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“And how do you know where these meanings are?

I kind of see em. Or feel ’em rather, like climbing down a ladder at night, you put your foot
down and there’s another meaning, and I kind of sense what it is. Then I put ’em all together.

There’s a trick in it like focusing your eyes.”

Philip Pullman, His Dark Materials: Northern Lights.
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Arentsz, 1696). University of Illinois at Urbana-Champaign. Image retrieved from
HathiTrust Digital Library. Public Domain.

Fig.22. Page 126 of Jan Luyken (b), Jesus en de ziel. Een geestelycke spiegel voor 't
gemoed.: bestaande uyt veertig aangename en stichtelyke sinne-beelden. Vervat in drie
deelen (Amsterdam: Weduwen Pieter Arentsz, 1696). University of Illinois at Urbana-
Champaign. Image retrieved from HathiTrust Digital Library. Public Domain.

Fig.23. Jan Luyken. Engraving for Emblem XXX. Page 131 of Jan Luyken (b), Jesus

en de ziel. Een geestelycke spiegel voor 't gemoed. bestaande uyt veertig aangename
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en stichtelyke sinne-beelden. Vervat in drie deelen (Amsterdam: Weduwen Pieter
Arentsz, 1696). University of Illinois at Urbana-Champaign. Image retrieved from
HathiTrust Digital Library. Public Domain.

Fig.24. Jan Luyken. Engraving for Emblem XXXVI. Page 155 of Jan Luyken (b), Jesus
en de ziel. Een geestelycke spiegel voor 't gemoed. bestaande uyt veertig aangename
en stichtelyke sinne-beelden. Vervat in drie deelen (Amsterdam: Weduwen Pieter
Arentsz, 1696). University of Illinois at Urbana-Champaign. Image retrieved from
HathiTrust Digital Library. Public Domain.

Fig.25. Jan Luyken. Engraving for Emblem XXXVIII. Page 163 of Jan Luyken (b),
Jesus en de ziel. Een geestelycke spiegel voor 't gemoed: bestaande uyt veertig
aangename en stichtelyke sinne-beelden. Vervat in drie deelen (Amsterdam: Weduwen
Pieter Arentsz, 1696). University of Illinois at Urbana-Champaign. Image retrieved
from HathiTrust Digital Library. Public Domain.

Fig.26. Jan Luyken. Engraving for Emblem XXXIX. Page 167 of Jan Luyken (b), Jesus
en de ziel. Een geestelycke spiegel voor 't gemoed: bestaande uyt veertig aangename
en stichtelyke sinne-beelden. Vervat in drie deelen (Amsterdam: Weduwen Pieter
Arentsz, 1696). University of Illinois at Urbana-Champaign. Image retrieved from
HathiTrust Digital Library. Public Domain.

Fig.27. Pages 64 and 65 of Jan Luyken (b), Jesus en de ziel. Een geestelycke spiegel
voor 't gemoed: bestaande uyt veertig aangename en stichtelyke sinne-beelden. Vervat
in drie deelen (Amsterdam: Weduwen Pieter Arentsz, 1696). University of Illinois at
Urbana-Champaign. Image retrieved from HathiTrust Digital Library. Public Domain.
Fig.28. Jan Luyken, Title-figure. fol. Alr of Christian Hoburg, Levendige herts-
theologie, dat zijn aendachtige betrachtingen, hoe Jesus in der geloovigen herten wil
woonen, werken en leven, en haar wil zijn alles in allen. Met schoone, en nette print-
verbeeldinge, ter fake dienende, verciert: nevens versen, suchtingen, en alleen-spraken
(Amsterdam: Johannes Boekholt, 1686. University of Illinois at Urbana-Champaign.
Image retrieved from HathiTrust Digital Library. Public Domain.

Fig.29. Karel Mallery, Engraving for Emblem II. Page 23 of Christian Hoburg,
Levendige herts-theologie, dat zijn aendachtige betrachtingen, hoe Jesus in der
geloovigen herten wil woonen, werken en leven, en haar wil zijn alles in allen. Met
schoone, en nette print-verbeeldinge, ter fake dienende, verciert: nevens versen,

suchtingen, en alleen-spraken (Amsterdam: Johannes Boekholt, 1686). University of
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Illinois at Urbana-Champaign. Image retrieved from HathiTrust Digital Library. Public
Domain.

Fig.30. Karel Mallery, Engraving for Emblem VI. Page 53 of Christian Hoburg,
Levendige herts-theologie, dat zijn aendachtige betrachtingen, hoe Jesus in der
geloovigen herten wil woonen, werken en leven, en haar wil zijn alles in allen. Met
schoone, en nette print-verbeeldinge, ter fake dienende, verciert: nevens versen,
suchtingen, en alleen-spraken (Amsterdam: Johannes Boekholt, 1686). University of
Illinois at Urbana-Champaign. Image retrieved from HathiTrust Digital Library. Public
Domain.

Fig.31. Jan Luyken, Title-figure. fol. Alr of Jan Luyken, De zedelyke en stichtelyke
gezangen. Op nieuws vermeerderd. En den lof en oordeel van de werken der
barmhertigheid. Alles met konstige figuuren versiert (Amsterdam: Weduwe Pieter
Arentz & Cornelis van der Sys, 1709). Duke University. Image retrieved from
HathiTrust Digital Library. Public Domain.

Fig.32. Jan Luyken, Title-figure. fol. *1r of Jan Luyken, Beschouwing der wereld,
bestaand in hondert konstige figuuren, met godlyke spreuken en stichtelyke verzen
(Amsterdam: Weduwe Pieter Arentsz & Cornelis van der Sys, 1708). Duke University.
Image retrieved from HathiTrust Digital Library. Public Domain.

Fig.33. Jan Luyken, Title-figure. fol. Alr of Jan Luyken, De onwaardige wereld,
vertoond in vyftig zinnebeelden, met godlyke spreuken en stichtelyke verzen
(Amsterdam: Weduwe Pieter Arentsz & Cornelis van der Sys, 1710). Getty Research
Institute. Image retrieved from HathiTrust Digital Library. Public Domain.

Fig.34. Jan Luyken, Engraving for Emblem XXVIII. Page 112 of Jan Luyken, De
onwaardige wereld, vertoond in vyftig zinnebeelden, met godlyke spreuken en
stichtelyke verzen (Amsterdam: Weduwe Pieter Arentsz & Cornelis van der Sys, 1710).
Getty Research Institute. Image retrieved from HathiTrust Digital Library. Public
Domain.

Fig.35. Jan Luyken, Engraving for Emblem XLV. Page 184 of Jan Luyken, De
onwaardige wereld, vertoond in vyftig zinnebeelden, met godlyke spreuken en
stichtelyke verzen (Amsterdam: Weduwe Pieter Arentsz & Cornelis van der Sys, 1710).
Getty Research Institute. Image retrieved from HathiTrust Digital Library. Public

Domain.
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Fig.36. Main entrance to the Sanctuary of Jesus the Nazarene, Atotonilco, near San
Miguel de Allende. Photo taken by the author.

Fig.37. Isometric view of the cancel with doors closed. Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.38. Isometric view of the cancel with all doors open. Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.39. Part of the vaults and arches composing the nave of the main church. Sanctuary
of Jesus the Nazarene, Atotonilco, near San Miguel de Allende. Photo taken by the
author.

Fig.40. Traces of painting showing Christ carrying the cross, in the outer east walls.
Sanctuary of Jesus the Nazarene, Atotonilco, near San Miguel de Allende. Photo taken
and provided by Edgar Ulloa.

Fig.41. Possible landscape? Panel of the cancel at the entrance door of the Sanctuary of
Jesus the Nazarene, Atotonilco, near San Miguel de Allende, México. Photo provided
by Ana Maria Pimentel.

Fig.42. Detail of the windows of the cancel showing text in the rails. Sanctuary of Jesus
the Nazarene, Atotonilco, near San Miguel de Allende. Photo provided by Ana Maria
Pimentel.

Fig.43. Left, right and center parts of the exterior side of the cancel. Top section (lighter
grey): Virtues, Gifts, and Religious Figures. Bottom section (darker grey): Liturgical
Year and Biblical Events (related to Christian Salvation History). Sanctuary of Jesus
the Nazarene, Atotonilco, near San Miguel de Allende. Image made and provided by
Arturo Rodriguez.

Fig.44. Left, right and center parts of the interior side of the cancel. Top section (lighter
grey): Various Religious Figures before the Sacred Heart. Bottom section (darker grey):
Programme based on the Escuela del corazon (Schola cordis). Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.45. Central part of the top register of the exterior side of the cancel (Detail).
Sanctuary of Jesus the Nazarene, Atotonilco, near San Miguel de Allende. Photo

provided by Ana Maria Pimentel.
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Fig.46. Miguel Antonio Martinez de Pocasangre (intervened), Fee. Panel 18 of the
cancel at the entrance door of the Sanctuary of Jesus the Nazarene, Atotonilco, near
San Miguel de Allende, México. Photo provided by Ana Maria Pimentel.

Fig.47. Miguel Antonio Martinez de Pocasangre (intervened), De la Fee. Panel 15 of
the cancel at the entrance door of the Sanctuary of Jesus the Nazarene, Atotonilco, near
San Miguel de Allende, México. Photo provided by Ana Maria Pimentel.

Fig.48. Del Fiel. Page 45r of Juan Francisco de Villava, Empresas espirituales y
morales, en que se finge, que diferentes supuestos las traen al modo estrangero,
representando el pensamiento, en que mas pueden sefialarse: assi en virtud, como en
vicio, de manera que pueden servir a la christiana piedad (Baeza: Fernando Diaz de
Montoya, 1613). University of Illinois at Urbana-Champaign. Image retrieved from
HathiTrust Digital Library, Public Domain.

Fig.49. Miguel Antonio Martinez de Pocasangre (intervened), E/ Abad Cosme. Panel
17 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene, Atotonilco,
near San Miguel de Allende, México. Photo provided by Ana Maria Pimentel.

Fig.50. Left part of the exterior side of the cancel. Top section (lighter grey): Virtues,
Gifts, and Religious Figures. Bottom section (darker grey): Liturgical Year and Biblical
Events (related to Christian Salvation History). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.51. Centre of the exterior side of the cancel. Top section (lighter grey): Virtues,
Gifts, and Religious Figures. Bottom section (darker grey): Liturgical Year and Biblical
Events (related to Christian Salvation History). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig. 52. Right part of the exterior side of the cancel. Top section (lighter grey): Virtues,
Gifts, and Religious Figures. Bottom section (darker grey): Liturgical Year and Biblical
Events (related to Christian Salvation History). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.53. Miguel Antonio Martinez de Pocasangre (intervened), El Juicio. Dom. I. de

Adviento. Panel 61 of the cancel at the entrance door of the Sanctuary of Jesus the
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Nazarene, Atotonilco, near San Miguel de Allende, México. Photo provided by Ana
Maria Pimentel.

Fig.54. Miguel Antonio Martinez de Pocasangre (intervened), S. Francisco de Sales.
Panel 123 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.55. Miguel Antonio Martinez de Pocasangre (intervened), S. Philipe Neri. Panel
148 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.56. Miguel Antonio Martinez de Pocasangre (intervened), V. Margarita de Alacoq.
Panel 133 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.57. Left side of the interior side of the cancel. Top section (lighter grey): Various
Religious Figures before the Sacred Heart. Bottom section (darker grey): Programme
based on the Escuela del corazon (Schola cordis). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.58. Centre of the interior side of the cancel. Top section (lighter grey): Various
Religious Figures before the Sacred Heart. Bottom section (darker grey): Programme
based on the Escuela del corazon (Schola cordis). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.59. Left side of the interior side of the cancel. Top section (lighter grey): Various
Religious Figures before the Sacred Heart. Bottom section (darker grey): Programme
based on the Escuela del corazon (Schola cordis). Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende. Image made and provided by Arturo
Rodriguez.

Fig.60. Cordis vanitas. Page facing 98 of Benedictus van Haeften, Escuela del corazon
que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:

traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. |
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(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.61. Miguel Antonio Martinez de Pocasangre (intervened), Pesades del Corazon.
Panel 176 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo taken by the author.

Fig.62. Cordis aggravatio. Page facing 106 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. [
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.63. Miguel Antonio Martinez de Pocasangre (intervened), Circumcission del
Corazon. Panel 181 of the cancel at the entrance door of the Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo provided by Ana
Maria Pimentel.

