aside from simply
enhancing the tableau, are often, as in Rollenfiagenblems, central in this process.
Each of these emblems demands an individual respios the reader and all urge
the reader to apply the lesson to him or hersdiierOseemingly innocuous details,
such as the lighthouse in ‘Cor rectum’ by Rollerdragadd to the moral, completely
independently of the text. This necessitates aga®o©f deduction which elicits an
intellectual response from the reader. As Peil fiuts

In Rollenhagen’s work the proper and final revelatof the meaning which is

hidden in the emblematic res takes place not witlhiat outside of the
emblematic bias, that is, at the reader’s and wisweands-**

184 Dietmar Peil, ‘Emblem Types in Gabriel RollenhageNucleus EmblematumEmblematica 6.1

(1992), 255-282 (280).
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Another effect of this intellectual challenge tcetheader is that this also lends a
certain fluidity and flexibility to interpretatiorallowing for varying interpretations

depending on the cultural capital and knowledge¢aeler brings with him.

Catholic Examples

Moving on to examine some Catholic examples wetkatthepicturae can be just
as, if not more detailed, than Protestant examglis. plates in Antoine Sucquet’s
Via Vitae Aeternag1623) (translated into the French by R. P. Pidiain), for
example, are particularly detailed. The form of §uet’'s emblems, however, like that
of other Catholic authors such as Berthod, Baudaith Mello whose emblems | will
examine later, is quite different from that of Menay or Rollenhagen. As indicated
by the title, this work combines a series of platepicting life as a journey. Sucquet’s
book, like theSpiritual Exercisesreads rather like a hand-book or text book. Heil-
consciously didactic in intention and, while guideeditation is a characteristic of
emblem books published during the Catholic RefoimmatSucquet takes this one step
further, advising not only what should be read Wwhenit should be read: ‘Pour le
Lundy; celles qui sont marqués de la lettre A, vpasrront servir; en la page 6. 99.
106. 110. 119. 139'. The plates are to be reademuential order — there is a
progression from the beginning to the end of thekbechoing that of Ignatian

meditationt®®

165 The influence of the Jesuits over literature islamiable: ‘Dévotion et emblématique’, Anne-
Elisabeth Spica argues, ‘dans la France du XViéelsicomme dans les autres pays de la contre-
réforme, se développent conjointement sous l'inipal@minente des jésuites’: Anne Elisabeth Spica,
‘L’emblématique catholique de dévotion en FranceXsllle siécle: Quelques propositions de lecture’
in An Interregnum of the Sign: The Emblematic AgeramEe: Essays in Honour of Daniel S. Russell
ed. by David Graham (Glasgovilasgow Emblem Studies, 2001), pp. 1-24 (p. 2).dtnC. Black,
however, argues that a direct comparison of Sutzjuebrk with the Spiritual Exercisesis
problematic. She points to the subtitles of eacbkb@nd contrasts the purgative, illuminative and
unitive paths of th&xerciseswith the chronological approach of Sucquet’s bdbk: chemin de ceux

94



The structure of the individual emblems in Sucqalksb follows the structure of
Ignatian meditation. Each emblem is accompanied legtered key rather than by the
typical verse and this is read in conjunction wite image, referring the reader back
at crucial points to labelled elements in the imddes initial reading is followed by a
guided meditative section which, following the stire of Ignatian meditation, is
broken into thregointsand aresolution This in turn, fulfilling the final element of
the Spiritual Exercisess followed by anoraison or prayer, on the theme of the
emblem. Thirdly is a section entitled ‘Pratique pdresser & ordonner nos actions’,
which comprises a list of tasks or pieces of adwanehow to incorporate the advice
given in the emblem into the reader’s life. Finallhere is anotheOraison
jaculatoire. The visual component of emblems, tp&tura, fulfils the role of
Loyola’s compositio logi or vivid imagination of a scene by means of thesmary or
senses. The firgioint of emblem XII (which | shall analyse later) ackredges the
similarity between the emblematic image and Loyolaompositio loci ‘La

composition du lieu sera conforme a I'image’.

qui commencent’, ‘Le chemin de ceux qui profiteahd ‘Le chemin des parfaits’. While the
subsections might not correspond exactly thereeigertheless a striking similarity between the two
works which both express spiritual growth as aneyr Black suggests that a more useful point of
correspondence between the two texts are the emsotfeat Sucquet aims to elicit in each section:
‘douleur’, ‘I'amour de vertu’ and ‘I'amour de Dieu’Popular Devotional Emblematics: A comparison
of Sucquet’de Chemin de la Vie Eterneléend Hugo’d_es Pieux Desits Emblematica9.1, 1-20 (3).
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Antoine Sucquet,.e chemin de vie eerneilAntwerp: Aertssens, 1623), pp. 530-537.

In emblem XII the highly detailed engraving depiGsd high up on a cloud holding
a globe representing the world. Behind him, ragenfthe sun shine down on a man
standing on a road which leads up to heaven. The mbhom we assume to be a
Christian, is being blessed by a haloed figure ezldased from his shackles. In
Ignatian meditation the meditant is asked to fomughecompositio lociand project
him or herself upon the scene. The reader idestiigh the Christian in the tableau
which becomes the physical embodiment of this,etnerfulfilling what Black terms
the ‘external embodiment of Ignatius’s instructicmsmake oneself present at the

scene™t®

The rays from the sun touching on the meditant&Zian not only light the path to
heaven but again symbolise grace. This is made itldhe accompanying text: ‘Mais
fiez vous en Dieu, & Jesus Christ vous delivreraale par sa grace’. The language
here is reminiscent of that of Zincgref's Protestamblem which also urged the
reader to have faith. Emphasising the importanciti in salvation was of course,

as we have seen, a particularly Protestant coreednso it is interesting to find it

186 Black, 15.
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stressed in a Catholic context. Notice, howeves, different forms of address: the
first person plural of Zincgref's emblem is morepegachable and inclusive than
Sucquet’s dominant imperative. Concrete exampleth@fpower of God’s grace are
present in the background character in the imagesé (referred to in the initial key-
text) give examples of the benefits of God’s gralesus is portrayed on the shore in
the background as a fisher of men, his arms ottsid in welcome to a man walking
out of the sea. Just in front of this scene, b&ideid and Goliath, perhaps one of the
most striking biblical examples of the strengthoated by God'’s grace. Two figures
in the shadows (and, we assume, therefore, naddaldsy God’s grace) strain to reach
the path but are held back by a demon. This imageinforced in the immediate
foreground: a man leans towards the scene on tiebpa is held back by the chain
which binds his leg to a globe, representing, wespme, the prison of the world.
Beside this figure lies a baby amidst snakes, acaiwe reminder of the serpent in

the Garden of Eden and the consequent state aftsinvhich man is born.

Like Montenay in ‘Surge illucescet tibi ChristuSucquet portrays the actions of
Christ upon the human heart. The heart canvasarfdteground has been painted
with various scenes featuring Christ. In particuka birth of Jesus is depicted in one
and on another Christ is shown to be pulling marfram the depths of sin. These
scenes act as reminders of Christ’s sacrifice hadédemptive powers of grace. The
implication is that these should be emblazoned uperheart of a Christian, just as
they are painted on the heart in the image. Thssially represents the emotional
appeal of this emblem, the moral of which the reate®uld emblazon on his/her

heart.
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In this emblem, as well as the book as a whole,i$ifpresented visually as a spiritual
journey, a path that the sinner must navigate echibie organisational premise of the
Spiritual ExercisesGrace, here represented as the guiding light fieensun, and
faith give man strength to face this path strewthwihallenges and sacrifice. The
extent of man’s weakness is highlighted in thaahkey-text prose section:

Sans ceste grace, 'hnomme, qui ressemble & ungugtint, ne scauroit lever,

ny subsister, ny se defendre, ny se nourrir, nyashelar ces choses a un autre.
While the focus on grace in the above lines is smtdifferent from that of the
Protestant examples we have so far examined, Sucquénues in theoints that
follow the image, to emphasise that good worksesgential for salvation but that
without God’s grace man can achieve nothing, ‘Clest chose tres-certaine [...] que
nous ne scaurions faire chose aucune pour nodtre sans une grace singuliere de
Dieu’, and this is where we may pinpoint a diffezerin theological position. The
emphasis Sucquet places on man’s dependence ors G@te is in essence not so
different from the combination of faith and gracet gforward in Montenay’'s
emblems. What is different is the role attributedhe reader. In Montenay and some
of the other Protestant examples, while the indi@ldmay have no control over
procuring grace, yet he is encouraged to accepbresbility and apply the lesson(s)
within the emblem to him or herself. In this embleBucquet undermines man

entirely, creating a much more passive image ofCthiestian.

There is no denying that these are highly detaglegravings, but the relationship
between text and image is quite different from thfathe Protestant emblems | have
previously examined. While the key-text certainisedts the reader’s attention to the

image, it simultaneously undermines the role of piietura by highlighting and
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labelling figures. Furthermore, unusually in an émniatic work, the reader is first

confronted by text, pushing the image into secoosditpn. We read the key, the

interpretation of the figures in the image, firgfdre examining the image. The initial
text may remove some of the mystery from the imiagieit nevertheless requires a
mental effort on the part of the reader similarthat required in the emblems by
Protestant authors such as Montenay and Rollenh&yerthe one hand jumping to

and fro between the text and image may requirei@tiéctual engagement on the part
of the reader in line with the Protestant styleenfblem but over and above this a
further emotional response is required. In linehwgnatian meditative practice, it is

clear, from the inclusion of the representatiorih@ meditant in th@ictura, that the

reader is supposed to project himself onto theesbemg described.

While the structure of both books is very simildre images in Francois Berthod’s
Emblemes sacreare contrastingly much simpler than those foun&ucquet. Like
Sucquet, Berthod follows the Ignatian model of rntegdin very closely adding, after
the initial verse, a meditative section broken damto three points and @esolution
and followed by arExemplefrom the bible. Unlike Sucquet there is no keythe
image, which is followed instead by a short versmertypical of emblem literature.
Here the images are much less complex than in ®flsgemblem, and, largely
uncluttered by background or secondary detailsetigraving focuses on one central
figure. ‘Fortitudo simplicis via domini’ (The wayfdhe Lord is the strength of the
simple/innocent), for example, features simply akmherubic character carrying a

huge crucifix.
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Francois BerthodEmbIesmes sacreéE’arls Loyson, 1665), pp. 252-258.

Nevertheless, there remain similarities betwees ¢émblem and the one by Sucquet
examined above. The light of the sun, which we m&sin both emblems to be
representative of the light of God performs a guidiole lighting the way to heaven
for both the Christian in Sucquet’s emblem anddherubic character in Berthod'’s.
While both authors highlight the role of God’'s gga®erthod brings the theme of
sacrifice much more to the foreground. The presesfcéhe Catholic attitude to
salvation is unmistakable here. Berthod clearlgg@dathe emphasis on the actions of
man, that is to say his ‘works’ and, although thegery is fairly straightforward, it is
further underlined in the quatrain that we areditofv this example, ‘Par la tu dois

juger quil te faut efforcer / De porter icy basdasme Croix quil porte’.

From the above lines, we cannot help but equatenlith being a trial and a burden.
This idea constitutes the overall message. Thd phoint builds upon this idea and
presents the relationship between life, suffering aeward as a sliding scale: the
more we suffer in this life, Berthod suggests,itiere we will be rewarded in the next
and moreover that this is tloaly way to accede to heaven, the use of the imperative

once again, in contrast to the tone of many of Rnetestant examples examined,
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placing the author in a position of authority:
Resolvez-vous donc de souffrir fortement & genezewent puis que c’est par
ce moyen que vous pouvez acquerir le Ciel. [...] O@® chose tres certaine,
gu’'on ne peut arriver aux grandeurs celestes qudegasouffrances & les
tribulations.

This, indeed, echoes to a certain extent the hbkieal structure of the Catholic

Church where the priest was invested with authawvigr the congregation.

Berthod’s emblem focuses very much on the saailfiehd suffering. Access to
heaven, this emblem tells us, is not something wigaandomly granted, something
over which we have no control. It is something et be earned through good works
and self-denial, following the example of God’'s rdface. The crucifix is one of the
most emotive symbols in Christian iconography anis ion this sacrifice that the
whole of Christianity is hinged. There is necedgartherefore, a much more
emotional response elicited here than in Sucquestislem. The image in Berthod’s
emblem does not fulfil the role of layering ideasitadoes in Sucquet's emblems: it
remains, in its simplicity, very much an initialck point of emotional meditation
upon which the text specifies and elaborates, isgetiut the spiritual implications to
the reader. What is required here is an emotior@gégtion onto the image. Thus the
intellectual role of the reader, required to someemt in Sucquet, is greatly

diminished.

The image functions in a very similar way in Bed'llluminabuntur corda vestra’
(Their hearts will be illuminated) which featurebeart ablaze. The heart, we assume,
is lit with God’s grace. In portraying the Christiaoul in such a way, Berthod echoes

Montenay in ‘Surge illucescet tibi Christus’ whettee Christian soul ignited with
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grace is visually represented as a candle beingUiilike Montenay, however,
Berthod does not portray the figure of Christ settihe heart alight; rather the rays

from the sun perform this function.

Frangois Berthod:zmble : i:Loyson, 1665), pp. 382-388.

Although a commonplace, the parallel between threasw God is underlined in the
verse where we are told that Jesus, as in Montsrayblem, is the light that has set
the heart on fire, ‘Jesus esclairera du feu deasoour / Le coeur de ses enfans’. The
language here is once again emotive. The word rshfileduces the Christian to the
helpless, child-like state as emphasised in Sutxjeatblem where man’s weakness

is underlined.

The short prose section that precedes the meditegiaforces this link between light
and grace:
Ce coeur environné d’'une Lumiéere qui déscend dl, @erésente la grace
gue Dieu fait a 'homme, d’éclairer son Coeur & sAme, afin qu'il le
connoisse & qu'il le suive.
The same message is repeated once again as adéadime meditative section.
Berthod continues by discussing the two differemd& of light God imparts to

Christians, concluding that we need both ‘celldadeison’ and ‘celle de la foy’ if we

are to know and obey God. Thus, like Montenay iar¢® illucescet tibi Christus’,
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Berthod also highlights the importance of faith. ifeEnay’s emblem remains less
hopeful in tone — there is no mention made of sinBerthod’'s emblem, either
verbally or visually — but, perhaps surprisinglyithaugh Montenay hints at

predestination, both emblems have a similar thecdédg@mphasis.

While these examples from Montenay and Berthod beayheologically quite close,
however, they function in very different ways: tilmage in Montenay’s emblem is
much more complex requiring an intellectual effontthe part of her reader to piece
together the various components, while the imagd&enthod, as in the example
above, provides an initial point of emotional fodas meditation which is developed

further in the later text.

Jean Baudoin, like Rollenhagen in ‘In hunc intupnss esto’, uses the concept of a
flame being extinguished to represent the finitéurea of worldly things in his
emblem ‘Que l'esclat du monde n’est que fumée’ Whappeared inRecueil
d’emblemes diverg1638-1639).In this particular emblem the message that all
worldly things will one day come to an end is pg@halightly less visually clear. The
engraving pictures two candles on a table. On# vghlile the other has been put out

by a snuffer that lies on the table between them.

103



Jean BaudoirRecueil d’emblemes divefBaris: Loyson, 1665), pp. 446-453.

The candle symbolism works in two ways. On the baed Baudoin comments, in
the motto, upon the smoke emanating from the eutstgd candle, likening it to the
world. Expressing the transient nature of thingshis way is a commonplace. But
what of the other, lit, candle? It is not simplluded to permit a contrast with the
unlit candle and draw our attention to the receefiinguished flame. It also allows a
contrast between the material and spiritual worléfbiereas the snuffed out candle
symbolises the finite things of the world, it isap$ible to interpret the lit candle as
representing the truth of Christ which is eteradleed, this association is reinforced
towards the end of the text:

Cela nous semble representé par les deux flambegawet Embleme, dont

I'un est esteint, & l'autre allumé; pour monstrerign’est point d’esclat dans

le monde, qui ne s’efface a sa fin.
For the most part the text concentrates on hightighthe finite nature of the world.
This commentary elaborates upon fhetura and aims to reinforce the claim made in
the motto. This Baudoin achieves primarily througiting concrete examples, both
modern-day and from classical history. To provepgbit that ‘la durée n’en doit pas
estre eternelle’, Baudoin offers the story of Kibigpesus, famed for his wealth:

Cela leur est icy desmontré par I'exemple de Cegui pour les grandes

richesses qu'il possedoit, & pour I'obeissancelagyeendoient generalement
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tous ceux qui relevoient de luy, s'estimoit le giesreux homme du monde. Il
ne l'estoit pas neantmoins, & le Temps ne luy apgtie trop a son
dommagée?®’
Of course, the idea of equality in death, the ihed worldly wealth cannot be carried
into the next life is a common one. InterestingBaudoin adopts a sociological
approach to give this argument even more weightingenting, not on the damaging
effects of time, but on the inevitable changes titaur as society evolves:
Les plus excellents Historiens, anciens & moderdestemarquent ainsi,

guand ils disent, que la plupart des Estats & d®gmBmes du monde, n’ont
pas subsisté plus de cing cens ans, sans queltal@echangement®

The image in this emblem is fairly easily compredible alongside the motto.
Baudoin does not, therefore, spend a great dedinmad referring directly to the
pictura, other than in the closing lines of the commentahere he summarises the
moral of the emblem. Instead, he provides an actatioo of proofs, designed to
convince the reader of the truth of the motto.his wvay this emblem lacks much of
the to-ing and fro-ing as witnessed as typicalh&f Protestant examples. However,
the repetition of proofs, based as they are on phkesrfrom classical history, require
rather a more intellectual, than emotional respopsehaps more in line with the

Protestant examples we have so far examined.

Gabriel de Mello’s later emblem, ‘llluminare hisigen tenebris in umbra mortis
sedent’ (Light up those who in darkness sit in #i@dow of death) again, like
Montenay, portrays the actions of Christ upon aisiian heart. The engraving

features Christ lighting the inside of a heart vétlantern to reveal serpents and other

167 Jean BaudoirRRecueil d’emblemes divefBaris: Loyson, 1665), pp. 448-449.
188 jean Baudoin, pp. 449-450.
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monsters. Two angels fly alongside and one is hgldip a torch to shed extra light

on the inside of the heart.

Gabriel de MelloLes Divines operatidns de Jesus dans le coeur chome fidellg(Paris: Van-Merle,
1673), pp. 10-13.

While visually very different, the two emblems byoMenay and Mello correspond in
several aspects. Both emblems, for example, refdrd flame as being God’s grace.
While Montenay forces her readers to piece togethisrparallel from both the verse
and thepictura, Mello makes this association particularly exjplioi the verse, ‘Avec

le flambeau de la grace’, and in so doing redueedevel of participation required of

the reader.

In ‘Surge illucescet tibi Christus’ Montenay inttares the idea of sin through the
positioning of agricultural tools that echo backtte Old Testament. Mello also
chooses to underline the concept of sin visuallfhwhe serpents and monsters
lurking inside the heart. Although both presens thisually, Mello opts for a much

more immediately comprehensible representation themtenay which requires

much less decoding. Despite the emphasis on sitheneference to death in Mello’s
title, the overall message of Mello’'s emblem istguiositive. The emblem offers the

reader an almost complacent comfort in the asskmedledge that God will hurry to
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illuminate even the most hardened of hearts:
Diriez-vous a voir son empressement a éclaireoear; & a le penetrer de ses
plus vives lumieres, que c’est celuy auquel ce caegrat vient de refuser
I'entrée.
For Catholic Mello, salvation, being rescued frdm walley of death, equates to the
banishment of sin. Although Mello does not followet guided, three-point
meditations of Berthod and Sucquet, he does includengthy prose commentary.
Although the overall message of the emblem is pasithe emblem is repeatedly
punctuated with negative and disturbing vocabukamyg imagery. The monsters are
described, for example, as having ‘épaisses & @saexalaisons’. These images are
not developed, but, drawing on the senses, havenalative effect, which, combined
with the liberal use of questioning or exclamatpwnctuation, successfully appeals to
the reader’s emotions, ‘Mais 6 mon Dieu! Que decexnl dans dans ce Coeur? Que
de monstres? Que d’animaux impurs? Que de reptlesneux?’ This, Terence Cave
tells us, is typical of the meditative style of @ter Reformation devotional poetry:
The object of the devotional writer [...] is to malieconcerted attack on the
reader by a cumulative effect of horror, designedwaken his conscience
through his senses; or to involve him emotionalig almost physically in a
situation™®
Although Mello and Montenay express the same thénesefore, they do this in very
different ways. The message is much clearer ansepted visually in a much more
straightforward representative way in Mello thanist in Montenay. Montenay
demands an effort on the part of her reader tleafisociations between the pick and

shovel and original sin be understood and thus iregiumore of an intellectual

response from her reader as opposed to the venyitdgf emotional one elicited by

189 Terence Caveevotional Poetry in France c. 1570-16(@ambridge: Cambridge University Press,
1969), p. 27.
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Mello’'s emblem.

In every one of the Catholic examples | have exanhinvhile the image provides the
initial point of focus, it is the text which devel® the thread of the moral or
meditation. This is true even of Sucquet, whereitha&ge is detailed, certainly, but
the symbolic value of this is undermined by thdiahiexplanatory text. All of these
examples also adapt the emblematic structure iressay, either by adding lengthy
prose sections or by omitting the usual emblemagise altogether. This allows for
clarity, on the one hand, and for persuasive répeton the other. This in turn omits
the need for a sustained intellectual effort onhe of the reader. Freed from this
distraction, the reader can concentrate his/hertiensfully upon the moral of the
emblem. The desire to elicit an emotional respdrs® the reader is perhaps most
clearly seen in the example from Mello. In all bése emblems, the role of the reader
in deciphering the image is undermined. To disntiesrole of the image in these
emblems as being simply illustrative, however, wiobk erroneous: they do carry
symbolic value. The interplay between text and ienag the Protestant examples
which brings this symbolic value to the fore may méssing but these Catholic
examples, which strike an emotional chord with ris@der through a combination of
realistic iconography and sensory appeal, are byneans any the less effective or

memorable.

All of the emblems examined above link light wittetredeeming or guiding nature of

God’s grace. They all represent this with a carmatlesunlight and all remind their
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reader that God’'s grace is essential for salvatkintimes there are some areas of
distinction: Montenay, for example, hints at predegion, while many of the
Catholic examples promote good works, but evenghome do sometimes find the
light motif linked with specifically Catholic or Btestant themes on the whole there

remains a great deal of overlap.

Given the debate over the image we might expefibtbquite distinct iconographical
styles. This, however, does not in fact seem tthbecase. The images in the Catholic
works may perhaps tend towards the more realistide Protestanpicturaemay be
more symbolic, but the real difference betweenRhatestant and Catholic emblem
would appear to be the relationship between text iamge. Text and image are
clearly more closely interlocked in the Protesexdamples examined here, such as in
Montenay’s emblems, than in the work of some of @aholic authors, such as

Mello.

The relationship between text and image is in maplained by the different
approaches to meditation. Following the principdédgnatian meditation set out in
the Spiritual Exerciseshe Catholic exercitant was asked to focus upomege and

project himself onto the scene. While not all ok tRatholic examples | have
examined here follow the structure of tBeiritual Exerciseswe can, nevertheless
trace a similar approach towards the image. Thisgen orpictura in the case of

emblems, provides an initial point of focus fromiegh point the reader is guided
throughout the meditative process, or reading efé@mblem. Berthod, for example,
guides the thoughts of his reader, reinforcinggomts through constant repetition

and appeals emotionally to his reader through niéce of imagery. At no point is the
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reader in any doubt as to the signification oféhg&lem. Certainly Sucquet’'s emblem
is ‘busier’ iconographically and elicits less of @motional response than Berthod, but
he too adopts a similar approach spelling outladl tisual details in thpictura so
that the reader is not required to hammer out teammg alone. The meaning of each
detail is spelled out explicitly for the reader atik background figures in his

emblems reinforce the message through repetition.

This is in striking contrast to the Protestant egbam we have examinedlhese are

much more concise, and yet much denser, and teepeihaps unexpectedly, more
emphasis placed on the visual element. If the Qiatlstyle of meditation requires

emotional projection onto a scene, the Protestigie s/orks in almost the opposite
way asking the reader to apply the lessons withirnitn or herself. As such this
required a more intellectual than emotional respoinem the meditant and this is
reflected in the Protestant emblematic style. Tbendgraphy in the Protestant
examples is more complex. If we examine Montenay gkample, we see that there
is not really one central motif in Montenay’s embke but that every element is
significant. Each element in the engravings in Moty carries new information
creating a multi-layered visual puzzle, specifipexds of which are not necessarily

always picked up on in the verse.

The result of these differences is that the Pratéstmblems examined are enigmatic,
forcing the reader to puzzle out the meaning, tagwbetween text and image for
pieces of the puzzle while the Catholic emblemsingtead for clarity, guiding the

thinking of the reader and reinforcing points trgbuepetition.
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Chapter Three

‘Time waits for no man’: An Examination of the Theme of Time

Moving on from the questions of iconography ane i the image considered in the
previous chapter, this chapter will focus on exangnthe theme, or content of
religious emblems. Not only will this chapter sdekhighlight areas of overlap (or
difference) with respect to the theme of time bwtill also question the presentation

of this theme.

The changes in perceptions towards time that hadiroed from the medieval to
early-modern period are well documented. From fonatg and thinking almost
exclusively in the present, late medieval and e&8naissance thinkers began to
develop what would become a keen awareness of #dsg¢ jpnd, perhaps more
importantly in a religious context, linking in witquestions of the afterlife, the
future}’® As Roger Chartier writes:
Man had previously felt familiarity with death amesignation before man’s
common fate, but a new attitude joined with the @@d substituted for it),
emphasizing consciousness and individual d&ath.
This focus on mortality and the possibility of alife, a premise central to all
religions, found a new expression in the arts. Mieenento moyifor example, a genre
of artistic creations, aimed to remind people @irtimortality’’? In this, the prospect
of death serves to emphasize the emptiness artthfjeess of earthly pleasures and

achievements. One such manifestation of this wagrémd in the fifteenth century of

170 André Corvisierles Danses macabréBaris: Presses Universitaires de France, 19989-72.

" Roger ChartierThe Cultural Uses of Print in Early-Modern Frandeans. by Lydia G. Cochrane
(Princeton: Princeton University Press, 1987),3. 3

172 Corvisier, p. 73-74.
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sculpting skeletons on the lids of tombs to serseaavivid visual reminder of the
tomb’s contents. Similarly, there is the well-knowemnitastradition which aimed to
create the same message in painted fdfrAccording to this tradition it was thought
appropriate to include some kind of symbol of midstan still life pictures. Popular
symbols included smoke, bubbles, timepieces andgtemses, and, closely following
the memento mortradition, human skulls. A further artistic rendwyiof the new
consciousness of time are tdanses macabred he first of these appeared in the
church of thelnnocentsin Paris in 14247 It has subsequently been lost but its
existence is recorded in a book by Guyot Marchaublighed in 1485, the only
surviving evidence of thi&> Other examples were quick to follow and the popiyla
of thedanses macabregrew massively in the second half of the fifteecghtury. For
the most part found painted on the walls of clostéoneyards, and some churches,
these paintings featured a skeleton (death) leadingus figures in a dance. Each of
these figures depicted a representative from &mifft social spectrum: the ultimate
power of death regardless of social standing ithis way expressed. Of particular
interest in this study of emblems is the fact thlhése paintings were also
accompanied by text. Death ‘speaks’ to each offifngres and they ‘speak’ back.
Death is more often than not cynical, accusatorg aarcastic: his victims, by

contrast, are remorseful and imploring.

The preoccupation with dying, evident in thefsnses also became the focus of

printed works. TheArs Moriendj for example, rather than simply concentrating on

13 Corvisier, p. 73-74. See also: Terence C. Cddeyotional Poetry in France c. 1570-1613
(Cambridge: Cambridge University Press, 1969), Jpr-171, where he considers thanitas and
memento motiraditions in poetry of sin, sickness and death.

174 James M. ClarkThe Dance of Death in the Middle Ages and the Rsaace(Glasgow: Jackson,
Son & Company, 1950), p. 22-23.

5 Clark, p. 24.
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the end result, as did tldansesoffered practical advice. Written within the loistal
context of the Black Death, th&rs moriendisurvives in two related Latin volumes
produced in 1415 and 1450. They offered advicehenprotocols and procedures for
achieving a good death according to the Christi@egpts of the late middle ages and
included woodcuts for clarification and memorakifit® Once again we find a
combination of text and image: the lessons conthiwéhin are accompanied by

woodcuts.

Given the popularity of the theme and the existeniceexts like theArs moriendi
which set an early precedent for combining text andge in printed form, it is
unsurprising, therefore, that the new concern witirtality reflected in these artistic
works is equally evident in emblem books, both &&cand religious, which include
emblems on a wide range of themes related to tuch as mortality, eternity, using
time wisely and the temporality of material posgass The theme of time is such a
universal theme that it can be applied to virtuadlery subject matter. We see
evidence of this in our earlier examination of thlght motif where candles, or the
sun, are used to portray the passing of time. lhddee light motifs of the previous

chapter are often inextricably linked to the theshéme.

With respect to religious emblem books, emblemghmse themes appear to be as
popular among Protestant authors as Catholic ofiese and related questions of
mortality and eternal life are, of course, centdias in Christianity regardless of
denomination. While these general truths apply HoChristian denominations,

denominationally specific interpretations of therte would, nevertheless, be very

178 Chartier, The Cultural Uses of Prinp. 34-44.
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possible. It could, for example, in a Protestanttert be linked with eternity, and
predestination. On the other hand, in a Catholickwibwould not be implausible to
find it linked to good works, in the sense of usiimge wisely. What this chapter aims

to uncover is the extent of this denominationatgjusty.

This is again best demonstrated through close exatian of a broad corpus of
emblems spanning both the religious spectrum anextanded period of time from
their conception to their heyday. Beginning by ekang the question of ‘secular’
precursors of religious emblems on the theme ot tithis chapter will go on to
investigate religious interpretations of this themeeking first at Protestant examples

and then Catholic.

Secular precursors

Today, the allegorical figure of Father Time is hpgys one of the best-known
representations of this theme. One of its earkggtearances in a French Emblem
book is Gilles Corrozet's ‘Le Temps’, which appehra the Hecatongraphie
published in Paris, in 1543” What we have in the woodcut is a visual represiemta

of the passing of time.

Y7 This emblem originally appeared in the 1348catomgraphieas ‘Le monde’. Unless otherwise

stated, all analysis of emblems is my own.

114



Gilles CorrozetHecatongraphigParis: Janot, 1543), n2v.
The bearded man running, with wings on his back feed, we assume to be the

allegorical figure of Time dragging the sky in tweodcut from one day to the next.
This, we presume, represents the movement of opénttathe next, the twenty-four
hour cycle of passing time. This image is reinfdraethe quatrain in the lines:

Le temps s’en va & ne revient,

...Que toutes avecques luy emporte.
Time, these lines tell us, verbalising the actiorthe image, drags everything with
him. What these lines add to the image is the addaality. Once gone, time is gone
forever, ‘ne revient'. The second, longer versejcwhollows the quatrain, sheds
more light on this idea, giving more examples afgpag time from everyday life. The
reader realises that the voice which is speakitigasof Father Time himself:

J'ay aux deux piedz, pour plustost me haster

Aelles mouvantz: aux espaules aussi.
Interestingly, pointing to the pervasiveness ofi§€lan thought at this time, the first
line of this commentary contains a reference to :GQdiand Dieu me feit j'estois
jeune & plaisant’. Corrozet goes on to give usasd religious reference by evoking
Job 1.21, ‘And said, Naked | came out of my moth@rbmb and naked shall | return
thither: the Lord gave, and the Lord hath takenyavdessed be the name of the
Lord’:

...nez pauvres, & nudz,

Et nudz mourront sans richesse emporter.
This, of course, elaborates on an idea alreadyesspd in the first verse, that time
drags everything with it. And so we see in Corrozetayering of ideas, the
reinforcement of key concepts through repetitiamjlar to that identified in some of

the Catholic emblems of the previous chapter writieer sixty years after Corrozet.
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The rest of the longer verse continues in a simi&n, once again referring to the
action in the image before spelling out the sigaifice of the scales in the picture and
ending on an image of judgment:

Pour mieulx entendre & peser ton affaire

Et prendre au chois ce que bon tu reputes:

Je tiens en mains les balances bien justes.
Despite the two earlier religious references, iisot judgment in the Christian sense
of the term but rather an evaluation of when ometis up. It is Father Time and not
God who has the power to decide when time has utiamed so this is a secular rather
than Christian evaluation. Likewise, earlier ontle verse, Corrozet seems to be
suggesting that not only is Father Time respongtriéermination of life, so too is he
responsible for giving it. ‘Parce que tous’, theceoof Time claims, ‘sont de moi
venus'. In these lines, by accrediting time witle thiving and taking away of life,

Corrozet successfully places time at the centaaztion.

However, despite portraying time allegorically, taet is careful to avoid making
the suggestion that this figure of Time is investgth God-like powers over life and
death by attributing the ultimate authority and powf creation of time/Time to God:
‘Quand Dieu me feit’. Time may dictate the lifesgaurt it in turn is the creation and
instrument of God. So although it is the figureFaither Time that we see in the
image, and it is the ‘voice’ of Father Time that Wwear in the verse, the ultimate
responsibility and authority is attributed to Godhis in turn reflects the

pervasiveness of Christian thought from which ghisgorical emblem cannot escape.
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Protestant Examples

While Corrozet’s ‘secular’ emblem highlights thespimg of time, it is the infinite
nature of time upon which Béze comments in the #rablem ofVrais Pourtraits
(1581). There are no mottoes heading Béze's emblantd so the reader’'s eye is
naturally drawn straight to thgictura thereby emphasising the importance of the
visual elementThe image centres on a large circle, set in astialiandscape, and
the signification of this is initially unclear. Tteeare no rays of light, as we would
expect to find were this circle a representatiothef sun, and so the reader comes to
the conclusion that this is an abstract circleeangetrical shape. This is confirmed in
the opening two lines of Goulart’s French transiatof Beze's verse. Commenting
upon the cyclical nature of the circle, the faattthere is no beginning or end point,
the verse highlights the infinite nature of thecldr a common symbol for infinity.
Having no beginning or end, the circle often becemeymbol of infinity and God’s
perfect eternity. This symbolism finds authority time bible, in Christ’'s words in
Revelation 1. 81; ‘1 am Alpha and Omega, the beigipmand the end, saith the Lord,
which is, and which was, and which is to come, Alaighty’. The beginning of the
circle, Béze writes, is fused with the end. So the,final two lines confirm, is the life
of the Christian: those who love God find life irath, ‘A la fin de tes jours
commenceras ta vie'. Just as the circle begins evlieznds, so too, it is suggested,
does the real life of the Christian begin in dedthat is significant here in this
Protestant work is that there is no mention madgitti, or grace, the two elements
central to the Protestant doctrine of salvatiostdad, Béze uses the much less loaded
formula, ‘toy qui sans fard aimes Christ ardamme¥ithat is required is honest,

heartfelt love for God. While certain ‘Protestantitions may be missing from this
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emblem the supplication to be ‘sans fard’ could, cafurse, be considered a

particularly Protestant concern.

