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The Imago Primi Societatis Jesu was not in the first place a historical, didactical or apologetic account of the order, but above all an optimistic, even triumphalistic and encomiastic presentation of its glorious accomplishments. The quite lengthy and overwhelming prose texts in all six books were intertwined with many rhetorical and poetical exercises: exercitationes oratoriae, encomiastic poetry, elegies, ludi poetici, and at the end of each section a number of emblems. The Courtrai Jesuit and most talented man of letters Sidronius Hosschius (1596-1653) and the gifted Jacobus Wallius (1599-1690) (infra) were responsible for these literary and poetic achievements. The versified texts – so we can read in the prolegomena (Dissertatio septima: ‘De […] operis varietate’) – not just adorned the prose texts (‘Ne nuda sit narratio’) (Imago, p. 23) but in the first place contributed to the festive context:
Iam vero, vt Saeculari anno laetum canamus faustumque Paeana, quando neque sterilis placuit neque nuda narratio; quando nec ludorum apud Romanos amoenitas absque missilibus fuit exhibita (Imago, p. 23).
[Now let us sing in this centenary year joyous and prosperous hymns. For neither a sterile nor a bare story has pleased (us), and the spectacles of the ancient Romans did not show any delight without presents being thrown among the people.]
These manifestations of joy in the hymns, these demonstrations of oratory and the emblems look ‘like a garland of roses, violets, daffodils, lilies or small flowers’ (‘quasi de rosis sertum, violis, narcissis, hyancinthisque, ceu minoribus’, Imago, p. 23).
	The emblems themselves had drawn the attention of emblem scholars for long, in the first place thanks to their ‘visual and verbal opulence’ (Manning). With their ‘luxuriant scrolls’ and most ‘pompous cartouches’ (Praz) the picturae were as ‘grandiloquent’ as ‘finely wrought’ (Manning).[footnoteRef:2] And so were the Latin, and in some cases Greek or even Hebrew epigrams. They demonstrated the literary skills acquired in the Jesuit college curriculum (infra). [2:  Manning, The Emblem, London: Reaktion Books, 2002, pp. 194 and 195; Mario Praz, Studies in Seventeenth-Century Imagery. (Sussidi eruditi, 16). Rome: Storia e letteratura, 1964. p. 186. On the initiative and the overall concept of the Imago, see a.o. Lydia Salviucci Insolera, L’Imago Primi Saeculi (1640) e il significato dell’immagine allegorica nella Compagnia di Gesu: genesi e fortuna del libro. Roma: Pontificia Università Gregoriana, 2004. (Misecllanea Historiae Pontificiae, 66), pp. 84-102. ] 

	In this contribution the focus will be on the emblematic aspects of the Imago in a somewhat broader sense. Not only the emblematic inventio will be at stake but also the emblematic representation of the self within an educational context: of the specific Jesuit spirituality in which the vita activa equates with the vita contemplativa and vice versa. Attention will also be given to the emblematic exhibition or affixio based on the Imago-emblems and on display in the Antwerp Jesuit church in the midst of 1640. Most closely connected to the Imago – in fact being part of the larger Imago-project as well – was the Dutch adaptation of the Imago that was conceived within the circles of the Jesuits from the Provincia Flando-Belgica and produced in less than a year time after the publication of the Latin Imago. With its 126 emblems the Imago not only functioned as a rich and quite varied imaginotheca within the context of the jubilee year but also with regard to the later emblematic tradition: as a fundgrube of images in later emblem books and in different forms of applied emblematics.

The Imago-emblems in view of Jesuit emblem theory: ‘Devises qui accompagnent les discours’
In the Dissertatio septima from the lengthy Prolegomena in the Imago a longer passage is devoted to the collection of emblems in the volume:
Accedunt emblemata, ceu rerum quaedam similitudines, sive, rursus veterum exemplo, maiorum res gestas incidentium aeri; siue AEgyptiorum potius, qui hieroglyphicis vsi arcana quaeque posteritati tradidere. Ne tamen hîc supercilio tristi sit Lector, qui singula ad rigidam normam accuratiùs exigat; neque animata releget ab emblematis, neque composita. ita enim placuit admiscere diversa; & verò in eiusmodi rebus arbitrariam esse video doctorum indoctorumque sententiam. Quare nec animantes, nec verò fabulas historiasque secludimus: scimus enim & haec placuisse non paucis. multitudini Scriptor, non pauculis hominibus, servire contendat.
[Emblems have been inserted, as certain similitudes to things. In so doing, we have once again followed the example of the ancients who engraved/incised the deeds of their forebears on cupper/bronze, or rather that of the Egyptians who made use of hieroglyphs in order to transmit all matters arcane to posterity. However, let the Reader not be sad or bitter who requires every single emblem to be accurately executed according to a rigid norm, and let him not remove animate and composite material from the emblems. For it has pleased (us) to mix various things, and anyhow I notice that in such matters the judgment of learned and unlearned alike is arbitrary. Therefore, we do not exclude living beings nor fables and true histories. For we know that these too please not a few people. Let the Writer aim to serve the crowd, not the happy few.][footnoteRef:3] [3:  Imago, p. 23. The passage is also quoted in Salviucci Insolera, L’Imago, p. 117.] 

It is clear from these rather concise notes that the Emblemata in the Imago are presented here in the first place not as an epigrammatical but rather as a symbolical genre.[footnoteRef:4] The dissertatio not surprisingly ranges the emblemata within the frames of similitudes, of hieropglyphics and of the antique numismatic tradition with its preference to the representation of heroid deeds, but also within a more broader concept of the res significantes: to the res pictae belong as well – and so it is explicitly stated – human beings (‘animata’, animantes’), fictitious fables and true histories (‘fabulas historiasque’). This larger variety will please a larger audience: celebration time is not meant only for the happy few (‘pauculis hominibus’). Though the dissertatio remains rather vague about the actual prescriptions of a more rigid norm (‘rigidam normam’) to which it refers, it is quite probable that the author had in mind the of old more strict rules for the inventio of imprese by their exclusion of the human figure (and as a result of fictive or true histories) in the visual component of the impresa. Paolo Giovio in his Dialogo dell’ Imprese (Rome, 1555), one of the most influential and oldest treatises on devices, indicated five properties that were relevant for the impresa. We quote two of them after the account on Giovio in volume one of La philosophie des Images (Paris, 1682) by the French Jesuit Claude-François Menestrier (1631-1705). One of the ‘cinq conditions de la bonne Devise […] [est] qu’il n’y ait point de figure humaine’ and the res signicantes are limited to ‘les corps estant pris des Astres, des Elemens, des Animaux, des Ouvrages & des Instrumens des Arts’.[footnoteRef:5] The need to exclude fabulous imagery has also strongly been stressed by Scipione Bargagli (1540-1612) in his influential treatise Dell’ imprese (Venice, 1594): [4:  Salviucci Insolera, L’Imago, pp. 39-51 presents an overall view of Jesuit emblem theories; elucidating in this respect – also with regard to the use of the emblem in the Jesuit emblem exhibitions or affixiones – is the survey on the Jesuit theoretical works on the emblem in Grégory Ems, Imago Principis. La représentation du pouvoir dans les affichages du collège jésuite bruxellois sous la régence de Léopold-Guillaume de Habsbourg (1647-1656). Louvain-la-Neuve, 2012. 4 vols. Doct. Diss. in typoscript. See esp. Chapter 21 of volume 1, pp. 10-63.]  [5:  Claude François Menestrier, La Philosophie des Images. Paris 1682. In Two Volumes. Introductory Notes by Stephen Orgel. New York and London: Garland publishing, 1979, vol 1, p. 2. Giovio’s original text from 1555 reas as follows: ‘non ricerca alcuna forma humana’ and ‘che sopra tutto habbia bella uista, laqual’ si fa riuscire molto allegra, entrandoui stelle, soli, Lune, fuoco, acqua, arbori uerdeggianti, instrumenti meccanici, animali bizzarri, & uccelli fantastichi’ (Paolo Giovio, Dialogo dell’ imprese military et amorose. Rome: Antonio Barre, 1555, pp. 8-9); in the English translation/adaptation from 1585: ‘that it have no humane forme’ and ‘that it haue especially a beautiful shewe, which makes it become more gallant to the vew, interserting it with Starres, Sunnes, Moones, Fire, Water, greene trees, Mechanicall instruments, fantasticall birds’ (Paolo Giovio, The Worthy Tract of Paulus Iovius (1585). Translated by Samuel Daniel together with Giovio’s Dialogo dell’ Imprese Militari et Amorose. Facsimile Reproductions With an Introduction by Norman K. Farmer, Jr. (Scholar’s Facsimiles & Reprints). New York: Delmar, 1976, fol. B.iii.v°). ] 

In the main subjects of the devices there can be no room, according to my frim belief, for mere fictions; since we must deal with real things and we have to explain and prove them, as it happens with the notable conceptions of our minds, which we intend to discover and show through Devices.[footnoteRef:6] [6:  The English translation is quoted after Praz, Studies, p. 69. The original passage in Bargagli reads: ‘Ma nella material nodtra principal dell’ Imprese, non posson gia per mio fermo credere, hauer alcun ricapito le mere finzioni: douendosi per esse Imprese trattar cose vere e quelle chiarire, e prouare: si come de’ concetti notabili auuiene del nostro animo, che per opera d’Imprese scoprire, e mostrare intendiamo’ (Bargagli, Dell’ imprese. Venice: Francesco de’ Franceschi Senese, 1574, book 1, p. 52). On Bargagli’s Dell’ imprese, see Dorigen, Caldwell, The Sixteenth-Century Italian Impresa in Theory and Practice. Brooklyn, New York: AMS Press, 2004, pp. 190-194. ] 

But Menestrier in his survey of imprese-treatises explains as well how these rules have not been subscribed by all theoreticians. E.g. when dealing with the art ‘di fabbricare le Imprese’ Bartolomeo Taegio in his Il Liceo (Milan, 1571) allows the human figure, true histories and fables to be part of the res picta in the figura as long as these are represented in a decent way: ‘que les corps historiques & fabuleux, qui entrent dans les Devises, se representent sous des figures humaines qui n’ayent rien d’indecent’ (Menestrier).[footnoteRef:7] In this way it becomes quite obvious why that many picturae in the Imago-emblems present objects or animals more or less in an isolated way and as if in close-up within the boarder-frame, techniques which are typical of the devices’ tradition. [7:  Menestrier, La Philosophie, vol. 1, p. 10.] 

	The discourse on the imprese never seems far away in the Imago, neither in its actual form or content, nor in its reception. The majestic in-folio volume is really a reflection and a quite articulated representation of self-claimed identity and ideals (‘Imago primi saeculi Societatis Jesu […] repraesentata’, our italics). Its intentions come quite near to those that belong of old to the first claims of the impresa-genre, or in the words of the former Oxford student Samuel Daniel (1569-1619) in his edition of Paolo Giovio’s Worthy tract of […] Imprese (London, 1585): ‘devises […] used at this day of the noble gentlemen of Europe, in adorning their glorious triumphes, […] [and] declaring their inward pretended purposes and enterprises’.[footnoteRef:8]  [8:  Paolo Giovio, The Worthy Tract, fol. Aj.v°.] 

	In the case of the Imago the boarders between the emblem genre and the impresa-tradition are hard to draw.[footnoteRef:9] Relevant in this respect are the discussions by the influential emblem theorist, the German Jesuit Jakob Masen (1606-1681) on the Imago Figurata [the figurative image] and the way Masen is cataloguing the Imago-emblems.[footnoteRef:10] In his Speculum Imaginum Veritatis Occultae [Mirror of hidden truth in images] (Cologne, 1644) Masen discerns four sub-categories of figurative images in general: aenigmata, hieroglyphs, symbols and emblems. According to Masen the emblema is quite distinct from the other categories as its ‘res picta refers to the characteristics of one res intelligens to another res intelligens’ (translation by Dimler).[footnoteRef:11] As such the representation of the human figure sets the emblem apart from the other kinds of imagines figuratae. In this respect Masen discusses no less than thirty-six emblems from the Imago and characterizes them either as emblem or as symbol. The symbolum – according to Masen – ‘is a figurative image which in a single idea represents by similarity to a non-intelligent object the life and mores of an intelligent being’ (translation by Dimler; ‘Imago est figurata, qua similitudine rei non intelligentis, vitam moresque rei intelligentis, uno conceptu clare repraesentat’). As such no less than twenty-four emblems from the Imago are typified by Masen as symbola, only twelve as emblemata.[footnoteRef:12]  [9:  For a survey of the 16th-Century Italian imprese, see a.o. Caldwell, The Sixteenth-Century Italian Impresa.]  [10:  See also Salviucci Insolera, L’Imago primi saeculi, pp. 39-51 for a survey of Jesuit emblem theories and above all the extensive and quite impressive survey on the Jesuit theoretical works on the emblem in chapter 2 of volume 1 in Ems, Imago Principis. ]  [11:  Compare with: ‘In emblemate figura rei intelligentis ad intelligens comparata’ (Jacobus Masenius, Speculum imaginum veritatis occultae. Cologne: widow and heirs Joannes Antonius Kinchius, 1581, pp. 651-652). See G. Richard Dimler, ‘Jakob Masen’s Critique of the Imago Primi Saeculi’, in: John Manning and Marc Van Vaeck (eds.), The Jesuits and the Emblem Tradition. Selected Papers of the Leuven International Emblem Conference 18-23 August, 1996. (Imago Figurata. Studies, 1a). Turnhout: Brepols, 1999, pp. 278-295. Dimler’s translation can be found on p. 280. See also G. Richard Dimler, ‘Jakob Masen’s Imago Figurata: From Theory to Practice’ in Emblematica, 6 (1992), no. 2, pp. 283-306, with an English translation of Masen’s ‘Synopsis doctrinae totius iconomysticae’ (placed at the beginning of his Speculum) on pp. 297-306. On Masen’s Synopsis, see as well Florence Vuillemier Laurens, La Raison des figures symboliques à la Renaissance et à l’âge classique. Etudes sur les fondements philosophiques, théologiques et rhétoriques de l’image. (Travaux de l’humanisme et Renaissance, 340), Geneva: Droz, 2000, pp. 493-515 (see also pp. 249-266); a translation of Masen’s Synopsis as well in Anne-Elisabeth Spica, Symbolique humaniste et emblématique. L’évolution et les genres (1580-1700). (Lumière classique, 8). Paris: Honoré Champion, 1996, pp. 522-531. On Masen see as well Barbara Bauer, Jesuitische ‘ars rhetorica’ im Zeitalter der Glaubenskämpfe. (Mikrokosmos. Beiträge zur Literaturwissenschaft und Bedeutungsforschung, 18). Frankfurt a. Main, New York: Peter Lang, 1986, pp. 319-460 and 461-545, Ralph Dekoninck, Ad imaginem. Statuts, fonctions et usages de l’image dans la literature spirituelle jésuite du XVIIe siècle. (Travaux de Grand Siècle, 26), Geneva: Droz , 2005, pp. 58-63 and Ems, Imago Principis, vol. 1, pp. 18-26 and 43-47, ]  [12:  Dimler, ‘Jakob Masen’s Critique’, pp. 285-286. Compare with Salviuci Insolera, L’Imago, pp. 45-46 (without reference to Dimler). ] 

	Relevant as well in this respect is Claude-François Menestrier’s further exposé in his La philosophie des Images: a two-partite publication ‘composée d’vn ample Recueil de Devises, & du Jugement de tous les ouvrages qui ont été faits sur cette Matiere’ (Paris 1682). On p. 83 of the first volume Menestrier interprets the publication of the Imago as a manifestation of joy and an act of gratitude by the Flemish Jesuits and refers to the devices on its title engraving (our italics): 
Les Jesuites de la Province de Flandres publiant les réjoüissances qu’ils avoient faites l’an 1640. en action de graces du premier siecle depuis la confirmation de leur Institut, mirent à la teste de cet Ouvrage intitulé Imago primi saeculi Societatis Jesu, douze Devises qui marquoient les divers états de cette Compagnie, sa profession & ses vœux.
But also the Imago-emblems themselves are being referred to by Menestrier as a collection of ‘Devises’: ‘Il y a dans le corps de cet Ouvrage prés de cent […] Devises qui accompagnent les discours, & les poesies latines sur le sujet de cette feste, & de cette action de graces’[footnoteRef:13] and many emblems from the Imago – in the reduced form of an impresa (i.e. without eprigram) –were included in Menestrier’s Recueil de plusieurs devises and are being commented upon in a style that reminds of the great and successful sixteenth-Century imprese-collections (such as those compiled by Claude Paradin in 1551 or Paolo Giovio in 1555).[footnoteRef:14] In volume 2 e.g. Menestrier discusses in the chapter on ‘Le feu de cuisine, et les cheminées’ a number of devices dealing with a boiling kettle heated by the fire (pp. 75-79). An impresa on this figura was not only made and sent by ‘Le Pere Dom Alexandre de Cupis, Clerc Regulier, voulant corriger une personne facile à se laisser emporter à des movements de colere’ (p.76), but was also displayed by ‘le Seigneur Scipion Battaglini’ during the famous ‘Carrousel’ (carriage or horse parade) in honor of Cardinal Antonio Barberini (1607-1671). In a similar way – so Menestrier goes on:  [13:  Menestrier, La Philosophie, vol. 1, p. 83. Salviucci Insolera (L’Imago primi saeculi) deals with Menestrier on pp. 48-50, with regard to the Imago on pp. 70-71, 119, 123-125, 158, 161 and 220.]  [14:  E.g. Menestrier, La Philosophie, vol. 1, ‘Recueil de plusieurs Devises’, p. 75, no. 232 (Imago, p. 43); vol. 2, p. 76, no. 2 (Imago, p. 458), pp. 91-92, no. 2 and p. 97, no. 21 (Imago, p. 717), p. 110, no. 10 (Imago, p. 727), p. 121, no.13 (Imago, p. 714), p. 141, no. 14 (Imago, p. 182), p. 226, no. 4 (Imago, p. 716), p. 226, no.18 (Imago, p. 949), p. 244, no. 37 (Imago, p. 480), p. 377, no. 27 (Imago, p. 51), p. 397, no. 28 (Imago, p. 472), p. 436, no.10 (Imago, p.  179). ] 

les Peres Jesuites de l’Isle en Flandre, voulant representer le fruit que l’on tire des retraites spirituelles pour renouveller la ferveur, se servirent du même corps [i.e. res picta] d’une marmite couverte sur le feu, & de ces mots. 
CLAUSUS MAGIS AESTUAT. 
Estant fermée elle a plus de chaleur.[footnoteRef:15] [15:  Menestrier, La Philosophie, vol. 2, pp. 75-79. Compare with Imago, p. 458.] 

	In his earlier treatise on L’art des Emblemes (Lyon, 1662) Menestrier had claimed that the ‘deuise est le dernier effort de l’Esprit, & la plus ingenieuse des peintures scavantes’, but he had stressed as well that the emblem came quite near to the device: ‘La deuise a plus de rapport auec l’Embleme, que toutes les autres images sçavantes. […] Car si l’on exclut des deuises celles, qui ont la figure humaine, elles deviennent Emblemes’.[footnoteRef:16] As such Menestrier included the Imago in his list of ‘Autheurs, qui ont composé des Emblemes, auec vn recueil des plus beaux sur divers suiets’ (p. 117) and that he uses many of the Imago-emblems to illustrate his discourse on the emblem.[footnoteRef:17] Interesting in this respect is Menestrier’s discussion of the use of the motto (‘le mot’) in the emblem genre in relation to its use in the imprese. Within this context Menestrier refers to the emblem on p. 203 (on the ‘Dimissio è Societate Iesu’ [Dismissal from the Society of Jesus]) of the Imago: [16:  Claude-François Menestrier, L’Art Des Emblèmes. Lyons 1662. Introductory Notes by Stephen Orgel. New York, London: Garland Publishing, 1979, p. 21.]  [17:  See a.o. pp. 71, 75-76 and 119-120.] 

on peut faire les mots des Emblemes à ceux des devises, qui font un tout avec le corps [figura], dont ils ont receu le nom d’Ames. Comme est dans l’Image du premier siecle de nostre Compagnie l’Embleme d’un Vigneron [winemaker], qui taille [prunes] la vigne, avec le mot. Nil dabit inde minus [No loss will then result]. Pour dire que bien, qu’elle renvoye ceux, qui ne sont pas propres à ses fonctions, & qu’elle retranche du corps les parties vitieuses, elle n’en fait pas moins de fruit. […] Qui osteroit le vigneron de ce tableau en y laissant seulement la vigne taillée, feroit d’un Embleme une iuste devise. (p. 75)

The art of devises comes quite near to the art of the emblem in the Jesuit treatises. Both are defined as quintessentially argutial forms full of novitas and admiratio, the emblem explicitly being characterized as ‘aliquid ab ingeniosis ingeniose excogitatum) [something ingeniously devised by men of genius].[footnoteRef:18] According to Masen, argutia primarily consists in eliciting wonder and surprise by subtly misleading the listener or spectator, by cleverly going against his expectations.[footnoteRef:19] Even a superficial browsing through the Imago makes it quite clear that the Latin emblem book fits in nicely with the rhetoric of argutia as expounded by Masen and other authoritative emblem theoreticians. On the level of inventio, the emblem authors aimed at and quite often succeeded in providing rather atypical pictorial motives or creating a rather surprising combination of image and word, of significans and significatum. Even in those cases where the link is somewhat less surprising or, indeed, simply trite, the poet has nonetheless achieved a certain level of novelty by giving the subscriptio an unexpected twist.[footnoteRef:20] Stylistically, argutia presents itself in the various subscriptiones, whether epigrammatic or not, through the frequent use of such argutial devises as antithesis, paradox, oxymoron, and daring metaphors and comparisons.  [18:  Caude Mignault quoted after Menestrier, L’Art Des Emblèmes, p. 15.]  [19:  Jacob Masen, Palaestra styli Romani. Cologne: Joannes Busaeus, 1659, lib. 2, cap. 18, p. 243: ‘His enim potissimum exspectatio auditorum aut fallitur aut superatur rei enuntiatae raritate’. See also his Ars nova argutiarum. Cologne: Joannes Antonius Kinchis, 1649, p. 10. On the rhetoric of argutia and its intimate relationship with the emblem genre, see Barbara Bauer, Jesuitische ‘ars rhetorica’ , pp. 419-432 and 508-529. See also G. Richard Dimler, ‘Imitatio, Innovatio and Jesuit Emblem Theory’ in Dyörgy E. Szönyi, European Iconography East and West. Selected Papers of the Szeged International Conference June 9-12, 1993. Leiden, New York, Köln: E.J. Brill, 1996, pp. 210-222. Ems also deals extensively with the Jesuit theory on the epigram and the emblem as a poetical genre (Ems, Imago Principis, vol. 1, pp. 12-26).]  [20:  The emblem on p. 471 discussed below is an excellent case in point.] 


The inventio of the picturae
Emblem scholars quite often like to refer to the overwhelming ‘visual and verbal opulence’ (Manning) when dealing with the Imago. Mario Praz expresses the visual parade of the emblems in terms of the ecclesia militans by which Pope Paul III (1468-1549) in 1540 had installed the Jesuit Order. And thus the emblems in the prolegomena on the centenary year are introduced by Praz as a ‘gay cavalry of […] devices of the vanguard, displayed like banners in the wind’. The first book on the Societas nascens ‘ends with a new cohort of gaudy devices, with Mercury at their head brandishing his caduceus’. ‘The devices of poverty, chastity, obedience, humility [in book 1 as well] file past framed in rich, luxuriant scrolls, in bizarre and pompous cartouches’. ‘Another cohort of devices’ appears in book 2 with ‘ maps of the world displayed on vast cartouches, trumpets blaring from the clouds’ and after this ‘new cohorts of devices…’ arrive in the remaining six books from the Imago.[footnoteRef:21] [21:  Praz, Studies, pp. 185-190. ] 

	Praz’s massive imagery of numerous emblems endlessly passing by like troops contrast with the much more lighter, much more modest and even playful tone by which the emblems are discussed in the introductory notes to the Imago. It just had seemed a nice idea (‘placuit’) to show a diverse mix of emblems and not be hindered in this respect by strict rules (‘rigida norma’): ‘placuit admiscere diversa [emblemata]; […] Quare nec animantes, nec vero fabulas historiasque secludimus’. This viewpoint led to a wide and sparkling range of ‘Bildstoffe’ as it is demonstrated quite well in Anne-Elisabeth Spica’s inventory of the imagery involved. She refers to
ces ostensoirs symboliques integrant phénomènes et lois physiques [cf. e.g. Imago, pp. 174, 192, 190] comme metamorphoses et mirabilia [Imago, p. 467], histoire chrétienne, geste jésuite [Imago, pp. 726, 720] et proverbes populaires [Imago, p. 716], métaphores bibliques [Imago, pp. 176, 44, 939] comme mythologie [Imago, pp. 459, 463, 189] ou hermétisme [Imago, p. 469], monogrammes qui appellent la devise [Imago, pp. 45, 49] comme corps consacrés d’emblèmes [Imago, p. 199, 456, 577] qui représentent des éléments humbles et de la vie courante.[footnoteRef:22] [22:  Spica, Symbolique humaniste, pp. 168-169. The added references to the examples in the Imago were taken from Spica’s footnotes that accompany this quotation. ] 


Dimler’s pioneer research from 1981 as well as Salviucci Insolera’s more recent extensive study (2004) argued that the res pictae in the Imago fit in well with the wide stock imagery from the classics of the genre, with e.g. the Liber emblematum of the founding father Andreas Alciato, Camerarius’ Symbolorum et emblematum centuriae or the in the Low Countries well-known and highly influential corpus of love emblematics, ranging from Van Veen’s Amorum emblemata and Heinsius’ Ambacht van Cupido [Cupid’s trade] to the more ethical Maechden-plicht [Maiden’s Duties] by Jacob Cats and his Proteus.[footnoteRef:23] The terms that qualify the source material range from ‘same’ or ‘identical’ pictura and/or motto, to ‘closely’ or ‘almost identical’ pictura or the quite more distant qualification ‘similar picture’ and/or epigram. Salviucci Insolera’s more recent and extensive monograph on the Imago (2004) continued this line of research and increased considerably the list of emblem books containing pictorial motives similar to the ones in the Imago-emblems.[footnoteRef:24] In this way a comprehensive though quite plain palette of common stock-imagery and emblem books is being created and linked to the Imago; it reveals little about the idiosyncratic character of the Imago as a specific collection of emblems and obscures the actual process of emblematic inventio in the Imago-emblems. Research should actually focus on the actual emblem books that really have been used of for the design of the picturae in the Imago-emblems. Most relevant in this respect is Salviucci Insolera’s presentation of Sylvestro Petrasancta’s De symbolis heroicis libri IX (Antwerp, 1634) as an important and very concrete source for the inventio of the picturae in the Imago-emblems.[footnoteRef:25] Our own research will corroborate Pietrasanta’s volume as a most significant source text among a more limited collection of emblem books that were used to invent and design the actual emblems in the Imago.[footnoteRef:26] The implications of this kind of heuristic research will be demonstrated in the following paragraphs, in which in the first place broader attention will be given to Pietrasanta’s work. [23:  G. Richard Dimler, ‘The Imago Primi Saeculi: Jesuit Emblems and the Secular Tradition’, in Thought, 56 (1981), 233, pp. 433-448. Names of emblem authors that are mentioned by Dimler, next to the ones already mentioned by us are: Alciatus (1531), De la Perrière (1539), Costalius (1555), Sambucus (1566), De Montenay (1571), Haechtanus (1579), De Borja (1581), Reusner (1581), Camerarius (1595, 1604), Van Veen (1608), Covarrubias Horozco (1610), Rollenhagen (1611), Heinsius (1615), Iselburg (1617), A Bruck (1618), Schoonhovius (1618), Zincgreff (1619), Mannich (1624), Cats (1627) and Saavedra (1669).]  [24:  Salviucci Insolera, L’Imago primi saeculi, pp. 126-135.]  [25:  Salviucci Insolera, L’Imago primi saeculi, pp. 126-135-140.]  [26:  See for a preliminary research from this point of view Marc van Vaeck, ‘Encoding the Emblematic Tradition of Love’.] 

Pietrasanta’s De symbolis heroicis libri IX
In 1634 the Roman Jesuit Sylvestro Pietrasanta (Pietrasanta) (1590-1647) had his impressive in-4 volume De symbolis heroicis libri IX published at the ‘officina plantiniana Balthasaris Moreti’ in Antwerp. He dedicated his work to his confessant Pier Luigi Carafa (1581-1655), at that time bishop of Tricarico (1624-1646) and nuntius of Cologne. The work turns out to be an at length and detailed reconstruction of the genealogical tree of the honorable Carafa-family but also an extensive and compilatory treatise (illustrated by many examples) of what the author calls heroic symbols. According to Menestrier in his La Philosophie des Images (1682) Pietrasanta had designed his work not only as a heraldic tribute to Carafa and his ancestors (pp. xvij-lxxx), but also – which is more important – in view of the curriculum in the Jesuit colleges:
Le Pere SILVESTRE PETRASANCTA Jesuite Romain, ayant esté plusieurs années dans les Païs-bas avec Pierre Loüis Carrafo Nonce Apostolique du S. Siege, & depuis Cardinal, trouva l’usage des Devises introduit en la plûpart des Colleges de ces païs là, sans qu’on en sçeut bien les regles. Cela l’obligea d’en composer un traité durant son sejour à Liège.[footnoteRef:27] [27:  Menestrier, La Philosophie, vol. 1, pp. 43-44. See also Ems, Imago Principis, vol. 1, p. 32.] 

It goes without saying that Pietrasanta’s successful luxury edition – its selling price being no less than nine florins – must have drawn the attention in the Provincia Flandro-Belgica not only by its outstanding typography but also by the quality of the numerous engravings made by Andries Pauwels (1600-1639) and corrected by Cornelis Galle I (1576-1650).[footnoteRef:28] Also for this publication Balthasar I Moretus had attracted Rubens to design the superb frontispiece which was engraved by Cornelis Galle I.[footnoteRef:29] But above all there was the volume’s rich and directive content on a hot practice – the designing of devices and emblems – in the Jesuit colleges at that time. It is most probable that the Antwerp Jesuits had acquired several copies of Pietrasanta’s book as soon it was published. At the end of the 1770es at least three copies were sold by auction from the collections of the Antwerp Jesuit libraries which were located in the Domus professa, the College, the convent and the Sodality Houses.[footnoteRef:30] Published some six years before the publication of the Imago, the De symbolis heroicis must have left its mark on the concrete realization of the Imago: not only on the level of iconography but also by its theoretical notions. [28:  The print run contained 1525 copies. See on Pietrasanta and Moretus, Werner Waterschoot, ‘Emblemataliteratuur uit de Officina Plantiniana in de zeventiende eeuw’, in: Marcus de Schepper and Francine De Nave (eds.), Ex Officina Plantiniana Moretorum. Studies over het drukkersgeslacht Moretus. (De Gulden Passer, 74). Antwerpen: Vereeniging der Antwerpsche Bibliophielen, 1996, pp. 451-468, esp. p. 462 and Hubert Meeus, ‘Antwerp as a Centre for the Production of Emblem Books’, in: Quaerendo, 30 (2000), 3, pp. 228-239, esp. p. 239. On Cornelis Galle I correcting Pauwels’ engravings: J. Richard Judson and Carl Van de Velde, Book Illustrations and Title Pages. (Corpus Rubenianum Ludwig Burchard, 21). Brussels: Arcade Press, 1977, vol. 2, p. 488.]  [29:  On Pietrasanta and on Rubens’ design of the frontispiece, see Judson and Van de Velde, Book Illustrations and Title Pages, vol. 1, pp. 287-291 and vol. 2, ills. 234-236.]  [30:  Catalogue de livres des bibliothèques de la Maison Professe, du Collége & du Couvent des ci-devant Jésuites d’Anvers. Dont la vente se fera (en argent de change) dans la sale du Theatre attenante au Pensionat Roial rue du Prince en la dit Ville le 26. Mai 1779. & jours suivans à huit heures & demie du matin, & à deux heures l’après-midi. […] Les catalogues se distribuent à Anvers, chez M. Berltiens Préposé à la Recette des Biens des ci-devant Jesuites, & chez les principaux Libraires des autres Villes des Pais-Bas. Louvain: imprimerie J.P.G. Michel, s.a. Vol. 1, p. 238, no. 3178; vol. 2, p. 64, no. 378 and p. 142, no. 572. On the Jesuit libraries in the Spanish Netherlands, see Bart Op de Beeck, Jezuïetenbibliotheken in de Zuidelijke Nederlanden. De liquidatie 1773-1828. (Ph.D dissertation KU Leuven). 2 vols. Leuven: KU Leuven – Faculteit Letteren, 2008. On the Jesuit libraries’ collections and their buildings in Antwerp see also Ria Fabri and Piet Lombaerde, ‘Architectural Treatises, Books and Prints in the Libraries of the Jesuits in Antwerp’, in: Piet Lombaerde (ed.), Innovation and Experience in the Early Baroque in the Southern Netherlands. The Case of the Jesuit Church in Antwerp. (Architectura moderna. Architectural Exchanges in Europe, 16th-17th Centuries, 6). Turnhout: Brepols, 2008, pp. 187-200 (esp. pp. 188-194).] 

Pietrasanta and the heroic symbol
Pietrasanta’s book contained next to the ‘Elogium gentis Carafaeae ac stemma procerum eius’ an extensive mix of theoretical remarks with numerous examples dealing with heroic symbols. The first five books shape the long preamble to the actual treatise in books VI-IX. In book I a compilation is being given of devices on the divine Virgin, saints, popes and church leaders next to emperors, kings, worldly leaders, wise and virtuous men, and finally noble women (pp. 1-69). The books II-V – so it is announced on p. 69 – precede the actual ‘Tractationem de Symbolis Heroicis’ and are dealing with the most relevant other kinds of figurative symbols (‘Interim priùs agam de praecipuis quibusdam aliis Symbolis figuratis’, p. 69). To these other figurative symbols are reckoned: antique coins (‘De veterum numismatis’, II, 70-84), all kinds of rings (seal-rings, rings used as timepieces, wedding rings, signet-rings and all sorts of engraved or jewel rings) (‘De annulis, et eorum notis’, III, 85-122), secret or concealed signs (‘De notis clandestinis’, IV, 123-156) and finally the emblem genre (‘De emblemate’, V, 157-164). Books VI-IX are devoted to a broad discussion of the Symbola heroica or imprese (pp. 165-480).[footnoteRef:31] [31:  Cf. Menestrier’s account of the contents of the volume: ‘Le premier livre est un recüeil de Devises choisies divisées en cinq Chapitres, dont le premier est des Devises Sacrées faites pour Nôtre-Dame, & quelques Saints. Le second contient les Devises de quelques Papes. Le troisiéme les Devises de quelques Princes. Le quatriême les Devises de quelques sçavans, & le cinquiéme les Devises de quelques Dames. Le second Livre est des Medailles antiques. Le troisiéme des anneaux des anciens. Le quatriéme des Chiffres secrets & des Rebus. Le cinquiéme des Emblemes. Les autres ne contiennent que les regles des Devises’ (Menestrier, La Philosophie, vol. 1, p. 44. For a discussion of Pietrasanta’s ideas about the symbola heroica, see Ems, Imago Principis, vol. 1, pp. 31-33 and Salviucci Insolera, L’Imago primi saeculi, pp. 44-45.] 

	 Contrary to the extensive remarks on devices in the De symbolis heroicis Pietrasanta’s ideas on the emblema as a figurative symbol are not very elaborate: book V hardly counts eight pages. The emblem is presented there as an ingenious, delightful and moral symbol; it consists of a pictura and a short poem, and embraces some rich thought: ‘Emblema […] sit Symbolum ingeniosum, suave, ac moratum, constans ex picturâ & brevi carmine, ac sententiam aliquam graviorem complectens’ (pp. 159 and 173). Pietrasanta quotes here the words of the French Jesuit Nicolas Caussin (1583-1651) in the latter’s earlier treatise De symbolica Aegiptiorum sapientia (Paris, 1618).[footnoteRef:32] The emblematic material, still according to Pietrasanta, can be based on histories, poetical inventions, fables, hieroglyphs and the innate qualities of things as starting point for the emblems.[footnoteRef:33] As to the emblem’s constituents the lemma – though it is often present – is not essential: ‘Lemma autem […] satis constat, […] sed omissi posset’ (p. 159). It is clear that Pietrasanta’s concept of the emblem as a two-partite structure has not been applied in the Imago. More relevant however is that as to Pietrasanta the emblem in one way or another always contains a corrective power[footnoteRef:34] and that it is always referring to something of high esteem and grace: ‘Emblema igitur vocabulum honoris atque ornamenti semper fuit’ (p. 158). At this point the emblem comes close to Pietrasanta’s concept of the Symbolum heroicum which coincides for him with the Italian imprese. As such Pietrasanta handles with the term Symbolum heroïcum a narrower concept than e.g. Nicolas Caussin. To the latter, and so it is indicated by Pietrasanta, also the emblem is called a Symbolum heroicum: ‘Symbolum Heroïcum (quod Emblema ipse [Nicolaus Caussinus] appellat’ (p. 173). [32:  Catalogue de livres, vol. 1, p. 213, no. 2508. The title Symbolica AEgyptiorum Sapientia appears in the later edition. In 1618 the title reads: Electorum symbolorum et parabolarum historicarum syntagmata ex Horo, Clemente Epiphania et aliis, cum notis et observationibus. Paris: R. de Beauvais, 1618 (see Choné, Symbolique humaniste, p. 549. The quote on the emblem in this edition is on fol. i r°. On Caussin, see as well Salviucci Insolera, L’Imago primi saeculi, p. 42.]  [33:  ‘Emblemati materiam praebent, Historiae, Poëtica commenta, Apologi, Hieroglyphica, native rerum indoles’ (De symbolis heroicis, p. 473).]  [34:  ‘vim habens admonendi […] modò aperta, modò tacita’ (De symbolis heroicis, p. 472).] 

	The many issues that are brought up in the rhetorical and didactic format of quaestiones in Pietrasanta’s books VI-IX provide the Imago-emblems with a relevant interpretative frame in the first place with regard to its mottoes and picturae. But as Pietrasanta is dealing as well with concepts of brevitas and argutia, his observations also have some relevance as to the subscriptiones in the Imago. 
Book VI of the De symbolis heroicis is dealing with the vigor and the nature of the Symbolum heroïcum or, in Italian, the impresa (‘De vi et natura symboli heroici’, p. 165-302). The word impresa – being an aristocratic term – is further in the treatise taken in its most etymological sense: akin to the Italian word ‘imprendere’ or the French word ‘entreprise’ (p. 166) and thus implying a project or plan.[footnoteRef:35] The Latin word symbolum refers either to the lemma or to the figura, or to both of them. The word Heroïcum essentially evokes ideas of vigor and dignity since the term impresa – still according to Pietrasanta – connotes praise and fame and implies something honorific.  [35:  See in this respect Choné, Symbolique humaniste, p. 367 and Daniel Russell, The Emblem and Device in France. Lexington: French Forum, 1985.] 

Quocircà inducor equidem, vt quod est Italicè Impresa, Latinè id apellem Symbolum Heroïcum. Symbolum quippe, aut solam figuram, aut lemma solum, aut utrumque significant. Et dum addo Heroïcum, assequor vim ac dignitatem vocabuli: quoniam, vti aiebam, semper ea vox Impresa rem sonat laudis & famae compotem; honorisque appellatio ea iudicatur. (p. 168)
The Symbolum expresses a honorable and public engagement to realize a program or plan to act and in this way it comes quite close to what we see in the Imago-emblems which indeed are quite as many explicit formulations of ideals and statements of self-representation: 
Nihilominùs summatim illud affirmare sit, Symbolum Heroïcum communiter , & ex quodam veluti consensu, appellari explicationem consilij de re laudabili; & censeri publicam professionem, atque, ut ita dicam, chirographum omnino exstimulans ad ea gerenda quae Auctor aggredi ac moliri proposuerit. (p. 175)
But in book VI other matters (clarified by various examples) are at stake as well. The proposed ideals in the Symbolum heroicum must be reassuring, inspiring confidence and almost be like a contract, a suretyship, a public promise, a seal or an oath (p. 199).[footnoteRef:36] A lot of space is given in this book as well to the Symbolum heroïcum as a figurative image. In this way the different aspects of the comparison (in logical terms expressed by the protasis as the antecedent and the apodosis as the consequent) and of the metaphor (pp. 199-202) are being discussed. Both forms (protasis and apodosis) in their relation to each other provide the reader with delight and persuade as well.[footnoteRef:37] How convincing or likely the comparison is, becomes the touchstone for the figurative imagery. This involves lengthy discussions based on logic and includes questions such as whether the comparison might be based on fables or other fictive stories (pp. 202-216), on parables (pp. 216-218), hieroglyphs (pp. 219-229), exempla (pp. 230-241), coincidences (pp. 242-245), artefacts (pp. 246-258) or natural qualities (pp. 259-294). The last chapter in book VI deals with the question why similitudines are more delightful and persuasive than all other kinds of comparisons (pp. 295-302). [36:  ‘Ut prorsus meruerint eadem Symbola Heroïca stipulationis, fidei-iussionis, promissionis publicae, sigilli, ac testis iurati appellationem’ (De symbolis heroicis, p. 199).]  [37:  ‘Atqui Comparationi seu Metaphorae inprimis inest utraque ea potestas, delectandi pariter ac persuadendi’ (De symbolis heroicis, p. 200).] 

Book VII concentrates on the res picta of the heroic symbol (‘De figura symboli heroici’, pp. 303-393). Questions at stake are here whether the heroic symbol can be based on more than one figure or res picta or whether the heroic symbol can be based on res pictae that are not visualized on the pictura.[footnoteRef:38] Other topics focus on whether figures are suitable for a heroic symbol if their property is not quite clear (e.g. the Nile can better be visualized by a crocodile than by the depiction of a river),[footnoteRef:39] or on whether only nice and beautiful res pictae are to be depicted in the heroic symbol,[footnoteRef:40] or finally whether the res pictae may allude in various or ingenious ways to the person to whom the heroic symbol is referring to.[footnoteRef:41] In these chapters the persuasive and delightful qualities of the res pictae are being discussed as well.  [38:  De symbolis heroicis: ‘An figurae plures in uno Symbolo esse possint’ (pp. 303-306); ‘An ex figuris, quae non appareant, possint fieri Symbola Heroica’ (pp. 306-315).]  [39:  ‘An idoneae sint ad Symbola Heroïca figurae, quarum proprietas est obscurior’ (De symbolis heroicis, pp. 316-319).]  [40:  ‘An speciosae figurae requirantur semper ad Symbola Heroïca’ (De symbolis heroicis, pp. 319-324).]  [41:  ‘De figurae allusione variâ & ingeniosâ in Symbolis Heroïcis’ (De symbolis heroicis, pp. 325-330).] 