Fig.64. Cordis circumcisio. Page facing 170 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. |
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.65. Miguel Antonio Martinez de Pocasangre (intervened), Emolicion del Corazon.
Panel 182 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.66. Cordis emollitio. Page facing 197 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. |
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.67. Miguel Antonio Martinez de Pocasangre (intervened), purificacion del
Corazon. Panel 183 of the cancel at the entrance door of the Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo provided by Ana

Maria Pimentel.
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Fig.68. Cordis mundatio. Page facing 206 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. I
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.69. Miguel Antonio Martinez de Pocasangre (intervened), Entrega del Corazon.
Panel 184 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.70. Cordis donatio. Page facing 218 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. |
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.71. Miguel Antonio Martinez de Pocasangre (intervened), Nivel del Corazon. Panel
185 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.72. Cordis rectificatio. Page facing 270 of Benedictus van Haeften, Escuela del
Corazon que escribio en Lengua Latina el P. D. Benito Haesten de la Orden de S.
Benito: Traducida al Castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom.
I (Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image
retrieved from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.73. Miguel Antonio Martinez de Pocasangre (intervened), Renovacion del Corazon.
Panel 186 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.74. Cordis renovatio. Page facing 5 of Benedictus van Haeften, Escuela del corazon
que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.
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Fig.75. Miguel Antonio Martinez de Pocasangre (intervened), ilustracion del Corazon.
Panel 187 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.76. Cordis illuminatio. Page facing 18 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. II
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.77. Miguel Antonio Martinez de Pocasangre (intervened), Escritura del Corazon.
Panel 188 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.78. Cordis tabula legis. Page facing 30 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.79. Miguel Antonio Martinez de Pocasangre (intervened), Aradura del Corazon.
Panel 189 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.80. Aratio cordis. Page facing 40 of Benedictus van Haeften, Escuela del corazon
que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.81. Miguel Antonio Martinez de Pocasangre (intervened), Siembra del Corazon.
Panel 190 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.82. Seminatio in corde. Page facing 50 of Benedictus van Haeften, Escuela del

corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
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traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. II
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.83. Miguel Antonio Martinez de Pocasangre (intervened), Riego del Corazon. Panel
191 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.84. Cordis irrigatio. Page facing 57 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. II
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.85. Miguel Antonio Martinez de Pocasangre (intervened), Flores del Corazon.
Panel 19 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.86. Cordis flores. Page facing 64 of Benedictus van Haeften, Escuela del corazon
que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. II
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.87. Miguel Antonio Martinez de Pocasangre (intervened), Custodia del Corazon.
Panel 193 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.88. Cordis custodia. Page facing 71 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. II
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.89. Miguel Antonio Martinez de Pocasangre (intervened), Escudo del Corazon.

Panel 194 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
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Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.90. Cordis protectio. Page facing 79 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.91. Miguel Antonio Martinez de Pocasangre (intervened), El Corazon copa de
Christo Sediento. Panel 211 of the cancel at the entrance door of the Sanctuary of Jesus
the Nazarene, Atotonilco, near San Miguel de Allende, México. Photo taken by the
author.

Fig.92. Cordis phialia. Page facing 227 of Benedictus van Haeften, Escuela del corazon
que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.93. Miguel Antonio Martinez de Pocasangre (intervened), Comtrincion del
Corazon con el clavo del temor. Panel 212 of the cancel at the entrance door of the
Sanctuary of Jesus the Nazarene, Atotonilco, near San Miguel de Allende, México.
Photo taken by the author.

Fig.94. Compunctio cordis. Page facing 233 of Benedictus van Haeften, Escuela del
corazon que escribio en lengua latina el P. D. Benito Haesten de la Orden de S. Benito:
traducida al castellano por Fr. Diego de Mecolaeta de la misma Orden. Tom. Il
(Madrid: D. Blas Roman, 1791). Universidad Complutense de Madrid. Image retrieved
from HathiTrust Digital Library. Public Domain, Google-Digitized.

Fig.95. Detail of the portal to the Chapel of the Holy Sepulchre. Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo taken by the author.
Fig.96. Detail of the portal to the Chapel of Bethlehem. Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo taken by the author
Fig.97. Detail of second vault at the vestibule. Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo taken by the author.

Fig.98. Detail of the entrance opening. Sanctuary of Jesus the Nazarene, Atotonilco,

near San Miguel de Allende, México. Photo taken by the author.
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Fig.99. Miguel Antonio Martinez de Pocasangre (intervened), S. Buenaventura. Panel
118 of the cancel at the entrance door of the Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo provided by Ana Maria
Pimentel.

Fig.100. Engraving for Exercise VIII. Page facing 111 of Sebastian Izquierdo, Practica
de los Exercicios Espirituales de Nuestro Padre San Ignacio (Madrid: Alonso Balvas,
1728). Universidad Complutense de Madrid. Image retrieved from HathiTrust Digital
Library. Public Domain, Google-Digitized.

Fig.101. Detail of the portal to the Chapel of the Holy Sepulchre, showing the Sacred
Heart of Jesus. Sanctuary of Jesus the Nazarene, Atotonilco, near San Miguel de
Allende, México. Photo taken by the author.

Fig.102. Detail of first vault at the vestibule. Sanctuary of Jesus the Nazarene,
Atotonilco, near San Miguel de Allende, México. Photo taken by the author.

Fig.103. Detail of the third vault. Sanctuary of Jesus the Nazarene, Atotonilco, near San
Miguel de Allende, México. Photo taken by the author.

Fig.104. Miguel Antonio Martinez de Pocasangre (intervened), one of the Stations of
the Heart (Christ Carrying the Cross). Room for Exercises of the Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo taken by the author.
Fig.105. Miguel Antonio Martinez de Pocasangre (intervened), one of the Stations of
the Heart (The Crucifixion). Room For Exercises of the Sanctuary of Jesus the
Nazarene, Atotonilco, near San Miguel de Allende, México. Photo taken by the author.
Fig.106. Detail of fifth vault, showing the Ecce homo. Sanctuary of Jesus the Nazarene,
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I. Introduction: one heart, two objects.

Let us imagine that sometime in the third quarter of the eighteenth century, a religious
person of a Protestant denomination, a citizen of the so-called Dutch Republic, lays his hands
on a book of a religious nature — one which by this time has been on the literary market for
eighty years or more, undergoing numerous reprints and reissues in its lifetime. This book is
entitled Jesus en de ziel. Een geestelyke spiegel voor 't gemoed,! was first published in
Amsterdam in 1678 by Pieter Arentsz (d.1688), and is composed of texts in Dutch and images,
both made by the prolific artist and writer Jan Luyken (1649-1712). On opening and beginning
to gaze upon the contents of the book, the believer begins to turn the pages and ends up
encountering, on three separate occasions, three images that show how two human figures

appear to be interacting, in different ways, with a heart (Figs.1-3).2

Around the same time, across the Atlantic, in a small town called Atotonilco near what
was once known as San Miguel el Grande (today San Miguel de Allende), in part of the
Viceroyalty of New Spain, a Roman Catholic community of believers attends the Sanctuary of
Jesus the Nazarene. To enter, they must pass not only the main doors but also the interior doors
of a cancel, a wooden screen that, among its functions, regulates the passage of visitors,
protects from wind and external sound, and guards the sacred mysteries that take place inside
the sanctuary. This cancel is peculiar: it is made up of an impressive number of panels, each
one painted by the artist Miguel Antonio Martinez de Pocasangre (eighteenth century), with
images, and texts of various kinds both in Spanish and Latin (Fig.4). Entering through one of
the doors, the community finds itself in a vestibule, from which they can move to various parts
of the complex. Looking back towards the inner part of the cancel, they notice that many of
the panels have images of two figures and a heart, and the heart appears to be going through

various processes (Figs.5-6).

!'“Jesus and the Soul. A Spiritual Mirror for the Inner Being [emotional state, character, soul, mind, heart].” Unless
otherwise noted, all translations are my own. The word gemoed is not easy to translate. Els Stronks proposes “A
Spiritual Mirror for the Heart”. Here I prefer to translate gemoed indicating some distinction from “heart”, since
to put in the title the word heart gives way to a more biased reading to the text and sets up certain implications of
what heart means. Els Stronks, Negotiating Differences: Word, Image and Religion in the Dutch Republic (Leiden
& Boston: Brill, 2011), 238.

2 Here and throughout the study, the figures used for Luyken’s Jesus en de ziel belong to the 1696 edition of the
books: Jan Luyken (b), Jesus en de ziel. Een geestelycke spiegel voor 't gemoed: bestaande uyt veertig aangename
en stichtelyke sinne-beelden. Vervat in drie deelen (Amsterdam: Weduwen Pieter Arentsz, 1696) preserved at
University of Illinois at Urbana-Champaign. These are images retrieved from HathiTrust Digital Library, and they
are of Public Domain. Between the 1699 and the 1678 there are no important alterations on the object.
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Both the believer in the Dutch Republic and the people in Atotonilco are faced with
images which they would have no reason to doubt are linked in some way to a system of beliefs
that is akin to their own, that is, assuming that the believer wanted to have the book, or someone
wanted them to have it, and that the religious community was part of the social and religious
developments of the Viceroyalty. It is possible that neither side knew, however, that these
images are derived from the same source: a famous Jesuit-influenced religious emblem book
entitled the Schola cordis, sive, Aversi a Deo cordis ad eundem reductio et instructio, written
by the Benedictine monk Benedictus van Haeften (1588-1648), with images by Boetius a.
Bolswert (c.1585-1633), first published in Antwerp in 1629. The visual motif of the heart
produced for one object has come to have, then, other lives, in similar objects but in a different
Christian denomination on one hand, and in drastically different objects but in a Catholic shrine

half a world away on the other.

Imagining these events in the life of a motif has made me wonder, perhaps naively,
what happened when these people saw the heart as it was displayed in such images, and in such
objects? Could they have had a similar response, though the circumstances in which they
encounter the motif were so different? Did these images have any impact on the religious life
of the diverse consumers who interacted with them? Moreover, if they did, could we know that
now, and if so, how? Given that the events, experiences, and impact [ was considering concern
religious life, I started to question what kind of religious images these are: these are not stand-
alone devotional images or objects containing the visual motif of the heart alone, used in a
specific religious practice; rather, they are images surrounded by texts, and they are part of an
object or a structure, both of them richly populated by more images and texts. Is it possible to
study the role of this kind of religious image in the individual’s religious experience, especially
when that experience is something that happened in the eighteenth century? In sum: how can

we know the modes by which historically situated religious images worked?

Both Luyken’s and Pocasangre’s hearts provide us an opportunity to explore theoretical
and methodological issues entailed in the study of the religious image, understood as part of an
artefact, used by individuals either for religious purposes or in a religious setting and as a
historical phenomenon that helps us understand something of the development of the religious
in the human being — something we could not know, were it not for images and the objects
containing them. To be more concrete, what I want to understand is the roles the visual motif

of the heart, whose iconographic source was the Schola cordis, played during the eighteenth



century in the religious consumption of the emblem book Jesus en de ziel, and in engagement
with the cancel of the Sanctuary of Jesus the Nazarene in Atotonilco. It is my argument in the
present study that this question can be answered by providing a method based on the objects in
which the heart images are contained, and on the religious affordances that can be deducted
from them. By attempting to answer this basic question, I can forge a path to confront slightly
more fundamental issues about the nature of the religious image as such and about its study. In
other words, the description and analysis of the visual motif of the heart in two objects, a Dutch
Protestant emblem book, and a viceregal Catholic cancel, furnish an opportunity to
problematise the religious image, and to suggest how by understanding the affordances of
religious images, we can gain a better understanding of the role of these objects in the religious

experiences of individuals in a historical context.

The chosen objects present diverse material, cultural, and spatial conditions, and
nevertheless they share the same iconographic source, and produced in the same period. Using
two divergent objects united by a common motif enables us to explore the spectrum of the
extent to which their materiality, production, and use condition our understanding of religious
images and their role in the experience of the individual (in terms of the religious consumption
of the objects that contains them), preserving a common visual vehicle as kind of an
iconographic guiding line. This research is ultimately an analysis on the utility of a method:
the selected cases will bring diverse elements and problems into the discussion of how we study
the roles of images, that most probably are shared with other religious objects, and thus can be
further developed, and challenged, beyond the boundaries of this project. The questions and
methods to be used and developed here should be such that they can be applied, and questioned,

in other case studies.

We will primarily engage in analysing the visual motif of the heart in both Jesus en de
ziel and the cancel, applying an object-based method of analysis, structured in three steps that
will be further explained below, namely: the description of the object, the internal mechanisms
of the object, and the known interaction with the object. Thus, the main body of the research
will be devoted to the application of this method; the subsequent part, the final chapter, will be
a reflection on the methodology applied, what we come to understand of such objects, and what

claims can be made concerning the nature and modes of study of the religious image.

Before proceeding, however, it seems appropriate to introduce the objects of study in

some more detail, noting how they have been addressed in prior scholarship. I will also take
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advantage of this section to briefly introduce the iconographic source of both objects: the
Schola cordis. Familiarity with the Schola cordis provides us with important information
regarding basic differences and similarities between the original religious material to which the
images belonged, and our case studies. This will prove to be especially relevant for the analysis
of the cancel. Secondly, I will sketch how and to what degree the theoretical issues I aim to
treat in the study of these objects have been previously tackled. Lastly, I will provide an account
of how I will proceed to analyse the objects of study in order to answer the question of the
motif’s role in the modes in which the objects were consumed. This will be an explanation of

the method to be used, briefly mentioned above.