The picturamay not be as detailed as some of those of thefeaott examples of the
previous chapter but it is, nevertheless, highiyisglic containing several layers of
interpretation. It is only upon considering theseewith the image that this becomes
clear. Similarly, the biblical allusion is left @ilelled requiring the reader to identify
this and see the significance with respect to teesage of the emblem. As such the

role of the reader in this emblem is vital: ithe reader that welds the parts together.

I (p. 241) Il (p. 242) Il (p. 243)

Théodore de Béz#&/rais pourtraicts(Geneva: De Laon, 1581).

The following two emblems in Béze are very similaoth in terms of iconography
and structure, and as such should really be comsidegether (we have already seen
the importance of grouping in Béze in the previohapter on light). Both the second
and third emblems of this collection feature aleirand form a kind of frame-work
for the rest of the emblems in the collection, whito cite Adams, ‘in pseudo-
scientific fashion defines the earth, and by imatiion, mankind®’® The second of
these depicts a circle quartered by a cross upondhtre axis of which sits a smaller,

shaded circle. If, as in the previous emblem, #ngdr circle represents the infinity of

178 Alison Adams,Webs of Allusion: French Protestant Emblem Bookghef Sixteenth Century
(GenevaDroz, 2003), p. 123; For a detailed comparisonhefltoneswith the original Latin verses,
see the same, pp. 119-153.
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the universe/perfection of God, then it seems measie to assume that the smaller
circle in the centre represents the earthly Clamstn the centre of this. In this way,
Béze moves the focus of his previous emblem froencflestial to the human sphere.
This is confirmed in the verse which once agairyplan the seamless nature of the
circle. Referring to those exiled for their faitBpulart urges them not to lose faith.
Just as the earth in the image is equidistant goary point of the infinite circle that
surrounds it so too is the Christian, Goulart sstgyghat keeps faith in God:

Puis que tu tends au ciel, quelque part que tu sois

Aussi pres ce que la tu vois qu'il t'environne.
The above lines highlight the importance of faahd in so doing evoke one of the
central aspects of Protestant doctrine. HoweveilewBéze suggests that it is this
which protects the Christian there does not seele tany hint of a link with salvation
here in this emblem which reads instead as an eagement to the Christian to

withstand the daily trials and temptations of life.

The third of Béze's group of emblems features yadtlaer large circle, this time
encompassing a box. Although a symbol of constamother emblematic works (as
in Rollenhagen’s ‘Quocunque ferdf which adopts the box as a symbol of constancy
for its invariable appearance no matter which wafaces), the significance of this
box is otherwise initially unclear. The verse exhdhe reader to follow the ‘vray
cours de ta vie'. The infinite circle/universe sagp the cube, and so too, we assume,
are we supported by God in his infinite perfectidiis is underlined in the verse
which also holds up this circle as an example nasdacator:

T'apprend a bien marquer le vray cours de ta vie
De marcher rondement ayes toujours envie.

79 Gabriel Rollehagerucleus emblematum selectissimori@ologne: De Passe, 1613), p. 70.
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Based on our interpretation of the first emblemerehthe infinite, perfect circle
offered the reader hope for eternal life, it sediedy that once again this is being
held up as a comfort here. As such, the phrasetctmea bien rondement’, likely
means to conduct oneself in a manner deservingaf sternal, cyclical rewards. The
constancy implied by the cube is echoed in thel fine which further accredits the
circle with keeping the reader’s ‘pas asseuré€’. l[&/lhiere is a clear exhortation to
live a virtuous life, however, no further detaiks ta what this might mean are given.
In this way this emblem remains fairly neutrally rSkian in tone and avoids any

particularly Protestant teaching.

Infinity is the central theme in all three emblertigs introduced in the first emblem
of the group and each subsequent emblem buildsienTthe importance of the visual
element is clear in all three emblems as Adamsnlinds:
The picturae of emblems one-three are clearly related to edlcbrpas their
complexity increases, so an argument is constri&ed
An iconographic code is therefore developed ang, pibtures being very dense, the
text is needed to decipher this code. Not onlytdesé emblems therefore require an
intellectual effort from the reader, but a sustdimetellectual effort similar to that

identified in many of the Protestant examples exaahin the previous chapter.

While Beze's emblem highlights the infinite natwieGod and the universe and the
potential for man, Whitney opts, like Corrozet ire‘ Temps’, to underline man’s

mortality in ‘Omnis caro foenum’.

180 Adams,Webs of Allusionp. 123.
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The significance of the bale of hay or grass dryhthe top of a pole in thgcturain
this emblem is far from immediately clear. The tfilise of the verse, which is an
unidentified reference to Isaiah 40. 6, introduttes spiritual relevance and also, by
evoking human mortality, translates this image ihtoman terms, ‘All fleshe is
grasse®! Both Béze and Montenay, as we have seen, alsa afisume that the
reader will recognise such allusions thereby ingireathe active role required of the

reader in the process of reading.

The first seven lines of Whitney’s emblem conceeti@n giving further examples of
the brevity of human life, and in particular, sianlyy to Corrozet, it is the inevitability
of the passing of time that is stressed. There risa& sense in this emblem of the
rapidity with which time passes thanks to the rigpet of phrases such as ‘to
morrowe’, ‘frailtie’, ‘puff’ and ‘in one daie’, renmiscent of the symbols of transience
found invanitaspaintings. This imagery Whitney opens out to encasspthe more
material aspects of life with the words, ‘So waedlpompe...’, and thus the
association between transience and worldly things made explicit thereby
minimizing somewhat the amount of deciphering tiha&t reader is often required to

do in many of the other Protestant examples exadrtimes far.

The spiritual relevance of thgctura, however, is not at all clear at first and so we
need to consider this alongside the text; the oblthe reader is still, therefore, very

much central in the piecing together of informatidiis verse, on the one hand,

181 |saiah 40. 6.
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clarifies the religious significance, and, on thibes hand, embellishes upon this by

introducing new images of transience.

Claude ParadirDevises heroiqugdyon: De Tournes and Gazeau, 1557), p. 229.

Whitney’s emblem is based on an emblem in the Pladition of Paradin’s ‘Omnis
caro foenum’ inLes Devises heroiqué€$557) which also highlights the temporality
of life. It featured the same image in tpietura and was also based on the passage
from Isaiah, Although both authors tease out alammoral message it is the way in
which their emblems function which is different. WéhWhitney, for example,
presumes a familiarity on the part of his readdhwhe biblical passage, and leaves
this unlabelled for the reader to identify, Paradinthe same way as do many of the
Catholic authors in this study, explicitly linksetimotto and theme of the emblem to
Christ’'s words:

Et principalement des corps charnelz desquelsriargée et tant hative
mortalité est acomparée par le Profete, au foirvede en sec tombant.
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The role of the reader is thereby increased in Kéyis version in comparison with
Paradin’s. The biblical reference in Paradin sbts imessage of his emblem in a
biblical context and thereby lends authority: in ithilay’s emblem, in keeping with
the Protestant practices we have thus far notitesl,reference becomes part of the

puzzle, a significant cog that the reader must lsupp

Given the huge number of emblems which focus on tthasience of life it is
unsurprising that there are also a large numberisidy how best this brief time
should be spent. Another emblem by Whitney, ‘Otsrinper egentes’ (1586) is one
such example broaching the theme of idleness. @léskowing Aesop’s fable of the
ant and the grasshopper, Whitney begins by deilsticaferring to the notions of
Idleness and Labour portrayed in tpe&tura as an allegorical figure and ants

respectively.

Whitney, A Choice of Emblem@.eiden: Plantin, 1586).

It would appear, at first glance, therefore, ti&t moral contained within is, as it is in
Aesop, simply a secular one, concerned only withingi practical advice for

retirement. However, Labour whips the ants on witbunch of wheat. Given that she
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also holds a cornucopia, a commonplace symbol ohtiwiness, the attribute of the
wheat seems somewhat superfluous. It is this, segynextra element, linked as it is
so often in the bible with spiritual growth and eegration, which introduces the
spiritual significance. Indeed, a passage from tzala seems to fit this emblem
particularly well, ‘...but he that soweth to the #pshall of the spirit keep life
everlasting™®? It is up to the reader, however, to make this ection, thereby again

requiring an active role in the reading process.

The reader is encouraged in this emblem to takmoresbility for his or her physical

and spiritual well-being. Although there does appeabe some implication that an
individual’'s actions may influence to some extdr material and spiritual domains, |
would argue that this is not in line with the Cdih@nderstanding of the importance
of actions, or good works. What is being presergsdeing of importance in this
emblem is that the individual takes responsibifity his or her actions and not to

believe that salvation depends on them.

Depending on the reader’s familiarity with the kibtherefore, this emblem has two
possible levels of interpretation. On the one hiamd¢hoes Aesop’s moral lesson and
urges hard work in order to avoid physical hardshipld age, and, simultaneously,
through the reference to Galatians, it gives allghnmessage to prepare spiritually.
Once again in this Protestant emblem much of thanmeg hinges on the pictorial

details: it is the detail of the wheat which casrtee implicit allusion to the passage

from Galatians, in particular, to which no explioiention is made in the verse, that

182 Galatians 6. 8.
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provides the key to this emblem. As in many of Bretestant examples above, it is

the reader who must provide the mental glue totpiglitogether.

Whitney, Corrozet and Paradin all highlight the tatity of man’s flesh, an idea
inherent also in Jean-Jacques Boissard’'s ‘A vie &art sont les lettres utiles’
(Emblemes,1595). Rather than concentrating on the inevitaddenise of man,
however, this emblem instead looks to how this rbaycounteracted and, unlike
Whitney above, is not concerned with the spirit@blications of this, but, instead,
surprisingly, given the emphasis placed upon tlmeBtant content of his emblems by

scholars such as Adams, explores this notion &calar emblen®®

Jean-Jacques BoissaEmblemegMetz: Faber, 1595), pp. 40 -42.

In keeping with the motto, the image depicts a math a woman surrounded by open
books, clearly in conversation. The notion of studg we have already seen, is a
popular one in the Protestant examples examinedntday, Whitney and
Rollenhagen all express this idea in their emblehhe benefits of study are further
emphasised in the verse which extols the manyesrtor ‘milles fruicts’ brought by
study. In this emblem the figure ¢fama links study with immortality through

reputation. This is clarified in Joly’s verse, wijamongst other virtues associated

183 Alison Adams Jean-Jacques Boissard&nblematum liber. Emblemes latihdetz: A. Faber,

1588: A Facsimile Edition Using Glasgow Univerdifprary SM Add 415 Turnhout: Brepols, 2005).
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with reading, lists reading as almost an antidatedé¢ath, ‘la mort elles [lettres]
maitrisent’. The way in which this is achieved & revealed until the last lines:

En sa seule faveur la mort elles maitrisent,

Rebouchant I'esguillon de son dard odieus,

Et les noms bien cognus des hommes studieus,

Affranchis du tombeau, par elles s’eternisent.
By this we understand that it is the reputationt teholars earn that grants them
immortality. This seems tenuously linked to fhietura, however. The significance of
the figures reading is less clear. They would sézimply that some benefit was to
be gained from reading books, not from producingnth Other than a sweeping
reference to the ‘milles fruicts’ produced by ‘liedtres’, the verse gives no further
details. This ideais picked up on in the prose commentary, however, kwhic
enumerates the various benefits of reading. Thisngentary begins by highlighting
the polyvalence of books. Picking up on their eak@ortability, books are to be
enjoyed, we are told, ‘a la maison, en dehors m¢ émnpeschement: couchent avec
nous, en voyage nous font compagnie’. Amongst tlaeral benefits this prose
section claims a good education offers, is an daocep in higher social circles. As is
explained later, one of the benefits attached tmlsely pursuits is the acquisition of
social graces, ‘le s¢avoir nous polit nos moeurgleed, and perhaps key to all of
these points is the argument that, ‘C’est la ldedince d’entre nous & les animaus
destituez de raison’. It would seem that the bésefi learning are in fact two-fold:

on the one hand learning encourages virtuous betiaii life and, on the other hand,

it also affords immortality.

The reader must work to decipher this emblem bgipgetogether information from

the pictura, verse and commentary. It is the figure Fma which encourages a
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symbolic reading of an otherwise realistic sceniguires engaged in study, while the
following verse introduces the idea of mortalitydaihe commentary clarifies other
benefits of learning. Indeed it is the human ietell required to decipher this
meaning, that separates man from the beasts, whigkbmblem praises. The cerebral,
therefore, an element important in Protestant emblas we have seen, is once again

brought to the fore in both the structure and thentntent of this emblem.

Rollenhagen too extols the virtues of study in &/inhortalium vigilia’ (The life of
mortals is wakefulness / watching a vigil) but, ikal Boissard, links this with the
spiritual. The figure in the engraving sits readihg hand on the pages of an open
book. The sun and crescent moon shine throughwad dlothe ceiling, immediately
broadening the scope of this emblem beyond theigdlysonfines of the study-room.
A memento moyian hourglass, sits on the desk echoing the tleémmortality evoked

in the motto.

Gabriel Rollenhagemfucleus emblematum selectissimori@ologne: De Passe,
1611), p. 82.

The message is very similar to that of Whitney'sid& semper egentes’ that our time
on earth, although short, should be well spent:

Nous devons en veillant les vertus acquerir,
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Et tousjours bien vivant apprendre & bien mourir.

Although there is no overt reference to God invhese, the above lines, by evoking
the Ars moriendi introduce religious significance. Furthermoreg thsual reference
to the constant cycle of the rising and the settihthe sun, pictured behind the moon
in the emblem, is enough to convey, on the one hidmedpassing of time and, on the
other hand, the idea of life after death. If we tamnprofit fully from the afterlife,
Rollenhagen suggests, then our days on earth shHmuldpent in the worthwhile
acquisition of virtues. There is a further warnirgthreat of what might otherwise
happen, in the words on the pages of the bookaddusori’ (‘I learn to die’). In order
to avoid being torn asunder in death the readerged in this emblem to spend his or
her time on earth wisely in study. The words on page further emphasise the
importance of this visual element. There is a similotion expressed here to that
found in theArs moriendi life should be a process of preparation for dedthile it
might seem plausible, given the emphasis placetth@rscriptures by the Protestants,
to interpret the book as the bible, this is opeddbate. There is no explicit mention
made in the verse or thactura to the bible and, while the Protestants may have
promoted study of the scriptures, they equally ptad secular study. Depending on
the standpoint of the reader, then, this book casjgresent either or both these

things.

Once again, therefore, as in the other Protestaarnples examined here, the reader
plays a vital role, in this instance piecing togetthe details of the engraving. While
each of the elements in tipectura is familiar and recognisable, it is the combinatio

of these, which can only be achieved in the minthefreader, that accurately reflects
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the many nuances of this complex emblem. Furthezntioe reader is required to

consider this alongside a careful reading of the te

While the emblems above all either implicitly ompégitly comment on the brevity of
life, Andreas Friedrich by contrast, stresses ttgepce that is needed to endure even
this short length of time in ‘Constante Patiencdinesurmonte tout’'(Emblemes
nouveaux1617). In this collection Friedrich has addedidgher commentary section
to the ‘traditional’ tripartite emblem structure.hi§, of course, we have seen
previously in the Catholic emblems of Berthod, Baindand Sucquet and in the
1593/95 editions of Protestant Boissard, but isasnething, it would appear, less
commonly found in Protestant emblems. The imagenis of the most striking and
memorable in this study, certainly of the exampleshave so far examined, and is
another excellent example of the symbolic styleinohgery, particularly found in
Protestant works. A globe, representing the waddjiniscent of those found in the
picturaeof Montenay, makes up the body of a caricatuthefiigure of a man which,
complete with halo and cross, sits on the Lamb ofl. G his ‘man’, we interpret as
being the product of all the components that mgkehig body: he is, therefore, a
combination of the material world and spirituahfla) and, as such, is subject to time.
A human skull sits on top of an hourglass neck,cWwhiinking the organic and the
material, reminds the reader that nothing is peentiand, that as much as human life
is embroiled in the temporal materialness of theldyane day this will come to an

end.

129



Andreas FriedrichEmblemes nouveaykrankfurt: Jennis, 1617), pp. 64-65.

The image is certainly striking in this emblem batomes clear when ‘read’ after the
motto, and especially the verse. The religious esm®nveyed in the image by the
lamb, for example, is echoed implicitly in the filne of the verse, ‘Des dits de
I'Eternel on apprend Patience’. Again, without refeg to the skull of the image or
the hourglass, the verse, nevertheless, exprelssasotion of human mortality that
lies behind these attributes, * La Mort vient, & tnfi@ a tout outrecuidance’. Rather

neatly this notion of finality is also the finah& of the quatrain.

It could be argued that the additional commentatyich at first seems to read like an
expanded version of the quatrain, is in fact supeds. However, despite a certain
amount of repetition, this longer verse does it &l to the quatrain. For example,
the line, ‘Qu’en brief temps passera ceste croigligporte’, introduces the new idea
of life as being a burden. Furthermore, this seom@rde makes frequent reference to
the cross in the engraving, which is left unmergmnn the quatrain. This evokes
Christ’'s redemptive sacrifice and suggests thatifthe cross that we must bear, a
similar notion to that expressed in Berthod's ‘Rarto simplicis via domini*®* This

is not the idea of sacrifice as we find it in a [@@dic context but more generally the

1845ee chapter 2, p. 99 of this thesis.
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sense of life being a trial that must be endurddo Avithin this second verse we find
new images introduced which evoke thanitastradition. Although they do not add
dramatically to the moral of the emblem, they dmdj# the emblem in terms of
clarity. Pride, for example, is described in teiwhsteam:

Du monde la fierté qui se fait tant ouir,

Comme vapeur bien tost on void s’esvanouir
This emblem, therefore, requires careful unpacKiygthe reader. The image is
complex: each detail is a necessary component derstanding the moral of the
emblem. The reader must therefore piece togethirmation from the verse,

commentary angicturain order to decipher the meaning of the emblem.

The globe is again the central iconographic matiFriedrich’s emblem ‘Pren garde
au temps present aussi bien qu’a toy mesme’, whather than presenting life as a
tortuous test of endurance, as does ‘Constantenuati concentrates instead on
highlighting the importance of every moment of fresent. Although these same
elements of the globe and hourglass were preserthenprevious emblem by
Friedrich, here he teases out a different aspedh®ftheme of time through the
inclusion of the allegorical figure of Occasio, d#ed in the image standing with one

foot on the world-globe and the other on an howsla
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Andreas FriedrichEmblemes nouveaikrankfurt: Jennis, 1617), pp. 64-65.

The first two lines of the quatrain emphasise thke rof Occasio in the image,
underlining the idea that we have no control oveemwwe are to die:

L’occasion tousjours ne se laisse pas prendre

Quand on le voudroit bien: Repen toy aujourd’hui.
This is a very similar idea to that evoked in Cagats ‘L’heure de la mort incertaine’
(Hecatomgraphig 1540). However, there, this theme is portrayed hgp the
allegorical figure of Occasio, but by a skull whichs an arrow pointer through the
forehead, representing a grotesque clock. LikedFiik, Corrozet urges his reader to
take stock of his or her actions before it is tatel He emphasises this message
through his assertion that ‘good’ people will havé&loulce & amoureuse’ death and
will receive ‘joyes supernelles’, while the bad Ivéhjoy a ‘terrible & douloureuse’

death and have ‘peines aeternelles’ to look forvard

Gilles CorrozetHecatomgraphiéParis: Janot, 1540), n3v.

Although the verses of both Friedrich and Corramelude images of good and bad,
unlike Corrozet, Protestant Friedrich does not iamitthese and their consequential
fates. Instead, picking up on an image associatddthe vanitastradition, the final
two lines reinforce the image of human mortalitgl amroduce the idea of equality in

death:
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Richesse, honneur, beauté, sagesse, joye, enuuy,

Au monde demeuront, & tu iras en cendre.
All the previous examples that we have examinece@gdhat death is inevitable.
Where this emblem differs is in its emphasis on uheertainty of the hour of this
death, a notion which is introduced in thietura, and this is made explicit in the
commentary:

Bien que nous n’en sachions ni le temps ni le lieu.

La mort baisse son dard contre nous a tout heure.
In other words, this commentary is urging the reaite be spiritually ready by
following the advice given in the quatrain to ‘Repéoy aujourd’huy.” The
commentary ends on a theme from the Lord’s Prayeing us to ‘pardonner a ceux

lesquels t'on fait outrage’ as only then can wetkeegracieux visage’ of God.

Once again it would appear that the Christian gratkpressed in Friedrich’s explicitly
religious emblem are also present in the worksnef of the early fathers of emblems,
Corrozet. While Friedrich’s Protestant emblem ighdly more sophisticated in that it
includes the theme of material wealth, the ovarabksage of this early ‘secular’ and

later Protestant emblem remains the same.

The symbolic nature of the Protestant examplestifih in the previous chapter is
once more evident here. The often abstract imagash(as those of Béze and
Friedrich) are not immediately accessible and megsome contemplation alongside
the verse which involves the reader in a particpfacess of reading, to-ing and fro-
oing between text and image, the product of whitmelded together in his or her

mind. On occasion, as in Beze, this effort is notpdy required for the duration of
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one individual emblem, but rather is a sustainddrebver two or three emblems.
This once again points to the importance of thaaligletail of Protestant emblems; in
the progression from one emblem to the next, thdeebuilds on details previously
deciphered, and as such, an iconographic codeltsupun the deciphering of which

the reader plays a crucial role.

Catholic Examples
The theme of time is equally prominent in Cathelioblems. Emblem XVII fronke
chemin de la vie eternell@623) by Sucquet, for example, highlights the ojan
between living a prudent and a non-prudent lifdipalarly well. The motto makes it
clear that it is only upon death that the consegegif a particular way of life will be
felt:
Si vous doutez du choix de la vertu, voyez si voasdesirerez pas l'avoir
choisi quand vous serez en I'Eternité?
As we saw in the chapter on light, the format of@uet’s book is quite different from
that of any of the Protestant examples includettis corpus: an initial key precedes
the picturaand this directs the reader’s attention to speeienents in the image and
explains the significance of these. These arerimfioilowed by a prose commentary,
which, following to a certain extent the generalisture of theSpiritual Exercisesis

divided into thregointsand aresolution

The picturae are very detailed, and each of these details, adtha@xplained by the

key, plays an important role as does, as we shall the structure of the engravings.

In this instance the image is composed almostedntif opposites.
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Antoine Sucquet,.e chemin de la vie eternell@ntwerp: Aertssens, 1623), pp. 570-575.

At the bottom of the engraving Sin nails the grd®wvn over the flames of eternal hell
where the devil burns amid other tortured soulstht top of the image, an angel
guides the entrance to heaven where the assembtheokelect sit. In the sky,

representing the eternity of heaven, is a serpaitgctin the shape of a circle, inside
of which are a crown and a feather. The yearly dimgdof a snake’s skin and the
ensuing succession of forms that this means prdvadeesady symbol for infinity in

ancient times. This imagery can be traced backdmpbllo who claimed it to be an
Egyptian symbol for the Almighty and the univet&&This symbol is echoed at the
bottom of the image where another serpent, coileal ¢ircle, lies on top of the grille,
enveloping a sword and a whip. That this symbahbhity is repeated at the top and

the bottom leads the reader to suppose that twerdift kinds of eternity are being

185 The first and second emblems of Horapolldigroglyphicatake this figure as a central motif. An
explanation of the significance of this motif issgin in the second emblem, ‘c’est une beste pesante
comme la terre coulant comme leau & qui chascudesmpoille sa vielesse avec sa peau ainsi que le
temps qui chascun an se renouvelle & semble rajelidm using here the 1543 translation by Jean
Martin (Paris: Jacques Kerver).
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contrasted. Each of these eternities is furtheressmted in the two inscriptions being
carved on the left-hand and the right-hand sidh@image. While at first glance they
appear to be identical, there are in fact sevegaifgcant differences. The man on the
left represents the eternity of Paradise. He issir@ simply, in a religious habit.
Furthermore, a crown hangs from the top of theleabih is positioned at the foot
of the path leading to heaven and this inscripteeds, ‘Amor dei semel cogitatum
dictum factum eeternum est'tlfe love of God in thoughts, words and deeds is
eternal’).His counterpart, on the other hand is fashionaldgsed, complete with ruff
and feathers. At the top of his easel hangs a ahéphis inscription reads, ‘Amor sui
semel cogitatum dictum factum aeternum esltig‘love of oneself in thoughts, words
and deeds is eternallReminiscent of the contrasting ‘joyes superntbesl ‘peines
aeternelles’ in Corrozet’s ‘L’heure de la mort irtegne’, these inscriptions tell us that
love of God and love of oneself will lead to twayelifferent kinds of eternity. This
reinforces the visual opposition between heavehetop and hell at the bottom and
the implicit contrast between the material and $péritual. There is a beautiful
symmetry to this image: the diametrically opposigpresentations of the two
eternities form the horizontal and vertical axesaofross. The link between all of
these elements, heaven, hell, the material andspiréual is, of course, Christ’s
sacrifice on the cross. Attributing these elemeafitkeaven and hell the first and the
last letters in the explanatory key reinforces it that eternity will lie in one or

other of these extremes.

In the middle ground a man digs in the sand in oftdelay a headstone, thus

reminding us of our own mortality. We are told Iretkey that the tree against which
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the man pushes is another symbol for eternity eretid of time as it will lie where it
falls forever:
En quelque lieu que tombera l'arbre [D,] soit devkr midy, soit devers le
septentrion, il y demeurera pour un jamais.
The tree in a biblical context is reminiscent of thee of knowledge. This obviously
introduces connotations of original sin and thesemuent loss of immortality. By
using a tree to symbolise eternity Sucquet at #meestime offers consolation for the
loss of eternity associated with the eating offthé from the tree of knowledge. This
tree, is, of course, according to medieval legesh the source of the wood for the
cross upon which Christ was crucified. The treerefore, symbolizes, on the one

hand, original sin, and, on the other hand, Clerittiemptive sacrifice.

In a pit below, Father Time lies dead, his scythakén, further symbols of the end of
time. The figure of Father Time we have met beforeCorrozet's ‘Le Temps’
running across the sky, dragging time from one tbathe next. We quite naturally,
therefore assume the lifeless corpse of this figlwagside the broken scythe attribute
to symbolize the end of time. The broken sundiaide this, a familiar, everyday
object used to measure the passing of time, is dmoHlurther reinforcing this
message. The figures of Death and Occasio lie aidag~ather Time underlining at

once both the inevitability and unpredictabilitytbfs death.

The overall message becomes clear upon combiniagvéiious elements in the
image. The day will come when all men and womerehtzad their day, when the tree
is ready to be felled, when death wins over tim@ anhthat one point one of the two

eternities will become his or her fate. The margtig a hole for a gravestone sets the
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example that we should follow. By looking aheadd&ath, by being prudent and
living in recognition of this day, the eternity béll can be avoided. The thrpeints
echo these ideas. The first, picking up on the enaighe tree urges the reader to look
to nature for an example, comparing the extinctibhuman life to the perishing of a
fruit. Point two similarly summarizes the image and remindsréaaler that there are
two kinds of eternity:

Comme il est maintenant en vostre choix & liberésdivre la vertu, & par le

moyen d’icelle acquerir I'eternité bien-heureuse
The idea of choice, of having control over actiassintroduced here and echoed in
the third point Implicit in this is the notion of good works, at@olic, rather than
Protestant concept. The acknowledgment of the twoniies is taken one step
further, is made explicit in the text, where Sudqobopts an imperative tone, bullying
his reader into submission:

Considerez qu’il faut gu’en toute action, en topensée & en toutes vos

paroles, que vous choisissiez I'une des deux ééstni
This is an emotive subject and Sucquet’s aim igudh the graphic and disturbing
imagery of hell, the finality of which is reinfordethrough the imperative tone
adopted in the verse, first and foremost to awakdms reader an emotive response.
Sucquet’'s emblem, however, also requires an astizder, one who will consider the
pictura carefully. Reading this emblem necessitates pegieand a willingness to
jump between elements in the image, to scan forveadl back until the meaning

becomes clear.

Unusually for a Catholic work which, as we haverseaften adopt more realistic

iconography, the symbols in this image carry mdr@ntone meaning and this is
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reinforced by the structure of tipgctura, by the arrangement of these details. In this
way, Sucquet’'s emblem is more similar than manitso€atholic counterparts to the
Protestant examples examined earlier, all of whiely to some extent on the
secondary details of th@ctura. While the image is laden with symbols, howevee, t
extent of the intellectual effort required from tle@der must not be over emphasized.
An explanatory key, after all, accompanies the elats of the pictura. Despite
requiring more of an intellectual response from t@ader than the other Catholic
examples included in this study do, therefore,niaén focus of Sucquet’s emblem, is

still, nevertheless, to elicit an emotional resgons

This inter-denominational blurring of the distiraris that have been identified in this
study is evident also in the great number of wolkgth Protestant and Catholic,
influenced by Herman HugoRia desideria Hugo depicted images of what Holtgen
terms, ‘bridal love*®® between Christ and the Christian soul. These twiséiblical
scenes, chosen in particular from the CanticlesReadms. First published in 1624 in
Latin and later in French in 1627 this book becaanguably one of the most
influential emblematic works for Catholic and Psitat authors alike, regardless of
its Jesuit roots. For example, we find the influermd Hugo’'s emblems in Anglican
Francis Quarles'€mblemeq1635) and so, although Quarles was an Anglicath an
should be included in the previous section on Rtaté examples, it is more useful to

examine his version here alongside Hugo, its sotifce

186 Karl Josef Holtgen, ‘Catholic Pictures versus Bstant Words? The Adaptation of the Jesuit
sources in QuarlesEmbleme’s Emblematica9.2 (1995), 221-238 (222).

187 For a detailed analysis of Quarles’s emblems had-¢lationship between these and those of Hugo
and other sources, see: Holtgen, ‘Catholic Pictwersus Protestant Words?’, 9. 2, 221-238. The
influence in Quarles’s emblems of thigpus Mundia collaborative Jesuit work is also evident.
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Neither Hugo nor Quarles gave their emblems mottaed so theicturais what the
reader first sees in both volumes thereby undedirthe importance of the visual
element. The image is almost identical in both iees and features a cherubic figure
crying amid square flowerbeds. The fact that tigaire, Animg is wiping her right
eye in Hugo’s version and his left in Quarles’s Wosuggest that the plates in
Quarles’s version are a direct copy. Once agairg, tes in the previous emblems by
Sucquet, a sundial is used to represent time. fieasundial is half in shade suggests
that half the day is gone and, consequently, tina is running out. This hints at
human mortality, a notion confirmed in tpétura as the angelic figure tries to lead
the crying figure ofanimaaway. There is one significant difference betwedenttvo
images: this is the inclusion in Quarles’s versiba half-full hourglass which sits in
front of the sundial. This instantly recognizaldanitas symbol serves simply to
further emphasize the fleetingness of time anduah plays a reinforcing role. That
Anglican Quarles should choose to express this esiplvisually once again points to
the Protestant preference for the visual and tdepgandent interpretation required of

their readers.

Francis QuarlemblemegLondon: Marriot, 1635), p. 172.
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Both Hugo and Quarles identify the source of thélem as a passage from Job: ‘Are
not my days few? Cease, then and let me alond thaght take comfort a little*®

That both explicitly reference this is interestiagd further attests to the extent of
Hugo’s influence: the Protestant authors so famemad, in particular Montenay and
Rollenhagen, generally involve their reader inithentification of such citations. Less

input is therefore required of the reader in bothgéls Catholic and Quarles’s

Anglican emblems.

Quarles’s emblem is not simply a translation of efaghowever. While both stress
the brevity of human life, the tone is somewhafedént in each emblem. Hugo
suggests that the brevity of time we are accorded ijoke; ‘un tour plein de
moquerie’ while Quarles underlines the insignificanof man by contrasting his
lifespan with the eternity of the almighty:

The gaine’s not great | purchase by this stay;

What losse sustain’st thou by so small delay,

To whom ten thousand years are but a day.
Hugo, drawing on a theme basic to all brancheslofs@anity, introduces the idea of
original sin, blaming this for the fact that we di€ar aussy-tot que 'homme eut
peché, I'eternité fut changé en mortalité’. As veerdnrseen in the first chapter where |
discuss the Jesuits and tBpiritual Exercisesthe atonement of sin formed the major
focus of the ‘voie purgative’, the first sectiontbé Spiritual Exercisesnd so Hugo’s
emblem is perfectly in tune with evolving Countezf®mation thought. And yet the
focus on sin is also present in Quarles’s Anglieamblem. However, the precise

focus is somewhat different. Rather than presergingas the cause of such brief

188 30b 10. 20.
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mortality, here, Quarles is bemoaning that fact tha have so little time to repent

and atone for our sins before we die, ‘I have ddvof sinnes to be lamented'.

Nevertheless despite the slight difference in emjshaoth authors agree on the
corrupt nature of man and the subsequent neecefmntance. Interestingly, neither
author offers suggestions as to how this may béwaetd. We might expect Hugo’s
Catholic emblem to emphasise the importance ofoastiit does not. We might
expect Quarles’s Anglican emblem to stress the mapoe of faith and grace in
redemption: it does not. Indeed, Holtgen notes tiiidy Christian, meditative and
non-sectarian character’ Bia desideria® It is this aspect of them, we assume, that

renders them suitable for adaptation for a Prat¢stadience.

Despite coming from opposing theological backgrajnidoth Hugo and Quarles
create emblems which are remarkably similar. Noly aio they share the same
iconography but are close in theological standpdidhat is more, both emblems
function in a very similar fashion: neither Hugor @uarles verbalises in the text the
pictura which is fairly easily understood due to the complacevanitas symbols

and realistic iconography. Certainly a preferenoe text, a leaning towards the
explicit can be identified in both authors whiclcessarily diminishes the role of the

reader.

All of the examples, both Protestant and Catheluntil now have concentrated on
expressing the brevity of time. Jean Baudoin, Ralenhagen, Boissard, Friedrich

and Whitney, suggests how this short time mightvie# spent in his emblem ‘De la

189 Holtgen, ‘Catholic Pictures versus Protestant WakdEmblematiced.2, 221-238 (223).

142



vigilence, & qu'il faut gaigner le Temps’ in whidhe spiritual significance takes a
backseat to more practical considerations. In Bsteascene, a young boy pours oils
into a lamp, a commonplace symbol for study. Tleewebman behind him seems to
be stretching out her hand towards him in some kihddmonishment. The books
and various mathematical instruments includingtagggre, inkwell, ruler, protractor
and compass that lie on the ground in front ofttbe fairly clearly suggest that he is
engaged in some kind of study. While in many of Bretestant examples on this
theme we have assumed the books depicted to reptbsebible, that this is not the
case here is made clear in the detail of the gatrakshapes on the pages of one of

the open books.

FEE

Jean BaudoirReceuil d’emblemes diveBaris:Villery, 1646-1647), pp. 666-679.

