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INTRODUCTION




The interest in Scdéve shown by 19th century critiés like
Sainte-Beuve in France and Cary in Englcnd was only incidenta}
to their interest in 16th century poetry as a whole and more
particularly in the work of the Pléiade.’ Even at the end of
the 19th century Brunétiére is more concerned with Scive as a
figure of transition or else as a weapon with which to ful-

minate sgainst the Symbolists.2

However since that time the
reorientation of criticism and taste in both countries has
brought Sctve into the foreground, and given him a prominent
place in anthologles of poetry. Indeed we can expect him
soon to be &s established as an 0Old llaster.

Verdun L, S&ulnier{s monumental thesis published in
1948 throws light oh almost all aspects of the poet and his

background, and so completes cnd to & certain extent corrects

(1) Sainte-Beuve, Tablesu Héstorigge et Critique de la
poésie francaise et du théatre francais eu XVIe pikcle,
Paris, 1 828-

Rev, H.F. Cary, Ihe Early French Poets, London, 1923,
A series of articles first published in the London
liogazine between 1821 and 1824 which includes one on
Sceve and remarks on 'some fine things' which are 'some-
what in the way of our own Donne'.

(2) P, Brunetitre, Un précurseur de ls Pléiade:lMsurice
Scéve, in Btudes Critigues sur 1l'histoire de 1lg
1ittérature francaise. 6e série, Pearis, 1899, pp. 79-95.

In other studics Brunetiére put forward a theory pur-

porting to explain the architecture of Délie by means of
the number symbolism of the Cabbala,




the piloncering studies of A, Baur and B, Guégan.1 The
Lyonnais circle, Scdve's family, the poet's literary end
social relationships, his contribution to contemporary

events, his debt to previous pocts and the development of

his literary career have been thoroughly examined’by Saulnier,
He has reviewed and reassessed the study of 'sourées‘ made

2 and by clarifying the idea-content of

earlier by Parturier
Scéve's poetry and many difficultics in the text has, to a
great extent, freed the poet from the charge'of éxcessive
obscurity. He sees Sceve rather as a forerunner of
lizllarmé end Valéry for whom obscurity of expression was &
legitimate and essentisl characteristic of poetry.

Other scholuars have investigated the possibdle myatical,

'scientific' and symbolic significances of Scéve's work and

(1) V.L. Saulnier, }Maurice Scdve, (ca. 1500-1560%) Paris,
19&7-8, 2 vols, In addition to this work Saulnier has
written a lerge number of articles on Scéve, of which a
list is given in the Bibliography. All references to
Ssulnier are to the book, }lMaurice Soéve, unless otherwise
stated.

A, Baur, Maurice Sctve et la Renaissance lyonnaise,
Paris, 1906

B, Guégan, QOecuvres podétiques de Haurice Sctve, Paris,
1927.

(2) Dé1ie, ed. E., Parturier, Société des Textes frangais
modernes, Paris, 1916, All references to Parturier are
to the notes in this edition unless otherwise stated.




placed it in the context of 16th century ideas.’

As regards
the naturc and quality of the poetry, particularly in Dé&lie,
the interesting remarks of Velery Larbsud and Thierry Maulnier
have been followed up by a number of critics who have studied
Délie from different points of vicw. INme O, de Mourgues
examinéd the metaphysicel quality to be found in some of
Sctve's dizains. Pierre Boutang isc at times illuminating

in his interpretation of selected dizsins and V. Niedermann,
Henri Veber and recently Enzo Giudici have studie@ various

2 These studies have

aspeets of Sceéve's poetic technique.
uncovered scme sallent characteristics of Scive with regard
to his language and imagery, his treatment of traditional

themes and concelts, his use of rhythm, rhyme snd the dizain

(1) A. Béguin, Sur 1la Nystioue de Maurice Scéve, Fontaine,

1944, no. 36; also Ls lMystique de Maurice Scéve, in
‘Confluences no, 30, mars-avril, 1944, pp. 229=-243. See
elso laurice Scdve:Choix de Textes et préface par
A, Béguin, Paris, 1947.

A.li, Sehmidt, Hautc Science et poésie frengaise su XVie

sitcle;La pnose de llsurice Scéve, in Les Cahiers d'Hermés
no, 1. Paris, 1947. See also his book Lg poésie
scilentifique eu XVIie sidecle, Paris, 1938.
(2) 0. de liourgues, lletaphysical, Barogue and Précicux
Poetry, Oxford, 1953. '
V. Larbaud, lotes sur Maurice Scdve, Paris, 1925,
T. Maulnier, Introduction & la poésie frangaise, Paris,
P. Boutang, Commentaire spur Quarante Neuf dizains de .
1a D&lie, Paris, 1953.
H, Weber, Le Langape vodtique de Maurice Sceve dasns la

Délie, Florence, 1948, and also Lz Création poetigue au
XVIe sidcle en France, Paris, 1956,

W, Niedermann, Versuch {iber llgurice Scéves Dichtung,
Zurich, 1950.

E. Giudici, Le opere minori di ¥aurice Scdve, Parma,

1958.




form as well as of the larger symbols of light and'darkness
and the relationship between the microcosm and macrocosm,
Shorter studies have offered enalycses of certaln themes or
dizetns.’

This thesis aims to be a contribution to the understaﬁaing
cnd appreclation of two aspects of DElie:the emblesmes end the
imagery. When considering the imagery of Qé;ig myAattention .
was drawn tb the emblegmss and the rather unsatisfactory ex-
planations that had been gifen of fhem. “Parturler stressed
only the decorative value of the erblcsmes - 'Cette préoccupa-
tion de parler avant tout aux yeux est sensible dans la D&lie;
de 1% les cinquante embl®mes dont elle est ornde'? - whilst
Jean Porcher omits them in his edition of Délie because 'les
figures n'ajoutent rien au texte'.? Saulnier however studied
several aspects of the emblesmeg: for example,>the question
of how the woodcuts came to be included in Délie, the Gnomic
quality of the mottoes and the relationship between the
cmblesmes and the architecture of the book. Nevertheless he
did not study fully their relationship with the emblem genre
as a whole and nelther clarified the legends and figures in
the woodcuts nor evaluated their function in.Qélgg.“ In fact .

See Bibliography and refercnces throughout the thesis.
Introduction, p. xxvii, to Délie.

Déiie, ed, Porcher, Paris, 1943.

Saulnier, Vol. 1, pp. 210-213.

A~~~
FA N -



I believe them to be important and integral eleméhts of the
work; and so since their exact nature, meaning, and function
are far from clear I have devoted the first part of the
dissertation to this matter. The flrst éhapter exXamines

the nature of the woodcuts and mottoes against the back-
ground of the Renalssance pictorial genres such as emblems
and devices and the second chapter is the study of their
neanings and the traditional associations which the figures
of the pictures would bear for 16th century readers of Délie.

Finally the relationship between the emblesmes and the com-

panion dizaing and their role in the work as a whole are

studied in chapter three.

Certain characteristics of the emblecsmes and the ways
in which they contribute to the poetry of DEélie are closely
related to Scéve's use of imagery in general and this forms
the subjcct of the second part of this thesis, It is true
that the imagery of Délie has been commented upon by many
critics. The content of the imsges, the various spheres
from which they are drawn, their 'functicnal' as opposed to
'‘decorative' nature, their startling appearance in an other-
wise abstract dizain and, in the course of analyses of indivi-
dual poems, their function as a unit in the dizain have all
been discussed. But no one so far has made a complete study
of their function as a whole, This I attempt to do in the
second half of the thesls.



One of the difficult problems in dealing with imagery of
any perlod is that of classification and of the uée of descrip-
tive terms. lliss C, Brooke-Rose in A Grammar of Metaghog1
discusses the varlous merits and disadvantages of the tradi-
tional methods of classification ranging from the specieé/
genus classification of Aristotle to the analysis by dominant
tralt of the modern Germon school, One clear point"which
emerges from this discussion is that each classification
serves a different purpose and depends on whaf queétions one
is asking the poet or his work. Thus a critic who is mainly
concerned with studying a poet's range of interests will bzse
his classiflcation on the content of the imagery; I have
classified the imagery of D&lie according to the function of
each imsge within the dizain, In this analysis I make use of
certaln descriptive tefma suggested by F.W. Leakey in Intention

2 These terms are basged on the reletion or inter-

in Metaphor.
action of the metaphor's two parts, the tenor and the vehicle,
end they enable us to discuss the effect or function of the
Image in a work. He distinguishes and defines four kinds of
function: the illustrative, the decorative, the evocative

and the emotive, With the metaphor of illustrative intention

é13 London, 1958, Introduction. |

2 Article in Essays_in Criticism, Vol. 4 (1954) pp. 191-198,
Felix Leakey's use of the term metaphor is synoncmous with
my uce of the word image.



the author is 'concerned to mzke precise by his vehicle the
notion cmbodied in the temor'. It is then 'a concrete
instence of a relation which would otherwlse have to be
stated in sbstract terms', At the other end of the scale
is the metaphor of decorative intention in which 'the vehicle,
by its superior brilliance or eleboration usurps more or less
completely the reader‘s attention, and demands, so to speak,
to be admired for its own sake', the tenor then becoming in
effect 'almost a mere excuse for the introduction of the
vehicle'. The metephor with evocative intention aims to
evoke a 'particular concrete object or sense-impression by
the suggestive analogy of another concrete object or sense-
impression', In this type the vehicle is 'called in to
complete the sensuous impression given by the tenor'., The
metaphor with emotive intention is concerned to express the
author's emotion or state of mihd. The ‘emotive inténﬁion'
or effect l1ls here evoked by the associative nature of the
relation which links the two terms'. The comparison relies
mainly on the associations common to both terms rafher than
on outward similarity. |

Felix Leakey has put these terms to use in discussing
the 1magery of Baudelaire and, as they stand, they provide
a valuable basis for the analysig of imesgery in modern ppetry
generally. With modifications and some re-definition I
believe that they are equally useful for the study of imagery'



in Sckve. The distinction between a logical 1ink between the
two terms (as in the 11lustrative metaphor) and an associative
one (as in the emotive metaphor) 4s not valid for 16th éentury
poetry, The 16th centurylpoet and reader wﬁuld not recognise
the distinction between logic and imagination on which it
depends. For them, the 1lmagination was itself responsidle
for initliating loglcal and indeed all processes of thought.

In almost every case there 1s a logical basis to the analogy
which a 16th century poet uses. Vhereas the description of
sense 1mpressioﬁs or personal experiences may be the sole
raison d'8tre of a modern poem, the 16th century poet is
almost always conccrned to go beyond the mere description and
to direcct the reader towards a particular evaluation of the

experience or the general truth of 1t.1 Hence in using these

(1) The most valuable study of Renaissance poetics and the
poetry seen against this background is Miss R, Tuve's
{ h : nagery, University of Chilcago
Press, 1947. Miss Tuve (p.11) cnalyses the differences
between lines of Pound znd Herrick on the same theme - to
their mistress in bed - to illustrate this point. Pound
conveys sense impressions with,
Alba
As ¢co0l gs the pale wet leaves
of lily-of-the-=valley
She lay beside me in the dawn, :
whereas Herrick, in writing of Anthea in bed, is concerned
as much with a Judgement of the lady as with conveying
accurate sense 1impressions:

S50 looks Anthea, when in bed she lyes,

Orecome, or half betray'd by Tiffanies:

Like to a Twi-light, or that simpring Dawn,

That Roses shew, when misted o're with Lawn,
Twilight 1is yet, till that her Lavnmes give way;
Vhich done, that Dawne, turnes then to perfect day.




descriptive terms I do not wish to imply that there 1s nol
difference in the poctics of the 16th and i9th centuries, In
each case, the function of the image itself rmust be'relafed to
the argument of the poem as a whole and so to the author's |
intention. The background of 416th century poetics nust

always be kept in mind,

The term illustrative needs no qualificaticn when applied
to Scitve's imagery, but in speaking of images with emotive
function I mean the image which secks to present the poet's
emotional situation by evoking assoclations and parallels |
from Classical mythology or from the Bible and which uses
these acsociastions to convince the rcader of the truth of the
experience as well as to convey that experience in\all ite
richness, The image with evocative function is the one
often described as 'sensuous', but here it is important to
sec whether and how this concrete evocation operates in the
argument of the poem &as a whole,‘ The word decorative is the
moct dangerous to handle with regard to Renaissance imagery
since it is frequently used to evaluate rather than to deseribe.
Furthermore since the vehicle here 'demands to be admired for
itc ovn sske' it is commonly set in opposition to a 'functional'
image which has a definite purpose to fulfil in the argument of
the poem. This opposition between 'decorative' and 'func-
tional' 1s not borne out by Renaisssnce poetics: each image

is thought of asc having a specific purpose, this purpose being
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controlled by the nature of the poem, the intention of the
suthor, and the demands of decorum and significance.1
Accordingly I have not used the term decorative with regard

to an image but certain dizains I heve called decorative for
reasons which will become gpparent by analysis and demonstra-
tion. .

The study of the function of imagery in Délie is clearly
impossible if we do not understaond the meaning of the image,
and barren as well e&s misleading if we cannot understand it |
in the context in which it wes written. At each stage there-
fore I have been concerncd to elucidate the meaning of an
image and to unravel the associations 1t would have had for
a 16th century reader. In a work of this kind extensive
quotation is desirable. In many cases whole dizains are
quoted, in others only the context of the argument is referred
to.

I have used the word jimage in two main senses: on the one
hand & plcture made of words containing no elément of compari-~
son or similitude and on the other hand all the figures in
which a comparison of two terms 1s implied, for example,
simile, metaphor (in its strict scnse) pcrsonifiéation,

Allegory and symbol.

(1) ©see R, Tuve, op.cit,, Part I passim,
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In order to avoid repeating what earlier séholara have |
already said, I have omitted from this study all those images
which are merely the étock~1n~trade of zny love poet in
European literature,’such as the darts of Cupid, the battles
znd wars of the passions end the shlp of love, storm-tossed
and wrecked, unless they are used in a personal way by Sceve.
All those dizains which are mythological anescdotes étemming
mainly from the Greek Anthology have been omitted for the

gzme reason. 1

(1) For detailed references on these points sce Saulnier
and Weber, Création poétigue, passim,



PART ONE

CHAPTER ONE

The Hature of the emblecmes
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One is faced at the beginning of any discussion of the

emblesmes in Délie with the apparently insoluble gquestion of
1

how they came to be included in the work. There are three
poseibilities: <firstly that Scdve came across a set of fifty
woodeuts in a printer's establichment. They‘wére provided
with mottoes but had no verses accompanylng them. The poet
then wrote fifty verses to go with them following the pro-
cedure cdopted by another Lyonnais, Barthélémy Aneau.® Or
secondly that Sctve himself chose fifty woodcuts from a
publisher's stock and adapted them for his own purpdse. or

finally that he commissioned them specially for the work.

(1) I am using here the word emblecms which appears in the

Frivilege of Délie in preference to the English word

emblem’ as the latter begs the question of whether the
emblecmes are in fact 'cmblems'. Thus until I have
established the real nature of the gmblesmes the Englicsh
word is confusing. ‘

(2) Aneau's Picta Poesis appeared in Lyon in 1552, three
years after his edition of the Emblematum lidbellusg of
Aleciati. In his own emblem book he relates how he came to
write the Latin verses around the emblem pictures. He
entered a printing establishment and 'incidi in aliquot
imagunculas in ases incisas'. He reports the conversation
between himself and the printer - a conversation which
throws light on the relationship between the engraver,
publisher and poet in the production of early emblem books:

Quarum ego usum cum essem percontatus, is nullum esse
respondit quod inscriptiones ad picturam alludentes
non haberet, Aut sl quas habuisset, sibi periisse
adfirmavit Ibl ego tales eico.nes non temere affictas
esse ratus, recepi me ex mutis et mortuis, vocales et
vivas effecturum: inspirata vivacls Poeseos velut
snimz, Quod quem alacriter recepl: 1s alacrius excepit.
And thus Aneau accepted the challenge and wrote sultable
verses for the pictures.
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Saulnier has examined thoroughly these three hypotheses.1
Since there 1s no external evidence to indicate where the
woodcuts came from, by whom they were designed and for what
purpose, whether they had been used in any book before DJlie
or even whuthcr they were used in eny booL after ‘Déiie, |
Saulnier inclines to belileve that Sceve, 1ike Aneau, found
the woodcuts ready-made and then used them in DElie.

The actual woodcuts of the 1544 edition are rough and
crude 1n design and'in some cases 1t 1s difficuit to make out
what the figures are or what they are cuppoced to represent.
They compare unfavourably with the designs of the woodcuts
appearing from Lyon presses in the 1540's and even with the
Augsburg and Paris editions of Alciati's Emblematum libellus
in the 1530's. The outer frames of the pilctures, br which
there are sixteen different varieties, are heavy and elsgborate,
consisting of grinning satyrs, ox heads, heavy scroll work,
and goatheads, and may be compared with those used by Macé
Bonhomme and Guillsume Roville in the 15L0's end 1550's.  But
the design of the figures in D&1ie, unaccompaniecd by any back-
ground scene or landscape, seem ruch earlier in date than those

of Bonhomme gznd Roville.2

{1; Vol. 1, pp. 210-213.

2 In the 1564 edition of Délle the outer frames are more
elegant and regular znd there are only six of them, The
design of the woodecuts is ruch superior to the 15hh
edition,
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This confirms Saulnier's impression that Scdve found the
woodeuts resdy-mzde and that they were in fact designed and
executed many years before their appesarance iﬁ.gé;ig. But
until more evidence is forthcoming any conclusion on the
actual woodcuts mist be extremely tentative. ,

In view of this difficulty my starting roint 1s the fact
that there are f£ifty woodcuts incorporated in the work and my
purpose will be to examine, on internal evidence, thelr nature,
and their meaning and function in Délie.

The fifty woodcuts provided with mottoes, which are in-

serted cfter every ninth dizain in Délie are czlled emblesmes

in the privilere of the 1544 cnd 1564 editions which granted

Antoine Constantin the right to publich.

ce présent livre traictant d'Amours, intitulé Délie,
soit avec Emblesmes ou sans Emblesmes,

and forbade any other printer,

de ne le imprimer ne faire imprimer vendre ne
distribuer, solt avec lesdictz Emblesmes ou sans
Emblecmes,

The word emblesme in this privildge ciearly refers to the

woodcuts in Dé1lie end the phrase goit nvec Fmblesmes ou ssng

Emblesmes 1s a safeguard to the publisher against the possibi-

lity of slightly altered versions of his book being put out
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by other publishers.1

At the end of the book there 1s a list
of titles of the pictures which is called L'Ordre des Fipures

et Emblecmes. In the 17th century both the words figure and

eniblesme referred to the enblem picture and in English termi-
nology the emblcm was the plcture zlone, the motto was called
the ﬂggg'and the poet added verses or moralised fhe emblem.2

The definition of the word grblesme in the privilere secems to

be a narrow one, referring only to the woodcut and poses the
question whether the word e#er meant‘anything'more than this
in the 16th century.

Huguet and Godefroy® give £iret the literal meaning 'un
ouvrage de margucterie'. This is the scnse of the Latin word
eriblema, which 15 itself derived from the Greek &Sy va

meaning a mosalc decoration attached to vases and terracotta

(1) c.f. the wording of the privilige in La Marmificence de

1la Superbe et triumphante entrée de la noble et entigue
ite de Lyon faicte su Treschrestien Roy de France Henry

deuxieme. ... Lyon 1549, which states that the publisher
Vest permis d'exposer en vente sans que sutre que luy ...
pulsse imprimer ou faire lmprimer soyt avec figures ou
sans figures, petite ou grand marge tant en Itallen que
Frangoys'.

(2) See R, Freeman, English Emblem Books, London, 41548,
Pe 37.

(3) E. Huguet, Dictionnaire de 1a lansue frangaise du
peizitme siécle, Paris, 41925 - {referred to as Hupuet
throughout) and Godefroy, Dictionnaire de 1'sncienne
langue fraonealse et de tous ses dialectes du IXe au XVe
sitcle, Paris, 1681-92, 7 vols and the Complément 1695—

1902, 3 vols (referred to as Godefroy).




16

1 It 4s used by Cicero, Lucilius and Varfo with the

objects.
meaning of pictorial ornamentation, chaaed,'embdssed brAinlaid
on a work of art. Another Classicsl author however used the
word in a different context, to make an 1nterest1ng comparison
that is relevant to the emblem genre in the 16th end 17th -
centuries, In his discussion of the variocus types of

exercise which were useful for training an orator, Quintilian

mentions loci communes and adds that certain.orators had made

a practice of working up a stock of these which they could
attach, like emblemata, at appropriﬁte pointe in their speeches:

Nam locos quidem ...... adeo manifestum est ad

forenses actiones pertinere ut quidam nec ignobiles

in officlis civilibus scriplios cos memorizeque

diligentissime mandatos in promptu habuerint, ut

guoties esset occasio extemporales eorum dictiones

his velut emblematis exornarentur.
Quintilién himself does not approve of this practice nor does
he clgborate the comparison as this would have been irrelevant
here. However the statements of 16th and 17th éentury writers
on the enmblem genre are very reminiscent of this passage, for

in justifying the genre they conceive its function as belng

(1) The Thessurus Linpise Latinase, Leipzig, 1900 Rx -
rrograss, glives its meanings and two principal uses thus:
1. ‘'de opere musivo
2, 'de figuris et ornamentis argentcis in vase quolibet
111igatis ex quo tamen facile eximi possunt .