1. The objects of study and their scholarship

The Schola cordis, sive, Aversi a Deo cordis ad eundem reductio et instructio is a
Roman Catholic emblem book written by the Benedictine monk Benedictus van Haeften of the
Abbey of Affligem, and published in 1629 by Hieronymus Verdussen (1552-1635) in Antwerp
with engravings by Boetius a. Bolswert.® The Schola cordis is divided into four books, which
are themselves divided into classes, and the classes into lessons.* Every lesson is generally
preceded by an emblem that presents an image with a subscriptio detailing the name of the
emblem, giving a biblical verse, and an epigram. There follows the lesson, composed first of
the biblical verse and the epigram found in the emblem, then a text in prose with the contents
of the lesson, constantly utilising references to other authors and to the Bible throughout the

text. The length of the lessons throughout the book can vary. The book is composed of fifty-

3 USTC No. 1003906. The work was reprinted at least three more times: 1635, 1663, 1699. For Haeften’s Schola
cordis, see: Bernhard Scholz, “Emblematic Word-Image Relations in Benedictus van Haeften’s Schola cordis
(Antwerp, 1629) and Christopher Harvey’s School of the Heart (London, 1647/1664), in Anglo-Dutch Relations
in the Field of the Emblem, ed. Bart Westerweel (Leiden, New York, & Cologne: Brill, 1997), 149-176; Bernhard
Scholz “Het hart als res significans en als res picta: Benedictus van Haeftens’ Schola Cordis (Antwerpen, 1629),”
Spiegel der Letteren 33, no. 3 (1991): 115-148. For a brief introduction to the concept and origins of the emblem
book see: Peter M. Daly, ed. Companion to Emblem Studies (New York: AMS Press, 2008); Karl A.E. Enenkel
and Paul J. Smith, “Introduction: Emblems and the Natural World (ca. 1530-1700),” in Emblems and the Natural
World, ed. Karl A.E. Enenkel and Paul J. Smith (Leiden & Boston: Brill, 2017), 1-40; Karl A.E. Enenkel, The
Invention of the Emblem Book and the Transmission of Knowledge, ca. 1510-1610 (Leiden & Boston: Brill, 2019).
For a general introduction to the theory of emblem see: Peter M. Daly, The Emblem in Early Modern Europe:
Contributions to the Theory of the Emblem (Ashgate: Farnham, 2014). For Benedictus van Haeften see: Herwig
Verleyen, Dom Benedictus van Haeften proost van Affligem 1588-1648: bijdrage tot de studie van het
kloosterleven in de Zuidelijke Nederlanden (Brussels: Koninklijke Academie voor Wetenschappen, Letteren en
Schone Kunsten van Belgi€, 1983).

4The number of lessons depends on the class: the First Class has seven lessons; the Second Class, seven; the Third
Class, six; the Fourth Class, eleven; the Fifth, Sixth and Seventh Classes have eight lessons each. This makes a
total of fifty-five lessons.



five engravings, plus the title-figure, almost all of which represent several tests and situations

to which the heart is put by Anima and Amor divinus.

The contents of the work are divided in the following manner: The first book (Praeuia
ad doctrinam cordis: Introductio) serves as the introduction to the subject, and to the doctrine
of the “school of the heart”; this book contains no emblems. The second book (Auersi cordis
ad Deum: Conuersio & directio) is comprised of three classes: the first (Cordis auersio)
presents the sins and worldly elements that made humanity distant from God and led it to
damnation; the second (Cordis reuersio & expurgatio) and third (Cordis oblatio & examen)
introduce the reader to the purgative path or process that the believer must follow. The third
book (Dei erga cor humanum beneficia), composed of the fourth (Cordis illuminatio, &
Spiritualis profectus) and fifth (Cordis perfectio & cum Christo unio) classes, centres on the
illuminative path and unitive path. Finally, the fourth book (Exercitatio cordis in Christi
passione) is divided into the sixth (Peregrinatio cordis cum Christo patiente) and seventh
(Cordis cum cruce & crucifixo conformatio) classes and provides a number of exercises the
devotee is invited to do, connected to the Passion of Christ and to the three paths (purgative,

illuminative and unitive) explored throughout the work.’

Van Haeften’s work is connected to a tradition in which motifs of secular love emblems
are transferred to a religious context. Eros and Anteros, the main protagonists of these secular
books, were redeployed as allegories of a spiritual pilgrimage of Heavenly Love and Earthly
Love, Divine Love and the Anima, and, of course, of Jesus and the Soul.® This journey follows
the purgative—illuminative—unitive formula, known as the mystic way, which is “the progress
of the soul en route to salvation”.” According to this structure, the person follows a path in
ascending order from the purgative to the illuminative and finally the unitive state.® The most
famous examples of this literature, apart from the Schola cordis itself, are Otto van Veen’s

(1556-1629) Amoris divini emblemata, studio et aere (1615),° published in Antwerp; and

5 Carme Lopez, “A Play on Emblematics: Reworking the Schola Cordis into a Marian Catholic Programme of
Applied Emblems,” Word & Image: A Journal of Verbal/Visual Enquiry 33, no.2 (June 2017): 141.

¢ Barbara K. Lewalski, Protestant Poetics and the Seventeenth-Century Religious Lyric (New Jersey: Princeton
University Press, 2014), 190-191. About Eros and Anteros, see: Erwin Panofsky, Studies in Iconology:
Humanistic Themes in the Art of the Renaissance (Colorado: Icon Editions, 1972). The Jesuits, especially, made
use of Eros and Anteros in religious settings, so their love and journey could reflect important aspects of the
spiritual life. A good example is the emblem book Typus Mundi, attributed to Philippe de Mallery (1627).

7 Lewalski, Protestant Poetics, 192.

8 Lewalski, Protestant Poetics, 190-193.

? For Otto van Veen’s Amoris divini emblemata, see: Arnoud Visser, “Commonplaces of Catholic Love. Otto van
Veen, Michel Hoyer and St. Augustine between Humanism and the Counter Reformation,” in Proceedings of the
Emblem Project Utrecht Conference on Dutch Love Emblems and the Internet, ed. Els Stronks and Peter Boot
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Herman Hugo’s (1588-1629) Pia desideria, emblematis, elegiis et affectibus SS. Patrum
(1624),'° also published in Antwerp.

It is through Van Veen’s Amoris divini emblemata that the notion of Amor divinus and
the Anima and their journey for salvation are introduced in the genre of emblem books for the

first time.!! As Nathalie de Brézé rightly observes, in Van Veen

the soul is no longer a passive substance that solely depends on its faith; it covers a
path which, as in earthly life, is fraught with pitfalls, doubts, difficulties to overcome

adversity and not succumb to vice.!?

Hugo’s Pia desideria, on the other hand, may be one of the most widely reproduced and
reutilized religious emblem books ever produced.!® This work laid out a somewhat clearer
narrative around the progress of the Soul in her journey to salvation, following the structure of

the mystic way.

Van Haeften’s Schola cordis, in turn, lies at the origin of a sub-group of what Barbara
Lewalski calls the “schools of the heart” emblem books. In this group, the heart motif is the
central figure of both the emblems, and of the text accompanying them. The bodily organ
becomes the central medium through which the soul follows the purgative process, starting in
a worldly, sinfully inclined environment, proceeding through a spiritual renovation to a final

unification. Each lesson of the work focuses on different challenges the person’s heart must

(The Hague: DANS-Data Archiving and Networked Services, 2007), 33-48.; Peter Boot, “Similar or Dissimilar
Loves? Amoris Divini Emblemata and its Relation to Amorum Emblemata” in Otto Vaenius and his Emblem
Books, ed. Simon McKeown, Glasgow Emblem Studies 15 (2012): 157-173; Anne Buschoff, Die
Liebesemblematik des Otto van Veen: Die Amorum (1608) Emblemata und die Amoris Divini Emblemata (1615)
(Bremen: Verlag H.M. Hauschild GmbH, 2004).

10 For a general introduction to the Pia desideria, see: Richard G. Dimler, “Herman Hugo’s Pia Desideria,” in
Mundus Emblematicus: Studies in Neo-Latin Emblem Books, ed. by Karl A.E. Enenkel and Arnoud S.Q. Visser
(Turnhout: Brepols, 2003), 351-379. This emblem book was constantly reprinted and adapted to different
languages. Feike Dietz and Els Stronks, “German Religious Emblems as Stimuli of Visual Culture in the Dutch
Republic,” Church History and Religious Culture 91, 1n0.3/4 (November 2011): 356. On the Pia Desideria and its
influence see: Els Stronks, “Dutch Religious Love Emblems. Reflections of Faith and Toleration in the Later
Seventeenth Century,” Literature and Theology 23, no.2 (June 2009): 143; Feike Dietz, “Pia desideria through
Children’s Eyes. The Eighteenth-Century Revival of Pia desideria in a Dutch Children’s Book,” Emblematica 17
(January 2009): 192-212.

1 Els Stronks. “Amor Dei in Emblems for Dutch Youth,” in Ut pictura amor: The Reflexive Imagery of Love in
Artistic Theory and Practice, 1500-1700, ed. Walter Melion, Michael Zell, and Joanna Woodall (Leiden &
Boston: 2017), 565.

12 Nathalie de Brézé, “Picturing the Soul, Living and Departed,” in The Anthropomorphic Lens:
Anthropomorphism, Microcosmism and Analogy in Early Modern Thought and Visual Arts, ed. Walter Melion,
Bret Rothstein, and Michel Weemans (Leiden and Boston: Brill, 2015), 134.

13 Bart, Westerweel, “On the European Dimension of Dutch Emblem Production,” Glasgow Emblem Studies 8
(2003): 2-3.



confront. Anima and Amor divinus are still present, but the struggles that the spiritual life entails
are exemplified through what we suppose is Anima’s heart. The works in this group are literally
schools, the author teaching lessons that utilise the heart as the main tool through which we
learn and recollect the work’s message visually and textually. In them, the heart becomes
thereby the instrument by means of which to understand every important spiritual process either

of improvement or of detriment to the devotee’s soul.!*

Two after-lives of the Schola cordis: Atotonilco and Jesus en de ziel.

The images of the Schola cordis came to have many lives thanks to an impressive
network of movements and transactions that owes its success to the distributive affordances of
the printing medium. In this section I proceed first to sum up part of the Catholic life of the
book, considering the Schola cordis was produced in a Catholic environment, reaching in the
end our principal object: the cancel at Atotonilco; second, I elucidate briefly on the presence
of the book in the Protestant side, with Jesus en de ziel as the main point of discussion. As will
be seen next in the analysis of the case studies, in Part II of this research, I begin with Jesus en
de ziel and then follow with the cancel. This is mainly due to how this research developed, first
working within a Dutch context and archives. Jesus en de ziel became the basis for comparison

when working with the Mexican counterpart, which came afterwards.

The Schola cordis entered different geographies, through diverse translations, editions,
and in a multiplicity of contexts from the time of its first conception, being produced and
consumed in Europe, Latin America, and Asia.'> The first German edition, for example, was
produced in 1652 under the title Hertzen Schuel, oder, Des von Gott abgefuerten Herzens
Widerbringung zu Gott vnd Vnderweisung, reprinted in 1664. In Spain, the Benedictine monk
Diego de Mecolaeta (d. 1764) translated the Schola cordis to Spanish. This version, entitled La
escuela del corazon: instruccion para que el corazon averso se convierta a Dios, was published

in Madrid by José Rodriguez de Escobar (n.d.) in 1720 (reprinted in 1748 and 1791).

In addition, the Schola cordis was used for pictorial cycles outside of the print medium.

For example, the book was used as reference for the paintings of diverse spaces and objects in

14 Lewalski, Protestant Poetics, 193.
15 Lauren G. Kilroy-Ewbank, Holy Organ or Unholy Idol? The Sacred Heart in the Art, Religion, and Politics of
New Spain (Leiden & Boston: Brill, 2019), 43.



the Viceregal period.'® It can be seen in a series of wall paintings in the “Patio de los Naranjos”,
located at the Convent of Santa Catalina de Siena, in Arequipa, Peru, completed in the

eighteenth century;!”

and in the famous Poliptico de la Muerte, now in the Museo del
Virreinato, in Tepotzotlan, also from the eighteenth century.'® Lastly, it can be seen as part of

the pictorial programme of the cancel at Atotonilco, the second of our two case studies.

Built around the third quarter of the eighteenth century, the cancel at the Sanctuary of
Atotonilco is a wooden structure composed of three large panels that conceal the entrance to
the interior of the sanctuary proper. The sanctuary was a complex religious project devised by
the Oratorian priest Luis Felipe Neri de Alfaro (1709-1776), who began its construction in
1740. A large-scale enterprise that went through different construction phases, the sanctuary
was augmented by the Chapel of Bethlehem and the Chapel of the Holy Sepulchre between
1759 and 1763. Inside the architectural space, the chapels were connected to the rest of the
complex through a vestibule, which started to serve as the first zone that the community would
enter when passing the main entrance and the cancel located immediately after it. Both lateral
sides of the cancel have one door each, and the central section has two doors in the centre
which, unlike the lateral ones, have windows. Both sides (external and internal) of the structure
are ornamented with paintings, executed in tempera on wooden panels, which belong to the
structure itself. The cancel is composed of no fewer than 216 panels, of which forty-six were
inspired by the images and accompanying texts of the Spanish edition of the Schola cordis, the
Escuela del corazon, mentioned above. These panels were painted by Miguel Antonio Martinez
de Pocasangre. Due to the significant number of interventions that the cancel has suffered,
which will be discussed in the analysis, today it is possible to recognize the influences of the

Schola cordis in only thirty-seven of the panels, and of these only eighteen are less heavily

16 For more information, and a visual archive, on the use of religious emblems as the basis for Latin American
Colonial Art, see: PESSCA (Project on the Engraved Sources of Spanish Colonial Art), accessed September 18,
2022, https://colonialart.org/. On the study of emblems in the Viceroyalties, see: José Pascual Buxo, El resplandor
intelectual de las imagenes: estudios de emblemdtica y literatura novohispana (Ciudad de México: Universidad
Nacional Autéonoma de México, 2002); Museo Nacional de Arte ed., Juegos de ingenio y agudeza: la pintura
emblematica de la Nueva Espaiia (Ciudad de México: Ediciones del Equilibrista, 1994); José Miguel Morales,
“La emblematica mistica y su influencia en los programas iconograficos de Iberoamérica,” Quiroga: Revista de
Patrimonio Iberoamericano, no.11 (January-June 2017), 71-80; Victor Minguez ed., Del libro de emblemas a la
ciudad simbolica: actas del Il Simposio Internacional de Emblematica Hispanica, vols. 1 & 2 (Valencia:
Universitat Jaume I, 2000); Barbara Skinfill & Eloy Gomez, Las dimensiones del arte emblemdtico (Michoacan:
Colegio de Michoacan, 2002).