Book VIII is devoted to the different and often formal aspects of the lemma in the heroic symbol.[footnoteRef:42] Here the topics of discussion are: the lemma in view of its brevity;[footnoteRef:43] when it should be valued as totally or partly idle;[footnoteRef:44] whether it might break off its sentence and leave it unfinished;[footnoteRef:45] whether it may contain elements that are opposed to or dissimilar from the res pictae;[footnoteRef:46] in what way it should make the moral explicit;[footnoteRef:47] what one should take care of when formulating the lemma (shall the verb be formulated in the first or the third person, or is the second person allowed as well; which tenses and moods are appropriate; can the lemma consist of one or more verbs, nouns or adverbs);[footnoteRef:48] on the figures of speech that one can allow in the lemma of the heroic symbol;[footnoteRef:49] whether it might be figurative or metaphorical,[footnoteRef:50] on poetic verse or on its application in the lemma;[footnoteRef:51] which kind of obscurity should be avoided.[footnoteRef:52] [42:  ‘De symboli heroici epigraphe’ (De symbolis heroicis, pp. 331-393).]  [43:  ‘De lemmatis brevitate in Symbolis Heroïcis’ (De symbolis heroicis, pp. 332-333).]  [44:  ‘Quandónam lemma censeri debeat omnino vel ex parte otiosum’ (De symbolis heroicis, pp. 333-338).]  [45:  ‘An reticentiae sit locus in lemmate Symboli Heroïci’ (De symbolis heroicis, pp. 338-342).]  [46:  ‘An possit lemma ea continere, quae sint figurae contraria, vel dissimilia’ (De symbolis heroicis, pp. 342-347).]  [47:  ‘Quonam pacto esse debeat morata Epigraphe Symboli Heroïci’ (De symbolis heroicis, pp. 347-353)]  [48:  ‘Quaenam sint praecipuè curanda in ipsâ constructione lemmatis’ (De symbolis heroicis, pp. 353-360).]  [49:  ‘De Dictione figuratâ, quam potest admittere lemma Symboli Heroïci’ (De symbolis heroicis, pp. 360-377).]  [50:  ‘An lemma Symboli Heroïci possit esse translatum, seu Metaphoricum’ (De symbolis heroicis, pp.377-383).]  [51:  ‘De Poëticis numeris, seu de illorum usu, in lemmate Symboli Heroïci’ (De symbolis heroicis, pp. 383-387).]  [52:  ‘Quaenam obscuritas vitanda sit in lemmate Symboli Heroïci’ (De symbolis heroicis, pp. 388-393).] 

Book IX finally brings together some specific advice as to the heroic symbols which belong to associated groups.[footnoteRef:53] In this respect attention is given to the devices of orders of knights, of the Marian or Parthenian Sodality at the Roman Jesuit college, of the Italian academies, or of private members of academies that accustomed their imprese to the ones of the academy.[footnoteRef:54] The final chapter is dealing with the qualities of heroic symbols belonging to the private or to the common sphere.[footnoteRef:55] [53:  ‘De symbolis generalibus’ (De symbolis heroicis, pp. 394-470).]  [54:  De symbolis heroicis: ‘De generalibus Symbolis Ordinum Equestrium’ (pp. 394-399); ‘De Symbolis generalibus, quibus utuntur Parthenia sodalitia’ (pp. 399-412); ‘De Symbolis generalibus Academiorum’ (pp. 412-429); ‘Quoniam pacto ad haec generalia Symbola referre Academici sua private Symbola saepè consueverint’ (pp. 429-448); ‘quae conveniat Symbolis Heroicis tam generalibus quàm particularibus’ (pp. 449-470).]  [55:  ‘quae conveniat Symbolis Heroicis tam generalibus quàm particularibus’ (pp. 449-470).] 

Pietrasanta’s work, as directive as it may be, quite often includes the view points of many other treatises and regularly opposite ideas and rules are being discussed as well without further statements, or in the words of Menestrier:[footnoteRef:56] [56:  Menestrier, La Philosophie, vol. 1, fol. a r°-v°.] 

Les sentimens de ceux qui en ont donné les regles sont si opposez les uns aux autres, qu’il est impossible de rien êtablir de certain dans cette opposition, si l’on ne prend d’autres routes que celles qu’ils ont prises ; & si au lieu du nombre & de l’authorité qui l’emportent d’ordinaire dans la plûpart des jugemens, on n’a recours à la raison, & à une discussion qui reduise ces sentimens aux premiers principes des choses, pour en reconnoistre la verité. 
In this way the De symbolis heroicis also function as a state of the art in the 1630es providing the reader and onlooker with a good overall background to deal with the Imago-emblems. 
Pietrasanta guiding the inventio
According to Salviucci Insolera’s inventory no less than eighteen picturae from the Imago can be linked to the significantes in Pietrasanta’s heroic symbols.[footnoteRef:57] From our research it will become clear that even more heroic symbols of Pietrasanta are involved. Quite illustrative is the Imago-emblem, p. 452. The emblem is dealing with the ‘laborers of the society’ (Societatis operarii). The pictura – and we quote Putnam’s description – ‘shows an elaborate mirror against a plain wall, with a window to the left, a column and the glimpse of a stone railing with landscape beyond the right’.[footnoteRef:58] The motto ‘Omnibus omnia’ [All for all] alludes to I Corinthians 9. 22: there the apostle Paul indicates that he became ‘everything to men of every sort so that I [Paul] may save all’. The opening lines of the subscriptio go into the phenomenon of reflection and apply it to resourceful but chaste love: [57:  Salviucci Insolera, L’Imago primi saeculi, pp. 135-139, 144 and 147 (see also the illustrations LXXIa-d, LXXIIa, LXXIIc and LXXIIIa). The emblems to which the author refers are to be found in the Imago on pp. 47, 202, 323, 327, 328, 452, 453, 455, 456, 465, 471, 476, 573, 578, 716, 719, 724, 727.]  [58:  On the mirror emblem, see Salviucci Insolera, L’Imago primi saeculi, p. 137 (however without any detailed discussion neither of the textual nor of the iconic dimensions of Pietrasanta’s heroic symbol with regard to the Imago-emblem). ] 

As in a mirror appearances and movements gleam back and the smooth surface returns the details that confront it, in similar fashion resourceful love turns itself into all the shapes of humankind so that it becomes all things to all people. This chaste love, instilled by JESUS in chaste souls that beforehand grow warm from the blessed fire of Ignatius, takes on every reflection. It gives back everything with the reflections duly ordered (l. 1-8). 
A representation of a mirror in combination with the motto ‘Omnibus omnia’ can be found in Pietrasanta’s De symbolis heroicis (p. 8). Pietrasanta’s further explanation of this heroic symbol is in tune with the subscriptio in the Imago: the mirror of old persuades the ugly and the elegant ones with the beauty of the soul (‘Suadet etiam turpibus peraequè ac decoris in corpore, pulchritudinem animi, ex veteri consilio’) and as such it becomes a most appropriate heroic symbol for Ignatius (‘fuit speculo simillimus’). Pietrasanta refers in the marginal note explicitly to I Corinthians, 9 and stresses that Ignatius is following in Saint Paul’s footsteps in order to win all people to Christ (‘S. IGNATIUS omnibus omnia factus, ut omnes CHRISTO lucrifaceret’. 
	The next emblem (Imago, p. 453) involves similar strategies of adaptation. The Societas agens had ‘to accomplish and to endure brave deeds’ (‘Societatis est agere & pati fortia’), and – as it was indicated in the motto – had to be prepared for doing both (‘In utrumque paratus’).[footnoteRef:59] The res picta consists of an ox (shown in front) standing in between the sacrificial altar and a harsh yoke. In Pietrasanta a similar heroic symbol is inserted on pp. 460-461, including the same motto and a similar composition (in reverse) of an ox (now in full profile), a square and smoking altar and a plough (in profile as well). The heroic symbol relates to the esteemed church historian, archeologian and Augustinian Hermit Onofrio Panvinio (1530-1568). As librarian to Cardinal Alessandro Farnese and later on corrector and reviser of the books he had to combine these duties with his vocation as a religious man.[footnoteRef:60] That this impresa in Pietrasanta indeed played a role in the inventio and the design of the Imago-emblem can be based on the obvious resemblances in the luxuriant ornamental cartouches in both volumes. Stylistically Cornelis Galle I must have been closely inspired by the modious 17th-Century model books of ornament prints made by a.o. Daniel Rabel (ca. 1578-1637).[footnoteRef:61] The prominent festoons with fruit in the cartouche in this case have been picked up from Pauwels’ engraving in Pietrasanta and so were the similar curled blades sticking out at the upper left and right in both cartouches.  [59:  Dimler refers to emblem 24 in Joachim Camerarius’ Symbolorum et Emblematum […] centuria altera (1st edition, Nuremburg: Paulus Kaufman, 1595) as the source for the emblem in the Imago (Dimler, ‘The Imago primi saeculi’, pp. 439 and 447: ‘The emblem in Book III, page 453 leaves little doubt as to its source. The identical emblem is in Camerarius’. Cf. also Salviucci Insolera, L’Imago primi saeculi, pp. 137-138. Salviucci Insolera not only refers to Camerarius, but also to Pietrasanta and Ruscelli (Le imprese Illustri, Venice, 1584, pp. 464-468); in Ruscelli however not a plough but a char needs to be drawn by the ox. She refers as well to emblem 36 in Juan de Borja, Empresas morales (Prague, 1581) though we could not find any similarity to the Imago-emblem in this edition.]  [60:  ‘ut suaderet se ad obeunda pia Ordinis Religiosi Sacerdotiique munia, simul & ad codices exarandos, studiorumque labore superandum, semper fore promptum ex aequo; pinxit bovem inter Aram & Aratrum, cum Epigraphe, IN UTRUMQUE PARATUS: bos tamen saepè utrumque refugit, atque adeò utrumque videtur esse hominum institutio’ (Pietrasanta, De symbolis heroicis, pp. 460-461). ]  [61:  On seventeenth-century ornament prints in Europe see Fuhring, Ornament Prints in the Rijksmuseum (on the Imago-cartouches: p. 54; on Raber: pp. 193-197.] 

	However despite all the likenesses between the Imago-emblems, pp. 452 and 453 and the corresponding heroic symbols in Pietrasanta, there are some striking dissimilarities. The mirror in the Imago-emblem e.g. is shown in front view (not so in Pietrasanta) and is fixed on a wall in an interior room (not in the open air). Similar differences can be found as to the ox, the altar and the plough in the Imago with regard to Pietrasanta. As to the reasons for these changes in the composition of the pictura and for the use of a different ‘Bildtyp’ in depicting the pictural elements, one has to look at the modus operandi in the engraver’s workshop and the relation between the engraver, his commissioner and the auctor intellectualis of the emblem.[footnoteRef:62] [62:  Compare in this respect: Karen Lee Bowen and Dirk Imhof, Christopher Plantin and Engraved Book Illustrations in Sixteenth-Century Europe. Cambridge: Cambridge university press, 2008. In relation to Moretus and the Galle-workshop: Karen L. Bowen and Dirk Imhof, ‘Exchanges between Friends and Relatives, Artists and their Patron: The Correspondence between Cornelis Galle I and II and Balthasar Moretus I’, in: In Monte Artium. Journal of the Royal Library of Belgium, 3 (2010), pp. 89-113. See also: Karen L. Bowen, ‘Workshop Practices in Antwerp: The Galles’, in: Print Quarterly, 26 (2009), pp. 123-142.
] 

	It is fairly well known that the publication of the Imago had to be realized under a high pressure of time and so we can read in the introductory pages from the Imago: ‘tempus fuisse brevissimum vix semestris unius, non tantum elucubrando huic libro, sed etiam typis excudendo praescriptum’ [the time allowed was most short, not even just one term during which the volume not only had to be written by lamplight but also had to be published in print] (Imago, pp. 23-24).[footnoteRef:63] The Antwerp Jesuit fathers engaged the Moretus’ firm to do the type-setting and the printing and commissioned the Galle-workshop and in particular Cornelis Galle I with the design and the engraving of the 126 picturae. About 16 copperplates for the emblems still exist and so does the copperplate made by Galle for the frontispiece.[footnoteRef:64] The production of the engravings must have run out of time. On 7th February 1640 Moretus wrote to Cornelis Galle II that he was progressing well with the printing of the Imago. As to him Cornelis’ father might speed up and spend all his time on getting on with the commission of the Jesuit fathers (‘titel oft Emblemata die sy hem geordonneert hebben te snijden’ [the title or the emblems that they ordered him to engrave]). However, so Moretus was warning, Galle had to bear in mind that it were the Jesuit fathers who had to pay the engraver for his work.[footnoteRef:65] Despite all this haste Cornelis Galle delivered good work and the quality of his engravings even surpassed the figurae in Pietrasanta. But there was surely no time to work with elaborate drawings for the figurative compartments in the engravings. It turns out that Galle copied directly some elements in his engravings after picturae in printed emblem volumes.[footnoteRef:66] It was age-old common practice in the world of engravers and Balthasar could easily have provided the engraver with designs from his stock of model compositions, the Jesuit fathers might have done that as well or Galle did have his own stock of books in which the prints could be used as models. This is e.g. what happened in the engravings for the Imago, pp. 452 and 453. In the emblem ‘In utrumque paratus’ the ox is depicted in front view and so right in between the altar and the plough without making a choice between the altar or the plough. In Pietrasanta the ox had been represented in profile while looking at the altar. For the new position of the ox Galle went back to the pictura in emblem 13 in Antonius à Burgundia’s Linguae vitia et remedia, p. 124 (Antwerp: Jan Cnobbaert, 1631) (on Burgundia, infra).[footnoteRef:67] The round sockle next to the ox in the Imago was copied straight forward from the pictura in Otto van Veen’s Amoris divini emblemata, p. 35 (Martinus Nutius and Ioannes van Meurs, 1615). The offprint in the Imago shows the sockle in reverse.[footnoteRef:68] From this last emblem book the emblem on ‘Amor purus’ p(p. 26-27) with its representation of a mirror has inspired Galle as well. The mirror in Van Veen’s pictura had been copied in the Imago, p. 452 (print in reverse; see as well the reflection).[footnoteRef:69] In the same way the roman dress, the gesture and the pose of the hunter in the Imago-emblem on p. 942 had been copied after the Roman soldier on in Van Veen’s Amoris divini emblemata, p. 77.[footnoteRef:70] [63:  See also Salviucci Insolera, L’Imago primi saeculi, p. 89.]  [64:  Pierre Colman, ‘Seize cuivres de l’Imago primi saeculi Societatis Iesu…’ au musée Curtius à Liège’, in: Bulletin Institut royal du patrimoine artistique – Koninklijk Instituut voor het kunstpatrimonium, 4 (1961), pp. 187-197. The copperplate of the frontispiece belongs to the holdings of the Antwerp Plantin-Moretus museum (inv. no. KP 56 D). The sixteen copperplates designed for the picturae in the Imago ( pp. 43, 47, 51, 187, 196, 201, 323, 452, 456, 471, 475, 573, 577, 721, 726 and 727) were assembled in the 19th Century on the sides of a wooden box which is now kept in the museum Le grand Curtius in Liège. ]  [65:  ‘Bouendien also ick dencke den boeck vande Patres de Jesuites noch eer te voleynden als wel den boeck van P. de los Rios, soo sal v.l. vader de Patres moghen eer gerieuen inden titel oft Emblemata die sy hem geordonneert hebben te snijden. Maer dit snijden en trecke mij niet aen, en de moet sien dat hij vande Patres betaelt worde’ (Museum Plantin-Moretus Arch. 147, p. 297). Quoted after Carl Van de Velde, ‘Imago primi saecvli Societatis Iesv […]’, in Dirk Imhof (ed.), De boekillustratie ten tijde van de Moretussen. Antwerp: Museum Plantin-Moretus, 1996, no. 51, pp. 151-152 (also published in English translation as: The illustration of books published by the Moretuses. (Publications of the Plantin-Moretus Museum, 36). Antwerp: Plantin-Moretus Museum, 1996). In his reply to Moretus Cornelis Galle II refered in his letter of 12th February 1640 as well to his father engravings the emblems and the frontispiece: ‘monpere […] heeft nu voor de Patres sommighe Emblemata onder handen, voor ‘t selve boeck heeft oock het Frontispicium te maken’ (Museum Plantin-Moretus Arch. 82, fol. 369 (quoted after Colman, ‘Seize cuivres’, p. 193). ]  [66:  Bowen and Imhof, ‘Exchanges between Friends and Relatives, Artists and their Patron’, p. 94.]  [67:  For a facsimile with an introduction see Toon Van Houdt (ed.), Antonius a Burgundia, Linguae vitia et remedia (Antwerp, 1631). With an Introduction. (Imago Figurata. Editions, 1). Turnhout: Brepols, 1999.]  [68:  A most . splendid biography on Van Veen is to be found in Karel Porteman, ‘Veen, Otto (Octavio), van, ook V(a)enius, tekenaar, schilder en schrijver’, in: Nationaal biografisch woordenboek. Vol. 20. Brussels, Paleis der Academiën, 2011, col. 1060-1087. On Van Veen’s Amoris Divini Emblemata, see Anne Buschhoff, Die Liebesemblematik des Otto van Veen. Die Amorum Emblemata (1608) und die Amoris Divini Emblemata (1615). Bremen: H.M. Hauschild, 2004 and Arnoud Visser, ‘Commonplaces of Catholic Love. Otto van Veen, Michel Hoyer and St Augustine between Humanism and the Counter Reformation’, in: Stronks and Boot (eds.), Learned Love, pp. 33-48, esp. pp. 35-40.]  [69:  Salviucci Insolera (L’Imago primi saeculi, p. 137, note 31) also refers to the impresa of Antonio Maria di Maruffo in Luca Contile, Ragionamento […] sopra la proprietà delle Imprese […] (Padua: girolamo Bartoli), pp. 116-117. The mirror there however shows no reflection.]  [70:  Buschhoff indicated that Van Veen in his Amoris divini emblemata had turned ‘Alciatus Kampf zwischen der göttlichen und der irdischer Liebe in einen gemeinsamen Kampf des Amor Divinus und der Seele gegen den Unglauben’ (p. 156). In the emblem ‘Constans est’ the soul (anima) indeed shows of its tenacity against unbelief. The antique roman dress of the executioner servant links the soul’s martyrdom to the first Christian martyrs (cf. Buschhoff , ‘Die Liebesemblematik des Otto van Veen’, pp. 156 and 218.] 

But let us explore some further exemples of creative adaptation in the Imago. In De symbolis heroicis, p. 252 the impresa of Alfonso I d’Este, Duke of Ferrara (1476-1534) shows an exploding firebomb with the epigraph ‘Au lieu, et temps’ [in (the right) place, at (the right) time]. Alfonso’s artillery and the Duke’s own foundries were known to be the most advanced at that time. The victory at the siege of Ravenna over the papal troops in 1512 e.g. was not in the least due to the efforts of this artillery though it is known that some of the projectiles flew over the opponent troops and hurt the French allies. In his explanatory notes Pietrasanta dwells upon the invention by Alfonso of the devastating firebombs. Once set on fire the bombs would rather wound the bomber and leave the enemy without injury and so the impresa implied that great things should be done in correspondence with place and time.[footnoteRef:71] This specific heroic symbol triggered the emblem in the Imago, p. 719.[footnoteRef:72] There the pictura ‘shows a swirl of flames, raised above the earth, that encloses metal objects with chains that have burst into pieces’. The emblem forms part of a series of emblems honoring Ignatius. The emblem refers to the levitation of Ignatius as it was made clear in the emblem’s title: ‘Ignatius in the fervor of prayer is lifted from the earth’. Or in the words of the motto: ‘Sursum rapit ignis’ [Fire snatches upward]. The subscriptio applies the res picta to the soul (l. 11-17): [71:  ‘Is, in celebri ad Ravenniam proelio, cùm excogitaverit primus istiusmodi ferreos orbes, fartus intus pulvere pyrio, qui concepto igne disrumpuntur ac stragem edunt; insinuavit, sicut ij accensi citiùs auctorem laederent, & accensi seriùs hosti non obessent, ita debere magnas res loco ac tempore congruo semper geri’ (Pietrasanta, De Symbolis heroicis, pp. 252-253). ]  [72:  Salviucci Insolera, L’Imago primi saeculi, p. 139 characterizes the emblem as a reworking of the impresa in Petrosancta but presents no further analysis. ] 

Beforehand lifeless powder clings to the earth. But as it takes fire it hastens to leave the sluggish ground. Thus the soul strives to escape into the breezes above. It strives, but it lies overwhelmed by a torpid weight. But when it catches God’s fire from heaven its seeds sprang forth toward the bright torches. There is no delay. It follows and licks its kindred stars.
The Imago had turned the res picta in the figura of Alfonso’s impresa literally upside down: where the heaviest remnants of the metal ball in Pietrasanta’s figura were still shown underneath, in the Imago the most heavy metal parts are shown high into the air and were propelled further up in the sky by the fire. The foliate auricular cartouche in the Imago shows a similar upward movement.[footnoteRef:73] The image of the exploding ball must have been attractive to the Jesuits. Was it not by a cannonball that Igatius as a military man was heavily wounded at the siege of Pamplona’s fortress? It actually meant the start of Ignatius’ conversion. [73:  Here too the ornamental cartouche in Imago, p. 719 is indebted to the one in the figura in Pietrasanta, p. 252. The cartouche in Pietrasanta is presented on a darker cross-hatched ground; the auricular cartouche in the Imago shows a similar ground. The architectural elements at the upper left and right in Pietrasanta have been worked out into architectural capitals in the Imago. The lower square corners left and right influenced the shape of the curled blades in the lower left and right in the Imago’s cartouche.] 

	The emblem in the Imago, p. 566 (Book 4, Societas patiens) corresponds very well with the heroic symbol in Pietrasanta, p. 45. The impresa there is attributed to Nicolao Bernardino Sanseverino (1541-1606), prince of Bisignano. The figura with the epigraph ‘Fallit Imago’ depicts a wooden pile standing upright in a pond. The refraction of the light deceives the eye: it seems as if the pile is being broken underneath the watersurface. The res picta becomes part of a metaphor referring to charity, kindness and liberalitas which are being criticized unduly as they cannot be perceived correctly by the eye. In the pictura of the Imago the pile has been replaced by a craftsman’s rule now in combination with the motto ‘Sibi conscia recti’ [an inner sense of rectitude] referring to the emblem’s theme on slander and defame. The icon of the rule is being thematised in the first lines of the subscriptio: ‘You are mistaken. There is nothing crooked here. The craftsman’s rule is the straightest by which it leads to the stars’ lofty dwellings’. Here too the new – with regard to Pietrasanta – visual element of the rule might have been inspired by the pictura in Van Veen’s Amoris divini emblemata, p. 71 (motto: ‘Amor omnia rectificat’ [love sets all right]).[footnoteRef:74] The specific kind of intericonicity and intertextuality that we see here in the Imago can best be described – and we refer here to Enenkel’s research on Reusner – in terms of ‘Scherenschnitt’ and ‘Montage’, as ‘Dekonstruktion’ and ‘Konstruktion’ or as decoding and encoding of existing emblematic images into new ones.[footnoteRef:75]  [74:  On this emblem in the Amoris Divini Emblemata, see Buschhoff, Die Liebesemblematik des Otto van Veen, pp. 214, 218 and 379. The English translation is taken from the Emblem Project Utrecht site (http://emblems.let.uu.nl/). An impresa depicting a rule also appears in Scipione Bargagli’s Dell’ imprese.Venice: Francesco de’ Franceschi Senese, 1594, p. 479.]  [75:  We refer here to Karl Enenkel, ‘Ovid-Emblematik als Scherenschnitt und Montage. Aneaus Picta Poesis in Reusners Picta Poesis Ovidiana’, in: Marc van Vaeck, Hugo Brems and Geert H.M. Claassens (eds.), De steen van Alciato. Literatuur en visuele cultuur in de Nederlanden. The Stone of Alciato. Literature and Visual Culture in the Low Countries. Leuven: Peeters, 2003, pp. 729-749 and to Van Vaeck, ‘Encoding the Emblematic Tradition of Love’, pp. 54 and 67-69.] 

Another example of deconstruction and montage can be found in the Imago, p. 178. The pictura is very much akin to the heroic symbol in Pietrasanta, p. 415. The impresa there is attributed to the famous sienese literate Academy ‘degli Intronati’ (founded in 1525).[footnoteRef:76] The figura consists of an iron-pointed staff with a grip and a metal hook to which a dried calabash has been attached. The calabash – as it was explained by Pietrasanta – had been hollowed out by countrymen in order to keep salt: the small opening in the gourd is clearly visible in the figura. The staff and the gourd are depicted upright in the Imago, with a rural landscape in the background which includes a wooden fence and a farmhouse (with smoking chimney-stack). The motto reads ‘Meliora latent’ [the better things are hidden] and so the impresa implies the idea that the academy’s authority and innate sovereignty will last forever. As a whole the heroic symbol offers a variant of the impresa from the Sienese academy as this is shown in Bargagli’s Dell’ imprese: two pestles crossed above the zucca, with the motto ‘Meliora latent’.[footnoteRef:77] The figura of Pietrasanta’s impresa has now been transformed in the Imago, p. 178 into a heroic symbol which fits within a series of six emblems dealing with the Jesuits’ vow of poverty (Book 2, Societas agens). The title of the emblem refers to ‘poverty sufficient unto itself’. The rather pastoral and in any case rustic landscape in the figura of the original impresa was replaced by a barren landscape. The staff is now lying down. Together with the calabash – depicted as a (closed) bottle gourd – and the knap-sack the scene is now refering to the traditional attributes of the pilgrim. The pictura together with the motto (‘Hoc sat opum est’ [This is wealth enough]) were applied to the Jesuit missions oversea, which are now seen as a pilgrimage. The fathers – so we can read in the subscriptio – are not carrying ivory, coral or gold and in this way do not become prey to barbarians. The cohort of Jesus ‘redeemed by the blood of God returns free of slavery. To these a walking-staff and a knapsack copious in resource furnish enough and more’ (l. 19-22).[footnoteRef:78]  [76:  On the Sienese academies in relation to the impresa-tradition see Caldwell, The Sixteenth-Century Italian Impresa, pp. 130-165, on the Academia degli Intronati esp. pp. 132-134.]  [77:  Caldwell, The Sixteenth-Century Italian Imprese, pp. 133 and 135. The impresa has been reproduced in Bargagli, Dell’ Imprese, p. 211.]  [78:  Here too the cartouche in the Imago has been inspired by the one in Pietrasanta (cf. the cross-hatched grounds in both engravings). The bunches with fruit attached to ribbons in the Imago’s cartouche suggest the wealth of poverty and so do the more elaborated foliate rims of the cartouche. ] 

Montage and creative rethinking of available emblematic imagery and visual elements are also at stake in the Imago, p. 945. The emblem belongs to a series dealing with the naval missions of the Jesuits from the Provincia Flandro-Belgica. ‘Profit from a naval mission’ (‘Missionis Navalis lucra’) is the specific theme of the emblem. The pictura displays on the foreground a number of swimmers. They are diving for corals which they bring to the boat nearby. At the background another boat is passing by under full sail and the oars are moving in cadence. The motto: ‘Emerget dives ab undi’ [He will come forth rich from the waves]. The emblem thoroughly adapted the heroic symbol in Pietrasanta, p. 327.[footnoteRef:79] The impresa there was attributed to the imperturbed Geronimo Colonna, duke of Paliano. On the figura a siren shows a coral and a shell. The epigraph ‘Contemnit tuta procellas’ [Being safe she despises the storms] refers to the idea that the siren keeps serene (allusio ad nomen) whether the sea be turbulent or calm: she feels safe and at home (pp. 326-327). The mythological siren has been replaced in the Imago by the foolish and greedy coral fishers but the intertextual and iconic play with the siren still resonates in the subscriptio:  [79:  Here as well the ornamental cartouche in the figura of the heroic symbol influenced the engraver Galle: see e.g. the decorative knotted ribbon in the lower centre or the specific shape of the compartment’s borders left and right (as if bracketing).] 

What are you about, unfortunate creature? Greedy soul, you put foolish trust in the sea. Love the safe shore. The wave does not keep faith. So that you might come to the surface: these rewards of yours are not of such importance if while you are in their pursuit to die appears cheap to you’ (l. 9-12). 
How much better off are the sailing Companions (see the boat under full sail on the pictura) 
‘whom love of mankind sweeps so often through the sea? […] Souls, the image of the mind of God, are your rewards. […] Let the love of gain do away with the fear that the wave creates. The reward is altogether impressive, the gain greater than the hazard. The price paid for it is the blood of God’ (l. 13-22). 
	Sometimes it seems less evident that a specific heroic symbol in Pietrasanta indeed triggered the inventio in the Imago. In the book on the Societas patiens one of the picturae depicts a pair of scales out of balance (Imago, p. 573). The motto reads ‘Vis eadem attollit quae deprimit’ [The same force raises up that presses down] and so the emblem becomes an appropriate symbol for the Societas patiens: ‘Societas cùm deprimitur, extollitur’ [When the Society is pressed down, it is raised up]. As it becomes clear from Henkel and Schönes anthology of emblematic motifs the pair of scales quite often occurs in emblem books.[footnoteRef:80] However there is much to say that Pietrasanta’s heroic symbol (p. 22) had been of use for the Imago-emblem. The print in the Imago is in reverse to the one in the figura in Pietrasanta. Moreover the grotesque and somewhat squeezed mask (in tune with the heavy weight in the figura) as well as the two bunches of grapes in the upper centre of the cartouche in Pietrasanta were elaborated in the ornamental cartouche in the Imago: the bunches are now worked out into festoons of fruit; also the idea of being squeezed by the heavy weight has been rendered in the mask in the lower centre of the cartouche. The new grotesque and winged cherub’s face in the upper centre of the Imago’s cartouche is being bowed by the heavy curling blades above its head. Its wings are being pressed in turn and bow the boarder of the figurative compartment right below. In Pietrasanta the epigraph ‘Consistam in aequo’ [May I stand in balance] (prosopopoeia) together with the contrasting figura (the scales being out of balance) becomes a stoic symbol for the bishop of Tricario Pier Luigi Carafa: ‘Tolle, deprime, aut prosperis, aut adversis, CONSISTAM IN AEQUO’ [Raise up, press down, in prosperity or adversity: may I stay in balance]. And let exactly this idea be aemulated in the Imago-emblem, or in the wording of its motto: ‘The same force raises up that presses down’ (‘Vis eadem attollit quae deprimit’. [80:  Arthur Henkel and Albrecht Schöne, Handbuch zur Sinnbildkunst des XVI. und XVII. Jahrhunderts. Stuttgart, Weimar: J.B. Metzler, 1996, col. 1430-1438. ] 

	At first sight it even seems less convincing to connect the heroic symbol in Pietrasanta (p. 283) with the Imago, p. 472. In Pietrasanta’s figura a goose is hatching out eggs. Imago, p. 472 refers to the ‘Scholae Catechisticae’ [Catechism classes] with the motto taken from Luke 18.16 ‘Let the little ones come to me’. As it becomes clear from Putnam’s annotations to the equaling Greek and Latin subscriptiones, the pictura visualizes the biblical image taken from Matthew 23. 37 and Luke 13. 34: ‘a hen gathers the flock she has produced beneath her wings and fosters it’ (Latin subscriptio, l. 17-18). Salviucci Insolera pointed out the likenesses between the pictura and the Antwerp printer’s device ‘Noctu incubando diuque’ that had been used by Jan van Meurs from 1631 onwards.[footnoteRef:81] Rubens must have designed the modello (oil sketch on panel) for this device when in 1629 the association of the printer Van Meurs and Balthasar Moretus I had ended and Van Meurs needed a new printer’s mark. The device representing a hen sitting on eggs however had no biblical connotations (no flock!) and it referred to the name of Van Meurs’ house: ‘De vette Hinne’ [The fat hen].[footnoteRef:82] But once more Pietrasanta’s De symbolis heroicis turns out to be the source (together with the biblical image on the hen and the flock) that trigered the Imago-emblem.[footnoteRef:83] The epigraph that accompanies the figura with the brooding goose (p. 283) reads: ‘Non aliena’ [None of another]. This impresa – so it was explained by Pietrasanta – starts from the idea that the goose is always favouring its own chicks (‘Anser sua semper fovet’). And so Franciscus Langius (to whom the impresa had been attributed) was attentive to the things which belonged to him and did not want to mix these with things of others (‘ita ipse suis semper intentus rebus, miscere aliena numquam voluerat’). In the bible the element of just the own children is not at stake, but in the subscriptio in the Imago – be it the Greek or the Latin one – the idea of ‘non aliena’ is explicitly rejected: ‘Though there be different offspring from different seed, still the mother gives to all of them with equal love’. And there are other arguments that link the heroic symbol to the Imago. In the upper centre of the auricular cartouche in the Imago a monstruous mask without lower jaw (quite similar to the one in Pietrasanta) is depicted. Its upper lip and cheeks are spread to the left and right and end in the borders that frame the figurative compartment. The visual effect is an ornamental embrace of the figurative compartment, quite similar to the idea of the goose trying to cover its chicks. These ornamental details were further stressed in the ornamental cartouche in the Imago. The idea of surrounding and embracing is reinforced there by the plaiting that seems to be piercing both cheeks in the mask. To the left and the right garlands are attached to the braiding that pierces once more the winged but smaller cheeks of the monster with the frighthened look at the lower centre of the cartouche. The ornamental details echo the content of the figurative compartment in the pictura with a mix of elements referring to protection, love and fear. These three elements were also stressed in the subscriptiones: ‘Small throng, come under your mother’s wings. Beneath these you can hide in complete safety. See how all the wide folds of feathers that might warm and protect you have opened themselves out. […] How very full she is with yearnings, how very full with anxieties! […] Hence love, thence worry, slims her emaciated body’ (Latin subscriptio, l. 1-9).  [81:  Salviucci Insolera, L’Imago primi saeculi, pp. 166 and 342.]  [82:  On Rubens’ modello and Van Meurs’ device see Judson and Van de Velde, Book Illustrations and Title Pages, vol. 1, pp. 255-260 and vol. 2, ills. 204-207; Julius S. Held, The Oil Sketches of Peter Paul Rubens. A Critical Catalogue. (National Gallery of Art. Kress Foundation Studies in the History of European Art, 7). Princeton (N.J.): Princeton University Press, 1980, no. 307; Herbert Wilhelm Rott, Palazzi di Genova. Architectural Drawings and Engravings. (Corpus Rubenianum Ludwig Burchard, 22, 1). London: Harvey Miller, 2002, vol. 1, no. 60a. ]  [83:  Dimler (‘The Imago primi saeculi’, pp. 442-443 and 447) refers to De Montenay, Iselburg and above all to Mannichs Sacra Emblemata as possible sources for this emblem. Salviucci Insolera (L’Imago primi saeculi, p. 134) further refers to Cramer and Typotius but does not mention Pietrasanta. ] 

Pietrasanta and/or other impresa-collections
The sketch of the process of the emblematic inventio in the Imago becomes all the more intricate when we see that not only Pietrasanta but also other volumes from the ecclesiastical tradition of sacred devices were involved. In particular the collection of six books of Imprese sacre published in 1613-1640 by Paolo Aresi (1574-1644), bishop of Tortona, seems to have been involved. In Book 4 of the Imago dealing with the Societas patiens quite a few emblems are devoted to the persecution of the Jesuits and to their martyrdom. We will discuss the two consecutive emblems pp. 578 and 579. The first emblem concentrates on – and so it has been formulated in the titulus – the ‘great many Martyrs from the Society […] that have poured forth their blood to expand the Kingdom of CHRIST’. Its pictura shows a pomegranate or punicum malum on a table and refers to the innumerous seeds – surrounded by the deep red aril – in this fruit. The motto (‘So many Zopyri’) relates to the Persian nobleman Zopyrus from antiquity: he mutilated himself severily in order to render the city Babylon into the hands of king Darius I (see the annotation by Putnam). The ancient telling – so the subscriptio goes on – had appealed the Spanish king Philip II who wished to have in his camp as many men like Zopyrus as there are seeds in the pomegranate. A wish in vain but not to the great commander Christ who had in his camp ‘so many men noteworthy for the blood they have shed’ (subscriptio, l. 19-20). The marginal notes in the subscriptio of Imago, p. 578 refer explicitly to the Spanish king and to King Darius.[footnoteRef:84] The pomegranate as a symbol of the Spanish monarch was well chosen indeed: the malum granatum appeared in the shield of the kingdom of Granada and in this way was also a heraldic element in the coat of arms of Philip II. The emblem and its pictura here too were inspired by the heroic symbol with the similar epigraph ‘Tot Zopyros’ in Pietrasanta (p. 232). Pietrasanta explicitly states that the ancient stories on Zopyrus and king Darius were most appealing to Philip II. Some parts of the cartouche in Pietrasanta (i.p. the greedy and wide open snouts of the dragonheads at the upper and lower centre) were converted in the Imago into two masks with open mouths. However the ‘Bildtyp’ of the pomegranate in the Imago does not correspond to the one in Pietrasanta. As to this Aresi’s collection of sacred imprese turns out to have taken the lead. Indeed a similar ‘Bildtyp’ of the pomegranate can be found in Aresi’s impresa no. 122 ‘Nec unum cecidit’.[footnoteRef:85] The impresa is devoted to the Italian cleric and martyr Andrea Avellino (1521-1608), who had joined the new religious order (founded in 1524) of Gaetano di Thiene. Relevant as well – also in view of Imago, p. 579, infra – is Aresi’s impresa no. 9 (dealing with apostle and protomartyr Stephen). The figura shows a quite similar pomegranate placed on a stone base.[footnoteRef:86]  [84:  Cf. Salviucci Insolera, L’Imago primi saeculi, p. 139. She also refers to Zincgreff’s Emblematum ethico-politicorum centuria ([Heidelberg], 1619) no. 81, although the ‘Bildtyp’ here is quite different. ]  [85:  Paolo Aresi, Delle sacre imprese […] Libro Quarto, Volume secondo […]. Tortona: Pietro Giovanni Calenzano and Eliseo Viola, [1630], p. 1449.]  [86:  Paolo Aresi, Imprese sacre […]. Libro Secondo. Milan: archiepiscopal printer, 1625, p. 242.] 

The next emblem (Imago, p. 579) is devoted more specifically to the Jesuit and Christian martyrs in Japan and their ‘eargerness in the fire of the Japanese’ (titulus).[footnoteRef:87] The motto reads: ‘It opens itself out of love’. On the pictura a pinecone is lying next to the open fire on a stone base. The opening lines of the subscriptio refer to the phenomenon that the ‘pine nut expands from the fire nearby and when touched by heat opens its green folds’ (l. 1-2). It even seems – so the subscriptio goes on – as if ‘it wanted to enclose the flames by which it might perish under the center of its rind and was not mindful of its loss’ (l. 3-4). The pictura in the Imago is interpreted as an appropriate symbol for the undauntedness of the martyrs that were tortured and finally killed by the heat of the fire. The next heroic symbol in Pietrasanta (p. 233), right after the ‘Tot Zopyros’-symbolum, at first sight seems to have nothing in common with the pinecone emblem in the Imago. The figura shows a loosely bound bundle of arrows and the contrasting epigraph ‘Unitas’ [Concord]. The impresa implicitly alludes to the well-known anecdote in Plutarch concerning the Scythian king Scylurus who asked on his deathbed to his children to break a firmly bound bundle of arrows.[footnoteRef:88] The plead for concord in the symbolum is further commented upon by ancient histories told by the historiographer Sallustius (86-35 BCE) in his Bellum Jugurthinum on the discord among the heirs of king Micipsa or on the Roman emperor Septimus Severus (193-211) who forefelt on his deathbed the later fratricide of his sons. The ‘Unitas’-figura also depicts a base in stone, just like in the Imago, p. 579. Moreover the three lobed petal in the upper centre of the cartouche in Pietrasanta (p. 233) has been worked out in Imago, p. 579 into the shape of a shell in the upper centre. The foliate rims at the left and the right of the cartouche in Pietrasanta were reworked in the Imago into braidings. In Aresi’s impresa 62 however a pinecone in the midst of a fire (not on a base) is shown with the epigraph: ‘Calore solvitur’ [It releases by the heat].[footnoteRef:89] The impresa is devoted to the apostle Barnabas who had been lapidated and whose body finally had been thrown on a pyre.[footnoteRef:90] The ornamental panel in Aresi had inspired the ornamental cartouche in the Imago-pictura as well (cf. e.g. the plaiding bordering the figurative compartment in Aresi with the knotted string around the figurative compartment in the Imago). Once more the inventivity of the designer of the Imago-emblems comes to the foreground. The fact that the pinecone on the pictura in the emblem is not placed within the fire, such as in Aresi, has to do with the specific and most cruel torturing of the christian martyrs in Japan. In the prose text in Imago, p. 528 one can read about the cruelties that afflicted the Jesuit father Carolus Spinosa and eight other socii in 1622. They were all burnt to death, but  [87:  See on this topic a.o. Ikuo Higashibaba, Christianity in Early Modern Japan. Kirishitan Practice. (Brill’s Japanese Studies Library, 16). Leiden: Brill, 2001 and Brad S. Gregory, Salvation at stake. Christian Martyrdom in Early Modern Europe. (Harvord Historical Studies, 134). Cambridge: Harvord University Press, 1999. On the iconography of Japanese Christian martyrs in the work of the Flemish Jesuit Cornelius Hazart (1617-1690) (Kerckelycke historie van de gheheele wereldt [Ecclesiastiacl history of the entire world]), see Johan Verberckmoes, ‘Immer kloekmoedig. Emoties van zeventiende-eeuwse Japanse christelijke martelaars’, in Van Vaeck, Brems and Claassens, The Stone of Alciato, pp. 615-632. See also infra.]  [88:  The anecdote was fairly well known in the early modern period. Plutarch’s anecdote is also at stake in Claude Paradin’s device ‘Vis nescia vinci. Force that cannot bee overcome with force’ (on the figura a snake is trying to break a bundle of arrows): ‘Plutarch writeth that Scylurus of Chaeronea lying upon his deathbed, offred to his 80. sonnes one by one a bundle of dartes or arrows, to be broken in peeces. The which when they went about to do, and could not prevaile, and had answered that it was umpossible, their father untied the bundle, and taking them everie one out one after another, broke them with great facilitie and ease, teaching them thereby, that they were invincible & unable to be overcome, as long as they continued in peaceable league, and quitenes together’ (John Doebler (ed.), The Heroical Devises of M. Claudius Paradin (1591). (Scholars’ Facsimiles & Reprints, 391). New York, Delmar, 1984, pp. 240-241). For other representations of a bundle of arrows as emblematic image, see Henkel and Schöne, Handbuch zur Sinnbildkunst, col. 1512-1513. ]  [89:  Dimler (‘The Imago primi saeculi’, pp. 438 and 447) does not convince when he refers to Jacob Cats, Emblemata moralia et aeconomica (Rotterdam, 1627), p. 86, no. 43 as a possible source for this emblem.]  [90:  Paolo Aresi, Delle sacre imprese […]. Libro quarto.Tortona: Pietro Giovanni Calenzano and Eliseo Viola, 1630, p. 586. ] 

in order to make the suffering longer and more cruel, they had to stand about six cubits from the flames: their hands at the stake were only loosely tied and the ropes were easy to undo, so that those that might lose the courage to withstand the torturing, might flee. But there was not one of them (with the most fierce fire being yet everywhere) whose eyes were not fixed to heaven, whose body or mind did not stay unmoved by the fire.[footnoteRef:91] [91:  ‘Ad sex cubitos flammae à corporibus distabant nempe ut longum esset & crudele supplicium: manus adstrictae leviter columnis, libero nodo & non aegrè solubili, ut quibus animus ad penas deficeret, invenirent fugam. At nemo unus ex omni numero fuit, qui ardente iam undique pyra non oculos caelo infigeret, non ignem ferret animo & corpore immotus’ (Imago, pp. 528-529). ] 

Aresi had inspired also other emblems in the Imago. Aresi’s impresa no. 16 depicts a small bunch of grapes ripening in a small bottle of glass (‘Uva in ampolletta’). The epigraph: ‘Donec atterratur’ [Until it be weakened] refers to sinners of old. In Imago, p. 330 the emblematic image applies to the young Stanislaus Kostka (1550-1568) who entered the Society while still a boy (titulus). On the pictura the sun shines on a small bunch of grapes ripening in a vessel. The motto reads: ‘Ut citò maturescat’ [That he might quickly mature]. The ground for the implied metaphor becomes clear in l. 15 and 17: ‘Life’s spring is brief. Offer its first blooms […]. Everything is there from the beginning’. And thus ‘it was fitting that youth might grow into wisdom in its vulnerable years and add glory to the Saints’ (l. 21-22). Also inspired by Aresi is Imago, p. 939 dealing with the fruit of the mission to Holland of the Flemish Jesuit fathers. As it was noted by Putnam the pictura goes back to Peter’s vision as described in Acts 10. 10-16. The drape with the wild animals stand for the ‘Gentes profanas’ [uninitiated races] that want to be taught our sacred rites (‘nostra sacra’) (subscriptio, l. 7-8). Or in terms of the programme of the Missio Hollandica: one has to teach the protestants who want to be converted. On the frontispiece of Book 4 of Aresi Delle imprese (a book also meant for preachers) the biblical vision of a drape full of wild animals is depicted with the text ‘Commune ne dixeris’ (Acts 10. 15).[footnoteRef:92]  [92:  Though the Bildtyp (see e.g. the lion’s head or the snake sticking out its head at the right) in Aresi comes quite close to the one used in the Imago, further research will have to find out if no other engraving from the tradition of illustrated bibles comes closer to the Bildtyp of the engraving. ] 

Interesting as well is the heliotrope-device in Aresi’s impresa no. 113 with the epigraph ‘Etiamsi me occideret’ [Even if it will wound me to death]. At stake is an impresa devoted to the Jesuit father Luigi Gonzaga (1568-1591). At the age of 17 years he had given up all his rights to inherit his father’s marquisate of Castiglione and joined the Jesuit order. His health had always caused him great trouble and he died at the age of 23. In the impresa the crown of the marquis – a metal ring encrusted with jewels and mounted by fleurons and pearls – is lying upside down on the ground. The common iconography of the heliotrope directing itself towards the sun has been turned upside down as well in the impresa: the more Gonzaga’s love for God grows, the more his health is failing and the heliotrope is hanging down, or in the words of the final verses in the rhyming underneath the impresa: ‘Ne men d’amor il buon LUIGI ardea / Verso il suo Dio, ne men da lui pendea’. This impresa inspired a few emblems in the Imago. In Imago, p. 723 the emblem is devoted ‘To an image of blessed Aloysius at whose feet lies an upside-down crown of a marquisate’ (titulus). In the pictura a crown – quite similar to the one in Aresi’s Gonzaga-impresa – suspends from the top and is reflected upside down into the water underneath. An identical composition, but now with a sun instead of a crown, can be found in the Imago, p. 183. The Aresi-impresa might have influenced as well the heliotrope emblem in Imago, p. 194. The heliotrope turning itself to the sun is now being applied to the Jesuits’ vow of obedience to the pope who is being refered to in the motto as the ‘astrorum Regem’ [King of the stars].[footnoteRef:93]  [93:  One even could take one step further. Was it not the heliotrope-impresa in Pietrasanta, p. 266 with the epigraph ‘Non inferior secutus’ [He followed no lesser thing] that triggered the series of emblems inspired by Aresi? The Bildtyp of the heliotrope in Pietrasanta was a very simplified and unrealistic one (just like e.g. in Van Veen or in Rollenhagen), so that – as we have seen it elsewhere – the emblem’s designer might have taken resource to Aresi. The epigraph in Pietrasanta – a quote from Virgil’s Aeneid 6. 170 (see the annotation from Putnam to the Imago, p. 329 – has also been used in the Imago as a motto in the Gonzaga emblem on p. 329: there an eagle (symbolizing Gonzaga) is leaving its nest and flies towards the sun. 
Salviucci Insolera, L’Imago primi saeculi, p. 132 refers with regard to the sunflower in the Imago to Drexel’s Heliotropium (Munich, 1627), to Van Veen’s Amorum emblematum (1608) and Amoris divini emblemata (1615) and to Ruscelli’s Le imprese illustri (Venice, 1566). This list can easily be extended: see e.g. Henkel and Schöne, Handbuch zur Sinnbildkunst, col. 311-313. Due to the popularity of the sunflower-imagery, it is quite difficult to reveal the network of intericonocity and intertextuality at play in the Imago. Relevant in this respect is that the motto ‘Non inferior secutus’ also was used for the heliotrope emblem in Camerarius’ Symbolorum et emblematum centuriae (1594-1604), I, 72 (with a most similar ‘Bildtyp’) and in Rollenhagen’s Nucleus Emblematum Selectissimorum (1611-1613), II, 51.] 