(2) Institutio oratoria. 2..4,27.
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closely akin to that of figures of speech.1
Huguet and Godefroy then give another meaning of the
word erbleme, namely,

préceptes réunis & la suite les uns des autres et
n'ayant entre eux asucun rapport direct,

and Huguet cltes an interesting exemple of this use fronm
Mcntaigne, ’ - ‘
Mon livre est tousjours uni:sauf qu'h mesure qu'on se
met & le renouveller afin que l'achetteur ne s'en
aille les mains du tout wvuldes, Je me donne loy 4d'y
attacher (comme ce n'est qu'une marqueterie mal
jointe) quelque embleme supernumeraire, |
Roth this seccond meaning and the etymology were obviocusly
well known to contcmporaries of Scdve, as 1s shown by a remark
of Aneau's in his prefuce to Alciati's Emblematum libellus in

1549,

(1) For example Clgudius Minois, in the treatise and
commentary which he appended to his editions of Aleciati's
book, published in Antwerp by the Plantine press from
1573 onwards. After defining the emblem genre, liinois
immediately mentions the art of rhectoric:

sed et oratic variis rerumque pigmentis et lenociniis
Rhetoricae artis elaborata, Antwerp 1577, pe 43)

Earlier, in explaining the etymdlogy and meaning of
emblema, he had said:

Per metaphoram tamen, emblematis nomen convertltur
ad orationis genus gquibusdam quesl colorum seun
sententiarum pigmentis comptum vestiltumque.

c.f, Gracian's statement, cited by Mario Praz, Studies in
Seventecenth Century Imsgery, Vol 1, London, 1939, p. 14,

referred to throughout as Praz):

Emblems, Hieroglyphs, Apologues cnd Devices ére like
precious stones to the gold of elegant discourse.
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Emblemes (comme bien ha interpreté le tresdocte
Francoys lMonsieur Budaed) sont ouvraiges bigarrez
de petites pltces de mocqueterie. Ce que aussi
donne A entendre 1l'origine Graecque du mot,

It was primarily the potential decorative value of the

plcturcs that Alciati had in mind in calling his little book
Emblematum 1ibe;1u§.1 But he imposed on the original

pictorial meening of the word 'emblema' enother value. His

emblem pictures have & significance as he explains in his

book De Verborum significatione,

Verba significant, res significantur:tametsl et

res quandoque significent, ut Hieroglyphica apud
Orum et Chaeremonem, cuius argumenti et nos carmine
1libellum composuirms cul titulus est Emblemata,?2

(1)

(2)

See Praz, p. 19. c.f+s the prefaratory verse of Alciati
himself,
Haec nos festivis Emblemata cudimus horis
Artificum 1llustri signaque facta mamu
Vestibus ut torulos, petasis ut flgere parmas,
Et valeat tacitis scribere quisque notis,

c.f. also the preface to the 1551 edition of Alciati,

Praz who is concerned with demonstrating the affinities
between the conceit, the epigram and the emblem, interprets
the Alciati passage thus: 'cmblems are thercfore things
which illustrate a conceit' (Page 19). This is true only
if we take concelt in its first meaning of 'concept' and
not in its other and more usual meaning of 'witty or in-
genious notion or saying', for emblems do not always illus-
trate a conceit in this latter meaning, but often symbolise
an idea or concept. For example in Aleciati's book we find
emblems illustrating concepte like 'Concordia' and 'Fidei
Symbolum',

The connection between the emblem genre and the Hiero-
glyphics of Horapollo end the Renaissance conception of
Hieroglyphics has been analysed by L., Volkmann in
Bilderschriften der Renaissance, Hieroglyphik und Emblematik
in _ihren Beziehungen und Fortwirkungen, Leipzig, 1923.

See also K, Giehlow, Die Hieroglyphenkunde des Humanismus
in der Allegorie der Renalssence, in Jahrbuch der XKunst-
historischen Sammlungen der Allerhochsten Kalserhaus,

Vol XXXII, Part I, Vienna, 1915, pp. 1-232.
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In other words objects pictorially represented in the
emblem pictures signify a conéept or i1dea in the way that
the so-called Hieroglyphlcs of Horspollo were thought to

do, The notion current in the 16th century that a piecture
can present the intelligible by meazns of the vislble, using
the particular to poiﬁt to the universal or %o the essence |
of scmcthing; is a basic one for the understanding not only
of the plctorial genres of the Renailssance such as Hiero-
glyphlcs, emblem books br books of Irprese or Blasons but
also of Renaissance poetics in general.1 Coupled as it

wzs with the llec-Platonic idea that the eye is the highest
and noblest sense organ in man; thisc notion led suthors
generally to make use of pilctures which by way of the visual
2

senses immedlately convey an intellectuzl idea. Since these

(1) Prancesco Colonna's Hypnerotomsochia Poliphili published
in 1499 in Venice contained both Hleroglyphlcs and enigma-
tic pictures and greatly Influenced the emblem and device
genres, Hany editions appeared subsequently and in 1556
Piero Valeriano produced a long commentary on Hierogly-
phics which incorporated those of Colonna, Horapollo as
well as the lore of medieval bestiaries, I use the 1499
edition of Colonna and the 1556 edition of Valeriano.

See R, Tuve, Elizabethan and letaphysical Imagery for
this aspect of Renalssance poetics.

(2) The hierarchy of the scnses was expounded by the Italian
Neo~Platonists like Ularsilio Ficino znd Pico della Miran-
dola, For further discussion see N, Robb, yeo-Platonism
in the Italian Renaissance. London, 1935,

The ldea appears in almost all prefaces to emblem books
28 the reason and Justification for compiling them. Two
examples may be taken from Anegu and Corrozet. Anecu in
his preface to Picta Poesis says,

(Conta
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ideas underlie all the pictorial genres of the period and
since emblem pictures, like images or metaphors, may be drawn
from any fileld, classification by source or by affinities with
other pictures in other books does not guide us tbwards their
precise nature and function in any given artistic unit. They
may be classified in D&lis for examplé acéording to whether
they are drawn from Classical mythology like those on Dido,
Acteon or Leda, from laturel History and the rezlm of fable
like the one showing the viper giving birth to 1t &oung, from
books of Hieroglyphics as for exumple those showing a single
animzl, from scenes of everyday life like that of the two young
men around the stool, or from the world of alchemy like the
alembic apparatus. All this however will tell us nothing

utl preemortuas, semisepultas imagines in vitem, et
lucem revocaremsingenium meum exerceremslectorum ut
oculis gic snimis satisfacere. (My emphasis,)

Corrozet, in the preface to Hecatongraphise, Paris 1543,
says,

Et pour autant que 1'esprit s'esiouyt
Quand avecq'luy de son bicn l'oeil iouyst,
Chascune hystoire est d'ymage 1llustrée
Affin que solt plus clerement monstrée

L' 1nvention et la rendre autenticque
Qu'on peult nommer letre hieroglyphique.

In the 17th century the enterprising Jesuits were to rely
on these same prineciples, namely that the eye is an
excellent short-cut to the mind, when they used enmblem
books for religious education,
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about how they operate in Délie for they shafe this hetero~
geneous content with dozens of other images in poetry, |
figures in emblem books end plotures in illustrated books. .
The nature and function of woodcuts such as those in Qé_)_._i_q
may in fact vary considerably according to whether they |
appear in an emblem book, in a collection of 1mpféé§, in'an |
account of a Court festival or funeral, in a dictionary of
concelts or in a serics of love pocms like Dé€lie. Hence
the exact nature of them as they eppear in this work must be
scttled before we can go on to discuss the various functions
they have in D8lic. The nature and functions of woodcuts
such és these are determined largely by the author's intention
end the intention of the work and we must 1look now for some-
thing which will assist in the definition of emblesmes cnd
emblems.,

The phrases guvralges bigarrez end plieces rapportées
menticned earlier call attentlon to the content of Alclati's
emblem book, In addition to the emblem pictures, whosc
suggestiveness and significance can be related to ideas of
the time, there are Latin quatrains eccompanying the woodcuts.
The purpose of the quatrain is to explain and clarify the
meaning of the objects in the pleture and to draw moral con-
clusions from them, The title Emblemata covers both the

pictures and the verses. In fact some of the pictures in
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the early editions of Alciati would be almost meaningless
were 1t not for the elucidation provided by the text. |
Nedither words nor picture stand independently of each other
and 1t 1s the combination of both that makes the book Yun
ouvrage bigarre . _ |
Claudius Minois points cut in his commentary to Alclati's
Emblemats that one might object to the 'improper' use of the
title Emblemata by Alciatd, |
Ceterum plerique vel suspicari vel obiidefe poterunt
hic ab Alciato Emblemata impropric dieci, cumn ea carmina
videantur potius expositiones esse et explicationes
Emblematum, id ect eorum synmbolorum vel simuldacrorum,
quae ab entiquis petita hic magna parte repraesentat
et horum ratione tradit.?
Minols clearly regards Emblemots as belng close to Symbolga,
and the verses Alciatl wrote around the pictures are in fact
explenations of Symbolsa, |
Other books published in France immediately after
Alcizti's 1ittle collection followed the pattern set by

this work. ©Por instance Guillaume de la Perritre's

Theatre decg bons encins was published in 1539, and Gilles

(1) ed. op. cit. p. L6.
For a full bibliogrephy of Alciati's Emblem book see
He Green, Andrea Alcisti and his Book of Inmblems,
London, 1872.
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Corrozet's Hecatongraphie in 151;0.1 They both containéd
emblem pictures and both gave verses explaining the signifi-
cance of the plctures. By cmblem bocks therefore one means
books whiech have this particular conmbination of pictﬁrés
and verses closely‘felated to ezch other end dependent on:
each other. |

As the word gmblesme in the privilege of DElie clearly
refers to the éctual woodecuts, it rmst be thought of as an
ornamentation, an gmblema in the Latin and Greck sense of the
word, But since it 1s equally clear that the dizain following
the picture is closcly rclatcd to it, the whole problem of the

‘emblesmes’ lies rather in the relationship between the wood-

cuts and mottoes on the one hand and the text of the dlzuains

on the other.

Saulnier refers to these dizains as dizalns-zloses and

assumes that they bear a close resemblance to the emblem
verses accompanying the plctures in emblem books of the

period. The only concession he makes to Sctve's ovn use of

(1) The first published edition of La Perridre's book
appeared in 1536 without pictures, a fact which suggests
that 1t was thought that, far from the emblem pictures
being eble to stand alonc, it was the text that could be
published alone. In the first edition of Alciati, there
were more verses than woodcuts: e.g., for the emblem of
Cupid snd the Beesg there was only one woodcut and two
verses accompanying it. See on this subject D, Coleman
gnd ¥, lcGowan, Cupnid znd the Bees:An Emblem in the
Stirlina-tsxwell Collection, The Bibliotheck, Vol 3,
noi 1.
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the woodcuts 1s that Scive glossed them 'dens un sens
emoursux'.’ Is Secdve then, in the manner of Alciati,
Corrozet or La Perritre writing emblem verces around the
set of fifty woodcuts he had come across? Are we to seevin

D&lie fifty emblems like the hundred in the ﬂecatongﬂqnhie?

This seems to me B0 surprising o conclusion that it needs

to be much more carefully examined than has hitherto been
done, It is oui of keceping with the kindvof poctry that
Sctve was writing in DElie - a personal love poetry,. 'The
Lifty emblesmes and dizains would on thioc count be extraneous
to the general plan of the book, would have no essential
function to perform in the general development of the dizains
and would have no connection with the poems. Finally, we

should be forced to conclude that Scdtve was merely following

(1) Vol. 1, pp. 210-213, In fact Saulnier goes further
to suggest that,

on oublie trop volontiers que, dans une bonne
proportion de ses dizains mails surtout dans une
étape de son général dessein D&lic n'est rien
autre qu'un livre 4' aﬁblemos~l'1nterprétation, en
un sens moral édifiant, d'une série de figures,
Des gloses d'intention gnomigque. S5'41 n'est pas
resté, gans plus, leur frére, le livre est tout
de méme parent de tous ccs recueils qul fleurissent
chez noug 4 la sulte du triomphe des Emblémes
d'Alciat:genrc qui semble connaftre sa plus grande
faveur justement & Lyon.

¥y reasons for dlsagreeing with this Judgement will
become clear in the course of the argument.
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the latest fashion of the day.1

In order to determine whether the embiem pictures end
companion diznins are in fact emblems. in Qé;gg‘it is necessary
to examine the essential features of the emblem genre, a8
practised by Alciati, Corrozet and La Perribre anﬂ as dofined
by later writers., Any major differences between Scbve and
the emblem writers should then become clear,

Although no fules had 5een drawn?up’for the emblém genre
vhen it was first developed, there are six elements which
make up an emblcem proper: the actual picturc, the title or
motto, what the picture represents, the relationship between
the plcture &nd verses, the nature of the verses,'and finally
the general purpose of the picture and verses in the eyes of
the author, I shall consider each-of‘these elemenfs in

turn.,

(1) It is possible that Scdéve was attracted to this pictorial
genre at the time that he was writing blasons. The
connection between the blsson genre and the emblem genre
has been analysed by Saulnier, Vol 1, pp., 74~77 and, more
thoroughly by Giudicl, Le Opere minori di Maurice Scdve,
Ch. 2, especially pp. 76-81. He remarks that,

1'enmblena sti al blason come lo stemma alla nobilth:
¢ come lo stemma la condensazione e sufflgurazione
grafica dell'essenza che individua,

Furthermore Giudici rightly insists on the links between
both blasong end emblems snd the Greek eplgram and the
Italien Strembotto. Both these forms influenced the
dizgin form,
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1. The emblem picture.
The majority of the pictures in Alciati, Corrozet and La

Perriére are elther scenes or narrative pictures, that is

they visually relate a story or try to evoke the e?ents\pf

a story, or else they are representative pictures‘which by
means of symbollc signs and attributes represent an abstrection
or an allegorical figure like Charity =nd Love. In Alciati's
first edition for excmple we find that twenty five out of a
handred pictures represent a mythological episode - Arion
falling out of the ship and in another corner of the plcture
disappearing happily on the dolphin's back, or Ganymede being
borne sway by the eagle of Jupiter, Another twénty Tive
pictures deplct fables sbout animals, fish end birds (derived
mainly from the Elder Pliny) and yet snother ten, stories from
Ancient History.! Although the artistic quality of the wood-
cuts in the first editlon 1s not great, it 15 nonetheless

clear that the scenes are not intended to be static. The
remaining pictures evoke the sdventures of the boy Cupid as
recounted by the poets of tha Greek Anthology - Cupid among the
flowers, Cupid beling stung by the bees, Cupid with his mother

2

Venus, Perhaps as a result of the subject matter many of the

(1) See the Augsburg 1531 edition which i1s the edition re-
ferred to throughout, unless another 15 explicitly named.

(2) ©see Praz p. 22 for a 1list of the emblems stemming from
the Greek Anthology. For a fuller discussion of the gene-
ral influence of the Anthology on Frecnch poeiry of this
period, see J.Hutton, The Greek Anthology in Fronce and in
the Latin writers of the lNetherlands, New York, 1946,

Cornell Studies in Classical Philology.)
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plctures contain three or more figures, whether human or
aﬁimal. ‘_in cht£ast to this, none of the pictures in D&lie
contain more than two figures, very fow, if ény,:coﬁld be |
termed narrative pidtures‘and‘none éould,be called représenta-
tive..' Even in_the 1564 edition where thefe are marked changes
in the background detail, with natural‘lénascape figuring in
most of the pictures, there are no additlonal figures or
movement. Aifew exceptioné like La Fgmme‘et 1a Lxcorne,

Iour Babel, Acteon, Orpheus, Lg Selle et les deux hommes

might be called narrative scenes, But on the whole the
emblem plctures in D&lie either show a single figure or
object or else a predicament like Le Chggozs et 1les chlens,

and they remain on a much more stétic level than those of

Alclati,

2. Tltle or motto.

Emblem pictures in Alciati, Corrozet and La Perritre are each
given a title, whiéh is either a résumé of the Suhject'matter
or a little moral drawn from thelétory depicted in the picture,
as for example the Ganymede picture in Alciati which has the
title 'In Deo laetandum' or the Acteon picture which is called
'In receptatores sicarium', None of the eMblem.pictures,in
Délie are given titles in the body of the text, alfhcugh a
118} in French does eppear at the end of the book. Instead,
the pictures aré provided with a motto 1n.Ffench.which appears
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within the framework of the picture snd which 1s in general

not a moral saying nor a résumé of the subject.1

3. Yhat the emblem pictures represent.

In the three emblem writers under discussion thg number of
pictures representing an aspect of love or illﬁstrating a
love conceit 1s small, Praz points out that no less than
fifty cmblems but of two hundred znd tWeﬁty in a later edition

2 But this is

of Alciati are in fact concerned #ith love,
less than one in four and the proportion is smaller in the
first few editions. Minois in his editions of the erblems
gives a subject index at the beginning of ihe book which 1is
illuminating in that the embleéms aure e¢lapsified under headings
such as Virtutes, Vitia, Astrolopia, Natura, gmg;, Egrfuna,

Princeps, Respublica, Mors, Amicitis, Scientls and Matrimonium,

The pictures in generai thus illustrate a concept, idea or

value, or some morsl aspect of these, or else depict an
allegorical figure like Envy or Prudence. In Corrozet and

La Perritre too there are representations of subjects like
Ingratitude, Filial Piety, Virtues, Vices, Deception, Treachery,
Time, Snares set by Woman for the unwary Male. | In D4iie on

(1) In the 1544 edition the motto is within the picture eand
is sometimes clumsily fitted around the inner frame
which varies in shape from round to rectangular. In
the 1564 edition there is s demarcation line between the
plcture and the motto, which 1s much more satisfectorily
set out and more legible,

(2) Pr"aZ. P 19.
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the contrary, although very few of the plctures actually

1, a close relationship is

evoke scenes or aspects of love
established betwcen them and the theme of the poet's love,
What this particular relationship is will emerge in the

course of this study. Suffice it to say here that there

are admittedly a few'exceptions to this theme in the emblem

pictures of Délie, namely the Muletier and La Selle et les

deux hommes which 1llustrate a Gnomie Statement.

L. The relationship dbetween the_plgtu:e gnd the verses,

So far, the characteristics of the genre may have seemed
superficial, but the relationship dbetween the picture and
the accompanying verses is crucisl for sn understanding of
the emblems, In Alciati, La Perritre and Corrozet the
verses are without excepﬁion concerned with explaining the
picture. They take up point by point all the elements in
the pleture and clarify their significance, Thus the
picture or symbol is in a way separated from its meaning,
which only cmerges in the companion verse. As the emblem
fashion develops, the commentary separates itself from the
verses proper and becomes more and more elaborate, until
with Minois it reacheé the point whcre it completely over-

cshadows the actual emblem (picture snd verse). The intention

(1)  As Saulnier, Vol. I, pp. 210-213, has pointed out.
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bchind this methed of 1lluminating ths picture reveals itsclf
even in the words used by the ewblem ,riters. - For instance
La Perridre hes on emblem pieture of un Alembie apparatus und
at the end of tho verse ﬁays fVoyeé smour distiller esu ée
larmeé‘, which is tantumount to taking thé réader ﬁy'the'hand
and telling him vhat ho is 1o sec in the picture.1
The gnalysio of onc example taken ffovalciati will
claerify my remarks here end will illﬁsirate this methed,
vhich is cormmon to all threc emblen writers, Incice his
eriblem picture cntitléd 'Pidei Sywbolum' he shows thres
fisures which arc allegorical rcpreccentations of Truth,

Honour und Love.2

Truth and lloncur face each other and join
honds while the boy Curld, reprecenting Love, stands between
them and touches both of them with his handé. In the sccom=
panying verse Alclati first describes the scenas,

utet depictus llonos tyrio velatus emictu

Filucque ifungat nuds dextran Veritas,

Sitque Aror in medio castus, cul termpora cireunm

Rosa 1t, Dicnes pulchrior Cupldine,
in order that wec may recognise the individual figures in the
picture for what they ere mcant to be. Then he explsing
their pose and the significance of the pictur@,

Constituunt haec signa Fidem, Reverentie Honoris
Quom fovet, alit fmor, parturitque Veritas,

1; Théatre. no. 79.
fol, 8 7 emblem no, 92.
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s0 that the reader 1s left in no doubt as to what the purpose
of the picture 1s as a whole, o

There is only onec dizain in Délic where Scive refers
explicitly in this way‘to the objécts in the picture and
then proceeds like Alciatl to comment upon their signifiCance.
This is the companion dizain fo the last emblem plcture of the
book, Le Tumbeau et les Chandeliers which shows a tomb flanked

by two candles and in front of which 1s a prall of water.
Scéve sets out in the companion dizain to explazin what each of
these objects signify. 'Si tu t'enquiers pourquoy' of 1line 1
irmediately snnounces his intention. The tomb symbolisee his
death, the candles the elcment of fire, the pail of water the
element of water. These two warring elements signify that he
will be a prey to the fleames of love and the tears of suffering
even after death. The terms he uses are precisely those of
the emblem writers.