17 For this programme, see: Rafael Garcia, “Gemidos, deseos y suspiros: el programa mistico de Santa Catalina
de Arequipa,” Boletin del Museo e Instituto Camon Aznar, n0.48-49 (1992): 83-96.

18 For the poliptico de la muerte, see: Andrea Montiel, “El poliptico de la muerte: un compendio para el bien vivir
en la Nueva Espafia del siglo XVIIL,” Vita Brevis 3, no.4 (January-June 2014): 25-36.

8


https://colonialart.org/

modified so that we can glimpse more reliably Pocasangre’s hand and get closer to the original

aesthetic effect and compositional conception of each of the panels.'’

All the Schola cordis based panels (referred to hereafter as the EC-panels) are
positioned together, located in the bottom section of the internal side of the cancel. The rest of
the panels of the cancel can be divided in three separate programmes: one dedicated to the
Virtues, Gifts, and Religious Figures (located at the top section of the exterior side, comprised
of sixty panels); another to the Liturgical Year (located at the bottom section of the exterior
side, comprised of forty eight panels), loosely based on the images contained in the
Evangelicae historiae imagines, written by Jeronimo Nadal (1507-1580), and first published
in 1593; and a third one focused on religious figures before the Sacred Heart (located at the top
section of the internal side, comprised of sixty six panels).?

The cancel has received relatively little scholarly attention, mostly only mentioned
briefly in broader Emblem studies and their influence in the Viceroyalty.?! The most important
contributions to its study number three works, of which only one is fully dedicated to the
presence of the Schola cordis in the cancel. Reyes Escalera’s article on the identification of the
emblems of the Schola cordis in the cancel, provides a detailed iconographic and stylistic
analysis of the panels, and provides a synthetic treatment of the subject of the Schola cordis.*
Escalera’s emphasis is less on the cancel as an object, than on it as a bearer of an iconographic
tradition, and the study speculates on the possibility of Pocasangre’s use, at Father Alfaro’s
instance, of both a Latin and a Spanish version of Haeften’s book as a source. I will argue that
it may not be necessary to insist on the use of both versions, since what is supposedly used of

the Latin edition was already contained in the Spanish one.

The second work treating the cancel in some detail is José de Santiago Silva’s
Atotonilco: Alfaro y Pocasangre, a book that has justly become an authoritative reference for
art historical studies of the Sanctuary of Atotonilco.?® In his highly detailed description of the

diverse spaces of the complex, Santiago also addresses the cancel. Apart from providing a

19 See Tables 11-14, located in Chapter 4 of Part II, in which it is clarified the connections between the panels and
the contents, both visual and textual, from the Escuela del corazon.

20 See Tables 2-14, located in Chapter 4 of Part I1, in which it is clarified the contents of the diverse programmes
described here.

2l See, for example: Buxo, El resplandor intelectual; Museo Nacional de Arte, Juegos de ingenio; Morales, “La
emblematica mistica”; Minguez, Del libro de emblemas; Skinfill and Goémez, Las dimensiones.

22 Reyes Escalera, “Schola Cordis y su impronta en el cancel del Santuario de Jesus Nazareno de Atotonilco
(México),” Quiroga: Revista de Patrimonio Iberoamericano, no.11 (January-June 2017): 12-28.

23 José de Santiago, Afotonilco: Alfaro y Pocasangre (Guanajuato: Ediciones la Rana, 2004).
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historical overview of the conception of the sanctuary and of its progenitor, Father Alfaro, one
of Santiago’s main objectives is to give a thorough account on how the complex is composed,
what images are preserved in the sanctuary, and what are the iconographic sources employed
to make the rich visual programme for which the sanctuary is famous. The author also argues
for a notable coherence between the way the sanctuary is configured and Father Alfaro’s
spirituality. About the cancel, Santiago, like Escalera after him, stresses the iconographic
background of the panels, but now connects it to the intellectual programme of the complex,
and provides an (incomplete) list identifying some of the panels with the Schola cordis. The
author does not devote much room to a consideration of the object in which the panels are
situated, except to point out some symbolic implications of the entrance as the liminal space
between the sacred and the profane. Santiago is interested instead in how the images are
coherent with a greater intellectual and religious scheme; any aspect of interaction between the

cancel and the panels themselves is overlooked.

Finally, the dissertation of Ana Isabel Pérez Gavildn is dedicated to the practice of the
Via Crucis at the Sanctuary of Atotonilco.?* Pérez’s extensive study within the complex
revolves around this religious practice, connecting diverse pictorial cycles to the Via Crucis,
distinguishing different spaces and types of representation in which the practice might have
been performed in the eighteenth century. The motif of the heart acquires a fundamental role,
existing a very particular pictorial cycle in which the heart has substituted the figure of Jesus
on the scenes of the Stations of the Cross (Fig.7). As we shall see, the heart is a motif widely
used in the diverse visual programmes of the sanctuary. For this reason, Pérez gives importance
to the cancel, primarily as an object that bears the emblematic tradition of the Schola cordis,
and that shows how this tradition is connected to the development of the devotion to the Sacred
Heart of Jesus. Via the cancel, but not necessarily focusing on it, Pérez traces the ways in which
the emblems of the Schola cordis are connected to what Alfaro was trying to convey in the
sanctuary, and to the meanings of the practices and possible actions enacted within the

complex.

As useful as these contributions are, none discusses in detail the visual motif of the
heart in the cancel in terms of what kind of role it could have played, as part of this entrance

device, in the religious experience of the individual. How could the motif, whose sources have

24 Ana Isabel Pérez, “The Via Crucis in the Eighteenth-Century New Spain: Innovative Practices in the Sanctuary
of Jesus of Nazareth at Atotonilco, Guanajuato (PhD diss., Binghamton University & State University of New
York, 2010).
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been so carefully delineated, work, and what could the community have done with it? In the
existing scholarship, the relationship between object and image has received less attention.
What is stressed, rather, is the way in which the meanings of the source on which the panels
are based are conveyed by means of an iconographic, intellectual, and religious programme
that lies behind the configuration of the sanctuary and belongs to a cultural history of the

presence of the emblematic tradition in the visual culture of the Viceroyalty.

In sum, the questions have been mostly of an iconographic nature. Even where the
programme in the cancel is used to talk about practices, an important fact remains absent: the
images are part of a large construction, a cancel which, I will argue, conditions whatever the
images with the motif of the heart could come to afford to the community. In terms of
iconographical analysis, it should be underlined that the images on the cancel are not merely
Van Haeften’s images in the Schola cordis transferred to a different location and object; they
are a new creation by Pocasangre and Father Alfaro that is in dialogue with the rest of the
structure, and the sanctuary as a whole. This new work is created with the help of the Escuela
del corazon as a visual and textual resource, but nevertheless a creation that stands on its own
without it. In other words, in considering the EC-panels of the cancel at Atotonilco we are not
looking at the Escuela del corazon, as if the structure would only work in reference to its
iconographic source. More importantly for the present study, the community is not looking at
the Escuela del corazon but otherwise, but at a self-standing cancel, containing images in
which the heart is going through diverse processes, and two figures are interacting with it.
These are images that we know, alongside, conceivably, a few learned individuals in the
eighteenth-century Viceroyalty, are derived from a famous religious emblem book. How the
community relates to these images is, however, not something conditioned by the book they
were inspired by, but primarily by the affordances of the structure and the space where the
viewers are able to relate to these images; in addition to the community’s own systems of
beliefs and practices, in a specific period in time, and their use of the sanctuary, whether

learned, authorised or instructed by the ecclesiastical authorities of the sanctuary.

What is central to this study is the knowledge that we can come to acquire from the
analysis of the object itself, in terms of what the object affords, what it could have afforded,
and what these can tell us about how the objects’ users interacted with it. The interest is
primarily not of an iconographical nature, or in the intellectual-historical context of the work,

nor about the patronage behind the cancel’s production; it is rather object-oriented research,
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and the possibilities for religious action that we can elucidate from it. The object allows us to
focus on more concrete actions and exchanges, as opposed to an approach on larger contexts
that uses the object to exemplify more general processes or signify ideas that go beyond what
we know the specific object might have offered in a given context. Our study wants to give the
cancel the greatest emphasis, acknowledging that even though the iconographical, intellectual
and patronage contexts are important, among others, we want to pause for a moment on the

object as such, and what can we get from it.

Let us turn to Jesus en de ziel. The influence of the Schola cordis was not limited to
Catholic visual culture, it also entered the Protestant printing culture.”> One of the first
Protestant adaptations of Van Haeften’s work was Christopher Harvey’s (1597-1663) The
School of the Heart (1647), in which the author describes the fall of man and darkness that has
surrounded the heart using forty-seven emblems, most of them based on the Schola cordis
images.?® Apart from Harvey’s work, other Protestant emblem books were published with
references to the Schola cordis. For example, Johannes Boekholt’s (1656-1693) Geopende en
bereidwilllige herte na de Heere Jesus (1693) relies heavily on the visual corpus provided by

Van Haeften.?’

Jan Luyken’s Jesus en de ziel was a crucial publication for the entry of the motif of
Eros and Anteros into religious love emblem books produced in the Dutch Republic, and for
the proliferation of emblems of the type found in the Schola cordis. Luyken managed to

appropriate the Catholic visual tradition in a quite masterful and creative way. The poet and

25 According to Dietz and Stronks, the reception of the Catholic visual tradition has as intermediary the German
Protestant visual culture that appropriated these emblem books in the first place. In this way German Lutheranism
became a filter for the kind of visual culture that was being introduced in the Dutch Republic. See: Dietz and
Stronks, “German Religious Emblems,” 360-361. Protestantism, in its various forms, had a complex relationship
with images; see: John Dillenberger, Images and Relics: Theological Perceptions and Visual Images in Sixteenth-
Century Europe (Oxford: Oxford University Press, 1999); Joseph L. Koerner, The Reformation of the Image
(London: Reaktion, 2004); Sergiusz Michalski, The Reformation and the Visual Arts: The Protestant Image
Question in Western and Eastern Europe (London & New York: Routledge, 1993); Stronks, Negotiating
Differences; Ilja M.Veldman, “Protestantism and the Arts: Sixteenth and Seventeenth-Century Netherlands,” in
Seeing Beyond the Word: Visual Arts and the Calvinist Tradition, ed. Paul Corby Finney (Grand Rapids:
Eerdmans, 1999), 397-421.

26 Harvey altered many elements of the Schola cordis, including providing devotional poems and new biblical
texts for the mottoes of the emblems. He also breaks with Van Haeften’s structure of mystical stages, using the
emblems and texts instead to show the process the heart goes through for the sake of renovation, and the necessity
and loving benefit of adhering to a spiritual life, without any intention to show a final unification with God. See:
Lewalski, Protestant Poetics, 193.

27 Stronks, Negotiating Differences, 246, 249. Boekholt followed the same strategy for his 1684 Dutch edition of
Juan de Palafox y Mendoza’s El pastor de Nochebuena, known as De harder van de goede nacht. On Boekholt
see: Jacques B.H. Alblas, Johannes Boekholt (1656-1693): The First Dutch Publisher of John Bunyan and other
English Authors (Niewkoop: De Graaf Publishers, 1987).
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engraver used as part of his visual and textual sources a few emblem books in addition to the
Schola cordis, some of them already mentioned: Otto van Veen’s Amorum emblemata (1608)

2

and the Amoris divini emblemata; Hugo’s Pia desideria,®® and Van Haeften’s Regia via

crucis.”’

All these books may have contributed contents and images for Luyken’s works, but it
is important to observe precisely which influences predominate. Van Veen’s works clearly
provided a model for centring the text on the celebration of love between Christ (4mor divinus)
and the Soul (4nima), drawing on allegorical interpretations of the Song of Songs, one of the
biblical books underlying this subject. On the other hand, Hugo’s Pia desideria prefigures the
basic narrative structure followed by Luyken, and both Van Haeften’s works were crucial for

the visual language of Jesus en de ziel *°

Jesus en de ziel comprises thirty-nine emblems, and an additional image that works as
its title-figure. Throughout the work’s three-part structure, which follows more or less Van
Haeften’s tripartite mystic path, we see and read about the Soul’s journey to be united with
God, leaving in that way the worldly behind. During this trip, we see the Soul’s growing
relationship with Jesus, the bridegroom, who joins her for the greater part of this journey to

salvation.’!