Due to the fact that the boy is lighting a lamp agsume the scene to be taking place
at night. This exhortation to night-time vigilaniseunderlined in the text, which also
confirms the interpretation of the woman'’s gesti8e, vieille mere le semble tancer,
& I'accuser de Paresse nous sollicite nous-mestaeigilance, & au travail’. This is,

of course, a similar sentiment to that expressesome of the Protestant examples
examined earlier: both Rollenhagen and Boissard, éwample, highlight the

importance of study. Where this example differsnfréhose is in its night-time
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setting. While we gain a sense of this from thegenand draw the association
between working at night and working hard, Baudeitiieory behind the particular
suitability of night-time for study is more comples we discover in the text. This
acknowledges the brevity of time, ‘n‘avons noustdmps qu’autant que nous en
pouvons employer utilement’, and claims that iinsthe employment of time that
time is gained, ‘c’est par elle aussi [vigilenceleqdans I'occurrence des affaires, &
des actions de la vie, on gagne le Temps, quaestidse du monde la plus precieuse’.
This statement is a little puzzling: time, aftel, ahnnot be expanded. The day can
only be as long as it is. It is here that the digance of the night-time setting
becomes important. Useful employment of time night is what Baudoin is
suggesting gains time:
Tant s’en faut donc qu'on doive blasmer celuy quoipwye a quelque
honneste exercice le temps que les autres passeninér; qu’au contraire, il
en est extremement lotdable. Car le sommeil esilandé la Nuict, & I'image
de la Mort, il est d'autant plus lus seant a I'hoende veiller, gu’il meurt le
moins lorsque’il veille le plus.
The association of sleep with death is an intargsbne for two reasons: on the one
hand, in keeping with the tone of many Counter-Rafdion Catholic emblems, it is
a very emotive concept thereby increasing the impatche emblem. Furthermore,
while in a religious context we might expect th@rary concern with extension of
life to be with the afterlife, in this emblem thectis is on the here and now. This
picks up on the ideas in Rollenhagen’s ‘Vita maoutal vigilia’ and yet reveals a
different approach, focusing on the practical atpet night-time study rather than

the moral enrichment it provides.

Baudoin’s demonstration of the suitability of nighme to study does not end there.

He further underlines its appropriateness by nativegimproved quality of study that
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can be achieved. This he attributes to a concémraif the senses: ‘En effet
I'obscurité ramasse les sens, par la confusiorcdeteurs; au lieu que la lumiere les
divertit, par la diversité des objets’. If Ignatiescouraged the involvement of the
senses in spiritual meditation, Baudoin clearlyd$irthese distracting in scholarly
study. The implication here, of course, is thatlesbne was to appeal to the heart and
soul, the other secular pursuit was to appealdarind. Indeed, Baudoin goes as far
as to give the example of Democritus in suppottisftheory:

L’Histoire rapporte que pour le mesme sujet le #dtphe Democrite se creva

les yeux affin que par la privation de la velepiit mieux entretenir ses

grandes pensées.
While ostensibly on the same theme as the emblgnRRotienhagen, Boissard and
Friedrich, Baudoin creates a very different effddespite the attention paid to the
notion of human mortality, Baudoin’s emblem, unlikese others, is not particularly
religious in tone. He ensures an emotional apgealugh the repetition of images
evoking human mortality and, relying on imagerytteaokes sensory deprivation,
calls the senses into play through their very esiolu The suffocating effect that this
produces envelops the reader, who, projecting hfrapen the scene is all the more

receptive to Baudoin’s words.

Once again, however, thpictura features a realistic setting which is easily
decipherable and thus the interplay between tektrmage is reduced. Consequently,
so too is the role of the reader reduced as heided through the varioysoints of

the text. This adopts an authoritative tone dravan@spects of classical history, and,
rather than assuming prior knowledge of these erptrt of the reader, spells out the

significance of these thereby reducing the inpguired of the reader.
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While Baudoin concentrates his attention on the meamwf living, Francois Berthod
focuses his attention on the manner of dying in [®enort des Justes’. The inclusion
of the word ‘justes’ in the motto immediately ageus to the existence of an appraisal.
The reader is presented with the image of a marglin bed, his hands clasped in
prayer and we assume this figure to be one of yinegdjustes’. Vapour, in which a
tiny figure floats, rises from the mouth of theutg in the bed. This rises to two
outstretched hands which emerge from a sunburteatop left-hand corner of the
image. This traditional symbol is fairly easily wrdtood to be the man’s soul being
received by God. Two burning candles and a crusifivon a chest at the foot of the
bed. The crucifix introduces the idea of Christacrifice for mankind and the
redemption permitted by his death. The crucifiasked on either side by a candle,
creating the impression of a church altar. Thisfoeces the role of the Church, in
particular that of the priest: in a wider Cathalantext this of course would mean the
sacrament of the last rites. There is, howevethig instance, no textual evidence in
support of this, and so, rather than becoming aifestn for this specific aspect of

Catholic doctrine, the imagery remains simply sstige.

Like Corrozet who contrasted ‘joyes eternelles’ hwipeines supernelles’, and
Sucquet who visually opposed these two notionsihBdr similarly offsets the two
types of death his reader can expect and oppogegeamgions of infinity. ‘La mort est
au mechant un objet effroyable’, he tells us, @dhe hand, while the ‘ame juste’, he
suggests on the other hand, can expect a much phesieant experience: ‘Car son
ame en sortant senvole dans les cieux entre leasnd® Dieu qui l'aime et le
caresse’. Here too, then, as in Baudoin’s embleenfind the emotive vocabulary and

imagery typical of Counter-Reformation works. Thi§,course, is reinforced in the
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depiction in thepictura of the man’s soul rising to God, all the more em®for the
inclusion of the tiny man-shaped spirit: the sailthereby presented not as some

generic miasma but as the very essence of man.

uflorum animea iz manu Dy ity =

nvn/l-ayﬂﬁ//a.r tormentum may s Say1. 3

Francois BerthodEmblesmes sacréParis: Loyson, 1665), pp. 492-497.

The end result may be more pleasant for the ‘judtes so too, the seconpoint
asserts, is the process of dying. They are noedpie physical discomfort of dying
but, paradoxically, pain and suffering associatdth Winess and dying are presented
here as a comfort to the Christian who endures them
Considerez que les justes trouvent dans les daukdans les langeurs de la
maladie, des satisfactions particulieres par lér dgsils ont de souffrir pour
Jesus-Christ.
Inherent in this statement is of course the notibredemptive sacrifice particularly
associated with Catholics. Amongst other aspectpes§onal devotion that were
given new emphasis at the Council of Trent wereddiéy corporal works of mercy,
the idea of self-sacrifice as expressed in the @bimes and a notion we have met
previously in emblems by both Catholic Berthod (tifado simplicis via domini’)

and Protestant Friedrich (‘Constante patience enfimonte tout’).
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The reward for such suffering is made clear intthed point, which, reiterating the

reception of the soul by God evoked in the imageopduces the idea of eternity:
Considerez qu’'au mesme temps que I'ame du justedsoson corps, elle est
receué entre les mains de Dieu [...] ou elle jowsagajs du repos eternel.

This, of course, following on from the descriptiafssuffering in the previougoint,

is very comforting. The pain endured in this liBerthod assures his reader, will be

followed by an eternity of rest at God’s side. histway, Berthod creates a sort of

emotional rollercoaster one moment unsettling é&ler and calming him or her the

next. The reader is thereby drawn in by his ordraptions and is persuaded all the

more by Berthod’s words as a result as he folldvesemotional dips and troughs.

Once again we see realistic iconography typicamahy of the Catholic emblems
studied so far in the death-bed scene designetbtmige an emotional response. The
image as a result is fairly self-explanatory, reiqgi little analysis from the reader,
and the nuances of this theme are spelled out ghreeach step of Berthod’s

meditation, reducing the role of the reader allrtigze.

Eternity is once again the main focus of GabrielMiglo’s emblem ‘Jesus faisant
dans le coeur d’'une Ame fidelle la peinture de lartvidu Jugement, du Paradis, & de
I'Enfer pour en faire le sujet continuel des sassbaintes Meditations’. Following
the pattern of all the images in this collectidme pictura features a heart and Jesus
acting upon it. In this instance Christ is depictealding a painter's palette and
paintbrushes. Reminiscent of the painted heartuog8et's emblem XIl, here the

heart fulfils the role of canvas and is dividedinuarters. Each of these corresponds
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to each of the stages mentioned in the motto apcesents one of the Four Last

Things (death, judgment, heaven and hell), a kegept in Catholicism.

:;'* o
Gabriel de MelloLes Divines operations de Jesus dans le coeur dinme fidelle
(Paris: Van-Merle, 1673), pp. 42-45.

It is by the depiction of these ‘saints & proforidssteres’, as they are called in the
verse, on the human heart that sin may be banished:

Peignez dans mon coeur les tableaux;

De saints & profonds Misteres,

Que le demon des voluptez,
N’y trace point d'impuretez.

The prose that follows this verse clarifies thisqass:
Il veut [Jesus] que les copies [peintures] qu’ilfait qu’elles fassent dans le
temps, dans le coeur d'une Ame fidelle tout ce tpge mémes originaux
pourraient faire dans I'éternité, c'est a dire gnidus dispose a bien &
sainement mourir.
These lines seem to suggest that the image badlimare than just symbolically to
what it represents. Mello seems to be suggestiag ttie image as a reflection of
divine mysteries can set an example and inciteggiate behaviour. In this instance,

it is of course metaphorical painting Mello desesblt is through Jesus’s example,

Mello suggests, that these truths may be etchead et human heart. Interestingly
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this is not described as an instantaneous eventrdlé of time is emphasised and this
is very much presented as a process. This prodepsiting, interestingly, also
echoes the Counter-Reformation approach to mealitati appeal emotionally to the
meditant who, having imprinted theompositio locion his heart, would project

himself upon the scene being visualised.

Above the heart flies a bird, which we assume fwrasent the Holy Spirit. This is
confirmed in the prose which also reveals thiséa@lcrucial element in this ‘painting’
process:
Le Saint-Esprit que vous voiez au dessus de cercequi I'éclaire par ses
raions, perfectionne en nous ces divines peint8egs, donné tout I'éclat
necessaire pour les rendre conformes a leur oligina
The knowledge of these truths is not, these linggast, enough in and of itself. An
extra ingredient is needed to render these trighilsand tangible and this is present in

the depiction of the Holy Spirit. Described in ndéawniliar imagery of light, it is

God’s grace that is presented as activating thragigstin the Christian heart.

Looking to Jesus as an example is, of course, $ongethe Jesuits particularly
emphasised. It forms the base premise of all tip&ias’ or sections of th8piritual

Exercises in particular that of the illuminative and unginpaths which include
meditations on the life of Jesus and aspire toianuwith him. As such, this emblem,
although not perhaps following the structure of 8peritual Exercisess closely as,
for example, Berthod (as | have elsewhere demdssiyanevertheless is still very
much in keeping with the overall shifts in CounReformation thinking. On the
whole, however, with the emphasis on grace, thiblem is similar in theological

emphasis to many of the Protestant examples exdmiibere it differs is in the
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relationship between the text and image. Hererttage fulfils the same function as it
does in the emblems of Berthod and provides anaingoint of focus for the

meditation.

If we leave our examination of examples of Protetstnd Catholic emblems here
what has been learned? There is evidence thatRyotestant and Catholic examples
may be influenced by, or at least contain simiaagery and themes, to those found
in ‘secular’ precursors. For example, the contbastveen the two eternities of heaven
and hell, so concisely contrasted in Corrozet'shéure de la mort incertaine’, is
similarly evoked in both Protestant Friedrich’'s f3tante Patience surmonte tout’
and Catholic Sucquet’'s emblem XVII. The themestr@nwhole, similarly, appear to
be universal: we find examples from across the tspgccommenting on the brevity

of time, aspiring to eternity and advocating hawdimight best be spent.

This is not to say, of course, that the emphasadnays the same. We do at times find
what might be interpreted as evidence of specifictihal persuasion. Berthod, for
example, hints at the sacrament of the last mtéBe la mort des Justes’. That this is
merely a hint of course renders the emblem flexibigaptable to fit any context.

Furthermore, and perhaps more significantly, wel favidence of a cross-over of
themes. Subject matter we might tend to think oPastestant’, we find cropping up

in Catholic emblems and vice versa. The respoiityiliie Protestants placed on the
individual that is evident in the emblems of RoHagen, Whitney, Boissard and

Friedrich (indeed almost of all the Protestant arghwe have examined in this
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chapter) is also echoed to a certain extent in @aholic examples: Sucquet
emphasises the choice the Christian must make anddn also urges his reader to
take matters into his or her own hands. We canefp but contrast the attitude
expressed towards the individual in these Cathmt@mples compared to the more
traditionally passive role assigned to the indigidin Mello’'s emblem. Furthermore,
reflective of the post-Trent changes in thinkingtie Catholic Church, we find
examples of the promotion of study, in both Pratestaind Catholic emblems. This
cross-over, the blurring of expected doctrinal larres is perhaps most evident, not
surprisingly, in Quarles’s Anglican reworking of ghis Jesuit emblems where
Quarles not only copies the plates (for the most faéthfully) but also follows the
content of the verses very closely indeed. This jgart due to the non-sectarian tone
of Hugo’s initial emblems, which, as Holtgen haseal ensured their appeal to both a
Catholic and a Protestant audience. Not only, theze are the emblems we have
examined theologically quite close but they alsdude themes and raise questions,
and, indeed, overtly borrow material from works anght usually associate with

some opposing faction.

While the examples we have examined might be sirmiléerms of theme and, often,
theological standpoint, there is a difference ionimgraphy and the relationship
between text and image. The image plays a vital imlthe Protestant emblems: it is
often the interplay between the secondary dethds ¢arries much of the meaning.
This, the reader is required to puzzle out by hirherself. In the Catholic examples,
the role of the image and indeed, the role of daaler is diminishegicturaetend to

be more descriptive than symbolic and often thdee#& guided step by step in his or

her consideration of the emblem. Similarly, bibliaad classical allusions tend to be
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spelled out to the reader in the Catholic embléFhgese aim at once for clarity and at
the same time seeks to lend authority. In the Btait® examples these often go
unlabelled requiring the reader to identify these br herself thereby becoming part
of the puzzle. This mirrors the Protestant notibthe individual having direct access
to God without the need of guidance from, for exkana clerical figure of authority.

Only Sucquet seems to bridge this gap with thelhigktailed engravings that form

his emblems. In complex scenes, background figunesh as they do in Protestant
examples, contribute to the overall message oéthblem and require a similar style
of reading to that of Protestant examples whereeye must repeatedly scan the
image piecing together information. Despite haangfronger intellectual appeal than
the majority of Catholic emblems in this study, thke of the reader, is, nevertheless,
still greatly diminished through the inclusion of mitial explanatory key. What the

Catholic emblems are lacking in terms of intellett@ppeal they compensate for with
emotional appeal, however, and many of these gteramemorability through a

combination of realistic scenes and emotive languag
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Afterword to Chapters Two and Three

What is immediately clear from our analysis in #hés80 chapters is the vast scope of
the religious emblem. Virtually every aspect oflgdife is called into play be it in

terms of theme or representations of daily objentstasks in thpicturae

In the chapter on the light motif, for example, Vugd representations of candles,
suns, sunbursts, sundials, lamps and torches iryreagnof settings, some more
realistic than others. What is of note is that shene representations of light crop up
in both the Protestant and Catholic examples. Hténg in which these are placed
may change, but while the Protestant examples eray towards the more symbolic
and the Catholic ones towards the more realidtis, is far from always the case.
With respect to theme, there again appears to faér aamount of overlap. While

accompanying themes range from contemplation ofsosmful state, to hope of

union with God, the light motif is commonly used asymbol of God’s grace in

many of the Protestant and Catholic examples exainirere. At times aspects of
specifically Protestant or Catholic doctrine argressed, as in Berthod’s crucifix
emblem which focuses on sacrifice, but on the wtibke Protestant and Catholic
emblems tend to echo each other in terms of thematitent. What is evident is that
both Protestant and Catholic authors base, at tithed religious creations upon

‘secular’ precursors.

Again, in the chapter on time, we find similar cents in both the Protestant and

Catholic examples examined. These are, on the wiegjeally concerned with the
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transience of things, human mortality, spendingetimsely, and, in line with thArs
moriendj dying well. There are, of course, variations mphasis: the Catholic
emblems, for example, at times seem to point tee@spof Catholic doctrine such as
linking good works with spiritual reward but, oretlvhole, these references tend to
be implicit and for the most part the examples eraoh are relatively close in

standpoint theologically.

Where examples in both chapters differ is in thegdproach to the relationship
between text and image. The pattern that we idedtiin the initial analysis in
chapter one of a Protestant emblem by Montenayaa@dtholic emblem by Hawkins
seems to apply here across the spectrum. The Rnotexamples, whether focusing
on a light-motif or the theme of time, all place tamphasis on the image. The reader
is forced to puzzle out the meaning by jumping leemvtext and image. Furthermore,
bible quotes are unidentified in Protestant worlteroforcing the reader to recognise
these himself. The Catholic examples, on the offaed adopt a tighter structure in
terms of development of points in the text. The gmaas we saw earlier in our
investigation of theSpiritual Exercisesoften fulfils a diminished role and serves as

an initial point of focus rather than providing fsaof the emblematic puzzle.

The conclusions drawn here are the result of treménation of a wide number of
individual emblems from a broad range of Protest@attholic and secular authors.
The following section of this thesis adopts a d#f@ approach and moves from
considering such a wide range of examples to examia small number of carefully
chosen examples from three authors in order to gaiinsight into these works in

their entirety.
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Part 2

Case Studies of Specific authors
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Part Two Foreword

The previous section examined a wide corpus of emblfrom a thematic and
iconographic point of view and put these into caht&his permitted an overview of
religious emblems both in terms of theological dfmint and the relationship
between text and image. This next section propasgi$ferent approach and, rather
than examining such a varied selection of emblemil,focus on case studies of
specific authors. The following three chapters wilturn concentrate on the emblems
of Rollenhagen, Berthod, and Wither. The authorthis section have been carefully
chosen: each of these either displays charact=ridiipical of the patterns of
Protestant and Catholic emblems noted in thedgestion of this thesis or refute these

observations in some way.

The emblems of the first of these books, theleus emblematum selectissimoroyn
Rollenhagen, a Lutheran author, embody particulargll the Protestant style of
emblem identified in the initial analysis of an derh by Montenay, confirmed in the
analysis of chapters two and three. The versestad and so the importance of the
visual element is necessarily increased. Furthezntbis is an emblem book written
very much in the spirit of emblem production. lai€ollaborative project: just as the
emblem is the sum of disparate parts, so too iteRlahgen’s emblem the sum of the
work of various artists. Of particular interestither suggesting that doctrinal divides
were not as distinct at this time as some histsriargue, is the fact that these
contributors were all from different denominationmckgrounds. Rollenhagen was,

of course, a Lutheran, De Passe was an Anabagmtidtalthough the identity of the
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French translator is unknown it is not too far-fetd to assume that he might have

been Calvinist.

Berthod’'sEmblemes sacrepn the other hand, provides an excellent examptae
Catholic style of emblem. The emblems themselvesaacompanied by lengthy prose
meditations pointing to a preference for text ame diminished role played by the
visual element. Once again here we see the bluairdpctrinal boundaries and the
influence of the Jesuits, in particular that of tBpiritual Exercisesis clearly

traceable in Franciscan Berthod’s book.

In Wither’'s A Collection of Emblemese find almost an amalgamation of both of
these things. If Rollenhagen provides us with aangxe of the Protestant emblem
and Berthod the prototype of the Catholic emblementWither offers us a hybrid
form. Wither created two hundred emblems basednardlie plates that had initially
been used in RollenhagemBicleusand presented these in a format reminiscent of a

Jesuit work.

Emblems from the collections from each of thesdanst will be examined in detail.
Our conclusions from the previous two chapters Wwél applied to each of these
authors to see if they fit. How, for example, ane books structured? How is the
reader involved in this process of reading the ba®k whole? Is there any difference
in this process between the Protestant and Catexéimples? This will not only give
an idea of the range of subject matter of the embleontained within each volume
and the way in which individual emblems by eacthaufunction but will also permit

an understanding of how each author’'s emblem boo&tfoned as a whole.
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Chapter Four

Rollenhagen: A Visual Puzzle

Gabriel Rollenhagen’sNucleus emblematum selectissimorumas the greatest
achievement of his literary production. Embellisiveith the beautiful engravings of
his friend, and publisher, Crispin de Passe, thluigkvis one of the finest examples of
the European emblematic tradition. TRecleuscontains two hundred emblems in
all, (of an intended five hundred) almost half ofigh are based more or less on
earlier emblematic sources. Furthermore, theseatdbe influence of the humanist
thought of the time, such as an interest in thasitd and a renewed interest in
learning, and thus offer a tantalising insight itite early-modern mind. In order to
give some idea here of the scope of themes coveyethese emblems a wide
selection must be considered. Examining these taildwill not only permit a
comparison of the French and Latin verses butalélb allow a broad exploration of

the nature of the text/image relationship.

Lutheran Rollenhagen’s emblems (of which he aspipgoroduce five hundred) were
published in two volumes, th€enturia prima and theCenturia secundawvhich
appeared in 1611 and 1613 respectivélyCircumstance in the shape of religious

tension accounts for this delay in publication afearee banishing Anabaptists from

190 For an analysis of the Rollenhagen’s stylistic rapph, see: Dietmar Peil, ‘Emblem Types in

Gabriel Rollenhagen’slucleus emblematum selectissimoruBmblematica6.2 (1992), 255-282. For
an overview of théNucleusincluding biographical information on RollenhagaemdeDe Passe see: llja
Veldman and Clara Klein, ‘The Painter and the Pdéte Nucleus emblematurny De Passe and
Rollenhagen’, inMundus Emblematicused. by Karl A. E. Enenkel and Arnoud S. Q. Visser
(Turnhout: Brepols, 2003), pp. 267-299.
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Cologne was passed in 1611 forcing De Passe tddlékrecht:®! Despite the two-
year gap between the first and the second volume widely thought that the
circumstances mentioned above account solely far delay and that the two
collections were, nevertheless, produced at the same:
This second century was undoubtedly composed insttme period as the
first, its publication being delayed by circumstandhe one hundred new
emblems are very similar in form and content to 16&1 edition. It contains

the same kind of familiar themes and illustratiansa random order, and the
same kind of pictorial and literary sourcés.

Comprising a hundred emblems in each volume, Riadigan’sNucleuspresents
striking images within distinctive circular framéalso containing the Latin mottS§

194 The mottoes

paired with concise Latin distichs which appearobethe picturae
(and consequently the distichs in which the mot@aesrepeated), often have some
biblical foundation, and on occasion use quotatifmesn antiquity'® Although
originally conceived by Rollenhagen in Latin, longeerses in French, by an
unknown translator, were included, bound togettie¢he beginning of the book®®
Their physical separation from tipécturaeis unusual in an emblematic work, as we
have seen. While this could simply reflect a decison the part of the publisher,
Rollenhagen, or the unknown translator, to distisiglbbetween the work of the two

authors, the physical separation may also impacthenway the book is read, a

question | wish to address later in this chapter.

1 Klein and Veldman, pp. 268-288 (p. 269).

192 Klein and Veldman, pp. 268-288 (p. 270).

198 Some of the mottoes are not in Latin, but in Greekalian.

194 n fact there a few exceptions. Some of the veasesonger, and a few are in Italian and French.

195 0On this matter Veldman and Klein find fault withawicke’s observation that it was often the case
that Rollenhagen quoted from Antiquity, insteaduamg that there are in fact very few instances of
this; pp. 268-288 (p. 273).

19 Rollenhagen’s Latin verses were translated intenén by an unknown teacher, TDLSDO (un
professeur de la langue francaise). Veldman anthKlaim that it is likely that the ‘professeur’ wa
friend who would have had access to the manusdrgftsre they were published: pp. 268-288 (p. 286).
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In relation to this question, Veldman and Klein wegdespite the inclusion of the
vernacular, which one might see as a concessiahedess-educated reader, that
Rollenhagen was writing for an erudite audience:

The emblems must have been designed for a publietifeducated viewers

and readers who had sufficient knowledge of theamessymbols in the visual

arts and did not mind playing an active part iregting them:*’

It is the role of the vernacular in particular st digestive process that | wish to

consider.

Veldman and Klein attribute the inspiration for tbencept of theNucleusto the
Quaeris quid sit amo¢1601), a collection of love poems by Daniel Haigs{whom
Rollenhagen met at the University of Leiden). Nolyodoes De Passe adopt the
unusual circular frame that surrounds the imageldemsius’ collection but he too
integrates the motto into this frame so that itdmees part of theictura. Oval frames
had appeared previously in a collection of emblémynsanother Dutch author, Otto
Van Veen’sAmorum Emblematél608) but the motto in these remained distinminfr
the image. The influence of the iconographic soflboth these collections is evident,
however, and is manifest in the detailed pastoaakbrounds of De Passe’s plat&s.
With respect also to more prominent, central motifee influence of Heinsius’

collection is clear and we find emblems in both @waeris quid sit amoand the

197 Klein and Veldman, pp. 268-288 (p. 276).

198 For further reading on Dutch emblems, and theritigion, influence and reception of these see:
Emblems of the Low Countries: A Book Historical $perctive ed. by Alison Adams and Marleen van
der Weij (Glasgow: University of Glasgow, 2003).eSalso: The Emblem Tradition and the Low
Countries: Selected Papers of the Leuven Internati@mblem Conference, 18-23 Aug., 1986. by
John Manning, Karel Porteman, Marc van Vaeck (TauthBrepols, 1999); John LandweBEmmblem
Books of the Low Countries 1549-1949: A Bibliografltrecht: Haentjens, Dekker & Gumbert,
1970).
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Nucleusfeaturing, for example, a beehive, a fire fanngdéllows, figures digging,
ploughing, or otherwise engaged in various agnicalttasks, and Cupid engaged in
various activities. While both the Dutch collecsorare secular, Rollenhagen’s
collection is, for the most part, in spite of theseular sources, religious in intention.
At times Rollenhagen attributes religious significa to otherwise secular
iconography whilst also combining religious icoraginy such as crosses and
depictions of churches with agricultural landscapesrder to introduce a spiritual
element.The adaptation of secular sources for religiousseaachot uncommon. Van
Veen, for example, successfully managed to reasspgitual interpretations to his
Amorum Emblematan his Amoris Divini Emblematg1615). Using closely related
iconography, he reinterpreted the central figur€Capid in the secular collection as
Animain the religious work. There is also evidence ofl@&hagen using many works
by other well-known continental emblem authors asrses for over half of the

emblems in his collections, including Alciato, Gaet, Paradin and Aneddl.

Veldman and Klein suggest, underlining the collaltioe aspect of the collection,
that Rollenhagen and De Passe embarked jointly uperNucleusas a kind of
experiment and debate the extent to which De Pasdecontrol of the design of the
engravings, concluding that, in all probability,was given free rein:
One could suppose that De Passe designed theratioss in close
collaboration with the poet, whom he calls ‘hisggitar friend’ (‘famico nostro
singulari’) in his preface. But probably the, inshown profession, more

experienced artist was fully trusted to use his owragination in the
visualisation of the verses and motté¥s.

199 Klein and Veldman cite Alciato, Corrozet, Paradkmeau, Simeoni, Junius, Camerarius, Bargagli
and Typot: pp. 268-288 (p. 284).
200 Klein and Veldman, pp. 268-288 (p. 272-274).
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Such collaboration between artist and writer isummtommon: indeed, Alciato’s first
emblem book was a collaborative project, howevewittimg and unintentional.
Similarly, Alison Adams highlights the collaboragiaspect of MontenayEBmblemes
ou devises chrestienne$en she writes:
It is accepted that, even though Montenay'’s tetdrofefers to theictura, as
if she had it before her eyes, the engravings wmaduced specially,
presumably according to instructions from Montenalyether in the form of a
sketch or a verbal descriptiéH
Whether De Passe worked independently, as VeldmdnKéein claim, or whether
the relationship between artist and poet was aeclose as Adams suggests in the
case of Montenay, is unclear. The relationship betwpoet and engraver can never
be irrefutably established. What Veldman's and Kkistatement does presuppose,
however, is that the verses and mottoes were writiefore the engravings were
produced, and not simultaneously or as the resultiscussion. It is unclear,

therefore, to what extent Rollenhagen and De Passe each responsible for the

design of these engravings but De Passe cleayggla vital role.

Whatever the individual contribution of artist arthor, the intercultural success and
lasting influence of this work cannot be ignorea ®literary level the books enjoyed
European-wide longevity. This was in part due ® plopularity of the engravings. De
Passe was an accomplished engraver also very nelsk in contexts other than

emblematics and the plates were bought in 1634namd given a new lease of life in

George Wither's English emblem bodkCollection of Emblemgsublished in 1635,

a volume | will consider in the final chapter ofighstudy?®®> Most of De Passe’s

201 plison AdamsWebs of Allusion: French Protestant Books of thee8nth CenturyGeneva: Drox,
2003), p. 11.
292 Klein and Veldman, pp. 268-288 (p. 286).
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imagery, Veldman and Klein tell us, was widely kmoat the time, and they credit

this for the huge popularity of the books:
[De Passe’s plates] vastly excel both earlier aatdrlemblems in quality.
They certainly enhanced the enormous success tfathie and the influence it
had. For it is remarkable, that it was the illustias which were often copied,
not only in other emblem books, but also in theodative arts. Regularly, for
instance, they return in the decoration of palacéise whole of Europ&”®

And so the longevity of these emblems was assuoéamly in literary form on the

pages of a book but in their polyvalence, sewn falwics, woven into tapestries, and

etched into stone.

Structure of the Nucleus (1611-1613)
As | mentioned above, some of the emblems in tts¢ ¥iolume are based on a book
of love emblemsQuaeris quid sit amgrby Heinsius. The remaining emblems in
volume one (and indeed in both volumes) cover a&whge of themes, which, aside
from the first and last emblem in each book whiobvfmle some sense of closure, are
randomly arranged:
The other [...] emblems in thiducleusdeal with the kind of humanist themes
which were fashionable in those days, with virtakirnig pride of place in the
exhortations to wisdom, obedience, diligence, satiunciation, piety and so
on. Several of these themes return regularly thrdbg book in a more or less
varied form, and are presented to the reader @emgly random ordéP?
While the emblems in Rollenhagen’s volumes cowerde range of themes reflecting
the humanist thinking of the time, the inevitakiliof death is the central theme

running through both volumes. While at times Rdilegen chooses to emphasise a

particular aspect of Protestant doctrine, for thestmpart these do not target a

203 Klein and Veldman, pp. 268-288 (pp. 287-288).
204Klein and Veldman, pp. 268-288 (pp. 277-278).
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specifically Protestant audience and, instead, @pmeneral Christian truths suitable
for both Protestants and Catholics. These collestiwere designed to be dipped into
rather than be read from beginning to end but wiilere is no clear linear
progression of thought from one emblem to anothet the emblems jump from
theme to theme they can be divided into three gratgmcerning the mortality of
man, leading a Christian life, faith and hope areal life. Of course, many of the
emblems can often be included in more than onayoatel will consider a number of
examples from each of these three groups which vie hentitled, ‘Transience’,

‘Process’ and Outcome’.

While there may be no discernible arrangement ef riigjority of the individual
emblems, both volumes, as | have stated, begineaddupon emblems on a similar
theme, marking a move away from the more disparaliections, such as those of
Alciato that began to appear in the 1530s. Volume opens with ‘Vivitur ingenio,
caetera mortis erunt’ (‘He lives by intelligencd, tae rest will pass away’), which,
highlighting the transience of the world, champiteerning as a way to cheat death.
It closes upon a similar theme with ‘Virtus loridalelis’ (Virtue is a faithful

breastplate) which stresses the power of virtuénatéate®®

295 Unless otherwise stated, all analysis of emblesmsyi own.
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Gabriel Rollenhagermlucleus emblematum selectissimori@ologne: De Passe, 1611).

The opening and closing emblems of book two arehges even more closely
matched. Both the first and last emblem of @enturia secundaspeak of eternal
rewards. ‘Si recte facies’ (‘If you do/act rightjy'efers to a crown that will be given
to the good: a wreath is centre stage ingiceura standing upon a pedestal. Similarly,
the last emblem, ‘Perseveranti dabitur’ (‘It shiadl given to those who persevere’)
confirms this message, referring to a wreath in lthén and a ‘couronne’ in the
French. Here, a disembodied hand holds a wreathvathile a kneeling figure in the
background appears to be seeking guidance front@nde standing figure. While
both emblems link virtue with honour, the last eemblalso underlines the importance
of perseverance. Both place a laurel wreath cestéige in the image and the circular
shape of the laurel wreaths echoes the circulgresbé&the frames that surround the
images. There is, of course, symbolic meaning énrnever-ending self-renewal of the
circle which has no beginning or end: this symboircular shape further emphasises
the cyclical nature of the books (which begin and apon a similar theme) and in a
wider context, life. Furthermore this also complatsethe interweaving of themes in
the books such as the infinite cycle of life andttielt is clear from these examples
that the image fulfils a complex role. The imagesrg a distinct meaning of their
own and yet are irrevocably linked to the texteefing the very structure of the book

both physically and metaphorically.

166



Perhaps our reading of Rollenhagen should begih thi¢é frontispieces. The Latin
frontispiece to book one features several scenbesd depict of classical figures
(Minerva and the three Graces) sit alongside scerpsessing humanist ideals such
as painting and reading and others glorifying God the Holy Spirit, providing an

initial taster of the subject matter of the embldmsome.

Gabriel Rollenhager\ucleus ea um sele rﬁoogne: De Passe, 1613), alr.

The French frontispiece is different, focusing osirggle scene, depicting the tree of
knowledge. Here, naked Adam and Eve stand eitlter gi the tree which is laden

with fruit. The identity of the tree is unquestitahex a serpent coiled around the tree
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leans its head towards Eve, who, covering her ntgdeish one hand, suggests that
she has already partaken of the fruit. Adam, asiyemabashed but, holding an apple
in his hand, we assume is about to lose his inreerhe choice of this plate for the
frontispiece perhaps suggests the tone in whichwtin@e volume should be read. It
reminds the reader that he or she too is tainted wiiginal sin, and, in so doing,

provides the framework in which the emblems shd@dead.

Gabriel Rollenhagemucleus embmatueIectissimon(L@DIogne: De Passe, 1613), alr.

Group one: Transience

A concept neither Lutheran nor Calvinist, but ocitiy with equal frequency in both
Protestant and Catholic works (and indeed commall teeligions), as we have seen
in the chapter on time, is the desire to emphdbkisd@ransience and worthlessness of
temporal things in contrast to the goal of etefifi@l It is unsurprising, therefore, that

a large number of the emblems in Rollenhagen’sctitins focus upon this theme.

Indeed, volume one begins by exploring this them®ivitur ingenio, caetera mortis
erunt’ (He lives by intelligence, all the rest wilass away). The skeletal figure of
Death in thepictura stands victorious, holding a sceptre over theetaldlich is laden
with various worldly trappings. Nearby a man conpates a scientific globe-like

instrument. Although there is direct reference medkearning in both the Latin and
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the French verses, it is not inconceivable eithet in this Protestant emblem the

book the man rests his hand on is in fact the bible

Gabriel Rollenhagemlucleus emblematum selectissimor{@ologne: De Passe, 1611), p. 1.