Je t'advertis qu'ilz sont tresnecessaires

Pour te monstrer par signes evidentz.....

Qu'apres ma mort encores cy dedens

Je pleure et ars pour ton ingratitude.

Apart from this one example of an entire poem, the only

explicit connection made by Scdve between the emblem picture
and the verses occurs in the last line of the dizain which

usually corresponds rmore or less closely to the words of the

motto.
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5 The nature of the verseg.

In all three emblem writers the verses which accompany the
plctures are usually simple and straightforward, their sole
purpose belng to explain the piectures. They make no poetic
¢laim as such, would certainly not be read as poetry snd could

not stand independently of the picture.1v

6. The purposc of the picture snd verses.

In all cases the verses prove that the three Writeré afe‘con-
cerned with pointing to the universal significance of the
ricture or of the moral drawn from the fable represented in
the picture, This was the great virtue of the emblem genre,
for by using the particular 1t could point to the universal
snd was thus one effective (&nd according to most writers on
the subject the most effective) way of teaching people. The
writers are anxlous to draw a moral from the plecture and to

issue a warning to all men against such things as the snares

(4) C,F., Menestrier, in g art des Fmblemes, Paris, 168&,
Ch. 8, says on this subject,

Les vers doivent etre extremcment faciles, puls
qu'ils ne servent qu'i expliquer les enseignements
moraux qul sont cachez sous les figures de 1'Embleme.

In the early period of the genre (in the 4530's and 15L0's)
the poet 1s clearly the minor partner in the trio of
designer of woodcuts, publisher and writer of verses, as.
is illustrated by the story of Aneau quoted earlier

(p. 12 =bove).
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o love, the allurement of flattery, end the ingratitude of
ocae's children, Fven where the emblem pibture deals with
gome particular aspects of love the author is more concerned
with the genefal significance bf the love concelt. Corrozet‘
can provide us With_an extremely good example of this attitude
and method, He has an emblem picture in the nééatbngraphie
with the title La force d'Amour - the title élready puts 1t

1 It shows Cupid armcd with bow and

on a general plane.
arrow, fire snd flames, The accompanylng #erses explain how
he works, how he inflames men with hls passion,

Un zmoureux, lequel ne peut trouver

Contre ce feu un assez froid hiver.

En vivant meurt, 11 & vie en mourant

Et est sans cesse en ce fcu demourant,

Qul tousjours brusle et ne peut consormer.
He adds that Cupid uses his arrows for his women victims and -
his torch for his male victims, This emblem is certainly sn
1l1lustration of a love concelt or rather of a number of such .
conceits and the verse contalns many of the'paradoxical
clichds about the suffering caused by love (in almost the
same terms as Scdve will describe his states of mind and
feelings). Yet the important point to notice here is that
there 1s no attcmpt on the part of the suthor to introduce
personal feelings, and no attempt at identifying himself

with the 'amoureux' of the verse. It 1s essential, if the

(1) fol., E iiii verso.
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emblem is to have its effect on the reader, that the universally
applicable aspect of the sentiment be stressed. There 1s
nothing personal then about the emblems of Alciéti, La
PerriZre or Corrozet. Dut i1f we look at the plectures and
their companion dizaing in Délie it is prceciscly the fact
that a personal relationship is established between the
figures in the picture and the poct's feelings as expressed
in the dizain that makes for thelr effectiveness - a point
which will becocme clearer only when we exomine the function
of the emblem pictures. |

It is clear then that there are many differences between
the emblem writers and Bcéve and between emblems proper end

the emblecmes found in Délie. Among the most important

differences are first the absence of a motto in the emblems,

whereas the emblesmes always have a motto of a 'personal!

character (that is, expressed in the first or second person),
second, the universal, moral intention of the emblematists,
as contrasted with Sc®ve, who chows no such intention, and
third, the different relatlonships between the plctures and
the verses in the two types of work;

Let us take two examples of Scéve's cmblesmes and their

companion dizains and compere them with what the emblem writers
had made of the same theme. The two emblesmes, L'Alambic

(no. 23) snd L'Hyerrc et ls Muraille (no. 17) are particulafl
=t & y
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appropriate for this purpose, as they had already appeared
in the emblem books discussed above, The alembic appeérs
in La Perri®re's book, where the actual picture is much more
elaborate and detailed than the one in Délie, There is &
blind-folded Cupid on the left hand side of the picture armed
with a pair of bellows; he is fanning the flames inside the
epparatus, and on top of the flames is & h_eai*t.1  This 1s a
literal and materialised interpretation of the love conceit,
and even the 1564 edition of Délie, where the woodcuts are
more finely and more elaborately executed, does not add the
detall of the flaming heart and the Cupld armed with bellows,
In the Theatre des bons _engins the companion dizain demon-
strates the dangers of love, After making a‘general state~
ment on love La Perridre preaches a warning which is univer-
sally applicable, and he is able to show the result of
foolish love in action: |

Pour folle amour les suppotz de Venus

Ont des dangers a milliers et & censg

Les ungs en sont malheureux devenus,

Aultres en ont du tout perdu le sens.

Plusieurs autheurs en termes condecens

De c'ont escript exemples 4'importance,

Si ne voulons endurer grandz alarmes:

Car a la fin sous feu de repentance o
Voyez amour distiller eau de larmes,

(1; Théatre des bons engins, No, 19.

(2 The seme is true of the English translation of La
Perritre's emblem book which was made much later « The
Thester of fine devices conteyning a hundred mora
cmblems translated out of French by Th, Combe, circa
1591. The verse here is much shorter than the French
one but still emphasises the same points.
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The emblem picture in Délie is provided with the motto

Yes pleurs mon feu decelent, which 1mmediately introduces the

first person and establishes a éonnection'betwéen the objects
in the picture and the poet himself, although onedoeé not yet
know what the nature of that relationship is. In the com- -
panion dizain (204) Sctve is concerned with a very personal
theme, that of self-deception and of the deception that Cupid
practises on his vietims. In the first six iincé he describes
how this deception is duilt up, by prcmises, hopes and false
eipectations, which conceal hils grief znd suffering from him,
The seventh line with its firm counterbalance of Et toutesfois
introducec the countercharge to this - the fact that he is
undeceived by the sppearance of his own tears, which show
clearly the presence of continual fire within him. The
pileture has in fact introduced an implicit comparison into

the dizain, between the poet and the working of the alembic
apparatus, Thus there 1s a close relationship, which is

seen 1ln personal terms, between the emblem picture and its

motto and the argument of the dizain.

L'Hyerre et lg Muraille also appears in the same emblem

book by La Perritre, |

The picture this time shows ivy
cereeping around a tree and the verse explains the plecture

thus:

(1) To. 82,
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L'afbre-soustient lc lierre en jeunecsse

Et le nourrit tant quamont s'evertue

Quand 11 est crev, sl fort son arbre presse

Que a 1z parfin le suffoque et le tue.
This gives the story of the ivy's relationship to'the>tree‘r
and all La Perritre does thereafter is to drew a moral from
this situation in nature, namely the ingratitude which 1s
often shown to benefactors.1

The motto in Scdve's embiesme"again sets the persbnal

tone, Pour symer souffre ruyne, and again makes explicit the
connection between the poet and the objects in the picture,
The companion dizain 1s concerned with the relationship
between the poet and Délie. | The first eight lines describe
how Délie has 'grown' on him, her virtues have conquered him
and she has overpowered his will and his being, Again there
is no reference to the picture, and yet it must be assumed
in the reader's mind, since it provides the implicit analogy
in the dizain between the situation In nature and the situation
in love. There 1s no attempt at moralising or universalising |

the experience.

The relationship between the gmblesmes in DElie and their

companion dizeing differs so radically from the picture and

verse in emblem books proper that there 1s no sense in the

(1) A similar emblem appears in Corrozet's emblem book
with the title 'Ingratitude' ond the method of comment
in the verse resembles very closely that of La Perridre
which I have Jjust examined,
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claim that Sctve is doing the same as the embiém writers.

He does not share their aims at all, ‘Sinpe there are no
emblems proper in Délie what 1s Scive doing with the woddcuté
end their compenion dizsing? \What is the reél relationship
between them? I belileve fhat we can understand this relation-
ship better if we look at a kindred genre to the emblems, the
imprese. Although this genre was claimed by many of 1its.
champions to have begun wifh the creation‘of the world by'Godj,
its origins are much more humble, end owe little to this
divine precedent, Having developed out of the devices of
Italian heraldry and chivalry, imprese became fashionzble both
in France and Italy in the course of the 16th century.

The first attempts at expleining the differences between
emblems and devices were made by those who published devices
which they had either collected or invented. One of the
first was Claude Paradin who published his book of devices in
Lyon 1n 1551, but did not write a treatise or commentary on

2

them. The Italian Paulo Giovio published his devices in 1555

(1) This exaggerated claim is repeatedly made in prefaces to
collections of imprese: e.g. in Giovie's Reggionsmento di
M, Paulo Giovio, Vescovo a1 Nocers con M,Lodovico Domenichi

sopra 1 motti e disegni 4’ arme e d'emore, che communamente
chiemano Imprese, Con un Discorso di Girolsmo Ruscelll.
Milan 1559. The samec claim was made for other genres like
Hieroglyphics, See also Praz, ch, 2. I use the 1559
edition of Giovio throughout. :

(2) Devises Heroigues, Lyon, 1551, The book went immediately
into many editions: e.g. 1557, 1561, 1563. There was z
Latin trznslation in 1562 and a Dutch one in 1563, After
1564 his devices were published together with some of
Gabriel Symeoni's,
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and 1556, the latter edition containing both a Dialogo on

the nature of the genre and a Ragglonsmento bva, Domenichi, .

In 1559 there was added to these the‘gisccréo of Girolamo
Ruscelli. Giovio describes '1'imprese che portano hoggl 4l

i gran Signori.... nella sopraveste e bandiere', and.givesv
their purpose as 'per significare parte ée lo generosi
pensieri'.1 He traces the reéent development of the genre
but has 1ittle to say dn the differences betﬁeen it'and,the
emblem genre, iuscelll in the Discorso states that the under-
lying principle is to ‘rappresentare i pensieri per mezo delle
figure'. Alréady it is clear that this,genfe is a more
personal one than the emblem genfe,'but Ruscélli is able to
distinguish even more precisely between the two. In 1566

he published his collection of dévices enti?led Le Imprese

1llustri con espositioni e discorsi in which he announces

many of the distinctions which will be taken up by later
theorists. Among the many importunt points he makes there
are three which concern us immediately. He sayse firstly
that the words which accompny the emblem picture have as
thelr sole purpose the clarification of the pilcture,

le paroll de gli Emblemi hanno da esser puramente
per dichiaratione delle Figure,

(1) lM1len 1559, op.cit.
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Vhercas on the contrary,
11 che & gravissimo nell' Imprese, nelle quall le
figure da dir' una parte dell'Intention dell'autor
e le parole 1'altra. ' |
Thus in a device the words of the motto complete the meaning
of the picture for the author. |
Ruscelli's second point is that emblems are a kind of

documento universale, whereas,

nell'imprese & vitio grandissimo., ©Perciochd
1'4mpresa non ¥, se non dimostrativa di qualche _
segnalato pensiero di colui che la fa, e che 1l'usa,
e a lul ha da appartenere ristrettamente, e a
servire ma ben farsi pol intendere & chi altri
abbia caro 1'sutore, ch'clla siz nota.t

As Praz says,

the device 1s nothing else than a symbolic repre-
sentation of a purpose, a wich, a line of conduct

(1'impresa is what one intends to imprendere, to

undertake) by means of a motto snd_a picture which
reciprocally interpret each other.

Ruscelli muakes a third important point when he states
that the figures in an emblem picture can be multiple, whereas
in the device they should not be more than two or at the most
three,

le figure ne gli Emblemi possono esser molte, e
poche, e una gola, ma quando 1l'essentiall saranno

piu di due o tre al pil, non potranno aver alcuna
corrmunsnza con 1'impresa.

51; Imprese 1llustri, Milan 1566, Bk, 1, Ch.5,

2 Praz, p. 50.

See also R, Kleln, 2bégz22_Qg_l_gznzsagyalzuﬁussg_ggag

es traités italiens sur les imprese, in Bibliotheque
Humanieme,ct Renaissance, xix, 1957, p. 320ff.

N. Klein points out that personal devices must have been
in vogue in Italy from gbout 1498 onwards as Poliziano
and Sannazaro are plagued by demands for devising them.
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This was one of the ways in which we noted earlier that

Scdve's emblesmes differed from the emblem pictures of Alciati,

Corrozet and La Perrikre,

These distinctions were borne out by later theorists ond
particularly by Claude Frangois Menestrier in the 17th century.
In his Art des Emblemes he stresses the moral function of the
emblem: | |

L'emblime est une representation symbolique dont
1'application ingenieuse expliquée par une sentence
ou par quelques vers exprime guelque enseignement
Horal ou Scavant. .
In contrast to this stands the device which Menestrier
defines equally clearly:
peintures ingenieuses, qul sous les proprietez des
choses naturelles ou artificlelles et leurs repre-
sentations eccompagnées de quelques mots qui scrvent
d'ame & ces corps nous expriment les sentiments
Héroiques des personnes illustres,
Furthermore Menestrier, in hic wide survey of the field

of emblems, devices, symbols, enigmas and other genres in

books such as Devises des Princes, La Philosophie des Imaces

and L'Art des Emblemes, mentions Scéve again and egain as the

first French writer of amorous devices.1

(1) For discussion of llenestrier's publications see P.Allut,’
Recherches sur la vie et sur les ouvrages du P, Clgude
Francois llenestrier, Lyon 16856 and J, Renard, Catalogue

des livres de lienestrier, Paris, 1883.

Art des Emblemes, p. 14 and p. 16, This 1684 edition of
this Art has little in common with the earllier Art des
Exblemes published by Henestrier in 1662, The ezrlier

volume does not contain the cxamples of the later edition,
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In his Devises des Princes, he starts a survey of device
literature with this statement:

Commengons par ceux qui les ont 1nsérées dens ‘le
corps de leurs Ouvrages, pour donner & ces Ouvrages
1'agrément de la peinture, et l'esprit qui brille
ordinairement dans les Devises, Le premiecr gque

je trouve gqui 1'ait pratiqué est Meurice Sitve,
Gentilhomme Lyonnois, qul lorsque Frangols 1

tenoit sa Cour & Lion, fit des vers Frangois de

ses amours, accompagnez de cinguante Devises, dont
tous les mots sont Frangolis.

Three points emerge from this pacsage: firstly, he clearly

regards the emblesmes as devices; secondly, in his opinion,

Sctve was the first to produce such a work in French, and
thirdly, he cuggests possible reasons why Scdve should have
included the devieen, nemely 'pour donner a ces Ouvrages
1'agrément de la peinture', and '1'esprit qui brille
ordinairement dans les Devises', Ve shall return to these

reascons later.2

Menestrier then cltes two examples of
devices from D&lie: the first he calls 'La Lune pleine au
milieu des Estoilles', (no, 2 in D&lie) and the second ‘Ma

clarté en tenebres' (no. 37 in Délie). FHe quotes in full

(1) Paris, 1683, p. Th.
This reputation which Sc2ve had smong the emblem writers
of the 17th ccntury gives the lie to the assertion that
he was completely forgotten for three centuries. He
was remembered not as a writer of serious poetry but as
the author of Délie, which was remarkable for the
inclusion of amorous devices and dizains around them.
See pote A in the Appendix for a longer quotation from
Menestricer, '

(2) See chapter 3 below.
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their companion dizains making it quite clear that the device
and the dizain are to be seen as complementary to each’other.
In another book, La Philosophie des Imares, lienestrier gives
the same two examples but his commentary in this case is
elightly different,

cinquante Devises ,...c€lles sont autanf de peintures

de ses amours mals peintures ou tout est tellement

honnete, que c'est la vertu de la persorne qu'il ‘

aimoit qu'il se propose en ces Vers et en ces '

Devises sous ce titre, DELIE OBJECT DES PLUS HAUTES

VERTUS, 1 S | .
Menestrier, unawaré no doubt of the quality of the DPoetry in
Délie, nohetheless gives the dizains and devices his full
approval. He does not say explicitly vhy he calls these
emblesmeg of Scéve's devices but he defines them as the
'peintures de ses amours'.®

Thus the defining tralts of the enmblem are its mofal;

explanatory function and universal significance, whereas
the device serves to represent the writer's personal feelinss
and thoughts. How this personal end symbolic expression of

thoughts and feelings is achieved by the device 1s explaines

(1) Paris 1682, nos., 118 and 157. |
lienestrier misquotes the title which is DRLIE ORJECT DR
PLUS HAUTE VERTU. His remarks, if taken in isolation.
would seem to suggest that D&lie consisteq solely of ’
fifty devices accompanied by fifty dizains,

(2) Praz also calls the emblesmes of Délie devices, but
does not go into the questlon of terminology in this
instance,




very clearly by Ruscelll in the rese illustr1.1 He

explains how the author can identify himself with the device:
suole l'sutore ....comprendere o intendere la
persona sue nella figura sola, nel Motto solo, et
ancora fuor delle figure e del Motto, ciod fuori
dell'impresa in tutto. '

He proceeds to put this in more concrete terms, gilving one

or two examples to show how the identification 1s effected:
nelle figure sole si fa quando 1'Autor finge, che
quelle figure parlino in persona sua ¢ dican quello
che egli direbbe. f ,

If there is more than one figure in the device he identifies

himself with one of them thus:

le figure d'una pianta ed un Sole,lL'Autor intende
se stesso nell'orba sola,

or in another example:
in quelle d'Andrea Menichini ch'® un Cemaleonte ed
un Sole col Motto '"Nel suo bel lume mi trasformo e
vivo', ove chisramente se vede ch'egli rappresenta .
se stesso nella figura del Camaleonte. |
The words of the motto speak for one of the figures in
the picture and for the author as well, Henri Estlenne, in

his Art _de faire deg Devisegs explains how the words are

related to the figures,

les paroles se mettent dans la devise ou par .
Prosopopée ....cn supposant que les paroles sortent
de la propre bouche des choses figurées, ou bien en
introduisant une tierce personne qul profere ces
parcles en forme de sentence, descouvrant avec pointe
la gual%té de la figure qui compose le corps de 1g
Devise,

51; Vol, I, Ch, 8
2 Paris 1645, Ch. XI.
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The remarks made by Ruscelll end particularly the examples
he gives to support them resemble,éo cibsel& soﬁé of Scive'sg
gmblesmes that we are prompted to look again at the latter in
the 1light of Ruscelli's commentary., For example, oné of
Ruscelli's devices, the heiiotrOpic flower end the sun, is
found in the 16th}embigsme of Dé1ie called Lg_gxgggég.l that
we f£find here 1s the picture of the plant turning towards the
sun and surrounded by the motto 'En tous lieus Je te suis',
It is impossible to doubt that Scdve is doing What‘Ruscelli
deccribed, namely identifying himseclf with the plant ana
seeing Délie in terms of the sun. Furthermore he identifies
himself with the sentiments expressed in the mofto, the !je!
being the poet himself as well as the sunflower, In the
first emblecme, La Femme et 1a Lycorne, he is in the same way

identifying himself with the unicorn who speaks the words of
the motto for him, 'Pour te veolir ie pers la vie'.

If we put the other gmblesmes to this test, to see

whether the flgures in the picture and the person in the
motto speak for the poet, we find that en overwhelming pro=-
portion of them work in the way Ruscelli has described.
Scéve ldentifies himself with the statue living in the light
of the lamp (no. 3), with the man trying in vain to control
an ox (no. 4), with the lantern (no, 5), with the candle ang
the ‘moy' of the motto (no, 6), with the shield (no. 9), the
Phoenix (no. 14), the bird caught in the 1ime (no. 12), the
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weathervene (no. 15), the wall where Délie is the ivy (no. 17),
the wounded stag (no. 18), Acteon (no. 19), the mirror where
Déliec is the basilisk (no. 21), the boat with broken osrs

(no. 22), the alembic apparétus (no. 23), the hatchet (no. 21),
the unicorn who sees his oﬁn reflection in the pool of water
(no. 26), the viper giving birth to her young (no. 27); the
Forbisseur (h&. 28), with what is being undermined by‘the |

saw in no, 29, with the butterfly (no. 30), the rat in the |
trap (no., 33), the ass (no, 35), the poﬁ on the boil (no. 36),
the bull, alias Jupiter (no. 38), the burning cock (no. 40),
the swan, alias Jupiter again (no. ULi1), the bat (no, 42),

the clock (no, 43), the man ricing from his tombd (no. bhL),

the lamp on the table (no, 45), the splder (no. L6), thev

woman churning butter (no. 47) and the kid (no. L49).