From the Schola cordis, Luyken used Emblem 33 (Obsignatio cordis)** (Fig.8) for his
emblem XXXVII (De Ziele heft haer herte met Jesus versegeldt);>> and Emblem 36 (Cordis
vigilia)** (Fig.9) for emblem XIV (De Ziele rustende van alle uyterlijcke menighuyldigheden,
waeckt met het inwendige ooge des gemoeds). Luyken focuses on the image of Van Haeften’s
Emblem 33, without drawing on the biblical verse (Song of Songs 8:6) and the epigram given

in the Schola cordis; instead, he uses Galatians 2:10. From Van Haeften’s Emblem 36 he draws,

28 Dietz and Stronks, “German Religious Emblems,” 358. A precedent for how the Pia Desideria could be used
in a more Protestant tone was provided by Petrus Serrarius’ first Dutch adaptation of Hugo’s book in 1653, the
Goddelycke aandachten. See: Stronks, “Dutch Religious Love Emblems,” 143. However, according to Stronks,
Serrarius’ book went almost unnoticed.

2 Els Stronks, “Working the Senses with Words: The Act of Religious Reading in the Dutch Republic,” in The
Authority of the Word: Reflecting on Image and Text in Northern Europe, 1400-1700, ed. Celeste Brusati, Karl
A.E. Enenkel & Walter Melion (Boston & Leiden: Brill, 2011), 690, 692.

30 Lewalski, Protestant Poetics, 191.

31 Stronks, Negotiating differences, 233.

32 Book 3, Lesson 13, Class 5.

33 This is the title of the poem that accompanies the image, and I use it here purely as a convenient means of
identifying the image; other than the Roman numeral (e.g., XXXVII) no other title for the emblem is given in the
work. The same applies for the rest of the emblems of Jesus en de ziel.

34 Book 3, Lesson 16, Class 5.
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for emblem XIV, the same biblical verse (Song of Songs 5:2) deployed for the emblem in the
Schola cordis. In addition to heart images clearly derived from Van Haeften, Luyken also
created one emblem with the heart, Emblem XXXII (De Ziele roemt de geestelijcke schoonheyt
hoogh boven de wereltsche), whose source remains unidentified, but that we could assume was

generally inspired by the manner in which the motif was used in the Schola cordis.

In sharp contrast to the dearth scholarship on the cancel, a considerable amount of
research has been devoted to Luyken’s oeuvre. Indeed, there have been studies that explore
several aspects of Jesus en de ziel in particular, notably those of Els Stronks, Feike Dietz, and
Arie Gelderblom, in which the book has been analysed in terms of readership, meaning,
composition, and the work’s contribution to the construction of religious identities in the Dutch
Republic.® Often the studies on meaning and use are focused on what the text and image are
trying to say, and how this can be connected to a historically and culturally situated context,
and to a history of ideas.*® It is clear that Jesus en de ziel was a fundamental element in the
development of the emblem genre in the Dutch Republic, in addition to being a clear reflection
and contributor of many religious ideas that were developing in the region. Studies of the work,
many coming from the field of literature, have put their focus on understanding the kind of
reader to which the book was directed, and the place it holds in a cultural history of the Early
Modern period.

35 To name just a few of the most relevant contributions: Stronks, “Working the Senses”; Stronks, Negotiating
Differences, Feike Dietz and Johannes Miiller, “De Spieghel in beeld: Hendrik Herps Spieghel der volcomenheit
in Jezus en de ziel van Jan Luyken,” Ons Geestelijk Erf 82, no.1 (January 2011): 59-84; Arie Gelderblom, “Who
were Jan Luyken’s Readers?,” in Emblemata Sacra: rhétorique et herméneutique du discours sacré dans la
littérature en images: The Rhetoric and Hermeneutics of Illlustrated Sacred Discourse, ed. Ralph Dekoninck and
Agnes Guiderdoni—Bruslé, (Turnhout: Brepols, 2007), 399-509; Arie Gelderblom, “Leerzaam huisraad, vol van
vuur,” in De steen van Alciato. Literatuur en visuele cultuur in de Nederlanden: opstellen voor prof. Dr. Karel
Porteman bij zijn emeritaat, ed. M. van Vaeck, H. Brems, G.H.M. Classens (Leuven: Peeters, 2003), 900-921;
Arie Gelderblom, “Binnen en buiten. Symboliek in de emblemen van Jan Luyken” in Jaarboek van de
Maatschappij der Nederlandse Letterkunde te Leiden 1998—1999 (Leiden: E.J. Brill, 2000), 18-35; Piet Visser,
“De pilgrimage van Jan Luyken door de doopsgezinde boekenwereld,” Doopsgezinde Bijdragen nieuwe reeks 95
(1999), 167—198; Karel Porteman, “De Nationale benadering van het emblema. Roemer Visscher en Jan Luyken,”
in Niederlandistik und Germanistik Tangenten und Schnittpunkte: Festschrift fiir Gerhard Worgt zum 65.
Geburtstag, ed. Helga Hipp (Frankfurt am Main: Peter Lang, 1992), 179-196; Herman W.J Vekeman, “‘Jezus en
de ziel’ Jan Luyken tussen essentie en existentie,” Tijdschrift voor Nederlandse Taal — en Letterkunde 95 (1979):
177-203; Karel Meeuwesse, “Uren met Luyken,” De Nieuwe Taalgids 61, (1968), 81-86.

36 See, for example, Stronks, “Woking the Senses”; Gelderblom “Who were Jan Luyken Readers?”; and Visser,
“De pilgrimage”. Stronks stresses upon the development of devotional readers, and how both text and images
found on emblem books can elucidate such development in the Dutch republic. Taking into account the topics,
language, and types of images in Luyken’s work, Gelderblom attempts to elucidate what kind of reader Luyken’s
production was intended for. Piet Visser contextualises Luyekn’s production on the Mennonite religious, cultural,
and economic developments during the end of the seventeenth century to the eighteenth.

14



Nevertheless, no detailed research exists that focuses on the use of the visual motif of
the heart in Luyken. Even less attention has been devoted to the role that such motifs could
have played in terms of religious experience with respect to religious interactions between an
individual and the object that bears this motif. We still do not know much about the
implications of its materiality for its consumption, as an object that had many “lives” as a (re-
)printed book. Els Stronks has indicated possible directions on approaching the material aspects
of Jesus en de ziel. In particular, she has explored the material possibilities of interaction with
Luyken’s work, analysing an eighteenth-century anonymous manuscript that reproduces Jesus
en de ziel’s images with new texts.’” Stronks examines how the anonymous author emphasises
in this new artistic creation Luyken’s diverse proposals such as the act of learning how to see
God through the book of nature.*® Aside from not being centred on the motif of the heart in
Luyken, Stronk’s treatment of the material aspects here tend to be, however, more focused on
the product based on Jesus en de ziel, than on Jesus en de ziel itself and its production and
consumption themselves: the study revolves around not Luyken’s object, but what was done

when the decision was made to take Luyken’s work as a model.

While this study is invaluable for our understanding of the possibilities of the book in
terms of the new product a believer created by drawing on the object, what remains
understudied is the manipulation with Jesus en de ziel itself. Jesus en de ziel, as a religious
object, was actually part of a greater network of production and consumption. The material
implications of how that network was developing can tell something largely ignored in
scholarship about the modes by which the individual interacted with the book, and with the
heart-emblems within it. The present study aims to address this /acuna, by analysing these
other facets of the emblem book, considering the implications of a study mostly focused on the
object, looking for what else can the object help us in understanding processes of religious
consumption in the eighteenth century, acknowledging, albeit putting aside for the moment,
the work that has been done so far on its contents, meaning and implications within the literary,

religious and cultural developments in the Dutch Republic.

A particular inspiration for my own focus on interaction with the object is Feike Dietz’s
work on the Dutch Religious emblem book in general. Though the author does not deal either

with the role the material aspects of consumption had for interaction with the emblem book,

37 Kept at the Koninklijke Bibliotheck. The manuscript is entitled Verborge leven der ziele met Christus.
38 Stronks, “Working the Senses,” 692-696.
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her work has helpfully traced the modes of communication employed through visual and
textual strategies within emblem books.** By understanding emblems as intermedial products,
Dietz explores the development of diverse ways in which the components of an emblem work
together to appeal to different sensorial responses from the reader (looking, reading, singing,
mediating, etc.), and how such communication strategies were in dialogue with the
development of religious identities in the Dutch Republic. In other words, Dietz has carefully
studied how some religious emblem books were constructed by considering the use of a certain
type of engravings and texts, and how the criteria for composition could be related to the
religious developments of the period. Dietz’s approach is a fundamental aid to the mode in
which in this research I have tried to develop part of the methodology to be applied, mainly the
second step which relates to understanding the internal mechanisms of the object. Though I
will not treat the development of religious identities throughout the eighteenth century, I do
share Dietz’s notion of the relevance the composition criteria of the contents of the books have
for the modes messages are constructed, communicated and possibly consumed, by the

religious individual.

2. A material approach? An object-based approach

The reader may already suspect the direction of the present research. Consideration of
the role of images presumes that they have a concrete existence: in other words, that they are
around us, and in order for them to be around us they need a body, a surface, an object that
contains them.*® For images to be experienced implies that the images exist, and that they exist
in conditions that enable them to be interacted with, occupying a space to which the user can
have access. Yes, this study is about images, but most importantly, it is about the implications

of what comes along with these images: the support that contains them, the rest of the elements

39 See, for example: Feike Dietz, Literaire levesanders: international uitwisseling van word, beeld en religie in
de Republiek (Hilversum: Verloren, 2012); Feike Dietz, “Under the Cover of Augustine: Augustinian Spirituality
and Catholic Emblems in the Seventeeth-Century Dutch Republic,” in Augustine Beyond the Book: Intermediality,
Transmediality and Reception, ed. Karla Pollman (Boston & Leiden: Brill), 167-194.

40 Here, and throughout, many of the assumptions on images come from shared views with authors on different
disciplines within Art History, mainly: Ernst Gombrich, Art and Illusion: A Study in the Psychology of Pictorial
Representation (London: Phaidon Press, 1984); Michael Baxandall, Patterns of Intention: On the Historical
Explanation of Pictures (New Haven & London: Yale University Press, 1986); Hans Belting, An Anthropology of
Images: Picture, Medium, Body (Princeton: Princeton University Press, 2011); David Morgan, Images at Work:
The Material Culture of Enchantment (Oxford: Oxford University Press, 2018).
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that shape this support, their possible original locations, and the dynamics at work in their

environment, including people and, of course, other images, their surfaces, materials, etc.

The value and meaning(s) of the image are not and cannot be detached from this
entanglement. With regard to the value of the object, we follow Michael Yonan’s argument:
“The design of virtually all consumed merchandise, of everything within the built and
manufactured environment, is a component of its potential meanings.”*' Images belong
somewhere, whether that be the site of original display or not. They are part of a book, a church,
a museum, a house, a wallet, or the door of the bathroom. Furthermore, both objects at the heart
of this study, the book and the cancel, have one element in common: they are things that bear
a multiplicity of texts and images, among which the visual motif of the heart is present in some
images and in some texts. Attempting to understand the role that this visual motif could play
in experience implies talking about interaction and manipulation, about actions performed by

a user to gain access to this motif.

For such interaction to occur, the user must deal with the object in some way, and it
might also be unavoidable that they have to engage with the rest of the visual and textual
contents of the object, in one way or another. When we are studying religious images, what
happens to those that belong to an assemblage of texts and visuals, that are created to be
consumed as part of something bigger? How do these material assemblages work in terms of
religious practice, or the consumption and experience of a certain sense of the divine? In other
words, what conditions does a book, or a cancel provide for the religious consumption of a
motif that is itself embedded in a larger amount of visual and textual information? The present
study directs attention then to the whole objects as bearers of images (in our case, of the visual
motif of the heart), to their material capacities, and to their study as part of a sense of the

religious for individuals.

In this sense, the present study draws much inspiration from recent approaches to the
material study of religion or material religion. In religious studies, the material aspects of
religion, the manner in which religious objects invite actions of a religious kind is still a

growing field of study.*? The material analysis of religions is driven by the desire to learn what

41 Michael Yonan, “Toward a Fusion of Art History and Material Culture Studies,” West 86™: A Journal of
Decorative Arts, Design and Material Culture 18, no.2 (Fall-Winter 2011): 242.

42 See: John Kieschnick, “Material Culture,” in The Oxford Handbook of Religion and Emotion, ed. John Corrigan
(Oxford: Oxford University Press, 2009), 225-226. As part of broader developments in the so-called “material
turn” in scholarship in the humanities, material religion has developed considerably as a field of academic research
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the materiality that belongs to diverse practices can tell us about the way worlds of devotion,
authority, imagination, divine action and its interpretation are constructed, and about the
communal structures that people join and that support these practices. It is a mode of analysis
that takes into consideration the material aspects of the cultural construction of reality. For

David Morgan

the material study of religion examines whatever artifacts, bodies, substances, or
environments do to produce and to maintain a web of relations that brings human
beings to what really matters to them — their people, their land, their gods or ancestors,
the next life, the mythic past, or the world as it ought to be. This means investigating
the webs of human and non-human agents acting on one another by describing their
material linkages. The web or assemblage of things whose interaction constitutes a
religious event consists of objects, from microbes to rocks to human beings, but also
environments and all kinds of substances — air, water, earth, fire, sunlight. The

material study of religion means studying what things do to make religions happen.*

The materiality of religions is an integral part of the network that constitutes the diverse system
of beliefs, functioning in many cases as connectors and supports between human beings and
their sense of the beyond or divine. Moreover, these material aspects of the religious are,
according to this approach, what helps us to understand religions in terms of interconnected
actions: it is by attending to these material connections that, it is argued, we can understand

how religions operate in the daily life of the individual.