There is not much mystery surrounding the figureDa&fath standing beside the
accoutrements of life: the image is a familiar dmet the figure with the book poses
more of a problem and the key to understandingpicigira is in the minute detail of
the image. While the branches of the tree thatratgm Death and the Scholar are, on
Death’s side, withered and bare, they flourishlfengide of the scholar. The triumph
of learning over Death is thus expressed and weletdo suppose that learning
brings immortality of a kind. There is a neat synmpé¢o this engraving: the posture
of the scholar mirrors that of the skeleton: batkerd a leg and while the skeleton
holds aloft a sceptre (a symbol of transient wgrldbwer) the scholar holds up a
scientific globe (a symbol of knowledge). Theseadstfurther our understanding of
this emblem: that worldly things should be shunmmei@vour of life-giving learning, a
theme we have encountered before in the emblemBowdsard, Friedrich and
Baudoin. Death’s hand rests on a table laden withbsls of wealth: the scholar
leans upon an open book. In this way, De Passdystgihforces the portrayal of

knowledge as an equal match for Death.
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There are striking similarities in the above embleith the works of Holbein. The
skeletal figure of death, for example, as foundhe Danses macabresppears in
Holbein’s Simulachres de la Mort et historiées faces de latMbyon, 1538Y°
Unlike the earlier dances of death, he did notsitinis victims being led by Death in
a procession in a cemetery but instead, in a sefiemngravings (alongside biblical
guotations and quatrains by Gilles Corrozet), medi a snapshot of various figures
carrying out human activities in appropriate sgimvatched over by Death. A noble
woman, for example, in one of the plates, walks arrarm with a gentleman while
Death, standing beside an hourglass, beats a dienunderstand in thenemento
mori of the hourglass the brevity of human life white drum underlines the ultimate

victory of death: even in life we march to its tune

There are obvious parallels too with Holbein’s paiy, the Ambassadors (1533). As

in De Passe’s engraving, the figures in Holbei@mfing are set within the context of
the attributes of the world and human knowledgehds been suggested that the
pattern of the floor in this painting can be retate macrocosm diagrams going back
to the early Middle Ages. Extending back to Pythreaga and Platonic thought, this
notion of man as a lesser world, as a microcostapbkshed man’s universality and
his central position in creatidfl’ In the same way emblem books can be thought of as
a microcosm, representative of a greater worldnacrocosm. As in Rollenhagen’s

emblem, human mortality is also the focus of trampng and the skeletal figure of

206 Eor more on the Dances of Death tradition, seedrdrCourvisierLes danses macabréParis:
Presses universitaires de France, 1998); Rogerti@harhe Cultural Uses of Print in Early-Modern
France trans by Lydia G. Cochrane (Princeton: Princdtmiversity Press, 1987), pp. 32-70; James
M. Clark, The Dance of Death in the Middle Ages and the ReaacgGlasgow: Jackson, 1950).

297 paul Oskar KristellefRenaissance Thought 11: Papers on Humanism andrtkgLondon: Harper
and Row, 1965), pp. 102-110. See also: KristeRanaissance Concepts of Man and Other Essays
(London: Harper and Row, 1972), pp. 1-21.
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the laterSimulachresis present in the anamorphic skull. This stretche®ss the
foreground of the painting symbolising the obscuvesion of human mortality and

the ultimate triumph of death.

The first two lines of the French quatrain in RoHagen’s emblem echo the Latin
similarly summarising death’s triumphant role owbe material aspects of life
echoing the details in the engraving, in particitexusing on symbols of power, ‘les
sceptres, les honneurs ployent soubs son effdré.ldst two lines, however, present a
surprising twist. Death, we are totén be conquered, but only by virtue. This, the
French confirms may only be by ‘la science acqui&sther than highlighting the
impuissanceof man in the face of death, therefore, Rollenhageforcing the reader
to take responsibility for his own fate by arguithgt an individual’'s knowledge can
beat death. While the suggestion that an individuattions can affect his or her
destiny may seem unusual in a Protestant conteXfdt this is very much in line
with the Protestant method of meditation which emaged the individual to apply

the lessons learned to him or herself.

The first emblem in any collection has the potdraset the tone for the whole
collection. Despite the otherwise seemingly randomangement of the emblems in
both collections, beginning the first collection this note provides an insight into the
personal views of the authors. This first emblenome of several in which the
personal views of the poet and artist are expresSadhermore, the reminder of
mortality and the transience of worldly things issattling and heightens the reader’s

receptiveness to the rest of the, often quite didaemblems in both volumes.
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Indeed, emblems on this theme are interspersedughout the collection as

intermittent reminders of the validity of the mogalvice?®®

The focus on learning in this emblem obviouslyeett the humanist thinking of the
time. While this is expressed explicitly in the serit is really in the details of the
engraving that the contrast between death anditepis expressed. The symmetry of
the image in particular, which physically oppodes figures of death and the scholar,

is extremely effective in expressing the tensictwien these two notions.

Group two: Process

The second group of emblems | have collected tegethder the title ‘Process’. The
overall aim of the emblems in this group is the wuasitjon of virtue most often
through encouraging the reader to engage in ceatdiwities. This group is by far the
largest with emblems advising hard work, study,tiabace, and perseverance to
name but a few. | will divide this group into twecdsions. The first, ‘Work’, will
examine the notion of concrete actions, while tleeoad, ‘Perseverance’, will

examine those emblems focusing on the emotiongia$sd with this physical effort.

Work
A (perhaps initially) surprising number of emblemsthis group seem to focus on

man’s actions and advocate work. In book one albeee are nine emblems focusing

208 Eor example, emblems eight, twelve, forty-eigbtt-hine, seventy-three, seventy-five, eighty-six,
ninety, all focus on human mortality or the transie of worldly things. These notions, however, are
also often underlying in emblems which focus onffeent main theme.
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on work, actions, or physical effort of some kidIt is perhaps unexpected to find
such a great number of emblems on this theme &@$ant emblem given that the
debate over good works, faith, grace and freewals one which divided not only the
Catholics from the Protestants but also Protestamsng themselves. While
Protestants did not discourage good works thesee waen as an external
manifestation of an inner state of justificationtaGe, they argued, could not be
acquired, as the Catholic Church taught, throughdkecution of good works and
especially not through the buying of indulgencesciwhwere a remission of the
temporal punishment due to sin, the guilt of whielving been forgiven. Rather, there
is often an underlying Spartan-like ethic promotadmany Protestant emblems,
advocating hard work, not because this would eawour, but because this would

keep hearts pure and hands busy and safe fromagaorpt

Among the large number of emblems in Rollenhaganh dldvocate work, one or two,

on closer inspection, do seem to link actions veittme kind of spiritual reward.

Emblem five (vol. 1), in particular, ‘Labore virtu¥irtute gloria paratur’ {irtue is

acquired through labour, and glory through virtue’), would appear to link works with

salvation, ‘Car par labeur s’acquiert la solidetwket la gloire est & ceux qui ont bien

combatu?® While the French verse appears to contradict st@hdProtestant

teachings, the image, however, does not.

299 5ee also: emblems five, eleven, fourteen, nineteeenty-nine, thirty-five, forty-four, eighty and
ninety-four.

210 Emblem twenty-nine, for example, also seems t@ssigthe notion or reward, ‘Recompenser les
bons de leurs vertueux faicts’. See especiallytyffour and seventy-two which appear to link action
with spiritual reward.
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The laurel wreath and spade which sit in the favegd of the image, symbols of
glory and work respectively, act as a visual sunymadr both the French and the
Latin. The application of one, we might assumeiatiit, given the emphasis in the
French, results in the acquisition of the otherc®ngain the background details of
the image play a vital role in the interpretativeoqess permitting a different
understanding of the verse. Neither the Latin na@anEh verses comment on what
kind of work is required, referring simply to ‘laln& Thus it is once again the details
in the pictura which offer some clarification. On one side of 8pgade, the farmer is
depicted at work providing a traditional interpteia of labour but it is the scene on
the other side of the spade which counterbalarusstrtaditional understanding of
labour with the personal perspective of the auttie:group of figures on the left of
the spade are all engaged in study. It is hard vemrd study, therefore, which are
advocated, not works in the Catholic sense of giemtls. Despite initial appearances,
therefore, this emblem is in fact very similar lreine to the first emblem of book one

‘Vivitur ingenio’.

While the Latin verse is content simply to emphagie relationship between labour

and virtue, the French verse adopts a more perdonal directly addressing the
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reader. This pulls the reader in, forcing a perkapplication of the moral of the
emblem. Furthermore, this verse links virtue wigtoire’, something the Latin verse
does not do. This functions almost as a spirit@rat on a stick encouraging the
reader to apply the truths contained within the lembdiligently to him or herself.
Furthermore, the approachable tone of the Frenadnidered all the more effective in
the final line which, adopting an almost sympathétne, expresses life as a struggle.

Here, good Christians are referred to as ‘cewoqubien combattu’.

Both verses, therefore, must be carefully read gdimie thepictura for the full
meaning of the emblem to become clear. While thenLeoncisely and faithfully
echoes the central premise of the emblem, the Rreaftens this and presents it in
approachable human terms. Neither of the versesever, expresses the notion of

study and so, once again, reading all the elemenkt® pictura is essential.

Several emblems in both volumes adopt a more caiovexh Protestant approach to
this issue. For example, although largely contngstvorldly pleasures with eternal
rewards, the message that good works do not bugtgat is implicitly conveyed in

‘Quo me vertam nescio’ (vol. 1, 14) (I do not knaluere | may turn).

mor(@ologne: De Passe, 1611), p. 14.

Gabriel Rollenhagemucleus emblerhatum select|

175



Beginning by evoking the eternal conflict betweemptation and will in man’s soul,
this emblem continues by linking this to eternalaeds, saying, ‘La vertu nous excite
au travail & labeur’. Virtue, therefore, is not pemted here asrasult of actions but
is presented as a causal factor. It is this, tleedhr verse suggests, which incites man
to action and not the other way round. The Latinaisely expresses the conflict of
man’s soul torn between virtue on the one hand,laxary on the other. This idea is
repeated in the French in the first two lines, e volupté retiennent en balance /
Nostre esprit vacillant en contraire esperancesd Ao, both the French and Latin
begin in a similar way by echoing the contrast otue and voluptuousness as
expressed in the image. The image reinforces ti@a with the figure of Hercules
standing between a scholar and a demon with a nfdskopen book resting on the
scholar’s knee once again serves as a remindéeafriportance of study. The skull
beside the demon we interpret as@mento momvhile the crowned flower beside the
scholar we assume to be a symbol of life. Thushdaatl study are contrasted in the
arrangement of the details in tpétura. The implication is that it is virtue which

guarantees a place in heaven, not the human efifi@mnsselves.

While both verses begin in a similar way, the engghss somewhat different in each.
The Latin expresses neatly the notions containégimihe image and is quite clear in
its didactic aim explicitly directing the reader gpurn ‘Voluptas’ and flee pleasure.
The French, however, is more complex. For examifilegstablishes a causal
relationship between virtue and works thereby wgeathough not aggressively,
expressing the Protestant ethic that works do aat epiritual rewards, ‘La vertu
nous excite au travail & labeur’. Virtue, it is aggl in these lines, manifests itself as

hard work and is not the reward of hard work. Tiismportant for in the last line
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virtue is linked to spiritual gain and the readeencouraged to strive to, ‘acquerir par
vertu ta place dans les cieux’. Without establightine relationship between virtue
and labour, this line would, on the surface attlesspear to come dangerously close

to the Catholic standpoint regarding good works spidtual reward.

The French, therefore, is once again more apprédéeha tone than the Latin.
Furthermore, the spiritual significance, whichngpiied in the Latin is made clearer
in the French. Both verses reiterate the main netiof thepictura yet leave the

reader to contemplate on and puzzle out many odiéheils of this.

Perseverance

In the emblems above, even if it is not presented aute to salvation, the onus is
clearly put on the individual to strive for perfiect whether this be through study and
hard work. Certain types of behaviour are praised faeld up as an example to be
followed while others are condemned and convey aniwg. The underlying
implication common to these, however, is the assiomphat man is locked in a
constant battle against his innate sinful natureciwthe must strive to better. A
number of Rollenhagen’s emblems accordingly foaushis process, contrasting the
weakness and the corrupt nature of the human c¢ondiith the need to continue

trying.#**

It is with tree felling that Rollenhagen gives us example of the importance of

perseverance in emblem ‘Non uno sternitur ictuiglhot felled with one blow) (vol.

11 See also: emblems two, six, nineteen, twenty-dive eighty-five which are all on this theme.
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1, 29). On its own, the picture gives little awayman chops into a tree with an axe

and the religious significance is also far from ietiately clear.

Gabriel Rollenhagemlucleus emblematum selectissimor@ovlogne: De Passe, 1611), p. 29.

A realistic scene, this is a fairly common motif ialigious emblems. Catholic
Antoine Sucquet, for example, as we have seen apteh three, uses the motif of a
tree being felled to reinforce the concept of theging of time, of the inevitability of
death and subsequent eterditySimilarly, the tree motif appears on more than one
occasion in Georgette de Montenafmblemes, ou devises chrestienrias'Quae
non facit bonos fructus’ (Which does not bring iogood fruit), for example, she
builds directly on a biblical passaf/é,comparing the rotting fruit of a tree to the

corrupt human sodf*

While Rollenhagen’s emblem is not based on anypamgcular biblical passage, one
simply has to search for the word ‘tree’ in a hibli concordance to realise the
symbolic importance of trees in the scriptures. bhet known of these examples is

the tree of knowledge, the taking of fruit from whitainted mankind forever with

212 gycquet (1623), emblem XVII.

213 Montenay (1567).

21 This image is found in Matthew 3. 10; ‘And now @lthe axe is laid unto the root of the trees:
therefore every tree which bringeth not forth gérit is hewn down, and cast into the fire’.

178



original sin. Indeed, as we have seen, the trdeodvledge is depicted in the French
frontispiece to volume one. Given this link, onesgible interpretation could be that

the felling of the tree in this emblem symboliseaguering original sin.

There is no obvious reference to God, or Christedavance in either the French or
Latin which are actually quite similar in this eraivl although the didactic element to
the French, which addresses the reader directilyarfirst two lines, is stronger than
that of the Latin which simply reiterates the mpt&i ton premier effort ne parfaict
ton ouvrage, Ne desiste pourtant, mais redoubleageu The word ‘courage’ evokes
the constant chipping of the tree and encouragestancy’™ Life, it is implied, is a
struggle, requiring effort and perseverance. Alhdd gloomy, though, for this word
‘courage’ equally carries connotations of hopet dssmore than one blow will be

needed to fell the tree, so too is the reader eaged to persevere.

The pictura is perhaps more realistic in this instance tharsome of the other
examples from Rollenhagen that | examine, yet thie $piritual significance of this
image is not immediately clear and the reader noassider the verses for this to
become apparent. The felling of a tree is a goothpi®r for the sustained effort that
is needed from the Christian that Rollenhagen fggkd and yet it also carries all
sorts of allusions that the reader must identiiy lor herself. There is perhaps less
need to jump between text and image than we hatreesged in other examples, but,

nevertheless, this emblem still requires a sustianental effort from the reader.

15 Randle CotgraveA Dictionarie of the French and English tongyesndon: A. Islip, 1611).
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‘Quocunque ferar’ (To whatever place | am carriga). 2, 70) expresses this idea of
perseverance slightly differently, focusing on tdoemstancy of the heart. The image is
quite detailed featuring a cube (with the word ‘gstbwritten across it) suspended in
mid-air. The shepherd with his flock, depicted e pictura carries immediately
recognisable biblical connotations of Jesus aseptstrd of men while the figures
praying represent the faith the Christian shoulacelin God. In all likelihood the
book, which lies on the ground below the cube, ifigg a bible, thereby subtly
conveying the importance placed on the Word of ®gdProtestants. The cube,
referred to in the quatrain as ‘le det quarré quitembe jamais’, implies constancy
and the two men praying are obviously trusting indGThe Latin evokes the
homogeneity and therefore constancy of the cubmriohfalways the same no matter

which way it faces. The implication is that so stwuld the Christian soul be.

Gabriel RollenhagemJucleus emblematum selectissimori@ologne: De Passe, 1613), p. 70.

This emblem advocates a kind of stoicism, a comnd&tmfulness and trust in God no
matter what comes along: ‘L’homme droict, & constatoué d’'une ame pure / Ne
change point de coeur par le malheureux traits’. UWe@erstand by this that if life is
difficult, then ultimately man has made it so thgbubringing original sin upon
himself, and he must accept accordingly and unguesgly all that is thrown his

way.
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The imagery of life as a throw of a dice also emrihe added connotations of the
random aspect of fortune. Man is urged to be comnstaface of trial and at the same
time the utterly random nature of these trials ighlghted to the reader. The
background details combine to complement the cetiitemne of constancy and subtly
evoke the central tenets of the Protestant faitie dlements of the shepherd (Jesus),
the book (Scriptures) and prayer (faith) are, Ribllgen suggests, what are essential
to give man strength and constancy. Constancyefivey, in this instance becomes

synonymous with faith in the Scriptures and Jessasifice.

The details in thepictura must be read carefully. On their own these elemérge
meaning. The flock of sheep without a shepherd tesosimply a flock of sheep. It
is only when these elements are read together thiegt assume a new, spiritual
significance: combined with the praying figurese tbhepherd adopts another role,
that of spiritual guide. Of course these must dlsaread alongside the verses. The
imagery of the role of a dice, for example, is aasily expressed in the static cube

and is better referred to explicitly in the text.

‘Tribulatio ditat’ (Tribulation enriches) (vol. B6), like the emblem above, expresses
life as a trial that must be endured. Here, the dugondition is likened to grain, in
this instance the process of winnowing. The feytdind renewal of crops symbolised
eternal life in the previous emblem and is a compfexe symbol for hope. In the
pictura a disembodied hand holds out a thresher above goaire ready to separate
the grain from the stalks. Figures in the backgdotimesh grain in a barn and carry it

towards a barque on a river.
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Gabriel Rollenhagemlucleus emblematum selectissimor@vlogne: De Passe, 1611), p. 96.

We are, the verse tells us, like the grain whicsuigject to ‘maint coup de fleau’, also
victims of ‘beaucoup de peinnes’. The basket inghgraving sits ready to collect the
seeds/souls once they are separated from thelsAtatlies. The Latin contrasts the
material wealth of the farmer with the spiritualakié of the suffering Christian soul
and thus, paradoxically presents suffering as @ip@shing. This contrast is missing
from the French which draws instead the comparisetween the resting piles of
grain and souls received in Heaven. The tone ofteach is coloured by images of
punishment and judgment such as ‘fleau’, and aggfers to ‘les justes’ and as such
is more emotive than the Latin. This emblem is ppgheven more effective than
those previously examined at expressing the misktlye human condition. Here, the
threshing imagery, the picture built up of repeabedtings, is particularly apt at
graphically reinforcing the idea of the constanftgguency, and nature of the trials

that befall mankind

Both the Latin and French verses echo the prodesashing that is depicted in the
pictura and introduce the idea of benefit in human terfigs is, however, clearer in
the French which refers more closely to the proa#sshreshing than the Latin,
concentrating not simply on the process of sepagdtie grain from the chaff but also

on what happens after when the grain is ‘mis eimamceau’ to rest. Similarly the
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Latin speaks vaguely of the good that sufferingndsiwhile the French makes this
more explicit and introduces the idea of heaveat,r'Seront receus aux cieux, leurs
demeures certainnes’. Furthermore, the inclusiocertainnes” introduces a tone of

positivity, of certainty that is missing from thatin.

The agricultural imagery seems, at first, fairlyagihtforward and easy to decipher
but, once again, understanding the spiritual sigguifce depends on reading the
pictura alongside the verses. In particular, once mois,iit the more emotive French

that this spiritual message is clearest.

Group three: Outcome

The final group considers the fate of the Chrigdamer. The mixture of threatening
and hopeful tones noted in the analysis of the abgnoups of emblems is, not
surprisingly, reflected here in this group in whiemblems evoking the sinner’s fate
of punishment and hell stand in contrast to thesesssuring messages to the faithful

Christian to have hope of redemptdf.

Punishment

In ‘Sequitur sua poena nocentem’ (His punishmelhbvics one who does harjr(vol.

1, 57) we have an excellent example of the synéhekithe past and present. The
image, of a man strapped to a wheel, is a compgeklind graphic reminder of

thankfully outmoded practices of punishment. Thierdion to detail renders the

18 See in particular also: emblems one, twelve, ebint fourteen, twenty, sixty, sixty-three, sixtyi
seventy-two and ninety which all comment on the faftthe sinner/Christian.
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subject all the more sympathetic: the agony ofrtfa@ on the wheel, for example, is
only too well expressed in the sharp portrayal isf ibs sticking out through his

chest. This attention to detail reveals an undedstg of the effectiveness of the
power of the image to elicit an emotional respoasd implies a reliance upon the
attraction of the image. The inscription ‘Ixion’ ¢ime pedestal on which the wheel sits
is the link to the past’ Behind this foreground figure various crimes avetfayed: a

man is held at gunpoint, another man is attackdatevahwoman holds up her hands in
despair. On the hill in the far background, reinfog the warning, a man hangs from
the gallows beside another wheel completing theréitive landscape of crime and

punishment.

Gabriel Rollenhagemucleus emblematum selectissimor(t@blogne: De Passe, 1611), p. 57.

The Latin confirms this image not only assuring thader that just vengeance always
follows a wrongdoer but also emphasising the sw#tof this retribution. There is a
slightly different emphasis in the French, howewehich targets the ‘impenitent’.
The assumption here is that everything man dotariged with original sin and that
those who do not repent will suffer God’s wrathmiarly, while the Latin equally

has a classical tone and refers to the goddessni$lpment, the French refers to the

217 As a result of sins committed against Juno, Jupitaished Ixion, condemning him to be strapped

to a perpetually turning wheel of fire.
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‘main de Dieu’. Furthermore, the French echoesnibtgon of punishment expressed
in the pictura. The wrongdoer will not simply be punished: helwihdergo ‘un

tourment rigoureux’.

The God portrayed in the above emblem is remintscdénthe God of the Old

Testament, quick to exact punishment on the subjedto incite his wrath. The

realistic engraving reinforces the impact of thpeas of physical torment (reiterated
in the concise Latin), while the spiritual ramifiias are expressed in the slightly
more expansive and emotive French. The imagergrisgps more realistic than often
the case in Rollenhagen’s emblems and yet itrstjlires some contemplation. While
on one level much of the meaning can be undergteidrom the image, some of the
spiritual nuances, such as the targeting of ‘imigens$’ can only really be appreciated
upon consideration of the verse. In particularisin the French verse that these

subtleties are expressed, in, once again, moreartetms than the Latin.

Hope

While many of the above emblems may seem rathakhietone, a number highlight

the importance of faith, and, furthermore, appratedy for a Protestant work, link this

with hope. Indeed, despite the strong overtonestabution to many of the emblems,

on the whole both books remain fairly positive.afde number of the emblems in the
two volumes urge the reader to have hope and fryeemblem that warns of God's

wrath and punishment there is another that spefadtemal reward.
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‘Fiducia Concors’ (Harmonious trust/fidelity) (vak, 86), for example, presents the
combination of faith and grace promoted by the é4taints. The praying man in the
image kneels in front of a stick with a hand attihye of it, which, given that an angel
flies alongside, we take to represent the handamf. Ghe praying figure we assume

to be asking for God’s mercy.

Gabriel Rollenhagerjucleus emblematum selectissimori@ologne: De Passe, 1613), p. 86.

The reader too is urged to place all of his orliagre in divine grace. The Latin verse,
for example, assures the reader that God refusgseloiple nothing and urges him or
her to trust in God. The French quatrain does ef#rrto God by name but, rather,
describes him as, ‘celluy la qui nous a rachatt&hie reason for doing so is an
important one. Speaking in such terms underlinesi##btor relationship that man has
with God and once more creates a more emotivettarethe Latin. God'’s grace, this
emblem reminds, has already bought man back orgeitgoromises, will not fail to

do so again.
The last lines of the French, similarly to the batinderline the importance of faith,
‘Car jamais les fidéles ne furent rejettés / Qucardoient leur foy a sa grace

benigne’. The choice of tense is an interesting leere. Rather than continuing with
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the straightforward, didactic imperative with whitie French quatrain begins, the
past historic and imperfect tenses are adopteleriinal two lines. The effect is one
of authority, of speaking from experience of thetpaather than supposition of the

future, or accepted generalities.

The imagery is striking and bizarre, and, while #egel introduces a spiritual
element, the significance of this is not clear luhi verses are considered. These are

similar in tone, both reassuring the reader that @il provide.

‘Transeat’ (Let it pas} (vol. 1, 20) similarly offers hope in its assutarthat good
weather always follows bad. The semi-naked figutengpting to shelter from the
rain under a sieve offers up a visual joke to tkader which creates a light,
approachable tone. The good weather that is prahisseve assume, the promise of
eternal life. There is no hint, however, of the dageather to come in the image and
this, instead, is conveyed in the French verse, apaes la pluye, tousjours vient le
beau temps’. The inclusion of the word ‘tousjouss’comforting as is ending the
verse on these words which lend an air of finaitg of decisiveness. While there is
no explicit Christian significance in either thetinaor the French verses, it seems
plausible, in light of emblems such as the winngvemblem ‘Tribulatio ditat’,
where the suffering Christian is promised futurdiefe that this might be one
interpretation here. Once again, the French is rapretive: the weather is not simply
described as bad. While the Latin refers simplyh® storm as savage, the French
opts for a cumulative effect, listing ‘gresle, ‘fine’ and ‘rage des vents’. The
attribution of human emotions to meteorologicalditions is effective. Not only does

this create an aptly stormy atmospheric descrigtiant also implies displeasure, and
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consequently judgment, and, if we accept the wglidf a Christian reading of this

emblem, echoes the descriptions found in the Ofdaneent and Revelation.

The playful tone of this emblem colours many of émeblems in this collection. This
is not conveyed in either of the verses but ingintura. Both of the verses earnestly
urge the reader to have hope in the good weathasritee, and, once more, the tone is

more emotive in the French which emphasises thiengtatmosphere.

Gabriel Rollenhagemjucleus emblematum selectiséirﬁoi(l@ologne: De Passe, 1611), p. 20.

‘Flavescent’ (May they grow yellow/ripen(vol. 1, 44), however, adopts a different
approach to the theme of hope. Rather than lookivead to the future, this emblem
concentrates on the here and now emphasising teag#t God brings to the
Christian.?*® The sun (or God) in the image shines down on theases of wheat,
which, as we have seen, is a commonplace symbolirdnatuces the notion of
spiritual regeneration. Just as the sun causestibat to grow, God is also presented
as a life-giving forcé® This idea is explicitly expressed in the firsteliof the French

guatrain, ‘Le juste doibt croire que son afflictian fin se tournera en consolation’.

18 yveldman and Klein attribute this emblem to a sgyif the Stoics, ‘Perfer et obdura’ (Endure and
Eersevere), pp. 268-288 (p. 276).

9 We find a similar example in Guéroult, ‘Le Plongeovhere God's protection is likened to the
warming sun of the spring which ‘d'un beau verd gayé / chasse I'yver fascheux & Rheumatique’:
Le premier livre des emblem@s/on: Balthazar Arnoullet, 1550p, 21.
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The verse continues not by referring to the rolethaf sun but by comparing the
afflictions of life to the hard work of the depidtéabourer which will eventually be
rewarded, ‘Comme au bon laboureur son travail gk, lors qu'’il va moissonnant,
la campagne fertile’. Two interpretations are paisshere depending on the reader’s
knowledge of the bible. On the one hand, the foonscrops permits a secular
interpretation of bountifulness. On the other hatite many biblical references
linking wheat to spiritual regeneration and regtowermit a religious interpretation.
Once again, the onus is placed on the individuaake responsibility for his actions
and fate whilst it is simultaneously underlinedtve pictura that we cannot achieve

this without God’s help and guidance.

The Latin in this emblem is quite different fronetRrench. Rollenhagen refers in the
Latin simply to the passing of time and the sigmifice for the individual is not

apparent. The French is more specific: hintingratipstination, it targets ‘les justes’
in particular. Once again, the spiritual significanis much clearer in the French
which expresses the outcome in spiritual terms, fiBrse tournera en consolation’

Although care must be taken in a Protestant contéen talking of salvation not to

express it as some kind of reward, there is somsesi this emblem that salvation
not only offers relief from the trials of life bubat it renders this very existence
meaningful. As ever, the reader is inextricablyoired in the process of deciphering.
It is he or she who must piece together the suthedparts and, indeed, is required to

draw on personal banks of knowledge to do so.
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For the most part the emblems in these volumesegomeneral Christian truths.
There are, of course, a few which step over thisindary and enter more
denominationally specific territory. Certainly tpersonal views of the authors with
respect to study, for example, colour more thaeva émblems in this collectidi’
On the whole, however, the majority of the embleimsthis collection remain
denominationally non-specific, touching on themashsas the quest for virtue, or

eternal life and as such would be palatable to Pothhestants and Catholics.

It has been suggested that this audience was aitesane: the many, unexplained
classical references, it could be argued, wouldiiregan educated reader. | would
suggest that while this may be true of the Latie, Erench, although equally situated
in the classical arena, does render the embleraertee extent more accessible. The
religious significance, for example, tends to bedenanore explicit in the French.
Furthermore, this is often felt more strongly ire tRrench which tends to strike a
more emotive chord, appealing not simply to theleg'a intellect. The frontispieces
foreshadow this to a certain extent: the allegbrécal classical figures of the Latin
indicate well the tone of the distichs. The moreoBwe French verses, often coloured
with notions of sin and punishment, are equallyeetl-introduced by the sinners

Adam and Eve eating from the tree of life.

One must also take into account the structure ettilections and the way in which

they are to be read. The French verses (whichhrétai Latin motto) appear, not after

220 Klein and Veldman, pp. 268-288 (p. 278).
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the Latin, as one might expect, but, as | said apbovmost copies collectively at the
beginning of the book, in a wholly textual sectouite separate from the pairings of
image and Latin distichs. While one could argue Having the reader encounter this
section first points to a preference for text; lukbdisagree. | would argue that the
vernacular verses are separated precisely to etistréhe opposite happens, that the
French does not detract from the primary focus I tmage. The reader is
encouraged to contemplate each image alongsidendam upon his or her linguistic
capability, the dense and enigmatic Latin, befareihg back to the French for more
pieces of the puzzle. This is not achieved in gointurn of the head or flick of the
eyes. The pages of the book must be physicallyetyrslowing down the reading
process and forcing the reader to focus his oraktention on just one emblem at a
time. A chronological, linear approach to readiagnterrupted as the reader jumps

forward and back in the book.

What does become evident during an examinatiorisfdorpus of emblems is the
extent to which the details in the engravings agaificant. Whether set against a
realistic pastoral background, or featuring lessiliar, more symbolic iconography,
even the most innocuous of details can be sigmfiead, often, full comprehension

of an emblem hinges almost entirely upon theseldeta

With respect to the iconography and the structdirdh@ engravings, the main theme
generally occupies the foreground. These cengaldis are set in natural, or pastoral
surroundings, which, on the one hand, add charich, @m the other hand, provide a
platform for the quite detailed secondary figurésese may be fitted to the context

(such as lovers walking arm in arm in an emblenthentheme of profane love), but
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may visually be unrelated to the central abstraatifnga burning candle and a fly). It
is upon this disparate nature that Peil comments:
The foreground of a picture can represent diffegatial pictures side by
side, which, while possessing an informative valtieheir own, are only held
together by the integrative power of the frame \hice landscape provides
and which they all sharé!
On occasion these secondary or background figuegerm no other role than to add
some local colour but, more often than not, thegypan important part in the
semantic layering. This, as Peil suggests, worksore than one level. These details
may complement the main theme, provide an exaroplelaborate in some way:
The background can be made up of an irrelevant skapk, or can
contextualize the element of meaning; but, in aoldjtit can also provide a
second element of meaning (above all in the forrmaroéxample) or anticipate
by means of suitable motifs the interpretation Whg usually supplied in the
first instance by theubscriptio®*
The role of the reader must not be overlooked im phocess. It is up to the reader to
jump betweerpictura and verse piecing together clues. An individudbskground
and intrinsic beliefs will necessarily influences hinderstanding and ‘reading’ of an
emblem. In the case of Rollenhagen, for examplier fmiblical knowledge permits
the reader to fully grasp the many biblical allmssiavhich remain unidentified. This
is, of course, particularly true of the kind of agbnship between reader and text
identified in the earlier Protestant examples leheaxamined. In all of these the reader

must figure out the meaning of the details of tim@ge which all contribute in some

way to the overall meaning of the emblem.

221 peil, 255-282 (267).
222 peil, 255-282 (275).
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In Rollenhagen, therefore, we find mentally stintimig enigmas which require input
from the reader. These, for example, assume aqugwknowledge of the bible and
classical mythology. Rollenhagen thus presentsdader with a synthesis of past and
present which the reader must unpack. The procéseauling is important in
unravelling the meaning of the emblems: the re@le@ncouraged to puzzle out the
meaning of the image and Latin distich before tugnio the somewhat clearer and
more emotive French. It is this attention to deaaitl the intriguing way in which this

interacts with the text that renders Rollenhageniblems so compelling.
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Chapter Five

Berthod: A Franciscan Following a Jesuit Model

A self professed Franciscan (the title page ackedgés ‘le R. P. Frangois Berthod,
Religieux de I'Observance de S. Francois’ as tite@a) Berthod was writing at the
peak of Catholic emblematic production, just foyars after Hugo'®ia desideria

and, in many ways, hiEmblesmes Sacrg1665) is typical of the style of Catholic
emblem being produced at this time. However, dedpérthod’s proudly announced
Franciscan allegiance, the evidence of the Jeseditational style is clear and it is

this which makes hiEmblesmeso interesting.

The Franciscans played an important role during Goeinter-Reformation in the

sixteenth and seventeenth centuries, rivallingzbal of the Jesuits in the struggle
against the Protestants, frequently suffering mdaiyn in England, the Netherlands
and Germany. The Franciscans in fact comprisectbrders, the Friars minor, the
Friars minor conventuals and the Capuchin friamkrsown because of the distinctive
shape of their hoods. In all cases, they followdabdy of regulations known as the
rule of St. Francis, in particular, similarly toetlpractices of other orders, shunning

worldly belongings and taking a vow of chasfiy.

23 For more information about the Franciscans seet Reest,Franciscan Literature of Religious
Instruction Before the Council of Trefiteiden: Brill, 2004); John R. H. MoormaA, History of the
Franciscan Order from its Origins to the Year 150kford: Clarendon Press, 1968).
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A parallel can be drawn between IgnatiuSpiritual Exercisesand Berthod's
Emblesmes sacreboth in terms of thematic content and structurertti®d’'s
collection is broken into two sections, the firgtol, the Premiére partie and the
second book, th&econdeartie, and we find emblems contemplating sin, focusing
on Christ (in particular the Ascension) and highligg mysteries of the Christian
faith. The firstpartie contrasts the vices and virtues of man while #wsd focuses
primarily on spiritual gain and on the example dfri€t. The first section, with the
emphasis on sin, corresponds to tioée purgativeof the Spiritual Exerciseswhile
the secondpartie corresponds to theoie illuminative (whereupon the meditant

considers the example of Christ) and vée unitive (the contented soul).

The structure of the individual emblems also clpsellows that of the meditations in
the Spiritual ExercisesBerthod follows the ‘standard’ French verse of émblem
(which appears below the picture on the verso) wifitrose summary and a one-line
Meditation At the top of the picture is a citation in Latifhis is usually based on a
biblical passage which is explicitly acknowledgbdt, on occasion, is a reference to
the sayings of Saint Augustine or Hugo. These artuin succeeded by a motto, a
French version of the biblical passage or citatang aPremier point Second point
Troisieme pointResolutionand finally anExemple(all in prose). The threggointsand
theresolutionfulfil each stage of the Ignatian four-part metiia while the Latin and
French mottoes, which are both signalled by Berthgdcoming from the same
biblical reference, reflect the new leaning, proadoby the Jesuits, towards scriptural
authority which had begun to be brought more toftlheground in Catholic ideology
during the Counter-Reformation. The picture forrhe ¢compositio lociof Ignatian

meditation, while the verse and prose correspondhto variouspoints of the
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meditation. The correspondence between the stegtof the two texts is perhaps

best demonstrated in a table:

Thematic structure

SPIRITUAL EXERCISES

BERTHOD

Purgative way

» Contemplation of sin.