Not only Aresi but also other imprese collections were involved in the inventio of the Imago-emblems. Pietrasanta (p. 28) discusses a heroic symbol for Philip II within his series of symbola for kings. The figura refers to the world of nobility by showing a horse that had been performing quite a lot of voltes around the pillar and now escapes from the cercle. Together with the epigraph ‘Non sufficit orbis’ [The circle is not enough] and thanks to the polysemy of the word ‘orbis’ (circle/orb) the symbol is referring to Philip’s second wife Queen Mary, and the realms of both of them, or to the territorial influence in the new Indies (‘nova Regna Indorum’). The grotesque masks (both without a lower jaw) in the cartouche visualize the swallowing up and down that connotates the urge of expansion. The idea of the epigraph (‘Non sufficit orbis’) and the allusion to the Indies are picked up again in Imago, p. 326. Refering to the missions of the Jesuits in India the motto reads slightly different: ‘Unus non sufficit orbis’ (a quote after Juvenal’s satire 10). The figurative compartment however is totally different: amor divinus (with apron, halo, bow and arrow) stands right in between the western and eastern hemispheres and seems to embrace them.[footnoteRef:94] The grotesque mask on top of the ornamental cartouche reminds of the one in Pietrasanta. A lower jaw has been added but the mouth still remains open but now as if trying to swallow both worlds. Though the link in this emblem to Pietrasanta is hard to deny, its figurative representation and its motto have both been inspired by the impresa of Francis I, king of France as it was depicted in Girolamo Ruscelli’s Le imprese illustri (Venice, 1566).[footnoteRef:95] The representation of a celestial next to a terrestrial globe expresses there Francis’ overall sovereignty. Also some other emblems in the Imago are indepted to Ruscelli (cf. the eagle and the sun in Imago, p. 724 with Ruscelli’s Le imprese illustri [Venice, 1566], p. 295). [94:  The representation of the two hemispheres is quite similar to the pictura in Imago, p. 318.]  [95:  Girolamo Ruscelli, Le imprese illustri […]. Venice: Francesco Rampazetto, 1566, fol. kk 2 v°. Ruscelli erroneously ascribes the impresa to Francis II of France. See Gayle K. Brunelle, ‘The Images of Empire: Francis I and his Cartographers’, in Martin Gosman, Alisdair MacDonald, Arjo Vanderjagt (eds.), Princes and Princely Culture 1450-1650. Vol. 1. (Brill’s Studies in Intellectual History, 118). Leyden, Brill, 2003, pp. 81-102, esp. p. 88. On Ruscelli see a.o. Caldwell, The Sixteenth-Century Italian Impresa, pp. 22-38.] 

Imago, p. 326 – implicitly refering to the impresa of the French king – is immediately followed by an emblem (Imago, p. 327) which relates to the well-known impresa from Charles V and Philip II: the pillars of Hercules in Cadiz closing off the Western world from the sea with the initial motto ‘Plus oultre’.[footnoteRef:96] The emblem’s theme concerns the Jesuit missions to the New World. The Bildtyp of the pillars in the pictura is quite specific. In contrast to the many other representations in the imprese-collections, the banderoles draped around the pillars are in this case not connected to each other. The way to the sea is now wide open. The banderole on the left pillar shows the word ‘PL/VS’, the one to the right contains the word ‘OVL/TRE’. On top of the pillars the emperor’s crown is left away. On the basis of these visual elements it becomes clear that the design of the pictura was made after emblem I, 34 of the first in the Emblemas morales (Madrid: Luis Sanchez, 1610) published by Sebastian de Covarrubias Orozco (1539-1613), at that time chaplain of King Philip II.[footnoteRef:97] In the pictura there an eagle with a terrestrial globe in its claws and with a crown on its head is flying towards the sun. The words underneath function as motto: ‘Petit tertia regna’ [He is looking for a third territory] and so it is confirmed in Covarrubias’ subscriptio devoted to Philip II. In the Imago-emblem the sunset indicates that the sun takes care as well of the people at the other side of the world and the subscriptio concludes: ‘Are we still astonished then, offspring of Loiola, that you seek out distant realms in a different region? Surely you also have this same Sun nor are you less lively than that one. This one concern also summons you hence from that other’ (l. 19-22). Taking care of the antipodes is also at stake in the motto: ‘Nor is the other concern for the antipodes less lively’. Using the same word antipodes Ferdinand the Catholic (Ferdinand II of Aragon, 1452-1516) on his deathbed had urged his grandson, the young Charles V, to continue his fight against Islam and to take care of the ‘exploration and evangelization of the Antipodes’ (Rosenthal). This idea was not only written down in Ferdinand’s letter to his grandson (published in 1516) but was also the overall theme of the funeral celebrations and decorations in Brussels in the same year.[footnoteRef:98] [96:  See on this device the articles by Earl Rosenthal: ‘Plus ultra, Non plus ultra, and the Columnar Device of Emperor Charles V’, in: Journal of the Warburg and Courtauld Institutes, 34 (1971), pp. 204-228 and ‘The Invention of the Columnar Device of Emperor Charles V at the Court of Burgundy in Flanders in 1516’, in: Journal of the Warburg and Courtauld Institutes, 36 (1973), pp. 198-230.]  [97:  On the occurrence of the columnar device in other imprese-volumes, see Rosenthal, ‘Plus Ultra’, p. 204, note 1 and p. 214, and id., ‘The Invention’, p. 198, note 1 and 2. See as well Henkel and Schöne, Handbuch zur Sinnbildkunst, col. 1198-1199. ]  [98:  Rosenthal, ‘Invention’, p. 227.] 

Another emblem collection has influenced the Imago as well. Just a few months before the publication of the Imago an influential Christian-political treatise based on one hundred imprese had been published in Munich by the Spanish religious layman Diego Saavedra Fajardo (1584-1648). The impresa 58 ‘Sin perdida de su luz’ on p. 403 in this Idea de un Principe politico Christiano (Munich: Nicolao Enrico, 1640) shows how two candles are being lighted at the one fixed on the candelabrum in the centre. In the Imago, p. 466 the depiction of a candelabrum has been left out and three putti holding the candles were inserted; the image is now being applied to the ‘Companions, to whom […] it has been granted to be aflame more fully with the fire of great Ignatius’ (subscriptio, l. 3-4). Also Imago, p. 718 is to be linked to Saavedra’s volume. The emblem on how Ignatius is ‘taking possession of hearts through fire from heaven’ (subscriptio, l. 10), refers to the ancient anecdote on Archimedes defending Syracuse against the Roman ships (see Putnam’s annotations). By reflecting the sunrays in a burning-mirror Archimedes managed to set the Roman fleet aflame. The image of a mirror reflecting sunrays and enflaming some firewood is quite common and can be found in Pietrasanta’s volume as well (p. 402), but the specific idea of setting a ship aflame was inspired by impresa 76 in Saavedra’s collection (p. 560).[footnoteRef:99]  [99:  Here as well the shape of the Imago-cartouche is rather similar to the one in Pietrasanta, p. 403 (cf.  as well the similar bunches with fruit at the lower left and right). See also Dimler, ‘The Imago primi saeculi’, p. 443 and Salviucci Insolera, L’Imago primi saeculi, pp. 135 and 346.] 

Influence of the emblem book production in the Low Countries
Until now we have been discussing emblems which in the first place had been inspired by the heroic symbols from Pietrasanta and some other imprese-collections. But quite often the inventio of a specific emblem was also triggered by emblem books that were very much en vogue in the Spanish Netherlands or that belonged to the broader Dutch emblem tradition. 
An intriguing example in this respect is Imago, p. 190 (‘Quolibet impellas digito’ [You might move it withersoever with your finger]). The emblem’s theme ‘Obedientia facilis’ [Obedience is easy] fits in with the series of emblems on the vow of obedience. The pictura depicts an interior room: a winged putto with a waistcloth is kneeling besides a square sockle with a globe. His right digital seems to direct the globe. The first lines of the subscriptio are ekphrastic: ‘A sphere turned by the craftsman’s hand into a smooth globe, since it stands on every side well supported at its base, at the push of a finger both hastens and rests whereever you want and rushes headlong in every direction’ (l. 1-4). The following lines in the subscriptio encode the image: 
Whoever desires to follow the army of Loiola, gleaming with the standards of JESUS (nor is the battle-dust without honor) his first password is to be fashioned by, and to depend upon, the finger of his commander just as a globe is whirled in a swift circle. […] ‘Go’ suffices for him like a globe to traverse the whole earth. A single letter smoothes the way whatever it is’ (l. 5-12). 
The index finger lifted up like an ‘I’ by the putto indeed is quite compelling and iconic as it refers – as has been noted by Putnam – to the imperative form of the verb ire (to go) as well the first letter of ‘Iesu’. The pictura is undoubtedly inspired by the figura of the heroic symbol in Pietrasanta, p. 62.[footnoteRef:100] The impresa is devoted to the late Margaret of Austria, Queen of Spain (1584-1611) and the sphere on the table alludes to her name (‘margarita’ being the Latin word for ‘pearl’). The epigraph reads ‘Deservisse iuvat mare’ [the sea helps to serve zealously] and so the impresa becomes intelligible: because her soul has been accepted by the heaven, the Queen will be amongst the stars; in the same way as as pearl has been taken out of the sea, the soul will be amongst gems.[footnoteRef:101] It goes without saying that the original semantics of the heroic symbol had been changed completely in the Imago and the new montage (including the pointing putto) created a new interpretative frame. For the pose of that last figure, the deviser of the emblem and the engraver of the pictura went back to one of the emblems in Hooft’s profane love emblem book, Emblemata amatoria (pp. 16-17).[footnoteRef:102] In the pictura of emblem 3 Cupid in its full attire slightly bends over a compass. The needle points towards the polestar. Amor’s index finger forms the cypher I and as such expresses the motto’s content: ‘Een trect mij’ – ‘Una rapit’ – ‘Une me tire’. The background scene doubles the amorous interpretation. There a horseman is greeting elegantly his beloved one who is looking out of the window. The frontdoor is closed. Is it a coincidence that a perfectly round-shaped stone lies down most near to the door? Or did the gravitation force made the stone rolling just unto the entrance door? The Emblemata amatoria-volume also provided the Imago with another figure of Cupid as Bildtyp. In Imago, p. 187 a putto (identified in the subscriptio as amor) is looking at its reflection in a mirror, just like a new Narcissus (in the Latin subscriptio: ‘similis Narcisso’), but his breath deprives the mirror of its lustre. This time Cornelis Galle copied the amor’s gesture and the shape of the tree straight forward from the pictura of emblem 23 in the Emblemata amatoria (1611, pp. 56-57) (print in reverse).[footnoteRef:103]  [100:  See in particular – next to the outfit of the room – the auricular cartouche  in Imago, p. 190. The overall shape of the border around the figurative compartment is quite similar in Pietrasanta and in Imago. The curling blade in the upper centre of the cartouche in Pietrasanta bends over the figurative compartment. In Imago, p. 190 a cherub’s head (upper centre) is bent by the metal blade behind its head. ]  [101:  ‘Quia nimirum caelo recepta mens eius, erat inter sidera; sicut margarita ex mari excerpta, est inter gemmas’ (Pietrasanta, De symbolis heroicis, p. 62). ]  [102:  In this emblem book (published in Amsterdam in 1611 by Willem Jansz. Blaeu) the Latin texts were written by Cornelis Gijsbertsz. Plemp, the French ones by Richard Jean de Nerée and the Dutch ones by Pieter Cornelisz. Hooft. On this volume, see above all Karel Porteman (ed.), P.C. Hooft, C.G. PLemp, R.J. de Nerée, Emblemata amatoria, Afbeeldinghen van minne, Emblemes d’amour (Amsterdam, 1611). Ingeleid, uitgegeven en toegelicht. Met een vertaling van de Latijnse disticha door A. Welkenhuysen. Leiden: Martinus Nijhoff, 1983. On this specific emblem, cf. pp. 82-83 and 146-147.]  [103:  See on this emblem Porteman, P.C. Hooft, pp. 122-123 and 185. As we could not find any source on the motif of one breathing and snatching away the mirror’s reflection, it is highly likely that the motif of Narcissus being in love with its own reflection or of Narcissus’ surprise when touching the water-surface had been the starting-point for the specific invention of the emblematic image.] 

In a similar way at least nine putti and amores in the picturae of the Imago have been copied by Galle after Van Veen’s Amorum emblemata (Antwerp, 1608) or his Amoris divini emblemata (Antwerp, 1615). The emblem ‘Si tangas, frangas’ [if you touch, you break] in Imago,p. 186 treats the topic ‘Castitas tenera’ [delicate chastity]. The homo bulla – as it had been suggested by Dimler and Salviucci Insolera – might have been inspired by the pictura of emblem 21 in Heinsius’ Ambacht van Cupido [Cupid’s trade],[footnoteRef:104] but the small child in the pictura is clearly copied by the engraver after the Cupid-figure in Van Veen’s Icarus-emblem (p. 43).[footnoteRef:105] Children’s games are involved in Imago, pp. 474 and 569: the putti are playing there with a bird, respectively a kite. In both cases the gestures of the putti were taken from the amores in Van Veen’s Amorum emblemata (fol. (:) v°, resp. p. 175). Also the putti that are depicted in Imago, p. 466 (three putti holding together some candles, after Saavedra) had been copied directly from Van Veen (print in reverse).[footnoteRef:106] Other examples can be found in Imago, pp. 321, 478 and 575 (Amorum emblemata, respectively pp. 89, 75 and 45). Imago, p. 568 ‘shows a standing putto playing the instrument [clavicymbal or harpsichord] on the table’. The putto is now dressed in an apron and was copied after the amor divinus (though without halo nor with quiver and bow) warming its hands in the pictura on p. 97 of Van Veen’s Amoris divini emblemata. At first sight it is very tempting to assume that the putti in the Imago-volume just conform to the well-known and convincing strategy of substitution: profane love being transposed into divine love. The technique became wide-spread after Van Veen had turned his profane love emblems into a ‘similar collection on spiritual love’, the Amoris divini emblemata (1615).[footnoteRef:107] However most of the amores were deprived of their bow and quiver and as such they no longer coincided with Cupid nor with amor divinus; nor do they have – the opening emblem on fol. [*4]v° is an exception – a halo around the head and only a minority of putti are wearing an apron. In some of the subscriptiones the putti are interpreted as the intermediaries between amor divinus and the ‘socii’, the companions of the Jesuit Order, or they stand – within the same line of thought – for Ignatius’ love. In most of the cases their attitude is full of elegance and childish gracefulness and so these putti were perceived by Menestrier in his L’art des emblems (Lyon, 1662). On pp. 70-71 Menestrier deals with the putti as these appeared a.o. in the Typus mundi (Antwerp, 1627) and in the Imago primi saeculi: [104:  See Dimler, ‘The Imago primi saeculi’, pp. 441 and 447 and Salviucci Insolera, L’Imago primi saeculi, pp. 134-135. Also Imago, p. 457 (on the sharpening of a saw’s blade) might have been inspired by Heinsius’ Ambacht van Cupido, emblem 6 (two Cupids with a large saw) (in: Daniel Heinsius, Nederduytsche Poemata. Amsterdam: Willem Jansz. Blaeu, 1616, p. 71). ]  [105:  On Van Veen’s Icarus-emblem, see Buschhoff, Die Liebesemblematik des Otto van Veen.]  [106:  The putto on the left is copied after Van Veen’s Amorum Emblemata, p. 177; the one in the middle after the putto on p. 183 and the one on the right after p. 81. ]  [107:  Karel Porteman (ed.), Amorum Emblemata. Otto Vaenius. Aldershot: Scholar Press, 1996, p. 3.] 

On se sert le plus souvent des petits Amours, pour les representations indifferentes, c’est à dire qui n’exigent pas d’elles mesmes des personnages affectez; comme pour changer les armes en instrumens d’Agriculture, pour faire un Embleme de la Paix : pour bastir un temple ; pour pescher, &c. […]
Entre ceux de l’Image du premier siecle de nostre compagnie, un de ces Amours fait des bouteilles de Savon [Imago, p. 186], apres lesquelles un autre court, auquel il crie: Si tangas frangas, pour enseigner, que la Chasteté est delicate.
Un autre souffle contre un miroir, qu’il ternit [Imago, p. 187], et cet Embleme s’applique au mesme suiet que le precedent.
Les images de ces petits Amours sont agreables d’elles mesmes, & ces petits corps, ont encore une grace particuliere, quand ils sont dans l’action comme nous prenons naturellement plaisir à voir les petits efforts des enfans. (pp. 70-71)[footnoteRef:108] [108:  Menestrier’s lively description of the emblem on the soapbubbles in the Imago suggests that two ‘Amours’ are involved. This suggestion is not based on what can be seen in the pictura nor on the content of the subscriptio. Menestrier must have had in mind the visualization of the speaker implied by the motto. ‘Si tangas, frangas’ [If you touch, you break] indeed takes the form of an apostrophe to the ‘putto bulla’ in the pictura. 
On the Typus mundi, see the introduction in Michael Schilling (ed.), Typus mundi […]. Mit einem Nachwort. Hildesheim, Zürich, New York: Georg Olms, 2010.] 

	But not only putti were copied in the Imago- emblems from Van Veen’s Amorum Emblemata. In Imago, p. 180 on the Jesuits’ vow of chastity an interior room is shown. A wick-trimmer makes sure that the candle will burn brightly and demonstrates ‘The luster of poverty’ (titulus). The scenery has been copied almost completely by the engraver after the pictura in Van Veen’s Amorum Emblemata, pp. 102-103 (though without Cupid sitting at the table). The moths flying about the candle were replaced by awick-trimmer. Another example is Imago, p. 465. The pictura shows a bear licking her new-born cubs into fashion. The quite common emblematic image[footnoteRef:109] stands for the ‘Duty of preachers’ (titulus) who have to ‘fashion souls with your tongue’ (motto) and in this way the Socii should ‘hasten […] through the world’s extent and with learned tongue refresh the untutored […] and mold offspring into the likeness of the etrnal father’ (subscriptio, l. 16-20). Pietrasanta’s impresa (p. 357)[footnoteRef:110] might have triggered the emblem in the Imago, but as to the concrete engraving Galle copied the pictura (print in reverse) after Van Veen’s Amorum Emblemata, p. 57 (see the position of the cub – a second one has been added –, the rockwork, the bushes and the further background landscape).[footnoteRef:111] Imago, p. 323 presents an emblem on the obedience of the Jesuits in the missions to the will of the pontiff. Whereas the obedience to the pope had been expressed in the preceding emblem by the motif of the Good Shephard, the relationship between the Society and the pope is now being visualized by means of a compass resting on the table, its needle pointing to the pole-star.[footnoteRef:112] In Pietrasanta a compass is depicted (p. 61) with the epigraph ‘inoccidua sequor’ [I follow the things that are inextinguishable]. The cartouche indeed shows some clear resemblances with the one in the Imago,[footnoteRef:113] but the compass’ needle is pointing in the figura not to the polestar but to the different stars of the ‘sidus Arctoum’ [the constellations of the Great and the Lesser Bear]. Once more the designer and the engraver Galle took resource to the Amorum emblemata (p. 39). Cupid with quadrant and the beloved one were omitted and just the composition of the table, the compass and the polestar were singled out.	 [109:  Compare with the list in Dimler, ‘The Imago primi saeculi’, p. 442.]  [110:  The epigraph in Pietrasanta (‘Utinam perpoliatur’ [That it be fashioned]) is used by Pietrasanta to demonstrate that the optative mode lends strength to an epigraph (‘Modus optativus habet partier suam energiam’). ]  [111:  Compare with Salviucci Insolera, L’Imago primi saeculi, pp. 138 and 336. ]  [112:  Compare with Salviucci Insolera, L’Imago primi saeculi, pp. 136-137 and 333.]  [113:  Compare e.g. the monstruous mask with the fierce eyes (like stars) in upper part of the cartouche in Pietrasanta with the man’s head in the upper centre of the cartouche in the Imago. The man’s eyes are looking upwards, as if directed towards the polestar. On top of the mask in Pietrasanta some blades are shown. They are shaped like the horns of a wether and curl in and out the scrollwork. In the Imago some heavy scrolls are covering the man’s head; the heavy blades at the left and the right of its cheeks take the shape of bent horms. ] 

	The Galle-workshop was really in need of high-quality visual material that could easily be used as modelli for designing and engraving the picturae in the Imago. In this respect also the high-quality engravings in the successful work of Jacob Cats (1577-1660) – Dutch poet, jurist and statesman in the Northern Netherlands – drew the attention of the designer and the engraver of the picturae in the Imago. And so here too the posture and gesture of the small Cupid in emblem 34 of Cats’ Emblemata moralia et oeconomica (Rotterdam, 1627, p. 68) served as a model (print in reverse) for the putto in the Imago, p. 722.[footnoteRef:114] This is also the case for the representation of Noah’s ark in Imago, p. 51 which had been copied after the engraving in the ‘Lof-sangh op het geestelick houwelick van Godes sone’ [Praise of the spiritual marriage of God’s sun] in Cats’ Proef-steen van de trou-ringh [Touchstone for the wedding-ring] (Dordrecht, 1637).[footnoteRef:115] [114:  This probably also holds true for the steaming kettle in Imago, p. 458 (see also Dimler, ‘The Imago primi saeculi’, pp. 441 and 447) or for the knapsack on p. 178 of the Imago (compare with Cats’ Emblemata moralia, emblem 24, p. 140).]  [115:  In this way there is no reason to believe that Imago, p. 51 together with Imago, p. 46 should be linked to Gabriel Rollenhagen’s Nucleus emblematum selectissimorum (Cologne, 1611), I, 13 (compare with Dimler, ‘The Imago primi saeculi’, pp. 437 and 446 and Salviucci Insolera, L’Imago primi saeculi, p. 145). 
The full title of Jacob Cats’ Proef-steen van de trou-ringh reads: ‘s Werelts begin, midden, eynde, besloten in den trou-ringh, met den proefsteen van den selven [The origin, the middle and the end of the world enclosed in the wedding-ring with its touchstone]. Dordrecht: Mathias Havius, Hendrick van Esch, 1637. On this volume see Johan Koppenol (ed.), Jacob Cats. Verhalen uit de Trou-ringh. Met inleiding en aantekeningen. Amsterdam: Amsterdam university press, 2003. ] 

But there is more at stake on the level of intericonicity and intertextuality. In the centre of the pictura in the Imago, p. 188 a small hedgehog curls itself up and with its firm spines keeps the other animals (dog, boar, serpent and male goat) at a safe distance. Montage and collage are really the keywords here. The boar and the serpent were modelled after the pictura in Burgundia’s emblem book Linguae vitia et remedia (Antwerp, J. Cnobbaert, 1631), p. 4 (on Burgundia, infra),[footnoteRef:116] but the hedgehog had been copied straightforward from the pictura in emblem 35 of Jacob Cats’ Proteus (Rotterdam, 1627);[footnoteRef:117] the boar and the serpent were modelled after the pictura in Burgundia’s Linguae vitia et remedia (p. 4). The pictura of emblem 35 in Cats shows some mice playing around the hedgehog which is sitting in front of a hole. The emblematic image is applied by Cats to youngsters who are in danger when being involved with love. The motto reads: ‘Ludite, sed caste’ [Play, but be careful]. Indeed the hedgehof is not always striking a defensive pose but may attack aggressively as well. The argutial contrast of defensive versus offensive is also at play in the Imago-emblem. There the hedgehog’s defensive pose stands for repentance which ultimately becomes an offensive weapon to safeguard one’s chastity: ‘A virgin will more justly guard her chastity intact if in fact she arms herself with weapons to ward off enemies. Weapons: with them, when she has subdued herself to herself, she conquers all and increases her strength by the act of weakening’ (subscriptio, l. 18-22).  [116:  Cf. Van Houdt, Antonius a Burgundia. Linguae vitia et remedia, p. 56.]  [117:  Van Vaeck, ‘Encoding the Emblematic Tradition of Love’, pp. 60-63. The emblem can be found in Jacob Cats, Proteus ofte Minne-beelden verandert in Sinne-beelden [Proteus or Love emblems turned into Emblems of Wit] (Rotterdam: Pieter van Waesberghe, 1627), p. 206. For an edition and analysis of Cats’ emblem, see Hans Luijten, Jacob Cats, Sinne- en minnebeelden. Studie-uitgave met inleiding en commentaar. 3 vols. The Hague: Constantijn Huygens Instituut, 1996: vol. 1, pp. 240-245; vol. 2, pp. 553-563 On the hedgehog in emblematic imagery and in fable literature, see id., vol. 2, p. 559. ] 

Cats as well as Pietrasanta played a role in the inventio of Imago, p. 200. The emblem refers to the annual retreat of the Jesuits for spiritual exercise (see also Imago, p. 199). The pictura shows a silkmoth coming out of its pupa and refers to the ‘Renovatio spiritus’ (titulus) of the retreat. Also in Pietrasanta, p. 52 one can find a heroic symbol showing a silkmoth right at the moment that it is breaking out. The epigraph reads: ‘Et feci et fregi’ [I made and I broke]. The impresa refers to the relief which the later Jesuit Giambattista della Porta (1535-1615) – founder of the Napolitan Academia secretorum naturae – felt after a period of amorous madness: it was as if coming out of a dungeon.[footnoteRef:118] The cartouche in Pietrasanta left its marks on the design of the Imago-cartouche,[footnoteRef:119] but the figurative compartments look quite different. They had been copied in the Imago from emblem 52 of Cats’ Proteus (print in reverse).[footnoteRef:120] Most of the rural elements (but not the cityscape in the background) had been taken over from Cats: the leaves of the mulberry tree, the pupa and the contours of the silkmoth. But there were some changes as well. The spots on the wings of the silkmoth were left out and – from the viewpoint of scientific natural history – the wings with their faint lines are rendered more correctly without spots. The anthropomorphic sun and the prominent sunrays (really a res significans in Cats’ subscriptiones) are left out in the Imago. In its religious application Cats refers in the first place to the soul’s urge for renewal and the wish to leave the old body and be a new creature (Coloss. 3. 9 and 2 Corinthians 5. 17). Exactly this idea of renovatio formed the basis in the Imago-emblem for the application of the res significans to the spiritual retreat. [118:  ‘IOANNES BAPTISTA PORTA bombyci è serico suo ergastulo egredienti, adscripsit: ET FECI, ET FREGI. expressitque liberationem suam ex quodam amatoriae vesaniae veluti carcere, in quem incautus induerat se’ (Petrosancta, p. 52).]  [119:  Cf. e.g. the specific shape of the borders that frame the figurative compartments, the striking similarities in the blades sticking out at the lower left and right of both ornamental cartouches and the rather vague mask at the lower centre in Pietrasanta and its resemblances with the grotesque mask at the upper centre of the cartouche in the Imago. ]  [120:  For an edition and analysis of Cats’ emblem, see Luijten, Jacob Cats, Sinne- en minnebeelden, vol. 1, pp. 342-349; vol. 2, pp. 757-772.] 

A similar story holds true for the emblem which immediately preceded the one on the silkmoth. The pictura in Imago, p. 199 shows how the ivy hitches to the tree which is withering. The same allegorical motif occurs in Pietrasanta, p. 365 in the impresa ‘Nec recisa recedet’ [if not cut away, it will recede]. Now as well the ornamental cartouche inspired Galle: the grotesque mask is looking down to the figura and so does the putto’s head in the Imago (in beneath the ornamental panel a monstruous head looking upwards has been added). But the figurative compartment of the pictura had once more copied literally (print in reverse) the pictura in Cats’ emblem 41 in his Emblemata moralia et Aeconomica, p. 82, a collection of emblems that had been added in the 1627-edition of the Proteus (1627).[footnoteRef:121] The quite popular emblematic motif of the ivy that by its embrace is withering the tree, has always been the ground for a pejorative interpretation on a.o. poisonous love, ingratitude, false friendship (as it is the case in Cats’ emblem) or selfishness.[footnoteRef:122] In this respect the interpretation of the motif in the Imago-emblem was surprising and quite original and paid tribute to the rhetorical qualities of novitas and admiratio. The emblem’s theme, i.e. the regular renewals of the vows by the Jesuits, is seen as a sign of renewed and evergrowing love which forms the ground (tertium comparationis) in the emblematic image. The vehicle in the metaphor is no longer the withering tree, but the ivy’s embrace and its growth. Or with the words in the final lines of the subscriptio:  [121:  In 1618 Jacob Cats had published his Maechden-plicht [Maidens’ Duties] (Middelburg: H. van der Hellen, 1618), a quite moralizing dialogue on ethics in love between the older and wiser girl Anna and the younger and more frivolous Phyllis. The dialogue includes about fourty-five emblems as parts of the speech. The volume brought to an end ‘the more playful and noncommittal love emblematics’ (Porteman). Later on, in the Proteus, the Maechden-plicht-emblemtexts had been adapted quite thoroughly into new emblems now dealing with social ethics: Emblemata moralia et Aeconomica. The picturae in this edition were faithfull copies (print in reverse) of the 1618-picturae. As such the volume probably had not been used for the design of Imago, p. 199emblem. On Cats’ Maechden-plicht see Karel Porteman, ‘“Embellished with Emblems”: About the Incorporation of Emblems in Other Genres in Dutch Literature’, in: Alison Adams and Anthony J. Harper (eds.), The Emblem in Renaissance and Baroque Europe. Tradition and Variety. (Symbola et Emblemata. Studies in Renaissance and Baroque Symbolism, 3). Leiden, New York, Köln: E.J. Brill, 1992, pp. 70-89, esp. pp. 72-74.]  [122:  See Henkel and Schöne, Handbuch zur Sinnbildkunst, col. 276-277. ] 

Ivies, although they are tied by a connected root and have attached their tender foliage to the trunk, expand upward and press the branches in clasping afresh, and wherever the oak furnishes space it proffers the garlands of Bacchus [the ivy]. One link suffices neither ivy nor love. Ivy demands a thousand embraces, love demands a thousand (l.11-16). 
	More closely connected with the milieu of the Antwerp Jesuits were the Latin emblems of the Bruges’ clergyman Antonius a Burgundia (1594-1657).[footnoteRef:123] In his youth Burgundia had attended the Jesuit college and would enter the Jesuit order. After his studies in theology and jurisdence he left the Jesuits and developed a career as a notable member of the secular clergy in Bruges. Burgundia’s first emblem book Linguae vitia et remedia [Vices and Remedies of the Tongue] (1631) was issued in Antwerp by Joannes Cnobbaert who also published his own adaptation in Dutch verses of the Linguae at the same time.[footnoteRef:124] The Cnobbaert-family was very well known for their close contacts with the Jesuit order and competed with other Antwerp publishers in the production of didactic and devotional works: the French adaptation of Hugo’s Pia desideria (infra) (1627), the first and later editions of the Typus mundi (1627, 1630, 1652) and work of other Jesuits such as Drexel (1638, 1687) and Poirters (in the 1640es). With this emblem volume on language and ethics Burgundia touched a topic that was quite in the heart of the Jesuit educational system.[footnoteRef:125] Just one year before the Imago was issued, Burgundia would apublish his second emblem volume, Mundi Lapis Lydius [Touchstone to the world] (Antwerp: Jan Cnobbaert, 1639), a religious didactic emblem book which systematically explores the opposition between Vanity (Vanitas) and Truth (Veritas). Also this topic was most dear to the Jesuit fathers. Only four years before the Mundi Lapis Lydius was issued, Johannes de Tollenaere (1582-1643), the later provincial of the Flemish Jesuits and one of the initiators for the Imago, had published his voluminous Speculum Vanitatis [Mirror of Vanity] (Antwerp: Balthasar I Moretus, 1635). In this book passages taken from Ecclesiastes form the base for quite lengthy metrical paraphrases and prose texts full of anecdotes, dicta and exempla. De Tollenaere did not envisage the learned inventivity of the experienced exegetist but above all he focused on human behavior by a large variety of topics. A similar approach of direct instruction and applicability in a variety of situations was at stake in Burgundia’s work which was intently directed to the middle class behavior.[footnoteRef:126] The picturae in the Linguae vitia et remedia and even more in the Mundi lapis Lydius can be characterized as genreprints that mirror everyday life.[footnoteRef:127] And so it has stated explicitly in Burgundia’s preface to the reader in the Linguae vitia et remedia: ‘Alios ea tantùm oblectant, quae quasi enascuntur è rebus, quae in oculos nostros quotidie incurrunt, & in manus’ [Others like it when the lesson is based on matters that are at hand and that we see happen almost everyday before our eyes].[footnoteRef:128] In this respect – and in the same way as it had been done by Cats – Burgundia’s oeuvre contributed to the rise of the so-called ‘realistic’ emblem genre in the Low Countries. [123:  On Burgundia and his emblematic oeuvre see the introduction in Van Houdt, Antonius a Burgundia, Linguae vitia et remedia, pp. 9-39.]  [124:  Both versions contained the same approbation (Van Houdt, Antonius a Burgundia, Linguae vitia et remedia, p. 10). See on Cnobbaert’s Dutch version also: C.G.N. de Vooys, ‘Een vergeten zeventiende-eeuwse emblemata-bundel: Van quade tonghen’, in Tijdschrift voor Nederlandse Taal- en Letterkunde, 70 (1952), pp. 197-206. Cnobbaert also provided the Latin and French subscriptiones in the Typus mundi with Dutch epigrams.]  [125:  Van Houdt, Antonius a Burgundia, Linguae vitia et remedia, pp. 11-15. See as well: Marc Fumaroli, ‘Les Jéuites et la pédagogie de la parole’, in M. Chiabò and Federico Doglio (eds.), I Gesuiti e i Primordi del Teatro Barocco in Europa. Viterbo: Centro di studi sul teatro medioevale e rinascimentale, 1995, pp. 39-56, esp. pp. 53-55.]  [126:  Marc Van Vaeck, ‘“Leert haer prachten hier verachten”. Adriaen Poirters’ emblematische draaibankallegorie als inzet in de strijd tegen de Ydelheyt des Werelts (1645)’, in: Luc Knapen and Leo Kenis (eds.), Hout in boeken, houten boeken en de fraaye konst van houtdraayen’. Leuven: Maurits Sabbebibliotheek, Faculteit Godgeleerdheid, Peeters, 2008, pp. 231-247, esp. pp. 233-234. See as well Dirk Sacré, Sidronius Hosschius (Merkem 1596 – Tongeren 1653). Jezuïet en Latijns dichter. Kortrijk: Stedelijke openbare bibliotheek, 1996, esp. pp. 110-111. In 1643 a Dutch adaptation of the Mundi lapis lydius was published by Pieter Geschier (priest of the beguinage in Bruges) as Des Wereldts Proef-steen ofte de Ydelheit door de Waerheyd beschuldight ende overtuyght van valscheyt [Touchstone to the World or Vanity convincingly accused by Truth of Falseness]. On Pieter Geschier: Karel Porteman, ‘Antonius a Burgundia, Des Wereldts-Steen [...], in: Marcus de Schepper, Nederlandse letteren in de Leuvense Universiteitsbibliotheek, Leuven: Afdeling Nederlandse Literatuur en Volkskunde, 1982, pp. 125-126.]  [127:  Cf Eddy de Jong hand Ger Luijten, Mirror of Everyday Life. Genreprints in the Netherlands, 1550-1700. Amsterdam: Rijksmuseum, Snoeck-Ducaju & Son, 1997. ]  [128:  Van Houdt (ed.) Antonius a Burgundia, Linguae vitia et remedia, p. 51.] 

It has already been noted that Burgundia’s Linguae vitia et remedia were used by Galle to work out the designs for the Imago engravings (cf. supra, Imago, pp. 453 and 188). In Imago, p. 185 a weeping Cupid is placed amidst some peasants. Galle copied some of the gestures – the boy sweeping with the bow and the man destroying Cupid’s bow with an ax – after the engraving in Burgundia’s Linguae Vitia et remedia (p.80). Though the overall concept for the pictura had not been inspired by Burgundia, but seems to offer a variant of the motif on Cupid bending (cf. Hooft’s Emblemata amotoria) or breaking its bow (Hesius, Emblemata sacra).[footnoteRef:129] Pietrasanta’s heroic symbol ‘Mobilitate viget’ [it lives by mobility] (after Virgil’s Aeneid, IV, 174) on p. 385 shows a weight driven clock on a ground with horizontal hatching; the weights themselves are not depicted. The clock in Imago, p. 456 is almost identical to the one in Pietrasanta and some elements of the cartouche there inspired the Imago.[footnoteRef:130] Nevertheless as to the figurative compartment in the Imago-pictura Cornelis Galle had been looking at emblem 7 in Burgundia’s Linguae vitia et remedia (p. 112): the general composition of the interior room has been copied (print in reverse) and so is the clockwork (in reverse as well), now with weights.[footnoteRef:131] More intriguing – and more tentative as to its interpretation – is Imago, p. 462 on confession (‘Exomologesis’). On the basis of Luke 16. 21 Putnam identified the res picta as a representation of Lazarus, who according to Luke was lying in front of the house of a rich man. A dog is licking Lazarus’ boils. In Pietrasanta, p. 368 a dog is licking its wounds as well: ‘Ni lingat, languet’ [Unless it licks, it faints]. Pietrasanta praises the heroic symbol for its appropriate allusio to the name of its bearer, Vincentius Mediceus. Despite the difference in the res picta in the figurative compartment the ornamental cartouche in Pietrasanta inspired Galle for his cartouche with Lazarus in the figurative compartment. We refer here a.o. to the two cornucopia at the left and the right in Pietrasanta’s figura (compare with both cornucopia on top of the ornamental cartouche in the Imago), the mask looking upwards in the strapwork in the lower centre (see the eyes of the cherub in the Imago) and the rectangular oblong shape of the cross-hatched architectural element (see the oblong rectangular shape of the ornamental cartouche in the Imago). In the Linguae vitia et remedia a dog is licking the wounds of an old man as well (p. 46) and the motto in the Imago (‘Fert lingua medelam’ [The tongue furnishes a cure]) seems to allude to Burgundia’s title of the volume. [129:  Hooft, Emblemata amatoria, emblem 5, pp. 20-21 (see Porteman, P.C. Hooft, Emblemata amatoria, pp. 86-87, 151); Guilielmus Hesius, Emblemata Sacra de Fide, Spe, Charitate. Antwerp: Balthasar I Moretus, 1636, emblem 20, pp. 71-73. On the Imago-emblem see Van Vaeck, ‘Encoding the emblematic tradition of love’, pp. 55-57. Salviucci Insolera (L’Imago primi saeculi, pp. 128-129) in this respect erroneously refers to Alciato, emblem 13 (there the arrow, not the bow is broken).]  [130:  See e.g. the festoon in the lower centre of the figura in Pietrasancta that has been worked out in the Imago into two cornucopia at the lower left and right, bound together with a ribbon in the lower centre. The overall design of the curled edges at the upper centre of the cartouche in Pietrasancta was adapted into the foliate mask in the Imago.]  [131:  It is most likely that the clock in Burgundia had been copied after the engraving by Andries Pauwels in Pietrasanta (print in reverse). The most talented Jacques Neefs and Andries Pauwels had engraved the frontispiece of the Linguae vitia et remedia after Abraham van Diepenbeeck (Van Houdt, Antonius a Burgundia. Linguae vitia et remedia, p. 9). Were they both involved as well for the engraving in Pietrasanta? Pauwels’ engravings in Pietrasanta had been corrected by Cornelis I Galle (Judson and Van de Velde, Book Illustrations and Title-pages, vol. 2, p. 488. On Jacques Neefs (1604-1667, see Erik Duverger and Danielle Maufort, ‘De rolbezetting bij de productie van Van Dyck-grafiek’, in: Carl Depauw and Ger Luijten, Antoon van Dyck en de prentkunst. Antwerp: Antwerpen Open, 1999, 366-390, esp. pp. 380-381. ] 

	Burgundia’s other emblem volume, the Mundi lapis Lydius had been of use for the Imago in a different way. It did not provide the engraver with straight forward models, but it certainly played a specific role in the inventio by its emblematic imagery. It has already been shown (supra) that the putti in the Imago, pp. 474 and 569 had been copied after the amores in Vaenius, but the general concept in these emblems had been inspired by the Mundi lapis Lydius. In this last volume e.g. a richly dressed youngster is playing with a skite (p. 210). He is holding (just like the putto in the Imago) the string in its left hand, the pool in the other (in reverse in the Imago). The motto reads: ‘VANITAS. Magna classis. – VERITAS. Venti ludibrium.’ [Vanity. Large fleet. – Verity. Plaything of the wind]. The metaphor is applied in the subscriptio to the military situation on the sea during the reign of Philip II. In the corresponding Imago-emblem (on hardships that are to be desired for the Societas) the image of a ship as the playting of the winds reverberates in l. 19-20: ‘Do you not see that sails swollen with favoring Euri often carry swift ships into hidden shoals’. A similar story could be told about the flying bird attached by the slender rope to its perch. In Burgundia the image is interpreted more tritely in terms of fancied liberty; the Imago focuses on the bird perch as an icon for the cross and applies the image to catechetical instruction (motto: ‘From an early age grow accustomed to the cross’). From Andries Pauwels’ engraving of a pronkstilleven (sumptuous still life) in Burgundia (p. 169) the façon de Venise flute glass was copied for the pictura in Imago, p. 198.[footnoteRef:132] The precious flute glass stands in the Mundi lapis Lydius for a girl’s fragile beauty as it is expressed also in Burgundia’s motto.[footnoteRef:133] Quite contrastingly the expensive object becomes in the Imago a symbol of religious poverty: ‘once the hand and the Spirit from the mouth of God have established poverty throughout one’s limbs, it shatters into fragments if you loosen it’ (subscriptio, l. 18-20).  [132:  On the genre of the ‘pronkstilleven’, see a.o. Sam Segal, A Prosperous Past. The Sumptuous Still Life in the Netherlands 1600-1700. Edited by William B. Jordan. The Hague: SDU Publishers, 1988.]  [133:  ‘VANITAS. Filia Formosa. – VERITAS. Bonum fragile.’ [Vanity. A beautiful girl – Verity. A fragile good].] 