The following study is in accord with the broader shift proposed by material religion,

as a means of acknowledging that some questions within the study of religions can be best

the last twenty-five years. In 2005, the journal Material Religion was launched, aiming to “explore how religion
happens in material culture [...] No less important than these material forms are the many different practices that
put them to work.” See: “Aims and Scope,” Material Religion, Taylor & Francis Online, accessed September 18,
2022, https://www.tandfonline.com/action/journallnformation?show=aimsScope&journalCode=rfmr20. For
recent discussions of material religion in what is a quickly growing field, see: David Morgan, The Thing about
Religion: An Introduction to the Material Study of Religions (North Carolina: University of North Carolina Press,
2021); Vashudha Narayana, ed., The Wiley Blackwell Companion to Religion and Materiality (Hoboken: Wiley
Blackwell, 2020); Birgit Meyer & Terje Stordalen, eds., Figurations and Sensations of the Unseen in Judaism,
Christianity and Islam: contested Desires (New York: Bloomsbury, 2019). Jeffrey J. Kripal, ed., Religion:
Sources, Perspectives, and Methodologies (Michigan: Macmillan Reference USA, 2016); Tracy Pintchman &
Dempsey, Sacred Matters: Material Religion in South Asian Traditions (Albany: SUNY Press, 2015); S. Brent
Rodriguez-Plate, ed., Key Terms in Material Religion (London: Bloomsbury, 2015); Dick Houtman & Birgit
Meyer, Things: Religion and the Question of Materiality (New York: Fordham University Press, 2012); Julian
Droogan, Religion, Material Culture and Archaeology (New York: Continuum International Pub, 2012).

43 Morgan, The Thing about Religion, 76.
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answered if we consider as part of our sources the materiality within a particular system or
environment in which the religious exist. The elusiveness of fully understanding the state of
mind of an individual notwithstanding, the materials involved in their experiences could be our
best shot to get closer to comprehending something of the religious worlds experienced by

individuals.

Within the quite broad scope of material aspects of religion, encompassing literally
every feature that possibly involves a sense of the material including human beings, this study
focusses mostly on how images and objects as image-bearers are perceived and studied. In this
sense, the approach of two authors, Birgit Meyer and David Morgan, shapes in significant ways
my own approach to the material, religious objects, and religious images at the heart of the

present study, and it seems appropriate to treat their contribution in greater depth.

Meyer understands religion as a process of mediation of a professed beyond, in which
media are fundamental.** Religious practices, by nature, have various media at their disposal,
of which images may be one kind. Meyer defines media as the material aspects of religious
practice, and their function is literally to mediate, i.e., to be part of the practices of religious
mediations. This means that media are crucial for establishing communication between the
individual and the divine, which normally the individual is not able to see or, in other words,
is invisible to her or him.* In the case of images, Meyer understands media as those artefacts
“that make an image visible and tangible under the conditions of their particular technological
properties and affordances.”*® It follows that the study of religion could be enriched by
involving the study of the materiality entangled in the religiosity of the individual. As Meyer
argues, we can no longer consider “the practices, objects and other forms through which
religion becomes manifest in the world as secondary to beliefs, meanings and values”.*’ The
implication is that it seems materiality does have to do something with the transcendental since

it is what mediates between the one who believes and what is believed in.*®

4 Birgit Meyer, “Religion as Mediation,” Entangled Religions 11, mno.3 (January 2020): par.

6, https://doi.org/10.13154/er.11.2020.8444.

4 Birgit Meyer, “Picturing the Invisible: Visual Culture and the Study of Religion,” Method and Theory in the
Study of Religion 27, no.4/5 (2015): 337.

46 Meyer, “Picturing the Invisible,” 345.

47 Meyer, “Picturing the Invisible,” 337.

48 Birgit Meyer & Jojada Verrips, “Aesthetics,” in Key Words in Religion, Media and Culture, ed. David Morgan
(New York & London: Routledge, 2008), 25.
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In Meyer’s perspective, religious media stand for authorised conveyors of what the
divine is in a specific religious context. Through media, elements are materially displayed and
are authorised to be related to this “beyond” in one way or another. As “mediators”, media
shape the content they seem to transmit: “rather than merely acting as tools of transmission or
intermediaries, media are the forms through which religion matters and happens.”*® These
forms, which Meyer calls “sensational forms”, are authorised through negotiation or
convention in each religious tradition; their success depends on repetition, in the sense that
through the repeated practice entailed by each form, emerges the possibility of experience of a
certain (authorised) notion of the divine. “Sensational forms” are, then, media that are
authorised within a particular religious group or religious tradition.’® These “sensational forms”
have the authorised purpose of making connections between the individual and that which is

“beyond” — however that is conceptualised in a particular religious tradition.

Finally, Meyer distinguishes two levels of media, the first being “all kinds of stuff [...]
that operate as media in the sense of means and transmitters”,”' and a second being “complex
authorized, sensational forms employed for the purpose of making connections between the

299

‘here and now’ and a ‘beyond,” between ‘immanent’ and ‘transcendent.””.>> As a mode to
analyse how the first-level media end up as more complex forms that are part of the practices
of religious mediation, “it is necessary to explore both their technological affordances (in the
sense of possibilities for action) and the specific ways in which they are framed and

deployed”.>

While Meyer has studied and theorised a wide spectrum of media, David Morgan has
dedicated most of his work to the study of images, and to the religious practices where images
do something or are believed to do something, and to the consequences derived from how we
interact with such images. For Morgan, images are objects that invite the viewer to engage with
them, an interface with the world that affects how we see, behave and understand the world:
images, he writes, “are designed to be noticed, to be seen, to provoke a reaction”.>* This applies

to the ways images affect how the individuals shape their understandings of the divine.

4 Birgit Meyer, “Mediating Absence — Effecting Spiritual Presence: Pictures and the Christian Imagination,”
Social Research 78, no.4 (Winter 2011): 1036-1037. See also: Meyer, “Religion as Mediation,” par. 27.

30 Meyer, “Religion as Mediation,” par. 7.

5! Meyer, “Religion as Mediation,” par. 7.

2 Meyer, “Religion as Mediation,” par. 7.

33 Meyer, “Religion as Mediation,” par. 8.

3 Morgan, Images at Work, 52.
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Morgan is interested in the act of seeing. The users of images enter a zone of
engagement, of communication, mediation, and presence between the user or community and
this something else. The very act of seeing is structured by a network of diverse interactions
within the environment of the person.>® The image is linked to varied personal structures of the
viewer, connected to emotion, memory, and projection (or expectancy). The act of seeing is a
social endeavour, and images come to play a part in what and how people see; they work in
collaboration with their users so that the users organise acts of seeing within their social

system.>®

Furthermore, to see is itself a material act: it is through a certain something or someone

that we see images, and such a process connects larger material networks with each other:

In order to understand the visual nature of religious experience and the cultural work
it performs, we must recognize how seeing is intermingled with other forms of
activity, such as reading, suffering, eating, dreaming, singing, and praying. Images
shape religious meaning by working in tandem with other artifacts, documents, and
forms of representations, such as texts, buildings, clothing, food, and all manner of

ritual. Seeing is not an isolated or “pure” biological or cultural activity.>’

To study interaction with the image, Morgan consequently calls for the acknowledgement of
the complex network that seeing an image implies. To understand what images do, and to start
to connect them to the acts of seeing and the grand network of activities that could occur, the
author understands the importance of describing the particular design of the image “in tandem
with how they operate in assemblages.”® The shape and modes of operation of the object
condition what the image does and the very act of seeing, and therefore how it will affect the
body, the person’s behaviour, and the social and natural environments in which we develop.>’
The religious image is seen as the key to understanding the sociality of the human being, given
that it is through artefacts like images that a number of social developments occur and can be

understood in the life of the individual. In other words, as an interactive device, the image

55 David Morgan, The Embodied Eye: Religious Visual Culture and the Social Life of Feeling (Berkeley, Los
Angeles & London: University of California Press, 2012), 69.

36 Morgan, Images at Work, 53-54.

57 David Morgan, The Sacred Gaze: Religious Visual Culture in Theory and Practice (Berkeley, Los Angeles &
London: University of California Press, 2005), 51-52.

8 Morgan, Images at Work, 54.

% Morgan, Images at Work, 51.
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comes to have a certain type of relationship with its user, becoming part of a network of actions

that are integral to the user’s life and social context.

% ¢

Finally, Morgan’s material analysis stresses the relevance of the objects’ “physical
structure, the signs of their manufacture, the spaces and contexts in which they are used, and
the symbolic or textual material embedded in them.”®® To do this, the author relies on the
researcher creating an archive that will be helpful in comprehending how the object of study
relates to other things that are similar to it. Taking this corpus into consideration, the researcher

continually returns to the object in order to begin to detect similarities and differences, and

thereby to situate the object

within historical periods, geographical sites, conceptual taxonomies, social settings,
and historical narratives. If we are to learn about the cultural work that an object
performed — how it enabled or compelled human beings in a particular time and place
to be ‘women’ or ‘children’ or ‘men’ or ‘pious’ or ‘redeemed’ or ‘racially pure’ or
‘elite’, how the object helped construct power or authority or thwart it, how it
disciplined, formed, and articulated bodies, how it launched imagination or curtailed

it — we have to know what the object is really like.®!

The role that Morgan gives to the image in his studies on religion is fundamental to us. By
focusing on the values of the visual, contained in the material, he comes to understand diverse
acts and moments within people’s religiosity. Furthermore, I take from him the idea of the act
of seeing as a collaborative moment between image(s) and user(s), and that this event does not
happen in isolation, but is conditioned or influenced by the context in which it happens, and by
many variables, among them other material variables, that occur at the moment of this act.
More importantly, in agreement with Morgan, how these acts happen is conditioned by the

ways in which the object that contains them is constituted and can or should be manipulated.

Both Birgit Meyer and David Morgan were fundamental for the basis of this research,
serving as starting points, providing me with several key elements on how to understand
religious objects. Their work insists on the analysis of these objects as part of practices, or in

any case, of actions that the individual or the community carry out in what constitutes their

0 David Morgan, “Assembling Inferences in Material Analysis,” in The Wiley Blackwell Companion to Religion
and Materiality, ed. Vasudha Narayana (New Jersey: John Wiley & Sons Ltd, 2020), 300.
6! Morgan, “Assembling Inferences,” 300.

22



system of beliefs. I follow Meyer’s emphasis on the materiality of these practices, in terms of
the difficulty in certain cases of separating purely spiritual elements, experienced or performed
by the individual or community, from material ones (e.g., images, objects, spaces, attire, etc.),
and the changes that considering the latter would introduce to the study of religiosity and
religion. Along the lines of Meyer’s approach, I stick to the notion, also shared by Morgan, that
objects shape in several ways the content they were intended to convey within their function
as mediators within religious practices. This influences how the individual and the community

perceive the religious, and in any case, form an idea of it.

As the development of this study progressed, I realised that there were elements proposed
by the authors that became slightly more challenging to apply to both the book and the cancel.
This led me to some theoretical questions regarding their approaches, and it also helped to
define what I wanted to understand of my objects of study, and how I would proceed then to
analyse them. Meyer’s work, which stresses on understanding religion in terms of actions
related to a certain idea of the transcendent, helps us to comprehend the religious as an active
element in history, as processes that are not fixed in time, but in constant transformation by
means of which the individual is taught or finds ways to relate to what they believe in. When
we look at the actions that make religion what it is, we realise that human beings have a variety
of ways in which to communicate. While certain media can be seen as the material aspects of
religious practices whose function is to be part of the practices of religious mediation, it would
be going too far to infer that al/l media belonging to the world of the religious function as
mediators between the individual and the divine. The danger here is a certain circularity: that
what we are interested in is shaped by what will allow us to arrive at the definition we
previously conceived. This would lead to a situation in which objects or media are not studied
because they are part of a religious world, but only insofar as they can be seen as mediating

features of religious practices as we a priori choose to define these practices.

Secondly, the conceptual framework of the idea of media as practices of religious
mediation remains somewhat blurry in its boundaries. It is not so clear how far we can
understand what mediation and practice is. A mode Meyer proposes to resolve these boundaries
is “sensational forms”, i.e., authorised forms for this relationship with a professed beyond. For
Meyer, authoritative forms are the means by which the religious is shaped, perceived, and lived.
In this way, the author engages with the institutional, communal, and social aspects of the

religious: how a group negotiates and authorises, through a diversity of historical and cultural
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developments, the forms that allow it to link in some way with the transcendent. The
authorisation need not necessarily be institutional, but could be simply an agreement, a
negotiation within a group. It is true that we can find these authorised forms in many religious
traditions, and in various religious communities. How far the sense of authorised sensational
forms extends is difficult to know; what is important is that it is clear to individuals that these

forms are usable and effective in their system of beliefs.