Premiére partie
* Vices of man v. virtues

llluminative way
» Jesus as an example
Unitative way

» Desire for Jesus

Seconde partie
* Jesus as example

e Spiritual outcomes

Structure of individual meditations / emblems

SPIRITUAL EXERCISES BERTHOD
Prayer
15 Prelude Pictura

» Composition; seeing the place

» Visual representation

2" Prelude Verse
* Subject Prose Summary
Meditation (Latin)
Motto (French)
1°' Point £ Point
2" Point 2%Point
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39 Point 3% Point

Colloquy Exemple

* Think of example of Christ

Although theSpiritual Exercisesnclude a prayer (which is not present in Berthod)
and Berthod’s emblem contains mottoes and quostinissing from theSpiritual
Exercisesthe structure is otherwise closely similar. Funthere, the Latin motto,
engraved in a scroll at the top of thietura (the French motto follows th@cturaand
verse/prose and not in the usual titular positienjisually considered to be part of the
pictura. This element can, therefore, be ignored in a comsparof the two texts,

bringing the structures of the two works even aldsgether.

While the division of the book into two parts tlestho the organisation and thematic
progression of the&Spiritual Exerciseswould suggest that the emblems contained
within this work should also be read in sequenhgs is in fact not necessarily the
case. There is no clear linear progression from emélem to the next. However,
while the organisation of the emblem might not bat tformalised, there is, in the
grouping of the first and secoiparties a certain amount of organisation, both within
each section and between the two. Thus the seemtids describing the soul’s joy in
the redemptive love of Christ follows on from thetial section which underlines
man’s sinful nature. Within each section, the ppshseemingly random arrangement
of individual emblems results in a peppering of &mis on the same theme
interspersed with those on often related themesat\his achieves is a cumulative
effect: section one, for example, contains emblemshe theme of sin, virtue, and

mortality of man. The constant repetition of thdeemes within this section is
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effective. This increases the impact of these tlsear&d, furthermore, ensures the

reader is receptive to the emblems which comearfdghowing section.

In order, therefore, to fully appreciate the kegrttes explored in Berthod’s collection
of emblems as wide and varied a selection as dessibst be analysed. These will
drawn from each of the two sections, and will balgsed in detail. This will, on the

one hand, reveal all the nuances and underlyingnekeassociated with these main
topics and, on the other hand, will permit a dethiéxamination of the structure of

Berthod’'s emblems.

Premiére Partie

Emblems in this first section range from those hgitting the innate sinful nature of
man to those praising the virtues the sinner shoultivate. As a result, this section
corresponds to the first of the three stages ohtign meditation in thé&piritual
ExercisesThis first ‘week’ (understood in its metaphoricainse with the addition or
omission of days being possible) is known in 8peritual Exercisess the purgative
path. During this initial meditation the exercitastencouraged to focus on himself,
on the ugliness of his sins before continuing im fibllowing stages (the illuminative
and unitive) to focus on the example of Christ. Eanis within this group in
Berthod’s collection not only focus on sin but atee temporal nature of man while
some contrast this sinful nature with desirabléueis and others explore the nature of
the fate that awaits the sinner, devoid of thes®ies. Each of these four themes will

be considered in the following analysis of Berttsoeinblems.
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Temporality

The collection opens by undermining man’s arrogameminding the reader of the
temporality of human existence, a theme, which adhiave seen, colours many of the
Protestant and Catholic examples in this study. |[®DMisere, de la Naissance, & de
la fin de 'homme’, the fifth emblem in Berthod'®ltection, is no exception and,
indeed, builds upon the four previous emblems whilslo highlight the temporality
of human life. This emblem is a particularly stniggi emotional presentation of this
theme. A reference to Genesis (‘And out of the gbthe Lord God formed every
beast of the field and every foul of the air; amdught them to Adam to see what he
would call them'§** situates the frailty of human life firmly in comte from dust we
will return to dust. The verse expands upon theajdeiterating that we must return
from whence we came, but, other than attributing fiéct of life to a heavenly decree,
in fact adds very little to the motto:

Par un arrest du ciel, tout homme doit mourir,
Et retourner au lieu dont on la veu sortir,

[..]

Et dedans le cerceuil en cendre se resoudre.

What the verse does do is direct the reader’staiteback to the disturbingly graphic
representation of a human corpse in ghetura, ‘Nous voions que son corps doit
avoir mesme sort’. The true horror of this embléss in this image. The process of
reverting to dust is presented visually to the ezad the corpse which appears to be
simultaneously in three stages of decomposition. that remains of the torso,
stripped of its flesh, is the skeleton, while worlmsrow in and eat away at the

remaining flesh on the bottom half of the body. Téet have disappeared (both flesh

224 Genesis 2. 19. Unless otherwise stated, all aisabjssmblems is my own.
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and bones are missing) leading the reader to ppesepthat they indeed have turned
to dust. The three parts (motfoictura and verse) complement each other, thereby
reinforcing the point that they are making througpetition. No new information is
added at any stage but, although so far only a compiace has been communicated,
the combination of these three elements is impoitapreparing the reader for what
comes next. The initial idea has been planted amdarced in the mind of the reader
ready to be built on in the following pages. Furthere, the disturbing image (which
the verse refers us back to) prepares the readaiarally to be more receptive to the
longer meditation that will follovi® What is achieved through this repetition is a
build up and reinforcement of ideas and this istiooied in the short prose summary
which initially repeats the message of the firseéhsections and, in the same way as
the dances of death do, holds the skeletal figirdeath up as an example, ‘Ce
Cadavre montre quelle est la fin de I'Homme, & qoenme il vient de terre & de
poussiere, qu’il faut qu’il retourne dans le meses¢at’. Berthod builds on this by
introducing the commonplace idea of equality intdeajue les Roys aussi bien que
les plus simples de leurs sujets, doivent avoir mesme fin, parce qu’ils ont eu une

mesme naissance’.

225 For more on the dances of death see, André Ceryises danses macabrg®aris: Presses
universitaires de France, 1998).
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Francois BerthodEmblesmes sacréParis: Loyson, 1665), pp. 30-36.

The meditative section highlights God’s ultimatderand the pitiful nature of the
human condition in the opening lines, ‘Considerae gostre naissance est un neant,
gue Dieu a crée 'homme du limon de la terre’. Weeondpoint continues by
reemphasising this and advising the reader thatdwer forget this, that he should
keep this always in mind and the reader is thusennadeptive to the advice carried in
derisory words upon which thpoint closes, ‘Vous humilier sans cesse devant Dieu’.
The troisiemepoint seeks authority by pointing the reader towardsuahrabridged,
simplified version of the teachings of Saint August on this matter, and
simultaneously pulls together the advice profferedthe first two points of the

meditation and that expressed in the image anudise:
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Considerez avec saint Augustin, que le plus excellmoyen de vous
empescher d’offencer Dieu & de vous éloigner duhgea’est de penser
souvent que vous devez moufft®.

Not only must the reader keep in mind that he thing but dust: he must also reflect
upon his mortality which, we are told again, is ‘amet du Ciel irrevocable’. This,
Berthod affirms, is the most effective method totpct against sin. This is reaffirmed
in theresolutionwhere the reader is urged to pray to God thatoeld never forget
his own mortality. What Berthod achieves is a laygrof ideas. Building upon an
initial premise, he reinforces this through repetitand builds upon the complexity of
the message by introducing a new concept at eacje shereby achieving the dual

goals of memorability and persuasion.

Having firmly established the desired concept ia thind of the reader, Berthod
continues by setting this in a biblical contextyiathg his reader that the sayings of
Job on birth, life and death should be kept firinlynind as an example when reading
this emblem. The book of Job talks of suffering:dhfutes the theory that suffering is
divine retribution for human misdeeds and offerlas®, courage and hope in the
example of Job. The central premise is positiveich reward awaits those who
endure the vicissitudes of life with patience ammurage, a reward that will
compensate them fully for all they have enduredabee of sin. Aside from this
reference, Berthod gives no further detail as t® tlontent of Job leaving us to
presume that a certain familiarity with the bibletbe part of the reader was assumed.
This, largely descriptive, section expands upon \tiseial portrayal of man in the

pictura, verbally describing man in the wider context of life. From the moment of

226 For more on Augustine and his philosophy regardiegth, see: Donald X. Burfugustine’s
World: An Introduction to his Speculative Philosgptianham, MD: University Press of America,
1996), pp. 11-36; Christopher KirwafiugustinglLondon: Routledge, 1989), pp. 60-81.
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birth (qui se fait dans la plus vile condition @& les animaux) until the last breath
when ‘la puanteur de son Cadavre rebute ceux quit lle plus aimé’, Berthod
examines the weakness of human life. This sectionldc not fail to elicit an
emotional response from the reader filled as with graphic descriptions of death,
poetically likened to the ebb and flow of natuenfin un homme mort [...] c’est une
vapeur qui se dissipe par un peu de vent, c’estrosge de Soleil enlevée’. These
images of dew and smoke blowing in the wind ardaiet biblical and find their
source in Hosea 13. 3: ‘They shall be as the mgroioud, and as the early dew that
passeth away, as the chaff [that] is driven withwhirlwind out of the floor, and as
the smoke out of the chimney’. Such descriptiomsrat always subtle and Berthod is
not afraid of bombarding his reader with an accatioh of negative concepts in
order to create the desired effect:

Le progrez de sa vie est plein de soins, de sodiaisjuietudes, de travaux, de

dangers, de miseres , d'infortunes, d’accidenpairretez, de souffrances, de

douleurs, d’injures, d’'ignominies, d’affronts & tleutes sortes de tribulations,

& la fin ne nous donne que des horreurs, des $8s& des pleurs, & des
lamentations.

The desired effect is of course is to prime theleeapredispose him emotionally for
the moral of the emblem which, reminiscent of &re moriend;j urges the reader to
resist sin by meditating upon his own death. has only the imagery in the passage
from Hosea which complements this emblem but th&eca within which it is set
that renders it particularly appropriate. This pags follows a condemnation of
sinners and idolaters and so, while on the one hbhedpassage provides emotive
descriptions of human mortality, it also providbg,association, a concrete example
of non-Christian behaviour. Memorability is ensurtdough the accumulation of
ideas which reinforce the images presented in mit&ali sections of the emblem.

Beginning in this way prepares the reader emotipreth for what is to come in this
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section and for what is to come in the collectisnaawhole, whatever the order the

following emblems are read in.

Sinful nature

The constant repetition of negative descriptionthwespect to man’s life in the
emblem above is echoed in the following twelve emid which all focus on the
sinful nature of mafR?’ Seven of these twelve emblems, following the lemdhe
emblem above (qui se fait dans la plus vile coaditie tous les animaux) present the
corrupt nature of man visually as an animal, eadiin focusing on one of the seven
deadly sins. Let us examine just one of these. Embthirteen, entitled ‘De
I'impureté’, is on the subject of lust and is atmadarly good example of these
emblems focusing on sin. The goat remains a popQlaiistian symbol for the
damned and is based on Christ's own words at the dapper when he talks of
dividing the sheep (his flock) from the go&t$Giving the example of the goat in the
pictura, Berthod continues in the verse to draw the paraiélveen man and beast:

Tout ainsi qua ce bouc, le peché deshonnete
Porte le coeur de I'homme au plaisir de la beste.

227 The number twelve, of course, is an important nemnib the bible. It is, amongst other things, the
number of disciples, is associated with rule, anthé product of three (divine perfection) muleoli
by four (world and creation). In a renaissance exinthe number twelve also carries significance
reflecting the twelve houses of astrology.

228 Matthew 25. 33.
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‘De I'impureté’ Frangois BerthocEmIses gacre{aris: Loyson, 1665), pp. 90-
96.

The significance of the image up until this posnot at all clear. The goat, although
easily recognisable, stands alone in pietura. A common symbol of lechery it is
particularly when it is considered alongside thetmand the verse that the spiritual
significance becomes clear and the goat becomesthorg more than just a common
farmyard animal. In this way, thgictura adopts a role similar to that in some of the
Protestant examples. However, this parallel islsgedut to the reader, ‘tout ainsri’,
undermining his role in making this connectidme prose summary further makes
this comparison explicit, likening man abandonedusi to ‘cét Animal brutal [qui]

n'a presque point de bornes’.

While the verse and summary emphasise the sinyilagtween lustful man and the
goat in thepictura, the meditations which follow broaden the scop¢hefemblem to
consider the consequences of such behaviour. Ttediint, for example, highlights
the gravity of this crime claiming that ‘c’est cglqui est le plus déplaisant a Jesus
Christ’, and ending quite ominously on a generainvay that such sinners should be

‘précipité dans les enfers’. The secquaint continues by further emphasising human

205



mortality, and, encouraging the reader to keep itnisnind at all times, suggests
constant penitence as a safeguard, ‘vous humdies sesse devant Dieu’. Reminding
the reader in the followingoint that, ‘I'lmpureté se commet non seulement par les
oeuvres, mais encor par les pensées’, thus impligitderlining God’s omniscience,
Berthod ends this section with an authoritative e@nd to his reader to, ‘Examinez-
vous la dessus!, quite in contrast to the morer@gghable tone of many of the

Protestant emblems we have examined.

Up until now there has been no real contemplatibrihe ramifications of such
behaviour. The idea of punishment has already etoduced, the verse speaks
vaguely of ‘les fleaux de la justice’, and the fifgoint as we saw above more
explicitly links this to hell, but much of the pridocus has been on the nature of the
sin. Specific examples of this justice are expr@saethe thirdpoint Here, Berthod
consolidates the vague threats of the earlier mestivith examples of biblical
disasters taken from the Old Testament. Beginninguoking the flood sent during
Noah’s time to destroy civilization, perhaps thestdenown example of divine
retribution today, Berthod ends on the unsettling fc’est aussi pour cela qu’ily a
tant d'ames dans I'enfer’. Berthod moves, therefin@m the general ‘historical’ to
the general present and thus successfully makes Godth a matter for personal
concern. The advice given in thesolutionis of a practical nature advising avoidance
of all ‘occasions qui portent a ce peché’, ‘la fregtation de personnes qui peuvent

donner de mauvaises pensées’ and ‘la lecture degaisdivres sur ce sujet’.

Other than the flood, Berthod gives two furtherrapées from the Old Testament of

God’s wrath as th&xemple Beginning with the story of Sichem, who, alongshds
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whole family, suffered the fatal consequences af ditions, Berthod then, in the
second half of this section, discusses the aduttemymitted by David. While David
does not lose his own life, neither does he estapsh punishment, ‘Dieu qui ne
voulut point laisser ce crime impuny, chastia Daséderement: Il fit mourir 'enfant
nay de l'adultere sept jours apres sa naissand¢es gunishment would have been
worse and David himself would have suffered frome'unfinité de maux’ if ‘Dieu ne
luy eut fait grace, en consideration de la pengegg’il avoit fait de I'adultere qu'il
avoit commis’. Despite the dire warnings containedall of the emblems in this
group, therefore, repentance is presented as mgfenan a way of tempering his fate.
Along with personal prayer and other outward mamtdeons of personal faith,

repentance was one of the new areas of emphasisef@atholic Church post-Trent.

The spiritual significance of the image may notabdirst clear but the reader is not
left to puzzle this out on his own. The paralletieen the image and man is drawn
for him in both the verse and the later prose. &Hast two points are not simply
repetitive, however, and expand this notion soméwdaonsider the nature of this
sin and how it may be avoided. Thus the idea ofighument, introduced early on in
the verse, is focused on in more detail in therlat®se sections of this emblem.
While the biblical references lend an air of auitypthey also undermine the role of

the reader leaving little to his or her imagination

Virtue
Contrasting with the previous group of emblems Wwhacus on sin are the emblems

interspersed throughout this section which focusidne. These cover a range of
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themes like types of virtue (such as diligencelaw this virtue might be achieved.
Some, such as emblem twenty-eight, ‘De la Diligemee nous devons apporter au
travail de notre Salut’ (2. Par. 19. 7), offer the@mple of virtue as preventative

against the fate of the sinner.

Francois Berthodzmblesmes sacréParis: Loyson, 1665), pp. 204-210.

Berthod begins his verse by immediately directimyreader’s attention towards the
pictura, which depicts a crane holding a stone in one ckav from indicating the
importance of theictura, this, in fact, undermines the role of the visaiadl offers, in
the very first line, a verbal summary of the imagrgr cette grue on voit qu’il faut
toujours veiller'. The significance of the stonecbmes clear: the crane holds this
stone which drop if the crane falls asleep. Theerdaecame a commonplace symbol
of vigilance due to the myth surrounding them whlw#lieved that some cranes

performed the duty of sentry, holding a stone ie éoot to avoid falling asleezfl?

229 A translation of a twelfth-century Latin bestianptes the following behavioural patterns of the

crane: ‘they pick up stones of a moderate weighgite themselves ballast. [...] Cranes keep a
watchful guard at night. You can see sentries planean ordinary way, and, while the remainder of
the comrade army is sleeping, these march roundramdd to investigate whether there are any
ambushes being attempted from anywhere. [...] Theapkbemselves awake for their sentry go by
holding stones in their claws, and share the nigdtthes equally, taking over in turn.” : T. H. Wit
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We find early ‘secular emblems which feature aneras the central motif. Alciato
(1549) for example praises not the vigilance, Iet diligence of the crane in ‘Qui
s’emende dict en ce point. Qu’ay je faict trop, gau, ou point?’ In this he warns
against ‘trop faire’ with respect to sin and ‘pofaire’ or ‘trop peu faire’ with respect
to duty, giving the example of the crane who fliesrying a stone to prevent itself
from making no headway and to stop adverse guets frarrying it off coursé®
Johannes Sambucus uses the same example in hlarlyintihemed emblem, ‘In

labore fructus’ (156433

The spiritual ramifications of this diligence anepeessed in Berthod’s verse which
ends by reiterating the importance of both the maysnd spiritual, ‘Car qui veut des
vertus acquerir les tresors/ [...] Il y faut traveillet desprit et de corps’. The prose
summary offers confirmation of the above analydist as the crane ‘porte une Pierre
dans son Pied, gu’elle tient en l'air pour s’emmctie dormir’ so too should man
follow this example, ‘[elle] nous montre la diliges que 'Homme doit apporter aux
choses de son salut’. To fall asleep, we see flosnexample, equates to laziness, a

lack of alertness with respect to maintenance estul.

The exhortation to diligence, the emphasis placethe individual's responsibility in
preserving the purity of his soul carried in thisldem, is more than faintly evocative
of the subject matter of many of the Protestantlemb that | have examined, not
least those of Rollenhagen. The constancy of thestdn heart symbolised by the

determination of the crane calls to mind, in paitc, those emblems by Rollenhagen

The Book of Beasts being a translation from a Lb#stiary of the twelfth Centu(Bath: Alan Sutton,
1992).

230 Andreas Alciato,EmblesmegLyon: Bonhomme, 1549), p. 38.

31 Joannes Sambucuses EmblemegAntwerp: Plantin, 1567), p. 207.
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advocating perseverance. Both authors emphasisetitefor a sustained effort over
time and link this to the acquisition of virtue. Rollenhagen, however, while some
stress the need for perfection, the majority undeerthe possibility of achieving this
and emphasise the futility of man’s efforts. A gneamber of his emblems, as we
have seen, suggest that, tainted with originalainhat man produces will inevitably
be flawed and he will never achieve the perfechiertesires. Nevertheless, in spite of
certain failure Rollenhagen underlines the impar¢aof perseverance. This is in
contrast to Berthod, who in the above emblem, bidignks actions with spiritual

outcome.

The meditative section that follows, however, addsew element. While the verse,
image and prose summary emphasise the duality of fma spiritual and physical
nature, the threpoints concentrate on the precise nature of this physispect and
link this fundamentally to the spiritual. Descrigiman as a ‘serviteur’ of God, the
first point underlines his subsequent duty to obey. Berthotieg upon ‘les Loix de
Dieu’, the Ten Commandments, simultaneously cagyiorward the implicit
association of vengeance should these not be atiher8erthod speaks of a reward,
‘la recompense qui luy est promise’, and confirmet,t'il n'y a que I'action dans les
choses saintes qui nous puisse faire possederagiPathus, with the emphasis on
actions, firmly positioning this emblem within tlgarameters of Catholic doctrine.
The parallel is easily drawn between the rewardH®er speaks of and paradise: the
key role of actions in the acquisition of this imderlined and thus a causal
relationship between the physical and metaphysscaktablished. Berthod continues

upon similar lines in the following twpoints
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Le marchand qui met tous ses soins pour s’enridains son Negoce;

'Homme d’affaires qui travaille sans cesse pouguaeir du bien, 'Homme

de Lettres qui n’étudie que pour devenir s¢avant.
All these figures are criticised as being ‘oysitsvant Dieu’. Berthod’s dismissal of
these achievements is rooted in the religious conpiace of vanitas earthly
achievements remain just that. Berthod continudis thie theme of work, this time in
an agricultural context, as a positive exampleookhat a Christian should be turning
his attention, presenting cultivation of the virfeGhrist as a metaphor for cultivation
of the Christian soul. This imagery, Dominique Reslres writes, was associated

with the Jesuits: ‘The missionaries described tledves as field or vineyard workers,

or as pastors; they were labourers fearsome to?iell

Despite the initial connotations of wrath and veargee introduced in the firgloint
with the mention of the ‘Loix’, this emblem is mbspositive in tone. It may contain
a hint of a threat (we see this in the thpdint, ‘il est vray que Dieu donne sa
malediction a celuy qui y travaille avec negligéhdaut all threepoints and the
resolutionultimately present the idea of eternal life agwaard that can be earned. A
certain amount of progression in the developmenthif idea can be traced: the
possibility of this reward is introduced in thegbpointsand is more firmly presented
in theresolution ‘la recompense qu’il [Dieu] vous a promise’. Thagdvation moves

from the realm of the imaginable to the more cotgcrealm of the attainable.

Man'’s role in this process is further emphasiseth@Exemplewhich Berthod takes

from the New Testament. Berthod recounts the parabthe lost sheep, evoking the

232 Dominique DeslandresExemplo aeque ut verb@he French Jesuits’ Missionary World', The
Jesuits: Cultures, Sciences, and the Arts 1540-1#d3 by John W. O’Malley et al. (Toronto:
University of Toronto Press, 1999), pp. 258-2732il).
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shepherd’s delight and relief upon finding it, I€st si heureux que de la rencontrer,
gue ne pas pour en témoigner sa satisfaction; prémd sur ses épaules, & tout
triomphant de joye, il revient en sa maison’. Ithis we can read God’s equal joy at
refinding a lost soul, an idea that Berthod, latethis emblem, expresses explicitly,
‘le retour de cette seule ame a Dieu, produira datie Cour celeste une joye plus
agreable que celle gu’elle recevoit de tous ceuxeqtoit en grace’. Berthod grants
his reader what we might think of as a celestiak-siote here. While initially

exhorting his reader to be as the crane, alertuamdavering in its diligence, Berthod

here acknowledges the weakness of the human comditnd permits his reader
temporarily to falter in his diligence. Not only livihe Christian be welcomed back
into the fold after a slip, but, we are told, walinost be received more joyfully than
those souls that never stumble. In permitting leiader to err, Berthod does not
contradict the message of the first part of thelembbut, in fact, in the spirit of the

Counter-Reformation, creates the image of a Godereém welcome a repentant

sinner.

Throughout the reader is manipulated emotionalrtiBod begins by frightening his
reader into compliance then reassures him witkexlagnple taken from the New
Testament. Once again, little active intellectm@lut is required of the reader who,
instead, is pulled in through a combination of @weotanguage and repetition of

ideas.
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Punishment

The last few emblems in this group focus on maats,fthe horrors that await him
should he continue to live in a sinful manner ahdnsthe exhortations to virtue
expressed in the above group. Within this groupfiwe emblems highlighting the
unpredictability of death or painting a picturewlfiat happens after this death. All
underscore man’snpuissancen face of death and the very unpredictability afd®
retribution which is expressed in many of these ite1is the sinner’'s fate just that

little bit more.

It is, for example, the gritty realities of hellathare evoked in emblem twenty-one,
‘De I'Enfer’. Man the sinner is, once again, reésfito in bestial terms in this emblem
which portrays two horned beasts consumed in & pér ‘C’est I'enfer ou sen vont

les ennemis de Dieu’, the verse tells us, confighiime parallel between the horned
beasts and sinners. The verse is vague as to thiésag hell, referring simply to ‘les

tourmens Eternels’, and concentrates instead orhasiging the eternal fiery nature
of hell. Thus hell is ‘plain de feu’, ‘Eternel’, dnthose who are thrown there are
‘Preparés pour jamais dans ces feux redoutablesthBd remains vague about the
precise nature of the torments awaiting the sinwéile at the same time repeatedly
emphasising the infinite nature of these, and phigluces a feeling of anxiety in the
reader. While the prose summary (Vous voiez iaidige de I'Enfer destiné pour les
Malheureux qui ont vécu dans le crime, & qui somrts1dans la disgrace de Dieu.)
reads almost as a word for word repetition of teesg, the firspoint, once again, is

considerably more detailed. The initial state afiaty in the reader is heightened in

this section through the use of emotive languagh si$ ‘rage’ and ‘désespoir’, and,
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even more worryingly, this firspoint builds upon the idea of eternity so clearly
introduced in the verse. Hell, Berthod remindsrbeder, is,

I'endroit ou s’execute la Justice de Dieu, ou s&cegr & le merite du Sang de
Jesus-Christ n’entent point, ou le repentir & ledoa n’ont point de lieu.

In stressing this aspect of hell as being a pldgedgement devoid of God’s grace
Berthod also gives his reader a sobering remindeth® irreversible and eternal
nature of hell. Here, even the blood of Christlegilin sacrifice to redeem man’s sin
is powerless to save a soul in hell. The previamblem warned that life must be
consistently well-lived, that last-minute regrebaghe death-bed does not suffice and
this idea is reinforced in this emblem. The reddavarned to repent before it is too
late, for, according to Berthod, repentance angifeness have no place in the arena

of hell once judgement has been passed.

Francois Berthodzmblesmes sacreé?aﬁs Loyson, 1665), pp. 148-155.

Having emphasised at some length that hell is atennd inescapable, Berthod turns
his attention in the secommint to the nature of hell. An example from the scripsu
is sought as an authoritative proof and hell is@ntéed to the reader as ‘une Terre de

misere’. The exact nature of the torment that aieé sinner still remains imprecise
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but we do learn that this punishment will be imneeasd both physical and mental,
‘la grandeur des peines [...] qui affligent toutes ferties d’'un corps, & toutes les
puissances d’'une ame miserable’. Almost as if Bertanticipated interjections of
complaint from his reader at this point, the foliow lines adopt an apologetic,
defiant tone. In so doing Berthod creates a diaddgetween himself and his reader
thereby securing the interest and attention of reader. If, Berthod argues, the
goodness and justice of God are accepted as beiegual quantities, then so too
must the rewards promised to his followers be dgdah degree by the punishment
meted out to those who ignore him:

Que la bonté & la Justice de Dieu étant égales,e&pouvans point en lui

souffrir d’inégalité; qu’ainsi comme sa bonté donamex Bienheureux des

lolanges infiniment au dessus de leurs meritesmmé@ene sa Justice fait

souffrir aux damnées, des suplices & des tourmdinsment plus grands que
leurs crimes.

While this phrase may serve as a brief justificattd the very existence of hell it
simultaneously reinforces the horror of this whingts been built up in the culmination
of the previous parts of the emblem. The idea oftspl recompense, which Berthod
carefully constructs in the first part of this samte, is equally as carefully broken in
the second half: punishment will not be equal ® ¢hime butgreater And so this
phrase renders the fiery punishment of hell asiegiple to the slightest sinner as to
the greatest. If the punishment is greater tharsiineas Berthod suggests, then, the
reader is given to assume, this must be the fatdl sinners regardless of the crime.
Having unsettled his reader with his emotive amdyfidescriptions of hell, Berthod
here directs his message to the individual andtgdime finger at every one of his

readers and reminds them of their common fate.
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Berthod develops this further in the thipdint to analyse one aspect of the mental
suffering experienced. Aside from the physicaluwet the greatest torment Berthod
considers to be ‘celle du dam’, or the loss of ined¢ which results in ‘la haine
irreconciliable entre Dieu & Ame’. The supposititiehind this, we assume, is a
notion expressed in many of Berthod’s emblems, sagHFortitudo simplicis via
domini’, 3 and indeed those of many of the Protestant ayttimasthe Christian soul
can withstand any amount of torment if supportedd@md’s grace. Projected from
God’s protection into a relationship of hate witbd;zthe misery of the Christian soul
knows no bounds. The word ‘irreconciliable’, whicimderlines the irretrievable

nature of this relationship destroys the last slofeabpe refuting the eternal nature of

this punishment in hell.

Once again Berthod’'s emblem is very effective. Timages are uncomfortable,
evoking, through emotive language, the eternal émtnof the Christian soul in hell.
Once again relying on repetition to drive home ¢hiesages, Berthod also appears to
contradict in this emblem the implied assurancéhefemblems in the firgiartie of
the power of repentance. He underlines here theg am Hell not even God’s grace
can penetrate and in so doing, by urging his res&mle@epent before it is too late,

creates a sense of urgency that carries the resuieg.

The tone is once again authoritative: Berthod assutine role of teacher or preacher
and the reader, as a result, that of pupil. Thissipa role is key in preparing the
reader to be receptive to the message of this embldtle new is learned here: the

nature of hell was and is a universal idea: the@sdBerthod expresses would have

233 5ee chapter two, p. 99 of this thesis.
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been commonplace. His insistence on these is antesit to his desire to frighten his
reader, to involve him emotionally in a subjectttr@ready present in his or her

consciousness, only becomes effective as an afiptted emotions.

Seconde Partie: Penitence

The first group of emblems that open ®econde partief Berthod’s collection echo
the structure of thépiritual Exercisesand focus on repentance, a theme that has
already been introduced in the previous group oblems. The majority of the
emblems in this second part focus on themes superEtence, sacrifice, observance
of the sacraments. All of these reflect aspects damonstrations of personal faith
that the Council of Trent had placed renewed emnipl@s Beginning this section by
highlighting the importance of temperance, a notisa have previously seen
expressed in Protestant emblems such as Rollensagjexieton/torch embleri? for
example, Berthod continues by interlocking emblemghe theme of penitence and
forgiveness (‘De I'Excellence des larmes verséeslg@anotif de Penitence’, ‘De la
Penitence’, ‘Du pardon de nos ennemis’) with otifersising on God, highlighting
on the one hand man’s duty, and on the other theyn@od shows to the repentant
Christian soul (‘De la Providence & des bienfaies dieu envers 'homme’, ‘Du

Respect que nous devons au saint nom de Jesus’).

While some of the emblems in this group adopt dlainstyle of image to those we
have just examined, portraying the workings of @mdugh a disembodied hand, we

find two new patterns of iconography in this setti®ollowing the tradition of the

234 See chapter two, p. 89 of this thesis.
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Schola Cordi&* which shows the charactersAsfiimaand Divine Love acting upon a
heart, many of the emblems in Berthod’s collectiso focus on a disembodied and
suspended heart. More unusually sopieturae are more abstract than the usual
realistic scenes found in Berthod, and are thusigms more similar to the more
symbolic imagery found in the Protestant emblergsfdr example, Rollenhagen and

Friedrich.

Emblem thirty-six, for example, ‘De I'Excellencesd@armes versées par le motif de
Penitence’, quite clearly builds on the theme diifgace. Thepictura features two

eyes crying, as the central motif, above whichsiine shines.

Francois Berthodzmblesmes sacréParis: Loyson, 1665), pp. 268-274.

While the meaning of the motto may seem obvious, thrse seems to suggest
something different. ‘Pour avoir de la joie il fasémer des pleurs’, the first line
asserts. This idea is continued in the second iwfech reaffirms, ‘Pour jouir des

plaisirs, souffrir mille douleurs’. No mention isathe to penitence in these lines which

convey instead the optimistic commonplace foundbath secular and religious

235 Benedict van HaefteiSchola CordigAntwerp: Bolswert, 1629).
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emblems alike, often expressed, as in Rollenhagsie'se emblem, Transeat’, in
meteorological terms that good weather always Wdldad. Here, the message is not
so much one of hope (though the outcome promised ositive one) as one
underlining a causal relationship between suffeand joy. In Rollenhagen’s emblem
the good weather is presented as an assurancdterf tiengs to come. In Berthod’s
Catholic emblem, the suffering is essential: inelivith Counter-Reformation
emphasis on personal devotion the implication herthat some form of personal
suffering or sacrifice must be endured before amgd lof spiritual relief may be

experienced.

The precise nature of ‘joie’ is defined in the ecahtwo lines of the verse, which,
expressing the heavenly rewards, also underlinedise of this, ‘C’est par la que du
Ciel nous rencontrons la voie / La tribulation di@iire nos desirs’. Although very
concise, these two lines clarify significantly timeaning of this emblem. Tribulation,
we are led to understand, is something we shoukirajeis something that is
necessanfor our salvation. The causal relationship betwseffiering and reward is
further neatly emphasised through the structurehf verse. Explicitly based on
Psalm 126.5, ‘They that sow in tears shall reajoyy the first and last couplets are
mirror images of each other, pivoted around the axithe central two lines which
specify the generalities and impart Christian digance,

Pour avoir de la joie, il faut semer des pleurs;

Pour jouir des plaisirs, souffrir mille douleurs,

C’est par la que du Ciel nous rencontrons la voie.

La tribulation doit faire nos desirs;

Ainsi semant des pleurs, on recueille la joie,
En souffrant des douleurs on trouve des plaisirs.
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The precise nature of this suffering, however,as alarified in the verse. Other than

in the motto, no mention has yet been made to sipemitence and the parallel

between motto and verse is elucidated in the susnmhich follows. Once again, in

the spirit of the Counter Reformation, the impoc&f penitence is emphasised:
Ces Yeux qui [...] versent des Larmes, nous sigrifigme ceux qui les
répandent sur la terre pour les Pechez qu’ils @mirgis, trouveront leur
consolation devant Dieu.

This idea we have seen previously in the emblemd#lbgo and Quarles both of

which lamented the lack of time available for refpace.

The power of repentance is further underlined mghemier pointwhere Berthod
exhorts his reader to repent, promising that, laeses leur ouvrent la porte du Ciel'.
Berthod finds authority in the bible attributingighsaying to ‘I'Evangile’. Having
completed this initial, brief consideration of sihesecondooint ushers the reader on
to a contemplation of Christ’s sacrifice, undergagrin the first line that, ‘le Fils de
Dieu nous a racheté dans la Croix par son Sang. mbtivation for these tears is
attributed to God, ‘par son inspiration il nousfei verser’. Tears of repentance are a
result, then, of a combination of an appreciatibthe example of God and the gift of
His grace which inspires us to repent. Intifeésieme poinBerthod elaborates on the
vague reference to the Scriptures he makes inrgtg@bintand offers his reader three
specific example of tears of repentance in theebililis her tears, we are told, that
rendered Mary Magdalene a friend of Jesus, thes tetuSt Peter that secured his
pardon and those of Ezechias that led to his ferggs. This emblem is fully in
keeping with the increased Catholic emphasis orapen Thispoint finishes on a
didactic note, by reiterating, once again, thdgstaussi par ce moyen la que nous en

recevrons la voye lors que nous l'avons perdué ngar crimes’. This last line is
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important for it qualifies somewhat our understaigdiof the emblem thus far.
Repentance alone (as Berthod maintains in emblesntyaeight, the crane emblem)
is not sufficient to secure salvation: rather réproe, the desire to atone for one’s
sins, gives man the strength and the motivatidioltow the path of righteousness no
matter how often he may stumble and lose his wag. dmniscient nature of God is
implicitly underlined in the finatesolutionwhich warns against shedding tears other

than tears of repentance as being ‘en mépris deeaditvine bonté’.