	Imago, p. 321 shows a complicated apparatus with four right angle worm-gear pairs (or endless screws) which raises up the hanging globe. The putto’s gesture has been copied (print in reverse) after Cupid in Van Veen’s Amorum emblemata, p. 89. The emblem deals with ‘the conversion of Kingdoms and of Provinces by the Society’ (titulus). The final lines of the subscriptio read: ‘Though the lowest weights of the huge earth sink down, resourceful love will draw them aloft toward the Gods above’ (l. 23-24). The whole construction seems to be a montage of several pictorial elements from different origins. On the one hand there is the heroic symbol (‘Nil sine Deo’ [Nothing without God]) in Pietrasanta, p. 204. The figura there shows a celestial hand (caelestis manus) which is holding a chain that is girding an earthglobe (orbis terrarium catenatus).[footnoteRef:134] In emblem 42 in Mundi lapis Lydius the wheel of a water mill makes three water screws turning around. By these Archimedes’ screws the water is being transfered from the lower river into the irrigation ditch on the left (the motto and the subscriptio in the Imago refer explicitly to Archimedes’ lever as well). With this montage the Imago-emblem not only alludes to the Jesuits’ interest in technical science. The use of these kind of arte facta in the figurae of heroic symbols were advocated by Pietrasanta as well:[footnoteRef:135]  [134:  Here as well the ornamental cartouche in the Imago has been inspired by the one in Pietrasanta (see e.g. the curled blades in the upper centre). Montage might also be at stake in Imago, p. 477: in a room a weeping child is standing in front of the flames in the hearth. The hearth is girded by an iron fence. The emblem undoubtedly goes back to the heroic symbol in Pietrasanta, p. 363 with the representation of a similar room. The epigraph ‘Commodum sine incommodo’ [something useful without injury] refers to the firescreen in front of the hearth. In the Imago-emblem the disdvantages of the fireguard are being discussed since the small child has hurt itself by touching the hot iron bars. A similar interior room can be found in emblem 36 in Burgundia’s Mundi lapis Lydius. The pictura (p. 163) shows a small weeping child pushing away its mother’s spoon with the bitter wormseed oil. In the mean time it is pointing with its index to the fire in the hearth.]  [135:  ‘Haec Symbola Heroïca, desumpta ex arte factis, probantur suffragiis Auctorum omnium; quoniam eis vera similitudo inest, nobilissima inter comparationes alias, & vena, scaturigo, ac mater eorumdem Symbolorum. Nimirum praeterquàm quòd delectat plurimùm, & est gratissimi usus, collatio ex iis rebus artificiatis accepta, vim habet magnam etiam ad persuadendum, cùm ex Protasis constet omnino verâ, & ferè dixerim necessariâ’ (Pietrasancta, De symbolis heroicis, pp. 257-258).] 

Those heroic symbols, based on artefacts, have been approved of by all authors. As they contain a real and true comparison, these are the best kind amongst all others, and the vein, the source and the mother of those symbols. Undoubtedly it not only pleases to the most, but the use of it is most agreeable as well. What can be derived from those crafted instruments, has a great persuasive power as the Protasis [or antecedent] should be based completely on what is true and – I almost would say – necessary. 
The heroic symbol depicting a mechanical apparatus which is stamping coins in Pietrasanta, p. 437, illustrates this preference as well. This representation however has been turned in Imago, p. 576 into a pictura with a seated craftsman hammering coins with a die.[footnoteRef:136]  [136:  That Pietrasanta’s figura indeed functioned as a source for the pictura in the Imago can be derived from both ornamental cartouches. The monster head with the bat wings at the lower centre of the cartouche in the Imago had been inspired by the ornamental parts  in the lower centre of the cartouche in Pietrasanta. ] 

Religious emblem books that have been produced in Antwerp inspired some of the Imago-emblems as well.[footnoteRef:137] In this respect the most successful emblem book Pia desideria [Pious Longings], written by the jesuit Herman Hugo (1588-1629) and published in Antwerp in 1624 by Hendrick I Aertssens, cannot remain out of view.[footnoteRef:138] The volume has been situated by Karel Porteman within the world of learning and education in the Jesuit colleges: in the emblem collection ‘an authentique devoutness based on biblical texts was combined with the elite’s [literary] culture’ (p. 163).[footnoteRef:139] It seems as if only two emblems from the Imago can be connected with the Pia desideria. The specific interaction of anima (the soul) and amor divinus in this religious love emblem book perhaps must have been less attractive for the emblem designers in the Imago. The etching made by Boêtius a Bolswert’s for Hugo’s proemial elegy refers to Psalms 38: 9: ‘Lord, all my longing is before you; my sighing is not hidden from you’ (fol. **6 v°). Anima laid down its mask and put the arrows and bow besides. From its heart arrows escape and are directed towards the ears and eye of God. In Imago, p. 44 a similar pictura forms part of the second emblem that belongs to the prolegomena of the volume.[footnoteRef:140] The emblem deals with the Jesuits’ motto (titulus): ‘Ad maiorem Dei gloriam’ [To the greater glory of God]. The kneeling figure (‘my soul’) in the pictura stands for the Societas; the arrows coming out of the heart are directed to the bright cloud in which God’s Hebrew name is written. The motto (both in the Hebrew and in the Latin subscriptio) refer to God and the Jesuits’ vows: ‘This is the target of the vows’. The opening lines of the Hebrew subscriptio are quite ekphrastic: ‘My soul, the vows you pronounce are the arrows of your bows, flying to the terrible Name that brightens like the brightness of its light’. As it had been revealed by Werner Waterschoot, also another emblem in the Imago can be connected to the Pia desideria. The pictura of the emblem dealing with Xaverius’ dream (Imago, p. 720): a putto with quiver and bow carries an Amerindian on his back. A similar pictura, but now with amor divinus carrying the soul and an ancre (hope), is to be found in Pia desideria, II, 28.[footnoteRef:141]  [137:  For a survey and discussion of the religious emblem books published in Antwerp, see Els Stronks, Negotiating Differences. Word, Image and Religion in the Dutch Republic. (Studies in Medieval and Reformation Traditions, 155). Leiden, Boston: Brill, 2011, pp. 54-64.]  [138:  Father Hugo (born in Brussels) would later become almoner in the military mission (missio castrensis) and joined the Spanish troops of the Spanish Netherlands under the command of Ambrogio Spinola. He would die of pestilence in the German exclave Rheinberg. ]  [139:  Karel Porteman, ‘Boete Adamsz van Bolswert’s Duyfkens ende Willemynkens Pelgrimagie (1627): From the Religious Love Emblem towards a Devotional Strip for Girls’, in: Paul Catteeuw a.o. (eds.), Toplore: Stories and Songs. Trier: Wissenschaftlicher Verlag Trier, 2006, pp. 158-168, esp. pp. 159-163. On Hugo’s Latin emblems, see a.o. Gabriele Rödter, Via piae animae. Grundlagenuntersuchung zur emblematischen Verknüpfung von Bild und Wort in den ‘Pia desideria’ (1624) des Hermann Hugo (1588-1629). Frankfurt a.M.: Peter Lang, 1992 and G. Richard Dimler, ‘Herman Hugo’s Pia desideria’, in Karl A.E. Enenkel and Arnoud S.Q. Visser (eds.), Mundus emblematicus. Studies in Neo-Latin Emblem Books. Imago figurata. Studies, 4.Turnhout: Brepols, 351-379.]  [140:  Praz, Studies in seventeenth-Century imagery, p. 186. Salviucci Insolera (L’Imago primi saeculi, p. 140) does not refer to Hugo.]  [141:  Fol. v° interleafed between pp. 238 and 239. See Werner Waterschoot, ‘Een moor in Indië. Exotica in de Imago primi saeculi Societatis Iesu en de Af-beeldinghe van d’eerste eeuwe der Societeyt Iesu’, in Johan Verberckmoes (ed.), Vreemden vertoond. Opstellen over exotisme en spektakelcultuur in de Spaanse Nederlanden en de Nieuwe Wereld. Leuven: Peeters, 2002, pp. 162-179, esp. pp. 171-178.] 

In 1629 the Augustinian Hermit Michael Hoyer had his Flammulae amoris published in Antwerp by the same Hendrick I Aertssens. This emblem volume as well is to be situated within the same affective tradition on religious love and within a similar pedagogical context. Hoyer, at that time teaching at the Augustianian college in Brussels, had written an emblem book full of ‘classical allusions and various metrical forms, with a distinctly Augustinian moral’ (Visser).[footnoteRef:142] The pictura in book I, emblem 5 visualizes a passage taken from Augustine’s Confessions 8, 11: ‘Instabas in occultis meis Domine, flagella ingeminans pudoris, et timoris’ [Thou, O Lord pressedst upon me in my inward parts (…) lashes of fear and shame].[footnoteRef:143]Amor divinus draws the soul’s attention to the background scene where a cavalryman pierces with his lance the body of his adversary right under a tree. The engraving might have influenced Imago, p. 52. The pictura shows (in reverse) a military horseman with his lance outstretched galloping towards a ring fixed to the branch of a tree. The emblem’s theme ‘The society gazes at eternity’ (titulus) is being expressed in the motto (‘What I desire is not subject to death’ – a quote taken from Ovid; see Putnam) and in the opening lines of the subscriptio:  [142:  Visser, ‘Commonplaces of Catholic Love’, pp. 41-45, quote after p. 45. ]  [143:  St. Agustine’s Confessions with an English Transl. by William Watts. (The Loeb Classical Library, 26-27). Cambridge (Mass.): Harvard university, 1997-1999. ] 

The gallop commences. The smooth ring is the goal of the long spear. This brings satisfaction. The fiery charge has these rewards. O ring, the emblem of a beginning that ever returns, the not inglorious reward of a race that was run, you depict what is the final goal of Loiola’s people and what they seek in their route (l. 1-6). 
Quite akin to the genre of religious love emblematics is the late 16th-Century or early 17th-Century series of meditational prints Cor Iesu amanti sacrum [The sacred heart to the loving Jesus] engraved by Antonius II Wierix (ca. 1555/1559-1604) and published in Antwerp.[footnoteRef:144] In 1627 the series would have been integrated in Le coeur devot by the Jesuit Etienne Luzvic (Antwerp: Hendrick Aertssens, 1627). One of the engravings showing Jesus knocking at a heart’s door seems to have influenced Imago, p. 202 with the motto ‘Tantùm opus est verbo’ [There is need only of a word]. The pictura now shows a heart with a hinge and closed by a combination lock which consists of seven cams with letters. Where the hinge was inspired by the Wierix’ engraving, the combination lock went back to Pietrasanta’s heroic symbol, p. 3 (with the epigraph ‘Uni patet verbo’ [it opens by one word]).  [144:  See on this series Marie Mauquoy-Hendrickx, Les estampes de Wierix conservées au cabinet des estampes de la bibliothèque royale Albert Ier. Vol. 1. Brussels: Bibliothèque royale Albert 1er, 1978, pp. 68-79, ills. 429-446 and Zsuzsanna van Ruyven-Zeman, The Wierix Family. (The New Hollstein: Dutch and Flemish Etchings, Engravings and Woodcuts 1450-1700). Rotterdam: Sound and Vision Interactive, 2003-2004.] 

Another religious emblem book, now published by the Jesuit architect, mathematician and preacher at the court of Brussels Guilielmus Hesius (Willem van Hees, 1601-1690), turns out to have influenced the Imago-emblems as well.[footnoteRef:145] His Emblemata sacra de fide, spe, charitate was issued by Balthasar I Moretus and contained 116 rather plain woodcuts made by Jan Christoffel Jegher (1618-ca. 1666-1667) after the designs of Erasmus Quellin. In this case, and undoubtedly due to the lesser quality of the woodcuts, the Imago did not copy straight forward picturae, but lent some of its emblematic imagery from Hesius’ volume. In Hesius’ book 3 (devoted to charity), emblem 8 (p. 292-294) the pictura shows a putto chiseling and embellishing a cloth. Refering to 1 Corinthians 13, 4 (‘Charitas patiens est’ [Love is patient]) the motto stresses that patience and enduring makes still more beautiful and elect (‘Facit patientia pulchrum Dilectumque magis’) and the subscriptio speaks of a noble wound and a noble scar (‘Vulnus nobile, nobilis cicatrix’). The same idea is expressed in Imago, p. 575 which belongs to book 4 on the Societas patiens. The emblem’s theme ‘Persecutio Societatem ornat’ [Persecution adds luster to the Society] is rendered by a similar pictura (in reverse), the putto being copied after Vaenius (supra). The motto reads: ‘Multo vulnere pulchrior’ [more beautiful from many a wound].  [145:  On Hesius, see Fidel Rädle’s introduction to the facsimile-reprint Guilielmus Hesius, Emblemata sacra de fide, spe, charitate. Mit einer Einleitung. Hildesheim, Zürich, New York: Georg Olms Verlag, 2002, pp. *5-*41 and id., ‘Freundschaft und Liebe – aber himmelwärts. Zu den Emblemata sacra (1636) des Guilielmus Hesius S.J.’, in: Boris Körkel, Tina Licht and Jolanta Wiendlocha (eds.), Mentis amore ligati. Lateinische Freundschaftsdichtung und Dichterfreundschaft in Mittelalter und Neuzeit. Heidelberg: Mattes, 2001, pp. 373-388. ] 

Also Imago, p. 722 has been inspired by Hesius. The emblem honors Franciscus Borgia’s virtuousness. On the tablet a putto (copied from Cats, supra) just has added the number one to the series of twelve zero’s on the tablet as one can derive from the motto: ‘O, nihil: at numerous sic facit innumeros’ [O, nothing: but it thus makes numbers numberless] and the subscriptio further clarifies the application to Franciscus Borgia: ‘just as a single letter adds its weight to numbers, so a single virtue gives value to everyone’ (l. 9-10). Hesius’ emblem III, 2 (pp. 272-275) expresses the same idea, but now in view of charity. The quote from 1 Corinthians 13, 2: ‘Si habuero Prophetiam, & noverim mysteria Omnia, & omnem scientiam; …Charitatem autem non habuero, nihil sum’ [If I have the gift of prophecy and can fathom all mysteries and all knowledge, (…) but do not have love, I am nothing]. On the pictura a putto has written on a banderole a long series of zero’s and is now adding with his left hand the number one. The motto reads: ‘Pretium omne refertur in unum’ [All value relates to one].
	
Guided by books
From this lengthy though not exhaustive discussion of the inventio processes in the Imago, it became clear that the wide range of emblematic imagery in the first place had a bookish origin. More than it has been accepted until now, most of the emblems – if not all – can be linked to very specific sources, though further research is still needed.[footnoteRef:146] Dimler and certainly Salviucci Insolera have sketched the contours of a large and ever expanding virtual library of emblem books: a most wide variety of emblematic images (‘nec animantes, nec vero fabulas historiasque secludimus’) had to be connected to an all-embracing stock-imagery in emblem books. Our research indicated – though the source of every pictura could not have been traced – that a rather small range or in any case a not too large number of books have been used in a very concrete and even almost physical way. While exploring the different processes and strategies in the inventio we were constantly shifting within different levels. Sometimes we were moving within the world of the auctor intellectualis of the volume, than again we were glancing over the shoulder of the engraver in his workshop or had a look at the process of book production. From the letter of Balthasar I Moretus to Cornelis II Galle we know that the production of the Imago was in the first place a large scale project run and commissioned by the Jesuits themselves. Moretus was the printer; his brother-in-law the engraver Cornelis I Galle – from 1637 onwards he had his workshop established in Brussels – had to see that he would be paid by the Jesuit fathers.[footnoteRef:147] Moretus and the Jesuits did not have to worry as to the quality of the engravings. Galle was a most talented and experienced craftsman and artist whose workshop had constantly been commissioned by Moretus. In June 1636 it was as well ‘Monsieur Galle’ who had to be paid for correcting Andries Pauwels’ engravings for Moretus’ edition of Pietrasanta’s De Symbolis heroicis.[footnoteRef:148] That Cornelis I Galle (in 1640 about 64 years old) for the engravings made use of designs from other printed emblem books does not surprise. It was age-old common practice in the world of engravers and Balthasar Moretus could easily provide the engravers with designs from his stock of model compositions.[footnoteRef:149] In this way it should not surprise that exactly the Antwerp production of books and prints (Pietrasanta, Van Veen, Burgundia, Wierix, Hugo, Hoyer) provided the engraver with models. This process of economization however did not reduce the quality of the engravings. In this way the figurae and the ornament panels in Pietrasanta inspired the engraver, but did not serve as copy-paste modelli. For this Galle took resource to better quality engravings such as in Hooft’s Emblemata amatoria, in the work of Otto van Veen or Cats’ emblems. As to the ornamental cartouches most often Pauwels’ engravings were the starting-point for a new thorough adaptation completely in tune with the auricular style as these could be found in the large production of compartment-books at that time and more in particular in Daniel Raber’s Cartouches de Differantes Inventions (Paris: Melchior Tavernier, 1634). That these ornament cartouches were often called ‘Snakerijen’ (drolleries) explains the often comic mode in the elaboration of the masks in Galle’s engravings for the Imago.[footnoteRef:150]  [146:  Nothing has been said e.g. about the picturae that can be linked with engraved illustrations of classical works. The figure of Apollo in Imago, p. 189 e.g. has been copied directly (print in reverse) from Pieter van der Borcht’s (1545-1608) Metamorphoses-engravings which Were Issued by Jan Moretus in 1591 (P. Ovidii Nasonis Matemorphoses […]. Antwerp: ex officina Plantiniana, apud viduam & Ioannem Moretum, 1591, i.c. p. 33). On Van der Borcht’s collaboration with the Officina Plantiniana, see Karen L. Bowen and Dirk Imhof, Christopher Plantin and Engraved Book Illustrations in Sixteenth-Century Europe. Cambridge: Cambridge University Press, 2008.]  [147:  Bowen and Imhof, ‘Exchanges between Friends and Relatives’, pp. 89-113 and Bowen, ‘Workshop Practices in Antwerp’, pp. 123-142.]  [148:  Judson and Van de Velde, Book Illustrations and Title-pages, vol. 2, p. 488.]  [149:  Bowen and Imhof, ‘Exchanges between Friends and Relatives, Artists and their Patron’, p. 94.]  [150:  On seventeenth-century ornament prints in Europe see Fuhring, Ornament Prints in the Rijksmuseum (on the Imago-cartouches: p. 54; on Raber: pp. 193-197.] 

	On the level of the auctor intellectualis as designer of the emblems as a whole (picturae, motti, and subscriptiones) much more inventivity had been required. Visual elements from existing picturae were picked up again, re-interpreted and made fit for a new montage of visual elements; the emblematic image in its new composition was as it were re-invented anew, the motti were quite often full of allusions and surprise and the subscriptiones full of argutia, learnedness, original turns and fields of application. All the three components suited the new discourse in the Imago. As such the emblems formed quite often a kind of an implicit ‘réplique’ to the source text. In this way the Imago really became a feast of inventivity in word and image. The Societas wanted to present itself and its ideals and took resource to the tradition of the heroic symbol. The presented ideals were instructive as well and quite persuasive. 
Books in the library
From our research it became clear that the number of impresa-collections that have been used for the inventio of the emblems was more or less restricted (above all Pietrasanta and to a much lesser extent Aresi, Saavedra, Ruscelli and Covarrubias) and certainly did not embrace the wide production in this field. Also with regard of the actual emblem tradition the number of sources is limited: just a few emblems were directly inspired as to their concept by profane love emblematics, the moral or ethical emblem production or the religious (love) emblem genre as it was at hand in Antwerp. In this respect the auction catalogue of the Antwerp Jesuit libraries at the end of the 1770es is quite telling. Although not all the books available in the Antwerp Jesuits’ libraries were listed in this catalogue – the most valuable books had already been sorted out and the Bollandists’ library was not for sale –[footnoteRef:151] it certainly is worthwhile to have a look at this catalogue of about 600 pages in length.  [151:  See Op de Beeck, Jezuïetenbibliotheken in de Zuidelijke Nederlanden. Vol. 1, pp. 91-114, 123-169 and 171-182.] 

	Only a few Impresa-collections are represented in the catalogue.[footnoteRef:152] We have already refered to several copies of Pietrasanta’s De symbolis heroicis (supra), but the Aresi’s 1630-edition of the Sacre imprese is present as well. The libraries also contained a copy of Achille Bocchi Symbolicae quaestiones (1574), two copies of Caussin’s De symbolica Aegyptiorum sapientia (1618), a 1595-edition of the Hieroglyphica Horapollinis, Valeriano’s Hieroglyphica (1614) and Saavedra’s Symbola politica.[footnoteRef:153] The early humanist emblem genre is represented by copies of Alciato’s Emblemata (1542, 1558, 1584; other copies without date), Junius’ Emblemata (1565, 1585) and Sambucus’ Emblemata (1564, 1576).[footnoteRef:154] Volumes that belong to the profane love emblem genre are: Heinsius’ Nederduytsche poemata (s.d.; several copies), Emblemata amatoria (Hooft or Heinsius?) and Van Veen’s Amorum emblemata (1608).[footnoteRef:155] Some copies of the Emblemata amatoria and Amorum emblemata were kept in ‘L’enfer’ of the library in the Antwerp Domus professa. Representatives of the later emblem genre in the Low Countries are: Roemer Visscher’s Sinnepoppen (without date); Cats’ works Silenus Alcibiadis (1618, 1622, 1624), Houwelyck (1625), Spiegel (1632, 1633) and Trou-ringh (1637); Schoonhovius’ Emblemata (1618); Pers’ Lust tot wysheyd (1638), Burgundia’s Mundi lapis Lydius (1639) and the Emblemata from the German poet Zincgreff (1591-1635) who had been staying for a while in the Low Countries.[footnoteRef:156] Copies of religious love emblem or religious emblem books tout court were: David’s Veridicus Christianus (1601) and Christelycken waerseggher (1603), Van Veen’s Amoris divini emblemata (1615), Sucquet’s Via vitae aeternae (1620, 1625) and Den weg des eeuwig levens (1620, 1622), Typus mundi (1627), Hugo’s Pia desideria and Goddelyke wenschen (1629, 1645), Van Haeften’s Schola Cordis (1635) and Regia via Crucis (1635), Hesius’ Emblemata sacra (1636) and Amoris divini & humani antipathia (1636).[footnoteRef:157] [152:  In this survey we quote the titles and the years of publication as these are mentioned in the catalogue. Editions published later than 1640 were not taken into account. ]  [153:  Catalogue de livres des bibliothèques: Aresi, Sacre imprese 1630: vol. 1, p. 174, no 1356; Achille Bocchi Symbolicae quaestiones (1574): vol. 1, p. 245, no 3383; Caussin, De symbolica Aegyptiorum sapientia (1618): vol. 1, p. 213, no 2508; vol. 2, p. 161, no 449; Hieroglyphica horapollinis (1595): vol. 1, p. 194, no 1989; Valeriano, Hieroglyphica (1614): vol. 2, p. 64, no 379 and Saavedra, Symbola politica (s.a.), vol. 2, p. 72, no 573.]  [154:  Catalogue de livres des bibliothèques: Alciato, Emblemata (1542): vol. 1, p. 358, no 3234; (1558): vol. 1, p. 375, no 4188; (1584): vol. 1, p. 359, no 3321 and other copies without date; Junius, Emblemata (1565): vol. 2, p. 74, no 647; (1585): vol. 2, p. 72, no 585 and Sambucus (1564): vol. 2, p. 165, no 568; (1576): vol. 2, p. 72, no 572 and other copies without date. ]  [155:  Catalogue de livres des bibliothèques:Heinsius, Nederduytsche poemata (Leiden): vol. 1, p. 359, no 3290; p. 380, no. 4469; p. 419, no 150; vol. 2: p. 173, no 775 (and other copies without date) . Several copies were refering to Emblemata amatoria and in this way either Hooft or Heinsius could be meant: vol. 2, p. 65, no 385; p. 177, no 86 (enfer).]  [156:  Catalogue de livres des bibliothèques: Roemer Visscher, Sinnepoppen (by its spelling probably the 1614-edition): vol. 1, p. 240, no 3226; Cats, Silenus Alcibiadis (1622), vol. 2, p. 142, no 570, Sinne- en minnebeelden (1618 = Silenus Alcibiadis), vol. 1, p. 243, no 3311, (1624), vol. 2, p. 173, no 787, Houwelyck (1625), vol. 1, p. 234, no 3059 and vol. 1, p. 238, no 3361, Trouringh (1637), vol. 1, p. 234, no 3060; other later copies and copies without date) and Spiegel (1632), vol. 1, p. 243, no 3328 and vol. 2, p. 12, no 251, (1633), vol. 2, p. 23, no 272 and p. 173, no 789; Schoonhovius, Emblemata (1618), vol. 1, p. 234, no 3050; Zincgreff, Emblemata (1624), vol. 1, p. 243, no 3318.]  [157:  Catalogue de livres des bibliothèques: David’s Veridicus christianus (1601; other copy without date), vol. 1, p. 181, no 1602 and Christelycken waerseggher (1603; other copy without date), vol. 2, p. 28, no 47 and p. 38, no 82; Van Veen’s Amoris divini emblemata (1615), vol. 1, p. 237, no 3324; Sucquet’s Via vitae aeternae (1620), vol. 1, p. 391, no 291 and p. 423, no 4, (1625), vol. 1, p. 285, no 625 and p. 299, no 1198, and Den weg des eeuwig levens (1620), vol. 1, p. 299, no 1215, p. 300, no. 1244 and p. 389, no. 213, (1622), vol. 2, p. 31, no 102; Typus mundi (1627), vol. 1, p. 356, no 3031; Hugo’s Pia desideria (1624), vol. 1, p. 285, no 669 and Goddelyke wenschen (1629), vol. 1, p. 302, no 1308 and p. 347, no 2741, (1645), vol. 1, p. 300, no 1236 and p. 380, no 4468; Van Haeften’s Schola Cordis (1635), vol. 1, p. 295, no 1091 and Regia via Crucis (1635), vol. 1, p. 295, no 1091; Hesius’ Emblemata sacra (1636), vol. 1, p. 419, no 156; Amoris divini & humani antipathia (1636), vol. 2, p. 173, no 798.] 

	This survey might indicate that the collection of imprese volumes and emblem books was not all too impressive and certainly has not been built up quite systematically. Giovio or Paradin e.g. do not turn up in the list. However most of the books of which we assume that they have been used as source material, do appear on the list and must have helped the Jesuits’ in inventing the emblems for the Imago. The collection might also have been of use to the engraver Galle and the design of the engravings. This does not mean that the books of the Jesuits’ libraries indeed must have landed on the engraver’s table in the Galle-workshop in Brussels. The engraver might as well have disposed of his own collection of copies that could be used as model books. In this respect it is very striking that the list mentions a copy of Burgundia’s Mundi lapis Lydius, but not of the Linguae vitia et remedia. The first volume indeed had been used for working out the concept of some picturae in the Imago but did not serve for straight forward copies in the Imago-engravings. On the other hand the Linguae vitia et remedia (not mentioned in the catalogue) offered several visual elements that literally have been copied in the Imago-engravings; the Linguae-emblems however did not influence the general concept of the emblems in the Imago. 
Comments from Bruges
The publication of the prestigious jubilee volume must have been most dear to the Jesuits and to those that had drawn up the Imago. The initiative for the project was taken by the industrious Father Joannes Bollandus (1596-1665). Together with his colleague Father Godefridus Henschenius (1600-1681) he was released from his work on the Acta Sanctorum, and succeeded, after eight months of hard work, to deliver the volume right in time. And there were the efforts of Jacobus Libens (who was involved with the prose texts in book 6 on the Provincia Flandro-Belgica) and the literary and poetic achievements of Hosschius and Wallius. Later on, but still in 1640 Johannes de Tollenaere (1582-1643), at that time provincial of the Flemish Jesuits, had asked the Jesuit fathers to send him their remarks and to signal errors that might have crept in the volume. It was clearly a sign that even after the publication of the Latin edition the Jesuits wanted to check the volume on errors. Quite trivial is the story of the dean and the chapter of the collegiate church in Courtrai who complained that they were not mentioned in the Imago for their liberality at the arrival of the Jesuits in their city. More relevant however and more illustrative for the Jesuits’ zeal to detect all mistakes in the volume, is the correspondence between De Tollenaere and Josse Andries (Judocus Andreas, 1588-1658). The latter was at that time staying with the Jesuits in Bruges. On 23rd September 1640 the Provincial had urged Andries to send him his notes on the Imago. Andries would do that twice: on 3rd October 1640 and again on 13rd January 1641. The remarks (‘errores […] sive Historicos, sive litterarios, sive quos alios in libro nostro’) were the result of what he himself had noted down and what he had gathered from his other coompanions. With these notes Andries obviously had a French edition of the Imago in mind (‘utinam in idioma Gallicum liber vertatur’).[footnoteRef:158]  [158:  On the correspondence with regard to the Imago: see Sacré, Sidronius Hosschius, pp. 125-126; on Andries: pp. 145-146. The documents are now being kept in the Royal Archives in Antwerp (Berchem), see Hendrik Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten (Provincia Belgica, vervolgens Provincia Flandro-Belgica) en van het archief van het professenhuis te Antwerpen (1388) 1564-1773. (Rijksarchief te Antwerpen. Inventarissen, 59). Brussels: Algemeen Rijksarchief, 2006, p. 190, no 1751.] 

	The Bruges’ Jesuit fathers and father Andries had read the volume quid attentively and had a sharp look at the picturae. With regard to the frontispiece Andries detected some inconsistencies in the six imprese which had been attached to the columns on the frontispiece. Each of these were referring to one of the six books in the Imago and in each, so it was highlighted in the preface to the reader (fol. [*4]r°), the moon was included as res picta. It referred to the Jesuit order borrowing its light from the sun (i.e. God). In the impresa devoted to book 6 and referring to the activities of the Provincia Flandro-Belgica however not a moon, but a sun seems to have been depicted in the zodiac and so it has been remarked by Andries (‘In imagine Frontispicii : […] In emblemate lib. 6ti non adiungitur luna quae tamen dicitur omnes libros amplexa in explicatione frontispicii’). But there was more at stake: the depiction of the lion in the zodiac did not correspond to the Leo Belgicus, that was being referred to in the epigraph on the ‘Societas accepta’: ‘Et hanc Leo Belgicus ambit’ [This is the one that the Leo Belgicus is looking for] (Andries: ‘Deinde Leo zodiaci signum; non est leo Belgicus’ [in fact the lion is a zodic’s sign and not the leo Belgicus]). Incongruences in the metaphorical image were given no quarter. Imago, p. 192 expressed the idea of prompt obedience (‘Obedientia prompta’) by referring to the phenomenon of the echo. The motto read: ‘Praevenit imperium’ [It (the echo) anticipates a command]. Andries refers to the quality of truth that is necessary to the similitude: ‘Would another motto not be more appropriate as the echo can never resound unless the words are spoken (‘An non aptior alia esset epigraphe; quia echo numquam potest praevenire loquentem’). Andries suggests some alternatives (‘quid fi’): ‘I come without delay’ (‘mora nulla sequor’) or ‘I am there more quickly’ (‘Ocyus adsum’) or ‘something like that’ (‘vel quid aliud’). Andries had his remarks as well on the putti that originated from profane love emblematics. In most cases nude Cupid had been covered with a decent veil but not so in Imago, p. 187: ‘in emblemate, parvulus Cupido non videtur sat textus’ [in this emblem small Cupid does not seem to be covered well enough]. A discussion on the res picta is also at stake with regard to Imago, p. 326. Andries rejects its similarity with the pictura in Imago, p. 318 (‘Fere idem quod fol. 318’ [nearly the same as on p. 318]). He also bothered about the two-sided view of the earth-globe: as if it does not refer to the same and one world whereas the titulus does only refer to one world  (‘Duo orbes non videntur emblematice exprimere orbem, cum sint not ipsae’). The motto as well is being criticized as the idea of sacrifice has not been picted up in the other part of the emblem (‘Deinde in epigraphe videtur frustra addi mentio sacrificii, cum nihil in emblemate, eiusmodi exprimatur’). More focusing on the emblematic qualities of the res picta in the pictura were the remarks with regard to Imago, pp. 317, 320 and 328. The candelabrum in Imago, p. 317 was commented upon as being too obvious (‘Candela videtur simplicius esse emblema’), or with regard to the four trumpets in Imago, p. 320 as too ordinary for an emblematic image (‘quatuor tubae videntur nimis vulgare emblem’). The argutia seems at stake here and in this way it is fascinating to read that the pictura with the ring (Imago, p. 328) is considered as too obscure (‘Obscurius videtur emblema’). The comments on Imago, pp. 719 and 722 concern the quality of the similitude as well. The exploding bomb in Imago, p. 719 leads to criticism with regard to the subscriptio and more in particular as to the metaphor in l. 13-16: ‘Beforehand lifeless powder clings to the earth. But as soon as it takes fire it hastens to leave the sluggish ground. Thus the soul strives to escape into the breezes above. It strives, but it lies owerwhelmed by a torpid weight’. Andries’ comments concentrate on the phrasing ‘terrae pulvis’. Why should we not replace it by a bomb or something like that, he asks (‘terra pulvis. An non? Bombus, vel quid simile?). Indeed the emblem is not dealing with the dust that is moved by the fire but with the bomb which is being thrown into the air (‘Quia emblema non est de pulvere, qui igne leviatur, sed de bombo, qui corpori eleviato confertur’). As such the subscriptio should not refer to its weight but rather to its mass (‘Hinc et lin. 16 pondere. an non corpore’). According to Andries the closing distich even becomes superfluous in the subscriptio (‘Denique ultimum distichon numquid est superfluum?’). Indeed these verses – ‘So great is the force of fire. It is burst asunder by its heat enclosed within. O too fortunate a fate, to die in love’ – seem to imply a new emblem (‘et videtur innuere novum emblema!’). Also Imago, p. 722 is being critised. This emblem had worked out the idea that only by adding the figure 1 at the beginning of a series of zero’s the number becomes numberless. The 1 then stands for Franciscus Borgia’s virtue that ennobles his lineage (titulus: ‘stemma suum vitute nobilitat’). The emblematic idea seems too intricate for Andries. He opts for a more plain and vanitative interpretation. Why, he asks, should the emblem not focus more on the o’s and combine it with exclamation marks (‘An non emblema quid agit de oooeis vivacius exprimeretur, si aliquos exclamationes immiserentur?’). Still according to Andries the motto could be corrected in line with this and he formulates a few alternatives: ‘O tituli ! ô falsos! Ô priscae stemmata gentis!’ [O titles! O falsified ones! O old lineages] or ‘O quantum in rebus inane!’ [O how much vanity in things]. The processes of invention were still getting on within the Jesuit order…

Emblems and Jesuit education
In the third book of the Imago primi saeculi Societatis Jesu, dealing with the various functions of the Jesuit order, quite a few emblems are devoted to what was considered to be one of the main tasks of its members, the education of youngsters. In emblem p. 468, this task is aptly compared with the work of a sculptor.[footnoteRef:159] The pictura shows a craftsman carving a classical Greek sculpture of a nude young man; in the background, we see a completely finished statue of Christ. The pictura offers a powerful, if rather unsurprising, image of Jesuit school education which, as is sufficiently well-known, was based on an intimate combination of classical literary culture and Christian piety. As the accompanying Greek verses explain, the Jesuit teacher deserves more glory and praise than famous Greek sculptors like Phidias, Lysippus, and Praxiteles, for, unlike the latter, he does not aim to shape external and, moreover, lifeless, beauty, but rather to mold inner beauty, to carve out a mind imbued with Jesus Christ. [159:  See as well Ralph Dekoninck, ‘La Passion des Images. La traverse des images jésuites entre Ancien et Nouveau Mondes’, in: De zeventiende eeuw, 21 (2005), 1, pp. 49-63. ] 

	Confirming a rather optimistic, typically humanist belief in the malleability and perfectibility of youngsters,[footnoteRef:160] the poet stresses the labor and toil involved in teaching and educating pupils. ‘Waxen youth, whether ill-formed in character or conforming to virtue’ can and should be lifted to a higher level of humanity and spirituality under the guidance of a competent and devoted teacher who guides his pupils with his exemplary life and learning. Societas doctrinâ et exemplo viam salutis ostendit (‘The Society points the way to salvation through teaching and example’), reads the title of emblem p. 466, an admonishment that should be borne in mind by all Jesuits, but especially by those involved in teaching and educating youth, as is explicitly stated in the Ratio studiorum of 1599. In this educational model of the Jesuit order, teachers are admonished to help their pupils achieve virtue and piety by means of frequent prayers, the display of their own exemplary religious life, and a thorough training in classical (Latin and Greek) literature.[footnoteRef:161] [160:  This belief is also expressed in emblem p. 475 about catechizing: ‘nil adeo grave / quin arte comprendat magistrâ / Cerea mens docilis iuventae’ ‘‘Nothing is so troublesome that the pliant mind of tractable youth does not grasp it through the teacher’s artistry’). On the humanist concept of children’s malleability and perfectibility, see esp. Barbara Correll, The End of Conduct. ‘Grobianus’ and the Renaissance Text of the Subject. Ithaca, London,1996, pp. 58-76. On the place of this concept in Jesuit pedagogy, see Yasmin Annabel Haskell, Loyola’s Bees. Ideology and Industry in Jesuit Latin Didactic Poetry. Oxford, 2003, pp. 313-314.]  [161:  The Ratio studiorum: The Official Plan for Jesuit Education, Jesuit Primary Sources in English Translation. Series 1, 22, Translated and Annotated by Claude Pavur. St Louis, 2005, nos 131 and 325. ] 

	The sources of this literary training are indicated in a highly poetical language, typical of that very training itself, in emblem p. 471, devoted to the so-called schools of humane letters (scholae humaniorum litterarum). The Jesuit teacher of the humanities is presented as a new Aristaeus, the mythical son of Apollo and Cyrene, who was initiated by the Muses in, among other things, bee culture, a noble art which he was ordered to teach to mankind in his turn. In the subscriptio, redolent of Virgil’s famous description of apiculture in the fourth book of the Georgics, youngsters are invited to attend a Jesuit college, a ‘waxen kingdom’ (cerea regna) consisting of combs filled with the honey of the Roman muses (the Camoenae), Cicero, and the ‘Attic bee’. In these combs the pupils/bees are encouraged to play, to hone their own artistic talents as well as to develop their virtuousness. For, as the poet hastens to emphasize, almost apologetically, at the very end of the poem, that is the main concern of the Jesuits, God’s holy teachers. The image of the Jesuit college as a bee-hive in which pupils are imbued with the honey of classical Latin and Greek prose and verse is a felicitous one.[footnoteRef:162] It highlights, in a subtle, allusive manner, the important place which literary creativity and artistic playfulness occupied in early modern Jesuit school education. For although college pupils are compared to young bees which are safely kept in the well-ordered ‘classical’ surroundings carefully constructed by the Jesuit teacher, the emphasis is not on the laborious, time-consuming task of learning Latin and Greek letters by absorbing and repeating the teacher’s lectures on classical authors, and by memorizing approved texts as well as grammatical and rhetorical rules. To be sure, the beekeeper’s/teacher’s hard work and care are explicitly mentioned in the poem. Tellingly, however, they are not counterbalanced by any explicit reference to the discipline, assiduity, and laboriousness which were, in fact, required of pupils attending Jesuit schools.[footnoteRef:163] Instead, the poem focuses on the joy which the pupils derive from their master’s hard work and loving care: the ‘classical’ honey which he has collected for them allows them to play.  [162:  The image of pupils as bees gathering in a bee-hive recurs in emblem p. 476 devoted to catechizing. See G. Richard Dimler, ‘The Bee-topos in the Jesuit Emblem Book: Themes and Contrasts’, in: Adams and Harper (eds.), The Emblem in Renaissance and Baroque Europe. Tradition and Variety, pp. 229-246.]  [163:  Contrary to what G. Richard Dimler suggests in his article ‘The Imago primi saeculi’ (p. 440), the pupils’ diligent work and discipline are not expressed as such in the emblem. The importance of diligence and discipline in Jesuit pedagogy is stressed in Ratio studiorum , nos 363 (‘disciplinae cura’) and 365 (‘assiduitas’). See also Haskell, Loyola’s Bees, pp. 7-8.] 

The nature and scope of this artistic play is not explained as such in the Imago primi saeculi. However, it is sufficiently known thanks to the penetrating studies made by (literary) historians on the basis of both prescriptive and descriptive source material which has come down to us from the Jesuit order and its colleges.[footnoteRef:164] From an early stage onwards, college pupils were exposed to a rich variety of exercises aimed at a creative imitation of the (painstakingly expurgated) classical literary models that were recommended, as well as of a skilful application of the grammatical, stylistic, and rhetorical rules that were taught. Those exercises were diligently prepared in the lectures given by the teacher himself. For one thing, when reading and explaining Latin and Greek texts, the teacher paid due attention to erudition (eruditio), thus allowing his pupils to acquire a sufficiently broad encyclopedic knowledge of especially ancient mythology and history, but also of natural history and the material world at large; this vast knowledge was to be deployed by the pupils when composing their own literary creations. Furthermore, stylistic features and rhetorical rules were lavishly illustrated with relevant text material from various authors in order to teach the pupils how to make eloquent use of variation and amplification. Last but not least, specific instructions were given as to how the texts read could be accommodated to the concerns and matters most relevant to the Jesuit order and their school system.[footnoteRef:165] All this had to be applied by the pupils when working independently on their own prose and verse compositions. While the class teacher was busy correcting their exercises, the pupils were ordered to execute additional tasks aimed at further improving their eloquence. Thus, they were trained in rewriting a particular phrase in various similar ways, in imitating a passage from a classical orator or poet, in turning a Greek text into a Latin one, and vice versa. Equally important, pupils were familiarized with the so-called loci communes-method, which taught them to treat previously read texts in such a way that they could be reutilized more easily in new contexts, such as prose or verse compositions or even, as we shall see, emblematic creations.[footnoteRef:166] With this end in view, pupils learnt to cut up classical texts into pieces which were to be written down in notebooks under various loci or categories, such as maxims from sacred and profane literature, examples, likenesses and differences, inscriptions and descriptions, depictions, anecdotes, hieroglyphs, proverbs, and data on the customs of nations and the classical world.[footnoteRef:167]  [164:  See esp. Karel Porteman, Emblematic Exhibitions (affixiones) at the Brussels Jesuit College (1630-1685). A Study of the Commemorative Manuscripts (Royal Library, Brussels). Turnhout, Brussels, 1996, and the section on ‘Teaching of Emblematics in Jesuit Colleges. Declamationes - Affixiones in Jesuit Colleges’, in: Manning Van Vaeck, The Jesuits and the Emblem Tradition, pp. 33-229. See also Salviucci Insolera, L’Imago primi saeculi (1640) e il significato dell’immagine allegorica nella Compagnia di Gesú: Genesi e fortuna del libro. (Miscellanea Historiae Pontificiae edita a Facultate Historiae Ecclesiasticae in Pontificia Universitate Gregoriana, 66). Roma, 2004, pp. 23-38.]  [165:  See esp. Ratio studiorum, no. 381.]  [166:  Ratio studiorum, no. 379.]  [167:  The list is taken from the educational instruction for the Flemish Province of 1625; cf. Ch. Van der Horst, ‘Instructions pédagogiques de 1625 et 1647 pour les collèges de la province flandro-belge’, in : Archivum Historicum Societatis Iesu, 19 (1950), pp. 181-236 (esp. p. 220). Haskell, Loyola’s Bees, pp. 259-261 offers an interesting discussion of a Jesuit manual for Rhetorica pupils in which the art of common-placing was taught. See also the standard work by Ann Moss, Printed Commonplace-Books and the Structuring of Renaissance Thought (Oxford, 1996).] 