We may be confronting here a deeper, underlying distinction between the
methodologies of cultural anthropology and those of historical approach to objects. In a
historical scenario we will give priority to the sources we have regarding the historical problem
we want to solve. In the case of an object situated in a specific historical context, we may not
want to know whether such an object functions as a mediator, or whether it can be described
as a sensational form. This is not because it cannot be the case with historical objects: indeed,
it is most likely that many religious objects of the past did function in accordance with Meyer’s
categories. It seems to me, however, that to set out to discover this of a past religious object
may lead us to expect too much of the object. The temptation will be strong to subject the object
to an a priori function that we expect its material conditions and possible use to reveal. Instead
of asking questions of the object, our primary source, to see what answers it can provide us in
terms of its use in a religious environment, it would be too easy to shape our questions to see
if the answer is the same as the one we have already arrived at, the difference being only that
we arrive that answer under a particular set of material and technological conditions pertaining
to the object. In the study of religious objects of the past, in which our ability to interview or
observe image-users is foreclosed, our interest is principally not in seeing if the object fits into
a pre-existing category of religious practice, but rather in seeing how the material conditions
in which its images are contained can tell us something about how the object might have

functioned and been used in the past.®

In other words, while the object may turn out to fit the definitions and contingencies
developed by Meyer, I would also like to think that it may not — it could surprise us! If it does,
we should not dismiss it. As useful as understanding images as media that are part of practices
of religious mediation undoubtedly continues to be, it may also lead us to set aside certain

objects and images whose function within a person’s religious consumption is not sufficiently

2 The only category that I am in fact allowing to situate the object in is as a religious object, i.e., an object created
for a religious purpose.
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clear for it to fit into this conceptual framework. At the outset of this study, we do not know
whether Jesus en de ziel or the cancel functioned in this way, and yet we can certainly say that
what they contain and convey is linked to a sense of the religious. In the present research, the
aim is first to see if (and to what extent) we can know how such objects were functioning before
we study whether they fit into a series of categories determining their value within what is
understood as the study of religion. For this reason, we will only emphasise the fact that the
objects are religious, and therefore valuable to be studied in this research, insofar as they
belong, in one way or another, to a religious space and context, and provide, visually and
textually, information that is of a religious nature. Their functions will not be ascribed to an
established conceptual category, but we will focus on the material conditions and affordances
of the objects, and the primary sources we find about them, to provide us the possible roles, if

any, they could have had in the religious experience of the individual.

Morgan’s interest, on the other hand, in religious practices where images do or are
believed to do something, is central to this study. In our case, though, we prefer to be a little
more cautious in talking about images as agents or actors, and to concentrate more on what
images afford. Our aim is to focus on the object and its material technological qualities that
allow us to understand how they might have been manipulated as objects with a religious
purpose. To ask what images do implies extending the study into a territory of beliefs and of
the “power of the image” that our objects may not have participated in, or, if they were, we
may not know, at least on the basis of extant evidence available to us.> While this study
presumes, with Morgan, that if images are consumed they become forms through which the
ways in which we perceive, behave and understand the world are transformed, the extent to
which historical images actually transformed perceptions and actions of anonymous past
persons often remains obscure. Instead, we can attempt to understand how much, and in what

ways, the image is intended to promote such transformation.

The web of relationships and activities involved in interacting with an image is, as
Morgan rightly argues, notoriously complex, and yet it is something that we must attempt to
consider when analysing religious images. In this sense, Morgan is not asking us to consider
all possible elements in the network of such interaction, but to understand the limits of what

the analysis can provide, as the web to which the image belongs contains a variety of questions

% On the power of images see the now classic works: David Freedberg, The Power of Images: Studies in the
History and Theory of Response (Chicago & London: The University of Chicago Press); WIT Mitchell, What do
Pictures Want? The Lives and Loves of Images (Chicago: University of Chicago Press, 2005).
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and answers that can affect an individual’s understanding of these acts of seeing. The answers

we arrive at regarding the practices of seeing, and the function of the image are thus incomplete.

Because of the bodily, mental, emotional, behavioural, and social implications
entangled in the network of acts involving a religious practice, Morgan’s exposition serves as
a cautionary tale for our study. It is easy to be blinded by the spectrum of elements linked to
the act of seeing. For this reason, in this research I have chosen to slow down the process a bit,
to focus a bit more on the object itself, since the overwhelming extent of these networks can
make us easily lose sight of the object of study. Our central question remains: what is it that
the object allows us to know about its use, and about the possible modes of integration to
systems and practices of belief? This study proceeds on Morgan’s understanding, that among
an image’s material conditions there is the possibility of being seen and engaged with, and that
an image can integrate itself into the social life of the individual and of the community in such
a way that it conditions various processes of how its users experience the world. For present
purposes, however, I prefer to be cautious in understanding how far we can extend our
knowledge of the ways in which such integration happens with historical works. We shall focus
instead, for now, on the object as a used object, and what we can know about interaction with
it at a given time through documentary and material sources. By slowing down to focus on the
object, I hope to offer an opportunity for the object itself to provide information that could
otherwise be lost at the moment it is integrated to a larger narrative concerning history,

interaction, social networks, and religious transformations.

On the other hand, it is fundamentally true, as Meyer has underlined, that the image
makes something visible and tangible.®* This is something that an image affords simply by its
existence. Whether the image can be actually seen or touched is another story. A religious
image can make something visible and tangible, without ever having been seen or used.
Consider for example the images and hieroglyphs inside an Egyptian sarcophagus. They have
a function and a use, yes, but, as far as we know, they were not meant for us; rather, they are
for the deceased. This point contradicts Morgan’s assertion that the image will invite an
observer to make contact with it: the extent to which we can say that an image is (always)
designed to be noticed is moot. We could more cautiously state that if the image affords being

noticed, it is almost inevitable that it will provoke a reaction. It is not the image that invites the

% Meyer, “Picturing the Invisible,” 13.
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reaction, however, but their material conditions, conditions as minimal, but as fundamental, as

the location of the image.

In his approach to how to proceed with material analysis, Morgan attaches importance
to the conditions through which the objects come into existence, including the symbolic
elements embedded in them.® The author proceeds to take into consideration the formation of
an archive that allows us to contextualise and understand these conditions through which,
Morgan argues, we will be able to comprehend how the object acted in the social, religious
transformations of individuals. While the archive that allows us to contextualise the objects in
the various narratives and scenarios to which they belonged is important, and completes a series
of aspects regarding the value of the images within the understanding of the transformations
and conformations of networks of actors in the development of the human being; in this
research I would like to subordinate any kind of contextualisation to something more specific,
once again with the intention of giving the greatest possible emphasis to the object, and
avoiding drowning the object in a grand narrative of a cultural and intellectual history of the

period.

In sum: I am interested in what the objects can tell themselves, in the sense that they
provide certain information that inevitably corresponds to moments in time, and that their
manufacture corresponds to objectives and demands within the social network of which they
became part. Reference to context in this study will be conditional then on whether it helps us
to grasp something about the ways in which the objects were intended to function and the ways

we can know that they ended up being consumed.

This research will therefore not investigate historical developments surrounding the use
of Jesus en de ziel and the cancel at Atotonilco. We will not, for example, deal with the visual
culture of the heart in Christianity. We know that the “school of the heart” tradition to which
the Schola cordis belongs, is connected to the development of a religious iconography
regarding the heart. The visual motif of the heart is an integral part of Christian iconography
and visual culture, but what follows is not the result of research into the visual motif of the
heart in Christian religious practices during the Early Modern Period in itself. We will not

revise scholarship into the iconography of the heart or delve into the historic tradition of the

5 Morgan, “Assembling Inferences,” 300.
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use of the heart in religious images in general.®® What is said about the heart relates specifically
to the objects, surfaces, and structures described in the case studies above. In other words, the
visual motif of the heart is relevant only insofar it works for talking about religious experience

connected to Jesus en de ziel and the cancel at Atotonilco.

This research, then, is not focused on an iconographic analysis of the visual motif of
the heart, neither on a social history of the diverse religious communities we are dealing with,
nor in the objects’ relevance for developing a grand narrative regarding a history of religious
ideas in the period. Nor is it a study of comparative religion and visual cultures between
Catholicism and Protestantism in the eighteenth century. It is, rather, an object-focused
research which wants to delve into what the objects containing the visual motif of the heart can
allow us to know in terms of their religious affordances, and the modes they could have worked
within the religious experiences of individuals, in a specific historical moment. The objects
selected work together because of the clear number of variables they provide in terms of their
material conditions, and because they share a visual motif tailored in a specific way, which

allows us to explore various aspects of religious images and religious objects using a single

% On the heart in Christian iconography, see: Kilroy-Ewbank, Holy Organ; Ted A. Campbell, The Religion of the
Heart: A Study of European Religious Life in the Seventeenth and Eighteenth Centuries (Eugen, OR: Wipf and
Stock, 2000); Eric Jager, The Book of the Heart (Chicago: Chicago University Press, 2000); Raymond Anthony
Jonas, France and the Cult of the Sacred Heart: An Epic Tale for Modern Times (Berkely & Los Angeles:
University of California Press, 2000); Morgan, The Embodied Eye; David Morgan, The Sacred Heart of Jesus:
The Visual Evolution of a Devotion (Amsterdam: Amsterdam University Press, 2008); David Morgan, “The Image
of Love: Eros and Agape in the History of Devotion to the Sacred Heart,” in Sacred Heart Devotion: Memory,
Body, Image, Text — Continuities and Discontinuities, ed. Franzika Metzger and Stefan Trtunte (K6ln: Bohlau
Verlag, 2020), 109-133; Jon L. Seydl, “The Sacred Heart of Jesus: Art and Religion in Eighteenth-Century Italy”
(PhD diss., University of Pennsylvania, 2003); William W.E. Slights, The Heart in the Age of Shakespeare
(Cambridge: Cambridge University Press, 2018); Paul E. Zarowny, “The Heart of Christ at Helfta: The Influence
of Aristotelian Cardiology on the Visions of Saint Gertrude the Great and Saint Mechthilde of Hackeborn” (PhD
diss., Fordham University, 1999); James Peto, The Heart (New Haven: Yale University Press, 2007); Agnés
Guiderdoni, “Constructing the Imaginary Desert of the Soul in Emblematic Literature,” in Solitudo: Spaces,
Places, and Times of Solitude in Late Medieval and Early Modern Cultures, ed. Karl A.E. Enenkel and Christine
Gotler (Boston & Leiden, 2018), 208-241; Joseph F. Chorpenning, “Lectio Divina and Francis de Sales’s Picturing
of the Interconnection of Divine and Human Hearts” in Imago Exegetica: Visual Images as Exegetical
Instruments, 1400-1700, ed. Walter S. Melion, James Clifton and Michel Weemans (Leiden & Boston: Brill,
2014), 449-477; Dietz and Stronks, “German Religious Emblems”; Henrik von Achen, “Human Heart and Sacred
Heart: Reining in Religious Individualism. The Heart Figure in 17" Century Devotional Piety and the Emergence
of the Cult of the Sacred Heart,” in Categories of Sacredness in Europe, 1500-1800. Conference at the Norwegian
Institute in Rome 11-14 October 2001, ed. Arne Bugge Amundsen & Henning Laugerud (Oslo: Institut for
Kulturstudier & Universitetet I Oslo, 2003), 131-158; Escalera, “Schola Cordis”; Radostaw Grzeskowiak &
Hulsenboom, “Emblems from the Heart: The Reception of the Cor lesu Amanti Sacrum Engraving Series in Polish
and Netherlandish 17"%-Century Manuscripts,” Werkwinkel 10, no.2 (November 2015): 131-154; Scholz, “Het hart
als res significans”; Scholz, “Emblematic Word-Image Relations”; Stronks, “Dutch Religious Love Emblems”;
Dietz, Literaire Levensanders; Heather Webb, The Medieval Heart (New Haven: Yale University Press, 2010);
Katie Barclay & Bronwyn Reddan, The Feeling Heart in Medieval and Early Modern Europe: Meaning,
Embodiment, and Making (Kalamazoo: Medieval Institute Publications, 2019); David Morgan, The Forge of
Vision: A Visual History of Modern Christianity (California: University of California Press, 2015).
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visual motif as a common thread. Therefore, historical contexts, or methods for example within
art history such as iconography, could come of use only insofar they help us to answer

something we need to know about the object as such.

3. A three-step method for an object-based research on religious object’s consumption

It should be clear by now that in order to address the question of the role the visual
motif of the heart played in the consumption of Jesus en de ziel and of the cancel at Atotonilco,
this study is based mostly on the objects themselves. It is by thoroughly studying them that I
aim to contribute not only to what we know of the motif and of the objects that bear it, but also
to address the question of how we study the modes in which religious images work in specific
contexts and processes within the historical development of the religious. Instead of using as a
guiding light a conceptual framework of what an image, as media, is presumed to do within
religious practices, or expanding the material analysis to a richly complex network of actors of
which the image is participant, I want to give primary attention to the object as a kind of story
teller: how can we discern what the object could have provided or ended up providing at a
particular moment in time, and what does that tell us about the plurality of modes in which
religious lives and their respective systems of beliefs were being conformed. Further, we will
consider what this tells us about the plurality of what a religious image could come to be. By
slowing down to focus as much as possible solely on the objects themselves, it is hoped that
we can begin discussing some ideas around how we study the religious object in religious

studies.