Theexemplehere again, offers a concrete example of theonstexpressed earlier in
the emblem. Here the reader is presented with they ®f St Peter, which was
mentioned briefly in the thirghoint, in more detail. Summarising briefly St Peter’s
denial of Christ, Berthod concentrates instead estdbing in some detail the nature
of Peter's acute grief and repentance. Above aek,elt is the duration and all-
consuming nature of the grief that is emphasised.
En quelque lieu qu'il aille ses pleurs I'accompagnd fait nager son lit dans
les larmes, & les fait entrer dans toutes ses r&ti®'il regarde le Ciel, il
pleure d’avoir trahy celui qui lui en avoit donres|IClefs; si ils considere la
Mer, il pleure d’avoir desavolé celuy, qui d'un pe Pescheur, I'a fait le
premier Pilote du vaisseau de son Eglise; s'il ge$ Compagnons, il pleure
d’avoir esté plus foible gqu’eux; s'il voit des Feres) il pleure qu’une
Servante I'a fait tomber dans le malheur ou il mente; s’il se chauffe, il

pleure de ce que devant le feu il a commis cétlilerparjur [...] Enfin toutes
les actions de sa vie sont remplies de larmes.

Every aspect of Peter’s life is occasion for hinrépent. Each and every action is a
trigger for meditation upon his sin. The implicatifor the reader is clear. Just as
repentance must be heart-felt, and not considesed kst-minute attempt to buy
salvation, so too must it be consistent and maiathievery step of the way through

life.
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While, as in the previous examples, the readetiliggaided step-by-step through the
meditation, he or she is called upon more in thiblem. The spiritual significance of
the crying eyes, for example, although obviouslgv&ying sorrow, is not clear until
both the verse and commentary are also considdreda striking, unsettling image
perhaps more at home in thmcturae of some of the Protestant examples, and
requires some initial effort from the reader. Hoee\this initial puzzlement is short-
lived as the text clarifies precisely the lessanbé learned. The textual elements, as
in the other examples, once again build upon edlcbrostep-by-step a new idea is
introduced in each new section, and, in the purdugibsolute clarity, these truths are

made concrete in an irrefutable biblical example.

Sacrifice

A further aspect of personal devotion that was araged by Trent as an outward
manifestation of faith was self-sacrifice or comgdasacrifice. Emblems fifty-three and
fifty-four, both discuss sacrifice, and, the icoreyghy of these being so similar, | will
consider them together. Although the idea of sedtnaint is a theme, as we have seen
in the analysis of Rollenhagen’s Protestant emblé&aiypso means limited to the pages
of Catholic works, certain kinds of self-denial aself-sacrifice are themes much
more strongly associated with Catholic doctrinedeled this is a notion we have
encountered before in Berthod’'s emblems, in pddicin ‘Fortitudo simplicis via

domini’**® and ‘De I'Excellence des larmes versées par léfmetPenitence’.

236 5ee chapter two, p. 99 of this thesis.
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In keeping with the theme, emblem fifty-three, ‘Mi@nt que nos pensées doivent
étre en la Croix de Jesus-Christ’ and emblem fiftyr, ‘De I'amour que nous devons

avoir pour la Croix de Jesus-Christ’, focus upamdhucifix as a central motif.

Francois BerthodEmblesmes sacr¢Paris:Loyson, 1665), pp. 396-408.

The cross or crucifix is an immediately emotive ginbut the inclusion of the
initials ‘INRI’**” above which celestial rays shine down, really emsjge Christ's
sacrifice. The flowers and the heart nailed to daghof the cross in emblem fifty-
three, we deduce from the verse to be represeatatithe faithful subject’s thoughts
and heart being concentrated upon the cross,

Quand mon pensée y court, je sens mouvoir mon goeur

Inseperablement ils vont tous deux ensemble,

Sur cette Croix divine adorer mon sauveur.
The cross, in Berthod’s depiction, does not singdyve as a reminder of Christ's
sacrifice. It becomes, in both emblems, not justcais of grateful remembrance, but a
symbol of the example the reader should follow. Ppined thoughts and hearts in

both emblems become a visual representation, sbtojuthe process of meditation

237 Jesus Nazarenus Rex Judaeorum.
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(what we have here, in the emblematic equivalentthef compositio logi is a
depiction of the process undergone during this wtage of meditation) but of the
practical, physical implications this has for thdriStian. If emblem fifty-three
underlines in thexemplethe reason for adoring the cross, it does sormgef debt,
‘Nous vous adorons, 6 Croix! Parce que vous ave®pelui qui a racheté tout le
genre humain’. Christ, Berthod asserts, has boomgirt out of sin. It is the Christian
duty, therefore, these lines suggest, to honour the evb&sh is presented here as the

symbol of this debt.

The personal investment necessitated by meditafitime cross is further conveyed in
emblem fifty-four, which, underlining the unique &io of Godly love, emphasises the
personal nature of the suffering that the contetigiaof Christ’s suffering imparts
upon the Christian, ‘Tout autre amour est vaijaetais notre coeur, Il ne peut rien
gu’en cette Croix trouver le veritable, Puisqu'gma en souffrant une sainte

douleur’.

The main focus of these emblems is the promiseteinal life. We can see the
importance the cross and the consequent assoaiatitim sacrifice hold in Berthod’s
Catholicism in the firspoint of emblem fifty-three:

Considerez que si la Croix du Fils du Dieu doieétobjet de nos pensées,

[...] parcequ’elle est le chemin de la gloire, quessalle il N’y a point de salut
pour les ames, ni d’esperance de la vie eternelle.

Emblem fifty-three is perhaps more didactic in tongging the reader repeatedly to
turn his thoughts to the cross, the preparatorymptavork having been laid. Emblem

fifty-four concentrates in more detail on the passpf Christ. If the previous emblem
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makes a cerebral appeal to the reader, here Bestiogts a more emotive form of
attack. Having emphasised the importance of thescio salvation in the first three
points the exempletargets the reader’'s sympathies. Focusing on Jaidtew, the
exemplegives an example of human, mortal sacrifice fithf&® The idea of debt, of
duty has already been introduced in the previouslemm and Berthod continues by
implicitly developing this sense of guilt, of indeldness, through the emotionally
loaded language and graphic descriptions of Chrsiffering:
Je vous salué, 6 Croix. Il [Jesus-Christ] a méplas&ie pour conserver la
nbtre, & y a voulu souffrir la mort pour nous readrapables de meriter le
Ciel; il a enduré une soif excessive, pour nousall®r par son Sang
precieux; il a souffert d’'une infinité d’infamies &humiliations, pour nous
élever dans la gloire; il nous y a laver par sargsd a été dépodiillié tout nud
pour nous revetir, [...] Regardons-y les coups ga’itegus, son sang qui
coule, ses yeux languissans, sa bouche péle, eséntdinée, son corps tout
percé & tout navreé.
Although both discussing sacrifice, neither of thesnblems explicitly recommends
this to the reader, preferring instead to focusnughee meditative contemplation that
Christ’s sacrifice is due, effectively driving hontlee magnitude and nature of this

sacrifice through graphic and emotive descriptidngplicit in this is the idea that

Christians should follow Christ’'s example and sufte their faith.

The verse and prose of both emblems once agaitfiedathe spiritual significance
but, again, the image is perhaps less descriptiem those commonly found in
Berthod. While the cross is an immediately emotpant of focus symbolising
Christ's sacrifice, it also somewhat engages tlagee intellectually as he puzzles
over the details of the hearts or flowers. In thesy the image plays a more similar

role to those of the Protestant examples examiadiee Similarly, the two images

23 saint Andrew was martyred on a saltire and is taithve preached for two days from it before he
died.
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complement each other, in the same way as do ersbtera to three and forty to
forty-two do in Béze’s collection. While Berthodismblems are much less visually
complex, the reading of emblem fifty-four, althougiot dependent on the
understanding of emblem fifty-three, is neverthelas extension or development of
this. However, despite this unusually increasedoigmce of the visual, the main
emphasis is still on the text which, once agairgllspout each nuance of meaning

before offering biblical proof of this.

The influence of theSpiritual Exercisesand Jesuit meditative techniques is clear in
this work, both in terms of structure (overall andividual emblems) and thematic
content. The reader, like the meditant of Exercisesjs asked first to focus upon the
image (orcompositio logi and to project him or herself upon the scene reelfi@ing

guided step by step through various stages of au@ufit .

Similarly, the iconography in Berthod, in keepinghwthe Ignatian model, is on the
whole fairly straightforward. The majority of thgicturae depict realistic scenes,
easily understood by the reader and thus elicaimgmotional, rather than intellectual
response from the reader. The verse immediatelpwbehe pictura generally

summarises the moral of the emblem, often direfgrring to the image, thereby
further undermining the role of the visual. Howevtitere are exceptions and on
occasion the image functions in a more similar wathat of the Protestant emblem

requiring more of an intellectual response.
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Whether this is the case or not, the main emphasil emblems is very much on the
text. From the initial point of focus of thaictura, Berthod pulls his reader along,
spelling out at each stage the key issues of théleam reducing the active
participation required. Eacghoint builds on the previous, repeats the earlier ngtion
and introduces a new concept thereby ensuringtland effect through repetition.
This reduces the active role of the reader whakenkith Rollenhagen’s emblems,
for example, is not forced to puzzle out the megmihthe emblem on his own. While
the intellectual effort may be reduced, there idistinct emotional appeal created

through the use of language and imagery which dppedhe senses.

And yet, despite the structural influence of thsultework, this work is perhaps less
overtly Catholic in tone than might have been etgx@cThere are of course instances
of what we might consider to be Catholic specijicthe emphasis on the crucifix and
sacrifice in emblems fifty-three and fifty-four atevo such examples. Similarly,
Berthod’s warning against studying blatantly coditts some of the earlier Protestant
examples that we have examined. Furthermore, isetlnblems (and in others)
Berthod links actions with spiritual gain, one dfet major doctrinal differences
between Protestant and Catholics. However, thenihajf the emblems in Berthod’s
collection do not fall into this category. We fiethblems on the transience of human
life, the sinful nature of man, the pursuit of ugt all of which are themes commonly
found, as we have seen, in both Protestant andof@attmblems. The emphasis
placed on repentance is, of course, indicativdhefahanges in Counter-Reformation
thought but this, as we have seen in the firstieecis also, not surprisingly, a
concept expressed in Protestant works. Indeedsithgarity at times can be quite

strong. In ‘De la diligence’, for example, Berthpitks up on an idea repeatedly
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explored in Rollenhagen of the need for perseveraBoth authors highlight the need
for sustained effort in spiritual matters and lihks to the acquisition of virtue. In a
similar vein, if we continue with the comparisorthwRollenhagen, we find emblems
by both authors considering the fate of man andrasting the suffering of hell with

the joy of heaven.

The similarity in theme between Berthod’s emblemd &rotestant examples is, in
part, due to their having a common source, theebibhis again is a result of the
changes in Catholic post-reformation thinking whiekemphasised the importance of
the Scriptures. This, of course, was a centralttefeProtestant doctrine. Where
Berthod’s use of biblical sources differs from tlsatsome of the Protestant authors
we have examined is in the labelling of these sesirtVhereas Montenay makes her
reader work to distinguish the biblical source,tBed cites these as the mottoes to his

emblems thereby, once again, further diminishirgattive role of the reader

Despite the Jesuit structural influence, therefarg] some exceptions, the majority of
these emblems express general Christian truthghdtamore, given the emphasis
placed on sin and the focus on retribution in mafithe emblems accompanied often
by iconography not too dissimilar to that foundRmotestant emblems, it could be
argued that many of the emblems in this collectwoould have been far from

unsuitable for a Protestant audience. It is, mdtenothan not, the relationship

between text and image and in particular the dishied, more passive role of the
reader in this relationship that sets these embbkgmast from the Protestant examples

we have examined.
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Chapter Six

George Wither: A European, Fusional Approach to Emitems

George Wither'sA Collection of Emblemeappeared in 1635 in England by which
point he had already produced a fairly impressiuenier of publication&® This
extensive corpus, Michael Bath affirms, ‘establdlmém [Wither] as one of the most
important seventeenth-century exponents of thedaiblyric’. Indeed, Bath highlights
Wither’'s success as a writer pointing to the refoortahis writings earned him as ‘an
inspired prophet of national events, and of theit®urcause in particular. The
importance of this author may be noted with hinldstgut contemporary reception of
Wither's poetry, Rosemary Freeman comments, wasaatarnt*° While Wither's
Collectiondid not perhaps attain the popularity of his otlerks, in particular that of
his later writings (it never ran to a second editjat should not, however, simply be
dismissed. Despite her initial criticism of thergtard of Wither's poetry, Freeman
points to the straightforward nature of his emblgmaerse, commenting that this
clarity ‘gave them considerable success as emblewes) though their ultimate value
as literature might not be very higlf® Bath further underlines the validity of
Wither's emblems when he says:

Whatever Wither’s reputation as a poet, however,siweuld not make the

mistake of assuming that the value and interesinoémblem book are solely

determined by the literary quality of itcriptura Nor should we judge the

success of the verses by criteria more approptoateriting of another kind.
[...] As with any emblem book, Wither's verses aretd a larger unit, and

239 For further details of Wither’s writings and foemeral biographical information see Michael Bath's
introduction to a facsimile edition of WitherBmblemegAldershot: Scolar Press, 1989), p. 1. See
also:A Choice of Emblemesd by John Manning (Aldershot: Scolar, 1989)

240 Rosemary FreemaBnglish Emblem Bookd.ondon : Chatto & Windus, 1948), p. 141.

241 Freeman, p. 141.

229



until we have registered the structure of this,uw# have not read them as
emblemg:*?

In a wider context, Freeman also comments on thierial nature of this collection of
emblems, highlighting the debt Wither, and indeké&aglish emblem authors, owed
to the continental tradition:

It is clear from any consideration of the developtnagf emblem books on the

Continent that their counterparts in England muestrédigarded as dependent
on, rather than contributory to, the general Euaop@ovement?®

Thus emblems are not only the sum of their pagBath notes, but also the product

of a fusion with continental traditions.

In Wither's case, his emblems are based aroungltites created by De Passe for
Gabriel Rollenhagen’sNucleus emblematum selectissimor611 — 1613), a
collection of two hundred emblems published in wetumes which | discuss in more
detail in chapter fout** Wither's Collection consists of four books of fifty emblems
each which reproduce De Passe’s plates in the sader as they appeared in
volumes one and two of Rollenhagem&icleus Books one and two of Wither,
therefore, correspond to Rollenhagen’s first volumwed Wither's books three and
four correspond to Rollenhagen’s second volumethEge plates, Wither added his
own verses and two-line mottoes, replacing botHeRbkagen’s concise distichs and
the longer, anonymous French verses which appedrdge front of some editions of

Rollenhagen’s collection. It is uncertain whetheith&r was familiar with the French

242 Bath, A Collection of Emblemep. 2.

243 Freeman, p. 47. Peter Daly also underlines thé Hablish emblems owed to the Continent in,
‘England and the Emblem: The Cultural Context oflsih Emblem Books’, inThe English Emblem
and the Continental Traditigred. by Peter M. Daly (New York: AMS, c. 1988), (dp60.

244 This initial collection was followed by a Dutchrseén containing all two-hundred emblems, the
Nucleus Emblematum selectissmori#fimhem: Jan Jansen, 1615-1617).
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verses in Rollenhagen. Rollenhagen’s original Latiottoes which were integrated
into the circular frame of the image were retainedile the Latin verses were
physically cut off. That Wither borrows the plates not in itself surprising.
Engravings were often reused due to a number ebrimcnot least cost, and, in both
instances here, the set of plates was being usdfdtestant ends. What is surprising
is the format he chooses for the book as a whalawidg upon another highly
influential continental work, Wither embellishesaumpthe format of a book created by

Jan David, a Jesuit author.

David’s Veridicus Christianusppeared in Antwerp in 1601. One of the earliestid
emblematic publications — Daly pinpoints it as ¢agliest emblem book by a Jesuit of
the Flanders-Belgium provincd™- it was also one of the most popular and
influential, contributing largely, for example, erman Hugo’s emblem books, the
latter being, according to Daly, ‘doubtless the tmmelebrated of all Jesuit emblem
publications™®*® Hugo's Pia desiderian turn, alongside th&ypus Mundiformed the
basis of Francis’'s QuarlesEanblemeg41635), the best-known and most popular of all
English emblem books. The influence of David wagstmot simply within Jesuit

circles but can be traced across geographical eandrdinational divides.

If, as Daly claims, Hugo was ‘read widely by Prodesgs and Catholics alike for over

two centuries®*’ then this may also be true of David’s book whicfitienced Hugo.

245 peter M. Daly, ‘Emblematic Publications of theulesof the Flanders Belgium Province to the year
1700, in The Jesuits and the Emblem Traditiaelected papers dhe Leuven International Emblem
Conference 18-23 August, 19%8l. by John Manning and Marc van Vaeck. (TurnhBtgpols, 1999),
pp. 249-278 (p. 252).

4% Daly, ‘England and the Emblem’, p. 253. In thisngaarticle Daly supports this claim statistically:
‘Herman Hugo's devotional emblems thus appearethénseventeenth century in at least thirty-five
printings in Latin, a further forty-two editions Dutch, English, French, German, Italian, Portugues
and Spanish’, p. 254.

247 Daly, ‘Emblematic Publications of the Jesuits’, B39-278 (p. 263).
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Dimler, when discussing the appeal of Hugo’'s emkléona Protestant authorship for
reworking, notes a ‘sermon-like aspect’ to the doding prose meditations, which,
he maintains:
Undoubtedly appealed to seventeenth-century Peotesstfor whom the
sermon with its emphasis upon man’s radical simfsgnand corruption of the
heart as a preparation for conversion had suclttecton*®
This same tone is indeed apparent in David’'s em&lebhese show up the many
vices of humanity and explore the subsequent raatifins of virtuous and non-
virtuous styles of living. Among the types of beilwawr lauded, in line with many
humanist themes of the time, are good parentingnhdship, respect for others (in
particular parents), not speaking ill of peopledalying in a state of grace. By
contrast, sins, such as pride, are criticised. EmbK, for example, similarly to

Sucquet’s emblem, contrasts the fiery pits of el heaven.

Jan David,\/eridicu christianugAntwerp: Moretus, 1601), pp. 30-33.

The format of David's and Wither’s books is whaalhg sets them apart from other
emblematic works. David included a lottery-spinaethe back of his book designed

to incorporate an element of chance into the repdfrthe emblem book. In David’s

248 Richard G. Dimler, ‘Edmund Arwaker's Translatiofi the Pia Desideria The Reception of a
Continental Jesuit Emblem Book in Seventeenth-Ggrifingland’, inThe English Emblem and the
Continental Traditioned. by Peter M. Daly (New York: AMS Press, 19§8), 203-224 (p. 204).
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book readers first choose one of the four evange(latthew, Mark, Luke and
John), represented traditionally with the facesfox, a lion, an eagle, and a man,
before spinning the dial. The wheel is inscribedhwiumbers from one to one
hundred. Upon stopping, four numbers are reveaadh behind a window upon
which one of the evangelists is depicted. Readatsmtheir chosen evangelist to the
appropriate window, which, once opened, directs tbader to the appropriate
emblem number. This introduces an element of aiitess which challenges modern
preconceptions of reading. Other than coffee-téoleks which may be dipped into,
modern reading generally adopts a sequential apprd2ollections of emblems were
for the most part not designed to be read sequignat to be perused at one’s will
and David’s system formalises this element of ckaAdthough some collections of
emblems, such as Sucque€femin de la vie eternell@nd Hugo’'sPia Desideria
were grouped more or less loosely in a (sometimegressive) thematic order, this
was by no means the general rule. Following on fidavid and Wither, later
seventeenth-century secular examples exist whiclude a spinner, testifying to the
popularity of this format. Botlies Graces divertissand649) andLe Palais de la
Fortune (1697) (although not emblem books), for exampléopa a very similar
system requiring their reader to choose a questan a list and then spin a dial to
direct him to the appropriate answer. These boadkshe titles indicate were intended
as light amusement offering ‘advice’ or answerseteryday queries. Indeed the
reader is advised ihe Palais de la Fortun¢hat, ‘Les réponses qui s’y trouvent, ne

doivent pas étre cri comme des Articles de EGY’.

249 Bath traces the use of books for purposes of ptiedi and divination to the mediev&lortes

Virgilianae. SeeSpeaking Pictureg. 7.
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Wither did, Freeman points out, have some resemsitabout drawing on David’'s
book, ‘Of the propriety of his addition Wither hatlis true, some doubts and found it
necessary to apologise for it at lengf?.Wither did not simply copy the format,
however, but adapted and refined this system. adst&f the four evangelists he
divided the two hundred plates from Rollenhagerofection into four books and
introduced a further spinner to fully optimise lamdom aspect of this initial choice.
Wither divided De Passe’s plates into four groupdifty emblems. Each of these
books he assigned to one of the four winds. Spqthie first dial points the reader to
one of the four winds and, therefore, to one of fie corresponding books. The
reader is then directed, upon spinning the secaadtd a number (between one and

fifty-six), 2

which refers him to the appropriate ‘Lotterie’ (e spells out the
personal significance of the emblem to the reaaled)emblem within that book. With
respect to the emblems themselves we thus find @libe motto (based on
Rollenhagen’s short Latin verses), the image (iidg Rollenhagen’s original Latin
motto), Wither’s thirty-line verse and, separakes tadditional ‘Lotterie’. This fourth
section is an addition to the tripartite emblematiticture pioneered by Alciato and
subsequently adopted by many of the early contal@mblem authors. With respect
to the added section Bath does note certain cottiesmwith Ignatian meditation,
both with respect to this additional section antlamdful of emblems where ‘the
verses move beyond the two stagesieikisand interpretation to a final section of
italicized prayer’z.52 This, Bath argues, echoes, to a certain exteatihitee stages of

Ignatian meditation, ‘which moved from tle®mpositio locithrough the meditation

proper in which the spiritual significance of thmages was unfolded, to a final

250 Freeman, p. 143.

%1 Of course there are only fifty emblems in eachkbothere are additional ‘lottery’ verses for all
numbers higher than fifty, all of which tell theader that there is no suitable emblem, or that tistm
try again.

52 Bath, Speaking Picture®. 5.
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colloquy’?*® The similarities with Ignatian meditation aside,this instance we find
the additional verses included not for clarificatibut in order to spell out the
personal significance of the emblem for the readeRrotestant, and particularly

Puritan concern.

Much has been made of Wither's Puritan status.rfaeein particular identifies an
underlying Puritan ethic, claiming that ‘the affias of Wither's emblem book are, in
fact, with the popular guides to godline®¥ She argues that Puritan virtues, such as
diligence, hard work and restraint, are praiseegaggdly throughout. Other than this
she gives no further details as to what she urawist by Puritan. Puritans, as |
explained in the first chapter, were a particuladgtical branch of Protestants, heavily
influenced by Calvinism, who were concerned witl thurification’ of the Anglican
Church and the removal, in particular, of papaluefce. While a Puritan audience
may have readily adopted the themes of many ottkatblems, the fact remains that
they were initially conceived through the collakaa of an Anabaptist and a
Lutheran. While Wither changes the emphasis somewhdis new verses, the
overall message of the emblems remains the sameeman’s argument then, that
these were specifically aimed to be Puritan in teeems less convincing. Freeman
also notes a ‘frankly anti-Catholic doctrirfé®, yet | would disagree. Other than a
couple of exceptions, there are very few emblemi&hvimay be considered to be
overtly Protestant and hardly any, which in my agincould be considered to be
explicitly anti-Catholic. Only one or two, for exate, ‘What ever God did fore-
decree, Shall, without faile, fulfilled be’, woulbpear to fit a Protestant doctrinal

profile because of the possible interpretatiorhefriotion of predestination:

253 Bath, Speaking Picture®. 5.
%4 Freeman, p. 142.
5 Freeman, p. 142.
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What ever God did fore-decree,
Shall, without faile; fulfilled be,

ILLvsTR, XXX

B A fh rha;cF#r :
Ak s by the Fig wre of km#-i‘ﬂi’ﬁg

e M artlyﬂww mdlttmyfmﬁrﬁ:
The ftare, of an Immi&-d’cma
And, how it differs, ﬁblﬂ lﬁtﬂiﬁ‘m
Which carnall underflandings, doe devife.

Far, thisimplies, that ev’ry thing, fo-comse,
Was, by a fteady, and, by cquall deowe,
Wei h d out, by Prw:d’m and , that, by Grace,
l:a-:h thing, each perfim, ev rym,md ;ﬁw
Had thereanto, 2 powre, and porion giver
Soproper to theirnature (and, fo evel
To that ju't meafire, wﬁlr:h, izht becan
The H"ﬂr}'.'i‘#ﬂ, and, the fth 33
As, beft m:gh; hr:lp.. thﬂﬁn‘rlmmg of that end,
Winch Guad's eternall wifedeme, doth intend.
And, though, I darenot be fo bold, as they,
Wim of God's Clofer,(eeme to k&pthtmj ;
(And, things, for abfu]mt: Decrees, declave,
Wh:ch eit c?&:’ﬁ,or, but Contingents are)
Yet,in his will-reveal d, m Ru m, f'ees
Thus much,of his Im
That, him, a4 Deome-eternall, m teth,
Who {corneth Mercie ; or, ionhateth,
Without Repenting « And, that, whenfoever,
A Stmer, vrue amendment, thall indeavour ;
Rewatle his Wickedne[fe, and, call Im‘grm
There fhallbe, Eorc'mpuIﬁ‘:M, time, and pl:lcc.
And, this, T hold, a branch of that Deere,
Whmh Menmay fay, (hall mever cbﬂgrd be.

George WitherA Collection of Emblemg&ondon: Allot, 1635) p. 95.
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Instead it is more reasonable to accept these emslds conveying general Christian
truths. For example, Wither, in ‘By many strokeattiorke is done, / Which cannot
be perform’d at One’ (Wither book 1, p. 29; Rollagken vol. 1, p. 29) on the theme
of perseverance, talks of a pathway:

[...]which doth leade

Above the highest things that Man can see;

And (though it be not known to all who tread
The common Tract) it may ascended be.

The idea of life as a journey is a universal omeglihg its emblematic roots in the
early secular work of Alciato. The image of lifeapathway to heaven finds its basis
in the bible and is again commonly (though, of seurnot exclusively) found in
works by both Protestant and Catholic autiiet<atholic author Antoine Sucquet,
for example, as we have seen, takes this premiaecasimon motif running through
each of the emblems in his wotke chemin de la vie eternellé&seorgette de
Montenay also develops this imagery in her Calvi@mblems, eighty-nine and
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ninety-four, entitled ‘Desiderans dissof#’ and ‘Facile Difficile™® respectively.

29

Az

George WitherA Collection of Embleme(tohdon: Allot, 1635), p. 29.

56 See Proverbs 4. 14: ‘Enter not into the path efwlicked, and go not into the way of evil men’.
Unless otherwise stated, all analysis of emblemsyi®wn.

%7 Georgette de Montenalgmblemes ou devises chrestientis®n: Marcorelle, 1567), p.89.

58 Montenay, p. 89.
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Perhaps unusually for a Protestant work, where| have highlighted in earlier
chapters, the visual element often plays a cerata) Bath distinguishes a preference
for text in Wither that, he argues, is underscaectarly as the title page to the work
where Wither claims to ‘quicken’, in other wordsdive life to the images, through
his verse$> This is reminiscent of Aneau’s words in his prefao Imagination
Poetique(1552) where he too suggests that it is his wands bring the emblems to
life, ‘de muettes & mortes [images] je les rendaaslantes, & vives: leur inspirant
ame, par vive Poé<€® implying that the images are the body of the embland the
words the soul. Freeman too highlights Wither'seligrd for the image commenting
on his preference for text: ‘this interest in dngi home the moral lesson far
outweighs Wither’s interest in the meaning of theyres’, and claiming that, ‘these
he often treats in a highly cavalier fashi6®'.This underestimation of the image,
Bath argues, is equally apparent in the tendentleoferses to deictic comment. The
verses generally begin by referring directly to fhietura, before drawing out the
moral significance of the image and finally pressmtthe reader with a personal,
practical application set out in the lottery. Rattiean affirming the role of the image
as an integral part of the emblematic unit, Batiuas the opposite in fact is true:
Paradoxically, such pointing suggests not the umitd closure of the
emblematic unit, but precisely the separation xff t@m the picture on which
it comments. Though the motive for sudéixiswas evidently to justify the
consistency, validity and authority of the intetpt®n (or as Wither would
have it, the ‘illustration’), such references afeaopiece with those deictic
comments in which Wither, instead of justifying tlwensistency of his

epigram with his receivegictura, openly admits the arbitrariness of his
interpretation.

259 Bath, Speaking Picturesp. 4. This dismissal of the importance of the gmaBath comments, is
reflective of a common prejudice against the visugd in England at this time, p. 177.

260 Barthélemy Aneaumagination poétiquéLyon: Bonhomme, 1552), a3r.
%! Freeman, p. 144.
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Indeed, Bath highlights in Wither a general feelofgwhat he terms ‘a scepticism
about the whole business of ascribing meaningsages’®? and points to Wither's
preface where Wither explicitly expresses his iigdénce to the image:
To seeke out the Author of every particuBmblemwere a labour without
profit: and | have beene so farre from endeavoditirthat, | have not so much
cared to find out their meanings in any of th&sgures but, applied them,
rather, to such purposes, as | could thinke offirat sight; which upon a
second view, | found might have beene much bettefédould have spared
time from other imployments.
As | highlighted in chapter four this could not ime@re different from Rollenhagen’s
approach. The French verse and especially the atiscriptioin Rollenhagen are
very concise, so concise, in fact, that the fullmiag cannot simply be gleaned from
the text. Image and verseustbe considered together thus uniting the emblematic
unit. Indeed David's emblems behave in a much memilar fashion to
Rollenhagen’s than to Wither’s. Like Wither he coents on all the elements in the

pictura, which like the image in Sucquet is labelled wéthkey, but pulls the unit

together in so doing.

‘Where Strong Desires are entertain’d / The Heavitkt Hope, and Feare, is pain’'d’
(Wither book 1, p. 39; Rollenhagen vol. 1, p. 39)ai prime example of Wither's
tendency to deictic comment. Both Wither's longerse and the French verse in
Rollenhagen’s version, ‘Speque metuque pavet t(dtbles with hope and fear’),
begin in a similar way. Both comment on the tormarthe heart; in Wither's case on
the ‘troubled Minde, ore-charged with Desires’, amdRollenhagen’s version on ‘un
cour bruslans d’amour’ as being caught between lamgefear. The concluding line

of Rollenhagen’s distich similarly talks of love bsing a mixture of hope and fear,

262 Bath, Speaking Picture®. 6.
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‘Spes est solicito plena timore venus’. This bataggpressed in Rollenhagen echoes
the arrangement of the central figures in fhetura which sees a smoking heart
positioned between a poised bow and arrow and ehoanThe anchor as a symbol
for hope is a commonplace rooted in the bible, @ébtew 6. 19, ‘Which hope we have
as an anchor to the soul'. Regarded since andimeistas a symbol of safety, the
anchor was adopted by early Christians as a syoftdwbpe in future existence. Thus
both versions begin by referring directly to themeénts in the image. Not content
with pointing to the details of thactura, however, Wither focuses the attention of his
reader on the picture to the extent that he desithe very mood of these elements,
ascribing, for example, a sense of anticipation:
[...] a Bended Bow;

To which a Barbed-Arrow seemed fixt,
And, ready from the Strayned String to goe.

George WitherA Collection of Emblemg&ondon: Allot, 1635), p. 39.

While in Rollenhagen’s emblem it is left to the dea to make the connection
between the imminent fear of ‘l'inconstance de dod’ and the bow and arrow by
noting the poised positioning of the bow and arrdMither spells this out for his
reader, and does so in no half measures, notingeasee in the above lines, not just
that the arrow is ready to go, but really emphagisthe imminence through

vocabulary such as ‘bended’, and ‘strayned’. Inde®dither continues later
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categorically to underline this relationship betwdear and these elements, once
again, directly referring to thactura:

The bowe and Arrow, signifie that Feare,

Which doth, perpetually the Soule affright.
We interpret a similar sense of constant agitaiiothe first line of Rollenhagen’s

version which offers an image of the heart as b&ogsjours agité’.

But this is where the similarity between the twasiens ends. Rollenhagen’s heart
burns, in both the Latin and the French, with lawat, desire. While the nature of this
love, is not explicitly explained, given the Lutharcontext and the motif of the
anchor, a Christian symbol, it seems logical tenpitet this emblem as an expression
of the turmoil of the Christian heart when afflidtby Christian love. The hope, then,
we can assume is the hope of eternal life, anéete the fear of not becoming one of
God’s elect. The central sections of Wither's emblen the other hand, present us
with a new, more general emphasis on the effectdesfre. Yet the nature of this
desire is less clear in Wither's emblem, whichheatthan strictly discussing the
Christian heart, seems to be discussing the efédédispe and fear on the human heart
in a more general context:

That they which are with strong Desires opprest,

(Though good or bad the object of them be)
The nature of desire, which is all too often regelcout of hand in other emblematic
examples as simply a cause of torment, or as aldistraction from religious love,
is carefully weighed up in this emblem and Withdirgees lead us to believe that a
certain amount of desire is in fact a necessaryadmraquirement:

[...] when Desire is curbed,
The Soule becommeth sad, and ill-apayd.
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This is the single greatest difference between émblem and that of Rollenhagen.
Both Rollenhagen and Wither’s readers are convirafetie constant turmoil of the
heart caught between hope and fear but Wither'deambips into the psychological
when he concludes that both emotions are necessanoderate doses for a well
balanced heart. Underscoring the effects of hop# faar on the heart, Wither
concludes that too much of the one results in despad, too much of the other
carelessness. Thus, ‘a Groundlesse-Hope’, the rdadens, ‘makes entrance for
Despaire’, while:

[...] Feare is otherwise the Sentinell

Which rouzeth us from dang’rous Carelesnesse.
The first person plural draws the reader in ansl &t this point that Wither drives the
moral of his emblem home to his reader, preparimgdr her to be more receptive for
the concluding lines, which, as in all his emblearg, indented, physically setting this
moral conclusion apart from the rest of the verse:

Thus, Both are good: but, Both are Plagues to such,

Who either Fondly fear, or Hope too much.
This is confirmed in the accompanying personaleénghe first lottery which
advises the reader that, with respect to fear ape,h

...thine Emblem, if thou please,
Instructs thee, how, to manage these.