All those exercises honed the skills that were indispensible for creating emblems, an intricate and therefore particularly demanding literary genre (genus scribendi) in which text and image were to be combined with one another in a manner that revealed erudition, ingenuity, and wit. Composing emblems was considered particularly suited to reinforce a pupil’s memory and to find out if he could successfully put into practice the many rhetorical precepts and insights into life and letters which he was supposed to have acquired during his school training.[footnoteRef:168] Together with other peculiar genres, such as hieroglyphs, apophthegms, and adages, emblems were especially studied and practiced in the so-called academies that were erected in the various Jesuit colleges in order to promote literary studies.[footnoteRef:169] Those academies took place outside regular school hours, and were an ideal platform for gifted pupils of the Poesis and Rhetorica classes to advance and demonstrate their exceptional rhetorical talents. Emblems also featured in the monthly competitions (concertationes) that were held among (groups of) pupils of the same class or of various classes and which aimed at stimulating a pupil’s eagerness to surpass himself in emulation of his competitors.[footnoteRef:170] The reward for excellence in emblematic or other literary endeavors consisted first and foremost in the honor of seeing one’s own composition selected for public exhibition and declamation during one of the religious holidays that regularly took place in the course of the school year and which formed an excellent opportunity for any Jesuit college actively to engage in educational self-advertisement.[footnoteRef:171] [168:  Porteman, Emblematic Exhibitions, pp. 22-23 and Karel Porteman, ‘The Use of the Visual in Classical Jesuit Teaching and Education’, in Marc Depaepe and Bregt Henkens (eds.), The Challenge of the Visual in the History of Education. (Paedagogica Historica, 36.1). Gent, 2000, pp. 179-196 (esp. pp. 183-186: ‘Memory training’ and pp. 187-190: ‘Rhetorical ingenuity and wit’).]  [169:  Ratio studiorum, nos. 369 (‘academiae’) and 389 (‘praelectio die vacationis’). Cf. G. Richard Dimler, ‘Humanism and the Rise of the Jesuit Emblem’, in Peter M. Daly and Daniel S. Russell (eds.), Emblematic Perceptions. Essays in Honor of William S. Heckscher on the Occasion of His Ninetieth Birthday. (Saecula Spiritalia, 41). Baden-Baden, 1997, pp. 93-109 (esp. p. 99); Salviucci Insolera, L’Imago primi saeculi, pp. 36-37.]  [170:  Ratio studiorum, nos. 386 and 401. Cf. Porteman, Emblematic Exhibitions, pp. 10-11.]  [171:  Ratio studiorum, nos. 392 and 404 (‘carmina affigenda’). Cf. Dimler, ‘Humanism and the Rise of the Jesuit Emblem’, p. 100; Porteman, Emblematic Exhibitions, p. 10; Porteman, ‘The Use of the Visual in Classical Jesuit Teaching and Education’, pp. 182-183; Salviucci Insolera, L’Imago primi saeculi, pp. 34-35.] 

Contrary to those emblematic affixiones, which were supervised by rector and teachers but by and large created by the college pupils themselves, the Imago primi saeculi is not to be regarded as the immediate outcome of the intensive literary exercises described above. Although the emblems of the Imago were recycled shortly after their creation so as to be displayed as emblematic affixiones during the festivities held in Antwerp to celebrate the centennial anniversary of the Jesuit order (infra), they were not the collective work of the pupils of the Antwerp Jesuit college as such. Nonetheless, the Imago can be said to offer an accurate reflection of the very literary and educational culture which engendered the emblematic – and, for that matter, other literary – offspring of the pupils who attended the Poesis and Rhetorica classes in Jesuit colleges of the provincia Flandro-Belgica. 
Archival and literary-historical research has revealed that Joannes Bollandus, appointed by the provincial Joannes de Tollenaere as editor-in-chief of the Imago, together with Godefridus Henschenius, his co-editor, and Jacobus Libens, main editor of the third book of the Imago, mainly relied on Sidronius Hosschius and his close friend Jacobus Wallius to compose the emblems and other poems of the Imago; at the time, both Hosschius and Wallius had already gained name and fame as outstanding teachers of the humanities and as promising Neo-Latin poets. Although it is arduous, if not absolutely impossible, to identify the specific author of each and single poem in the anonymously published volume,[footnoteRef:172] some tendencies can nonetheless be discerned with some degree of probability. As Dirk Sacré has argued,[footnoteRef:173] a close comparison of the verses of the Imago with Hosschius’ poems, edited by Wallius in 1656, seems to confirm the hypothesis that the former composed the numerous elegiac poems about sea travels and storms that are found in the Imago.[footnoteRef:174] Conversely, there is reason to assume that Wallius, who was fond of composing Horatian verses, was responsible for at least some of the lyrical poems in the volume.[footnoteRef:175] Furthermore, Gulielmus Becanus seems to be a likely candidate for the idyllia that adorn the Imago, a genre which he practiced with great skill and success.[footnoteRef:176]  [172:  With the notable exception of the long poem in Imago, pp. 925-929, an Ovidian heroic epistle in which the Duke of Farnese addresses king Philip II of Spain; the poem was re-issued, albeit with numerous changes, by Wallius in the Elegiarum libri sex of his friend Hosschius (Antwerp, 1656). Cf. Sacré, Sidronius Hosschius, pp. 51, 64, and 156-157, no. 71.]  [173:  Sacré, Sidonius Hosschius, pp. 51-53.]  [174:  E.g. Imago, pp. 46, 175, 197, 943-948.]  [175:  E.g. Imago, pp. 178, 201, 467.]  [176:  E.g. Imago, pp. 177 (Greek), 570. ] 

Many more established Jesuit poets may have been involved in the composition of the Latin, Greek, and Hebrew emblematic poems of the Imago. Furthermore, it is conceivable that Hosschius and Wallius attracted their most talented pupils to contribute to the volume. As Michael Putnam has shown, the Greek verses contain quite a number of grammatical and metrical errors, which seems to suggest that they were composed by pupils rather than by experienced poets. Likewise, the Hebrew poems appear to be far from impeccable, but those cannot have been the work of college pupils, as this language was not taught at the humanities level.[footnoteRef:177]  [177:  They may have been composed by scholastics receiving a training to become full members of the Jesuit order; cf. Ratio studiorum, no. 81 dealing with the creation of Hebrew and Greek literary academies.] 

As the philological commentary and literary analysis by Michael Putnam make abundantly clear, Hosschius, Wallius, and their poetical collaborators masterfully adopted the rhetorical strategies which they taught their own pupils. With great skill, elegance, and ingenuity, they composed emblematic poems which offered their readers exquisite examples of variation and amplification. Subtly or overtly, they engaged in an intertextual play with, especially but not exclusively, Horace’s Odes and Virgil’s poems, which, together with the expurgated version of Ovid and the other Roman elegiac poets, formed the core of the poetry courses in Jesuit colleges. Although the Ratio studiorum unambiguously instructed that the ordinary lectures (praelectiones) be strictly reserved to classical poetry,[footnoteRef:178] the literary production of renowned Jesuit Neo-Latin poets also found its way to the classrooms or, at the very least, to the literary academies of Jesuit colleges. Indeed, Hosschius’ and Wallius’ own poems were read, interpreted, and imitated by Poesis and Rhetorica pupils.[footnoteRef:179] No wonder, then, that the numerous emblems of the Imago came to be taken as models for new emblematic creations devised and executed by college pupils. As Karel Porteman has revealed, some of the emblems composed and exhibited at the Jesuit college of Brussels in the course of the seventeenth century are based on emblems found in the Imago primi saeculi.[footnoteRef:180] By imitating and emulating those models, the Brussels college pupils incorporated, almost literally, the emblems of the Imago into the literary and educational context of the Jesuit school system which the festive volume implicitly mirrored and explicitly sought to advertize.  [178:  Ratio studiorum, no. 351: ‘In praelectionibus veteres solum auctores, nullo modo recentiores explicentur’.]  [179:  Their poems were anthologized in handbooks specifically addressed to Poesis and Rhetorica pupils, such as Laurentius Le Brun’s Eloquentia poëtica, sive praecepta poëtica exemplis poëticis illustrata, vol. II. Paris, 1655. Cf. Sacré, Sidronius Hosschius, p. 137, no. 50.]  [180:  This is e.g. the case with the emblematic series on poverty and wealth created by the Rhetorica pupils in 1645. Cf. Porteman, ‘The Use of the Visual in Classical Jesuit Teaching and Education’, pp. 188-189. For other examples, see Porteman, Emblematic Exhibitions, pp. 102-103, 134-135, 144-145. Apart from the subscriptiones of the Imago, other poems by Hosschius were also taken as starting-points for the emblematic exercises of the pupils of the Brussels Jesuit college. Cf. Sacré, Sidronius Hosschius, p. 160, nr 75.] 


Missionary work and martyrdom
Emblematic exercises were part and parcel of a literary training which, for all its creative playfulness, eventually served a serious and lofty goal – the perfection of the eloquentia sacra required of Jesuits in their capacity of teachers, catechizers, and preachers active in the various towns where the order had settled down or in the countryside, which according to the Jesuit superiors remained an area in dire need of the order’s missionary fervor and zeal. For although the Ratio studiorum prudently cautioned against aggressive proselytizing among pupils,[footnoteRef:181] it cannot be denied that Jesuit colleges were a particularly fertile breeding-ground for future members.[footnoteRef:182] In fact, Jesuits considered it to be their privileged task to help the people who had been placed under their educational and pastoral care to make the right choice of life. Using the image of Mercury at a crossroads,[footnoteRef:183] the authors of the Imago show how Ignatius’ Spiritual Exercises serve as an excellent tool to reflect upon the alternative ways of life: either to follow the easy road of worldly fame and wealth or, by contrast, to take the much smaller and more difficult but in the end more rewarding path of a spiritual life in the service of God.[footnoteRef:184] With endless variations, the advantages of a life led in the bosom of the Society, subtly represented as a safe family lovingly overlooked and protected by its exemplary forefather Ignatius of Loyola,[footnoteRef:185] are weighed against the many dangers and worries involved in an earthly life aimed at accumulating wealth, honor, and pleasure.[footnoteRef:186] Exploiting the much favored technique of the paradoxical encomium, the Jesuit’s choice of a ‘quiet’, unassuming life in obedience to Christ and the Pope is said to engender more glory than a life centered around mundane ambitions: the Jesuit operates as it where in an arena where he takes part in a (spiritual) race competition superintended by God Himself and watched by the saints in heaven. It is, of course, the obedient Jesuit who receives acclaim and is given the first prize.[footnoteRef:187]  [181:  Ratio studiorum, no. 330.]  [182:  Cf. Eddy Put, ‘L’éducation dans les collèges’, in Eddy Put and Maurits Wynants (eds.), Les Jésuites dans les Pays-Bas et la principauté de Liège, 1542-1773. (Archives générales du royaume et archives de l’état dans les provinces. Service éducatif. Dossiers, Série 1, 8). Bruxelles, 1991, pp. 35-48 (esp. p. 44) (with further bibliographic references). ]  [183:  Imago, p. 459. In emblematic literature, this image was less frequently used than the more common picture of Hercules in bivio. Cf. B.C. Bowen, ‘Mercury at the Crossroads in Renaissance Emblems’, in: Journal of the Warburg and Courtauld Institutes, 48 (1985), pp. 222-229. Emblem, p. 459 was commented upon by Jacob Masen, one of the most influential Jesuit emblem theorists; cf. G. Richard Dimler, ‘Jakob Masen’s Critique’, esp. pp. 283-284).]  [184:  See also Imago, p. 470 about the education of youth (Institutio puerorum); its goal is defined as showing the vanity of the world and, by doing so, enabling youngsters to lift their soul high above the stars’ (‘altam super astra ferre mentem’). As is well-known, the famous retreats organized by the Jesuits were not only open to members of the order, but also to the secular clergy and even to laymen. Cf. Eddy Put, ‘Un nouveau modèle pastoral’, in Put and Wynants (eds.), Les Jésuites dans les Pays-Bas, pp. 49-60 (esp. p. 56).]  [185:  See esp. Imago, p. 49.]  [186:  E.g. Imago, pp. 175-180 (paupertas), 181-189 (castitas), 195-197 (honores).]  [187:  Imago, p. 191.] 

	Time and again, however, the Imago stresses that the ultimate price cannot be won without toil and pain. This was particularly the case with what the Jesuits considered to be their most important task, a task which they pledged to take upon themselves when vowing obedience to the Pope: to spread all over the world the radiant light of true faith and, in doing so, saving the souls of infidels and heretics alike.[footnoteRef:188] It is especially in undertaking this momentous but arduous task that the Jesuits, Loyola’s faithful troops,[footnoteRef:189] succeeded in turning themselves into veritable soldiers of Christ (milites Christi),[footnoteRef:190] mindful of his apostolic message to ‘go out to the whole world and proclaim the gospel to all creation’[footnoteRef:191] and willing to endure utter contempt, severe suffering, and even violent death in order to achieve that goal. Typically, such a heroic death is described as the very culmination of a Jesuit missionary’s zealous efforts: by dying a glorious death in the service of God, he becomes a powerful symbol of triumph.[footnoteRef:192] Indeed, far from weakening the Jesuit order as a whole, such defeats reinforce its strength. In that respect, the Society of Jesus is said closely to resemble the mythical Phoenix, that ‘unique bird that survives for itself after its decease (and) has this as the reward that it dies. When it has forgone old age with a happy death, it returns from its demise better than it was before.’[footnoteRef:193] [188:  See the contribution by John W. O’Malley to this volume.]  [189:  Cf. e.g. Imago, p. 190 (‘quisquis amat sequi Loiolaea castra’); Imago, p. 326 (‘exemplum ducis Loiolae’).]  [190:  Cf. e.g. Imago, p. 938 (Iesu turma); p. 326 (‘Illius in castris qui signa sequuntur Iesu’). In emblem p. 190, the papal order to do missionary work all over the world is connected to (the name of) Jesus Himself: ‘I satis, ut totum velut orbis obambulet orbem’ (‘“Go!” suffices for him like a globe to traverse the whole earth’) (‘I’ being the imperative of the verb ire as well as the first letter of Iesus). See the commentary by Michael Putnam to this emblem. ]  [191:  Vulg. Mark 16:15: ‘Et dixit eis: Euntes in mundum universum, praedicate evangelium omni creaturae’ (transl. from The New Jerusalem Bible).]  [192:  As is explained in emblem, p. 726, where Jesuit martyrs are compared with their early Christian predecessors who fell victim to Nero’s cruelty. ]  [193:  Imago, p. 580; cf. Imago, p. 50: ‘... damnis crescere visa suis’.] 

	Unsurprisingly, the missionary theme is predominantly present in the Imago primi saeculi. As the festive volume was composed and published by members of the provincia Flandro-Belgica, due attention is paid to the Dutch Mission (Missio Hollandica), as well as to the pastoral care rendered by numerous members of the province in the army (Missio castrensis), the fleet (Missio navalis), and as part of the care of the sick, notably of plague victims (Missio ad peste infectos).[footnoteRef:194] However, many more emblems are devoted to the missionary activities carried out by the Jesuits on a truly global scale: time and again, the Imago eulogizes its members who walk the earth and travel across the seas in all directions in order to bring faith to even the most remote corners of the world. As is to be expected, special mention is made of the missionary successes achieved in Central- and South-America, India, and the Far East, including China and Japan.[footnoteRef:195]  [194:  Cf. Put and Wynants, Les Jésuites dans les Pays-Bas, pp. 55-56, 87-99 and Gian Ackermans, ‘Propagandisten in de Missio Hollandica’, in : Trajecta. Tijdschrift voor de geschiedenis van het katholiek leven in de Nederlanden, 6.3(1997), 233-262.]  [195:  On the global dimension of the Jesuits’ missionary vision and practice, see now Luke Clossey, Salvation and Globalization in the Early Jesuit Missions. Cambridge, 2008, esp. pp. 68-89.] 

The missionary work of the Jesuits[footnoteRef:196] is alternatively described as a kind of hunting for souls, as a kind of sea voyage in search for spiritual riches rather than for gold and other treasures and, even more frequently, as a series of combats or rather a persistent warfare, larger in scale than the military campaigns undertaken by Alexander the Great or the ancient Romans; it is a warfare not aimed at conquering territory and gaining worldly power, but rather at winning souls.[footnoteRef:197] What those similes have in common, is, of course, their outspokenly antagonistic, almost aggressive undertone which clearly marks the status of the parties involved and the nature of the encounter that takes place between them: the infidels have to surrender to the Jesuit missionaries who seek to overpower them. As we know, this had to be achieved by means of persuasive words and the Jesuits’ exemplary behavior. In actual practice, however, those means often proved to be insufficient for a successful conversion. Consequently, some forms of physical coercion came to be used and condoned. Before the Jesuits created and developed the so-called reductions in South-America, they worked in close affinity with the colonizing powers, which lent them protection and sometimes even actively contributed to the conversion of the indigenous population by simply being present and forcing the infidels to be exposed to the missionary’s message.[footnoteRef:198] [196:  Tellingly, the endeavors and achievements of other religious orders such as the Dominicans and the Franciscans are passed over without any comment.]  [197:  Imago, p. 942 showing the picture of a bird-catcher; Imago, p. 326: ‘Ille tamen victor Regnorum, ad flumina Gangis / Constitit’ [Nevertheless though victorious over Kingdoms he came to a halt at the streams of the Ganges]; Imago, p. 318: ‘Ultra victrices aquilas Loiola Quiritum / Inclyta supremi Numinis arma tulit.’ [Beyond the conquering eagles of the Quirites Loiola has carried the famous arms of the highest Godhead].]  [198:  Cf. Don Paul Abbott, Rhetoric in the New World. Rhetorical Theory and Practice in Colonial Spanish America (Studies in Rhetoric/Communication). Columbia, 1996, pp. 69-71.] 

	As time went by, the uncomfortable awareness grew that the conversion of the world was not so easy and swift as one had hoped for and that there were many places, especially in Central- and South-America, where the missionary strategies originally devised for that purpose – the skilful deployment of an eloquentia sacra deeply steeped in the classical Greek and Latin rhetorical tradition – were inappropriate to reach the missionary goal.[footnoteRef:199] The difficulties were usually attributed to the inferiority of the indigenous people one sought to converse. Not infrequently, they proved to lack the capacity to appreciate the sophisticated persuasion used by the missionaries. Although the Jesuits emphatically distanced themselves from the persistent view that Indians were exotic creatures (almost) entirely devote of humanity,[footnoteRef:200] they nonetheless came to realize that some indigenous people in the New World were simply too barbaric, too uncivilized to be affected by the traditional modes of sacred oratory and, consequently, needed to be dealt with in a different way. Alternative approaches were suggested and applied by, among others, the influential Jesuit missionary and author José de Acosta, based on the insight that many natives were like children, both intellectually and morally. As children, they needed to be educated and civilized – not unlike children in the old world.[footnoteRef:201]  [199:  Doing missionary work in highly civilized countries such as China and Japan posed quite different problems which stimulated Jesuit missionaries to adopt radically new strategies of conversion which provoked serious controversy in the Catholic world (see the contribution by John W. O’Malley to this volume). Those strategies are not touched upon in the emblematic poems of the Imago. ]  [200:  This view can be traced back to the writings of such influential authors as Amerigo Vespucci and Juan Gines de Sepúlveda. See e.g. Anthony Grafton, with April Shelford and Nancy Siraisi, New Worlds, Ancient Texts. The Power of Tradition and the Shock of Discovery. Cambridge, Mass. - London, 1992, pp. 81-85 and 136-138; Wolfgang Neuber, ‘The “Red Indian”’s Body: The Physiognomy of the Indigenous American Between Exoticism and Learned Culture in the Early Modern Period’, in Karl Enenkel, Betsy de Jong-Crane and Peter Liebregts (eds.), Modelling the Individual. Biography and Portrait in the Renaissance. With a Critical Edition of Petrarch’s Letter to Posterity. Amsterdam,  Atlanta, GA, 1998, pp. 93-108 (esp. pp. 99-102).]  [201:  See e.g. F. Del Pino-Diaz, ‘La Renaissance et le Nouveau Monde: José d’Acosta, jésuite anthropologue (1540-1600)’, in : L’homme. Revue française d’anthropologie. La découverte de l’Amérique, 32 (1992), pp. 309-326.] 

This view seems to resonate in the Imago primi saeculi, where more or less the same imagery is used to illustrate the education of European boys and the civilization of indigenous people in distant continents. Thus, both the training of school boys and the education of barbarians are compared with the work of a sculptor who carves a raw piece of marble or a wood block into a statue.[footnoteRef:202] Even more strikingly, the task of a Jesuit preacher active among barbarians is likened to a mother bear’s licking her cubs into shape – a potent image of loving, though by no means soft and indulgent, care often used in emblems about childhood education.[footnoteRef:203] In combination with the arresting picture of Francis Xavier who dreams about carrying a Moor on his shoulders,[footnoteRef:204] the motif countervails, at least to a certain extent, the more aggressive language deployed in most of the other emblems of the Imago to define the relationship between missionary and heathen. In emblem p. 718, both languages are combined with one another in the moving portrayal of Ignatius as a teacher and preacher of divine love: with his persuasive words Ignatius sets the hearts of his listeners on fire. In so doing, he conquers his audience, which, however, triumphs in the very act of being conquered. As a result, ‘love has won and – what is astonishing – conqueror and conquered gain a triumph’.[footnoteRef:205] It should be added that this highly rhetorical, yet at the same time spiritually very meaningful paradox is not explicitly or exclusively applied to the missionary work carried out among barbarian infidels. [202:  Imago, p. 467 (Institutio barbarorum) and Imago, p. 466 (Institutio iuventutis).]  [203:  Imago, p. 465. For the use of the iconographic motif of the mother-bear in ‘childhood-education emblems’, see Dimler, ‘The Imago primi saeculi’, p. 442 and esp. Ayers Bagley, ‘Childhood Education in Emblem Books of the Sixteenth and Seventeenth Centuries’, in: Emblematica, 7 (1993), pp. 321-344.]  [204:  Imago, p. 720. The image is discussed at length in Werner Waterschoot, ‘Een moor in Indië’, pp. 163-179.]  [205:  Imago, p. 718: ‘Vicit Amor! Victor (mirum) victique triumphant’. The image of divine love burning itself into man’s heart, so crucial to Jesuit spirituality, pervades the emblematic part of the Imago primi saeculi. On the way the profane love discourse resonates in both the Imago and its Dutch counterpart, see Van Vaeck, ‘Encoding the Emblematic Tradition of Love’,  pp. 49-72.] 

	In an intriguing emblem on the martyrdom of Japanese converts, the traditional hierarchy between European preacher and foreign heathen on which the missionary language of spiritual combat and conquest is predicated seems to be turned around. Indeed, the Japanese proselytes are depicted as men whose exceptional physical and mental strength enabled them successfully to endure the pyres to which they were condemned. In so doing, they set a truly memorable example of martyrdom to be worshipped in the old continent – and to be followed by European Jesuits.[footnoteRef:206] This (admittedly largely implicit) exhortation is perfectly in line with the persistent efforts made by Jesuit superiors to kindle the missionary motivation of their members.[footnoteRef:207] At the same time it corresponds very well with the general purport of the Imago as a panegyrical volume, which explicitly aimed to excite contemporary Jesuits to follow the lead of their famous forebears and emulate their zest and zeal.[footnoteRef:208] Indirectly, the emblem also points to the heavy work that remained to be done in the next century – an issue explicitly raised in the openly incentive, almost inflammatory emblem p. 564. For despite the apparent success of the Jesuit order, notably in preaching and converting people, the ultimate goal of spreading the true faith all over the world had not yet been reached in actual practice; if anywhere, the dream had materialized in the hypertrophic poetical imagination of the authors of the second, most self-congratulatory book of the entire volume.[footnoteRef:209]  [206:  Imago, p. 579: ‘Quod colat, Europae barbara terra dabit.’ It can be safely inferred from the poem that the praise is not bestowed on European Jesuits who died while doing missionary work in Japan (the most famous one being Carolus Spinola who died at the stake in Nagasaki on June 9, 1622) but rather on Japanese (Jesuit) martyrs. On the rhetorical exploitation of Japanese Christian martyrs as role models by Jesuit authors, see Verberckmoes, ‘Immer kloekmoedig. Emoties van zeventiende-eeuwse Japanse christelijke martelaars’, pp. 615-632.]  [207:  Cf. Clossey, Salvation and Globalization, pp. 114-135.]  [208:  Cf. Imago, Dissertationes prolegomenae, pp. 2-3, where the Imago primi saeculi is explicitly presented as an image, similar in function to the famous ancestral images of the ancient Romans, seeking to elicit imitation and emulation among readers/viewers. This aspect of the idea of ‘image’ has not received sufficient attention in Jean-Marc Chatelain’s brief interpretation of the Imago; cf. his Livres d’emblèmes et de devises. Une anthologie (1531-1735). (Corpus iconographique de l’histoire du livre). Paris, 1993, pp. 118-119, nr 51.]  [209:  See e.g. Imago, pp. 318 and 320 which jubilantly describe the whole world adoring God. ] 

	The boastful tone of the second book is somewhat tempered in the fourth one, devoted to the difficulties faced by the Jesuit order in the course of its existence. Apart from the many dangers involved in doing missionary work in exotic countries and the stubborn resistance made by heretics living in Europe,[footnoteRef:210] most attention is paid to the persistent obstruction of formidable enemies in the Catholic community itself. The emblems do not offer any polemical or apologetic treatment of those specific aspects of Jesuit teaching and conduct with which their opponents took issue.[footnoteRef:211] Emblem p. 566 merely stresses that the Jesuits’ doctrine is truthful, their line of conduct right[footnoteRef:212] – a sweeping statement which has the rhetorical effect of dismissing the criticism vented by their opponents as mere lies. In some other poems, the Jesuits’ adversaries are plainly described as envious backbiters and slanderers, who begrudge the Society its rightful success and seek to blacken its good name and fame.[footnoteRef:213] According to the emblem poets, they have fallen prey to consuming passions: envy, wrath, and even sheer fury have blinded their minds and have led them to adopt a most despicable course of action.[footnoteRef:214] Using a line of reasoning typical of the early modern discourse on the vices of the tongue, the poets of the Imago adamantly insist on the fact that their enemies are doomed to fail. For one thing, their aggression is self-destructive: the arrows they shoot in vain at the sun (symbolizing Christ and, by allegorical extension, the Society of Jesus itself) will fall back and hit the archers themselves.[footnoteRef:215] Going one step further, the poets even venture to speculate about the final ‘conversion’ of their enemies: in the end, it is said, the Jesuits will perhaps succeed in capturing them with the sweetness of their innocent sound. A self-confident affirmation of the Jesuit belief in the persuasive power of their own exemplary words and deeds – words and deeds tuned and melodized by God Himself.[footnoteRef:216]  [210:  Imago, p. 51. It is only in emblem, pp. 47-48 that the heretics are situated more precisely, namely in Germany and Switzerland. It is interesting to note that the emblems of the Imago do not contain any overt or hidden reference to Jews or Muslims at all. ]  [211:  They are summarized by John W. O’Malley in his contribution to this volume. The importance attached to frequent confession and communion is stressed in an utterly non-polemical way in emblems, pp. 462 (Exomologesis) and 463 (Communio generalis). The combined working of human effort and divine grace is touched upon rather casually in emblem, p. 321 dealing with the conversion of heathen. The Jesuits’ renunciation of personal honor and wealth is lavishly but non-apologetically treated in the first book of the Imago as part of the emblematic illustration of the several vows to be taken by those entering the Jesuit order. ]  [212:  ‘Nomine qui Iesu gaudet rectissimus Ordo, / Recta docet, rectis congrua et ipse facit’ [That most straightforward of Orders that rejoices with the name of JESUS teaches what is upright and its own accomplishment fits with what is upright].]  [213:  The almost obsessive focus on the subject of envy (livor, invidia) shows itself already in the first, preliminary part of the Imago, notably in emblem, p. 51 offering a prediction of the following century of the Jesuit order. The theme is reiterated in nearly endless variation in Imago, pp. 565-67 and 572-76.]  [214:  See e.g. Imago, p. 565 (livida turba, dira insania, insanis conatibus, vesanos furores) and Imago, p. 567 comparing the enemy to a serpent with tridentate tongue: ‘Ipse tumes odio plus, quam tumet ille veneno, / Inque tuis maior dentibus ira fremit.’ [You yourself swell with hatred more than it swells with poison, and a greater anger roars in your teeth].]  [215:  Imago, p. 565. A similar idea is expressed with slightly different pictorial motifs by Antonius a Burgundia, an emblem poet who was closely affiliated to the Jesuits of the provincia Flandro-Belgica, in his Linguae vitia et remedia, issued at Antwerp in 1631. See Van Houdt, Antonius a Burgundia. Linguae vitia et remedia,  pp. 145 and 147. For more direct pictorial antecedents in the profane emblem tradition, see Dimler, ‘The Imago primi saeculi’, p. 443.]  [216:  Cf. Imago, p. 570 featuring a shepherd (God) playing a bagpipe (the Society of Jesus). The final verses read: ‘Fallor? an ipse etiam, male qui prius oderat, hostis / Ducitur innocui captus amore soni?’ (‘Am I misled? Is even the enemy himself who earlier hated in his wickedness led along, captured by the love of the innocent sound?’).] 




Dated at the end of 1640: a newThe Dutch Vversion of the Imago in Dutch
Next to the Imago volume Tthe Antwerp Jesuits Fathers were workeding hard to get out a the seriously considerably abridged Dutch version still in for the jubilee year 1640: the Af-beeldinghe van d’eerste eeuwe der societeyt Iesu [Representation of the First Centenary of the Society of Jesus].[footnoteRef:217] Thate Dutch volume was published in the smaller 4°-format (though it still covereding over 700 pages)’: Balthasar I Moretus printed no less than 1525 copies (thus augmenting the print run of the Imago with one by a third) and calculated the selling price at 9 florins, (which was half the considerable price that was charged for the original Latinan Imago-copy).[footnoteRef:218]  [217:  Peter M. Daly and G. Richard Dimler (eds), The Jesuit Series. Part One (A-D). (Corpus Librorum Emblematum). Montreal & Kingston-London-Buffalo: McGill-Queen’s University Press, 1997, pp. 58-59. On the Dutch Afbeeldinghe 1640, see a.o. Edward Rombauts, Leven en werken van pater Adrianus Poirters s.j. (1605-1674): bijdrage tot de studie der didactisch-moraliseerende letterkunde in de XVIIe eeuw in Zuid-Nederland. Ledeberg and Ghent: Erasmus [1930], pp. 66-68 and 241-242, Jozef Salsmans, ‘Poirters’ gedichten in de “Afbeeldinghe van d’eerste eeuwe…”’, in: Verslagen en Mededelingen van de Koninklijke Vlaamsche Academie voor Taal- en Letterkunde (1940), pp. 37-51,  Waterschoot, ‘Emblemataliteratuur uit de Officina Plantiniana’, p. 465, Waterschoot, ‘Een moor in Indië’, Salviucci Insolera, L’Imago primi saeculi, 102-105, Van Vaeck, ‘Encoding the Emblematic Tradition of Love’ and Nienke Tjoelker, ‘Jesuit Image Rhetoric in Latin and the Vernacular: The Latin and Dutch Emblems of the Imago Primi Saeculi’, in: Trine Arlund Hass and Johann Ramminger (eds), Latin and the Vernaculars in Early Modern Europe. (Renaessanceforum, 6), 2010, pp. 97-118 (www.renaessanceforum.dk).]  [218:  Waterschoot, ‘Emblemataliteratuur uit de Officina Plantiniana’, p. 465.] 

	The new publication was again a joint collaborative enterprise. initiated by the provincial, Father Joannes de Tollenaere. Father Laurentius Uwens (1589-1641) took care of the prose texts; Father Adriaen Poirters (1605-1674), a former student of Hosschius and an upcoming promising, occasional poet, was responsible for the Dutch verses in the emblems. Together with Balthasar I Moretus, both Fathers had to have must have worked under great pressure of time as it was the intention to have the publication ready  by the end of 1640.: the approbation dates from It was officially approved for publication on 17 December 1640. Though the year 1640 appeared on the title-engraving, the volume publication turned up appeared in Moretus’ list of publications only in 1641 and, as is clear – as it can be derived from Moretus’ Journal, – only began started to be sold by the Officina Plantiniana at the end of February 1641.[footnoteRef:219]  [219:  Carl Van de Velde, ‘Af-beeldinghe van d’eerste eevwe der Societeyt Iesv […]’, in: Imhof, De boekillustratie ten tijde van de Moretussen, p. 152, no. 52. Van de Velde refers to Museum Plantin-Moretus Arch. M 321, fol. 109 and Arch. M 249, fol. 20v.-22.] 

          Still iIn December, 1640, the Antwerp Domus professa invested 1000 florins for the copies of the volume ‘exemplaires qu’ils prendront du liure ‘en flamand’ (paid for by the bBollandist, Godefridus Henschenius). Still more copies came got into the possession of the Order thanks to the bequests legacies that were made by of Henrica Plantin (Plantin’s fifth daughter, who died on 29 November 1640) to her Jesuit son, Theodorus Moretus, (300 florins) and her Jesuit grandson Cornelis Moretus (200 florins) in order to acquire more copies of the Af-beeldinghe.; son and grandson had both joined the Jesuit Order.[footnoteRef:220] By these acquisitions Thus were the production costs of the Af-beeldinghe (13,725 florins) had already been fully covered.[footnoteRef:221] [220:  Van de Velde, ‘Af-beeldinghe van d’eerste eevwe der Societeyt Iesv’, p. 152 with reference to Museum Plantin-Moretus Arch. M 248, fol. 174v. On Henrica Plantin, see Leon Voet, The Golden Compasses. A History and Evaluation of the Printing and Publishing Activities of the Officina Plantiniana at Antwerp in two volumes. Amsterdam: Vangendt & co, 1969-1972, vol. 1, pp. 138, 142, 144, 162 and 188-190. On Theodorus Moretus see also: H. Bosmans, ‘Theodore Moretus de la Compagnie de Jésus, mathématicien (1602-1667), d’après sa correspondance et ses manuscripts’, in: De Gulden Passer, 6 (1928), pp. 57-162. ]  [221:  Tjoelker, ‘Jesuit Image Rhetoric’, p. 98 and Salviucci Insolera, L’Imago primi saeculi, p. 103.] 

A new version with a specific public in mind
Despite the great pressure of time, the initiative for making publishing a Dutch edition was taken most seriously very serious. and should not be minimized: it The volume was published with a very specific public in mind, the ‘ongestudeerde ghemeynte’ (i.e. the public not acquainted with the Latin verse forms),[footnoteRef:222] and it fitted in with a quite consciously established and keen publishing strategy of the Society.: Ffrom 1600 onwards the Jesuits order made their editions publications available not only in Latin but also in thoroughly adapted versions in one or more of the vernacular languages. They made sure these versionswhich completely fitted in with the conformed to the standards of the dominating prevailing in the literary system in the vernacular and in its leading authors. By no means was the publication of the Af-beeldinghe a cheap commercial and mercantile trick to recuperate the high costs  offor the production of the superbly executed visual material. [222:  [Daniel Papebrochius], ‘Korte aenwysinge van het leven en wercken des auteurs’, in: Adrianus Poirters, Heyligh Hof vanden Keyser Theodosius […]. Antwerp: Ignatius Leyssens, 1709, fol.+2r-+6r, esp. fol. +3v.] 

	In many respects, Tthe Dutch edition was thoughtfully devised. Due to the smaller format, a newly conceived title-engraving was designed by Abraham van Diepenbeeck (1596-1675) and engraved by Michael Natalis (1610-1668).[footnoteRef:223] The general and less complicated compositio differs from the impressive frontispiece in the Imago, that had rightly been  correctly interpreted in architectural terms by Marc Fumaroli as ‘un autel en forme d’arc de triomphe, […] à la fois façade et fond de nef’ and surrounded by ‘six chapelles’.[footnoteRef:224] As has been indicated by Van de Velde observed,[footnoteRef:225] the new frontispiece for the 4°-edition, comes close to approximates the general compositio in Rubens’s older frontispiece designs and stresses (just like as in the Imago) the Society’s relationship to God, the concepts of its relationship to time and eternity, the qualities of to orthodox doctrine, and  its devotion to martyrsdom hip and purity, so dear to the Societas, as well as and the Order’s vow to refrain from clerical or worldly dignities. As such tThe new frontispiece thus conveys underlines the same message as the one in the Imago.: tThe history of the Order’s first centenary, therefore,  is to be taken viewed from a godly perspective: both its past and future acchievements have to be seen as the work of God (‘de verdiensten van siinen H. Naem’ [the realizations of Gods Holy Name], Af-beeldinghe, fol [*2]v). 	Comment by University Information Services: Changes in this sentence OK? [223:  On Van Diepenbeeck and Natalis, see a.o. Ann Diels, The Shadow of Rubens. Print Publishing in 17th-century Antwerp. London/Turnhout: Harvey Miller/Brepols, 2009, pp. 167-171 (on Van Diepenbeeck) and pp. 184-185 (on Natalis). ]  [224:  Marc Fumaroli, ‘Baroque et classicisme: L’Imago Primi Saeculi Societatis Jesu (1640) et ses adversaires’, in : Alphonse Vermeylen (ed.), Questionnement du Baroque. Louvain-la-Neuve: Collège Erasme – Bruxelles : Nauwelaerts, 1986, pp. 75-111, esp. p. 83.]  [225:  Van de Velde, ‘Af-beeldinghe van d’eerste eevwe der Societeyt Iesv’, p. 152.] 

          However, the new frontispiece does no longer features the six medallions (Fumaroli: ‘les six chapelles’), that referrededing to the six books that structured the volume. Also new is the prominent reference to the Jesuits’ vow to obey the pope “regarding missions.” of obedience to the Pope, as well as  Newly present also is the personification of Eenvy; as it is prased quite a vice aggressively singled out in the preface to the reader, 
de slecht-bedachte af-gunstigheyt van soo groote menigte der vijanden, diese ouer al overwonnen heeft, en noch daeghelijcks onder de voeten brengt. Wat doet dese doch anders, als haeren tandt op ons wel-vaeren breken? (Af-beeldinghe, fol. [*4]v).
[the ill-thought-off jealousy of that many enemies, who have been conquered completely by it and who therefore are still daily being tread under foot. What can envy do else but grinding and breaking its teeth when looking at our it contemplates our wellbeingfare].	Comment by University Information Services: “our” correct???
	Apart from the frontispiece, the textual parts itself (whether prose or poetry lyrics) wasere also reconceived thought over anew. The lengthy prose texts for the dissertationes in the Imago were reduced by half in the Dutch version. ; aAll the exercitationes oratoriae (about 200 pages in the Imago) were omitted left out, and so  as were the Latin poems by Wallius and Hosschius (about 100 pages). The Dutch subscriptiones of the emblems, however,  on the contrary were now longer  getting more space: tThe Latin, Greek or Hebrew epigrams in the Imago were replaced by 40-line poems in the Af-beeldingh,e which were now being spread over two pages. As a result, the Dutch epigrams did were not offer a translation of the Latin texts, but, rather, an interpretationed of the emblematic images in a new, quite often very idiosyncratic and even more self-conscious and highly combative way. 
A versatile reading and adaptation of the Latin emblems
Though Poirters’ mottoes and epigrams in the Af-beeldinghe have never been studied at length and in full depth, it is quite clear that his versification met with the order’s own standards, as well as with the specific expectations of the ‘ongestudeerde ghemeynte’. Poirters’ highly versatile reading of the emblematic images and his inclusion knowledge of the emblematic tradition led him to create less learned texts (mythology e.g. is far less prominent). But the texts which, however, were still full of wit, humour and moral instruction, didacticism, which resulted in thus establishing a felicitous Dutch variant of the pia hilaritas.[footnoteRef:226] Stylistically, they competed with the literary standards set out by such leading Dutch poets as Daniel Heinsius (1580-1655) and Jacob Cats (1577-1660). Or, as Father Daniel Papebrochius (1628-1714) remarked about Poirters’ Dutch verses: ‘hoc quidem adeo eleganti, ut Latino nusquam cedere videatur’ [these are so elegantly composed that they are nowhere surpassed by the Latin ones].[footnoteRef:227]	Comment by University Information Services: Correct?  “inclusion” does not make sense hter in English. [226:  Karel Porteman, ‘De jezuïeten in de Nederlandse letterkunde van de zeventiende eeuw’, in: De zeventiende eeuw. Cultuur in de Nederlanden in interdisciplinair perspectief, 14 (1998), 1, pp. 3-13,  esp. pp. 9-10.]  [227:  François Henri Mertens and Joseph-Ernest Buschmann (eds), Daniël Papebrochius, Annales antverpienses ab urbe condita ad annum MDCC. Antwerpen: Buschmann; 1845-1848. 5 vols. Vol. 4, p. 414.] 

	Inevitably, we can only highlight Poirters’ quite creative use of the emblem tradition with by means of just a few examples.[footnoteRef:228] Focusing on the emblematic representation of love, we will show how Poirters recreated the refashioned the profane emblem tradition and its specific textual and visual discourse anew and managed to integrate it within the larger Jesuit project.  [228:  They are taken from Van Vaeck, ‘Encoding the Emblematic Tradition of Love’, esp. pp. 53-69.] 

	At first sight iIt is very tempting to assume that the Latin and Dutch versions volumes simply just conform to the well-known and convincing strategy of substitution: profane love being transposed into divine love. The technique became wide-spread after Vaenius had turned his profane love emblems, the Amorum emblemata, into a ‘similar collection on spiritual love’, the Amoris divini emblemata (1615).[footnoteRef:229] In the same way did the Counter- Reformation during the first decades decennia of the seventeenth century gaive rise to quite a number of religious songbooks that were intentionally created set up to counter the large production of worldly songbooks.[footnoteRef:230] As such i	Comment by University Information Services: Good English style uses very very sparingly [229:  Porteman, Otto Vaenius, Amorum Emblemata, p. 3.]  [230:  See a.o. August Keersmaekers, ‘Een onbekend contrareformatorisch liedboek Trivmphvs Iesv oft goddeliicke lof-sanghen’, in: Ons geestelijk erf, 63-64 (1989-1990), pp. 385-416, id., ‘“Triumphus Cupidinis” und “Triumphus Jesu”: die gegenreformatorische Verarbeitung eines Barockthemas’, in: C. Garber (ed.), Europäische Barock-Rezeption. Wiesbaden: Harassowitz, pp. 1057-1069, Marc van Vaeck, ‘Zingen tegen de wereld. Anoniem (religieuze uit het Lierse tertiarissenklooster Sion) (actief rond 1633)’, in Riet Schenkeveld-van der Dussen, Karel Porteman, Piet Couttenier and Lia van Gemert (eds), Met en zonder lauwerkrans. Schrijvende vrouwen uit de voregmoderne tijd 1550-1850: van Anna Bijns tot Elise van Calcar. Amsterdam: Amsterdam University Press, 1997, pp. 175-180, Porteman, ‘De jezuïeten in de Nederlandse letterkunde’, pp. 7-8 and Feike Dietz, ‘De veelzijdige eenheid in Triumphus Cupidinus (1628)’, in: Tijdschrift voor Nederlandse Taal- en Letterkunde, 125 (2009), 3, pp. 232-251.] 