There are also exam?les in Scbve that illustrate
Ruscelli's statement that the author need not necessarily be
inside the device but can mske it clear that the words of the
device spply to his own situation,

1'autor intendendosi fuori delle figure gquasi che
altri gli parli o gli dila quel precetto,

For instance the Narcissus device (no, 7)‘13 surrounded by
a motto expressed in the form of a Gnomic statement, ‘Asses
meurt qui en vain ayme', but it is clear that Narcissus and
© the motté speak for the poet, Similarly in 'Dido qui se
brusle' (no., 13), Dido cpeaks the words of the motto as she
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kills herself but speaks them for the poet too. In the
Orpheus gmblesms (no, 20), Scéve does not identify himself
with the central figure of the picture, Orpheus, but the
sentiments of the motto, 'A tous plaisir_a moy peine' have a
bearing on the relationship between Sc®ve and his mistress,
Ruscellifgives an example of this kind of device,
un'Aquila che affige gli occhi de'Figliuoli al Sole,
" col Motto 'Sic crede'. 1INelle quai tutte convien
dire che 1'autor non parli che & se stesso. O che
mostri di fingere che altri parli a lui,
Similarly, the words of a motto, if expreéséd g8 a
Gnomic statcment, may convey something which is valid for

the poet but which is neither spoken by nor estensibly for the-

poet, Exemples of this kind are Lg Femme qui desvuyde,

(no, 8), with its motto 'Apres long travail une fin', Deu
Boeufs a la charrue (no., 10) whose motto 1s"Doulce le peine
qui est accompaignée', La Tour Babel (nb. 1&) with 'Contre 1le
ciel nul ne peult', La Selle et les deux hommes (no. 25),
'Facile a decevoir qui s'asseure', Cleopatrs et ses serpentz
(no. 30) with ite motto 'Asses vit qui meurt quand veult',
Le Muletier (no. 33), 'Double la peine a qui pour aultruy se

lasse' and L'Arbalestier (no. 39) with 'Plus par doulceur que
par force', Le Pson (no, 34), although'bearing a motto
similar in form to these, is not exactly like them,'as we shall

see later.,
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Of the remaining pictures two show figures with which
D&1lic is identified: Ls Lune g deux croiécentg (no. 2) is
an amorous device in praiée of his lady, who is like the full
moon in a field of stars,_aﬁd is further praised dy the motto
Entre toutes une ggrﬁaigtg, and La lousche (48) where Délie
is fdentified with the fiy. -

It seems as if all of Sctve's emblesmes with the exception

of Le Tumbesu et les Chandeliers (no, 50) which is closer to

an emblem proper (although its significance is given a personal
twist by Sckve even s0), énd.Lg_zggg (no. 34), whose motto

does not speak to or for the poet, might in differing degrees
be used to illustrate Ruscelli's analysis of £he nature of
devices, The form they take, as we have seen, 1s close to

the form of devices and the personal nature of the motto in

the emblesmes conform to the principles ﬁhderlying the device.

Thus one could say that the gmblesmecs sre, like devices, the

personal expression of thoughts, feelings or situations by
means of a pilctorial and sometimes symbolic representation,
coupled with a personally expressed motto -~ in fact What
Menestrier called 'peintures de ses émours'.

There remains the question of the relationship between
these devices, as I Bhall call them from now on, and their

companion dizains. As we have seen the verses accompanying

emblem pictures moralised the picture, and we have no excmples

of this kind of relationship bstween picture and verse in D&lie,
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Devices, on the other hand,.were not accompanied by poems,

that is to say they had no_neéd of verses to clarlfy or explain
their meaning. Ruscellil however often introduces a sonnet or
a poem in the course of his commentary on a device. Sometimes
the poem 1s cited merely as proof or illustration from the
Ancient or Italian poets of the point he is making or.of the
explanation he is giving>of the device, But other poems are
clted prcecisely becouse they had been written on the device;
For example he discusses the device of the Cardinal de Lorraine,
which takes the form of 1vy twisting itself around a pyramid,
and i1s sccompanied by the motto 'Te stante virebo'. After

explaining the meaning of the device he goes on to say,

Claudio Paradino, i1 quale per certo mostra nelle
cose sue molto spirito et molto ingegno, mette

alcuni versi in Francece che furon gid fatti in
lode di guesta impressa.1

(1) Imprese illustri, p. 52. Paradin himself, in his
Devises Héroigues, op.cit.,, p. 72, glves the device and
then adds,

Entrant dernierement Monsieur le R,.Cardinal de lorreine en
son Abbaye de Cluny,cstolit eslevee au portail d'icelle sa
Devise ... Et le tout accompagné de 1l'inscrivtion qui
s'ensuit.
He then gives the versesn, '

Quel llemphien miracle se haussant

Porte su Ciel 1l'argentine lumiere,

Laquelle va (tant qu'elle soit entiere

En sa rondeur) tousjours croissant?

Quel sacre saint Lierre gravissant

Jusq'au plus haut de cette cime fiere,

De son apui (8 nouvelle nmaniere)

Se fait 1'apui, plus en plus verdissant?

Soilt notre Roy la grande Pyramide,

Dont la hauteur en sa force sclide

Le terme au Clel plante de sa victoyre,

Prince Prelat tu sois le saint Lierre,

Qui saintement abandonnant la terre

De ton soutien va soutenant la gloire.
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Ruscelll then gives the verses, They refer explicitly‘to the
device and say clearly what it means and what.each'dbject
stands for. Apart from the fact that they are written in |
verse, they thus resemble closely Ruscelli's own commentary |
cn a device, assecsing its excellence in terms of its gppro-
priateness to the person for whom it was devised, Another
exemple, this time of an amorcus device, resemdbling Scive's
La Cycorée (no, 16) is the lotus flower end the sun, which is
the device of the Uarchese di Santo Lucito. The Sanét
written on tho device is concerned with establishing point bj
point the parallel between the lotus flower and the sun and
the poet and his mictress, The first tvo 1inesvde§cribe the
flower that arises out of the Euphrates: | | |

Kascendo il Sole dal mar, s'erge si 1'onde
D'Eufrate, un'erba, che quel mira ogn'hora,

then lines 3-8 describe the nature end behaviour of the flower
regulated by the rising and setting of the sun:!

E quando & al mezo Clel, tutta s'infiora

Del ragglo, ond'han vigor fior, frutti e fronde,

Pol che nel Oceanc il carro asconde

Tosto quel bel, ch'ella mostrava fuora,

Nel sen umido attuffa e discolora

I fiorl e le sue foglie alte e feconde.
Finally the sestet of the sonnet, announced by the Cosi of
line 9, applics the description in the octave tO‘the'poet.

and his mistress,
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Cosi al vostro apparir, mio vivo Sole,

Fiorisce quest'ingegnoje 1l'alma gode

Sovra 11 gran mar de la sua certe speme;

A lo Sparir, nel pianto € ne le pene

Proprie s'immerge, €'l cor s'imbruna e rode

Nel fosco, che altro ben 1'zlma non vuole.
In the companion dizain to the device of Lg Cycorée ucéve
makes no explclt reference to the two objects contained in
the device but assumes that they are in the mind of the reader,
Thus his method is as far removed from the sonnct ebove as from
the emblematic verses we analysed before,

Finally Ruscelli cites some poems or sonnets in connection

with devices that are in preise of a lady like the seéond

device in DE€lieg, the Iune a deux croiscentz. For instance

the device of Claudia Rangone shows a wood fire with its
flames rising towards the sky, and is in praise of the virtues
of the lady, which 1like the flames never burn down.wards.1

In these examples téken from Ruscelll we see then two

(1)  Imprese 4illustri, pp. 109-110.

Poggla beata al Ciel la flamma ardente
De la VOstra virtute, e seco tira
Chiunque 4 sl gran dono alzato, mira
Lei, ch'a cosa mortal nulla consente.,

E trapassando d'una in altra mente,

Ne la prima si pasce e si raggira.
Ricco lasciando ogn'altro, in cul s'ammira,
Lume di un sempre lucido oriente.

B l‘alme stelle, in chi gik si cangiaro
Gll'invittissimi vostri antichi Eroi,

Di glola colme seco ardono a paro ‘
I1 Mondo, spentl 1 vill affettl suol,
Ond'era fatto al Ciel assal men caro,:
Al suo lume primier torna per vol.
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possible ways of approaching the writing of & poem around a
device: tho first carefully establishes the two terms of
comparison and convinces the reader of the appropiiateﬁess
of the device; the second, taking a device which shows the
qualities and character of the person for whom it was devised,
is a poem which develops this praise without referring .
explicitly to the dgevice.’
Two dizsing which have no device nevertheless exemplify
enother method of writing around'a device, 'The political
poems, no, 21 and no. 55, seem to take as their‘etérting
point the heraldic devices of the Cardinal de Bourbon znd
Charles Quint, lo, 55 takes the cagle device of the
Emperor and uses 1t as an extended métaphor or ailegory.

Scdve tzlks of historical events like the expedition to

(1) Imprese i1llustri, Ds 148. Ruscelli cites the device
of Ersilla Cortese de'Monti and the sonnet written on 1t
by Pietro Buon'Amicl Aretino -~ in praise of a lady
Ruscelll adds the interesting comment,

Molt'altrl bellissimi sopra questa Impresa ¢ le rare
bellezze e virti di quella gran Signora ne ha fatti
Curtio Gonzaga. I quall per essecre in gran numero,
usciran forse tosto in luce in volume particolare,
tutto in rime di esso gentil huomo.

This suggests that meny people, poets and poetasters,‘
might have been inspired by one device to write a
collection of poems in praise of a particular lady.
In the same way & portralt could inspire a series of
sonnets, resembling blasonsg emumerating the virtues
and characteristics of the lady. See Giudieci's dis-
cussion of this point in Le opere minori di Msurice

géve, op.cit, Pe 80,
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Tunis (1535), and the invasion of France (1536) in tenﬁs'of
the eagle's flight, ' The allegory would be readily under-
stood by his readers and thus at no stage does he have to
introduce Charles explicitly. In no, 21 he’takes the coat
of arms of the Cardinal, in which there figured a winged stag
end treats the whole episode of the betrayal and end of the
Cardinal de Bourbon in terms of the flight end death of the
stag.

Sctéve's method in the companion dizains is neither like
thzt of other vriters composing poems around, glready ekisting
devices, nor l1like his mothod in the two politiczl poems Just
examined, although the starting polnt may be the same.

Before we can understand the particular relationship between
the devices and dizains in Délie, the meaning and associations
of the actual devicec rust be clarified. This will be the
subject of the next chapter. o



PART ONE

CHAPTER TVO

The Meaning of the Emblesmes
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The main Justification for the emblem pictures in emblenm
books of the sixteenth century wes that the meaning of the .
plcture made sn imediate impact upon the reader's sénsés and
thus gained an immediate entry into his uhderstanding. This
view 1s admirably summed up by Charles Fontaine in the preface

to his Les FPigures du Fouvesu Testament,

Les choses ,... sont representées & la vue, et par
icelle ont entrée en 1'appréhension et de 14 en
avant en 1° entendement' et puis en la mémoire,
emeuvent et incltent 4d'avontage, et demeurent plus
fermes et stables que celles qul ont leur seule
entrée par 1l'oreille.

The device pictures share the came advantage, dbut with
the addition of a motto, representing pictorially en
individual's thoughts, Thus it is less important for
devices to reveal their meaning immediately; 4t may be
completed by the motto and may be intended to be understood
by a ocmaller group of people. |

It 1s nonetheless clear that the meaning of the devices
in D&lie would be far more intelligible to the sixteenth
century reader than to the twentieth century reader. His
mind was 'conditioned' to recognise the legendary symbolie
values attached to human and animal figures and legends that
had been systematised in medieval compendia such as the

Bestiaries. He would be familiar with some, if not all, of

(1) Paris, 1552.



the assoclations and interpretations attached to figures of
Classical mythology and even if he were not, he had only to
turn to mythological collections like Bdccaccio's‘gg |
Genealogis Deorum or Robert Estienne's dicticnary in the
16th century.1 Furthermore, he would be familiar with the
meznings given to certain figures in previous contexts, in
emblem books, books of hieroglyphics end others, Finally
he lived in an age when figural interpretations of Biblical
and Classical stories and'figures were by no means dead.z'j
The modern reader of Qélgg on the other hand is not
familiar with the significance attached to the figures in
the picture, he may not know vhat assoclations would be
avakened by the pictorial representation of the bat or the

fly. Associations attached to a firure have not only been

55

(1) TFor a full discussion of the use and influence of
these mythological dictionaries and handbooks in the

Renaissance, see D,T. Starnes: Renaissance Dictionaries |

Austin, 1954, and D.T., Starnes and 1.l{, Talbert,

sical Myth and legend in Renaissance dictionarieg,
Chapel Hill, 1955, The prefaces to many of these
dictionaries make it clear that they were designed to
help the poet, palnter, sculptor as well as the reader
in that they could provide the former with themes and
detall for thelir designs.

(2) Sece J, Seznec, La Survivance des Dieux Antigues,
Esesl sur le r8le de %a tradition mythologique dans
g l'art de ] Studles

1'humanisme et dan 3 _Renalssance,

of the Warburg Institute, vol xi, London 1840, The
very popularity in the sixteenth century of Boccaccio
whose interpretations are so often allegorical,
confirms this fact.
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lost since the Renalssance but have also changed consiaerably,
so that the figure of Acteon for examplé would awakenfvery
different assoclations in the mind of the 16th century regaer
from the ones 1t holds for the modern reader: My main purpose
therefore, before discuséing the fuﬁction of the devices, will
be to attempt to underetand thelr coﬁtent as it would have |
been understood by the 16th century reader.

The devices are dravn from various fields = from Classicgl
mythology, naturel history, alchemy, everyday life and others.
Some reveal their meaning immediately but the significance of

- others for Scive's readers ncseds to be explored and in this

quest, Renalssance handbooks of mythology, corpendla of know-
ledge end other semi-literary and iconogfaphical sources
bring the 20th century reader close to the interpretations of
the 16th century.1 1 |

I shall examine each device in turn,vstudy its meaning‘
end associations and its tréatment at the hands of other

writers if this can illuminate its meaning in D&lie.

(1) See Guy de Tervarent's book, Attributs et Synboles dans
1'art profane, 1L450-1600, Dictionnaire d'un leancage
perdu. Geneva, 1958 for s useful summary of symbols,
Tervarent studles the sources of the symbols and their
manifestations in the art of this period - 'deux listes
exemplatives, non exhaustives et tendent seulement &
&tablir que 1l'attribut ou le symbole était répandu dans
le temps et dans 1'espace'. (Referred to throughout as
Tervarent,) o
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1. La Femme et 1a Ivycorne.

The legend behind this plcture has gathered around itself
1

many snd curious associations in many cultures. Its presence

in the Zuropean !Middle Ages is attested by its appearance in
1lluminated manuscripts, tapestrles, carvings in Misericords
as well as in the Bestiaries., The legend that_concerns,us'
here, the death of the animal, was well lknown in the liddle

Ages and related in detail by Brunetto Latini in his Trésor.
The unicorn esccording to him is well known for its ferocity,

E sapplate che lunicorno e i forte e si fiero che
luomo nol puotse glungere se none in una maniera,

this mpaniers being the placing of a malden in its path to

attract it,.

e quando lunicorno vede la fanciullainatura gli da
che incontanente sene va allel.e pone giu tutta sua
forzza (sic) e polle il capo in grembo.e addormentasi,
e dorme si forte:pella grande sichurtta (sic) ch elli
pendessopra 11 pannl della fanciullajche forte cosza.
Allora vegnione 1i chaceclatori e fenno di lui loro -
volontade, @

The woodcut in Délie illustrates the last stage in the story

when the unicorn has laid his head on the maiden's 1ap.3

(1) C.G.Jung, in his book Psychology and Alchemy, London,
1953, devotes many pages to the alchemical and religlous

symbolism of the unicorn both in Europe and in the East,.
See pp. L15-451. ‘

(2) Fl1 Tesoro, editio primeria, Triviso 1474 primo libro,
1II, cap IXIII, |

(3) The 1564 edition of D&lie has a more elaborate woodcut
where the unicorn is no longer burying his head in the
maiden's lap but is sitting facing her; he has a flowing
mane end the maiden's hair, jewellery and costume are
much more elaborste than in the 1544 edition.,
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That the legend was both well known and popular in the 16th
century is confirmed by the féct that printers used it as
their mark: for instance Bonin Balsarin had &s his mark the
unicorn burying his head in the virgin's bosom. |

O, Shepard in an 1hterestingﬂstudy of all aspects of the
unicorn legend points out ihe underlying sexual connotations
of the story: the unicorn represents the wild and ferocious
male who 1s attrscted to the pure maiden (every text stresses
that it 1s essential for the successful caﬁtﬁre that the

maiden chosen should be a virgin).2 Some writers in the

Renalssance siressed the ctory as a symbol of chastlity;

(1) See l, Baudrier: Bibliosraphie Lyonnaise, TRecherches
sur les imprimeurs, libroires, relicurs_et fondeurs de

lettres a Lyon gu XVie sidecle, Lyon 1895-1921, 12e scrie,
P. 69. An exemple in stone at this time 1s the bas
relief on the corner of the facade of the Rathous in
Freiburg bearling the date 1545, -
See also @G, Vasari, Lc vite de piu eccasllentd chitetti,
pittori et scultorl itslieni, da Cimebue insino a’tempi
ogtri, Rome 1558, Vol IV, p. 137. An example is cited
of a device incorporating the unicorn and the maiden:
Daniello Ricciarelli da Volterra vho made numerous
devices for the Cardinal Farnese at Rome with the unicorn
theme 'che & 1'impresa di quella illustrissima famiglia',
See also A, Bacci, Discorso dell'Alicorng, Florence 1573,
which is g discussion of the legend of thc unicorn and '
which s$till accepts the existence of this fabulous
animal, '

(2) The Lore of the Unicorn, London 1930. The author also
points out the Christian interpretation of the legend,
where the unicorn 13 seen as the symbol of Christ and the
maiden 13 the Virgin lary, In this context the unicorn
is thought of as a noble and pure animal whose horn can
effect miracles and drive away evil. ’
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others took the unicorn to be & symbol of incontinence =
Leonardo da Vincil for example states that the animal_isiin-
continent, ”
I1 liocorno per la sua intemperanza e nontsapersi
vineiere per lo suo dile&to che & delle do?zelle
dimentica la sus ferocita e salvatichezza,
In general however, the story wac rcgarded as the femininé
victory over man, enteiling the latter's complcte submission.
And in this connection the legend had already been used in
the Middle Ages as a symbol or analogy for the submissién

of man in love.®

(1) Valerieno, Bk 2, De Rhinoceronte, stresses the Chastity
aspect., See J,P, & Irma A, Richter, The Litersry Works
of ILeonardo_da Vinci, 2nd edition 1939, s.l., Vol. 2,
P oL, (Referred to as Richter throughout.5

(2)  See Richerd de Fournival, Bestiaire d'Amour, cited by
Shepard, pp. 54~55, Here Love 1s the huntcman who cets
a maiden in the lover's path: the lover 1s attracted to
her by hcr sweetness and odour, falls asleep and dies the
death of love,

An interesting detall of the legend that sppears in some
device books is the fect that the mailden robs the unicorn
of hiz horn which is the source of his life and strength.
In Prima Psrte delle Imprese fatte in diverse occasioni
cireca varil sogpetti ds Bartholomeo Rogsi, Academia
Pertenio, Il Solleveto, Verona 1613, there is a love
device of the malden and the unicorn with the title 'Amore
ogni fierczza doma' and the following cormentary, '

elle, come vittoriosa del feroce animale, con presta
mono levatogli 1l'acuto cornoc, ¢ per conseguente,
ispogliato d'ogni sua forza, diviene (miscro) de fieri
cacclatori infelice preda.

The theme seems to hark back to the archetype of male
strength drained by a mzaiden in the persons of Samson and
Delilah in Christian mythology.
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In D41ic the motto 'Pour te veoir le perds la vie‘
econpletes the meaning of the picture by establishing the‘
personal relationship between the unicorn and the poet and
between the maiden and hig mistress., The death that 1s the
fate of the unicorn is only indirectly due to the maiden
wherezs the poet knows death at the hands of Délie, |

2. Lo Iune o deux croiscenta.

This device of the full moon surr&unded by erescent
moons and a field of stars is far less obscure than
Parturier's note would suggest.' The comparison between
an outstanding person and the moon, or a meteor or comet was
g well known one from Antiquity, possibly 1hsp1red by the
lines in one of Horace's Odes,

Micat inter cnmnes

Tulium sidus Zelut inter ignes

luna minores,
Poulo Giovio records that Hippolito, Cardinal de' Medici took
the words Inter omnes and used a comet shining brightly_as
his ;mggggg,5 Giovio also mentlons the two devices of

Henri II, the crescent moon while he was still the Dauphin

(1) Parturier quotes a passage from the Roman de la Rose
where the comparison between a lady and the moon occurs,

223 Odes, 1.12.46-48,

3 In the English translation of Giovio's Imprese: The

worthy tract of Paulus Jovius contayning a Discourse of
rare inventions both 1'ilitary and Amorous called lmprese.