While the majority of Wither's emblems follow thetpern outlined above of deictic
comment, there are a few exceptions. In ‘In deathdifference is made, / Betweene

the Sceptre, and the Spade’ (Wither book 1, p.Rdlenhagen vol. 1, p. 48) for
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example, we see a reversal in the stances adoptRdllenhagen and Wither. Wither
begins, having already introduced the concept aftality in the lottery verse, not by
referring directly to the image as is his wont, butcontemplating straight away the
moral message of the emblem, in this case the igo&men in death:

Let no man be so sottish as to dreame,

Though all Men in their Death made equall are
Rollenhagen’s emblem, conversely, refers, in bloghLtatin and the French, explicitly
to the central figures in the image of the sceptré mattock (pick) highlighting their
similarity and concluding that they are ‘en leun 8emblables’. This is a puzzling
comparison and unconvincing conclusion whose megisimot at all clear. It is not
until the second line that the question of monastintroduced with a reference to the
‘Parques’, shedding some light on these enigmaienimg words. The final lines of
the French focus upon the skull that sits betwdendsceptre and the pick in the
image. Stripped of its flesh (and we suppose thatwtorms in the foreground of the
image have fulfilled this gruesome role), this sladrves as a chilling reminder of
human mortality, of the anonymity of death, an idednoed in the verse which,
begging question over the origins of the skull, ireda the reader that regardless of
social background all men resemble each other palgiin death:

Car qui pourra dire, que ce crane hideux
Ait esté d’'un paisan, ou d'un Roy genereux.

George WitherA Collection of Emblemggondon: Allot, 1635), p. 48
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The sceptre, a symbol of power, and the pick, absyraf labour, thus represent the
opposing strata of humanity, the rich and poor.sTihiea of equality in death is
reinforced in the background details of the imaee pick and sceptre form a cross
in the centre of the image reminiscent of the @ddsones usually pictured beneath a
human skull. In the direction the pick points a pens funeral is portrayed: a
procession carries a body on a stretcher behintuecke. Following the direction in
which the sceptre points, we see an ornate tortibhgsitlose beside the church. This
visually reinforces the link between the physictlilautes of social standing and
death. Although the manners of burial are stiltidct these figures are all united in
the central, disturbing, classless figure of thenan skull which the final lines of the

French verse confirm.

Although Rollenhagen comments explicitly on aspedftthe image, the meaning is
far from immediately obvious and has to be teasddog the reader through careful
reading and contemplation. Wither, on the othendhammediately introduces the
idea of equality in death in the opening lines adb lverse, agreeing with
Rollenhagen’s emblem that, ‘all Men in their Deatlade equall are’ in just the
second line. The moral implications of this areoatsade much clearer in Wither’s
emblem: great men are warned to be vigilant inrthehaviour, to adopt, ‘What
thoughts and deeds, to him most proper be’, foy #re not exempt from the common
fate of man:

Since, nor Wealth, nor Title, can procure him
Exemption from the Doomes of other Men.
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The motivation for this vigilance, the reader asesmis spiritual reward (and
conversely punishment) although this is not exyicmentioned. For the poor in
Wither’s version, death is held up as a rewardcg@uelising force that will finally put

an end to their earthly suffering.

Although on the same theme, we see a clear differém approach and emphasis
here. Rollenhagen message is certainly situatea i@hristian context with the

inclusion of the church and the crucifix and yetlé@ves this as an undercurrent. He
makes no explicit mention of Christian concernsoaisged with death and instead
refers almost to the Dance of Death tradition whieeedeceased from all walks of life
are often depicted hand in hand. Wither, on thesrottand, has deviated to some
extent from his usual deictic style and yet hal stoduced an emblem of greater
complexity which almost contradicts that of Rollagkn, underlining, as it does,

divine redemption and damnation.

Similarly, Wither's lottery for ‘Time is a fadingdwre that's found / Within
Eternities wide round’ (Wither book 2, p. 102; Rolhagen vol. 1, p. 90) begins by
introducing the topic of the emblem by contrastihg eternal and finite. While the
French verse in Rollenhagen’s version begins bgctly referring to the central motif
of the flower, likening, with imagery reminiscerftRonsard, the fading bloom in the
evening to the ageing human body, Wither, on therhand, deviates from his usual
pattern, and, other than in the motto and the eeqy of the verse, makes little direct
reference to the image at all. Instead, he begirgiving the five different terms that
can be applied to time (‘eternitie’, ‘beginningtime’, ‘end’ and ‘everlasting’) and a

theoretical explanation of the nature of each.
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George WitherA Collection of Emblemggondon: Allot, 1635), p. 102.

If Rollenhagen’s flower symbolically represents thedy, then the coiled serpent
depicts the soul with its ‘aeternel cours’. Rollagbn’s text, here in Greek, also
draws this comparison underlining this dual aspeechan. This, the reader supposes,
is the promise of eternal life and indeed the failtay lines confirm this interpretation.
Just as the flower withers, the body ages then. diee body, and its decline are
presented as immaterial, as being merely ‘chosesagares’, and this transient aspect
is highlighted all the more clearly in face of tmmortality, the ‘aeternel cours’,
afforded by the soul. The final lines of the veesel on an openly didactic note, the
first person plural ‘devons’ pulling the readerand urging him to despise worldly

things and instead to pass ‘ceste vie en toutetedé in preparation for eternal life.

Wither agrees with Rollenhagen with respect to ititerpretation of the flower,

noting that it is a ‘Type, of Transitory things'utowhile both draw on the coiled

serpent, a symbol found in Horapolld*eroglyphica the interpretations of this vary

somewhat. Rollenhagen offers this coiled reptilehi® reader as a symbol for the

eternal nature of the soul while Wither, althougtiaining the idea of eternity

symbolised by the unbroken circle, instead coneg¢esgron the cyclical nature of time:
The Circled-snake, Eternitie declares;

Within whose Round, each fading Creature springs.
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It is the oxymoronic pairing of ‘fading’ and ‘spge’ with the notion of creation that
conveys the idea of regeneration. The cyclical amobf life and death gives hope

ensuring that this emblem ends upon a positive. note

For the most part, as Bath notes, Wither's motaresbased on Rollenhagen’s Latin
verses®® The longer verses too, as | have shown in my denation of the specific
examples above, generally follow the overall sesfsRollenhagen’s emblems quite
closely and yet function in a very different wajoaling Wither often to introduce an
added layer of complexity. There are, however, s@xeeptions, some instances
where the emphasis is perhaps slightly differemtwbere Wither deviates from
Rollenhagen’s moral to place his own interpretatipon an emblem. A comparison
of these is worthwhile: the changes may refledied#inces in approach or shed light

on different theological standpoints.

Emblem sixty-one, appearing under the motto ‘lerdib et spe’ (In silence and in
hopef®*in Rollenhagen (vol. 1, p. 61), and ‘They thatiope, and Silence, live / The
best Contentment may achieve’ in Wither (book 273), is one such example. The
picturafeatures a man holding a book in one hand ancheettie other on an anchor.
His mouth is padlocked shut and the French verserents on this. The lottery verse
in Wither once again introduces the main conceptgeldped in the longer verse.
There is no overt Christian significance in thigi&h short verse which instead links
silence with safety by contrasting this with thenglers of garrulousness and so gives

no real indication of the religious significancetlis emblem.

263 Bath, Speaking Pictures. 4.

284 \wither book two, emblem eleven.
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George WitherA Collection of Eblem: Allot, 1635), p. 73.

Rollenhagen urges his reader, on the other hantheirfinal line, to have hope and
trust in God, ‘Qu’il faut sans murmurer esperer stamment’. Similarly the Latin
links silence with piety and hop& Piecing together information from the verse, the
significance of the anchor (hope), and the padig@ns murmurer) soon become
clear while the significance of the book is notligzkout. It is likely, especially given
Rollenhagen’s Protestant authorship, that the repkesents the bible, the Word of
God, which, when considered alongside the prayiggré in the background we can
assume is an exhortation to the reader to sileathtemplate the Word of God and to

have faith in it.

One detail does seem incongruous however: thedfigurthe image is dressed in
monastic garb and leads us to question why Rolgermaa Lutheran author, would
depict a member of the Catholic clergy. This isemgain evidence of the light-
hearted vein that runs through many of Rollenhagemblems. On the one hand it
pays tribute to the monastic vows of silence, teglgiportraying the monk with lips

fastened by a padlock, while on the other it cooivigly conveys the Protestant belief

in the supremacy of the Word without the need fonhn gloss, something for which,

265 Orpnant mortales taciturna Sanctos,
Spes silet exspectans, danda brabea, piis’.
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as | have underlined, many Protestants criticised @atholic Church. There is a
certain parallel with Alciato’s ‘In silentium’ (183 which compounds this light-
hearted humour of this embleff!.Commenting that when an ignorant man keeps his
counsel ‘il est bien pareil au scavant’, he conetuthat silence is the best policy.
Readers familiar with Alciato could not have failewllink these two emblems and
cheekily see in the monk depicted in Rollenhageafsblem with his mouth

padlocked shut the embodiment of Alciato’s advic¢he ignorant!

Wither, too, promotes quiet contemplation. Interegy, he interprets the book, not as
a bible, but as a warning, ‘to retaine/ thy thosghithin the compasse of thy head’,
but broadens the scope of this warning to encomtpeswider social context. Rather
than simply advocating quiet contemplation of religs matters, Wither adopts a
more serious tone in this emblem, actively warraireg speaking out against ‘those
wrongs, and sufferings, which attend thine age’. 8&le interpret here a reference to
the religious turbulence and intolerance of thelyemiodern period. Oppression,
Wither warns, for one’s own safety, is not someghim be fought against:

For, whensoere Opression growth rife,

Obscureness, is more safe than Eminence;

Hee, that then keepes his Tongue, may keepe tas Lif
While on the surface both emblems promote silenceemcourage the reader to have
faith and hope in God, Wither develops this thearéher to give it immediate

contemporary significance.

Wither adopts a quite different emphasis in approéx ‘For that by which |

somewhat am, / The cause of my Destruction camétwappeared in Rollenhagen

266 Andreas AlciatoLivret des embleme®aris: Wechel, 1536), a8v.
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with the motto ‘Qui me alit, me extinguit’ (‘He whwourishes me, extinguishes me’)
(Wither book 2, p. 68; Rollenhagen vol. 1, p. 3®llenhagen’s version concentrates
solely on the theme of secular love. A cherubicdheathe image blows wind on a
burning torch and both emblems begin by referrmghis, underlining the fact that
although the wind is necessary for the spark tghaliso too can over-blowing
extinguish the flame. Rollenhagen then proceedbkbying this to love, suggesting
to the reader that just as the wind can extingthiiahwhich it ignites, so too does love
destroy what it creates:

Ainsi I’Amour tousjours d’inconstance le maistre

Cruel il faict mourir ce qu’il avoit faict naistre.
Indeed, the Latin distich condemns love even mamengly ending by referring to

love as an enemy, ‘hostis Amor’.

George WitherA Collection of Emblemggondon: Allot, 1635), p. 68.

The courting couples being shot at by Cupid in blaekground confirm that this
emblem focuses on the dangers of profane love.a\thdre is no explicit suggestion
made to the reader in the verse of the superiofityivine love, the church featured
way back in the distance in thmctura is perhaps a subtle, visual reminder of this

idea.
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Wither, on the other hand, concentrates not saalyhe theme of love, but on the
adverse effects of excess in general, an idea whichce again initially introduced in
the lottery. The embers are ‘kindly kindled by ate blast’ but are blown out by ‘the
self same wind, becoming over strong’. So too, rémeder is told are, ‘a Thousand
other things / As soon as they the golden Meaneeaxkc While, like Rollenhagen,
Wither also comments on love, perhaps more clesnign he comments,

But when their Love is overgrown with passion,

It overthrows their happiness, agen.
He also gives the example of monetary wealth, mgldipon the biblical idea of
‘blessed are the podf” giving his reader to understand the spiritual @asg
associated with too much money. The poor, he ratescharitable’ but, ‘becoming
rich, hard-hearted grow to be’. Wither concludessoynmarising the moral of the
emblem:

For, that which gives our Pleasures nourishment,

Is oft the poyson of our best content.’
These lines once again confirm the wider scopehisf ¢mblem that comments on

excess in general.

It is not, however, always through the verse thath& succeeds in introducing
changes to Rollenhagen’s emblems. By changing riiegé of emblem sixty-four
slightly, Wither successfully manages to reinterfRellenhagen’s emblem which
features a fly buzzing near the flame of a burrdagdle (a common-place symbol in
emblems) (Wither book 2, p. 76; Rollenhagen vop.164). Rollenhagen’s emblem is

on the theme of the pain of desire: The fly attdcto the flame burns itself in its

%57 Luke 6. 20: ‘Then he looked at his disciples aaid $Blessed are the poor for yours is the Kingdom

of God.’
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wish to be near the flame and this idea is visua#ipslated into human terms in the

background figures of the rider courting a woman.

U Gandle this afords an e,
E ik preofits 2 By g o Biple &

Gabriel RollenhagemJucleus emblematum GeorEé._Wi.therA__Coll_ec'tion of Embl-emes
selectissimorurfCologne: De Passe, 1611), p. 64 (London: All685), p. 76.

Wither has had the burning flame of the candle t#uedfly removed from the plate
used in Rollenhagen, and takes the unlit candtaefocus of his vers&® ‘A Candle
that affords no light, what profits it by day oght?’ asks the motto, underlining the
worthlessness of an unlit candle in the dark. Hetinaes in the verse to talk of
talents, concluding that those who are talentedussedtheir talent well are like bright
candles in the dark

Some, both by gifts of Nature, and of Grace,

Are so prepared, that, they might be fit

To stand as Lights, in profitable place;
The analogy with candles is continued throughoet \thrse, Wither expressing the
idea of talent in terms of light, concluding thhetlight of the most talented ‘may
much the brighter shine’. Similarly he likens takzh people in company to the
dazzling light given of candles, underlining theewglted position, in so doing,

suggesting that such people illuminate and brigtttese around them

%8 The plate used in Rollenhagen is modified here.
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And ev’'n as Lampes, or Candles, on a Table,
(Or, fixt on golden Candlesticks, on high)

To light Assemblies, Great and Honourable,
They, oft, have (also) place of Dignitie.

These talents, Wither attributes to the glory ofdGoalented people are blessed by
the grace of God, and, just as the candle illurem#hat which is around it, so too do
these talented people. The light they bring is siwiply from an artistic perspective
however. llluminated with the grace of God, theweeas an example, as a guiding
light on earth to those around them of God’s grace:

By means of which, their Splendor might become

His praise, who those high favours did bequeath:

They might increase the light of Christendome,

And make them see, who sit in shades of Death.
The preference for text which Bath notes in Witleerll the more apparent in this
emblem. While ‘butchered’ is perhaps too strongrant the image is honed to fit in
with his verse, and as such serves as little moae &n illustration. The extent to
which authors and engravers collaborated over #tationship between text and
image is often far from known, but it is generadlydefining characteristic of an
emblem that the image should contribute in some twahe overall message of the
emblem. This is not the case here. Indeed, thegoackd details of the courting
couple, which so effectively present the human iSgance of Rollenhagen’s
emblem, are ignored here. True to form, Wither rsake explicit reference to these
background details and the significance of thegarif'om clear in the new context of
setting an example. They quite simply do not fitl Aither’s disregard for these is
plain. It is possible that Wither was playing om tlact that this was a well-known

image. His refutation of the usual, expected imgiions would thus render his

interpretation all the more striking.

253



What has been learned in this analysis of Withenslems? Although for the most
part Wither follows the model Bath sets out of tieicomment, there are a few
exceptions. In emblem forty-eight, on the equabfydeath, for example, Wither
makes little reference to the image and succegsfuthduces complex emblems in
which the moral is more fully developed than in IBohagen’s version. Wither's
emblems (as do Rollenhagen’s) carry a general tdmisnessage on the whole but
again, there are a few exceptions where Wither gésthe emphasis to give more
contemporary significance. Other than slight défeses in interpretation Wither also
turns his attention to altering the image of ondlem in order to be able to make the
picture fit a very different interpretation suggegta stronger emphasis being placed
on text. Similarly, the initial, pictureless lotyewerses introduce the key concepts
which the longer verse will expand upon and ach asse en bouchéor what is to
come. However, for all that he may dismiss, as Batints out, the importance of the
image, this does seem to point to an awarenesshthatlationship between text and
image is not always as arbitrary as Wither miglgiggst in his preface. Consider once
again Aneau’s words in his preface where he clesthjbutes more worth to text, and
yet the images are not mere illustrations, theycdovey symbolic meaning upon
which the text elucidates (although at times sgnuturae in Aneau seem to have
been misinterpreff®® On the whole a decided leaning towards the temthmtraced

in Wither. The image for the most part exists adllastration of the verse. Secondary

details are ignored. These are needed to fully nstaled Rollenhagen’s emblems but

269 Barthélemy Aneaumaginations poétiquegLyon: Bonhomme, 1552), aiiiv-aiiiir.
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there is so much detail in Wither's, somewhat riéipet verses that these pass
unnoticed. Indeed the lengthy verses in Witherslems mean that the enigmatic
element to Rollenhagen’s emblems that draws thderem is lost. Rollenhagen’s
verses may be ‘meane’ as Wither declares, but filneg the reader to consider text
and image together. The wordier approach of Witparadoxically reminiscent of
Catholic emblems, aims, instead, for clarity. WAvat have in Wither’sCollectionis

an amalgamation of influences and styles. Withdlspiogether a Lutheran visual
element (and let us not forget that the platedgrBe Passe, an Anabaptist) to which
he adds his own interpretations and presents thiwhat was originally a Jesuit
format by including the spinner of David's book. s way, Wither'sCollection
becomes a microcosm of the form itself. Borrowirlgneents from other emblem
books points not only to a denominational crossdwar to the transcendence of
geographical boundaries as Wither draws on conthesources. Although a certain
amount of overlap between Protestant and Catholicl@matic styles has been noted
in previous chapters, in this instance Wither gome step further and deliberately
adopts a Jesuit innovation. At a time when religidifferences had torn the Church
apart and caused, according to some historians asi@isenstein, an irreparable rift
in contemporary culture this inter-denominationadibn might seem unexpected to
say the least. The fusional aspect to this cobbectif emblems that blends Lutheran,
Jesuit and Puritan influences further means thatirtiportance of this work should

not be underestimatéd’

"% For a general overview of the spread of the emhjenre across Europe see Freeman, pp. 44-45.

For a more specific look at the beginnings of timbkem tradition in England see Freeman, pp. 51-55.
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Part Two Afterword

What conclusions can be drawn regarding the threksvby Rollenhagen, Berthod
and Wither that | have examined in the previousdhthapters? The analysis of these
individual works largely supports the conclusiorgarding Catholic and Protestant

approaches to manipulation of text and image driavthe first section of this study.

The enigmatic style of Rollenhagen’s emblems, faneple, is typical of the pattern
noted in the Protestant examples examined in theigus section. The images are
often complex and the verses sparse, forcing thdereto puzzle out the meaning on
his/her own by flitting between text and image. Whhe Latin distichs are situated
immediately below theicturag the French translations of the Latin distichs are
physically separated from the Latin gpidtura: this interrupts the process of reading
causing the reader to flick back and forwards fiomage to text. The many classical
references, although often made somewhat cleartreirvernacular French, are for
the most part unexplained, and, therefore, regsim@e intellectual input from the
reader. The reader is thus central in the emblerpaticess providing the mental glue
that fuses all the elements together. Similarlgt ps the reader must dot constantly
between picture and text within an individual ennbley Rollenhagen, so too must
he/she jump between emblems in this disparate aathanised volume. There is no
sequential organisation leading the reader frommat®n to the next, nor is there any
kind of helpful division of the volumes. These ealiions are designed to be dipped

into and the reader must work out the significaoteach emblem independently of
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the previous or the next. Thus the onus is verylmplaced upon the individual in the

process of reading both individual emblems andctikection as a whole.

As in the Catholic examples examined in the previeection, the role of the reader is
diminished in Berthod’s emblems. These, followirg tstructure of the&Spiritual
Exercises guide the reader through the process of decipbehe emblem. The role
of the image is equally reduced; it fulfils theeadf thecompositio logi and serves
more as an initial point of focus than as a putatehe reader to figure out. That is
not to say that the reader does not have a rgiato As in the Protestant emblems, it
is the reader who provides the centre for the fusicall of the parts of the emblem. It
is the reader who must mentally form these intohele. What is different is the
extent to which he or she is involved in this psxeTlhepicturae are less symbolic
and more descriptive and the step-by-step reasaviirige text aims above all for
clarity so that the necessity to flit constantlytvibeen text and image noted in the

Protestant examples is greatly reduced.

A similar approach can be identified in Berthoddlection as a whole. There is a
helpful initial table of contents which, summargithe topic of each emblem, gives
the reader a taster of what is to come. While tieere clear linear progression from
one emblem to the next, these, nevertheless, aupegd loosely according to theme
and the books are divided into two parts demonsgdhe organisational influence of
the Spiritual Exercises The emblems in part one, corresponding to thee‘vo
purgative’, focus on the sinful nature of man, casting this with the virtues that
should be acquired. The second part, which tacgleslar notions to the ‘voie

unitive’, examines the outcome of such a sinfuluretand contrasts this with the
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Christian’s hope of union with Christ. What thip#yof mass grouping achieves is a
kind of accumulative effect, rather like Berthotéghnique of repetition and layering
of notions within individual emblems, which targé® reader emotionally. It is this
difference in aim which really sets the Protestamtl Catholic emblem apart. The
insistence upon sin in the first part, for exampias the result of undermining the
reader and preparing him/her emotionally to be ptee to the advice in the
following section which concentrates on the hodehe Christian. As such, although
there is no clear sequential development from anblem to the next within each
section, there is progression from one section hi® mext. The reader is led
emotionally, is guided from on@ointto the next and from orgartie to the next. The
role of the reader, therefore, is diminished inhbitite process of reading individual

emblems and the book as a whole.

What Wither offers is almost a hybrid form of these® emblematic styles. Hia
Collection of Emblemefunctions as an amalgamation of emblematic forroth b
Protestant and Catholic. Although the plates wdre $ame as those used in
Rollenhagen’s collection (apart from the one Witlsbanged) the text and image
relationship functions in a different way. It isethnclusion of the spinner which
changes the way in which these emblems are reaseTare no longer tight units of
text and image: the initial ‘lottery’ verse to whithe reader is first guided prepares
the reader for what is to come thereby reducing ititerplay between the verse
‘proper’ and thepictura. The spinner element, furthermore, formaliseseieenent of
chance: it is no longer the reader who guides h@ces in reading and this further
acts to undermine the role of the reader. The prate for text which is suggested in

the inclusion of the ‘lottery’ verses is furthemdenstrated in the longer verses which,
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with their tendency to deictic comment, paradoxic@lirther undermine the role of
the visual. Despite using the same plates as Rullgen, therefore, Wither, through

the adoption of a Jesuit format, has created adifisrent type of emblem.

That there is a clear difference in emblematicesbdtween the books of Rollenhagen
and Berthod is undeniable, both in terms of stmectf the individual emblems, and

the organisation of the books as a whole. Therkasjever, clearly also a great deal
of overlap with respect to thematic content andts@ould appear that the greatest
difference is really one of presentation. This aafadmed in our analysis of Wither

who adapts and combines these two styles, seriauglgrmining in the process the
claims of historians, such as Eisenstein, thateBtant and Catholic literary styles at

this time were quite distinct.
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Conclusion

This study was undertaken with an awareness ofdhéext in which emblems were
written, a context in which the face of Christignivas, unarguably, irrevocably
changed. Although the extent to which the Reforamatnarked all aspects of early-
modern culture is an area of continuing study, emporary popular thought
inevitably focuses on the rift between the esthblis Church and the rise of
Protestantism, on areas of distinction rather tisamilarity, and assumes the

emergence of two very distinct literary styles agé&mnotestants and Catholics.

Given that emblems expressed popular contempohanyght, and the often bloody
political climate in which they were produced, tligsscertainly what | expected to
find. Protestant emblems, | assumed, would be nectiopposition to Catholic
emblems, would have a separate and clear doctgeida and would both express
and represent this visually in a distinct way. THikave discovered, significantly
overthrowing popular misconceptions, is far fromnigethe case. Not only were
Protestant and Catholic emblems theologically oftery close in standpoint, but, in
spite of the Protestant distrust of images, theagoaphy used to express these ideas

was also very similar.

This is not to say, of course, that there are nelmious, or expected areas of
specificity. Some emblems, and indeed collectignsposefully focus on topics or
areas of doctrine that set them apart; Le Jayismphe de la religionis a case in

point. Other authors set the tone of a volume kpressing their religious convictions

260



or criticisms explicitly in a foreword or prefac8uch is the case with Mello who
takes the opportunity at the beginning of his atiten to condemn iconoclasts. But
this expression of doctrinal preference remainsttie most part, understated, often
an unconscious rather than deliberate focus. Tinefor featured in Berthod's ‘De la
mort des justes’, for example, as we have seergapmot a provocative symbol
intended to fly the flag for Catholicism but rathibe result of an un-thinking natural
reflex. To include a different type of cross woulgktray a more conscious
deliberation. While the inclusion of this elemeldrayside the other elements, such as
the candles, does evoke the Catholic mass, theedsndary to the moral of the
emblem, which, in line with Christian teaching eesdhe spectrum, offers comfort to

those who die in a state of righteousness.

Similarly, the focus that is placed on books in gnahthe Protestant examples is not
indicative of a militant attempt to promote perdastady of the Scriptures (something
obviously not immediately associated with Cathslic) but rather of an unconscious
appreciation of the power of the Word. In Montesa¥t usque ad nubes veritas tua’,
for example, there is no explicit mention made lef book in thepictura, or the

Christian’s duty to read this; she concentratesteed, on expressing the power of

God’s Word to fight evil.

Often what is omitted from emblems can be justigsificant in shaping the message
of an emblem as what is included. In the first eanblof his collection, for example,
as we have seen, Beze broaches the theme of eliéenddut does so in a neutral
fashion by not including references to faith andcgr which would have otherwise

situated this emblem firmly upon Protestant ground.
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Similarly, Berthod, inFortitudo simplicis via dominisuggests the notion of sacrifice,
a concept more readily associated with Catholidisam with Protestantism, but at no
point expresses this explicitly. The result is ttéd idea is awakened in the mind of a
reader already predisposed to this interpretataher than creating a manifesto for

this aspect of Catholic doctrine.

These are not isolated examples; indeed, the vagirity of such expressions of
doctrinally specific notions are a natural mandéésin of personal faith rather than a
deliberate effort to promote or defend beliefs. iRatthan deliberately making
provocative messages explicit, many authors insteséh the examples above, leave

the drawing of doctrinally specific interpretatioms to their reader.

Furthermore, the similarities between Protestadt@atholic emblems far outnumber
these incidental instances of difference. Religieotlems from both camps cover a
wide range of themes and, as we have seen, particih chapters two and three,
there is an enormous amount of overlap in the ehofdopic they opt to cover. Both
Beze (emblem one) and Sucquet (emblem XVII), faneple, explore the notion of
infinity and the afterlife, while the emblems of Bkin (‘De la vigilence’), Boissard
(‘A vie & a mort sont les lettres utiles’), Rollemggen (‘Vita mortalium’) and
Friedrich (‘Constante patience surmonte tout’) alleconcerned with the here and
now and how to pass the time on earth. Virtuallyanea remains untouched and we
find emblems by both denominations focusing ontthasience of life, the hope of
eternal life, the pursuit of virtue, good versud,g¥enitence and obedience to God,

among others.
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The acute awareness of individual mortality thatyare to colour individual
consciousness during this time, for example, isoedhin the large number of
emblems, both Protestant and Catholic, which faoushe theme of time. Virtually
every aspect of time is explored in these emblemsich, ultimately, are all
concerned with human mortality. Both Protestantiétdlagen and Catholic Sucquet,
for example, explore the two different fates that@a man in ‘Via mortalium vigilia’
and emblem XVII respectively. The methods suggestesl different (study for
Rollenhagen and piety for Sucquet) yet these emblesmain close in standpoint;

both highlight the choice man has in determinirg thte.

Furthermore we even find versions of the same emldg Protestant and Catholic
authors. Such is the case with Hugo and Quarles'sians of Anima crying. The
image is almost identical in both and both adogt $ame passage from Job. The
addition of the hourglass in Quarles’s emblem ntaft she focus more towards the
visual in his emblem, and the tone may be someuwtitgrent, yet overall the two

emblems in fact do not deviate much in terms ofrtlessage they express.

While conscious reworkings of the same emblem mighiess common, there are
several examples, not only upon the same themaythich also betray similarities in
theological thinking. Protestant Montenay and Clth@erthod, for example,
produce emblems in which such parallels can be.skerllluminabuntur corda
vestra’, Berthod, like Montenay in ‘Surge illucesd®i Christus’, highlights the
importance of faith. The overall tone of his embleray be more hopeful than that of

Montenay but the theological emphasis is roughey game. Not only do Protestant
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and Catholic emblem authors often explore the sdhemes, therefore, but,
significantly, they often adopt approaches whiclke #neologically very close in

standpoint.

Furthermore, the myth that Protestant and Catheiiblems should be opposed in
theme or content is further shattered with the aliscy that many of the notions
expressed in religious emblems are by no meansigxelto one particular branch of
Christianity. Not only, therefore, do Protestantsl £atholics cover many common,
what we might term ‘doctrinally-neutral’, themest bioere are also many examples of
authors exploring ideas we might more strongly eisse with an author of different

doctrinal leanings.

Rollenhagen, for example, appears at times to sty what we might consider
Catholic theological territory. The great numbereofiblems in both volumes of the
Nucleuswhich promote works, or actions of some kind ia pgursuit of virtue (such
as ‘Vivitur ingenio’) would seem to suggest somdiliafion with the Catholic
emphasis on actions in the quest for grace. Itnkkely, however, that this is
Rollenhagen’s aim for he is careful to highligh¢ iimportance of faith in the process
of salvation in several other emblems in the calbec What the focus on physical
effort does indicate is that outwith the sphereg@fce and salvation, the notion of

personal action is equally as suited to a Protestaa Catholic context.

What is also evident is the extent to which religioemblems build on concepts

previously expressed in ‘secular’, or non-speciljceeligious emblems. Given that

these ‘secular’ emblems were very often based assidal, non-biblical, and at times
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profane sources, it is initially surprising to fildat consciously religious emblems
adopt both these themes and motifs as a point pdrtlee. Boissard and Junius, for
example, both adopt the motif of a fly at a cartdl@ery different ends in ‘Temerité

dangereuse’ and ‘Tourment de franc amour’ respelgtivl his is significant for two

reasons; firstly it reveals that Protestants antth@ias were often drawing inspiration
from the same sources and, secondly, it also ptintse pervasiveness of Christian
thought at this time, suggesting that in fact ‘$@cus not an appropriate term. The
underlying religious thinking of Corrozet's embleon time, ‘Le Temps’, for

example, is clear. Although not appearing in wha would consider to be a
collection of specifically, or deliberately, relmis emblems, Corrozet’s emblem is,
nevertheless, imbued with Christian thinking. Thiesion to Job and the ultimate

power attributed to God prevent this emblem beeaglrin an entirely secular context.

Given the debate over the image that raged thraughe sixteenth and seventeenth
centuries, is it particularly surprising to finds an the examples of Junius and
Boissard above, that the motifs used in ProtestadtCatholic emblems are also often
very similar. Symbols ofanitas for example the hourglass, scythe, or sundigeap

in the picturae of both Protestant and Catholic emblems serving asminder of
human mortality. Similarly the motifs used to exgwéso0d’s grace, a central tenet in
all branches of Christianity, are on the whole #ane in Protestant and Catholic
emblems and feature most prominently candles anas.sThe sunburst in
Rollenhagen’s emblem ‘Cor rectum inquirit scientiasrfound again, for example, in
the twelfth emblem in Sucquet’s collection while Menay and Mello both feature
Christ illuminating the Christan, albeit with a cle in Montenay’s emblem and a

lantern in Mello’s.
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While the areas of overlap are, often surprisinghgny, Protestant and Catholic
emblems, despite the thematic and visual simigg;jitremain distinct. It is through the
manipulation of the emblem form and the varyingrdeg of importance attached to
the textual and visual elements that this is addeGreater emphasis, for example, is
placed on the visual aspect of Protestant embldie. composition of Protestant
iconography tends, on the whole, to be more sympoli abstract while many of the
Catholic emblems, by contrast, situate the cenbif in a realistic, descriptive, and
importantly, more accessible, background. Secondatgils in such examples serve
no other purpose than to provide a context orfsestene. The ‘background’ details,
on the other hand, of Protestant emblems, as | Hareonstrated, play an active role
and often contribute to the overall message okthblem either by reinforcing this or
adding to it in some way. The background figureshef guided ships in ‘Cor rectum
inquirit scientiam’, by Rollenhagen, and the piakdashovel of Montenay’s ‘Surge
illucescet tibi Christus’, do not simply add chaeac for example, but actively

encourage a second level of interpretation.

The biggest difference, however, is the differdyliesof reading that these approaches
demand of the reader. The reader is key in dedipip¢ine Protestant emblem: he or
she must piece together visual clues from the naftemplexpictura and these must
be carefully considered alongside the often conarse elliptical text. The Protestant
emblem is a puzzle to which the reader brings hiseo existing cultural knowledge.
Often, for example, as we have seen, biblical @mhsin Montenay’'s emblems are
left un-signposted and the reader must draw onohifer bank of experience in

identifying these. Similarly, as in Rollenhagentaldem above, the significance of
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details such as the boats is not always spelletodire reader. The reader must move
constantly between text and image, and activelgeteaut the meaning from the
combination of textual and visual clues, a quitéedent style of reading to the linear

approach to which we are, traditionally at leaseditoday.

The interplay between text and image works diffdyein the Catholic emblem which
often demonstrates a preference for text. The reael® adopts a more passive role.
Rather than requiring a close reading, the imageesanstead as initial point of focus
that engages the reader emotionally, preparingdmifrer for the subsequent message
expressed in the text, which, guiding the readmds to aim for clarity rather than
enigma. Sucquet, for example, leaves little to itftdependent interpretation of the
reader and provides an explanatory key. Berthodl, & we have seen, prefers to
guide his reader’s interpretation and adopts alsyegtep approach, building on each
‘point’ and relying heavily on repetition to drithke message home. The role of the
image is thus reduced, as is the role of the reatlese input is required primarily on

an emotional rather than an intellectual level.

In general terms, then, it is the form of the empl¢herefore, that allows Protestant
and Catholic authors some individuality of expressiBoth are largely concerned
with the same issues; it is the different ways thcl they engage their readers that

distances them.

However, these conclusions are by no means univaemséthe styles of reading noted

above are far from always being standard or, indekstinct patterns. While the

Protestant emblem may generally demand more afdder, the Catholic emblem
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nevertheless also requires some input. The extenthich the individual emblem
may be puzzling or enigmatic is perhaps reduced, the Catholic emblem
nevertheless still requires the reader to proveniental glue and fuse the parts into
a cohesive whole. The Catholic Sucquet, for exameltegages his reader more
actively than perhaps some of his Catholic coutespdo. Similarly, although a
tendency towards engaging the reader on an emobtiemal has been particularly
noted in the Catholic examples, this does not medincourse, that Protestant
emblems were devoid of emotion. Indeed, many of tttmmes covered by both
denominations, such as human mortality, are nedseanotive subjects. Quarles’s
adaptation of Hugo’s emblem in which a crying figstands beside a sundial, for
example, is clear evidence of this. The crying feginstantly awakens sympathy and

so elicits an emotional response from the reader.