          Tt does not comes as no a surprise, therefore, that in the Af-beeldinghe there are some overt allusions to the great success of the profane love songs and similarly attuned emblem books. In the prose text dealing with the Jesuits’s vow of chastity, ‘amoureuse boecken’ [amorous books] are seen as ‘verweckselen der wellustigheyt’ [arousing lust] (p. 76). And for this reason, so we can read in the prose texts from of book 6,that some Jesuit authors had provided youngsters with catechetical songs intended to that could ban drive the foul songs from the shops and the streets (‘soo wierden eensweeghs onder de meyssens ende ionghe-dochters in winckels ende op straete de vuyle liedekens uytghebannen, ende in plaetse van die, gheestelijcke, diemen inden Catechismus hoorde, inghebraght’) (p. 559).	Comment by University Information Services: OK?
	However, tThere is more at stake in the Imago, however, than just a mere application of the technique of appropriation and, ‒ subsequently, ‒ substitution, of turning profane love motifs into images of sacred love, or of simply replacingannihilating the profane discourse just by replacing it with a sacred narrative. On the contrary, some of the emblems in the Imago seem quite consciously to appropriate to activate and to incorporate the actual discourse of profane emblematics quite consciously. And, as we shall see, Poirters’s texts even go even much further in this direction than does the Imago.	
	This is most clearly the case in theose emblems from book 1 (‘Societas nascens’) that are dealing with, or referring to, the Jesuits’s vow of chastity. It is surely no coincidence that the quotationte about amorous books arousing lust is taken from this book. In the pictura on p. 185 in the Imago (Af-beeldinghe, p. 110), a weeping Cupid is placed amidst some peasants. The peasants, the younger as well as the older ones, are destroying Cupid’s arrows and bow in a very industrious and lively busy way, and by doing so, they give visual form to visualize the Latin motto taken from Ovid’s Remedia Amoris (book 2, 139): ‘Otia si tollas, periere Cupidinis arcus’ [if you give up your leisurely quiet life-style, the bow of Cupid will lose its power]. The moral point is didaxis becomes clear: chastity hates idleness (‘Castitas otio inimica’, ‘De suyverheydt is vijandt van de ledigheyt’).
	Poirters’s Dutch verses on pp. 110-111 amplify the Latin texts from the Imago  substantively and bring a quite lengthy and often very humorous imitatio of Daniel Heinsius’s well-known love lyrics in the Theocritian style of Theocritus:[footnoteRef:231] [231:  Barbara Becker-Cantarino (ed.), Daniel Heinsius. Nederduytsche poemata. Faksimiledruck nach der Erstausgabe von 1616. Herausgegeben und eingeleitet. Bern/Frankfurt am Main, 1983, pp. 55*-60*.] 

Sus, lieven Cupido, ’t staet leelijck soo te krijten,
Is’t dat u moeder hoort, sy sal u seker smijten:
	En siet sy datter blijft maer hangen eenen traen,
	Ghewis sy sal u noch doen vroegher slapen gaen.
Ick weet wel wat u schort, ick souwt ten eersten raden,
My dunckt u coopmanschap die hebben sy ontladen:
	Den koker en den boogh, ’tis beyde goeden buyt,
	En waerde ghy niet naeckt, sy schudden u noch uyt.

[Hush, dear Cupid, weeping like that sounds so ugly.
If your mother hears you, she will box your ears. 
And if she notices that there is still one more tear, 
Surely she will send you to bed a bit earlier.
I know what bothers you, I can guess it at once.
I think that they took away your goods.
The quiver and the bow, these are both a good catch. 
And if you were not naked, they would take what you were wearingall of you.]

As such tThe emblem as a whole pays tribute to the Jesuits’ vow of chastity (‘wy zijn al vromer […] [and] trotsen al u maght’ [we are more brave and we withstand your ― Cupid’s ― power]) (p. 111). But at the same time Poirters is aimsing at a broader public of youngsters. They should keep away from the foolish youth (‘de domme ieught’) and the idle layabouts who are loafing around all day (‘de lege danten, Die vanden morgen-stondt tot ’s nachts toe lanter-fanten’) (ib.).
	In the same way, the self-confident praise ofn castitas becomes in the other emblems an symbol  encouragement for preserving not losing one’s virginity and presents itself as a lesson for youngsters,: they who are being addressed repeatedly and most explicitly in the Dutch verses. In the pictura on p. 187 in the Imago (Af-beeldinghe, p. 114), Cupid looks at himself in a mirror, just like as if a new Narcissus (in the Latin text: ‘similis Narcisso’), but his breath deprives causes the mirror of to lose its lustre. 
      Poirters’ text starts begins with a large long digression on the fashion-crazed coquettes of the time and goes on in this way (p. 115):
Sy doen ghelijck dit kindt dat wou een Spiegel houwen,
Om daer sijn witte sneeuw, en root corael t’aenschouwen.
	Het neemt hem in sijn handt, daer sit den krolle-bol,
	En spiegelt wat hy magh, en siet sijn buycksken vol.
Dan siet hy op het root van alle bey sijn wanghen,
‘tSchijnt dat op elcken kant een roosken is gehangen, 
	Dan siet het sijnen mondt, dan siet het op sijn kin,
	En merckt, soo draey hy lacht, daer komt een kloofken in.
Dan siet het sijnen hals, dan sijn’ ivoore tanden,
En dan sijn goudt-geel hayr, en sijn sneeuw-witte handen:
	Dit siet het al te mael, iae stelt noch mondt aen mondt,
	Als of daer in’t gelas een ander knechtjen stondt.
Elaes! Ter wijl hy kust, den asem comt gevlogen,
En siet, den spiegel wordt terstont heel overtogen,
	Den luyster isser af [...].
Och ionckheyt, wat ghy doet, den asem moet ghy schouwen,
Is’t dat ghy dit versuymt, het sal u eeuwigh rouwen [...].
	Sy zijn van een beslagh den spiegel, en u eer,
	En speelt met gheen van bey, ô iongheyt, immermeer.

[They (i.e. these coquettes) behave like this child who wanted to hold a mirror
So that he could can look at his white snow and at his red coral.
He took the mirror in his hands; and there the curly head is sitting
And he is looksing at himself, looksing, looksing, his little belly full.
Then he is looksing at the red colour on both his cheeks.
It seems as if a small rose is dangling at every side. 
Then he is looking looks at his mouth, then his chin
And he notices that, as soon as he laughs, a dimple does appear.
Then he sees his neck, then his ivory teeth
Then his golden and yellow hair and his hands white like snow.
He sees all this, and then, oh yeah, he presses mouth to mouth
As if another boy was standing in the mirror.
Alas, as soon as he kisses, his breath comes near,
And, look, the mirror is being misted over.
Its lustre has gone. (…)
O, you youth, whatever you do, beware of the breath.
If you do not take care, you will repent of  it for ever
The mirror and your honour, they are one of a kind 
And do not trifle with either of these, o you youngsters, never do!]

The tone of Poirters’s didaxis moral lesson in the imagery of this emblem is obviously comes quite near similar   to the ethics that were established to the maiden’s mirror in Jacob Cats’s Maechden-plicht [the Maiden’s Duties] (1618), a maiden’s mirror to which the Imago was so much indebted. 
	The homo bulla [soap-bubble image of a man] depicted in the pictura of emblem 21 in Heinsius’ Ambacht van Cupido [Cupid’ trade] must have inspired the emblem ‘Si tangas, frangas’ on the vulnerability of castitas in the Imago, p. 186 (Af-beeldinghe, pp. 112-113). The opening lines of Poirters’ text address the young maidens directly: ‘Komt maeghden, siet dit kinder-spel, // En hebdy tijdt, besiet het wel [Young maiden, come here, and have a look at this children’s play. And please, if you have time, consider it thoughtfully.] 	Comment by University Information Services: Correct?  Some translation of homo bulla is needed here.
	In Heinsius’s emblem, the soap bubbles are an image of the unsteady kindness affection of the beloved one, but in Poirters’s text they become a metaphor for the fragility of a young maiden’s honour: a soap bubble should not be touched upon: ‘Een bobbel, en der maeghden eer, // Zijn alle bey al euen teer’ [a soap bubble and the honour of a young lady, are as equally vulnerable]. This very idea links Poirters’ text to another love emblem, now one figuring as the opening emblem in Cats’s Maechden-plicht and dealing with that employs the fragility of a grape of vines as a symbol for the vulterability of a young maiden’s vulnerable virginity: a grape that should not be felt upon fondled by a frisky young man.[footnoteRef:232] 	Comment by University Information Services: Is this verb too strong here? “touched” is perhaps better??? [232:  Jacob Cats, Maechden-plicht, ofte ampt der Ionck-vrovvven, in eerbaer liefde, aen-ghewesen door Sinne-beelden. Officivm puellarum, in castis Amoribus, Emblemate expressum. Middelburg: Hans vander Hellen, 1618: ‘Wapen-Schilt alle eerbare maeghden toe-ghe-eyghent’ [coat of arms dedicated to alle honourable young maiden].] 

	The specific discourse of the profane love emblem and, more in particular, its preoccupation of the profane love emblem with the fire of love became in the Imago and the Af-beeldinghe a most prominent vehicle that to expressed the Jesuits’ self-confident spirituality labelled by through a pun on the name of the founding father of the Jesuit order. That is to say, the Jesuits linked Ignatius’ name was indeed quite often linked to the Latin word ignitus (he who is one set on fire) or ignis (fire).
	It even seems as if tThe Af-beeldinghe seems quite consciously to have sharpened this idea. In the emblems themselves the elements of fire and flames become a most dominant pictorial motif, not least in those emblems devoted to Ignatius. A burning candle, its light shining into the dark, becomes a symbol for Ignatius’s early accomplishments (Imago, p. 317; Af-beeldinghe, pp. 192-193). But in those emblems as well, further resonances with to the profane love discourse are inserted into the Dutch texts. In the pictura on p. 726 in the Imago, the Jesuit martyrs killed in Japan are being represented by some festive fireworks. Each of the braziers full of flames symbolizes the Jesuit martyrs who gave their life. The burning fires become an image of triumph and	Comment by University Information Services: Not 231: translate the “alle” in the last full line.
 victory (‘Haec signa triumphi’).[footnoteRef:233] Poirters’s Dutch subscriptio is being introduced by a supplementary further emblematic image based on Cats’ Maechden-plicht, an emblem that completely fits in with the tradition of Cupid’s trade.[footnoteRef:234] Poirters’s own text reads as follows: [233:  On the prominent topic of the joy of the Christian martyrs ‘trumpeting the triumph of a universal Christian religion’, see Verberckmoes, Immer kloekmoedig. Emoties van zeventiende-eeuwse Japanse christelijke martelaars’. ]  [234:  Cats, Maechden-plicht, ofte ampt der Ionck-vrovvven, p. 9.] 

De kuyper gaet in ’t eerst met spaender-vier de duyghen
Versaemen inden reep, en dwinght haer om te buyghen;
	En gaen de saecken wel, soo komt men nae der handt,
	Men steltse op den staeck, en viert voor ‘t vader-landt: [...]
Een die Godts liefde voelt nu seffens in hem branden,
En sich vrywilligh buyght, en sluyt in vaste banden,
	Al komter een tyran die hem in kolen stelt,
	‘t Is teecken dat die brandt blijft meester van het velt.

[At first and by means of a small fire the barrel-maker will fix the 
Wooden staves within the iron hoops and he bends them.
And if all things go well, one can attach at the end 
the small barrel to a stake, as a bonfire for the nation. […]
Someone who feels God’s flames burning inside
And who bends out of free will and lets oneself be fixed in firm ties,
He will always conquer, even if a tyrant would put him amidst a coal fire.]

And tThis idea leads to the concluding lines: ‘Der Martelaeren bloedt maeckt altijdt vruchtbaer landt’ [The blood of martyrs will always render the land fertile] (p. 523).
The omission of twenty-two emblems
In view of all the efforts that were made for the publication of the Af-beeldinghe and of the important place that was given in it  to the Dutch epigrams, it is a bit odd that some 22 engravings from the Imago were left out of in the Dutch edition, an omission that which reduceds the number of emblems from 126 to 104. The omissions occur throughout all over the volume.[footnoteRef:235] Salviucci Insolera dwells extensively upon this matter and interprets it in the light of the problematic political and religious situation between the Northern and the Spanish Netherlands and the tensions around surrounding the activities of the provincia Flandro-Belgica and its mission (Missio Hollandica) in the Calvinist Dutch Republic.[footnoteRef:236] According to Salviucci Insolera, some of the emblems in the Imago might have been too provocative for the Dutch Calvinists., They might, therefore, might have endangered both the precarious situation not only of the Dutch Catholics but also of and the Jesuits in the Missio Hollandica,[footnoteRef:237] and might also  have aroused ignited further polemics.[footnoteRef:238]  [235:  Imago: Prolegomena:  p. 45 (‘Societatis Iesv sigillum’), p. 47 (‘Societatis Iesv Iubileum’), p. 49 (‘Societas Iesv anno saeculari de Parentis sui in se amore sibi gratulatur’), p. 51 (‘Prognosticon sequentis saeculi Societatis Iesv’); Book 1 Societas nascens: p. 192 (‘Obedientia prompta’), p. 193 (‘obedientia velox’); Book 2 Societas crescens: p. 318 (Societas Iesv toto orbe diffusa implet prophetiam Malachiae’); p. 320 (‘Societas Fidem toto orbe divulgat’), p. 324 (‘Societas ad Missiones expedita’); Book 3 Societas agens: p. 458 (‘Exercitiorum spiritualium solitude feruorem auget’), p. 469 (‘Scholae altiorum scientiarum’), p. 480 (‘Fructus conuersationis Sociorum cum proximo’); Book 4 Societas patiens: p. 570 (‘Societas aduersis oppressa virtutem exserit’), p. 573 (‘Societas cum deprimitur, extollitur’), p. 578 (‘Plurimi è Societate Martyres, ad amplificandum Christi Regnum, sanguinem fuderunt’), p. 579 (‘Se pandit amori’); Book 5 Societas honorata: p. 719 (‘Ignatius feruenterorans à terrâ eleuatur’); p. 725 (‘Martyres Societatis Iesv’); Book 6 Societas Flandro-Belgica: p. 937 (‘Belgica Festum S. Ignatij mense Iulio suum vindicat’); p. 939 (‘Fructus Missionis Hollandicae’); p. 944 (‘Missio naualis ardua’); p. 948 (‘Patres nauales lacrymis poenitentiae vectorum animas ad portum salutis nprouent’).]  [236:  Salviucci Insolera, L’Imago primi saeculi, pp. 142-149. See on this topic as well Christiaan Steinbusch and Lora van Looveren, Een vergelijking tussen de Imago en de Af-beeldinghe: tweeëntwintig weggelaten emblemata (Unpublished research paper, KU Leuven, 2006-2007) and Gert Gielis, ‘Aliqua emblemata nimis vulgaria’? The Imago primi saeculi and the Af-beeldinghe van d’eerste eeuwe (1640) in the emblematic tradition (Unpublished research paper. KU Leuven 2006-2007).]  [237:  Salviucci Insolera, L’Imago primi saeculi, p.142 : ‘i gesuiti devono agire in clandestinità e muoversi con grande circonspezione’]  [238:  Salviucci Insolera, L’Imago primi saeculi, p.143: ‘per evitare di suscitare forti polemiche nei Paesi Bassi settentrionali’.] 

	On the basis of this hypothesis, Salviucci Insolera adduces some further reasons reasonsfor the omissionswhy the twenty-two emblems from the Imago were omitted in the Af-beeldinghe. The four deleted emblems in the Prolegomena on the ‘annus saecularis’ might have been considered too laudatory of the Society: ‒ p. 45: on the Order’s seal; p. 47: on the Order’s Jubilee; p. 49: on Loyola’s name embracing the past one hundred years; p. 51: on the dove rerturning with the olive branch to Noah’s ark as a ‘Prognosticon sequentis saeculi Societatis Iesv’ ‒ might have been considered as too laudatory of the Societas.[footnoteRef:239] 	Comment by University Information Services: Please translate [239:  Salviucci Insolera, L’Imago primi saeculi, p.143: ‘argomenti più visibilmente encomiastici nei confronti dell’ ordine’.] 

	According to her, Ttwo of the five emblems on the Jesuits’ vow of obedience in Book 1 were omitted because ‘presumibilmente di timbre troppo marcato’[they presumably put the matter too strongly] (p. 145). The emblem on p. 192 laid stress on the Jesuits’ prompt obedience (just like an Eecho), the next one on obedience even anticipating the command. These emblems would have made too plane plain the Jesuits’ eagerness “ total disponability for the church in order to help to resolve the difficult religious situation”.[footnoteRef:240]  [240:  Salviucci Insolera, L’Imago primi saeculi, p.145: ‘la piena disponibilità dei gesuiti […] per aiutare a risolvere le situazioni religiose’.  ] 

     In Book 2 on the Societas nascens, the dissemination of the Oorder and its apostolate are at stake. Three emblems do not appear in the Af-beeldinghe. The emblem on p. 318 presents the spread of the Society ‘throughout the whole world’ as a fulfillment of the prophecy of Malachyia (the emblem that the Jesuits adversaries would later single out for special  criticismbe criticized for that in 1761 by the Jesuits’ adversaries) and is qualified by Salviucci Insolera as a too strong allegory, and the result of the juvenile enthusiasm of the authors.[footnoteRef:241] She considers Tthe emblems on p. 320 and 324 are considered as ‘simili visioni magniloquenti’ [similarly magniloquent] (p. 146). In the first emblem trumpets are most triumphantly proclaiming the spreading of the faith throughout all over the world. The other emblem with its In the second, its image of lightning-bolts coming and returning, which stood for the Oorder’s fearless readiness to take up missions and be available at once for new tasks, also might have seemed exaggerated been received in a negative way.	Comment by University Information Services: Is this the sense?  Trumpts can hardly spread the faith but they can proclaim it?   Or are the trumptets actually doing the spreading? [241:  Salviucci Insolera, L’Imago primi saeculi, p.146: ‘forte allegorie, frutto dell’ entusiasmo giovanile degli autori’.] 

	Salviucci Insolera also stresses that in book 3, but also elsewherenot only in this one, emblems that depict the Christogram IHS (so unproblematically adopted by the Jesuits for the seal of the Society in the Jesuits’ device) are often left out (e.g. Imago, p. 469, 480). She suggests The suggestion is that the Dutch version wanted to create a more modest tone.: one might have avoided to use tThe IHS monograms, as one no longer wanted to draw drew attention to the identification of the Society Societas’ name with Jesus,; this an  idea indeed was often critised by the heretics from of Northern Europe as an expression of Jejsuits’ pride and idle vainglory.[footnoteRef:242] [242:  Salviucci Insolera, L’Imago primi saeculi, p.147: ‘Risulta assai indicative che per l’edizione fiamminga si sia preferito non riprodurre le incisioni raffiguranti il monogramma IHS […]. Forse si è voluto attenuare l’attenzione verso l’identificazione del nome della Compagnia con Gesù : argomento dell’ imitatio Christi più volte criticato ed inteso come superbia e vanagloria propria dagli esponenti eretici operanti nel nord Europa’.] 

	As to the reasons why the Dutch edition did not include four of the seventeen emblems from Book 4 on the Societas patiens (Imago, p. 570, 573, 578, 579), she Salviucci Insolera remains reticent:says simply that the Flemish authors must have thought it was not opportune to insert these emblems to insert them.[footnoteRef:243] Her argumentation on reason for the omission of two emblems (p. 719, 725) of Book 5 on the Societas honorata is similarly noncommital remains vague as well. She observes, for instance that The pictura on p. 725 on the Jesuit martyrs still seems to deal with the theme of martymartyrdom rship, but only in general terms.[footnoteRef:244] It also remains unclear to her why the four deleted emblems (p. 937, 939, 944, 948) in Book 6 on the Societas Flandro-Belgica were left out. Were the two naval emblems (p. 944, 948) on the dangerous tasks of the seafaring Jesuits Fathers in the shadow of death omitted because those missions were not successful and had caused much pain and suffering to the Societas?[footnoteRef:245] 	Comment by University Information Services: I think that, unless in a particualr case there is some reason for using the Latin form, you should use the English “Society” throughout. [243:  Salviucci Insolera, L’Imago primi saeculi, p.147: ‘gli autori fiamminghi hanno ritenuto opportuno non inserire’.]  [244:  Salviucci Insolera, L’Imago primi saeculi, p.148: ‘indicare sempre il tema del martirio, ma più in generale’.]  [245:  Salviucci Insolera, L’Imago primi saeculi, p.149: ‘queste missioni non finivano con un buon esito, la qual cosa procurava grande sofferenza alla Compagnia’] 

	Salviucci Insolera’s interpretations, however, do are not convincinge. as mMost of the her assumptions in the first place concentrate are based on the picturae as such and do not take into account the specific encoding of the emblematic image in motto and epigram., Nor ddoes she take into account the specific rhetorical discourse of the emblem as a whole. Indeed, the her interpretations of the two naval emblems (p. 944, 948) completely overlook the specific Jesuit spirituality and the characteristics of the Jesuits’ missionary work as these were expressed in the Latin motti and subscriptiones. 
	And what about the, according to her,  juvenile grandiloquence and pomposity in the emblem on p. 320? The emblematical image of the resounding war trumpets in the pictura is being backed by a psalm verse in the motto: ‘Their sound went out into every land’ (transl. M. Putnam; Psalms 18. 5.). The epigram itself opens in a militaristic mode: ‘What sound of weapons rumbles, what roar of trumpets? What din summons the daring to fresh wars?’ (transl. M. Putnam). The trope of the dubitatio is countered by the pointe of the last line: ‘But the wars you sing will be the harbingers of peace’ (transl. M. Putnam). Why should this emblem be considered more pompous than another? 	Comment by University Information Services: You acknowledge your debt to Putman in general terms earlier.  No need to keep acknowledging it.  
	There might have been other reasons at stake as well But there is more. We have already discussed (supra)  described above how that the Jesuit Father Josse Andries had criticized some of the Imago-emblems in view of a French edition. His critique not only concerned not only the Latin verses but also the picturae. As such Andries criticized commented upon the four trumpets in the pictura on p. 320 as too ordinary for an emblematic image: the emblematic argutia had been neglected. He also criticized Tthe other emblem (p. 318) which has been qualified by Salviucci Insolera as too pompous and magniloquent, was also criticized by Andries, but he saw it as now in view of the lacking of verisimilitudo and variatio in the res picta. In particular, Tthe pictura there showing the two sides of the earth-globe corresponds too much closely with the res picta of the Imago-emblem on p. 326. Andries was also displeased  with got annoyed as well at the two-sided view of the earth-globe.: as if Iit seems to suggest that it is not depicting does not refer to the one and same world, whereas the titulus clearly does only refers to one world. 	Comment by University Information Services: As noted earlier, we need an English quivalent for this word.
	Andres is also worried about the Vverisimilitude  in is also at stake in Andries’ comments on the Imago-emblem, p. 192. The idea of  Jesuit prompt obedience is expressed there by the phenomenon of the eEcho, but the motto suggests that an the Eecho anticipates the words that will be spoken,  but that is not the way echoes work. quod non . Might this be the reason why Father Poirters did not want to use go on with this emblem? 
	Of course, Poirters might not have known Andries’s  criticisms. critique on the Imago. The Provincial had received Andries’ notes but only in October 1640 and the supplementary notes were sent only in January 1641. But the Jesuits’ themselves, – De Tollenaere in the first place, – knew that some of the Imago-emblems showed some genological weaknesses and could be improved. Adriaen Poirters, as a former student of Hosschius, must surely  have been aware of them at, too.	Comment by University Information Services: This is not an English word, and I am not sure what you are trying to say.  Related to the genre???  Thus sumothing like “weaknesses according to the best standards of the genre”??????
	As indicated above, the central hypothesis underlying Salviucci Insolera's research on the Af-beeldinghe is that, since it As Poirters’ and Uwens’ version of the Imago was written in Dutch, it had to take into account the sensitivities of the Calvinists in the Northern Netherlands, the precarious situation of the Dutch cCatholics in these areas, and the difficult situation of the Jesuits Fathers operating in the Missio Hollandica Societatis Jesu.[footnoteRef:246] As indicated above, this is the central hypothesis underlying Salviucci Insolera's research on the Af-beeldinghe. However, this hypothesis does not convince.  But Wwould a memorial volume on the occasion of the first Jesuits’ centenary refrain from a festive and self-confident representation of the Society’s identity? Would a book that so plainly deals with God’s (and the Society’s) glorification, take into account the sensitivities of the Calvinistic heretics?  It seems  highly unlikely.  [246:  Salviucci Insolera, L’Imago primi saeculi, pp. 142-143. For a brief overview of the situation of the Dutch Catholics in the Northern Netherlands, the Missio Hollandica and the Missio Hollandica Societatis Jesu and on the tensions between the Missio Hollandica Societatis Jesu and the Catholic secular clergy in the Northern Netherlands, see a.o.: Mathieu G. Spiertz, ‘Pastorale praktijk in de Hollandse zending. Jezuïeten in de Republiek der Zeven Provinciën (1592-1773)’, in: De jezuïeten in de Nederlanden en het prinsbisdom Luik (1542-1773). Brussels, 1991, pp. 87-99 (also published in French: ‘Pratique pastorale  dans la Mission hollandaise. Jésuites dans la Républiques des Sept Provinces (1592-1773), in : Les Jesuites dans les Pays-Bas et la principauté de Liège (1542-1773). Brussels, 1991, pp. 87-99); Willem Frijhoff and Marijke Spies, 1650. Bevochten eendracht. The Hague: Sdu, 1999, pp. 375-392; Gerrit Vanden Bosch, ‘Saving Souls in the Dutch Vineyard : The Missio Hollandica of the Jesuits (1592-1708)’, in: Rob Faesen and Leo Kenis (eds), The Jesuits of the Low Countries: Identity and Impact (1540-1773). Leuven, Paris, Walpole, MA: Peeters, 2012, pp. 139-152. See as well : Marc Wingens, Over de grens. De bedevaart van katholieke nederlanders in de zeventiende en de achttiende eeuw. Nijmegen, Sun, 1994 and L.J. Rogier, Geschiedenis van het katholicisme in Noord-Nederland in de 16e en 17e eeuw. 3 vols. Amsterdam, 1947. On the broader contaxt of the coexistence of the different denominationsin the Dutch Republic: see a.o. Charles H. Parker, Faith on the Margins. Catholics and Catholicism in the Dutch Golden Age. Cambridge, Mass.: Harvard University Press, 2008. On religious identities expressed in word and image in the Dutch Republic, see Els Stronks, Negotiating Diffrences. Word, Image and Religion in the Dutch Republic. Leiden/Boston: Brill, 2011 and Feike Dietz, Literaire levensaders. Internationale uitwisseling van word, beeld en religie in de Republiek. Literary Lifelines. The International Exchange of Word, Image and Religion in the Dutch Republic. Hilversum: Verloren, 2012.] 

	We know, in fact, that on several other occasions the Jesuits operated in a less diplomatic way in the Holland mission, even if this risked to undermininge the position of the Catholics in the Dutch Republic and went against the will of the apostolic vicary there. in the Holland mission.[footnoteRef:247] They openly defended the sacramental value of the Eucharist, ardently promoted the devotion  to of the (Jesuit) saints and the Holy Virgin Mary, and actively propagated pilgrimages to such places as the Marianl sanctuary in Kevelaer, which was  (still oin the territory of the Seven Provinces). In 1655 Poirters himself would had published a pilgrim’s booklet for to Kevelaer, Het Pelgrimken van Kevelaer.[footnoteRef:248]  [247:  See a.o. Wingens, Over de grens.]  [248:  See Rainer Killich, Adriaan Poirters, Het Pelgrimken van Kevelaer. Rekonstruktion historischer Kevelaerer Wallfahrtsgesänge aus dem 17. und 18. Jahrhundert. (Musik in Westfalen, 3). Münster: Lit, 2001. ] 

	Moreover, if one carefully reads Poirters’ verses in the remaining emblems would , it strikes that the tone is still be offensive towards the Calvinists, not in the least in those emblems devoted to the Holland mission. And the Christogram is still prominently present in the new frontispiece for the Dutch edition and in the large engraving that was originally used as the opening emblem in the Latin edition (Imago, fol. [*4]v). Now iIt The latter now functions as a telling final emblem about ssignifying the glorious future of the Society (Af-beeldinghe, p. 702). 
	In view of these arguments, it is not too far-fetched to assume that the enormous pressure of time in the production process might have provoked was the reason for (at least some of) the omissions. Did the poet really have had enough time to provide all the emblems with appropriate Dutch verses?. The omissions are to be found throughout all over the volume, and in at some places some of the emblems were put in a reverse and less logical order than in the Latin edition. In this respect, iIt is quite telling that Daniel Papebrochius, Poirters’ first biographer, mentioned that Poirters ‘binnen korten tyt alleen soo veel wercx afgeleyt heft, als veele verstande te samen in’t latyn hadden van langer hant by een gebrocht’ [in a short time had produced as much work on his own, as many wise men together wrote had written down in Latin in a much longer period of time].[footnoteRef:249] All this seems to points to one predominant overriding  factor: the edition had to be approved by the ecclesiastical censor by on the 17th of December, 1640.  [249:  [Papebrochius], ‘Korte aenwysinge’, fol.+3v. ] 

 
The affixio in the Antwerp Jesuit Church (1640) based on the Imago-emblems
As has been shown previously by John O’Malley, That the Imago was conceived of in the Flemish Belgian province to celebrate the centenary and to preserve a recollection of it is of course well know. Less known, but all the more interesting is that the Imago played an active role in the celebrations organised in Antwerp, the city where the actual initiative for the commemorative volume took place was taken. During the festivities in of the summer of 1640, large paintings designed after the Imago emblems were put on display in the richly decorated and impressive baroque Jesuit church,[footnoteRef:250] which had been was only consecrated  only some twenty years earlier. (1621). [250:  The design of the exterior and interior of the Antwerp Jesuit church has recently been discussed in Piet Lombaerde (ed.), Innovation and Experience in the Early Baroque in the Southern Netherlands: The Case of the Jesuit Church in Antwerp. Turnhout: Brepols, 2008.] 

As O’Malley mentioned above, Iin 1639 Superior General Mutio Vitelleschi wrote all provincials to inform them of about the coming centenary and advised on them about the organization of the celebrations and festivities that were to be planned all over Europe.[footnoteRef:251] The jJesuits of the Flemish-Belgian province themselves reported on celebrations in all the different cities of the province where the Oorder had a house.[footnoteRef:252] In Antwerp, the festivities began started the evening of 26th September, 1639, with a speech on the jubilee year that beseeched the crowd to thank and praise God., and so tThe evening event was concluded with by music and singing.[footnoteRef:253] 	Comment by University Information Services: By whom?  Important I think to give the name. [251:  On the celebrations in the major European cities, see Jacques D’Amiens, Synopsis primi saeculi Societatis Iesu. Proponebat Jacobus Damianus ex eadem Soc. Provinciae Gallo-Belgicae nomine. Tournai: Adrien Quinqué, 1641, pp. 358-360 and Jacques D’amiens and François Lahier (transl.), Tableau racourci de ce qui s’est fait par la Compagnie de Iesus durant son premier an. Tournai : Adrien Quinqué, 1642, pp. 508-511 ; see also Salviucci Insolera, L’Imago primi saeculi, pp. 67-77.]  [252:  Reports are extant from the  Jesuit houses (mostly the schools) established in the following cities: Aalst, Belle, Bergues, Bruges, Brussels, Courtrai, Dunkirk, Ghent, Halle, Ypres, Kassel, Lier, Louvain, Malines and Roermond.]  [253:  The information is taken ‘Ex litteris annuis Domus Professa Societatis Jesu Antverpia anni 1639’. This excerpt is kept in the Jesuit archive of the Flemish-Belgian province (folder 3670) to be found in the Public Records Office of Antwerp (States Archives in Antwerp, abbreviated SAA). For the inventory of the Jesuit Archives of the Provincia Flandro-Belgica and the Antwerp Domus professa, see Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten. ] 

         The festivities continued on the 27th, the day on which in 1540 1540 when the Oorder was had officially been approved. Church bells and trumpets drew crowds of people to the Jesuit church.[footnoteRef:254] During the chanted high mass the Bbishop of Antwerp consecrated the banner of the centenary hanging from the vaulting. An Some outdoor spectacle was also organised.[footnoteRef:255] In the evening  there was people could witness a sound- and- light show with fireworks. From the tower of the Jesuit church Jesus’ name was lit up by the glow of fire, and in front of the church a huge pole was erected that which carried thirty burning pots. and oOn top of it was a nest with a phoenix.[footnoteRef:256] 	Comment by University Information Services: Note 250, last full line: is that “an” correct? [254:  The Jesuit church of Antwerp was built between 1615 and 1621. In 1621 the church was consecrated and dedicated to the Order’s founder, Ignatius of Loyola. After the Order’s suspension in 1773, the church was dedicated to Carolus Borromeus. ]  [255:  SAA, no 3670 ‘Ex litteris annuis Domus Professa Societatis Jesu Antverpia anni 1639’ (Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten, p.440).]  [256:  SAA, no. 3670 ‘Collegium Antverpiense’, 11 (Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten, p.440).] 

       In 1640 the festivities began on took place from  the eve of 31st July, the feast day of the Oorder’s founder Ignatius of Loyola, and lasted  until 7th August.[footnoteRef:257] Besides Mmasses, and sermons, and were held, spectacles with fireworks and music, were organised, and a theatre play was staged– for which the Imago provided the synopsis – was staged.[footnoteRef:258] It was in During that festive week that the Jesuit church was now decorated even more splendidly than in 1639.[footnoteRef:259] Indeed, as one walked through the double doors over which Fame blew a horn, one stepped inside a richly adorned sacred space.  But Oof special interest to us are the side galleries where emblems from the Imago were put on display.  [257:  The festivities are mentioned in general terms in Alfred Poncelet, Histoire de la Compagnie de Jésus dans les anciens Pays-Bas. Établissement de la Compagnie de Jésus en Belgique et ses développements jusqu’à la fin du règne d’Albert et d’Isabelle. 2 vols. Brussels: Lamertin, 1927-1828, vol. 2, pp. 545-546.]  [258:  According to the report of the Antwerp collegio,  the Ludus Saecularis de ortu et progressu Soc. Jesu was welcomed with great applause and was staged four times to meet the public’s demand: SAA, no. 3670 (Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten, p.440), ‘Collegium Antverpiense’, p. [11v°]: ‘Drama etiam summo omnium applausu ac gratulatione quater exhibitum […].’ In Brussels too students of the Brussels College performed a play on the occasion of the centenary: see Karel Porteman, ‘“Van de twee standaarden”. Een Brussels jezuïetenspel uit 1640’, in: Wouter Abrahamse, Anneke C.G. Fleurkens and Marijke Meijer Drees (eds), Kort Tijt-verdrijf. Opstellen over Nederlands toneel aangeboden aan Mieke B. Smits-Veldt. Amsterdam: AD and L, 1996, pp. 141-148.]  [259:  SAA, no. 3670 ‘Collegium Antverpiense’, 11  (Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten, p.440).] 

 	A contemporary report from the Antwerp domus professa (the administrative centre of the province) commenting on the festive events gives a detailed description of the emblem exhibition in the church’s side galleries.[footnoteRef:260] According to the report, pPicturae from the Imago emblems were reproduced in colour on a panels. Each panel was fixed to on the base of a column of the side galleries’ upper storey. In bBetween each panel, that was moreover supported on the left and right side by a little angel, hung a garland of greenery. The accompanying epigrams from the Imago were displayed as well. Rather remarkable is that tThe waxen faces of the fifty four angels supporting the panels on either side, were modelled after the faces of the pupils attending the Jesuit collegio in college of Antwerp in a style resembling that of Rubens’ – who had in fact designed the ceiling paintings for the side galleries.[footnoteRef:261] The likelinesses were  was apparently so great that parents could easily recognize their sons, and the sons could  recognize themselves. [260:  This report, 36 pages long,   is kept as SAA, no. 3670 (Callewier, Inventaris van het archief van de Nederduitse provincie der Jezuïeten, p.440). Concerning the emblem exhibition in the Antwerp Jesuit church it says: ‘Quot columnarum superiorum bases totidem tabulae a Genijs binis singulae sustentatae in quibus picta emblemata ex Imagine primi saeculi Societatis cum Epigraphis quaeque suis inerant mutuata, et bractea frondibusque adornata. Quatuor fuere et quinquaginta illi Genij, quos celeberrimae sacello suo virgines vestierant, laudemque a celeberrimo illo pictore Rubbenio retulerunt; videbant in his suos noverantque parentes filios, et in effigie cerea semet filij tante nempe erat simulacri cum effigie vera similitudo. Ordo vero hic erat. Columnae basim a latere genius, hunc arbusta florida ac frondifera, arbusta genius, rursum basis praefixo emblemate, et alter genius sequebatur.’ (SAA, no. 3670 ‘Jubileum Societatis Iesu Celebratum in Domo Professa Soc[ieta]tis Antverpiae’, 2). The Bollandist Papebrochius also mentioned this in his Annales Antverpienses: ‘Quae emblemata, aeri insculpta, volumen istud [Imago] ornant, eadem per ecclesiae parietes et porticus spectata fuerant vivis coloribus expressa’ (Mertens and Buschmann, Daniël Papebrochius, Annales antverpienses, vol. 4, p. 414).]  [261:  For a discussion of Rubens’ ceiling paintings and their role in the apostolic and propagandistic program of the Antwerp Jesuit church, see Anna Knaap, ‘Meditation, Ministry, and Visual Rhetoric in Peter Paul Rubens’ Program for the Jesuit Church in Antwerp’, in: John W. O’Malley, Gauvin Alexander Bailey, Steven J. Harris and T. Frank Kennedy (eds), The Jesuits II: Cultures, Sciences and the Arts, 1540-1773. Toronto, 2006, pp. 157-181 and id., ‘Seeing in Sequence. Peter Paul Rubens’ Ceiling Cycle at the Jesuit Church in Antwerp’, in: Netherlandish Yearbook for History of Art. Zwolle, 2006. pp. 155-195. (Rubens and the Netherlands, 55).] 

In 1927 Alfred Poncelet mentioned in a small footnote in his well documented monograph on history of  the Jesuits in the Low Countries that the paintings of the exhibition were stored in the attic of the church.[footnoteRef:262] In the 1980’s Rudi Mannaerts discovered four of them reproductions which were set into two large wooden doors placed in the northern suite overlooking the choir. Given that Since the other paintingespaintings, found in lying on the attic, are also set into similar doors, it seems that the Jesuits seemed to have attributed some value to the panels and thus decided to preserve them. Possibly tTwo of these doors were perhaps  once installed in the southern suite.  [262:  Poncelet, Histoire de la Compagnie de Jésus dans les anciens Pays-Bas, Vol. 2, p. 546, note 1. ] 

 In total ten complete paintings and fragments of an eleventh have been preserved., patching up some holes in other reproductions, are conserved. How many paintings were made for the exhibition is not certain. If we keep in mind However, keeping into account the fifty-four angels supporting the panels and a maximum of twenty pillars to be decorated in the side galleries, one could estimate it seems that about eighteen paintings were produced. In that case,  Oof the twenty pillars, either the two pilasters merging into the altarpiece or, less likely, the two pillars at the back of the church were then not used. In this reasoning, eEach emblem, therefore,  was supported by two angels and the accompanying epigram sustained by one angel, which accounts for leading up to a total of fifty-four angels.
Of the ten completely preserved paintings, six deal with the religious vows, regulations, and ministries tasks of the Jesuit order (Imago, pp. 195, 200, 202, 203, 322, 463), one with the jubilee (Imago, p. 49), and three with the Oorder’s adversaries (Imago, pp. 566, 569, 577). 
The practice of emblem exhibitions (affixiones) 
The public display of emblems from the Imago in the church on the occasion of the centenary is clearly anchored in the practice of affixiones. Affixiones or emblematic exhibitions were exercises in rhetoric and a standare practice in Jesuit schools of the period.part of the Jesuit college education.[footnoteRef:263] At fixed times  moments in the academic school year but also at occasional celebrations, pupils created conceived emblems that fitted the theme selected by their teachers.[footnoteRef:264] These eExhibitions of them were attended by clerical and secular dignitaries but also by the parents. – which They  offered the Jesuits an the ideal situation for promoting their schools college education. [263:  For an introduction to the concept of affixio see Porteman, Emblematic exhibitions. Porteman especially discusses the practice of affixiones in the Brussels Jesuit college. See also Ems, Imago Principis, vol. 1. Loach and Saunders looked at emblem exhibitions in the context of French Jesuit colleges: Judi Loach, ‘Jesuit Emblematics and the Opening of the School Year at the Collège louis-le-Grand’, in: Emblematica, 9 (1995), no. 1, pp. 133-176; Alison Saunders, ‘Make the Pupils Do It Themselves: Emblems, Plays and Public Performances in French Jesuit Colleges in the Seventeenth Century’, in: Manning and Van Vaeck, The Jesuits and the Emblem Tradition, pp. 187-206. ]  [264:  The planning of affixiones was often dependent of the local culture and festivities of the city where the college was installed. For instance, in Brussels it was custom to keep affixiones on the feast of the Holy Sacrament of the Miracle (Porteman, Emblematic Exhibitions, pp. 24 and 29). See also: the section on ‘Teaching of Emblematics in Jesuit Colleges. Declamationes - Affixiones in Jesuit Colleges’, in: Manning and Van Vaeck (eds), The Jesuits and the Emblem Tradition, pp. 33-229.] 

 In Antwerp in 1640 the Jesuits aimed at presenting their triumphant order to the a wide public visiting the church. Exactly tThe very fact that parents recognized their sons, the pupils, in the faces of the angels holding the emblems, , suggests affirms that the exhibition grew out of of the Imago was embedded in the college practice of the school in Antwerp. affixiones. Very likely tThe organization of the exhibition was probably in the hands of the faculty, staff of the Antwerp college, maybe helped by some pupils. 
Emblems exhibited during ephemeral events were sometimes saved from oblivion when they were reproduced in commemorative volumes.[footnoteRef:265] Porteman and Ems studied this practice for the Brussels Jesuit school in Brussels, and college whereas Dimler, on a smaller scale, did something similar for the commemorative emblem books published on the occasion of Francisco Borgia’s canonization.[footnoteRef:266] For our purposes here case study, the Apparatus Emblematicus published by the Jesuit collegio college of in Vienna in 1671 is revealing. Its frontispiece still shows how the emblems were originally hung in the Jesuit church of Vienna, in a similar way similar to how those as the reproductions from the Imago were hung in Antwerp, years earlier, displayed in Antwerp.[footnoteRef:267] Concerning   In the case of the Imago, however, the normal order of first organizing an affixio and subsequently reusing its emblems in a commemorative volume was reversed. Indeed, the Imago’s privilege dates from January 1640 and the approbation from February. Shortly afterwards the jubilee volume The Imago was printed by Moretus early in the year 1640, but. Only later, in  not ntil the the first week of August were  1640, the emblems put on were displayed.  [265:  In one case the original material has been preserved. In 1765 the president of the Archiepiscopal seminary in Mechelen (Belgium) was  offered an affixio on t the occasion of the celebration for  the golden jubilee of [his???]  ordination as a priest (see Marc van Vaeck and Toon van Houdt, ‘One in a Thousand’. Ephemeral Emblems in the Mechelen Seminarium Archiepiscopale in Honour of its President Petrus Dens (1765). Leuven: Peeters, 1996).]  [266:  Porteman, Emblematic Affixiones; Ems, Imago Principis; G. Richard Dimler, ‘Emblematic Structures in Celebrations of Francis Borgia’s Canonization,” in: Wolfgang Harms and Dietmar Peil (eds), Polyvalenz und Multifunktionalität der Emblematik. Akten des 5. Internationalen Kongresses der Society for Emblem Studies. Multivalence and Multifunctionality of the Emblem. Proceedings of the 5th International Conference of the Society for Emblem Studies. Frankfurt am Main: Lang, 2002. Vol. 2, pp. 521-546. (Mikrokosmos. Beiträge zur Literaturwissenschaft und Bedeutungsforschung, 65). See also G. Richard Dimler, ‘Octiduum S. Francisco Borgiae (1671): The Munich Jesuits Celebrate the Canonization of Francis Borgia’, in Peter M. Daly, G. Richard Dimler and Rita Haub (eds), Emblematik und Kunst der Jesuiten in Bayern: Einfluss und Wirkung. Turnhout: Brepols, 2000, pp. 107-131.]  [267:  Dimler, ‘Emblematic Structures’, pp. 523-524.] 