Translated by Sermel Daniell, London, 1585, it is added
that the Cardinzl used this impress to signify thut his
lady excelled all other women in beauty.
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and the full moon when he came to the throne. Henestrier,
in I, Philosophie des Imapges and Devises des Princeg, listé
innumerable devices of illustriocus people on the theme of the
sun, moon, and stars, He cites this device of Sctve's in
both books as well as other devicec with exactly the same
picture but different uses and lnterpretations. The full
moon for instance could be a device for 'Notre Déme qui tient
le premier rang entre les saints' as well as 'une Dame dont
la vertu, le mérite et réputation l'emportaient sur toutes
les Dames de la Gour'.! |

Both the motto 'Entre toutes une parfaicte' and the
picture in Délie are well known and in a cense 'ready-made!
so that the contemporary reagder wduld find no difficult& in
recognising this as an amorous device in praise of the 1édy -

her perfection and excellence in comparison with all other

ladies.

3. Lg Lempe et 1'Idole.
The picture is rather obscure in the 1544 edition of

D&1ie but the 1564 edition throws some light on the actual
figures of the woodcut, The essential elements are the same
in both, namely the monument in the foreground on which are
standing the figure of a man end a large lsmp of the kind
used in Antiquity. The later woodcut makes 1t clear thaf‘the

(1) nos. 33 and 158 in Philosophie des Images.
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figure of the man, though living, is more like an 1d01 or
statuc, contemplating the lamp, Furthermore, background
details which have been added - mountains, sky, stréam and
bridge - seem particularly‘apt since the central group is
surrounded by natural objegts and sights and yet is isolated
from them.1
Although fhe two figures of the picture do not seem to
have appeared together in this relationship before DElie,
the lamp had & certain significence attached to 1t in the

Renalssance, In Francesco Colomna's strange book

Hypnerotomachia Poliphili, full of Egyptian hieroglyphs

Ancient symbols, obelicks, pyramids and pilctorial énigmas
interpreted in a particular way, the Ancient lamp appears

more than once and always stands as a symbol for 11fe.2

It
appears for instance in some three lincs of enigmatic figures
which include an anchor, a goose and a lamp. Each object
stands for something and when all the objectp are put to-
gether they can be read as a sentence. In the case of the
three objects mentioned, the anchor stands for firmness, the
goose for vigilance and the lamp for life, thus together

forming the phrase 'firmam custodiam vitae'.® This single

(1) The aptness of the landscape emerges only after reading
the companion dizsin and will be discussed in the next
chapter,

éz; 1499 edition used throughout unless otherwise stated,

3 Colonna, op.cit. fol.c,li.
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book had a tremendous influence on emblem writers and those
intercsted in symbols of all kinds and it is not surprising
to £ind the lamp as & symbol for l1life reégpearing.seieral
times in the course of the 16th centuryQ1‘ In the device
contemporary readers might have been expected to realise that
D&lie is the source of the poet's light and of his life and
that this is aptly symbolised by the lamp in the foreground
of the picturec, The motto 'Pour te adorér.ie vis' puts the
stress on the two important aspects of the deviée - his

adoration being his sole raison a'&tre.

L, IL'Homme et le Boeuf.

On one level this picture could be taken as an illustra—
tion from everyday life, a man trying in vain to control an
ox. The plcture is of the kind used in the 15th and 16th
centuries to illustrate books on agrlculture end 1t shows
what i1s expressed in the motto 'Plus l'attife, plus m’entraine'.
In his Art des EAbldmes Menestrier lists this device along

with many others by Scdve as an example of un embleme passionné,

whose purpose differs from that of an ordinary emblem 4in that,

(1) See Tervarent, sub lampe. A
See discussion in Vollmann, Bilderschriften der Re-
naissance, p. 15 and p., 21. An instance of the re-
appearance of the lamp is in Valeriano, Bk 46, where
there 1s a commentary on Lucerns - vits animisgue,
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emblémes passionnez sont plutost des expressions des
passions et des affections de 1l'ame, que des ensiegne-
ments, Il y en a un bon nombre de cette sorte
particulidrement pour exprimer la tendresse, les

soins et les empressemens de 1'Amour,?

Commenting on the meaning of the device Henestrier says,

pour exprimer qu'il n'estoit plus maitre de sa passion,
11 peignit un de ces chars des Jeux Olympiques ol le
cocher falsoit tous ges efforts pour retenir ses
chevaux quand ils sont au bout de la carriére, ne
sgauroit plus les retenir dens le mouvement impetueux
qu'ils ont pris; ct il & exgliqué sa pensée par ces
mots, 'Plus 1'attire, plus m'entraing',?

lienestrier's description of the driver and the two horses

is rather far from the ectual content of the Scéve device

though close to its meaning in terms of the post's passion,

It suggests that Menestrier had in mind the analogy used by

Plsto in his discussion of the passions and man's soul.3

%hen explaining the nature of the soul, Plato describes the

Judgement as a driver, controlling two horses which drive the

chariect of the soul, the one good, the other bad, being honour

(1)

(2)

(3)

rt des Emblemesg, ps 161; Menestrier seems now to have

changed his terminology in that he 1s calling Scdive's
emblesmes enbldmes passionnez, but he defines the term
in such a precise way that 1t 1s clear that 1t means
exactly the same as amorous device, and what he previously
(see chapter 1 above) called 'peintures de ses amours'.

All the woodcuts included by lienestrler in this book
to illustrate Sctve's devices are different from the ones
in both the 16th century editions of D&lie. It would be
interesting to know where llenestrier found the woodcuts
and whether they had been used previously in connection
with dizains from Délie, but this entails a separate
study.

Phaedrus, 245,246 and 254.
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and appetite respectively. In the same Dialogue he discusses
the difference bétween‘spiritual contemplat;on of thevbeautié”
ful object énd 1ué£fu1 desire for thelobject and again uses
the analogy of the two horses, The behaviour of the bad,
lack horse who‘is uncontrollable and knows only physical
desire is described to illuminate the mature of desire and
lust, The snalogy 1s close to the content of the companion

dizein in D&lie as we shall see later.

5. La Lenterne.
This is an extremsly simple device consistihg of the
single object into whose mouth the words of the motto are
put, as Estiemme would say 'par Prosopopée',
vous ne devés craindre de faire parler toutes
sortes d'animaux, 4'instruments mechaniqucs et
autres choses tant naturelles qu 'artificielles.!
The actual picture and motto are transliterations into
pictorial terms of a love conceit which Praz suggests 1s

inspired by the two lines in Ovid which had become proverbial,

guis enim bene celat amorem? o
Eminet indiclo prodita flamma suo.

But 1t is also obvious that proverblal sayings common in the
15th and 16th centuries like 'amour se monstre ou elle est'

and,

é1g Art de faire des Devisesg, Ch. xi.
2 Praz, pe. 63,
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Amour, toux, fumée et argent
lle se peuvent cacher longuement,1'

might have prompted a plctorial representation like the

lantern device, Parturier gives a reference to an emblem

in Corrozet's Hécatongraph;g whose picture and meaning are
however different from the device in D&lie. The picture
shows a women holding a book in her hand; the accompanying
verses explain that her lover 1s'away end the woman writes in
the book her grief and suffering so that when the book is
eventually read her love and suffering will be appreciated.
Here the emphasis is on the future when her love will be an
open secret, The point of the device in D&lie however is
that the light although appérently hidden within the lantern,

nonetheless shines through,  Love, likewise, cannot be hidden,

6., La Chandelle et lc Soleil,

This is a common theme and a device that beeceme very
common so that it was regarded by later writers on the genre
as too self-evident and was dismissed by them as not being
witty or ingenious enough.2 And indeed the meaning is clear

(1) See Leroux de Lincy, Le livre des proverbes francais
précéddé de recherches historiques sur les proverbes
frangals, Paris, 1859. o

(2) Praz, p. 55, cites the tenth proposition in Emamuele
Tesauro's Cannochiale Aristotelico where the torch
whose light fades in the sunshine io given as an example
of 'these devices, although the meaning is witty, show
clearly their significant property to any one who is
not blind',




67

enough, the juxtaposition of a small modest 11ght with the

sun shows that the former is destroyed by the latter. But
the motto not only completes the meaning, it slso sdds to it -
'A tous clarté a moy tenebres', in that the sun distributes
light everywhere and deals a death blow only to the candle
with which the poet identifles himself, Thus it is the
aspect'of personal isclation which 1is streséed in Scive,

rather than the overwhelming power of the sun,

7. Nerclscus.

This 1s the first device which draws upon Classical
liythology and it is important to know which aspects of the
legend with which we are all famlliar were stressed and
commented upon in the 16th cehtury. The main source and
the most well known one, both to-day esnd in the 16th deﬁtury,
for the legend of FNarcissus is that of 0v1d.1 The impcriant
points in the Ovidian story ars; the beautiful youth Bpurned
the love of Echo and thus incurred the wrath of Eros who
punished him by making him fall in love with his own image
in & fountain, Unable to grasp his own reflection, loving
it in vain as it was incapable of returning his love, he
died after much suffering and was turned into a flower called
after him. A second version of the legend‘in Antiquity is

given by Pausanies who, attempting to explain the legend in a

(1) lMet., 3.339-510,
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rational way introduces into 1t a twin sister with whom

Narcissus was in 1ove.1

This second version however secms
to have found little support with later mythograﬁhefs and
appears only in Natalls Comes among the 16th cehtury ones.2
Mythographers whose suthority was paramount in the Renaissance
all give the Ovidian version of the myth and put the emphésis
on self-love, Boccacclio for exszmple tells the story as Ovia
told 1t and as usual suggests a meaning for the fable, In
this case it is that Echo 1s in fact fama and Nercissus,
neglectful of her, is seduced by worldly delights and dies,
vicwing his owm glory. There 1s nothing to suggest that
these assoclations are present in the device and the 416th

century mythographers vho followed Boccacclo are content to

(1) Descriptio Graecee, 9,31.6.

There 1s another story about Narclsesus, lees
popular but not without some support. It is saia
that Narcissus had a twin sister; they were
exactly alike in appearance, their hair was the
same and they wore similar clothes and went hunting
together, The story goes on that Narcissus fell
in love with his sister and when the girl died he
would go to the spring, knowing that it was his own
reflection that he saw but in spite of this know-
ledge finding some relief for his love 1n imagining
that he saw, not his own reflection, but the like-
ness of his sister,

(translated by W,H.S. Jones and H.A. Ormerod. Loecb
Classical Library.)
(2) Natalis Comes, lMythologise, Geneva 1612, Bk 9,
Ch, xvi.
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give the story.1

In the pictorial arté, both Graeco-Roman and Renaissénce,
the aspecte of the legend which are emphasised are Narcissus's
spurning of the love of the}%wmphs, particulerly that of Echo
and the punishmont and death of the youth at the hands of
either Venus or Eros, Sometimes one or other of these
figures are present in the picture to meke clear that
ITarcissus dles of self-love because he has épurned the loye
of others.2 |

The motto of the device, 'Asses meurt qui en vain ayme'
shows which aspect of the fable it being stressed here. It
1s not so much the fact that the love Karclssus was smitten
with was for himself, but rather that it was not requilted
and that his death was due both to unrequi ted love and to

punishment by Eros,

(1)  Boecaccio, De Genealogia Deorum Gentilium, Bk 7, Ch.59.
All refercnces are to the 15%2 DBasle edition znd De
Genealogia Deorum Gentillium is referred to as Bocceccio.

See also Robert Estienne (Robertus Stephanus),

Dictionarivm nominum, virorum, rmlierum, populorum,

idolorum, urbium et quce pesseim in 1ibris prophanis
leguntur. Paris, 1541.

Also, Calepinus, Dictionarium ... pulto diligentius cb
Ascensio repositum, Paris, 1518, (The dictionary was
first published in 1502.)

Alciati has an emblem on Narcissus with the title
Philautia or self-love,

(2) See article by D. Panofsky in Art Bulletin, XXXI, 1949,

PP, 114-120, on Herciscus snd Feho: Notes on Poussin'sg
Birth of Bacchus', in the ¥opg luseum of Art,
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8. La Femme gui desvuyde. |
The picture shows an old woman holding a distaff and

spinning, 1lYenestrier includes this device in his 1list of
emblémee passionnez with the following corment,

espérant que 1l'age finiroit ses peines en moderant

sa passion, il pegnit une focmme qul travallloit sur

un mestier, et dont la vielllesse venoit couper

le £11 avec ces mots - 'Apres long travail une £in',?
He then produces a woodcut which is quite different from the
ones in the 16th century editions of D&lie. It shové an old
woman spinning and in the background is the sllegroical figure
of o0ld age, or death, staﬁding ready to strike. There are
many other figures seated around a table, lenestrier hzs
then mode cxplicit what is only sugpgested in the Scdve device,
namcly that one of the Parcae of Greek Mythology is implied
in the picture of the 014 woman spinning, The three Fates,
Clotho who held the distaff, Lachesis who spun the thread and
Atropos who cut the thread were always represcnted in esrt and

poetry as three old women., Furthermore the distaff 1tself was

regarded as a oymbol of death since it was an instrument of the

(1) Art des Erbldmes, p. 162. He also quotes the dizein
fronlgglie which differs slightly from the one in Délie.
Line 1 has 'le penser qui gauce les raisons' instead
of "forme' as in Scéve: and the spelling throughout has
becn modernised, e.,g. 'mots' of line 2, 'En cette vie
heureusement maudite' of line 4 and line 9, 'Ce neanmoins
maugré la repentance!,
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1 The theme of the device and companion dizein is

precisely the work and suffering of life and the peace hoped
for in death.

9. 'La Targue,

In the 1544 edition the woodcut is extremely simple
showing an arrow stuck in the centre of a shield. To“this
the 1564 woodcut esdds some details. The shield is mich more
elaborately drawn and now has a figurehead in the centre,
surrounded by flowing hair, An arrow enters its mouth.

The head 1s reminiscent of that of lledusa or Gorgon. The
motto - 'ma fermeté me nuict' - brings out the significaﬁce
of the ploturs, namely thatjit 1s the essential quality of
the shield, ite fermeté without which it would be useless s
a shield, which harms it. The shield was glso traditionally

en attribute of Chastity - an added suggestion which is not

out of place here.2

10. Deux Boeufs g la charrue, ,
This picture offers no difficulty in interpretation;

(1) See Tervarent, sub Fusesu.
See also Valeriano, Bk 48. 'De colu et fuso ...
Vors. Ho states quite clearly that it is a synmbol of
death -~ 'At colus ... mortis habere significstionem
tradunt',

(2) See Tervarent, sub Bouclier,
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the ox 1s a symbol of toll and psatience 1n suffering.jv
Here the two oxen yoked together derive confort from.the
faet that they are two, Menestrier‘cites this device as an
embldme pagsionnd znd comments thus,
pour le mariage il a peint deux boeufs attelez &
9n méme char, eﬁ sous un méme joug,'avec ces mots
Douce 1a pelne qui est accompagnée’,
Emblem writers in the second half of the 16th cehtury'used the
seme kind of picture but drew different morals from it: for
example, Sambucus sees 1t as an object lesson in learning to

2 Hadrian Junius on

tackle each task in its proper season,
the other hand uses it to illustrate the title 'Sero detrectat

onus qui cubit'.”? Scive's motto secms to have been suggested

(1) Art des Fmbl®mes, p. 163. Menestrier has not under-
stood the dizsin well as we shall see later.

{2; Emblemata, Antwerp, 1564, p. 199,

3 Badrisni Junii Mediel Emblemsta, Antwerp, 1565.
The verse runs as follows, 4

Tugo repanda colla servili effere
Exuere molliter para taure irrita
Sero recusat, qui capessiit, iugum
Connublumque, minera et civilia.

The last two lines are very close to the interpretation
that Menestrier gives to the Sctve device and dizain,

See also, pe. 260, in the Imprese of Gabriel Symeoni,
edded to Paulo Gilovio's devices in the 1559 edition,
op.clt,, the sasme device, The motto in this case is
'Sic vos non vobis' and the verse:

Quanti ‘son guel, che dopo un lungo affanno
Pensando al fin aver pace e riposo

Trovan ch'un falso, ladro, invidioso ,
Ne porta i1 frutto, e eglin' biasmo e'l danno,
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by a proverbial saying common in Italian poetry which has

been given a slightly different twist by Scéfe. V.Partufier X
cites a similer line in Leone Ebreo's work.giglogi’g'Amgr§.1
This was translated into French in 1551 by Denys Sauvagé (ie
Seigneur du Parc Champenois) and Parturier quotes this phrase:

car la compaignie, es tribulations est cause que
moins elles se sentent.2

In the same year snother French translation of this work
appeared from the press of Jean de Tournes and although 1t ig
anonymous, 1t seems certain from the device and dedicatory
epistles 'A sa dams' that it is by the hzand of Pontus de
Tyard, Scive's friend, admirer and a onc time disciple.3 It
is interesting to note that the translation Pontus de Tyard
gives of the same phrase 1is:

. .

ou pour le secourir en ses travaux ou, vrayement,
pour 1l'alleger: car (dit on)
Doulce est 1a peine gu mal accompaignee.h

(1) Although written in 1502-3 this work was not published
until 1535 = after Ebreo's death.

(2) ~Bhilosophic d'Amour de M,Léon Hebreu,  Traduicte

d'Itslien en Frangoys par le Seigneur du Parc Champenoi .'
G, Roville et T, Payen. Lyon 1551, p. 55.

(3) See for example the way in which the 'Petrarchism' of
Pontus is derived through Scéve: V,L, Ssulnier, Maurice
Scéve et Pontus de Iyard: deux notes sur le gtrarquicme
de Pontus. Rev, de 1litt, comparée. 22e Eﬁige, 19&8,

P. 267Ff. Scéve figures too, of course, in Pontus'
Discours du Te e de 1'An et de ses Partie ’

(4) — Leon Hebrieu De 1'Amour, A Lyon par Jean de Tournes,
1551, p. U47.

In spite of the early conversion of Pontus to the
Pléiade (e.g., in the 2nd volume of his Erreurs amoureuses

fubliuhed in 1550) it is clear that Scive's lines were
mprinted in his memory.
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It is clear that Pontus had in mind here the last line of the
Sceve dizain and that he is quoting it, while giving the
irpression that he 1s quoting a French provcrbial saying.

1. e Phenix.
This 1s a simple picturec of the fabuloﬁs-bird Whoée
legend is still alive in people's minds end which is used
a8 a heraldic synmbol by an Assurance Company. But one wants
to know which aspects of the Phoenix story were esteemedvand
used by the writers of the Renaissance., The descfiption and
story of the bird that had the greatest authority in the 16th
century were those given by the Elder Pliny, The important
elements in this description are ap follows: the uniqueness
of the bird - 'unum in toto orbde', its magnificent appearance -l
'auri fulgore circa colla, caeterc purpureus, caeruleam

rosels caudam pennis distinguentibus cristie fauces caputque
plumeo apice honestante', Finally its strange mode of death
and its rebirth from its own ashes:-

senescentem casiae thurisque surculis construere

nidum, repleri odoribus et supere mori. Ex ossibus

deinde et medulis eilus nasci ceu vermiculum: inde

fieri pullum,i | o
This description and legend gathered around itself other .

assoclations in later writers, Lactentius, for instance,"

in the fourth century, devotes a whole poem to the bird at

(1) Nat. Histo X. 2.
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the end of which he associétes it with heppiness, death and
self-generation, |
Heureux étre, ignoraent les 1iens de Venus,
Sa Venus c¢'est la mort; 1la mort son seul amour,
Afin de pouvoir naitre, il aspire & mourir.?
In the medieval Physiologus 1t was identified with Christ
the Saviour, reborn from death, all the characteristics of
the bird being excellent symbols of Christ.

Thus we may expect that in the Renaissance the Phoenix
was used to symbolise many things, In Horapollo's
Hieroglypbica, for exomple, we f£ind that it signifiec 2 long |
or everlasting life, the explanation being in terms of its
perpetusl rebirth from death and the prescrvation of its

identity in time.2

For Petrarch however, it was the unique-
ness, rarity end dezzling beauty of the bird that made it an
apt éymbol for his mistress Laura whom he calls 1h.manyvpoems
'1a mis fenice'.3 For Leonardo da Vinel it wes a symbol

of 'constantial,

(1) The text is cited in full end translated in the study
of the myth by J., Hubaux and !, Leroy, entitled Le mythe
du Phenix dans les littératures grecque et latine,

Paris, 1939. Particular attention is paid here to late
Classical writers.