While it is by no means always the case, the stracdf whole volumes, too, echoes
to some extent the pattern identified in individ@abtestant and Catholic emblems.
The active, fluid, process of reading identifiedtie Protestant emblem is often an
equally valid approach to reading the Protestarttlem book. The reader is free to
devise his or her own reading plan unaided by thienoaganisation on the part of the
author. The step by step guidance of the Cathaotiblem, evocative of the guidance
demonstrated in Catholic meditational practicepéshaps not as formalised in the
Catholic emblem book, yet, some thematic arrangeénseaften evident, aiding the

reader in his or her interpretation by providinghtext. Often, as in the case of
Berthod, for example, these themes echo the orgi@onsof theSpiritual Exercises

The effects of this are two-fold: on the one hdnid provides a context for the reader
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to build on and, consequently, allows for a moregspasive argument to be

developed.

While these differences would appear to be mottvaby the differences in
meditational practices, we should beware of beingraealous in drawing such
distinctions. Many of the examples here reflect Bretestant meditational aim of
application to the self by involving the readerily in the process of deciphering
the emblem. Similarly, self-projection (encouragbg Catholic meditation) is
encouraged in the majority of the Catholic emblevhgch target the individual on an
emotional level. And yet not all the examples exsdi here conform to these
patterns. Wither, for example, adheres to neitherthese patterns and in fact
combines these two approaches. He presents Prutéstages (by De Passe) in a
Jesuit format (borrowed from David) and in so doalters the way in which the
emblems are read. Despite the complexity of DedPagdates, Wither's tendency to
deictic comment undermines the impact of theseo&s dhe inclusion of the initial
lottery verses. These introduce the topic of thelem and whet the reader’s appetite,
as it were. Not only does this point to a prefeeefur text, similar to that identified in
the Catholic emblem, but it also consequently ckantpe role of the reader and
reduces this to be more in line with that requited Catholic emblems. In other
words, Wither's book can be considered to be Praté¢sn content and yet Catholic

in format, requiring a different style of reading.

Despite certain inevitable caveats, the Protestant Catholic emblem are more

similar than one might expect. On the whole, thayain theologically quite close in

standpoint; many of the same themes are expressdibth and, often, similar

269



iconography is used to express these. Differencesontent and iconography are
more often than not differences of degree. It is thlationship between text and
image that changes and, in particular, the regultétationship between reader and
emblem. What makes these early-modern creatiorguanitherefore, is their form,

their dependence on the interplay between textirmagde. It is this that separates the
Protestant and Catholic emblem and thus the gtedifésrence between these is not

one of content but of presentation.
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Appendix 1

Emblem Authors

‘Secular’ Authors

The earliest of these authors is Itali#dmdreas Alciato (1492-1550), who is
considered to be the accidental ‘father’ of emblefsawyer by profession, Alciato
travelled and worked in many countries across Eeyrapcluding France. Although
the extent of collaboration remains unclear, hatew the initial roughly one hundred
epigrams to which, it is believed, his friend CahReutigner, to whom Alciato sent
the verses c. 1522, later added the pictures. &heltmg book printed by Heinrich
Steyner in Augsburg in 1531 is today recognisethadirst printed emblem book and
the most frequently printed (over one hundred eddiin all, published in Germany,
France, the Spanish Netherlands and Italy befarel@20s). The first of a series of
editions printed in Paris by Chrétien Wechel appéan 1534 and 1536 saw the
publication of Jean Lefevre’s French translatibw, first of three French translations.
This first collection of emblems was followed bysecond in Venice in 1546. 1548
onwards saw a new series of editions appear in ligowhich the two collections
were combined under the direction of Macé Bonhomimeassociation with
Guillaume Rouille. New translations appeared ididta and Spanish including a
further French translation by Barthélemy Aneau. Tilience of Alciato’s emblems
was immense and, since they first appeared in Latiended over the whole of
Europe and continued throughout the sixteenth cgntondeed, so far-reaching was

the appeal and influence of Alciato’s emblems thay set the tripartite model of a
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motto orinscriptio, a picture pictura) and a verse text or epigram (thebscriptig

that is often, though not always, followed by supssnt emblem authofé?

The second of our ‘secular’ authorGjlles Corrozet (1515-1568), produced his
emblem book not long after Lefevre’s 1536 Frenamngfation of Alciato. Corrozet
produced two emblematic works, thiecatomgraphigParis: Denis Janot, 1540) and
the 1543Emblemesin his Cebes, Le Tableaalso printed in Paris by Denis Janot.
The Hecatomgaphiethe second vernacular French emblem book aftdta@one de

la Perriere’sTheatre des bons engjnzoved to be popular quickly running to further
editions. Where Corrozet’'s emblems differ from #ho$ Alciato is in the inclusion of
a secondary verse which is not an additional contangrbut an integral part of the
emblem. If Corrozet only produced two emblematickgdche was a prolific writer in
other areas producing many works reflecting histohisal, linguistic and
philosophical interests including being associatét illustrated versions of the Old
Testament (with woodcuts by Holbein) and of the NBsgtament. A true figure of
the Renaissance Corrozet also contributed to atteas of the book-trade working as

a publisher as well as an autf36t.

272 plison Saunders, ‘Sixteenth-Century French Traiwia of Alciati’'s Emblemata’French Studies
44 (1990), 271-288; Alison Adams, ‘The Role of theanslator in Sixteenth-Century Alciato
Translations’ BHR, 52.2 (1990), 369-383; Stephen Rawles, ‘Layoupofyaphy and Chronology in
Chrétien Wechel's Editions of Alciato’, #n Interregnum of the Sign: The Emblematic AgeramEe:
Essays in Honour of Daniel S. Russeltl. by David Graham (Glasgow: Glasgow Emblem i8&yd
2001), pp. 49-71.

213 see:French Emblems at Glasgowebsite for detailed bibliography. See also: Gill@orrozet,
L'Hecatomgraphie (1544) & Les Emblemes du TableauG#bes(1543) ed. by Alison Adams
(Geneva: Droz, 1997); Alison Adams, ‘Textual Dewetent in Corrozet'sHecatomgraphig
Emblematica 8.1 (1994), 43-59; Gilles Corrozdtecatomgraphie, 1540ed. by Alison Saunders
(llkley: Scholar Press, 1974); Alison Saunders, Hem Books for a Popular Audience? Gilles
Corrozet’s Hecatomgraphieand Emblemes’ Australian French Studiesl7 (1980), 5-29; Stephen
Rawles, ‘Corrozet'sHecatomgraphie Where Did the Woodcuts Come From and Where DidyTh
Go?’,Emblematica3.1(1988), 31-64.
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The third author | will include in this ‘seculartdcket isClaude Paradin (post 1510-
1573). Paradin’®evises heroiquefirst appeared in Lyons in 1551, printed by Jean
de Tournes and Cuillaume Gazeau. Paradin himsekedoas a canon of théglise
collégialein Beaujeu near Lyons and if the sum of his litggaroduction was small
(other than theDeviseshe produced only two other works), this was mdrant
compensated for by the immense influence of thiblematic work. It was the first
printed work of its kind documenting the kinds ofévites commonly found as
decoration on both furniture and fabrics of thestagracy and used as marks of
ownership. This became a highly influential worlkdamas published frequently in
different languages in countries across Europehdwstsuch as Whitney, who clearly
adopts Paradin’s devices as a source, testifyetdathreaching influence of this work.
A second, larger edition of thH2eviseswas printed in 1557, again by Jean de Tournes
and Guillaume Gazeau, this time with accompanyixglamatory text, and this was
followed from 1561 by various editions under thadeof Christopher Plantin. A
number of translationsincluding Dutch (1563) and English (1591) signak th
widespread popularity and influence of the workiadan, like Corrozet, also brought
out an illustrated biblical world,es Quadrins historiques de la Biblso printed by

de Tourneé’

Joannes Sambucus(1531-1584) was a Hungarian doctor and histori@ften

perceived as a representative of religious tolexahe was born in Agyszombat and

274 For more information both biographical and bibtmghical see: Adams, Rawles and Saunders;
Alfred Cartier, Bibliographie des éditions des De Tournes imprirselyonnais(Paris: Editions des
Bibliothéques nationales de France, (1937-38)1yq.15; Leon VoetThe Plantin Press, 1555-1589:
A Bibliography of the Works Printed and Published @hristopher Plantin at Antwerp and Leiden
(Amsterdam: Van Hoeve, 1980-1983), vol. 4, pp. 1822Claude ParadiDevises heroique®d. by
C.N. Smith (Menston: Scolar Press, 1971); Claudadta Devises heroiquesd. by Alison Saunders
(Aldershot: Scolar Press, 1989); Peter SharBsttpard Salomon illustrateur lyonna{&eneva: Droz,
2005).
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received a broad education both in Germany, unddaiththon and Jan Sturm, and
in France before graduating from medicine in Itaie spent much time in the
Netherlands where he began a lasting relationship®antin. From 1564 he worked
as court historiographer to Maximillian Il and lateudolf. A passionate scholar, his
library became one of the most notable of the &genbucus’€mblemata et aliquot
Nummi antique operis/as first printed in Latin by Christophe PlantinAmtwerp in
1564 and was one of the most influential of itsdkifthis first edition was expanded
and this was reprinted four times in 1566, 156%,61and 1584. Further Dutch and
French versions also appeared in 1566 and 156&ctgply. The French volume,

which this study considers, was translated by Jes@révin, a French playwright

Like SambucusHadrian Junius (1511-1575) is often considered to be religiously
tolerant. There is some debate regarding his patdaith, and there is argument for
and against his Catholic or Protestant leaningk Y2an Miert examines this question
carefully before concluding that this lack of clgaeference one way or the other was
down to the fact that ‘Junius belonged to the kirficenlightened people who [...]
were in favour of religious toleranc€® What is clear is that his emblem book,
although containing many Christian ideas, was mac#ically intended to be an
explicitly religious emblem book. Originally prirdein Latin in1565 by Plantin,

Junius’'s Les Emblemeswas later translated into French by Jacques Gréwd

215 pdams, Rawles and Saunders; Voet, pp. 2-47; Aridissier, Joannes Sambucus And The Learned

Image: The Use of the Emblem In Late-Renaissancmatism (Leiden: Brill, 2005); Werner
Waterschoot, ‘Lucas d’'Heere und Johannes Sambuecu$he Emblem in Renaissance and Baroque
Europe: Tradition and Variety, Selected Papershef Glasgow International Emblem Conference 13-
17 August 1990ed. by Alison Adams and A. J. Harper (Leiden:IB1i992), pp. 45-52; Praz; Alison
Adams, JacquesGrévin and His Translation of Sambucus’ Emblemé&atwerp: Antwerpsche
Bibliophielen, 1997), pp. 139-182.

278 Dirk Van Miert, ‘The Religious Beliefs of Hadriasdunius (1511-1575)’, iActa conventus neo-
latini Cantabrigensis: Proceedings of the Elevelmtternational Congress of Neo-Latin Studies
(Gouden Eeuw: Tempe, 2003), pp. 583-594 (p. 593).
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printed in 1567 in Antwerp, also by Plantin. Jun{@$11-1575), a Dutch humanist
and physician, studied and worked across Europkoinvain, Bologna, Paris and
London before returning to the Low Countries eagrtime noble reputation of being
the most learned man of the Netherlands after Brasthwas in Bologna that he met
Alciato even acting as an intermediary between hkind the publisher Chrétien
Wechel for a new edition of Alciato’s emblem bodkernacular editions quickly
followed the initial 1565 Latin edition; Grévin'srénch version as | said above
appeared in 1567 as did a Dutch translation ofui¥miemblems by Marcus Antonius
Gillis van Diest. While the Latin version enjoyednsiderable success and was
reprinted six further times, the French was modifie 1570 and reprinted in 1575,

while only one further edition of the Dutch appehralso in 15757

Protestant Authors

This brings us to the second of our authorial gsodphe Protestant authors. Standing
at the head of this group, and indeed, as | hapéamed earlier, at the head of the
religious emblem tradition i&eorgette de Montenayand herDevises ou emblemes
chrestiennesFirst printed in 1567 by Jean Marcorelle (althouagost copies are dated

1571), this work is of particular importance fortramly is the author Calvinist but

"7 For more information on both Junius and his traes| Grévin, see; Voep, 148; Hadrianus Junius,

Emblemataed. by Hester M. Black; Hadrianus Junisblemata, ad D. Arnoldum Cobelium;
Aenigmata, ad D. Arnoldum Rosenberg{ifildesheim: Georg Olms, 1987); Alison Adams, ‘An
Expensive Compositorial Misreading: The Reset Gatgen Hadrianus Juniu€mblemata’ The

Library, sixth series, 17 (1995), 345-348; Alison Adaniacgues Grévin et sa traduction francaise des
Emblematal’Hadrianus JuniusDe Gulden Passei75 (1995), 37-66; Praz, pp. 37-38.
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also a woman. While Montenay (1540-1607) hersetfeuimes the novelty of this

collection, ‘...je croy estre premier chrestief this is not to say that prior to
Montenay collections of emblems had been entireukar. This is far from being the
case. Many emblems contained more or less exglibristian truths. Indeed, as |
have argued earlier, | think that due to the pevemess of Christian thought at this
time it would have been difficult to create an eemblin which no evidence of
Christian teaching could be detected. Montenayfection is different in that it is the
first to beconsciouslypresented as a collection of explicitly religicermblems. One
must also consider the intention behind these. Blamt's emblems are not just for
entertainment and some light spiritual edificatitrey, for the first time, exploit the
emblem form for religious propaganda. Montenay'skvalso scores another first: it
is the first emblem book to use incised engraveg®pposed to the earlier woodcuts.
Although Montenay dedicated the emblems to theeBtaht Queen Jeanne d’Albret
and therefore some link with the court of Navameras probable, the precise nature
of this link remains unclear. First published in6I50y Jean Marcorelle of Lyon, a
Protestant, and subsequently reissued in 1620, wbik unusually was initially
printed in the vernacular French. A Latin editigpaared in 1584 which was reissued
in 1602 in Heidelberg and this was followed by dypgimt edition in 1619 in
Frankfurt which contained a second Latin transtatitongside the first, and, pointing
to the global appeal of this work, verses in Sganitalian, German, English and

Dutch?”®

2’8 Georgette de Montenalimblemes ou devises chrestienfigon: Marcorelle, 1567), a4vo

27% For more information about Montenay see; AdamsylBsiand Saunders, entries F.437-439 cover
editions of Montenay; Georgette de Monten&mnblemes ou devises chrestienii@571), ed. by
Christopher N. Smith (Menston: Scolar Press, 197A3)son Adams, ‘Les Emblemes ou devises
chrestiennes de Georgette de Montenay: édition56&’ 1BHR, 62 (2000), 637-639; Alison Adams,
‘Georgette de MontenayBmblemes ou devises chrestienrigs67: New Dating, New Context’, 567-
574; Alison AdamsWebs of Allusionpp. 9-118, and for further bibliographical inforiwet Regine
Reynolds-Cornell,Witnessing an Era: Georgette de Montenay and Hmblemes ou Devises
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Théodore de Bézg1519-1605) is an important historical figure bétReformation.
French Calvinist Béze is best known for being arelis leader. Although he trained
as a lawyer in Orleans this held little attractfon him and his real interest was in
reading the ancient classics. He practised law ansPbefore an illness in 1548
revealed his spiritual needs to him and he wer@doeva where he met Calvin. His
role representing Calvin at the Colloque de Poias$561, where he defended the
principals of the evangelical faith, is well documted and in 1564, upon Calvin’s
death, Beze took over his position of pastor of €&@n a role he assumed
successfully. A prolific writer of humanist poetrigeze is also well-known for his
work on the Psalms in both Latin and French. Musb & owed to Béze in the part
he played in deciding upon the texts that wouldstitute the New Testament of the
Geneva Biblé®® The Emblemata(Geneva: Jean de Lyon, 1580), Béze's only
emblematic work, constituted a group of emblemd #ppeared at the back of the
Iconesthat records the religious leaders and figures ssciurope who played an
important part in the Reformation. This was trateglanto French by Simon Goulart,
and printed in 1581 dses vrais pourtraicts des hommes illustres [...] plypsarante

quatre emblemes chrestiemgain in Geneva by Jean de L&8h.

ChrestiennegBirmingham, AL: Summa Publications, 1987); Chopp, 543-660; Elisabeth & Jean-
Philippe Labrousse, ‘Georgette de Montenay et GuyonGout son épouxBulletin de la Société
archéologique, historique, littéraire et scientifiggdu Gerg1990), 369-402.

280 Henri Meylan,D’Erasme & Théodore de Béze: Problémes de I'égliste I'école chez les réformés
gGeneva: Droz, 1976), p. 145.

81 See also: Frédéric GardRibliographie des oeuvres théologiques, littérairmess juridiques de
Théodore de BézéGeneva: Droz, 1960); Théodore de Bemmnes ed. by R. M. Cummings
(Menston: Scolar Press, 1971); Théodore de Beze vrais pourtraits des hommes illustres, avec le
30 portraits supplémentaires de I'édition de 1688l. by Alain Dufour (Geneva: Slatkine, 1986);
Catharine Randall Coat§Em)bodying the Word: Textual Resurrections in tWartyrological
Narratives of Foxe, Crespin, de Béze and d'Aubigdedw York: Peter Lang, 1992); Adama/ebs of
Allusion, pp. 119-153; Alison Adams, ‘The Emblemata of Td@e de Beéze (1580), iMundus
emblematicus. Studies in Neo-Latin Emblem Boe#fsby Karl A.E. Enenkel and Arnoud S.Q. Visser
(Turnhout: Brepols, 2003), pp. 71-96; Leonard Gie®Simon Goular{Paris: E. Champion, 1917).
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A little later than Béze is the work dkan Jacques Boissarda French antiquarian
and Latin poet (1528-1602). Born in Besangon andcattd at Leuven amongst
several other places, Boissard proved to be amsixee traveller, studying also in
Germany, visiting Greece and spending many yeaRoime and other Italian cities.
Based in Metz from 1560 he continued to travelant plue to his position as tutor to
the sons of the Calvinist leader the Baron de @letvHis interests were wide and
varied and this is reflected in the subject matfehnis two emblem books. The first,
Emblemata cum tetrastichis latin{Metz: Aubry, 1584), containing both Latin and
French was printed again four years later in MetzZEmblemes latins [...] avec
I'interpretation Francgoise this time by Jean Aubry and Abraham Faber. Tiverss
was theEmblematum liber(Frankfurt: Theodore de Bry, 1593) which was later
translated a€mblemes [...] nouvellement mis de latin en frangais Pierre Joly
(Metz: A. Faber, 1595). Both these books ran teesdveditions. | have elsewhere
stressed the difficulty of precisely establishiegdls of collaboration between writer,
artist and publisher. What is special about Bosatexts is that being both a poet
and an artist, he is known to be largely respoasilor both the text and the

engravings of his book&?

Geoffrey Whitney’s A Choice of Emblem@_eiden: Plantin, 1586) is an interesting

work from the point of view of its sources. Whitneglies heavily on continental

%82 For full analysis of Boissard’s emblems, see: ddisAdams, ed,Jean Jacques Boissard's

Emblematum liber: Emblémes latins: Metz: A. FabEs88: A Facsimile Edition Using Glasgow
University Library SM Add 415, With A Critical loiduction and Notes by Alison Adaiffsirnhout:
Brepols, 2005). See also: AdanW¥ebs of AllusionWolfgang Harms, ‘Mundus imago Dei est. Zum
Entstehungsprozel? zweier Emblem-Biicher Jean JaBmissards’ Deutsche Vierteljahres-schrift fur
Literaturwissenschaft und Geistesgeschich#®/ (1973), 223-244; Wolfgang Harms, °‘Eine
Kombinatorik unterschiedlicher Grade des Faktischefrweiterungen des emblematischen
Bedeutungspotentials bei dem Arch&ologen Jean dadgpissard’, irMimesis und Simulatigred. by

A. Kablitz and G. Neumann, Romback Litterae, 53{buirg: Rombach, 1998), pp. 279-307; Paulette
Choné, pp. 662-682.
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sources and many of the woodcut figures of thisiva were taken from Plantin’s
stock initially used for works by Alciato, ParadiMontenay, Sambucus addnius,
all authors included in this study. Whitney alsoked to La Perriére’Sheatre des
bons enginsas a source for at least seven of his emblemseat qiaumber of these
moralisings, written in praise of the English camgpain the Low Countries are in
fact dedicated to specific people, including QuEémabeth I. While Whitney may be
criticised, Freeman, indeed deems the work to bbkaracterised by a complete
absence of originality?® it is this very aspect that Bath praises when tigesiof the

book ‘it thus affords us a state of the art modethe emblem as it had developed

over the previous fifty year$®*

Gabriel Rollenhagen (1583-1619), born in Magdeburg, was the son of viled-
known sixteenth-century playwright, Georg RollenéxagGabriel went on himself to
become a successful German and Latin poet. A LatheRollenhagen received an
education firstly in Leipzig between 1602 and 1&@4ere he pursued legal studies
and from 1605 at the University of Leiden. It wasre that he met Daniel Heinsius
and was introduced to other humanist scholars sischiugo Grotius and Joseph
Scaliger. HisNucleus emblematum selectissimonvas published in two volumes in
1611 and 1613. These contained two hundred embdemarious humanist themes
which combined Latin distichs by Rollenhagen withef engravings by Crispin de
Passe, an Anabaptist (1564-1637). Some of the eduai this first edition also
contained French verses, not by Rollenhagen, asdhese, in particular, that will be

examined here. Although it is incorrect, therefote, assign sole authorship to

283 Rosemary FreemaBnglish Emblem Bookéondon: Chatto & Windus, 1948), p. 56.

284 Bath, p. 69 and pp. 69-89. For more on Whitney lidsources see also: Alison Saundéfkeatre
des bons enginghrough English Eyes (La Perriere, Combe and VeRitnh Revue de littérature
comparée64.4 (1990), 635-674.
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Rollenhagen, I will, for the sake of practicalitgfer to these emblems, to the work as
a whole, as Rollenhagen’dé® many ways, Rollenhagen’s emblematic style can be
considered to be typical of the Protestant stylemblems as scholars such as llja
Veldman, Clara Klein and Dietmar Peil and have destrated. The close links
between Rollenhagen’s emblems and those of Geoitjeek)as | explain in chapter

six, further makes close analysis of Rollenhageniblems interesting’>

Julius Wilhelm Zincgref (1591-1635) was a successful German Calvinist podt

publisher. He became a student at the UniversityHeidelberg in 1607, studying
poetry, philology and law. Between 1611-1616 hevelled extensively across
Switzerland, France, England and the Netherlandsréesettling once again in
Heidelberg in 1619 where he obtained a doctorakes & also the year in which
Theodor de Bry printed his emblematic work, tBeblematum ethico-politicorum
centuriain Heidelberg. A later edition appeared in 1664hiM/ studying there he
became a member of the Heidelberg circle. This grofupoets had for an aim the
promotion of German national literature. They cedatew rules for writing poetry in
the hope of achieving a purely German poetry wknolld unify the nation in face of
the threat of advancing Catholicism led by Spaire fiid, therefore, in Zincgref's
Emblematum ethico-politicorum centuyriaritten with this specific aim in mind, the
counterpart to Whitney'€hoicewritten thirty-three years earlier. That Zincgveds

writing in French is interesting given that his wavas published in Germany. This

was a result of the book emanating from the cotuttl@delberg, for, as Anthony

%85 For more on Rollenhagen and De Passe, includiogréphical information see: llja Veldman and

Clara Klein, ‘The Painter and the Poet: THecleus emblematutmy De Passe and Rollenhagen’, in
Mundus Emblematicugd. by Karl A. E. Enenkel and Arnoud S. Q. VisSairnhout: Brepols, 2003),
pp. 267-299; Dietmar Peil, ‘Emblem Types in Gabrigbllenhagen’'sNucleus emblematum’
Emblematica 6.2 (1992), 255-82; Daniel Russell, ‘Looking be tEmblem in a European Context’,
Revue de littérature comparé@t.4 (1990), 625-645.
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Harper writes, ‘the language of the court at Hdidey was FrenctH®® Zincgref
himself was eventually forced to flee Heidelberg f&trasbourg in 1622 when

Imperial troops conquered Heidelbéfg.

Anglican authofFrancis Quarles(1592-1644) is among the most successful emblem
authors included in this study. He initially studlitaw before becoming appointed
chronologer of the city of London in 1639. A prdifrriter, he turned his hand upon
the outbreak of civil war to writing books and pdtgts for the royalist cause. He
was accused in 1644 of subversive writings andnmsuscripts were seized and
burned. His early literary works were paraphradelsooks of the bibleA Feast for
Worms(1621), the first of these, for example, drew ftspiration from the book of
Jonah. By far the most popular of his works werse @é&mblematic productions:
Emblemeg1635) was an instant hit and tHesroglyphikes of the Life of Mawhich
followed shortly after in 1637 was scarcely lespylar®®® Literary production post
1637 for the most part consisted of political pafagsh or works published
posthumously. Rosemary Freeman points to overwhelmiiccess dEmblemesnd

Hieroglyphikeswvhen she writes,

Over two thousand copies of HsnblemesndHieroglyphikes of the Life of Man
were printed for the first combined edition in 1688 another three thousand at
least were issued in the subsequent §&ar.

286 Anthony Harper, ‘Zincgref's Emblem Book of 1619odal and European Significance’, The
German-Language Emblem in its European Contexth&mge and Transmissiped. by Anthony J.
Harper and Ingrid Hopel (Glasgow: Glasgow Emblend&ts, 2000), pp. 79-95 (p. 81).

%87 For more background on Zincgref see: Dieter Mextéfu Heidelberger Dichtern von Schede bis
Zincgref’, Zeitschrift fir deutsches Altertum und deutsctegdiur, 10.3 (1974), 200-241.

288 Eor more on Quarles, see also: Karl Josef Holtgeancis Quarles, 1592-1644: Meditativer
Dichter, Emblematiker, Royalist: eine biographisahel kritische Studi€Tlbingen: Niemeyer, 1978);
Ernest B. Gilman, ‘Word and Image in QuarleEsbleme’s Critical Inquiry, 6.3 (1980), 385-411;
Bath, Speaking Picturespp. 199-232; Freeman, pp. 114-132. For detailetiographical details of
Quarles’s publications see: J. Hordénancis Quarles: A Bibliography of his Works to tiiear 1800
(Oxford: Oxford University Press, 1953).

89 Freeman, p. 114.
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George Wither (1588-1667), is another prolific (if sometimes ded) English poet.
Born in Hampshire, Wither was sent, upon his sixtieebirthday to study at
Magdalen College, Oxford for a short spell beforeving to London and embarking
upon a literary career. His first noteworthy litgrareation, a satirical worldbuses
Stript and Whip{1613) landed him for a while in Marshalsea priaod it is between
1613 and 1623 that it is considered that he pradibéebest work, includingdsidelia,
The Shepherd’s Huntingnd The Motto His emblematic workA Collection of
Emblemswas printed in London in 1635 included plates medy Crispin de Passe
for Rollenhagen’sNucleus emblematum selectissimorsant over from Holland.
Considering Rollenhagen’s distichs too ‘meane’, h&lit added his own, lengthy
verses to the pictures. Furthermore, although ansta Protestant, Wither created a
sort of parlour game with his book by adding adottspinner, an element first seen
in Jan David’s Jesuit emblem bodkeridicus ChristianugAntwerp, Moretus, 1601).
Once again it is this fusion of doctrinally opposeatinental sources that renders this

work of interest>®

Catholic Authors

This brings us to the Catholic authors who havenbeeluded in this study. The first

of these isJan David (1545-1613), a Jesuit. Hi¥eridicus Christianuswhich

29 For more biographical information see; John FyW@eorge Wither’,Macmillan’s Magazine$2

(1890), 39-47; Allan Pritchard, ‘Abuses Stript awthipt’ and Wither’'s imprisonment’Review of
English Studies14.56 (1963), pp. 337-346. For more backgrouridrination on Wither including
some analysis of his emblems, see Freeman, pBElH,;Speaking Picturegp. 111-129.
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appeared in 1601 in Antwerp was indeed one of Hréest Jesuit emblem books.
David, a Jesuit Father, was born in Courtrai archbe a member of the Jesuit order
in 1581. He became a prominent figure of the CauReformation becoming rector
of the Jesuit colleges at Courtrai and Ghent andwspoken critic of Protestants.
The lottery at the back of the book randomly cheaskich emblem the reader should
read and as such is evocative of the belief ofetpait that time that fate governed the
fortunes of mer® Playing on this passive reliance on chance, anubieg
contemporary parlour games, David’'s book requinsddrader to submit to whatever

advice the dial randomly directed him or her to.

Antoine Sucquet (1574-1627), a Jesuit father, taught at the Jesaoittiate at
Malines. His emblem booNl/ia vitae aeternaen which Sucquet aimed to transform
sensual experiences into spiritual insightgs first printed in Antwerp in 1620 by
Martini Nutij and demonstrates the influence of dgan meditation. The fine
engravings are the work of Boethius Bolswert. Tpisved to bean immensely
popular work running to several editions and wdssequently translated into Dutch,
published by Aertssens in Antwerp in 1620, and iRtench by Pierre Morinalso

published by Aertssens in 1623.

Of all of our Catholic authorsHHerman Hugo (1588-1629) is perhaps the most

successfullndeed, G. Richard Dimler, S. J. maintains thavas Hugo’s work that

291 For more information see Praz, p. 313.
292 For detailed bibliographical information and dission of Hugo’s emblems generally see: Praz, pp.
143-146.
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had ‘the greatest impact on the Continent and inteBtant England™® Born in
Brussels Hugo went on to become the almoner of Génembrogio Spinola,
following him to the battlefield. Hugo died wheraglue broke out among soldiers at
Rheinberg in 1629. His is the best known of alluteemblem books and ran to
several editions translations and adaptations otiter European languages until the
end of the eighteenth century. It first appearedl@24 published in Antwerp by
Aertssens and later in Lyon (1625), Antwerp (162829, 1632), Milan (1634),
Munich and Cologne (1635), Antwerp (1636, 1645, 7)6dndParis (1647), running
to over forty editions in all. It follows the tedoy and meditational models promoted
by Ignatius of Loyola and echoes many of the sameenes found in th&piritual

Exercisessuchas rejection of sin, repentance and union of ¢hg with God?**

Henry Hawkins (c. 1571-1646), writing in England, produced twmbdematic
works, Partheneia SacrgdRouen: Cousturier,1633) arithe Devout Hear{Rouen:
Cousturier, 1634), a translation of Fr Luzvidie Coeur devot(1627) His other
works consist mainly of translations of the livdgte saints from French and Italian.
His literary career was fairly brief; he did noadtproducing works until he was fifty
and all of his literary production occurred betwd&30-36. Relatively little is known
about his life. He was born in Kent, the son of Biomas Hawkins of Nash Court,
and was one of thirteen children. He studied atEhglish College at Rome and

married before becoming a priest. He joined thee®pof Jesus in 1615 and lived in

293 G. Richard Dimler, ‘Edmund Arwaker's Translatiof the Pia Desideria The Reception of a
Continental Jesuit Emblem Book in Seventeenth-Ggrifingland’, inThe English Emblem and the
Continental Traditioned. by Peter M. Daly (New York: AMS Press, c. 89&p. 203-224 (p. 203).

294 See also: Gilman, 385-411; Praz, p. 156; Lynett@iack, ‘Popular Devotional Emblematics: A
Comparison of Sucquetise Chemin de la Vie Eternetend Hugo’sLes Pieux Desits Emblematica
9.1 (1995), 1-20.
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Belgium for a while before returning to England wéehe situation having worsened

for Catholics, he was captured and imprisofiéd.

Jacques Callot(c. 1592-1635) is among the best known of allhaf émblematists
included in this study. A baroque printmaker anadugihtsman he was born and died
in Nancy in the Duchy of Lorraine. Callot becaméuwgely important figure in the
development of printing accomplishing over 1 40thetgs chronicling contemporary
life. These featured soldiers, clowns, drunkardsva#i as figures from court life
although he is perhaps best known for his religiaod military depictions. Theux
Claustri, which | will consider here, was printed in PdrisLangloisin 1646. Callot
lived in Florence between 1612 and 1621 where lobgily studied etching and
produced work for the Medici court. Upon his rettwnNancy he was commissioned
by the courts of Lorraine, France and Spain angudylishers, mainly in Paris, and

these works were distributed throughout Eurdfe.

There is no recorded birth-date of the next Cathalithor included in this study.
What we do know is thakean Baudoinwas born in Pradelles and went on to become
a prolific translator. He initially worked in theoert of queen Marguerite, and, later,
was in the service of the unlucky Maréchal de Mkai His contribution to the
literary world saw him become one of the first mensbof theAcadémieand he

became well-known for his translating work. He #slated works from English into

29 See: Freeman, pp. 173-198 and pp. 243-248, andJigsef Holtgen, ‘Henry Hawkins: A Jesuit
Author in Stuart England’, iThe Jesuits, Cultures, Sciences and the Arts 1543-&d. by John W.
O’'Malley et al. (London: University of Toronto Pse<. 1999), pp. 600-626.

29 For more background on Callot, his life and higkvsee: P. PlanJacques Callot, maitre graveur
(1593-1635)suivi d'un catalogue chronologiquéBrussells: G. van Oest, 1914); Georges Sadoul,
Jacques Callot: miroir de son temyBaris: Gallimard, 1969). See also: ChoB#&blémes et pensée
symbolique en Lorraine (1521-1633)p. 725-769.
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French by authors such as Bacon before going dmatwslate various works from
Latin, Italian and Spanish, even living abroad ¢cocamplish this. In 1624, on orders
of the Queen mother, he went to England, where, for tworsydee worked on

L’Arcadie de la comtesse de Pembro&etranslation of Philip Sidney’s work. This
indeed became the source of some professional tdisgmirival authors, including
Mlle Chappelain, working on their own translatioofsthis work and rushing to be
published first, accused him of, amongst othergsirplagiarism. While there is no
evidence of plagiarism, and indeed Baudoin’s verssosaid to be of a much higher
standard than that of Mlle Chappelain, it does séah Baudoin was nevertheless
required to pay a substantial sum in damages. Bausdw@duced two emblematic
works, thelconologie,based on the figures of Cesar Ripanted in1636 and the

two-volumedReceuil d’'emblemes diverprinted in Paris by Jacques Villery, 1638-
39. This second work proved popular running to ssveditions: a second edition by
Villery was issued 1646-7, a third by Loyson in iBdr659-60, a fourth in Paris by

Cochart in 1658 and a further edition in 1688.

Of the remaining four authors, Protestant autierdreas Friedrich, Robert Farley
and CatholicFrancois Berthod and Gabriel de Mello, sadly little is known.
Friedrich’'s Emblemata Novappeared in Frankfurt in 1617, published by Jadeb
Zetter and in the same year appeared in translatiofrench, also in Frankfurt,
published by Luca Jennis. Robert Farley, a Scotisthor, a ‘minor Scots poet’
according to Bath, produced two emblematic workéhensame year, th€alendrium

humanae vita¢1638) and théychonocausidoth of which focus on human mortality

297 Eor more discussion of Baudoin and his work asmastator see; H. W. Lawton, ‘Notes sur Jean

Baudoin et sur ses traductions de I'angld&&yvue de littérature comparée (1926), 673-682.
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and the passing of tinfé Franciscan Berthod's two-voluméblemes Sacrdist
appeared in Paris in 1665 under Estienne Loysoao f{twther editions in 1699 and
1685 are recorded) while Mello’ses Divines operations de Jesus dans le coeur

d’'une ame fidellavas printed in Paris in 1673 by Jacques Van-Merle.

298 Bath,Speaking Pictures. 224.
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