A closer look at the ten preserved reproductions from the 1640 affixio
When taking a A closer look at the reproductions made for the affixio of 1640 makes it becomes clear that these are not exact copies of the original picturae from the Imago. Besides the fact that all the reproductions are oil- on- canvas paintings produced in colour and in a larger format,[footnoteRef:268] other and more significant differences between the original etched picturae and the later painted ones can be discerned.  [268:  Six canvasses measure approximately 108 cm wide by 106 cm high; the others approximately 116,5 cm high by 116,5 cm wide. ] 

A first and prominent difference is the presence of an amor divinus (divine love), clearly recognizable by its bow, arrow and halo, in each pictura from of the affixio. In the emblems from the Imago there are only three picturae featuring an amor divinus, – sometimes missing the bow and arrow, – whereas the number of emblems with Ccupids[footnoteRef:269] runs up to thirteen. In the affixio, amor divinus is in some instances simply added to the pictura (Imago, pp. 49, 202, 566, 577), in another  it occupies a completely newly designed pictura pictura (Imago, p. 200), and in some  it replaces an already present human figure (Imago, pp. 195, 203, 322, 463) or even Cupid (Imago, p. 569). In other words, the figure of amor divinus becomes a constant value in each pictura of the affixio, and it operates as a leitmotiv  which that is deeply not merely visual but also meaningful. Indeed, it seems that aAmor divinus now turns out to be the visual embodiment in the affixio of the driving force behind the Jesuits’ project.  [269:  Only one of the ‘cupids’ in the Imago is depicted with his bow and arrow. In three cases he  is called Cupid or ‘amor’. In other cases he is referred to in the subscriptiones as ‘a small boy/ child’ and is sometimes involved in children’s games (training a dog, playing with a  kite, blowing bubbles). ] 

Regarding this, tThe emblem in the Imago showing in its pictura how amor divinus produces sparks by rubbing a stone against a metal bar is worth noting revealing (Imago, p. 714). The emblem treats how Ignatius of Loyola was inflamed with conceived the fire of divine love after being struck by a cannonball during the battle of Pamplona in 1521. While recovering from his injuries, Loyola read spiritual texts on the life of Jesus, which brought about his religious conversion. Inspired by divine love, Ignatius subsequently formed his own order and brought the  true Catholic faith to all people. Thus, Tthroughout the affixiones divine love stands for the motivation behind the Jesuits’ labors. Furthermore, besides simply having a deictic function, amor divinus often plays an active role in the affixio. This becomes especially clear when taking into account the subscriptiones which that were also displayed in the church as well.	Comment by University Information Services: Correct??	Comment by University Information Services: This is not an English word, and I don’t know  what you are trying to say with it.  Didactic?  Motivating?  What?
To illustrate the point phenomenon of introducing the figure of divine love in the affixio, the ten reproductions will be categorized according to the three different ways in which of inserting amor divinus is inserted into them.  and tThe most interesting emblems will be discussed at greater more length. 
With regard to the simple addition of amor divinus in the pictura, In  four emblems amor divinus is simply added to the pictura can be singled out: the everlasting love of Ignatius for his order (p. 49), the account of conscience rendered to the superior upon his request (p. 202), the sSociety being vainly defamed by slander (p. 566), and prisons and chains bringing honour to the sSociety (p. 577). In the Imago, the pictura of that last the latter emblem shows a plant in a flowerpot being confined in a trellis. Just as like the trellis shapes the plant and makes it beautiful, the chains and shackles that keep virtuous Jesuits unjustly imprisoned do not bring shame but honour and glory to the order. In the affixio, amor divinus is positioned on the right of the plant and seems to adjust one of the rings of the trellis. As such divine love not only becomes involved in the action but upholds the idea that chains confer dignity, which is  – the motto of this particular emblem (‘Dant vincla decorem’). 
A more interesting example is the emblem on the everlasting love of Ignatius for the order (p. 49). In the Imago, the pictura depicts two capital L’s, the Roman numeral for fifty, joined on top by a laurel wreath while the motto goes states that Loyola encompasses hundred years (‘Centum LoyoLa amplectitur annos’). The image of the two L’s in the picturapictura, which as Latin numerals add up to a making up hundred (years), is reinforced in the motto by putting the two L’s of Loyola’s name in capital. In the emblem of the affixio, the laurel wreath is placed above amor divinus, which is  embracing the two L’s. which This change suggests that it is now divine love supportsing the order now as ardently as it did  in the early years. Theis idea corresponds to concurs with verse 16 of the subscriptio ,  which saysing that true love does not place limits of time on itself (‘Nulla sibi verus tempora ponit Amor’). 
The fact Tthat the motto of the reproduction no longer renders the L’s of Loyola’s name in capitals is a small but meaningful change. It marks a shift in the interpretation of the verb ‘amplectitur’ from ‘Loyola encompasses hundred years in his name’ to ‘Loyola embraces hundred years’. This new reading is made explicit in the pictura where amor divinus stretches his arms around the two L’s. The emblem on the Jesuits’ missions to India (p. 326) could have influenced For the inventio and dispositio of this .pictura .the emblem on the Jesuits’ missions to India could have been influential (p. 326). In it the latter emblem an amor divinus is standsing in between two globes, with his the left foot slightly in front of the right foot, while his left hand rests on the western hemisphere and his right hand on the eastern hemisphere.  In the emblem of the affixio, amor divinus is positioned in a very similar way. In addition, two passages from the subscriptio of the India mission emblem possibly might as well relate to the emblem of the affixio, namely ‘this boy extends his embrace to the in front of each of the two globes’ (‘utrumque/ Hic puer amplexus expedit ante globum) (p. 326, v. 1-2) and ‘God’s love is not confined by boundaries’ (Dius amor nullis arctatur finibus’) (p. 326, v. 15).	Comment by University Information Services: Correct?
The second case, that is amor divinus replacing an already existing figure whether a human person or Cupid, is verified in applies to five emblems: the vow to repudiate honours (p. 195), the dismissal from the order (p. 203), going on mission at the request of the pope (p. 322), the general communion (p. 463) and hardships as desirable for the order (p. 569). A first interesting reproduction is the emblem on the general communion, a practice initiated principally by the Jesuits started (p. 463). In the Imago, the pictura illustrates how Orpheus frees Eurydice from the Underworld by playing the cither. while tThe motto indicates that if Orpheus could summon the shadow of his wife relying on a Thracian cither and sounding strings, the cither of Jesus is the eucharist (‘Si potuit manes arcessere coniugis Orpheu, Threïciâ cithara fidibusque canoris, Cithare IESU Eucharistia. Anagr.’) Because of lack of space in the affixio, the long motto was shortened to ‘the cither of Jesus as an anagram for the Eucharist’ (‘cithara Iesu anagramma eucharistia’). which would as still be meaningful to the beholder. In the pictura, Orpheus is replaced by amor divinus and Eurydice is now wearing a contemporary baroque dress. 
Dimler already noted for this emblem of the Imago that mythology was Christianized since the cither became the symbol for the Eucharist.[footnoteRef:270] Theis process of Christianization  seems to have taken a further step in the affixio, given that amor divinus is pictured instead of Orpheus. In another emblem of the affixio, which is reproduced after from the emblem indicating that on hardships which are to be desired for the order (p. 569), the pictura shows amor divinus – and no longer Cupid – playing  with the kite. The phrase in the subsciptio saying that ‘a small boy had by chance commanded a child’s kite to make its way high in heaven through the opposing winds’ (‘Parvulus adversas puerilem fortè per auras / Sublimi rhombum iusserat ire polo’) now relates to amor divinus and not to its worldly counterpart as was the case in the Imago. So, in the affixio it is divine love that who makes the kite fly high, or put differently, that who makes the Jesuits seek adversity. In the three remaining emblems where amor divinus takes over the action of a gardener (p. 195), a winegrower (p. 203) and a shepherd (p. 463) no other important changes occur. 	Comment by University Information Services: This sentence (and even the following) seems superfluous, calling attention to the obvious.  Should it not be simply deleted, along with the note? In that case, the paragrah would begin with the next sentence. [270:  Dimler, ‘The Imago primi saeculi’, p. 442.] 

The third and last case, amor divinus featuring in a newly designed pictura, concerns is verified only in one preserved emblem: the emblem dealing with the renewal of the spirit during the yearly retreat on the occasion of the semi-annual “renewal of vows” required of the younger members of the Society (p. 200). In the Imago, the idea of renewal is rendered through the metamorphosis of a silkworm into a butterfly moth. In the emblem from the affixio, the pictura no longer depicts a butterfly  moth crawling out of its cocoon, – which was clearly inspired by emblem 52 ‘Amor elegantiae pater’ from Jacob Cats’ Proteus ofte Minne-beelden Verandert in Sinne-beelden (Rotterdam, 1627, p. 308), –[footnoteRef:271] but an amor divinus leaning against a tree and releasing a small bird from his its hand. This drastic change and choice of for a completely new pictura seems to have been triggered of by two textsual fragments. First, the invention of the new affixio it was very likely influenced by verse ten of the subscriptio in the Imago saying ‘love equips with wings like Daedalus’ did (‘hîc alas Daedalus aptat amor’). SoThus , in the affixio the idea of love is made concrete in by the appearance of amor divinus who sets a bird free. Secondly, the new pictura corresponds links up better with to the motto ‘novum mutor in alitem’ or ‘I change into a new bird,’ and which is a rephrasing of  rephrases Horatius’ ‘album mutor in alitem’ (Ode 2, 20, v.10). Clearly, The result is that in this emblem the relationship between pictura and motto became becomes more literal. in this emblem. 	Comment by University Information Services: Plese check: sometimes you use the masculine form, sometimes the neuter.  I think the masculine predominates, but please double-check and make consistent. [271:  See Luijten, Jacob Cats, Sinne- en minnebeelden: vol. 1, pp. 342-349; vol. 2, pp. 757-772.] 

Even though material evidence is sparse, there is much reason to believe that the development of introducing the introduction of amor divinus into the emblems of from the affixio continued in also concerns the lost paintings. Proof for this is to be found iIn the fragment of a painting, which that patches up a hole in the right corner of the painting that the emblem dealing with the Jesuits leaving on mission on request of the pope (p. 322),. The fragment depicts for instance,  an amor divinus is depicted wearing a wreath of laurel wreath in his the hair and holding up a branch of laurel branch in his the right hand while seated sitting on a golden chariot. A comparison with all picturae from The search to find in the Imago to find the original emblem related to the fragment turned out negative.: nNone of the emblems shows a person, Cupid or amor divinus, in such a position, nor does any show such a chariot. Apparently, tThe reproduction was, therefore, newly conceived, as was true happened also for the emblem on the semi-annual  renewal of vows. yearly retreat (cf. supra).	Comment by University Information Services: Is this the idea?	Comment by University Information Services: Note the genter problem.
 However with the aid of a scrap of canvas (at on the back of another reproduction) saying that contains the word ‘[TR]IVMPH’, it is possible to pinpoint the original emblem in the Imago  that inspired the images.of laurel and chariot found in. Indeed, the idea of triumph which speaks from this partially preserved motto links up perfectly with the depiction of laurel and a chariot from the new pictura. In fact, there are two emblems in the Imago where the triumph is emblematically rendered by laurel in the pictura and a form of the noun ‘triumphus’ or verb ‘triumphare’ is  found in the motto. In one of the an emblems on the vow of chastity, the pictura depicts, from  Ovid’s, the metamorphosis of Daphne into a laurel tree (p. 189). The subscriptio explains how the motto ‘fuga laurigeros parit illa triumphos’ (that flight procures laurel-bearing triumph) should be applied to the Jesuits’ and their vow of chastity: the Jesuits should flee the goddess of love, and by thus securing their chastity, they will triumph. 
But Tthe emblem on the Jesuit  martyrs of the Jesuit order (p. 725) is more likely to be the inspiration for the images. source emblem, as some verses in the subscriptio seem to have triggered the inventio of the pictura of the affixio. In the Imago, the motto ‘Caesa triumphat’ (slain, it triumphs) refers to the laurel tree in the centere of the pictura whose branches are hacked off by one putto and shaped into a laurel wreath by another putto. Indeed, cut and made into a wreath tThe laurel wreath becomes a sign of victory. 
As the subscriptio explains, such laurel wreaths are worthy to crown the locks of kings and of Ggods (‘Digna tu Regum redimire crines, digna Deorum!’). The subscriptio continues: that the wraths of the  laurel wreaths are made for the martyrs of the order, who will also be honoured by a parade with snow-white chariots (‘cuius petitur triumpho? / […] Sanguinis si quos animaeque magnae / Prodigos hausit sceleratus ensis, / His triumphalem proprioque sparsam/ Sanguine laurum, / His […] / Destinat pompam, niveosque curris’. In the newly designed pictura these verses seem to be visualised, but instead of the Jesuit martyrs it is amor divinus who, crowned with a wreath of laurel and holding laurel in his hand, is sitting on a triumphal, golden chariot. The fact of that a completely new pictura presenting amor divinus was designed, supports the hypothesis that the introduction of divine love into the emblems of the affixio was a conscious choice by of the devisers of the emblem exhibition of a theme to pervade them. 	Comment by University Information Services: Give the English translation.  Remember, many readers of your contribution will have, at best, only a rudimentary knowledge of Latin.
In addition, iTt should also be noted that the motto in the painting was perhaps taken from a yet another third and last emblem  in of the Imago where the idea of triumph is present, namely, the emblem that titled ‘Martyres vasa Dei electa, quibus Iaponia triumphat’ which glorifies the Jesuit missionaries to Japan who were burned at the stake and who died as martyrs (p. 726). In the pictura the these Jesuit martyrs are represented by firepots that are attached to a large pole, a construction that was used at the time to express success, victory, and triumph, as the motto explains,  ‘These are the signs of victory’  (‘Haec signa triumphi’) explains. This phrase could easily figure as the motto in the painting of the affixio since the chariot and the laurel wreath are indeed signs of triumph.
A second difference between the Imago’s picturae and the paintings is the a tendency in the latter to make for a clear and literal relation between pictura and motto in the affixio. This tendency already surfaced in the discussion of In the emblem on the renewal of vows, for instance, yearly retreat where the altered pictura showsing a bird and not a butterfly, which literally depicts the image in proved to connect better with the motto, saying ‘I change into a new bird’. For the same reason, tThe pictura of the emblem on the order being vainly defamed by slander underwent a small, but similar change (p. 566). The original pictura from the Imago depicts a ruler that which stands erect in a pond but looks crooked because of the refraction in the water. According to the motto ‘Aware that it is upright’ (‘Sibi conscia recta’) the ruler, which represents stands for the Jesuit order, knows of itself that it is erect. In the emblem of the affixio the ruler is shown completely straight even , also below the water surface. In other words, tThe message of the pictura and the message of the motto perfectly coincides in the affixio. 
Whereas in thosee two examples previous examples (amor divinus releasing a bird and the ruler) the pictura was changed to portray the motto more literally, in other reproductions it is the motto that changed to and becoame more straightforward. For instance, in the Imago’s emblem on the Society’s welcoming inclination to hardships (p. 569), the pictura depicts a Ccupid playing with a kite while the motto claims that ‘adversity is better than excels prosperity’ (‘praestant adversa fecundis’). In the emblem of the affixio, amor divinus plays with the kite and, as the motto has it, indicates the kite can climb high in the sky ‘because of adverse winds’ (‘adversantibus auris’). So, tThe metaphorical motto was made changed into a literal motto motto, which is acted out in the pictura. 	Comment by University Information Services: Upper or lower case?  Iupper case when referring to THE Cupid, lower when generic???
Lastly,  There are two other but smaller differences between the original picturae and the reproductions can be pointed out. Emblems from the Imago having a neutral, grey background have in the paintings a simple landscape as background (pp. 49 and 202). For instance, the emblem on the account of conscience which has to be rendered to the superior on his request shows a heart with hinges on the left and a combination lock on the right in a grey setting (p. 202). In the reproduction the heart, now with amor divinus holding the combination lock, stands amidst a green and slanted landscape that stretches into which touches the air at the horizon. In a similar way, the reproduction showing amor divinus standing in between two capital L’s shows some green in the foreground, a horizon, and the sky. Because of this change, The fact that all picturae from the exhibition have a green and rural setting lends a certain coherence to the exhibition., which brings about a sense of uniformity. This green décor was, moreover, enhanced by the garlands of greenery connecting the different panels. 
Finally, the reproductions sometimes do not keep the original frame of the Imago  emblems in the Imago. In all of them cases a piece of the top part of the frame was altered because of to accommodate the inserted motto. Apart from this, tThe reproductions of of the emblems from pp. 195, 200, 203, 463, 566 and 569, moreover, have a completely different frame, whereas those from of pp. 202, 322 and 577 are similar to the originla. In Tthe reproduction of p. 49 with the two L’s, underwent a subtle and meaningful change: the laurel of the pictura is also present in the upper part of the frame.

The Imago as imaginotheca for later emblematics
The publication of the Imago in February, 1640, must have been was Jesuit circles  regarded as a great event, in the Jesuit milieu and it attracted considerable drew the attention in other circles as well.  of many. As already indicated by John O’Malley noted in his introduction to our volume, and Sylvia Salviucci Insolera, the Superior General of the Society of Jesus, Muzio Vitelleschi (1563-1645), wrote a letter to De Tollenaere in February 1641 to express vent his worries about the rumours and complaints that had reached him. from different areas about the Imago.[footnoteRef:272] As early as Already in September, 1640, the Leuven Faculty of Theology intended to initiate start an examination of the volume because as it might contain ideas on grace and predestination that could damage the Faculty’s reputation (‘facultatis honorem’).[footnoteRef:273] According to Papebrochius, malicious slander about the book as a demonstration of Jesuitical pride and arrogance had even reached the papal Curia in Rome. But as soon as Vitelleschi had received a copy of the Imago in June, 1641, he wrote a letter to De Tollenaere to express his great relief and confidence: ‘Opus luculentum est et ad posteros habiturum, ut spero, commendationem’[footnoteRef:274] [The work is splendid and will, as I hope, commend itself to future generations].  [272:  See Salviucci Insolera, L’Imago primi saeculi, p. 201; pp. 195-222 for these and further reactions and polemics with regard to the Imago.]  [273:  Salviucci Insolera, L’Imago primi saeculi, p. 200. On the difficult relation between the Leuven Faculty of Theology and the Jesuit College, see Jan Roegiers, ‘Awkward Neighbours: The Leuven Faculty of Theology and the Jesuits College (1542-1773)’, in: Faesen and Kenis, The Jesuits of the Low Countries, pp. 153-176.]  [274:  Salviucci Insolera, L’Imago primi saeculi, pp. 200-201. The Latin text is quoted here after Salviucci Insolera, L’Imago primi saeculi, p. 201, note 9.] 

The Imago and the Af-beeldinghe surely had a wide circulation. must have been widespread. From Moretus’ journal from the years 1640-1641 it becomes clear that the Imago was well distributed to the booktraders all over Europe, and many Jesuit houses bought copies of the Imago.[footnoteRef:275] Also the distribution of tThe Af-beeldinghe was well distributed within Dutch speaking landsmust have been well taken care of. A large part of the edition was acquired by the Antwerp Domus Professa, and while the Officina Plantiniana began started in February 1641 to with selling copies to the booktraders. As a commemorative volume on the history of the first centenary of the Order and as an expression of the Jesuits’ spiritual and pastoral identity, the copies would not just gather dust on library shelves. in the college libraries. In September, 1640, for instance e.g. the best student of each class of the Antwerp college received  was gifted with a copy of the Imago as a prize. price-book.[footnoteRef:276] Vitelleschi’s wish came more than true. The Imago not only inspired future generations of students pupils, but also turned out to be, as well,  an imaginotheca for later (Jesuit) emblematics.[footnoteRef:277]	Comment by University Information Services: Correct? [275:  Van de Velde, ‘Imago primi saeculi’, pp. 151-152.]  [276:  ‘et inter praemia, studiosae iuventuti ex more distributa, primo cuiusque classis obtigit exemplum praefati voluminis […]’ (Mertens and Buschmann, Daniël Papebrochius, Annales antverpienses, vol. 4, p. 414).]  [277:  The term ‘Imaginotheca’ has been inspired by Manning, The Emblem, p. 110.] 

The Imago and the tradition of ephemeral and festive emblems in Jesuit colleges
It is does not surprise that the Imago, which is so expressive of akin to the literary and educational culture in the Flemish Jesuit schools colleges, indeed inspired the college students of the Poesis and Rhetorica classes when they had to while composesing their emblems as a poetry poetical exercice and constructing the yearly public emblematic exhibitions, the or affixiones (supra).[footnoteRef:278] [278:  On the affixiones from the Jesuit colleges in Brussels (1630-1685) and Courtrai (1655, 1665, 1666, 1671), see above all Porteman, Emblematic Exhibitions. For a reproduction of the memorial volumes in Brussels and Courtrai: cd-rom Emblem manuscripts 1630-1685. Affixiones of the Brussels Jesuit College in the Royal library of Belgium. (Leiden: IDC, 1996),a supplement to Porteman’s study.] 

In his monograph on the Brussels’ and Courtrai’s affixiones, Karel Porteman has stressed that the pupils had to ‘emblematise’ a set subject, that is, : the emblematice scribere, quite literally, “to write emblematically.” or the representation in the form of an emblem. ‘Their task was not the decoding of emblems, but the encoding’.[footnoteRef:279] For the composition of an affixio the pupils could rely on the Bildstoffe of existing emblem books: ‘those of the Oorder, those and from the Spanish Netherlands and those from also the “classics” of Dutch language emblematics from the Northern Republic---: Daniel Heinsius, Roemer Visscher, Jan de Brune and in particular “father” Cats’ (Porteman).[footnoteRef:280] But in the school in  Brussels’ college the students were also inspired by emblems from the earlier memorial affixiones-volumes that were kept in their school’s main library.  Bibliotheca Maior.[footnoteRef:281]  [279:  Porteman, Emblematic Exhibitions, p. 23.]  [280:  Porteman, Emblematic Exhibitions, p. 23.]  [281:  Toon van Houdt and Marc Van Vaeck, ‘In het licht van de eeuwigheid. Bezinning over tijd en onvergankelijkheid in de efemere emblematische constructies van het Brusselse Jezuïentencollege (1682)’, in: Van Vaeck, Brems and Claaassens, The Stone of Alciato, pp. 861-899, esp. pp. 873-895.] 

Porteman provided has already indicated some examples of how the Imago lived on in the later Brussels affixiones. In 1650 the the Jesuits offered  Archduke Leopold William was offered a festive dinner around New Year’s Day. The Each courses was were accompanied by an emblematic Apparatus ad mensam [a setting up at the“during dinner”] that alluded to the Archduke’s military victories and his reconquering of several towns.[footnoteRef:282] The third course consisted of different kinds of freshwater fishes that were presented to the Regent by the river Leie and her naiads. In the third emblem (fol. 19r) of this course, a putto who catches a big fish was modelled after the Imago, p. 177. There a fisherman also catches a large fish with some bait, which turns out to be an emblem on the Jesuits’ vow of poverty;. In the Brussels’ affixio, the motto has been taken literally from the Imago (‘Sic perdere lucrum’ [Thus it is a gain to lose], transl. M. Putnam). The emblem refers to the Archduke reconquering towns formerly lost,: which het gets them back as more wealthiery cities.[footnoteRef:283] 	Comment by University Information Services: Who is this?  I don’t under stand this sentence.. [282:  The memorial volume has been preserved in the Österreichische Nationalbibliothek in Vienna (Ms 10.119).]  [283:  Porteman, Emblematic Exhibitions, pp. 112 and 113. See also Ems, Imago Principis. For other examples see Porteman, Emblematic Exhibitions, pp. 102 and 145.] 

Plenty of other examples can easily be adduced to added and they will all show that the students encoded anew the emblematic images, has been encoded anew by the Jesuit pupils. In 1646 one of the pupils based his pictura on the apothecary’s shop shown in the Imago, p. 454.[footnoteRef:284] Patientia turns out to be the overall theme of this affixio and is symbolised by the frame (repeated in each of the picturae) with branches held together by a ruibbon and with some heavy weights on top and an anvil at the base. Patience as a virtue is taken here as a positive attitude ‘in suffering and misfortune’ (Porteman). The motto ‘Patientia adversis concusa, fragrantior’ [Patience struck by blows crushes, will give forth sweeter perfumespread more scent] indicates reveals how the pictura is will be encoded: an artisan only by grinding herbs in a his vessel, the artisan will gets the positive qualities out of them. In the Imago-emblem the crushing with the pestle in the vessel was not the point of reference.at stake. This emblem, dealing with the many (healing) functions of the the Society  performs, is focussed not on pays no attention to the vessel but on in the first place refers to the wealth of medicinal drugs that are in the shop on displayed in the pictura.	Comment by University Information Services: Please reword this sentence from here to the end to make it clearer.  I do not understand how the braonchas can be held together with weights and anvil. [284:  Brussels, Royal Library, Ms. 20.305, fol. 30v-31r. For an overview and an overall interpretation of this affixio: Porteman, Emblematic Exhibitions, pp. 102-103.] 

Throughout the years From 1640 to 1685 the Imago was used by the Jesuit pupils almost every year again as a  source-book for Fundgrube of image material and as the starting point for new emblematic encodings. However, tThe Imago appears, however,  to have been just one such  sourcebook amongst many others.: the pupils made a steady but never abundant use of the Imago for the construction of their affixiones. The special specific status which the Imago enjoyed must have had in 1640, was soon lost on the pupils. 
Early on, Hhowever, the Imago not only functioned as as sourcebook in the construction and display of ephemeral affixiones not only during the annual ‘open days’ of the Jesuit colleges when parents and other guests were invited in order to be impressed with the school’s programs..; iTt also played a role in the schools of the province in the festive tradition of commemorative and celebratory publications on the occasion of welcoming ceremonies for clerical and secular  wordly authorities. in the Jesuit colleges of the Provincia Flandro-Belgica. In view of the present state of research, wWe will limit ourselves to two such occasional emblematical publications, published in 1642 and 1711.[footnoteRef:285]	Comment by University Information Services: Something like this??  We need to explain waht “open days” were. [285:  See on this kind of celebratory publications: Praz, Studies in seventeenth-century Imagery, pp. 544-576; G. Richard Dimler, ‘A bibliographical survey of emblem books produced by Jesuit Colleges in the early Society. Topography and Themes’, in: Archivum historicum Societatis Iesu, 48 (1979), pp. 297-309; Anna E.C. Simoni, ‘Laurels for the Bishop: a school celebration in words and images, Antwerp, 1711’, in: Jaarboek van het Koninklijk Museum voor Schone Kunsten Antwerpen (1985), pp. 289-308; Van Vaeck and Van Houdt, ‘One in a Thousand’; Marcus De Schepper, ‘“Amblemata voor de uldinge”. Een zestigtal “onbekende” Zuid-Nederlandse embleemdrukken in de Brusselse Koninklijke Bibliotheek’, in: Van Vaeck, Brems and Claassens, The Stone of Alciato, pp. 1085-1018; Marc van Vaeck, ‘Commemorative Emblem Exhibitions’, in: Joseph F. Chorpenning (ed.), Emblemata Sacra. Emblem Books from the Maurits Sabbe Library, Katholieke Universiteit Leuven. Philadelphia: Saint Joseph’s University Press, 2006, pp. 69-84.] 

	In 1641 Don Francisco de Mello (1597-1651), marquis of Tor de Laguna and count of Assumar, was appointed governor of the Spanish Netherlands. His career had been most successful. From 1632 to 1636 he had been ambassador of Spain to Genoa, in Genova, in 1638 he was appointed viceroy of Sicily, and in 1640 he became ambassador to the imperial court in Vienna. On the 8th of February 1642, the new governor received a festive welcome at the Brussels’ Jesuit collegio  in Brussels. college. After  mass in having left the Jesuit Church, De Mello was invited by the students of noble birth to a celebration in the school.  Among those sutdents were (amongst whom the rhetor pupil Petrus Eugenius de Gavere, count of Beaurieu, and the pupil of the Poesis class Franciscus Joannes Desideratus, count of Nassau-Siegen.) to visit the Brussels’ college.[footnoteRef:286] The many laudatory acts ended with a presentation of a series of emblems, executed in vivid colours, dealing with the principal accomplishments main functions (munia praecipua) attributed to De Mello. All this is very succinctly set forth clarified in a small booklet composed by the studious noble pupils on behalf of the whole college. The five emblems reproduced in it the volume honour De Mello as legatus extraordinarius (special ambassador) in Italy, as commander in chief of the armies in the Spanish Netherlands, as viceroy of Sicily, as delegate peace negotiator, and as governor of the Spanish Netherlands. The booklet, which included besides the emblems Together with a synopsis of the celebration, the emblems was were published in Brussels in 1642 by Jan II Mommaert as a booklet in-4° format, consisting of ten leaves.[footnoteRef:287]  [286:  ‘Templo egressus ad Gymnasium visitandum invitatur, Studiosorum omnium nomine, à Perillustribus Adolescentibus’ (Argumentum salutationis gratulatoriae dicatae excellentissimo Domino D. Francisco de Mello […]. Brussels : Jan II Mommaert, 1642, fol. Ar).]  [287:  De Schepper, ‘“Amblemata voor de uldinge”’, p. 1091, nr. 8. ] 

	Interesting in this printed volume is that eEach of the five picturae shows one and the same ornamental frame: a cartouche against a hatched background, meticulously copied after the ornamental panel in the pictura on p. 472 of the Imago. The  image print is in reverse. (compare e.g. tThe left garland with the pumpkin in the pictura of the Imago, for instance, becomes with the right garland ‒ also with pumpkin ‒ in the 1642 cartouches). As the space for the figurative compartment had to be oval, some part of the grotesque mask on top of the medallion in the Imago had to be adapted and reduced to more appropriate dimensions. For reasons of efficiency, iIn each of the five  picturae one and the same copperplate was used for printing the ornamental panel. The figurative compartment on this copperplate, therefore, remained blank or might have been cut out,. Tthe five different figurative oval panels must, therefore, have been printed by means of five separate copperplates.
	A rather similar story can be told about the welcoming ceremony at the school in Antwerp Jesuit college in to honour of the newly appointed bishop, Petrus Josephus von Francken-Sierstorpff (1711), and about the accompanying publication of some about fifty pages: Illustrissimo ac Reverendissimo Domino D. Petro Josepho de Francken-Sierstorpff XI. Antverpiensium Episcopo recens inaugurato in solemni ad Cathedram suam adventu gratulatur et applaudit cum suo Gymnasio Societas Jesu Antverpiae (Antwerp: Widow of Peter Jacobs, 1711).[footnoteRef:288] The new bishop had left his hometown Cologne and had recently arrived in Antwerp after a long journey from Cologne, his hometown. The students Jesuit pupils entertained him the bishop not only with a dramatic performance, but seven emblems that were subsequently published were surely must have been on display as well. 	Comment by University Information Services: Better to give iit in the original language as it appears in the volume. [288:  Daly and Dimler, S.J., The Jesuit Series. Part One, p. 11, J.10. For a detailed analysis of this printed booklet, see Simoni, ‘Laurels for the Bishop’.] 

In the publication the laurel appears Iin each of the picturae, the laurel appears as a recurrent motif, an allusion referring to the laurel in the bishop’s coat of arms. The picturae were designed and engraved by Petrus Balthazar Bouttats.  Here as well, for each pictura, one and the same ornamental cartouche was used,. That one which was probably had been inspired by the somewhat similar scrollwork in the pictura of Imago, p. 479. However, the monstruous masks above on top and below in the Imago were replaced by the heads of some rivergods, –  probably of according to Anna Simoni, the Rhine and Scheldt. The ribbons ending up in fruit garlands at the lower left and right were removed from in the Imago-cartouche were and replaced in this case by some laurel branches. 
The figurative compartments in the emblems  also for the bishop took an oval shape as well. Two of them were demonstrably modelled after the engravings in the Imago. The pictura of the third emblem, dealing with the mythological story of Apollo and Daphne and meant to indicate devoted to the bishop’s integrity (integritatem amanti), is presents a close adaptation of the pictura in the Imago, p. 189.  In the Imago that volume the emblem illustrates the theme ‘Castitas fugiendo vincat’ [Let chastity win by fleeing] and the motto runs as follows: ‘Fuga laurigeros parit illa triumphos’ [That flight procures laurel-bearing triumphs; transl. M. Putnam]. As has been shown by Simoni showed, the myth, full of decorum, can easily be interpreted to related to in view of the bishop’s integrity: just as Daphne pursues a life of chastity by turning herself into a laurel tree, the bishop will prosper by the everlasting laurel in his coat of arms,  which representsing chastity and integrity.[footnoteRef:289]  [289:  Simoni, ‘Laurels for the Bishop’, pp. 300-301. ] 

The figurative compartment in the pictura of the fourth emblem in honour of the Antwerp bishop was inspired by the Imago as well. There, on p. 329, the emblem refers to the (later) beatified Jesuit Aloysius Gonzaga joining the Society. OIn the pictura one an eagle has left its nest and is flysing towards the sun, while the another stays in one is still perching on the nest in the tree. The motto indicates that the first eagle ‘followed no lesser things’ (‘Non inferiora secutus’; transl. by M. Putnam). In the pictura of the bishop’s emblem, the pictura was adapted: eagles there  are no eagles. longer on display, Instead, a flying bird brings a laurel to the nest as a defense against disease for in order to safeguard the young birds from disease. In the same way, the bishop,  with having the laurel ion his coat of arms, ‘will always defend his flock from heresy’ (Simoni).[footnoteRef:290] [290:  Simoni, ‘Laurels for the Bishop’, pp. 301-302.] 

The Imago and later emblematics in the Provincia Flandro-Belgica
For As to the afterlife of the Imago in later emblem books, we will direct our attention to three specific cases-studies.  In the Ffirst, we focus on several a collection of emblem books that are in effect were closely connected to one of the main duties of the Jesuits in their apostolate and that have in the first place have to be considered as a collection of emblematic sermon books, in. Tthe second on case takes into account the situation of the Jesuits in the Missio Hollandica,. And in  With the third case we concentrate on an early 18th-century volume on Divine providence, as it was at work in applied to the history of the oOld-tTestamentic figure Joseph, and enriched a volume replete with moral lessons.
The emblematic sermon books of Henricus Engelgrave
In the history of the Society of Jesus Societas Jesu the name of the Flemish Jesuit rector Henricus Engelgrave (1610-1670) will always be linked to his impressive collection of Latin sermon books, which were published, beginning in from 1648 onwards, at first in Antwerp, but later on in Cologne and Amsterdam as well. The printing houses competed with each other for his to publish Engelgrave’s oeuvre, which in at the end consisted of more than 250 well-structured sermon books full of exempla taken from profane and sacred history. 	Comment by University Information Services: Do you mean preintings and editions or 250 DIFFERENT books?
Most striking in this oeuvre is how it succeeded in combining the well-known sermon tradition with the emblem genre. Each sermon is preceded by an emblem. A motto, taken from the passages of Scripture pericope of the specific Sunday or feastday, is placed above the pictura. The motto below the pictura quotes ancient authors who figured quite prominently in the Jesuits’ educational system. Beneath the identification of the particular Sunday, a more or less short prose text (argumentum) is given, which identifies the sermon’s theme and clarifies its tertium comparationis with the emblem. Under the argumentum, a divisio is given, structuring the sermon of the following pages. Although theTthe emblematic image itself (the vehicle of the metaphor) plays no role in the sermon. In this way, the other features of the emblems in Engelgrave’s oeuvre function as a rhetorical technique that prevents taedium, which is a well-known strategy in daily preaching practice. In this respect, not only pun and wit but features of also what can be recognized from daily life became the trademark of Engelgrave’s pictorial motives. His emblems, though meant for the quite learned elite, could also  be applied in sermons for ordinary people. The populariter – a prerequisite in the ars praedicandi – is realized, in the first place, by the daily life’s mirror of daily life found in the emblematic images.[footnoteRef:291]	Comment by University Information Services: You need to tell us what this tertium comparationis is.	Comment by University Information Services: Is this the sense?  If not, please clarify what you are saying here.	Comment by University Information Services: Why not just say tedium?	Comment by University Information Services: WHAT is the strategy that prevents tedium?	Comment by University Information Services: Where and how does “daily life” enter the sermon.....in what part of the emblem/  These lines from arguments to the end of this paragraph need clarification and simplification.	Comment by University Information Services: But you said the images played no role in the sermon? [291:  This analysis  of Engelgrave’s sermon books is based on the research presented in Marc van Vaeck, ‘Hendrik Engelgrave S.J., Lux evangelica (1654)’, in: Paul Begheyn S.J., Bernard Deprez, Rob Faesen S.J. , and Leo Kenis (eds), Jesuit Books in The Low Countries 1540-1773. Leuven: Peeters, 2009, pp. 144-149 and id., ‘The Use of the Emblem as a Rhetorical Device in Engelgrave’s Emblematic Sermon Books’, in: Ralph Dekoninck and Agnès Guiderdoni-Bruslé (eds), Emblemata Sacra. Rhétorique et herméneutique du Discours Sacré dans la Littérature en Images. The Rhetoric and Hermeneutics of Illustrated Sacred Discourse. (imago Figurata. Studies, 7). Turnhout: Brepols, 2007, pp. 535-551. 
For a bibliographical survey of Engelgrave’s volumes with emblem sermons, see Peter M. Daly and G. Richard Dimler, S.J. (eds), The Jesuit Series. Part Two (D-E). (Corpus Librorum Emblematum). Montreal & Kingston-London-Buffalo: McGill-Queen’s University Press, 2000, pp. 232-273. For a reconstruction of the intricate printing history of Engelgrave’s emblem sermons, see Van Vaeck, ‘The Use of the Emblem’, pp. 535-538. On emblem sermons see as well: Éva and Gabor Tüskés, ‘The Emblematic Mode and the Sermon’, in: Éva Knapp and Gabor Tüskés (eds), Emblematics in Hungary: A Study of the History odf Symbolic Representation in Renaissance and Baroque Literature. Tübingen: Niemeyer, 2003, pp. 168-189. For a short biography of Engelgrave, see R. Mols, ‘Engelgrave (Henri)’, in: Dictionnaire d’histoire et géographie ecclésiastiques. Paris, 1963. Vol. 15, col. 482-483. ] 

In his La Philosophie des Images (1682), the French Jesuit Claude-François Menestrier (1631-1705) interpreted Engelgrave’s emblem sermons in terms of the imprese tradition: Engelgrave ‘a fait imprimer des Sermons […] avec une Devise à la teste de chaque sermon’, and he adds : ‘Plusieurs de ces Devises sont ingenieuses’.[footnoteRef:292] Engelgrave’s emblems are profoundly parenetic and consequently have a strong didactic and mnemonic function. At the same time, they are deeply marked by brevitas and argutia, which seeks to arouse the reader’s admiratio through novelty and surprise.[footnoteRef:293] [292:  Menestrier, La Philosophie des images, vol. 1, pp. 75-76.]  [293:  Van Vaeck, ‘The Use of the Emblem’, pp. 541-542. ] 

The suggested link with the impresa-tradition makes Engelgrave’s work somewhat akin to the Imago-volume. But there is more to say. His Engelgrave’s Lux evangelica, – his first collection of fifty-two emblem sermons, – was published issued in 1648 in Antwerp by the Cnobbaert family, a printing house, well known for its close contacts with the Jesuits. The volume in-4° was clearly inspired by the splendor of the Imago Primi saeculi (in-f°). Not only did it imitate were the sumptuous cartouches of the picturae in the Imago being imitated, but, – as has already been noted by Daly and Dimler, – some of the plates were modeled after it as well.[footnoteRef:294] Even in the sermons, Engelgrave inserted verses from of the Imago and or the Af-beeldinghe were inserted by Engelgrave.  [294:  Daly and Dimler, The Jesuit Series. Part Two, pp. 240 (J.512) and 244 (J.515). See as well Salviucci Insolera, L’Imago primi saeculi, pp. 221-222 (and note 6).] 

Quite sStriking examples of the similarities in the picturae can be found in Lux evangelica […] (Antwerp, 1648) e.g. on p. 112, emblem 13, in which the engraver copied most  neatly (print in reverse) the ornamental panel, as well as the scenery with the coral divers from the Imago, p. 945. In the pictura of emblem 16  on p. 142, the scenery presents a more freer interpretation (print not in reverse) of the pictura in the Imago, p. 177. The ornamental panel was now has been simplified and given the shape of a circular medallion. Another example is emblem 29 on p. 259, with again a simplified ornamental panel in a circular form and a simplified scenery (with ruler; print in reverse) from as to the pictura in Imago, p. 566. Emblem 4 on p. 32 in the 1648-edition is also inspired freely by the picturae in the Imago, pp. 467 and 468. Other examples can be found in this edition,  but they are less straightforward, which is also true for and so are those in the second (1652) and the third collections of Engelgrave’s emblem sermons (1652 and 1654). 
Joannes van Sambeeck’s Het Geestelyck Jubilee van het jaer O.H. M.DC.L
A second example of the reception of the Imago emblems is to be situated within the context of the ‘Hollandtsche Seyndinghe’ or Missio Hollandica and the Jesuit activities in the Dutch Republic. Around the middle  midst of the 17th-century, one of the Jesuit Fathers, Joannes van Sambeeck (1601-1663), was in charge of the Jesuit post in the Guelders college town of Harderwijk. In 1650, two years after the Peace of Münster, the religious climate in the Republic still remained quite tense between the Protestants, on the one side,  and, on the other, the Dutch Catholics and especially , and a priori the the Jesuit missionaries. In 1645/6, 1653, and 1659 Van Sambeeck’s stay in Harderwijk must have been a difficult time for the Jesuit Father as in the years 1645/6, 1653 and 1659 – so it is documented – he became the victim of suffered  physical attacks, arrestsations, convictions, imprisonment, confiscation of propertys and arson.[footnoteRef:295]	Comment by University Information Services: Give English equivalent or delete. [295:  Paul Raasveld, ‘Missie en multimedia: Johannes van Sambeecks De Nederlandtsche tortelduyve suchtene near haer gayke (1650) en Het geestelyck jubilee van het jaer O.H. M.DC.L (1663)’, in: De zeventiende eeuw, 12 (1996), 2, pp. 379-396, esp. pp. 380-381. On the turbulent situation for the Catholics in the Dutch Republic at that time: see Frijhoff and Spies, Bevochten eendracht. ] 

Despite all these hardships, Van Sambeeck managed to complete have a manuscript completed in 1650: De Nederlandtsche tortelduyve svchtende naer haer gayke [The Dutch Turtledove Yearning for its Jay]. The contents of this volume of about 519 pages (songs, emblems and prayers) paid tribute to the multimediality that was so characteristic of the Jesuit rhetoric and of its persuasio through through appeal to the senses.[footnoteRef:296]	Comment by University Information Services: I don’t think this word works in English.  Is the sense “mate”?  If so, that would be better. [296:  According to Albert Boone the manuscript was found in 1971 in the Archives of the Jesuit Northern Belgian  Province. The manuscript has been  described by him , ‘De Nederlandtsche tortelduyve suchtende near haer gayke’, in The Brussels Museum of Musical Instruments Bulletin, 1 (1971), pp. 30-40 and by J.Th.P. Bartens, ‘Handschrift Gennepse dichter teruggevonden’, in: Numaga, 21 (1974), pp. 223-224. For a further analysis of this manuscript and the later printed version, see Raasveld, ‘Missie en multimedia’; id., Pictura, Poesis, Musica. een onderzoek naar de rol van de muziek in embleemliteratuur. Doct. Diss. University Utrecht, 1995, pp. 218-220 and 364-366. Paul Begheyn, ‘Jan van Sambeeck S.J., Het geestelyck jubilee (1663)’, in Begheyn e.a., Jesuit Books in the Low Countries, pp. 170-172.] 