€2; Hieroglyphica, Paris 1517. ‘
For further discussion on Petrarch and Scéve's use of

this symbol see D, Coleman, Some notes on Scdve snd -
Petrarch, French Studies, Vol. XIV, 1960, no. 4,
Pp. 293-303, '
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alla conctantia s'assimipglia la fenice la'quﬁle

intendendo per natura la sua rerovatione, &

constante a sostenere le cuocenti flamme le quali

le consumano ¢ pol 41 novo rinasce,
For other writers 1% was used as a symhol for Christ, con-
tiruing in the medieval tradition.2

It cppears that in iconography and Terot card lore the

Phoenix was an attribute of liope, since the 1&£tar~has the
sare power of arlsling from cches of dcad hopes &8 the Phoenix
ricing frem 1ts ovm dezth bed. Scdve is quite clearly
erphasicing the rebirih from decth acpect of the legend as
the motto shows, 'De mort o vie', but 1t is difficult to say
whether he wus avare of the ccnnection between the Phoenix
and Hope - which 1o precisely the basie of the enalogy es
presented in the companion gizaig.B'

12, L'Oyrecu ou glusg,
Thie dcvice derives frcm.a stock image in Italian and

French love postry - nomely the corparison betwcen ono of

é"g i\iChtE}L’ v01- 2, De 26“—.

2 uscelli for example, Irmress illustri, p. 53, su"bests
o Christlan intecrpretation for the Phoenix legend. Ee '
ulso cites In considerable detall the descriptions of the
Phoenix found in Lactantlus and claudian.

¢e also Valcriano, Bk 20, end L. Réau, L'Iconorrsphie
2o 1'nrt ehréticn, 3 tomes in 6 vols, Tome I, Paris,
1955=5G, for a fuller discucsion of the rolo plaJed by
the hocnix in Christian iconogrophy.

(3) Zervarent sud Phfnix cites the scries of Tarot cards

attributed to Fantezna end the legend on the reverse of

o medal atiributed to Jules della Torre as manifesto-

ticnz of the Phocnix o attributo of hope, in the art
of the Rcnaliscsanee, ,
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lovc's traps and the bird lime set down to eatch birds,
Petrarch himself had made frequent use of the same imagey

he ic fond of the verb invescare end espec¢ially of the
participial form jinvescsasto and also the noun.ziggglg.1 In
one poem he not only makcs a comparison between the lover
and trapped bird but also states cxactly the szme as does the
motto of the Scive device,

e come sugel in ramo 2
ove mcn teme ivi pil tosto & colto,

In fact the motto in D&élie reads like a translation of the
line in Petrarch. Furthermore the companion dizain contains
definite reminiscences of the Petrarchan sonnet, Petrarch
states for instance that he wae caught, trapped by the
beautiful face of Lsura. Scdve in line 10 says '"Voyant 1la
doulce face'. ©Petrarch uses two anslogies to describe the
way he was “hooked!,

i1 cor preso ivi come pesce a 1'cmo

onde a ben farc per vivo esemplo viensi

gl ver non volse 11 occupati sensi

e come novo augello al visco in ramo.
Sceve secms to remeriber the first snalogy and uses it

elaborately in another dizain of Délie, 224, where the frame-
work of the dizain is anecdetic and narrative.

(1) Rime (ed. Carducci e Ferrari, forming Vol, XIII of the
Bibliotheca Carduccisng Florence, 1957.) 142 line 29
gl¥invescati rami’; 165 line 5 'Amor che solo i cor
leggladri invesca'; 211 line 14 'Ove soavemente 11 cor
s'invesca'; 99 line 8 'l'animo invescato'.
(2) Rime, 257.
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Ma Dame et moy seultons dans le bateau,
and where he moraliscs snd comments on the analogy‘betwéen »
himself and the fish,

Cesse: luy dy Je, 11 fault que Je lamente

L'heur du Poisson, que n'as sceu attraper

Car 1l est hors de prison vehencnte,

Ou de tes melns ne peuz one eschapper,
In the companion dizain to the device Scdve remembers the
pithy saying quoted above and echoes the motto in the last
line. He must have becen familiar with this sonnet of
Petrarch's and it is as if he stores fragments of lines and

phrases in his mind for future use.1

13. Dido ocuil se brusle.

This 1s a picture of Dido on her marrliage bed, plercing
her breast with a sword and surrounded by the flemes of her
funeral pyre. It scems a faithful representation of the‘
account given by Vergil of Dido's death in the fourth book

of the Aeneid.2

Some engravings and woodcuts of the 16th
century are very similar to this woodecut 1n.Qélie and they
show the essential detalls of the story - the flames and the

dagger with which she kills herself.-

(1) For a discussion of borrowings of this kind in D4lie
see Saulnier, vol 1, ch, 13 and I.,D, licFarlane, Notes on
Mzurice Sceve's Délie, French Studies, Vol xiii, no, 2,

22; Aeneid. L. lines 641 to the end,

F.,W,H, Hollstein, German engravings, etchings and Wood—
cuts 1400-1700 Amsterdam, 1954 in progress, vol 1, )
p. 187 and vol 3, p. 58. .

Also examples in F. VI, Hollstein, Dutch and Flemish
etchines, encrgvings and woodcuts, 1450-1700, Amsterdam

1959.
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The Vergilien picfure of the Dido who is forszken by
Aeneas and is driven to cbmmit suicide in shame and gfief |
battles for existence in the Middle Ages and the ﬁenaissance
with another version of the story of Dido which must be\taken
into account as it appears in Boccaceio, Petrarch and the |
dictionaries of Classical mythology as well as emblem books,
collections of devices and poems in the 16th century.

According to this second version which is closer to the
historical Dido, she is falthful to her hquand_Sychaeus’and'
commits suicide in order to avoid the shame of a second
marriage. Boccaccio makes an importent distinction between
the Dido of Vergil and this other Dido and states that the
latter, because of her situation, beauty‘and chésﬁity'was
adapted by Vergil for use in the Aeneid.1 Petrarch
deliberately rejects the Vergilian version of Dido and

(1) Boccacelio, Bk 2, p. 58.
The distinction becams traditional and even Ronsard in
the preface to his PFPrancisde states that Dido would
rather dle by her own hand than break her vow of chastity.
The same sentiment is expressed by Robert Estienne,
See sub Dido. 'Elissa, virago quia fortiter fecerit:
seipsam potius interimere quam 1ibidini indulgere
volens,'
c.fs also in Torrentinus, Flucidarius carminum et _
historiarum vel Vocabulsrius poeticus,continens fabulgs,
historias, provineias, urbes, insulas, fluvios et

montes illustres .... opus _denuo recognitum ...
gulbusdem additis, Daventriae, 1503.

c.f, also Calepinus, Dictionqrium, sub Qido.
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L He is

insists on her fldelity to her first husband,
folloﬁed in this by o mumber of zuthors of devices in the
16th century among whom is Ruscelli who shows a devicévﬁhgre
a turtle dove refuses to mate after her f;rst'matevhag died
and in the commentary cvokes assoclations with Dido end cites
two sonnets of Petrarch in this connection.2

In the case of the device the meaning is made clear by
the motto, 'Doulce la mort qui de dueil me dalivfé', which
seto the tone and attitude to death of the Vergllian Dido
when she has been forsaken by Aeneas. Vergil relates how
ghes utters these words, |

dulces exuviae, dum fata dcusque sincbat,
accipite hanc animam meque his exsolvite curis.3

Later he records her last words before she glves herself up
to death,

dixit, et os impressa toto 'moriemur inultae
sed morismar', ait. 'sic ¢ _duvat ire sub umbras'.

This 1s exactly the context of intense, anguished love which
is not reciprocated and which is only relieved by the welcoming

(1)  e.ge in his Triompho della Castitd, lines 155ff.
(Triomphi. Vinegia 1519),
Quella che per lo suc diletto e fido :
sposo non per Enea, volse ire al fine:
taccia'l vulgo ignorante io dico Dido
cul studio d'onestate a morte spinse
non vano cmor, com'd'l publico grido. |
In his book Senilium Rerum libri, IV,5, Petrarch gives
fuller reasons for his interpretation and questions the
accuracy of Vergil. ‘ '
Ezg Ruscelli, p. 170. »
3 Aeneid IV, lincs 641 to the end.
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approach of death which is needed for the eppreciation of

the Scéve device.1

14, La Tour Babel,
This illustrates one episode in Biblical history end

as such appeared not sc much in emblem books as in the 1ittle
books which followed the patiern set by emblem books but

which were devoted to explaining and illustrating the 0ld and
New Testements, The form these books took is‘well illustrated

by C. Paraedin's Quedrinsg Historiques de la Bible published in
1555. This 'potted version' of the Bible ébhtains avsef of
plctures illustrating stories from the Bible and a set of
verses to explain the:stories of the pictures simply and
clearly. The book reliés on the same prihciplesyas the
emblem books, namely the combination of poetry and péinting
which serves to imprint stories and moral lessons more in-
delibly and more movingly on the reader's.ﬁind, but the
ultimate aim is different since the simple version of the
Bible 1s, as Paradin éays in the prefece,

a celle £in que un chacun fust induit a 1'amour

de ce seul et unique necessalre, qui est la saincteA
parole de Dieu,

(1) It i1s interesting to note that Marot alludes to Dido
many times in his poetry and each time he is thinking
of the Vergilien Dido., For instance,

Comme Dido, qui moult se courrouga
Lors qu'Enea seule la délaissa |
En son pays. _
| (Ceuvres. ed.Guiffrey, Vol 3, p. L)
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It is worth looking at the treatmen£ of the Tower of Babel
episode in Paradin's book in order to measure the difference
between its function here end its function in D&lie. The
picture is more elaborate than the one infgé;;g, the details
are clear and thus it mskes a greater visual 1mpaétyon_thé
rcader. The quatrain tells the story thus,

Du bon loé la génération ...

Dressant la Tour Babel tant mervellleuse

En son parler tombe en confusiocn

Dieu empéchant l'entreprinse orgueilleuse, |
Although there is no moral attached to this simple ﬁaffative,
it is quite evident that the point of the story is to show
the overweening pride of man which has to be checked and
punished by God, In Scéve's device, however, the motto
makes it clear, 'Contre le Ciel mul ne peult', that the main
point here i1s the uselessness of man's power when.pitted
against the supreme power of God and it is this asPect»of
the Biblical story which is relevant to Scéve's purpose as

it emerges from the following dizain.

15. La Glrouette.

This device has as its theme constancy in the face of

change ~ an idea common in the wider context of RenaisSance:

thought as a whole.]

(1) For full discussion see E.M.W, Tillyard, The Elizsbethan

World Picture, London, 1943, p.13-14. The same kind of
theme is illustrated on another level by the mark of the.

printer Antoine Constantin in the 1544 edition of Délle.
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Dut thino particulér pictorial representatién'of'ii does
not seem to have appeared anywhere before Pélie although the
notion would be ept both for love poetry and for the‘ﬁore N
moralising emblem books, The words of the motto are
strikingly reminiscent of a line in Petrarch,

né per mille rivolte ancd; gon mosso. !
The metaphor is irplicit in this line and the context is the
same as that of Sctve but no definite connection can be
made between the two for lack of evidence about ﬁhe mottoes

and woodcuts.

16, Ls Cycorés.

This shows a heliotroplc plant perpetually turned towards
the sun, The legend behind this flower is the one related
by Ovid: the heliotrope was in fact the nymph Clytia who was
in love with the sun, was frustrated in that love and was sub-
sequently changed into a flower that follows the sun in its
course and bows to the ground when the sun 1is set.2 | The.'
flower became a popular device in the 16th century but it 1is
only in works published after D&lie that it is explained and

commented upon., Ruscelli discussed many aspects bf the

device in his Imprese illustri.” He first recites the story

(1; Rime, 118,
(2 Met.IV, lines 256-270.
111a suum, quamvis radice tenetur
vertitur ad solem; mutatque servat amorem,
(3) Do 209. The motto of the Ruscelli device is 'Mens
eadem . ’ v
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from Ovid and then expounds an interpretation 6f the legend
made by Ficino which claims that the sun is the source of'ail
virtue and light and succours human minds - and this\cqnbept
is symbolised'by the heliotrope and the s'un.1 : Fihally he
discusses it as an amorous device, the lover having 'la
stessa mcnte e natura d?éséer semper col pensiero a lei!',

He ends by quoting the sonnet of Bembo, 'L'alta cagione che
da principio diedc', which contains the simile,

ond'io mi giro o
pur cempre a vol,come heliotropa al sole.

Giovio cites the device as an example of a device teken fronm
Antiquity, concerning the ‘'loyal wife Artemis who wore in her
teblet an Eliotropum, rising end falling w1th the Sunne’, 3
Paradin, in citing the device of Marpguerite de Favarre, which
is also a heliotropic plant, gives a slightly different
emphascls,

La feue Royne de Navarre Marguerite de France,

Princesse trds illustre, portoit la fleur du Souci

en Devise qui est la fleur ayant plus d'afinité avec

le Soleil que point d'autre, tant en similitude de

ses rayons, &8s feuilles de la dite fleur, quel raison

de la compagnie qu elle falt ordinalrement, se tournant
de toutes parts 14 ou il va depuis Orient Jjusques en

(1) Ruscelli commente that the basis of the device is
'‘della conformith delle menti nostre col Sole,e delle
virtu che da lui ricevono'.

(2) These two lines are cited by Parturier as one of ths
sources of the dizsin in Scdve. The number of poets .
cited by Parturier is merely proof that the legend and cone
cept were very well known and well used at the time as a
point of comparison with the lover and his mistress.

(3} Giovio, English translation, op.cit. This example is
cited in the Preface, o
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Occident, s'ouvrant aussi ou se closant, selon sa ‘
heauteur et sa basseur. Et celle avolt celle Devisge
la tant vertueuse Princesse en signe qu'elle
dirigeolt toutes ses actions, pensées, volontés et
efeccions au grand Solell de la Justice qul est Dieu
Tout-puissant contemplant les choses hautes célestes
et spirituelles.t -
This is slightly different from the Ficinisn interpretation
given by Ruscelli although the emphasls 1s again on the union
of celestial and mortal or inferior things by devotion,
There are two aspects of the device: firstly, the con-
cept that the flower is completely dependent on the sun,
drawing nourlshment and refreshment from 1t; and secondly,
the flower 1o a self-evident symbol of fzlthfulness since
Clytia in the Ovidian story did not forsske her love even
after her transformatién, and this faithfulness 1is that of
e mortal for a divine thing or being., The motto of the
device in D&lie, 'En tous lieux je te suls', places the
emphasis on the second aspecf but we shall see that in the
companion dizsin Scive assumes that the reader has both

aspects in mind,.

17. L'Hyerre et 1la lMuraille. |
This device would be called 'self-evident' by 17th

century writers. Ivy is an evldent symbol for parasitic

(1) Devises Héroiques, p. 72. ' |
c.f, also Valeriano, Bk 58, De heliotropc et selenetropio
wvhere he stresses the union between celestial and
inferior things.
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end destructive behaviour and had been used as such by

Classical authors.1

It is also, and perhaps less evidently
a symbol of victory and particularly poetic glory,2 With
the emblem writers it became a populer subjedt fdr pointihg
to examples of ingratitude ond as we have secen, had already
sppeared in Corrozet's book snd La Perridre's Ehea’cre.3 - The
difference in treatment between the ivy as an emblem and
Sceve's use of it as a device has alrcady becen commented upon
but 1t is worth mentioning the fact that Aneau hae an emblem
picture in his Pictgs Poesis showing aﬁ ivy growing eround a
tree and that in the accompanyling verse he seeks to make &
comparison betwecen this and a lustful woman who destroys her

L

lover, Although the comparison and context secem closely
akin to the device and dizain in Délie there is no personal

element present and the tone and attitude of Aneau are very

(1) e.g. Catullus, 61.33.ff, who compares the ivy with the

lover, ' : -
mentem amore revinciens,
ut tenax hedera huc et huc
arborem errans,

(2) see Valeriano, 51, De hedera, Symbol for poetic
glory which is used widely in the Renalssance, e,g.
Konsard passim. In Anclent times it was used for
leafy coronets of poets, warriors and victors in the
games.,

23) See chapter 1 above, :

L) op.cit., Pe 53. The title given by Aneau is Noxia

copulatis.
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different.1

Ruscelli uses the same picture as an amorous device and
explains it thus,

1'arbore sia quel che parla, e l'Autor dell'Impresa
nell'arbore comprende o rappresenta se stesso. ,

The ivy obviously stands for 'la Donna crudele e fiefa' and
the lover is the one destroyed by 1it,
egli per doglis ¢ per dicperation se ne sentisse
tuttavia venir consumando e perdendo di vigore,
e finalmente conoscesse non poter lungamente
resistere, che non restasse del tutto estinto.
Ruscelli's commentary again might well have been made for

Sceve's device and dizain,

18, Le Cerf. o -

The wounded stag fleeiné to save 1its life and\thereby
intensifying its psin and hestening its death is a direct
transposition into picfdrial’form of a‘cémmon concelt of
love poetry. Even before Petrarch had made extensive use
of the wounded stag image Vergil had sought to convey the
distraction and distress of the sbandoned Dido by means of

(1) Aneau mgkes no direct personal comparison in the
analogy but concentrates on a general hatred and con-
tempt of women., His vocabulary is sensual and con-
temptuous, o

ProcaXe...
amlca formosior
lentls adherens brachiils
lascivo amore.
(2) Ruscelli, p. 257.
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1

a comparison with the stag. Petrarch stresses rather the

intense paradox of the situation in which the wounded stag,

the lover, £inds himself,?

He identifies himself completely
with the stag. Iowever much he flees from Laufa and seeks
to be rid of the lethal dart of love, the fﬁrther end faster
he flees, the more intense become his love and suffering and
the more certain his death, With the dévelopment of the
imprese amorose this conceit became populér as one would
expect from the simple and apt analogy it provides for the
lover., Furthermore the stag was also thought to bé a'

sexual symbol - of ardour in love and this made it even

more apt as a symbol of phyeiccl desire and suffering.3

19. Acteon.

The picture shows Acteon after his transformation, his
head and shoulders are'already those of o stag and he is
currounded by his own hounds. In many 15th and 16th
century woodcuts and painting two simulteneous scenes are‘
shown, Acteon being discovered by Diana and_Acteon trans-

formed into a stag, but in D&lie only the last stage of the

(1) Aeneid,IV, lines 69ff,

uritur infelix Dido totaque vagatur
urbe furens, qualils coniecta cerva sagitta
quem procul incsutam nemora inter Cresia fixit
pastor agens telils liquitque volatile ferrum
nescius:illa fuga silvas saltusque peragrat
Dictaeos;haeret laterl letalis harundo. -

22; Rime, p. 301, poem beginning I dolci colld.

3 See Valeriano, Bk 7, where he callc the st stag
rmilierosus.
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1 JThé'main account offthetfable is

story 1is 1llustrated. ‘
again that of Ovid. The hunter Acteon, one of the beauiiful
rustic youths of Classical mythology, sufpriSes Diana and
her nymphs while they are bathing naked in a pool. The:
Goddess 1s overcome by shame and ensures that Acteon will
not live to tell the tale by transforming him into a stag
and he is thereafter set upon by his own hounds who do not
recognise him., An important element in this narration is
the fact that Acteon still retained his hmman faculties 5
efter his transformation had taken place and Ovid devotes a
few lines to analysing his reaction to his strange state,

me miserum, dicturus erat:vox nulla secuta est |

ingemuit:vox 1lls fuit lacrimaeque per ora

non sua fluxerunt; mens_ tsntum pristinag monsit,

quid faclat?repetatne domum et regalia tecta
an lateat silvis?timor hoe,pudor inpedit illus.Z2

This account is retold by Boccaccio and by the 16th century
conmpilers of Classical dictionaries.3 | |
Emblem writers were fond of the fable. Alciati had
included an emblem picture and verse in hig first edition,
where the picture is similasr to the one in D&lie but the

(1) For fuller details of different representations of
Acteon in the 15th and 16th centuries sece article by
R.%W, Lee, Ut P;ctura Poesis, the Humanist Theory of-
Painting, in Art Bulletin, December, 1940, vol xxii,
number 4, p. 197-270.
22; Met.3.3. lines 200ff. lly emphasis.

Boccaccio, Bk 5, Ch. 14. |
R. Estienne gives other socurces of the story but adds
that 'receptior et communio Ovidii sententia',




underlying intention of the author is made cléar in'the
verse, He points to the‘moral ofvthe rablé, namely.that
the reader should be on his guard against the people who
surround him, who flatter hiﬁ.nowﬂbut who will évehtually
turn against him as did the houhds df Acteon agaiﬁst‘their

1

master, The fable also appears in Aneau's book where the

moral again points to the misery of the master who is at the

e And agéin in

mercy of his servants and flatterers.
Sambucus, the purpose of the picture is. to provide ah
opportunity for a moral warning agalnst excessive love of
hunting, riotous living and prodigal waste of money.3

It 1s cleer from these few examples that the emblem
writers were not interested in thc fable aé such but were
merely concerned with drawing a moral for their readers'even
at the risk of missing the main point of @he story. The'
motto surrounding the picture in D&lle, 'Fortune par les
miens me chasse', would seem to coincide with the moralising

intention of emblem writers but for the personal element

which 1is introduced in the pronoun 'me'.