	Van Sambeeck’s opening emblem reveals the tripartite structure of the text manuscript: the turtledove calls the soul to become aware of its sins, to feel repentance for them, and to rejoice at faith regained in the true imitation of Christ. In this respect – and so it has been argued by Paul Raasveld has rightly argued that– the volume manuscript with its telling title ‘The Dutch turtle-dove’ points to illustrates the missionary activities and the concrete aims of the Jesuits in the missio Hollandica and to those  mutatis mutandis of Van Sambeeck in Harderwijk. The topographical references in the manuscript reinforce this argument, as does the remarkable emblem representing the results of a the bursting of a  burst dike in a typical Holland landscape. The accompanying song adhorts the people not to sin any more and to convert,: whereas  the water flooding over the dike not only refers allegorically both  to Christ’s blood and sweat and , but also to the oOld-tTestamentic Flood.[footnoteRef:297] [297:  Raasveld, ‘Missie en multimedia’, pp. 388-392.] 

	In 1663, the manuscript was published in an adapted version with a new title: Het Geestelyck Jubilee van het jaer O.H. M.DC.L. Ofte Vreugde van ’t Berouw, Verbeelt door ’t gesucht der Tortelduyven nae haer gayke. Ende door de wederkomste van de Duyve in d’ Arcke van Noë […] [The Spiritual Jubilee of the Lord’s Year of our Lord, 16550, or Joy after Repentance, Represented by the Sighs of the Turtledove Yearning for Its Jay and by the Coming of the Dove to Noah’s Ark].  According to the impressum, the volume in-8° (398 pp.) was published by the Catholic Amsterdam publisher Philips van Eyck in “Antwerp,” in reality in [= Amsterdam]. One year earlier Van Eyck had also published the eighth edition of Poirters’ Het Masker van de wereldt afgetrocken [The Mask of the World Unveiled].[footnoteRef:298] 	Comment by University Information Services: Same comment as above [298:  Raasveld, ‘Missie en multimedia’, p. 396, note 32. ] 

The volume’s new main title removed the clear references to the Dutch Republic, but at the same time brought (quite emphatically) to the fore  the Catholic concept of the (Catholic) Jubilee or Holy Year 1650, a time  (of old a symbol of remission of sin and universal pardon) to the foreground. In the volume itself, although published in 1663, new chronograms on the year 1650 were inserted. Together with the motif of the dove coming back to Noah’s ark, the printed volume expresseds Van Sambeeck’s missionary aspirations. Whereas tThe emblem ofn the bursting of a dike and its the topographical elements was ere removed from the printed edition., some oOther text genres were added, such as: knitting verses, which are held together a collection with the characters of the alphabet or verses on the days and the months of the year. Together with the song-texts, the volume would be used as a most practical companion by the so-called ‘klopjes’, religious devout lay-women who set up small schools for young children and secretely assisted in secret the Jesuits Father as catechists.[footnoteRef:299]    [299:  See Raasveld, ‘Missie en multimedia’, p. 392. On the ‘klopjes’ see also Frijhoff and Spies, Bevochten eendracht, pp. 382-383.] 

As has been suggested by Raasveld, Van Sambeeck almost literally put into practice the advice that the Imago (p. 938) and the Af-beeldinghe (pp. 686-687) gave in an one of the emblems dealing with the mission to Holland (p. 938 and pp. 686-687, respectively). Starting point for the emblem is the representation on tThe pictura of the emblem depicts Arion, who was rescued by dolphins when he charmed by charming them with his music (see annotations by M. Putnam). Poirters’ verses plead that the people who remained faithful to true faith need further support, while the others, – the seafaring Dutchmen, – should no longer take Luther or Calvin as a beacon light (‘die Luther, en Caluin  […] voor Pharos-toren houdt’, l. 23-24): 
Arions soete luyt, Arions gheestigh singhen
Kan ’t wreede element en sijn’ inwoonders dwinghen:
Maer snaeren des gheloofs die maken soeter sangh,
En brenghen ’smenschen hert noch lichter in bedwangh.
[…]
Wie dat een hert versoet van een naebuerigh vriendt,
Die heeft, nae mijn verstandt, sijn dagh-loon wel verdient.
(Af-beeldinghe, p. 687, l. 33-40)
[Arion’s sweet lute, Arion’s charming singing
can subdue the fierceful Element [Water] and its inhabitants.
But the strings of faith create a more sweeter sound
and ease the human heart even more swiftly. 
[…]
Who sweetens the heart of a neighbouring friend,
he earns, according to my reason, its daily pay most well.]

Van Sambeeck must have read looked at and studied must have read the Imago or the Af-beeldinghe with a keen eye.[footnoteRef:300] as mMany of his picturae were have been inspired by the engravings in the Imago or have even straightforwardly copied them rather straightforwardly (print in reverse), though always in a most quite  simplified version. (cCompare, for example,  e.g. the fisherman in Het geestelyck Jubilee, p. 79 with Imago, p. 177; Noah’s Ark with the dove and the olive branch, p. 142 with Imago, p. 574; the bird of paradise, p. 367 with Imago, p. 715; the eagle taking off to the sun, p. 225 with Imago, p. 724; the zodiac signs, p. 154 with Imago, p. 184; the compass, p. 218 with Imago, p. 322, the salamander, p. 132 with Imago, p. 727. [300:  Compare with Salviucci Insolera, L’Imago primi saeculi, p. 221.] 

Franscus Nerrincq’s De goddelycke voorsienigheydt
A third instance case of the later reception of the Imago, early eighteenth century,  presents a completely different story. and is to be situated at the beginning of the 18th century. In 1710, the 74-year-old Jesuit Franciscus Nerrincq (1638-1712) published his second emblem book published: De goddelycke voorsienigheydt. Uytgebeeldt in Joseph onder-coninck van Egypten, verciert met Sinne-beelden ande Sede-leeringen [Divine Providence, shown by Joseph, viceroy in Egypt, embellished with emblems and moral lessons] (transl. P. van Dael).[footnoteRef:301] The volume was published issued by the Antwerp printer and bookseller Ignatius Leyssens,, who at that time  lived quite near to the Antwerp Domus professa, at the ‘Jesuite Pleijn’ [Jesuits’ square] in the house ‘In St.-Joseph’.[footnoteRef:302] In 1709 Leyssens had also published Father Poirters’ emblem book Heyligh hof vanden keyser Theodosius [The Saintly Court of the Emperor Theodosius].	Comment by University Information Services: Correct? [301:  See on Nerrincq and on this volume: Peter van Dael, ‘Frans Nerrincq S.J., De Goddelycke voorsienigheydt (1710)’, in: Begheyn a.o., Jesuit Books in the Low Countries, pp. 244-248. Nerrincq was quite well acquainted with the emblem genre. In 1655 he led his class  as a Rhetorica pupil at the Courtrai Jesuit collegio  for the affixio on the Eucharist (Porteman, Emblematic Exhibitions, pp. 172-173), and in 1692 he wrote his first emblem Voor-beeldt der waere deught [Example of true virtue] (published by Jayé in Mechelen) on  the occasion of the acquisition of a relic of Saint Casimir  by the Jesuit Sodality of  adult but unmarried young men in Mechelen (Van Dael, ‘Frans Nerrincq’, p. 246).]  [302:  From 1711-1717 the bookprinter Joannes Paulus Robyns worked at the same address. See Frans Olthoff, De boekdrukkers, boekverkoopers en uitgevers in Antwerpen sedert de uitvinding der boekdrukkunst tot op onze dagen. Antwerp:  Buschmann, 1891, pp. 62 and 856. ] 

Nerrincq’s De goddelycke voorsienigheydt, which runs to counting some 280 pages, consists of three parts, each of which takes the Old Testament history  of Joseph as a starting point to demonstrate how Divine Providence, taking care of all that God has created, is constantly directsing Joseph, ‘sonder nochtans aen synen vryen wille ergens in te cort te doen’ [although never restricting Joseph’s free will] (p. 69). Each chapter closes off with a ‘Sede-leeringe’, a moral lesson in the form of a quite lengthy ethical treatise. The prose texts and their long-winded arguments are larded with many exempla taken from secular wordly and sacred history, and with  ubiquitous quotations from ancient authors, the Bible, the Church Fathers, and many other sacred authors. Rhymed passages distract the reader. and nNineteen emblems have been distributed across spread all over the work.[footnoteRef:303]  [303:  Van Dael, ‘Frans Nerrincq’, p. 246-247. The nineteen emblems can be found in Franciscus Nerrincq, De goddelycke voorsienigheydt on pp. 4-5, 13-14, 27-28, 63-65, 75-76, 79, 84-85, 130-131, 142-143, 147-148, 165-166, 176-177, 182-183, 198-200, 213-214, 231-233, 238-239, 250-251, 266-267. Some emblemata nuda (nude emblems; that is, those in which  the pictura has been replaced by a description in words) were inserted in the volume as well: e.g. on pp. 45-46 (quoted after Cats’ Invallende gedachten op voorvallende gelegentheden [Incidental thoughts on accidental occasions] (see Jacob Cats, Alle de Wercken. Amsterdam: Jan van Heekeren a.o., 1712, p. 404, nr. 25), p. 105, p. 271 and pp. 280-282. On the genre of Cats’ Invallende gedachten,: see Karel Porteman, ‘Cats’s Concept of the Emblem and the Role of Occasional Meditation’, in: Emblematica, 6 (1992), 2, pp. 65-82.] 

As has been noted by Van Dael, the frontispiece is in Nerrincqs volume clearly presents an adaptation of the frontispiece that had been designed by Natalis for the Af-beeldinghe van d’eerste eeuwe. The new frontispiece was from 1710 is now signed by Lambert Causé (born c. 1673) as the engraver, (Lambert was being the son of the Antwerp engraver Hendrik Causé (1648-1699). In the upper half  of this of the new frontispiece, the all-seeing eye of God,  which (here representsing divine providence,) is enclosed by a triangle (the Holy divine tTrinity) and is  surrounded by rays of light, cherubs, and winged cherub heads. They all replace the allegorical figure representing the Society of Jesus Societas Jesu on top of the sockle, as well as the triumphant figures of doctrine, purity, and martyrdom ship in the earlier frontispiece. 
The lower part of the new frontispiece (central sockle, both allegorical figures to the left and right, and the pedestal) show a even greater much more resemblances to the its model. Indeed, tThe posture and dress of the allegorical figure on the left come most closest to the one in the Af-beeldinghe.  There the allegorical figure of 1640 stood for the Holy Church, and as well for the Jesuits’ vow to obey of obedience to the Pope “regarding missions.”, the pope is represented by his attributes, the ferula or triple-barred papal cross with the falcon taking flight off, the tiara, and the keys of saint Peter. In 1710 this figure was turned into an allegory of modest and chaste behavior. In Cesare Ripa’s Iconologia, first published in 1593, the concept of Modestia is indeed represented by a young girl all in white, eyes cast looking down, wearing a plain head-dress and a scepter with an eye on top of it that , symbolizesing the submission of the passions to reason.[footnoteRef:304] Interestingly enough, however, tThe allegorical figure in Nerrincq’s emblem book is not, however, looking down, but rather up to the all-seeing eye, as modesty is being guided by divine providence. 	Comment by University Information Services: Note 302: is my inseerton correct??? [304:  See Caesar Ripa, Iconologia: or Moral Emblem […]. London: Benj. Motte, 1709, p. 52, nr. 207. ] 

In the Af-beeldinghe the allegorical figure to the right of the sockle, holding a crucifix in its arms, with attributes of mitre and cardinal’s hat lying at its feet, represented the Jesuits’ devotion to the Cross and their abstinence from positions in the church’s hierarchy. of the offices of the regular and secular clergy. But Iin the 1710-frontispiece, on the other hand, the allegorical figure stands for Religion Religio; and the mitre and the cardinal’s hat have been omitted.  The same goes for the ouroboros on the front of the sockle (standing for eternity) and the figures of time and envy on the front of the pedestal. 	Comment by University Information Services: What is that “same”?  Not clear.	Comment by University Information Services: You need to define or translate this word.
The Af-beeldinghe also functioned in several ways as a visual source book for the picturae in several ways. Eleven of the nineteen figurative compartments in Nerrincq's emblem volume, for instance,  can be linked to the picturae in the Af-beeldinghe. Some of these were copied rather straightforwardly, as is the case with the popinjay locked in its cage (p. 142), the compass on the table (p. 176), and the hanging clock (p. 238).[footnoteRef:305]  In these instances, the print is in reverse, resulting e.g. in the rather awkward mirrorwise depiction of the cyphers on the compass. In the popinjay-emblem, Poirters’ epigram even seems even to have influenced Nerrincq’s wording: [305:  De Goddelycke voorsienigheydt, p. 142, Af-beeldinghe, p.98 ; Imago, p.179 (print in reverse); De Goddelycke voorsienigheydt, p. 176, Af-beeldinghe, p.200 ; Imago, p. 323 (print in reverse); De Goddelycke voorsienigheydt, p. 238, Af-beeldinghe, p. 266; Imago, p. 456 (print in reverse).] 

Mijn heere ben ick lief, hy voedt my als sijn kindt,
’t al voor Perroqué wat lieffelijcks men vindt 
(Af-beeldinghe, p. 99)
 [I am most dear to my master; he feeds me as his own child.
‘It’s all for Perroqué’, if one finds something nice to eat]
Men geeft den vollen lof aen onsen Parroqué,
Van dat ieder heeft men deelt den voghel mê.
(De goddelycke voorsienigheydt, p. 143)
 [One gives all praise to our Parroqué.
Of all one has, one gives it to the bird as well]
Other picturae in the Goddelycke Voorsienigheydt also drew upon assembled some visual elements from the picturae of the Af-beeldinghe but put them together differently.within a new constellation. Thus the pictura with the beehive, the bat, and the bees is turned into a figurative compartment with a rather clumsily executed Cupid standing next to a beehive.[footnoteRef:306] The pictura in Nerrincq’s volume showing a ship full- sail blown by the wind goes back to  is taken from the pictura in the Af-beeldinghe with a similar  ship that is most similar, but  one that which sails flies under the zodiac-signs of the Jesuit saints and the twin brothers Cosmas and Damianus and with flags flying that revealing the IHS-monograms.[footnoteRef:307] The depiction in the Af-beeldinghe of a ship in full storm that is throwing overboard all kinds of vessels with goods was copied in an in the engraving in the Goddelycke voorsienigheydt, there the ship is, in stormy weather, accompanied by some other ships sailing in stormy weather in the background.[footnoteRef:308]  [306:  Af-beeldinghe, p. 300; Imago, p. 476; De Goddelycke voorsienigheydt, p. 13. Print in the same direction.]  [307:  Af-beeldinghe, p. 36; Imago, p. 46; De Goddelycke voorsienigheydt, p. 27. Print in the same direction.]  [308:  Af-beeldinghe, p. 90; Imago, p. 175; De Goddelycke voorsienigheydt, p. 231-233. Print in the same direction.] 

The pictorial motif of a man pooring out some oil ionto a plate in the Goddelycke Voorsienigheydt (p. 79) finds no equivalent in the Af-beeldinghe, though some of the elements in the interior room (table, floortiles, windows at the back, and the rounded door) were copied after one of the omitted picturae in the Imago.[footnoteRef:309] In these (assembled) picturae, the prints are in the same direction. This is not the case, however, with tThe pictura from the Af-beeldinghe that shows ivy tying itself to the trunk of a withering oak. The image was, however, copied straightforwardly in another pictura of the Goddelycke Voorsienigheydt, with only one additional detail: the ivy now also attaches itself  to the walls of the charming step-gabled house in the background.[footnoteRef:310] [309:  Imago, p. 47; De Goddelycke voorsienigheydt, p. 79. Print in the same direction.]  [310:  Af-beeldinghe, p. 134,  Imago, p. 199; De Goddelycke voorsienigheydt, p. 130. Print in reverse.] 

In some other emblems, the engraver appears to have been workeding altogether most freely, using  the picturae from 1640 as a model in a rather remote way. At first sight, the two picturae with the shephard’s scenes in De Goddelycke Voorsienigheydt (pp.63 and 213) seem to be totally unrelated to the herdsman in the Af-beeldinghe on p. 198 (Imago, p. 322), unless one takes into account the similar topped mountains in the background at the left.[footnoteRef:311] In the same way, but even more tentatively, one might suggest that the opening sun emblem dealing with the all-warming sun (De Goddelycke Voorsienigheydt, p. 4-5) has been inspired by the similar purport of the opening sun emblem in the Af-beeldinghe, pp. 32-33 (Imago, p. 43). [311:  In the same way, but even more tentatively, one might suggest that the opening sun emblem on p. 4 dealing with the all-warming sun (De Goddelycke Voorsienigheydt, pp. 4-5) has been inspired by the similar purport of the opening sun emblem in the Af-beeldinghe, p. 32; Imago, p. 43).] 

In yet another way Tthe picturae of the Imago/Af-beeldinghe have influenced the 1710 picturae in yet another way as well. The ornamental frames in all of the nineteen picturae in De goddelycke voorsienigheydt were copied straightforwardly and rather meticulously after those in the 1640 picturae (prints of the cartouches in reverse): the frames of the 1710 picturae on  pages p. 4, 13, 27, 63, 75, 79, 84, 130, 142, 147, 165, 176, 182, 198, 213, 231, 238, 250 and 266 harken go back back, respectively, to the  the 1640 cartouches in the Imago on respectively pages  p. 720, 470, 468, 565, 203, 454, 569, 197, 185, 718, 568, 476, 326, 200, 466, 457, 949, 467 and 465.
This survey shows indicates that  the 1710 engravings in of which the figurative compartment can be linked in one way or another to a figurative compartment in the Imago or the Af-beeldinghe never for those compartments copied at the same time the ornamental cartouche that accompanied theat original specific figurative compartment. The reason is obvious: only those ornamental cartouches were selected for copying that left sufficient a lot of blank space for inserting and engraving a new inner figurative compartment. 
In some cases the cartouches were simplified. Thus the 1710 cartouche, p. 4, did not reproduce the winged cherub heads at the left and the right of the 1640 frame (Imago, p. 720). The foliate blades and the decorative ropes on the left and right in the 1640 panel (Imago, p. 470) were omitted in the 1740 cartouche, p. 13. The 1710 cartouche, p. 63, faithfully copied the 1640 ornamental cartouche (Imago, p. 565), but turned it upside down. The engraver in 1710 must have thought that the cornucopia in the 1640 engraving had erroneously had been fixed upside down on the upper scrollwork. The grotesque mask atop on top of the 1640 ornamental panel (Imago, p. 185) was replaced by more neutral and smaller metal scrollwork (p. 142). The festoons with fruit at the lower left and right of the 1640 engraving (Imago, p. 718) were omitted in the 1710 cartouche, p. 147. The same is true goes for the monstruous head on top of the 1640 ornamental frame (Imago, p. 476) in the 1710 engraving, p. 176. The festoonery with fruit at the left and right of the 1640 auricular cartouche (Imago, p. 200) was replaced by darker trapezial cutouts (p. 198).[footnoteRef:312]  [312:  Other examples can be found in the 1710 ornamental frames on p. 213 (Imago, p. 466), p. 238 (Imago, p. 949) and p. 266 (Imago, p. 465). ] 

In Nerrincq’s emblem book,  the visual material and splendid ornamental frames of the Imago and the Af-beeldinghe were copied and worked over recuperated by a less talented artist-engraver, who for constructeding emblems that focused more narrowly on the concept of Divine Providence, .That concept was embodied as demonstrated in the figure of Joseph, and it was made explicit illustrated by means of the lengthy moral lessons that accompanied it. As such, tThe festive jubilee-volumes of 1640,therefore cannot be said to  add any luster no authority to Nerrincq’s volume, which is so ubiquitously filled with all kinds of references to all sorts of secular and religious sources books. In this respect, it is quite telling that for in three of the nineteen emblems, Nerrincq explicitly revealed  the sources for the emblematic images are explicitly revealed by Nerrincq. Twice he introduceds his emblems by referring to Saavedra’s imprese-volume  Idea de un Principe politico Christiano (Munich, 1640) (on pp. 74 and 197), and once he mentioned the ancient author Lucian is mentioned as a source for his quotation e on the Danaids’ perforated cask, which was subsequently turned into an emblem (p. 164). It is altogether clear that in Nerrincq’s emblem book the Imago and the Af-beeldinghe had had their reputation tarnished.  lost their emblematic fame.
Applied emblematics ;based on on the basis of the Imago in Religious buildings
Another and more surprising part of the Imago’s success is concerns the use of its emblems in non-ephemeral emblem programs that decorate the interior of religious buildings all over the world.[footnoteRef:313] The first, – and to our knowledg knowledgee, – oldest example was has been discovered and discussed at length by Dieter Bitterli and discussed by him at length  in his article ‘Imago Sancti Judoci: An unknown Cycle of Applied Emblems in Central Switzerland’ (1995).[footnoteRef:314]  The cycle of applied emblems that Bitterli could linked to the Imago-emblems is to be situated in the hamlet Blatten, quite near to Malters in the canton of Lucerne, the Catholic capital of Central Switzerland.  Blatten of old had from early times been a place of pilgrimage devoted to Saint Judoc (or Josse). This Breton prince from the seventh century had renounced in his youth renounced the crown of Brittany and all his wealth, made a pilgrimage to Rome, became a priest, and returned to Saint-Josse-sur-Mer in order to live as hermit. The founding of the later church at Blatten at the end of the fifteenth century goes back to the vow that Hartman Krämer made on his pilgrimage to Saint-Josse-sur-Mer after he had been attacked most violently. 	Comment by University Information Services: The information in this sentence needs elaboration.  Why did he choose Blatten?  Is Blatten near Saint-Josse-sur-Mer? What was the vow?  Is that when the pilgrimages began? [313:  On emblematic programs in buildings, see a.o. Wolfgang Harms, ‘The Investigation of Emblem Programmes in Buildings: Assumptions and Tasks’, in: Hans J. Böker and Peter M. Daly (eds), The Emblem and Architecture. Studies in Applied Emblematics from the Sixteenth to the eighteenth Centuries. (Imago Figurata, Studies 2). Turnhout: Brepols, 1999, pp. 3-16 or within a broader context: Simon McKeown, Emblematic Paintings from Sweden’s Age of Greatness. Nils Bielke and the Neo-Stoic Gallery at Skokloster. (Imago Figurata, Studies, 6). Turnhout: brepols, 2006, esp. pp. 1-8.]  [314:  Dieter Bitterli, ‘Imago Sancti Judoci: An unknown Cycle of Applied Emblems in Central Switzerland’, in: Alison Saunders and Peter Davidson (eds), Visual Words and Verbal Pictures. Essays in Honour of Michael Bath. Glasgow: Glasgow Emblem Studies, 2005, pp. 13-36. In this article Bitterli not only dwells upon the emblematic program of the series, but also on the specific cultural and religious backgrounds, and he includes a full list of the stained-glasses: with a description of the pictura, the German inscriptions, their application in view of St. Judoc’s Vita, and a short discussion of the specific source emblem from the Imago. See as well on this cycle Dieter Bitterli’s project: www.emblemata.ch] 

In the years 1654 to 1657, the nobleman Joseph Amrhyn (1625-1692), curator of the church, took the initiative to build a new and stately chaplaincy in the specific and quite typical style of a rural private home use.  At his initiative In three of the more official chaplain’s rooms on the first floor, twenty emblematic coloured stained-glasses emblems, measuring (of about 19 x 27 centimetres,) were inserted into the upper parts of the windows. Each of them mentions the year 1656 or 1657 in beneath next to the names and the coat of arms of the patricians who donated ‘their’ stained-glass to the chaplaincy. 
As a whole, tThe series consisted in presented an emblematic interpretation of the life of Saint Judoc. Vita Sancti Judoci.  One of tThe stained-glasses in one of the windows functions as a kind of frontispiece. Its pictura depicts Saint Leger and Saint Maurice, the patron saints of Lucerne, ‘beside a seven-branched candlestick bearing the coats of arms of the Lucerne districts’ (Bitterli, p. 20, nr. 4). The German inscription inscriptio reads: ‘Sanct Josten Hoch Heiliges Leben / durch die Emblemata erheben / Sind stafflen Zuo der Seligkeit / und Lüchter Ewiger Clarheit’ [The Most Holy Life of Saint Judoc, exalted by these emblems show the steps towards salvation and like chandeliers shed light on eternal clarity]. The telling image of the chandelier here is becomes a symbol for the meditational and devotional power of the bright scenes in the stained-glasses. 	Comment by University Information Services: Put this in a note	Comment by University Information Services: This part of the sentence does not make sense as it stands/  Os it something like “and act like chandeliiers  of an enternal clairity”???
The other stained-glasses images  in the other windows were all  designed after the picturae from the Imago without many alterations. Some of them picturae ‘are modified slightly’ in view of the ‘overall narrative of the cycle’ and quite often ‘the haloed figure of St Judoc is added.’ to the pictura.[footnoteRef:315] The pictura on p. 176 of the Imago, for example, e.g. shows how Elijah Elias surrounded with flames is drawn towards heaven by the fierceful horses that are pulling his chariot. His cloak is whirling down. The emblem is about dealing with ‘Paupertas expedita’ [Poverty disencumbered] and the motto reads: ‘Liber ab  exuviis’ [Free from equipage]. In the corresponding stained-glass, it is Saint Judoc who is standsing in the chariot; not Elijah’s Elia’s cloak but the symbols of Judoc’s material nobility – crown and scepter, a chain, and a cup together with some coins – are falling down to the earth.[footnoteRef:316] [315:  Bitterli, ‘Imago Sancti Judoci’, p. 19. ]  [316:  Bitterli, ‘Imago Sancti Judoci’, p. 20, nr. 5.] 

 In another stained-glass emblem the encoding of the emblematic image differs from the corresponding one in the Imago. The pictura on p. 324 of the Imago depicts a illustrates the flashing lightning-bolt that hits the rock and returns most quickly to the stars. The emblematic image stands here for the Jesuits’ Order’s readiness to take up their missions and to be ready at once to assume new responsibilities. pick up new duties. In the corresponding emblem in the stained-glass, however,  the emblematic image is now directed for its application to the indestructiability of the heavy rock, which indicates  and the firmness and constancy of Saint Judoc against all evil: ‘Wann der blizg Auff Ein felsen Dring / der Streih Mit gwalt Zu Rugck sih shwingt / Writ der Verfolgung Widersetzt / Jst der Verfolger selb Verlezt’[footnoteRef:317] [When the lightning strikes a rock, it slings the bolt of lightning back most violently and forcefully. Once the attacker meets strong resistance, he gets hurt himself].  [317:  Bitterli, ‘Imago Sancti Judoci’, p. 27, nr. 15.] 

It was certainly no coincidence that Joseph Amrhyn chose the Imago as a source-book for the emblematic program. in the chaplaincy at Balten. The nobleman Amrhyn was well acquainted with the Counter-Reformatory Jesuit milieu at that time. Dieter Bitterli’s arguments in this respect are most convincing. Bitterli refers to Amrhyn’s education at the Jesuit collegio College of St Francis Xavier in Lucerne. According to Bitterli, Amrhyn himself might even have owned a copy of the Imago, since as his wealthy family indeed possessed several emblem books. But there were also his two younger brothers: both of whom them had joined the Society and lived had stayed for a while in the school in  Lucerne Jesuit college. The college library acquired possessed a copy of the Imago in from 1643 onwards. Amrhyn’s sympathy for the Jesuits goes, therefore,  without saying. He Two of his sons were named two of his sons after the Jesuit saints Ignatius z and Xavier, and one of them even joined the Society. Moreover, a large sum of money was  he bequeathed a large sum of money  to the Lucerne school. Jesuit college in Amrhyn’s will.[footnoteRef:318]  [318:  Bitterli, ‘Imago Sancti Judoci’, pp. 32-33.] 

Amrhyn’s personal influence in choosing using the Imago as a sourcebook for the chaplaincy’s emblematic program is undeniable. should not be underestimated.That program  Until now, it is, as far as we now know,  the only known cycle of  applied aplyedlied emblematics in Switserland that is based so extensively  intensively on the Imago-volume.[footnoteRef:319]  	Comment by University Information Services: Is it just in Switzerland...or, rather, the only known instance anywhere?? [319:  Bitterli, ‘Imago Sancti Judoci’, p. 33.] 


Another instance example of the Imago’s success is to be found in concerns the reproduction of  its emblems from the festive volume in the Jesuit church of Córdoba, Argentina, that was consecrated in 1671. Of the fifty emblems that are displayed in this church, some forty are inspired by the Imago, – a copy of which was available in the Jesuits’library of the Jesuits in Córdoba.[footnoteRef:320] The emblems were first brought to scholars’ under the attention by Sergio Barbieri and Iris Gori in 1992. It was only Two years later, in 1994, that Rafael Mahíques identified the Imago as source of the majority of the reproductions. Finally, in 2003 a study on the emblems appeared by Barbieri, in which all emblems are briefly discussed and photographically reproduced together with the corresponding emblems from the Imago.  [320:  Sergio Barbieri, Empresas sacras jesuíticas: Córdoba - Argentina. Córdoba: Ediciones Fundación Centro, 2003. (Colección Historia de la arquitectura de Córdoba, vol. 5), p. 97. For the distribution of Flemish books and engravings in Latin America (and beyond), see Eddy Stols and Werner Thomas, Un mundo sobre papel. Libros y grabados flamencos en el imperio hispanoportugués (siglo XVI-XVIII). Leuven: Acco, 2009.] 

The emblems, which were displayed on wooden panels, are all, with – except for two exceptions, – located at ten meters above the floor ,high just below the vaulting, and are placed around the whole perimeter of the church in alternation with fifty paintings of saints and eminent men of the Jesuit order.[footnoteRef:321] At the centrer of the panels, which measure 82-85 cm high by 70-75 cm wide,[footnoteRef:322] is an oval cartouche with a pictura and a motto written in a banderole. The oval tablets are set in sculpted gilded frames, – similar in shape to those in the the Imago’s frames. The picturae, which are all of which are rendered in colour, are either sculpted or simply painted. Given that forty-eight of the frames are repeated in pairs, it has been suggested by Barbieri that the location of the emblems was probably meant to be symmetrically distributed.[footnoteRef:323] Mahíques’ hypothesis that each emblem could possibly be associated with a specific Jesuit depicted in one of the fifty portrait paintings,[footnoteRef:324] was not confirmed by Barbieri. 	Comment by University Information Services: Clarify.  Are some of the picturae rendered as sculptured pieces?  If so, that deserves a little clarification or eleaboration because it would be a departure from what we have seen before.	Comment by University Information Services: Clafify.  Did Barbieri simplyh not deal with the issue or did he challenge or reject the hypothesis? [321:  Barbieri, Empresas, pp. 95, 99 and 101. ]  [322:  Barbieri, Empresas, p. 100.]  [323:  Barbieri, Empresas, p. 100.]  [324:  Rafael García Mahíques, ‘Fuentes para el programa emblemático en la Iglesia de la Compañía en Córdoba (Argentina). El Imago Primi Saeculi’, in: Lecturas de Historia del Arte, 4. Vitoria-Gasteiz: Instituto Municipal de Estudios Iconográficos Ephialte, 1994, pp. 394-403, esp. p. 394] 

In Ssome of the forty of the fifty emblems related go to a lesser or larger extent back to the Imago,:[footnoteRef:325] the pictura and motto of the same emblem are reproduced, recuperated, in others a motto is applied to another pictura whether or not from the Imago, in still others the title of an Imago’s emblem is used as motto, and sometimes  or a pictura is reproduced  recuperated twice.[footnoteRef:326] Compared to the original engravings from the Imago, the picturae of the reproductions in Córdoba focus more on the res picta, and the to the detriment of the original décor is often missing. Regarding the selection criteria, it is noticeable that eEmblems from the title page, prolegomena, and the first four books provided material for the reproductions. Emblems from book five (honoured society) and six (the Flandro-Belgian society) were not used recuperated. It thus seems that tThe emphasis lay on representing the order by concentrating on the Jesuits’ vows, duties, and missions – and only to a lesser extent on the hardships. as mMerely three cases go back to book four (the suffering sSociety). [325:  According to Barbieri the Imago provided in 40 instances material for either both or just one of the emblem’s components. In my view, the palm tree of emblem 21 and the dove from emblem 9 (detail) could possibly also be derived from the Imago, pp. 50 and 51 respectively.]  [326:  Mahíques, ‘Fuentes’, p. 395. ] 

The eEmblem programs, though not derived from the Imago, are found in  of the Jesuit church of Córdoba is not a single case, since in buildings all over the world in buildings ranging from private houses to monasteries and churches. such functional emblem decorations have been found. For instance, in a room of the manor Ludwigsburg in Eckenförde, Germany, the walls are covered with wooden cassettes in which painted emblems are set. The emblems, taken from Camerarius, Cats, Harsdörffer, Heinsius, Van Veen and many others, provided visitors to the house with conversation topics of conversation.[footnoteRef:327] Elsewhere in seventeenth-century Germany, the rood loft of the pProtestant St. Katharina church in of the town Katharinenheerd was decorated with fourteen emblems that were carefully selected from Herman Hugo’s Pia desideria (1624), which was, – after all, the most reprinted and translated Jesuit emblem book at the time.[footnoteRef:328] [327:  Hartmut Freytag, Wolfgang Harms and Michael Schilling  (eds), Gesprächskultur des Barock: die Embleme der Bunten Kammer im Herrenhaus Ludwigsburg bei Eckernförde. Kiel: Ludwig, 2004, esp. pp. 14-17 and 28-29.]  [328:  Ingrid Höpel, ‘Antwerpen auf Eiderstedt. Ein Emblemzyklus nach Hermann Hugos Pia Desideria in St. Katharina, Katharinenheerd auf Eiderstedt, zwischen 1635 und 1650’, in: De zeventiende eeuw, 20 (2004), 2, pp. 322-343, esp. p. 341. ] 

 On the other side of the Atlantic, in the New World, emblems and engravings by European artists decorated buildings as well. For for instance, in the seventeenth- century the main room of the Casa del Fundador in Tunja, Colombia, was embellished with emblems mainly derived from Sebastián de Covarrubias’ Emblemas morales (1610).[footnoteRef:329] In Mmid-eighteenth century, the cell of a monk in the convent of the Order of the Blessed Virgin Mary of Mercy in Cuzco, Peru, was decorated with engravings from the emblem book Camino del Cielo (1738) by Diego Suárez de Figueroa that, in turn, was greatly indebted to the above mentioned Pia desideria.[footnoteRef:330] In the same eighteenth century, blue and white tiles (azulejos) containing presenting emblems from Otto van Veen’s Quinti Horati Flacci Emblemata (1607) were applied on the walls of the courtyard court yard of the monastery of Saint Francis in Bahía, Brasil.[footnoteRef:331] In the nineteenth century, the Pia desideria, – together with Benedictus Van Haeften’s Schola cordis (1629), – still inspired the mystic emblematic program of the convent of Saint Catherine of Siena in Arequipa, Peru.[footnoteRef:332] [329:  Santiago Sebastian, El Barroco Iberoamericano. Madrid: Ediciones Encuentro, 1990, pp. 251-254.]  [330:  Sebastian, El Barroco, pp. 259-260.]  [331:  Sebastian, El Barroco, pp. 254-259; Stols and Werner Thomas, Un mundo; Thijs Weststeijn, ‘Otto van Veen’s Emblemata Horatiana and the azulejos in the monastery of São Francisco in Salvador de Bahía’, in: De zeventiende eeuw, 21 (2005), no. 1, pp. 128-145.]  [332:  Sebastian, El Barroco, pp. 260-261.] 

A last and to emblem scholars probably unknown case, concerns tThe occurrence of fragments of the Imago in the retable ‘El rapto de San Ignacio’ in the Iglesia San Ignacio in Bogotá, Colombia, is probably news even to emblem scholars. The retable on the rapture of Saint Ignatius was made by the sculptor Pedro de Laboria in 1748 and is situated on the left of the main altar.[footnoteRef:333] The retable It depicts Ignatius lying in ecstacy on the ground while having a vision of the Society of Jesus.[footnoteRef:334] Of special interest to us are the some emblematic elements rooted which have their roots in the Imago, such as the angel in the centrer of the retable. The angel is dressed like a soldier and is standsing in between two globes that  which represent the eastern and western hemisphere. Behind the angel there is a banderole inscribed inscripted with the phrase ‘unus non sufficit orbis’ (one world is not enough). Both the image of the angel standing in between two globes and the motto are taken from the Imago’s emblem on the missions to India (p. 326), – which we have already discussed above. (supra).  [333:  Leonardo Ramírez Uribe S.J., ‘El retablo del Rapto de la iglesia de San Ignacio (Bogotà)’, in: Apuntes, 1980, 16, pp. 43-48, esp. p. 44.]  [334:  For a description of the retable, see Sebastian, El Barroco, pp. 341-342 and Ramírez Uribe, El retablo. ] 

The dress and attributes of the angel differ significantly, however,  from the original emblem in the Imago. With the military outfit and the IHS monogram sign on his chest chest, the angel has become the embodiment of the militant spirit ascribed to the Society. order Ignatius envisioned. The bow and arrow that amor divinus was holding in the original emblem are replaced by an open book and sword. InTthe book appear the words phrases from St. Paul’s letter to the Ephesians that the sword of the spirit is the word of God (‘Gladius spiritus quod est verbum dei’).; tThe sword in the retable refers to this biblical phrase. 
The idea in Ignatius’ vision of the Jesuits conquering the whole globe and spreading catholic faith also applies to tThe four trumpets that, which, somewhat above the angel, protrude from the sky take up the same theme of worldwide outreach. In bBetween the trumpets the phrase ‘sSocietas fidem toto orbe divulgat’ (the sSociety spreads faith all over the world) appears is shown. It relates to concerns the title of the emblem with which has four trumpets in the pictura (p. 320) of the Imago. and of which tThe motto motto from the pictura, ‘in omnem terram exivit sonus eorum’ [all over the world their our sound is heared], is also displayed in the retable on , namely in a banner draped under the trumpets. In addition, the specific iconography and rhetoric by which the Jesuit typically represented themselves is present elsewhere in the retable. For instance, a little angel in the lower right corner holds a cardinal’s hat and cloak, refersring to the Jesuits’ vow to turn down ecclesiastical honours. while aAnother angel in the upper left corner is holdsing an open book with the Jesuits’ motto slogan that all what they do is in honour of God (‘Ad maiorem dei gloriam’). 
 
Conclusion: Performativity and Productivity	Comment by University Information Services: As best I can tell, this iword does not exist in English.  But maybe it is used by emblem scholars??  I see what it is trying to convey, and I cannot think of an alternative.  So maybe we should let it stand???
The Imago primi saeculi Societatis Iesu is unquestionably one of the most impressive emblem books ever published. in early modern times. It was the felicitous result of an intensive collaboration between Jesuit authors and closely associated craftsmen. Working under great time pressure, the editors stretched their organizational talents to make sure that the Imago came to light in the festive year 1640. They attracted talented Neo-Latin poets such as Sidronius Hosschius and Jacobus Wallius for composing numerous learned emblems. Furthermore, they solicited the experienced engraver Cornelis Galle the Elder for designing captivating picturae and contracted the famous Antwerp book printer Balthasar Moretus to turn their emblem compositions into a book of the highest possible quality. In all likelihood, the tight schedule compelled both the emblem poets and the engraver mainly to draw inspiration mainly from materials that were readily available in Antwerp. This limitation greatly increased the stakes of the artistic game in which they were involved ‒ a game ruled by the rhetoric of argutia as it had been developed by Jesuit and non-Jesuit emblem theoreticians at the time: creating a dense web of subtle intertextual and 'intericonic' references, the emblem artists were expected to modify existing literary and visual motives in order to create new, surprising, and witty emblems. More often than not, they proved equal to the arduous task. 
Typically enough, the Imago was submitted to careful scrutiny immediately after its publication. The internal quality- control was a first step towards issuing a French adaption of the Imago, That version which would serve as a counterpart to the Dutch version, which was composed, more or less concomitantly with the Latin work, by Laurentius Uwens and Adriaen Poirters more or less concomitantly with the Latin version. Just as Like the festivities organized in Antwerp and elsewhere to celebrate the centenary of the Society, the book, designed to complement and enhance commemorate them, had to cater to for men of letters as well as to for ordinary people. Far from producing a rather slavish adaptation of the Imago, Poirters succeeded in creating a new work that yielded in nothing to its Latin counterpart. Perfectly attuned to vernacular literary standards and expectations, the Af-beeldinghe provided remarkably fresh encodings of the pictorial material that was not only culled from the Imago as such but also from the existing emblematic tradition as a whole. While time- pressure forced the author to reduce the number of emblems, he managed to compose a cogent work of art that which conveyed an equally strong message as strong as  as the Imago’s.: the tone is self-confident, sometimes even polemical. 	Comment by University Information Services: OK?  This sentence sounds as if it is dealing with both the Latin and the Dutch version.   Is it?  If so, should it not be placed immediately after the first sentence in this paragraph?  I say that because everything that follows concerns the Dutch.	Comment by University Information Services: Single author??
The Imago is exactly what it proclaims to be: it is an 'image' that renders the Jesuit order and its great past visible. It represents, albeit in a selective and strategic manner, the ideals and achievements of the Society, as a whole, and of the Flemish-Belgian province, more particularly. It not only describes a glorious past, but also aims to explain it in terms of a well-defined program and spirit. However, the obvious representational goal of the Imago should not blind us to for its less apparent but equally important performative function. Heavily dDrawing heavily on imprese books and deliberately blurring the distinction between the 'heroic symbol' and the emblem, the composers of the Imago intended their work to be an autographum, a public declaration, a solemn pledge. The explicit message to the reader ('This is what we do, what we are') contains an unmistakable implicit message: 'This is what we promise to do and to be in the future'. Not unlike the vows taken by each Jesuit upon entering the order, the emblems function as sacred oaths that which impose a heavy duty on the Society and its members: they commit themselves to follow in the footsteps of their illustrious predecessors, to imitate and, if possible, emulate their heroic words and deeds. 	Comment by University Information Services: Should this not be “surpass”?  “emulate” does not say much more than imitate.
As such, the Imago set the example for future exercises in self-presentation and commitment: for more than a century to come, the emblems were re-utilized in various ways in order to convey a similar ‒ or different ‒ message on various occasions and in diverse contexts. The picturae were turned into huge paintings which were displayed in the Antwerp Jesuit church during the festivities of 1640. After the celebration, they continued to serve as models for emblematic exhibitions held in numerous Jesuit colleges in the Flandro-Belgian province and elsewhere. For decades to come, they served as a basis for emblematic adaptation by Jesuit emblem poets living and working in the Low Countries, such as Henricus Engelgraeve, Joannes van Sambeeck and Franciscus Nerrincq. Some of the picturae of the Imago were reproduced in the Chaplaincy of Blatten in Switserland, in the Jesuit church of Córdoba, Argentina Argentina,in 1671 and even inspired the sculptor Pedro de Laboria for his retable on the rapture of Saint Ignatius in the Iglesia San Ignacio in Bogotá, Colombia, as late as 1748. If anything, those imitations eloquently prove the productive power of the Imago's exceptional verbal and visual opulence.
However rich and diverse the reception of the Imago appears to have been, its reutilization entailed at the same time a significant shift in status and function. Designed to commemorate the Society's centenary and highlight its past achievements and future aspirations, it rapidly turned into a 'source book' among other source books: it was searched for pictorial motives which could and would be combined with emblematic elements derived from other, equally interesting volumes. A magnificent imaginotheca in its own right, the Imago came to function as part of a larger imaginotheca, a huge storehouse of emblematic models freely to be selected and adapted by future Jesuit authors eager to execute their own artistic and ideological agenda. 
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