1 fol, E VI Emblem no, 91.
2 Picta Poesis, p. U1, '
3 Sambucug, p. 128, The Latin verse here 1s,

Quam rltos hodie, quos pascit odora canum vis
Venandi studium conficit atque vorat
Saepe etiam propria qul interdum uxore relicta
Deperit externas corniger ista luit.
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This same fable was however Just as popular with love
poets as with emblem writers and the treatment of it in this
field 1is perhaps more 111uminat1ng for its meaning in.géllg.
Petrarch in particular had used the fable in detail in one
genzone where he 1s marrating the story of his love by meens
of a number of fables of transformation.{ At the outéét of
his love for Laura he was changed into a laurel tree, ihatlis ,
into the person of his beloved who is identified throughout
with the laurcl because of her nams, In despair hs started
to sing of his fate, that is, he'was.changed into a swan.

And then asppears the fable of Acteon end Diana which_follows
the Ovidlen story closely.2 The detaila'of the story are
intended to correspond to detalls in the pdet's.own.situah
tion: Luura is seen as Dlana herself and the poet és Acteon,
He is punished by his cruel mistrees for having approached
her too intimately, for having prescumcd upon her, The
physical transformation of Acteon symbolisés the mental and

psychological strangeness that the poet experiences.3

(13 Rime, 23,
(2 Compare Ovid lines 181-190 with Petrurch,

¢ quella fera bella e cruda

in una fonte ignuda

sl stava ,.10,,.8tettl a miraria

ond'ella ebba vergogna.
(3) The reason for the punishment in Petrarch is a refined
end non-sensual form of the suggestlion made by Hyginus in
his narration of ths fable. See Fgbulge, Ch, 180 =~
pastor Dianam lavantem speculatus est et eam violare
voluit., (My emphasis.)
This hint is not taken up by other mythographers.




Petrarch then has used the fable to 1llustrate and communi-
cate his own experience in love - hé loses his ownﬁidentity ‘
snd undergoes a strange transformation, And th;s is pre-
cisely the underlying suggestioﬁ in the companion dizain in
Délie. An allusion to Acteon in the seme xind of love cdn?l |
text occurs in Colonna's'Expnerotomachig where he 1s deseribing
the effects and torments of love,

plus esgaré que dedans un grand Labyrinthe:voire
plus pressé qu'onque ne fust Acteon par ses chiens.

1
And later in the story when Poliphile is watching Venus
bathing, he is reminded of Acteon end Diana and describea'
the effect of this sight upon him in these terms,
j'en devins offusqué de mon entendement, Jje me
senty ouvrir le coeur et y engraver la flgure de
ma blen aimée ...n'y eut ni nerf ni artdre qui de
ce feu ne feust bruslé comme une paille seiche au
milleu d'une grande fornaise ,..que quasi je ne
me cognolssols plus et pensois estre rmé en sutre
forme. - : | N
This description comes close to what Scive is saying in the
companion giza;n.z |
In this device we have then a woodcut and motto whieh
bear a close resemblance to the emblems of Alciati and his

followers, but behind the plcture there 1s a tradition of a

(1) See the French translation of the work, entitled
Hypnérotomachie ou Discours du sonce de Poliphile,
Paris, 1561, p, 66 and pp., 127-8, | _

(2) A much later allusion to Acteon in this kind of con-
text end in a very condensed form is found in Sponde,
Sonnets de 1'Amour (Poésies ed, Ruchon et Roase, Géndve
1949) Sonnet V: :

Je suis cet Acteon de cec chiens deschiré,
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personal use of the fable which Sctve 1s able to draw upon

in his use of the device,

20, Orpheusg.
In the 15th and 16th centuries there were two distinct

but overlapping aspects of the flgure Orphsus who appears
in this device. There wes firstly Orpheus the rmusicizn
the son cf Apollo who could charm beasts, birds and the
whole of inanimate nature, who loved Eurydice and lost her,
penetrated into Hades in search of her and finally died a
violent/death at the hands of the enraged women, Secohﬂly.
there was Orpheus the writer, composer of Hymns and the
Argonauties who was greatly admired by the Italian Neo-

Platonists of the 15th century; notably Harsilio:Ficino.
The first aspect was well known through the story of Vergil
and Ovid.! This account is given in full, on Vergil's
authority by Boccacclo who adds the 'eﬁplanation' of the
fable: Orpheus was able to move the obstinacy of men

2

through the power of his eloquence, Robert Estienne gives

nothing of the Orpheﬁs—Eurydice story but does stress the

(1) Vergil, Georglcs, IV, line 457 to the end, -
Ovid, Met. X.
(2) Bk 5, ch, 12, 'De Orpheo Apollinis f£ilio....
Hulc Mercurius lyram nuper a se compertam tradidit, qua
tantum valuit, ut ea movere syIVas et flumina sistere
et feras mitas facere poscet'.
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poet-musician aspect of Orphéus which we can assume'was‘
widely known in the Renaissance.1 |
llenestrier, in his Art des Erblimes cites this davice

among the emblimes ggssionneg end adds this comment,

Tontost 11 se represente sous la figure ﬂ'Orpnée,
qui pleurant sur sa lyre la mort de sa cheére
Eurydice, ravit tous les animaux, et les attire
par la douceur de ses concerts, et 11 asccompagna
cette figure de ces mots - 'A tous plaisir et &
moy peine', ,

Orpheus the writer, known only by fragments of his work
influenced the Neo-Platonists mainly 1n the realm of the
philosophy of love, The great role played by love in the -
creation and movement of the universe, the nature of_lo#e
and thz philosophical aspcets of the relationship between
the lover and his mistress - these were the things that
Ficino claimed to have learned from Orpheus.2 But he also
cites Orpheus as the lover of Eurydice - lamenting the |
unhappy end miserable state of lovers.3 |

- In the device, it is clear from the woodcut that it is

(1) Estienne, sub Orpheus: ‘poeta secu vates, Calliopes
et Apollinis f£ilius, Thrax; lyra studiosissimus extitit,
qguam dono a Mercurio habuit', |

(2) larsilio Ficino, Commentaire sur le Banguet de Pleton
(Les Classiques de 1'Humanisme, Paris, 1956)., Fre-
quent references to Orpheus occur in this work, parti- -
cularly as regards the origin and nasture of love.

See 1er discours, ch., 3; 2e discours, chs. 2 and 8.

(3) 2e discours, ch, 8:
lle vous laissez non plus troubler par le chant d'orphée
sur 1'amere et miserable condition des amants, (The
reference is to Vergil, Georgics, IV, lines 454-506,)
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the legendary powers of Orpheus as a musician that are‘in‘
question, _fhe motto completes the meaning of the plcture
and the euthor seems to speak the motto'rathef than put it

in the mouth of one of the figurcs as was the case in many

of the devices we have studied already. It emcrges from the
companion dizzin that he identifies Orphcus with.bélie rather
than with himsclf as lenestrier suggested, Délie's playing
of the lyre appears 1n‘severa1'dizain§1 and the pérsonal

isolation of the poet iso stresséd by the words 'a moy peine’. 2

21. L~ Bailisque et Je Mirodir.

The picture shows the legendary animal gazing at its
ovn reflection 1n the mirror. The description of the
basilick is a literary tradition derived mainl& from the full
account given by Pliny the Elder.3 He describes the basilisk
thus, | |

duodenum non am?lius digitorum magnitudine, candidsa
in capite macula, ut quodam disdemate insignem,

and the way it moves,
nee flexu multiplici, ut reliquae (serpentes)
corpus impellit, sed celsus et crectus in medlo
incedens. ,
These characteristics, borne out by 1ater'wr1ters,kwebé the

besic material artists and engravers had to work on and the

2 c.f. digain 2, and device La Chandelle et le uoleil

3 Nat., Hist, 8.33.
c.f. also the description in Solinus, Polyhistor rerum
toto orbe memorabilium thesaurus locunlctissimms.
Basel, 1538, P. 80, .

§1$ e.g. 4izain 158,
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woodeut in Délie, rough as it 1s, shows us‘ah animal corres-~
ponding to this description, Pliny tells us of the deadly
power of its eyes and breath, capable of killing eny man or |

beast near it.1

It is obvious that this peculiar property
of itc eyes makes it immediately suitable for comparison
with the poet's mistress - whose eyes have killed the poet
throughout literature. |

There is much iconographical evidence to suggest that
it was widely held in the liiddle Ages and Renaiesance that
the only way of killing the beast was by holding,a mirror in
front of oneself which would catch the rcflection of the
animal, This reflection, capturing the deadly eyes of the
basilisk, would then kill the eanimal ﬁho looked at it and
spare the man, There are examples in the stone carvings
of cathedrals like Vézelay of this incident and there is a
drawing by Leonardo da Vinei in the Louvre showihg.a man

2

holding a mirror to a basilisk. Petrarch uses the

legend in one of his sonnets as an extended allegory of

(1) The only way of killing the animal according to
Pliny 1s to place 1t in the same spot as some
weasels whose smell is enough to kill the basilisk,

(2) See L, Réau, Iconographie de 1'art chrétien, |
op.cit,, tome 1, p. 114, 'un chapiteau de Vézelay
ou on voit un personnage opposant & un basilic

un bouclier de cristal pour se protéger contre -
see mzléfices’',
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1

In the context of the Heo-Platonic theory of love this

device would be rcadily understood. Ficino.insists upon

the idea of the death of the lover in himself when he falls
in love and his reéurrection in his beloved if his love is
returned, when he finds himself again in the dbject of’his

love.2

(1) See sonnet in Rime Diverse (Rime, Trionfi e poesie
latine a cura di ¥, lleri, G, Kartecllotti, E, Bianchi,
N, Sapegno., La letteratura itallana, 6, Milano 1951
P. 5S4) where Pctrarch explains the whole legend and
uses 1t as an allegory for love:

Quella che gli animal del mondo atterra
e nel primo principio gli rimena
percosse 1l cavalier, del qual & pilena
ogni contrada che'l mar cinge e serra,

Ma questo & un basilisco che diserra
gli occhi feroci a porger mortp e pena,
tal che gih mai né lancis né catena
porian far salvo chi con lui s'afferrs,

Un sol rimedio ha i1 suo sguardo nocivo

di specchi armarsi a cid ch'egli sfaville
¢ torne quasil a la fontana il rivo,
mirando sé conven che si destille |
quella sua rabbia: al modo ch'io ne scrivo
fia asslcurata questa e 1'altre ville.

(2) See Ficino, 2e discours, ch, 8. Picino is commenting
on Plato (Phaedrus, 248 c.)1
Cet amont, dit-il, est unc £me morte dans son.propre
corps et vivante dans le corps d'un autre.
The statement which excites the most comment is the
belief that 'l'amant qui n'est pas aimﬁ est comyléte-
ment mort ...par contre quand 1'aimé répond a 1" amour,
1'amant vit eu moins en lui'
The terminology Ficino uses is precisely that of death
and resurrection:

Dans 1l'amour réciproque il n'y a qu'une mort mais
deux résurrections, ear oelui qui aime meurt en lui-
méme une fols puisqu 11 s'oublie mais 11 ressuscite

(Conta
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lle insists also on the idea that the lover carves an
image of his mistrese in his own soul and becomes the
mirror in which the other sees her own 1ikenﬁss.1 Later
In the century this theme of fhe Pasilisk and its reflection

became popular as en amorous device,?

22, s Batesu s rsmes froissées,
This device is & literary cliché put into pictorial
terms., Petrarch and his followers had used the image of

the boat on a stormy sea as & point of compariscn with the

dens 1'aimé, d®s que 1l'aimé slempare de luil duns
une ardente pensée et 1l ressuscite de nouveau
lorsque dano 1'aimé i1 ee reconnait et ne doute
plus qu'il coit aimé.

(1) 2e discours, ch, 8:

La ressemblance engendre 1l'amour. Or la ressem-
blance est une qualité, qui est la méme en
plusieurs. Si je te suis senblable, tu m'es
eussi ndécessaircment sembladle. Par conséquent,
cette néme ressemblance qui me pousse & t'aimer te
contraint sussi de m'aimer, En outre 1l'amant
s'arrache & lul-mfme et se donne & 1l'aimé. Done
1'aimé en prend soin comme d'une chose qui luil
appartient, car ce qui est n8tre nous est tres
cher, Ajoutez & cela que 1'amant grave en son
Eme la figure de 1'aimé., De ce fait, 1'Zme de
1'emzant devient un miroir dans lequel se refldte
la figure de 1'aimé et c'est pourquoi 1'aimé, en
ge reconnalssant dens 1l'amant, ect lui-méme porté
& 1l'aimer.

(2) e.g, in B,Pittoni, Imprese di Diversi Principi, Duchi,
Signori e d'Altri Pcrsonnaggi ot Huomini letterati et
illustri, Venstia, 1568, Vol 1, no, xi, The picture
shows the baslilisk and its reflection and the legend
is explained in the accompanying verse, '

I1 Basilisco che priva e divide
Ciascun d4i vita in cul la vista gira

¥entre sua Imago entro lo cpecchio mira
Se stesso, outor de 1'altruil morte, uccide,
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lover tossing on the ocean of love so many times that 1t
had lost any freshness it may have originally possessedsv
It is clear from the companion dizain that the same analogy

iz in question here. But it 1s slightly rejuvenated by
being translated into a picture znd it is also interesting
to note that Scive had met the image 1n.pictoriél form in
another context; It appears in the Spanish novel he

tranclated in 1535 La deploursble f£in de Flamete.! Towards

the end of the book there 1s a description of Fiometa's tomb

around which are carved a nuﬂber of symbols.2

The first of
these is the ship of love and. the description given in the
Spanish verslon is quite detailed at this point.”  Scdve

abbreviates the description but keeps the essential elements
in it,

La premikre et principalle coulonne estoit
despainte avecques une grande rivieére dont
les ondes estolent de couleur tres verdes
en laquelle avolt ung bateau sans rames,

(1) 9 deplourgble fin de Flemete elegante invention de
Jo de K, Fspaignol, traduicte en Langue Francoyse (by
Il Sceve) Paris, 1536, British Museum copy.

(2) TFor a fuller discussion of the characteristics and
merits of this translation see B, Matulka, The novelg
of Juan de Flores end their Furopean diffusion. New
YOI’k, 1931, pp. 305-13.

(3) 'La Principal y primera con unas muy verdas ondas en
medio de las quales statua una barquilla sin remos,

cuyo mastel quebrado, tenia la vela acostada, y en
ella un titulo que dezla',
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23. L'Alembic.

This device comes from what Praz calls one of tha most

el

common conceits in love lyrics in the 16th and 17th centuries.
He refers us to Petrarch, Serafino, Marot and Pontus de Tyard
who used the conceit before it appeared in pictorial form in
La Perriére'a‘gggggg_.e ~ These references provide us in
fact with the idea contained in the conceit, which 1h the
hands of thes ebove authors should properly be térmed the
'distillation' conceit, for it 1s the aectual process of
distillation that is alluded to and not the slembic apparatus,
These poets make no mention of the alemblc but by their
frequent use of the verd 'distillare’ or 'distiller', use
the process to describe thelr own heart which in ériéf
distils tears through the eyes.
Petrarch for example, ucses the comparison in one sonnet

thus, | . |

Per lagrime ch'lo spargo & mille a ‘mille ;

Conven ch'il duol per gli occhi si distille

Dal cor c'ha seco le faville e 1'esca

Non pur qual fu,ma pare a me che cresca.3

Here he calls up the whole process and makes an analogy

£1; Praz, p. 81.
2 c.f, the use made of the image by Dante, Inferno,
XXIII: -
lla voi chi siete, a cui tanto distilla,
Quant'i'veggio, dolor gil per le guance,
(3) Rime, 55, line 7 ff. \
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between the heart with its flemes end embers of love and the
fire feeding the alembic, and between the eycs which distil
tears of grief snd the distilled water which is the end-
product of the alembic procéss.

Apart from these literary sllusions we have seen that
the alembic concelt eppeared in La Perriére'é book of . .. .
emblems where it is treated in a very different way from

the use Scéve makes of 1t.1

24, Lg Coignee et 1'arbre.

Although the device does not eppear in any of the
books (emblematic or othcrwise of the period) the under-
lying 1dez is found both in Corrozet and La Perridre. 1In
Corrozet's emblem book there is an emblem which has the
title 'Qui nuit a aultruy il muit a soi-memd'.®  The
picture shows & manncatching o 'lidvre marin' and the tale
explains how the man succeeds in killing himself as well as
the fish. La Perridre has an emblem in his }Morosophie
which consists of a picture of en old man cutting off the .
bridge which would be his only way of crossing a river and
a title which is‘explanatory - 'Je cause moh propre dommage'.3

The motto of the device in D€lie clarifies what might

(1) For a discussion of the emblem in La Perritre and
Scéve see chapter 1 above,

22) Corrozet, fol., F. unnumbered page which is vii.

3) Lo Morosophie de Guillaume de 1s Perridre, Lyon,
1553, no. 23.
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otherwise be a meaningless picture.1

25, La Selle et les deux hommesg.

This device portrays the ameing scene of ohe man
taking away the stool that his companion 1s\about to sit on,
This 1s cnother of the devices which lenestrier cites in
his Art des ¥Fmblimas and comments oﬁ thus,

Tantost 11 se represente sous la filgure d'un
homme & qui on retire sz chalse comme il est
prest de s'asseolr, ce quil le fait culbuter°
il anime cette peinture de ces mots - Qui
o'asseure facile b decevolr',?2
He includes a woodcut of the scene which consicts of
two women sitting on either side of a2 man who looks as

though he is sitting on air,

26. La Lycorne qui se voit.

This device features a unicorn like the first device
of D&lie and at first sight the picture would seem to
illustrate the well known legend of the miraculous Pro~-
perties of the animal's horn. The animal was thought to
use its horn to test and ﬁurify the water before the other
enimals drink of 1t.? But the motto 1n.2§;gg.- ‘De moy

(1) In the 1544 edition in particular it is difficult to
see the hatchet at 211,
%2} p. 166,

3 O. Shepard, p. 145, states that this belief in the
magical properties of the horn of a unicorn existed well
before the 1L4th century - it appears for example in the
Greek version of the Physiologus - and in the 16th
century even Gecner subscribed to it, Many emblems took
this legend, 111ustrated it and gave it a title 1ike
'Venenum expello', or 'lithil inexplorato'. Giovio in-
cludes in his Irprese a pleture of a fountain.besgagwﬁgh

ontd
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je m'espovante' - makes 1t clear that we are concerned fxere |
with a differen‘; situation, namely the unicorn gazlng at

| its own reflection in a pool of water, The words of 'the
motto and the situation depicted echo closely a phrase and
situation in the Fiormette: 'Je me veis si s‘eullet desole,
que je me espouventoye en moy mesmes'; the emphasis is
obviously on the ccmplete isolation of the poet and his

1

horror. But in that case, what is the significance and

relevance of the unicorn gazing at its image in the water?

The picture docs not occur in the 16th century, but‘appears

2

ruch later in the Symbologrsphia of J, Boschius. It is

surrounded by exactly the same motto but there is nothing |
to indicate the source of the iegend or the picture .and it

is possible that Boschius derived the syrbol from Scive,

The comment hé gives 1s only qpparent»from the classification
of this symbol under the'heading 'Conscientia’ and the
description is simply ’Iionoceros impetens éft‘igiem suam in
aquis ewressam'.} Apart fﬁom this isolated example, cited

but not commented upon by Jung, there is no help from

" toads and serpents and the unicorn putting in his horn
beforc he drinks, ‘

(1) La deploursble fin de Flamete. fol.g.i. (British
useum copyS

(2) Jacobus Boschius: Symbolographia, sive de arte
gymbollca sermones septem, Augustae Vindelicorum et
Dilingae, 1702. Class 1I,Tab,V.Symbol LXXXIX. ’

(3) The symbols in this section of the work are all Symbola
sacra and therefore gilven a religious connotation,
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1con0graphica1 sources and very little evidence of eny
legend concerning this aupect of the unicorn in literature.
There is, however, an episode which describes a unicorn and
its reflection in a 15th'éehtury Italian poem which may
throw light on the situatiohidepicted in this'device.

In the Drizdeo of Luce Pulci we have the story of the

1

love of the cshepherd Severe for a Dryad, Lora, When he

is on the point of succeeding in gaining her love, Diana
the Goddess of Ohastity; enraged at his enterprise and
audacity (the Dryad being of course one of her handmaidens),

2

transforms him into a unicorn. There follows a description

(1) ILuca Pulei (1431-1470) often confused with his more
famous brother Luigi Pulei, author of Il Morgsnte and
Il Morgente maggiore, end to whom this work Il Drisdeo
is oftgn attributed, The griﬂdeo which is in fact a
dull imitation of Boccacclo's Jiinfale Fiesolano was
publiched in Florence in 1489 and again in an illustrated
edition in Milan 4in 1506,

(2) 1489 edition, Lth part. fol.g.iiil £f,

I ti transformo e faclo uno elecorno
Con lungi velll e nella fronte un corno,

After this passage comes tho lament of uevere, couched
in these terms:

Quantera meglio 11 41 chl mirail fiso
Quello splendor di quelle treccie blonde
Ch io fussi suto dal viver reciso

Pietra mi cpecchio fiera alle tue onde
Quanta invidla ti porto o bel narciso
Che colla tua nympha ti risponde

Et vedi l'ombra tua nel fonte terso

Et non d4i fera quale 1 son converso,
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of Severe's reactions and actions after the transformation:

Severe 11 corpo suo visto cangiarsi . o |

Veolse gridere e vennc un mormorio

Ch ello spaventz:onde non sa che farsi

Egli veloce assal ¢ corse al rio

- Di fonte pletra nell aqua aspecchiarsi .

I stupefacto piu di se in oblio

Che non fu Chadmo .eeese :

Quando sl volse el corpo in serpente hebe.
We notice immedlately the similarity in the description to
Ovid's description of Acteon's reactions to his changed
state ond we recall the device in D4lie discussed above,
Both transformations, furthermore, ars wrought by the
Goddess Diana who 1s enraged by an act of violation and
both heroes are stupefied and horrified on realising their
phycical state, The loss of human features and the re-
tention of human mental faculties is identical in both
stories, This legend suggesie why the unicorn should Ye
horrified at seeing his own reflection ond as far as one
cen see no other sccount of the unicorn explains or mentlons
this situation. The context of love, the Goddess Diana,
the suffering and eventual death of the hero meke the
legend sppropriate to Délie and the motto stresses the
personal isolation of the poet, hls introspection and horror
of self, But so long as there 1s no demonstrable connec=-
tion between Pulci's book and DElic one cannot link them in
any causal way. It 1s possible however, that 16th century
readers of Délie would have understood the theme of trans-

formation, the introspection and the gozing at oneself in a
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mirror, the personal isolstion of the poet without having
recourse 10 any source or explanatlion of the device as we

have had to do.1

27. La Viptre gui se tue.

The device pilecture illusirates one of the many fables
that had sccrued around the viper. Plin& the Eider gives
a detalled accounﬁ of thip aspect of the feble.®  He Tirst
relates how vipers mate - the strange way the female has of
biting the hecd of her mate when copulating and then pro-
ceeds to tell how the young are born « by eéting thelir vay
out of the mother's womb and thereby killing their mother.

(1) It is interesting to note the allusive comparison to
HNarcissus in the Pulel passage « evoking the basic theme
of the mirror and the reflectlon of oneself. Jean
Froppier in an article called Voriations sur le thim
du miroir de Bornard de Ventadour & lNeourice Scéve
(Cahiers de 1'Associaticn Internationale des Etudes
frangaices, mai, 1959, No. 11, pp. 13L4-159) points out
how the theme of the mirror was confused and intepr-
mingled with the MNarcissus theme in the Middle Ages.
The two legends of the unicorn are also present in this
account of Pulci's for aefter his transformation into a
unicorn, Severc decldes to seek out his loved one in .
the hope that she will treat hinm as a virglin olways
treats such an animal, But the maiden is struck with
fear at the sight of him and becomes mad. Severe is
transformed into the river Sieve.

(2) Trat.Hist.X,82. 'Coeunt complexu, adeo circumvolutae
aibi ipsae et una exiotimari biceps possit. Viperae

s caput inserlt in os, quod 1lls abrodit voluptatis
dulcedine..... Tertio die intra uterum cztulos excludit,
dein singulis diebus singuloc parit, XX fere numero;
itague ceteri tarditatis inmpatiens perrumpunt latera
occisa parente'
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Horapollo repeats this story and the illustrated editions
of his Hiecroglyphics contain a picture very_simiiar‘to the

one 1n.2§;i§.1

The legend was used end interpreted in various wéys in
the 16th century. Leonardo da Cinci couples both legends
snd makes it clear that he regards the death of the female
as a just punishment for her cruelty to the male.z |

Valericno in his book of Ilieropglyohicn states that tha
viper may be used as a symbol of 'uxor inimica mafito' or
of 'filii conspirantes in matrem' or of '"vulnunm amatorium'.5
But nowhere does one find the connection that Scive makes
between the fable of tha viper and the creation of sometihing
at the cost of death to oneself, a connection which becomes

clear in the companion digzsin.

28, Lg Forbisseur.

The woodcut in the 15LL edition is so rough that but
for tho title and the motto it would be difficult to say
what the flgure is doing. As 1t 1s, they make 1t clesr
that he 1s furbishing a sword or some other object. Néither

(1) e,g., De 1ls Sipgnification des notes hieroglyphicues
des Egyptiens, Paris, 1543, . . -

(2) ~Richter, Vol 2, p. 268: 'Questa nel suo accoppiare
apre la bocca € ....ammazza 11 marito, poi 1 figliold
in corpo cresciuti stracclano il ventre e ocecidono 1a
madre. . ' ,

(3) Ik 1k,
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the subject nor the pieture secms to eppear in emblem books
or illustrated books in-the 15th or 16th centuries but the
meaning of‘the device 1s clear enough: the wbrk of the
furbisher brings glory to tﬁq peoﬁle. | |

29. Lz . Cye. v .

The picture is simply that br one objest - the saw,
cutting through some wood, illustrating‘the saying in the
motto -~ 'Force pecu a pcu me mine', The idea thatllofe is
like a saw 1s close to tho image in the two lines of Petrarch,

Amor tutte sue lime 1
Usa sopra’l mio core afflitto tanto.

30. Cleopatra et ses Serpentz,.

We are concerned herce with the manner.of Cleopatra'’s
death for which the main Classical authoritics are Plutarch

e Both confess uncertaintiy as to the

and Dio Cassius,
exact menner in which she died but they do provide us with
the version which is now and was in the 16th century, the
accepted one, Plutarch relatés that Cleopatra, after the’
death of Antony, h2d an asp 'brought in a basket‘of figs, ”
for thus had Cleopatra given orders that the recptile might.

fasten itself on her body without being aware~of.it’.3

21; Rime, 252, lines 3-4.

2 Plutarch, Antony, Ch, 71 and Ch, 86,
Dio Cassius. 11.14ff. Dio's Roman History with an
English translation by E.Cary. (Lochb Classical
Library.)

(3) Translated by B, Perrin, (Loeb Classical Library.,)
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Plutarch adds that Caesar believed the storj ahd in his
triumphal procession had &n image of Cleopatra with an asp
clinging to her body carried around. We notice however that
there is only one serpent in this sccount wvhercas there are
certainly two in the device znd the plural of the title con-~
firms this, Among Classical authors, Vergil mentions two
serpents in conncetion with tha. eath of Cleopatra, One

of the ccenes depicted on the shield forged by Vulcan and
Venugs is that of Cleopaﬁra in Egypt and the reievaht lines
are, |

Regina in mediic patrio vocat agmina sistro
Necdum etizm geminoc 2 tergo respicit anguils,

1

This 1s s symbolic representation or warning of her death
but there seems to be no rcason why Vergil should have
introduced two serpents instead of one, Servius in his
commentary on this line mentions the problem of the number

2 lodern editors of

of serpents but offers no explanation,
Vergil have also been puzzled: Conington suggests that it
is merely the numerical precision of an emblematic plcture

which 1s not very illuminating as regards the real question

%1} Aeneid VIII, 696ff.

2 Sce Virgiliu“ cim fervio, being the complete vorks of
Vergil, with the commentary of Servius, published in
Venice 1in 1504:

Traditur enim, ne ad Triummhum.Augusti adservaretur,
cdmoto sibi aspide defecisse:tum 'gemino' cum umisg
admoverctur!'. c.f, hic gloss on linz 678,
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of why one number rather than another.! lackail states
that the ‘scrpents of course symbolise Gleopatra’s death but

1,2 He goes on to

why there are a palr of them 1s not clear .

suggest that,
possibly in portraits of Cleopatra in the dress of
the goddess Isis, with which Verzil must have been
familiar, come confusion may have arisen with the
twin horns which rise, on the head-dress, with the
disk of the moon between them, In the celebrated
Dendera portralt of Clecpatra these horns are
shaeped not unlike serpents and she is looking away
from them,

Without going further into the question of why‘vérgil
should have mentioned two serpents instead of one, it is
cvident that the fzct that he did so provides a reason for
the asuthority of the version in the Middle Ages and the
Renaissance. Other Classical authors like Horace snd
Statius slso mention a pair of Bcarpera.ts.'3

Given the weight of these authorities it is not
surprising to find this version followed by mythological
dictionaries in the 16th century.u Iconographical evidence
of the same period suggests that both versions were followed

for wve find engravings of Cleopatra showing one serpent

(1) éVgrggl Opera with cormentary by J. Conington, London,
15“1 71.

(2) The Aeneid., ed., with introduction, notes and
comrentary by J.W, Mackail, Oxford, 1930.-

(3) Horace, Odes, 1.37.25,ff.
Statius.Silv.111.2,119 £,

(4) Robert Estienne, Dictionarium, in the section on
Cleopatra says

postea océiso Antonio, 1illa cibi serpentes adhrbuit.

He cites Servius as the authority as well as Vergil,
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twisted around her arm, biting into her breast, and other
engravings showing two serpents, one on each arm and breast.
As far ags one can see there 1s no particular significance

attached to the divergent versions,

31. Le Papillon et la Chandelle.

Thic device became one of the most popular of all

ermblems and devices in the 16th and 17th centuries and many

examples of 1t are given by'Praz.2

But 1t had appeared in
only one book in pictorial form beforec Délie -'naﬁely the
Hécatongraphie of Corrozet.3 " The picture in Corrozet is
much clearer and more detalled, showing a candle set in a
room with many butterflics‘dashing towards the flame, | But
the accompanying verse is of tho generaliéing, ﬁoralising |
kind usually found in enmblem books., The title is La_guerre
doulce gux inexperimentez end the explanation 1is:

Les papillons se vont brusler

A la chandelle qui reluit

Tel veut & la bataille aller

Qui ne scait combien guerre nuit,

It is only with Ruscelll that the picture is used as a love .
device.} e explains that the device is inspired by ths

(1) Sec examples in Hollstein, Germsn Engravings, op.cit.
Vol, II, p., 189, III pp. 54 & 55, and in Dutch
Engravings, op.cit., Vol, IV, pp. 137, 147, XI X1, p. 197.

(2) ~ Preaz, pp. 84=5. TFor its use as a love conceit -
before 1t reached the pictorisl arts Praz cites Giacomo
da Lentino Davanzati, Serafino and llolino,

&33 fol, L ii v©

L Imprese illustri, p. 244.
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Petrarchan sonnet - 'Son'animali al mondo di sl altera
vista' and then explains the impress based on the_strange
and beautiful nature of the butterfly which runs to its own
death and whose consolation is - 'che bel fin fa, chi ben
amando more'. The motto in Délie - 'En ma Joye douleur!
makes it clear that thers is a personal connection between

the poet and the butterfly of the device.,

32, Le luletier. 7 4 ,
This is cimply an 1llustration of the Gnomic saying

as presented in the motto, It 15 similar to en enblem
pleture and verse in Corrozet where the picture shows a
broken-down css snd the title 4o "lishre compaigne du bien
d*aultrui'.!  In the verse, the story is spoken by the ass
and tells how he, |

tombe dessoubz

Cela que Je portej

¥on maitre est si douix

Qu'a force de coups

11 me réconforte,
which 1s precisely the situation depicted in the Scive

device,

33. Le Chat et 1s Ratidre.

This device does not seem to have a plctorial precedent
although Parturier gives a reference to lichel 4'Amboise

where the simile of a cat and mouse sppeared in a love context"

(1) Unnumbered page which is in faet X vi vO,
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while Praz cites & later emblemstist who uses this device

together with a line from Petrarch.1

3L, Le Paon. |
This bird was fully described by Pliny the Elder who
does not however mention the fact that the peacock hzd ugly

feet.2

It was precisely the combination of the splendour
of its tail cnd feathers and the ugliness of its feet that
caught the imagination of the 141iddle Ages and the Renailssance,
Louis Réau describes these tﬁovqualities and what they were
intcnded to symbolise in the liddle Ages: wheh the peacock
shows off itso outstretched»tail it 1s a symbol of pride,

but once it looks down upon its fect, the pride is pricked
and it can then be used as a symbol of humiiiation, hmmiiity
and modesty.3 Renalssance ﬁriters of cmblems and Hiero-
glyphics used the juxtapoéition of these two things in the'
same way as medleval writers., Valerisno for example dis-
cusses the tail and feet: the tall as a symbol of &
gloriosus, and the feet of 'divitiarum turpitudo .., talesque
sunt Pavonils pedes ...mmulta turpla et foeda visu diétuque

sub tam formosz specie delitescunt'.u

Praz, p. 88.
Nat,Hist,X.22,

Iconographie de 1'art chrdtien, tome 1, p. 130.
Bk 24,

O
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The picture can then be interpreted in this traditional
way but the relationship of the device and dizain must be

discussed later.

35, I'Asne su lolin.

This offers little difficulty es to its meaning,
Veleriano lists a1l the things that an ass cen signify,
among which ere 'labor indefessus atque servilis quod
animal indefessi laboris, unique et pérpetue onerum
vectationi vexationibu5que aliis damnatum esse videatur'. 1
Scive mukes 1t clear by means of the motto that he 1dentifies,'
himself with tho unfortunate animal to convey that the pain
and work of love are endless in the same way as Ruscelll
shows a picture of a huge wheel, inside which are a man and
a horse forced to go round endlessly, in order to‘express
the fact that the torture of love is like this. Further-
more Tervarent gives 'L'4ne avec une roue de moulin' as an :

"attribut de 1'obéissance’, 2

36, le Pot au Feu.

This is a pictorial representation of a common love
conceit which would be readily understood by the 16th century
readers., While there are examples of its use in emblems and

devices after Délie it does not seem to appear in any béfore.

(1) Bk 12, Among the other things an ass can signify are:
ignarus hominumgque locorumque;a deo et sacris alienus;
stoliditatis 1udibrium;1ndcc111tas,ignavia.

(2) Zervarent, sub Ane.
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37. Lz Iune en tencbres.

This is cited by lienestrier in his ghilosoghie'deg_

1 along with a number of devices with the same image,

Imeges
all signifying the death or absence of the loved one or the
death aﬁd suffering of the person who sported the device,
His comment on this device of Scive's is 'il semble quec'est
pour exprimer la rctraite de la personne qﬁ'il aimoit qu'il
a falt ces Vers' and then he cites the companion dizsin in
full. Giovio gives one or two instances of this impress
being used to signify the darknees of the soul; for example
the devico of llippolito, Cardinal de' Hedici was the eclipse
of the moon with tho motto 'Hine aliqusndo eluctsbor! -
signifying that he was in the darkness of obscure and |
troubled thoughts, This seems much closer to what Scéve

is doing with his own device and it is important for the

understanding of the companion dizsin,

38. JFuropa sur le bocuf,

The picture follows closely the account of the legend

2

given by Ovid in his lietamorphoses. The last few lines of

the story are the ones illustrated:

Inde &bit slterius, medilque per aequora pontil
Pert pracdan.Pzvet haec:littusgue ablata relictum
Respicit:et dextra cornum tenetj;altera dorso
Imposita est:tremulae sinuantur flamine vestes,

§1g op.cit., no. 149,
2 Met., 2 lines 833-875.
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The story was very well known in the 16th century nét only
through the numerous editions of Ovid, 1nc1uding illustrated
editions, but also through the account in Boccacclo and the
Mythological hendbooks like Robert Estiepne’s dictioﬁary. 2
Sceéve 1dentifies himself with Juplter the buil here in the
same way as he does in the later device Leda et 1le Cyne

(no. 41). !

39. L'Arbalestier.

Parturier in his note to this emblesme refers the
reader to an emblem in Corrozet which has the motto 'Plus
par douceur quc par forcc'.1 The picture and verse however
illustrate the fable of the cold wind and the sun - the
latter by gentle persuasion succeeds in making & man remove
hies coat while the cold wind can only make the man clutéh
his coat morec closely to him, ?hus, the motto is the only
comnon point between thé Corrozet emblem and the Scive
device. The implicit comparison that Scdve 1s'making
between the arbalestier and his cross-bow and Cupid with

his bow is obvious.

40, Le Cog gui se brugle.
This device is a very puzzling one. The actusl con-
cept underlying the device ie by no means uncommon - namely

the idea that the poet's love is so intense that the more he

(1) fol. E.2 v©
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tries to quell it, the stronger 1t becomes. A line in
Petrarch - 'E g'io 1'uccido pil forte rinasce', which |
describes the same experlence, inspired Rusce111=to,¢esign
a device showing the hydra and a sword and the sentimenté
expressed in the motto are - the more heads you‘cut bff,
the more heads appear.1 |

When one asks the question, what is the meaning bf'the
burning cock, or vhat is the connecction between the animal
or the legend behind the animélvand the sentiments expressed
in the motto, 1t is difficult to find a satisfactéry answer,
The cock was used as & symbol of many things; fhe qualities
it pooscssed were pralced by Guéroult in his Second Livre

de la Description des Animaux thus - 'cleir, chaut, hardy,

glorieux' and these are taken as symbols of vigllance by
Valeriano, galety by Leonardo da Vineci, and courage'and
strength by all writérs, but the action depicted in D&ldie

appears nowhere.2

m Ig regse illustri, p. 226.

2 Guéroult: ESecond livre dec la Degerlipntion des Animg

Contenant le Blegon deg Oiscaux, Lyon 1550, p. 1
Valeriano, Bk 24.

c.f. also Emblemata Anniversarls Academige Fogibergensi

guae est Altorffii. Nuremberg. 1617, DPe L433. o
Richter, Vol 2 p, 261

L'allegrezza & appropriata al gallo che d'ogni
piccola cosa si rallegra c canta con varl o
scherzati movimenti.
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If the action in the device does not seem fo be that of
a cock, what other bird could 1t be? The first one that
springs to mind in this connection is the Phoenix which waé
often represented sitting on a bed of flames. The légenﬁ
said that the Phoenix was consumed by fire and out of its
ashes arose the new bird. But the picture does nbt depict
this situation and the motto in D&lic - 'Plus 1l'estains,
plus 1'allume® - does not correspond in any way to any
aspect of the Phoenix legend.

A possible explanation offers itself when we turn tova
description of a bird and itc story in llorapollo‘'s Hiero- |
glxphica.1 The bird in question is the pelican; 'the story
is related and one episode in it is exactly the ection which
seems to be depicted in the woodcufxinhgéilg._ After
describing how the pelican builds its nest on the ground
instead of on a high place out of the reach of man, Horapollo
then relates how man sets fire to0 the nest and the young in
it while the pelican 1s absent. ‘The pelican returns to |
find it half destroyed end in flames. Then come the words:v

(1) Paris, 1517. Cap. 5L.
Other editions of Horapollo contain the legend with
slight modifications in the actual words used to describe
it. For inctance in the Paris edition of 1530 we find:

volens suis alic ignem extinguere, non modo non
extinguit sed potius illarum ventilatione

exsuscitat, Unde combustis alis faclle aucupum
praeda- :
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Purmam vero ex inde provenientem Pelicanus videns

ac proprils allis ignem extinguere affectans, al as

veherenter quatit eoque ipso motu ignem magis

imprudenter satls excltat.
It is clear irmediately that this is precisely what the bird
in the picture is doing, The illustrated editions of the
Hieroplyphiea display a picture very similar to the one,ih
Dflie =nd it secms very possible that the legend illustrated
by this device is that of the pelican but that the picture
was incorrectly identified and glven the wrong title. In

the Hieroglyphicz this pilcture of the pelican is used to

'dementen indicare' snd it i1s a nice point that the amorous
device of Sctve, followed by the companion dizain is con- |

cerned with the 'madness' of the lover.1

L1, ILeda ct le Cyrme. |

This device 1s again an episode in ﬁhe 1life end loves
of Juplter. The account given by Ovid was the one followed
and read in the Middle»Ages and the Renaissance ahd this was
commented upon fully by the mythographers and dictionary

compilers.2

Boccacclo, as was his custom, pr0posad'an |
'explanation' of the fable: the fiction or symbol of the
swvan is uscd for this episode, according to him ’Quia’dulce
canat cygnus ¢t Iovem fulsse et sul cantus duicedine in sui

dilectionem atque concupiscentiem Ledam traxiﬁse'} ‘Jupiter

(1) see also Valeriano, Bk, 20, for the same description
of the pelican. .
(2) ovid. let. 6. 1lines 109 ff,
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loves Leda vhen he ic nearing old age - hence the appro-
priateness of the swan song.1, Little 1s made of the fact
that Jupiter conceals hie identity from his loved ons which

is the point of the Scbve device as revealed by the motto,

L2, Le Vespertilion ou Chaulvesory.

This picturc'resembles clocely illustrations in books
of Renalssanceo LHieroglyphics where many symbolic meanings
arc attached to the figure of the bat. Horapollo deseribes
the synbol thus,

ouand 1ils voulloicnt signifier 1! homme faible et
qui néantmoins s'enfuyt et tasche d'eschapper ils
paignoient la chauvesouris parce que combien
qu'clle soit sans plumes toutesfols elle vole.2

There is no suggestion however that this mesaning is
present in this device, Louis Réau states that the bat
can be regarded as an

embléme de la Mélancolie parce qu elle ne sort
qu au crépugcule (a'ol son nom latin de
espertilio) .’

In all books of Hieroglyphics hovever thic animal is
described as lucifups and other interpretations stem from

this one activity. The two associations that the 16th

(1)  Doc<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>