This study will propose that the object (as a bearer of images), its construction and
design, together with interaction by individuals or a community, are what can elucidate some
of the roles an image or visual motif had in a certain historical context. This mode of proceeding
(this method of analysis) takes as its theoretical starting point some ideas related to the theory
of affordances proposed by James J. Gibson.®” As both Birgit Meyer and David Morgan aver,
what an image comes to be is conditional to its technological properties, design, and

manufacture.°®

67 James J. Gibson, The Ecological Approach to Visual Perception (Boston: Houghton Mifflin Company, 1979),
127.
% Meyer does briefly mention Gibson and the theory of affordances: Meyer “Religion as Mediation,” par. 7.
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Images are part of the affordances of the environment: as objects they afford. The term
affordance stands for what the environment provides to the subject; it indicates “the
complementarity of the animal and the environment.”%® Affordances are not dependent on the
observer. It is not up to the observer to decide what affordances an object has; rather, the object
simply and materially provides the number of affordances it can have relative to the observer.”®
The manipulation of the object depends, then, not only on what the person wants to do with it,
but on what can be done with it; that is what the object allows by its shape, its design, materials,

weight, location, etc.

To perceive is to recollect information that comes from the environment. The
environment provides opportunities for behaviour, for how the properties of the environment
relates to the capabilities of the person.”! Perception also has to do with the awareness of
surfaces in the environment, and how they relate to the individual. Indeed, a surface — the
interface between substances and the environment — is, as Gibson observes, “where most of
the action is.”’? Persisting substances have a surface, and the surface has a layout, a
characteristic texture that depends on the composition of the substance, and a characteristic
shape.” To recollect, to be aware, is not a onetime process, but a continuum, a constant action

that depends on exploration of the environment:

Perceiving gets wider and finer and longer and richer and fuller as the observer
explores the environment. The full awareness of surfaces includes their layout, their
substances, their events, and their affordances. Note how this definition includes
within perception a part of memory, expectation, knowledge, and meaning — some

part but not all of those mental processes in each case.’

Images borne by objects are made on a surface, and as part of this surface they afford. There is
a play of affordances between what is depicted in the surface and the surface itself. Images are

marks, made with other substances, which change the surface. The layout and shape of those

% Gibson, The Ecological Approach, 127.

0 Gibson, The Ecological Approach, 138-139.

"I Catherine Dowell, Alen Hainal, Wim Pouw & Jeffrey B. Wagman, “Visual and Haptic Perception of
Affordances of Feelies,” Perception 49, n0.9 (October 2020): 906.

2 Gibson, The Ecological Approach, 23. Gibson talks about medium, not environment, but in our case the medium
relates to the thing (body, object, structure, etc.) through which something exists. See: Belting: An Anthropology
of Images.

3 Gibson, The Ecological Approach, 23-24. Surfaces depend on their substance, or the conglomerate of substances
that compound them. It follows that if the substance changes, the surface, its layout, texture, and shape are
subjected to diverse degrees of change.

4 Gibson, The Ecological Approach, 255.

30



graphic marks, and the layout and shape of the surface, are perceived, and information is
recollected by looking at and manipulating the surfaces. Perception becomes richer by
exploring the environment in which the marked surfaces are embedded and with which they
are entangled. Images and the objects that carry them are subject to interaction, and their
dialogue in their design and complementarity can afford opportunities to think, to do, and to

sense something about another object or thing.”

The following study proposes that in the case of religious objects and the images that
they bear, we can employ some of Gibson’s ideas to explain what objects afford not only as
objects but more importantly as religious objects. What does the object afford religiously
speaking? The “religious” affordances of these images, conditioned to their surfaces and what
their surfaces afford as well, can tell us something about the opportunities for action with
religious purposes that Jesus en de ziel and the cancel were providing to their users. These
opportunities or possibilities will then be compared with what we can come to know about
what the users did with both objects based on historical evidence. The relationship between the
affordances of the object and the subsequent interaction with it, is what can give us some
knowledge on how these objects and their heart images could have come to be integrated to the

religious life of the individual.

The analysis method to follow can be divided into three steps: description, internal
mechanisms, and interaction, which will be applied to both the emblem book and the cancel in

order to understand their affordances, and the potential interactions that users had with them.

1) Description

A description, and the manner in which it is made, depends on the kind of object being
described, and what it is the researcher is looking for. In this case, we want to understand what
the object is first, and second, its contents and the order, or disposition, of these contents within
the object. The objects we analyse here are both bearers of images, and images in themselves.
So, the questions we want to answer here are: What is the object that bears the images? Where

1s it? Who made 1t? What are its contents? Do the contents have a coherent order or structure?

75 Rex Harston, “Cognitive, Physical, Sensory, and Functional Affordances in Interaction Design,” Behaviour &
Information Technology 22, n0.5 (September 2003): 319, 322.
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Can they be described in a narrative way, or are there other ways to describe them? How can
the images be described? If we want to decipher what we see in images, we have to
acknowledge, following Erwin Panofsky, how diverse objects and events are depicted through
forms and motifs that are conditioned by a historic moment in time.”® This applies as well to
the manufacturing of objects serving as bearers of images, which are conditioned, materially
and stylistically, to particular historical conditions, some of which we may be able to determine
and others not. Since we are focusing on one motif, that of the heart, then the questions
regarding the contents are conditioned by our goal to understand this motif better. To
concentrate on just one motif is in part an acknowledgement of the many other ways, motifs,

and characteristics the single object could come to have, the heart being just but one.

2) Internal mechanisms

Objects and what they contain are meant to work in a way or set of ways. The modes
in which their contents are displayed throughout the object imply design decisions and intended
functions. By describing the object and by analysing how the object and its images work
internally, we can come to understand how the object was set up to be consumed. Art historian
Michael Baxandall helps us to avoid the hopeless quest to reconstruct what he calls a “historical
state of mind” of the manufacturer (in his case the artist), by proposing instead that we focus
on how to reconstruct the relationship between the object and the circumstances of its very
existence.”’ In agreement with Baxandall, we can say that artists, like manufacturers, are
addressing problems, the products they make are the solutions to said problems.’® Part of what
we want to know is what kind of problem the product was designed to solve, and in what

circumstance the manufacturers came up with the solution.

The result of experiencing something visually is culturally and materially conditioned.
How what has been perceived is actually organised and understood is the result of an entangled

network of influences, modes of processing and classifying contained in a complex social

76 Panofsky, Studies in Iconology, 11. In this sense, a history of style is unavoidable as a correcting measure to
the description.

77 Baxandall, Patterns of Intention, 42: “Even [...] [the artist’s] own descriptions of his own state of mind [...] have
very limited authority for an account of intention of the object: they are matched with the relation between the
object and its circumstances, and retouched or obliquely deployed or even discounted if they are inconsistent with
it.”

8 Baxandall, Patterns of Intention, 14-15.
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system of which the perceiving person is part. The manufacturers of what the individual is
seeing and manipulating are also part of this system.” In the Early Modern period, we can
more or less align the culturally shaped visual experience of the viewing user(s) with the
culturally determined aspects of the visual experience of the manufacturer. Whatever is
intended to be communicated should be capable of being communicated in order to reach the
public(s) for which it was intended. Both the public, and the object consumed share a common
set of characteristics, in the former expressed through visual skills, in the latter expressed
through material modes of configuration that afford the picking up of information through these
visual skills. In other words, an object that affords being seen, and that through vision comes
to be of use for the individual or the community, is counting on several culturally conditioned
visual skills on the part of the individual or community. These skills provide modes of
concretizing particular ways of knowing, understanding or feeling in regard to what is being

seen, what is being experienced.

Ernst Gombrich argued that there is a principal purpose to images,®® and, by extension,
to objects: image-objects have a dominant meaning, intended in the manufacturing of the image
and the object. Motifs acquire punctual meanings, in a specific context, becoming part of what
predominates when looking or manipulating the image. But none of this means that the object
was actually consumed in this way; only that the object offers a number of traits, signs,
sequences, orders, configurations, compositions, that set it up to work in a specific way. These
are the internal mechanisms of the object: they describe how it was that the object was meant
to work, according to what it contains, and how the contents are displayed and manipulated. In
other words, there are a set of marks on the object’s surface, a set of visual features, letters,
colours, textures, etc., and a set of mechanisms that compose the object, or make the object
operate in a specific manner. Internal mechanisms relate then to the intended function of the
object in accordance with what the object itself can provide us as we look at, analyse, and

manipulate it.

In order to analyse the object’s internal mechanisms, whether it be an emblem book or

a cancel, we rely on tools that help us to interpret composition, strategies of communication,

7 Michael Baxandall, Painting and Experience in Fifteenth Century Italy: A Primer in the Social History of
Pictorial Style (Oxford: Oxford University Press, 1988), 40.

80 Ernst Gombrich, Symbolic Images. Studies in the Art of the Renaissance (London: Phaidon Press, 1972), 15-
16: “If the picture did not represent the Annunciation, the windows could not signify by themselves, and if the
ears of corn and the grapes were no the object of blessing in a painting of the Madonna, they would not be
transformed into the symbol of the Eucharist.”
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and the affordances of design of the images contained in the object, and of the object as a
whole. How the motifs were created and where they are located within the pictorial frame is
crucial for understanding the motifs and the system to which they belong. This study will argue
that the composition of the objects is, in this way, a technique through which the user
recognizes elements that can be integrated to the modes they live the religious. How everything
is displayed and shown, or made present, to the user, conditions the user’s perception of the

object and how it becomes part of their experience of the religious.

In brief, the internal mechanisms of the objects of this study, the emblem book of
Luyken and the cancel of Atotonilco, are the result of the skills and the techniques of a number
of contributors: artist, writer, bookbinder, printer; the painter, the ébéniste, the intellectual
author of the visual program, etc. The technology behind the object is then put to the test by
the skills and techniques the user has in order to consume it. We need to remember that we are
dealing with objects that are not composed of just one image, but that carry many images,
connected to texts, that each interact with each other, through a certain type of surface, and a
certain type of shape. How the images relate to each other depends on many conditions, and at

the centre of how they work is the intended and actual user.

3) Interactions

Finally, we want to attempt to understand the interaction the object had with the
individual or community within a given historical context. In this study we will limit our
attention to the sources at hand regarding the eighteenth century, focussing first on what we
can know about direct interaction with the objects concerned. Primary sources allow us
valuable insight into the objects’ interactions, even if we must acknowledge that they do not
tell the whole life story of the object, but furnish only glimpses of movements, transactions,
rituals, perceptions, actions, etc. Whenever there is no direct evidence of the objects’

interactions, we must rely on the closest sources available.®!

It must also be acknowledged that it is even less probable that we will find direct
information regarding interaction with a particular visual motif. This deficit will be taken into

consideration, understanding the distances that the evidence of known interaction will impose

8 The idea of closeness to the object depends on what kind of question is the one the researcher is trying to solve.
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to the analysis, and that we will be constrained to speculate about more general relationships
with the religious objects studied. The goal, however, is to provide a scope, a small window
through which we can know what kind of things happened or could have happened to and with
the objects, and how that changes or contributes to the internal mechanisms of the objects. As
we have noted already, objects belong to environments. We aim here to select a fraction of
these environments, and compare this with the function and communication strategies (i.e., the

internal mechanisms) of the object.

There is, of course, a part of the religious experience that we cannot access, and this
portion is even greater when the experience we are attempting to understand is set in an
historical context. In our case, part of what we do not know belongs to the domain of faith and
divine revelation: belief is something that simply is so and is personally experienced by each
individual.®? The objective of knowing a historical person’s religious experience remains
elusive. What we can say must rely on surviving media and tools that surrounded and belonged

to these citizens.®?

By relying on these tools, we are also acknowledging that the reconstruction of such an
experience or moment is necessarily in a considerable distance from what actually happened.
What we have are basic research problems and questions for which we are attempting to find
answers. Such answers should comply to the systems we ourselves have created to validate
whether they can be used to understand something about the past, or to put it more honestly,
something about ourselves and about how we think about the past. To produce knowledge

about the past and how we approach the past. Any reconstruction of past visual and religious

82 1t is true that the image participates in the way in which the individual relates to the divine. The number of
elements entailed by such participation depends on the individual and what can be understood as relating to the
divine. To pursue the sense of intrinsic, real, and complete divine meaning in images and texts can lead to a dead
end, and into even murkier territory. Whatever this engagement with the divine provided by a medium could
mean, what happens to the individual and their communication with the divine, and the meanings that could be
extracted from this goes beyond anything we can know or study. As Gombrich notes, even a theological authority
such as Thomas Aquinas “feels that the human intellect can never exhaust the meaning or meanings inherent in
the language of the Divine. Each such symbol exhibits what may be called a plenitude or meanings which
meditation and study can never reveal more than partially” (Symbolic Images, 14).

8 As Robert Orsi writes: “We scholars of religion go among people in other times or in other places who are
working on their worlds with (among other things) religious tools they have found, made, or inherited, in
relationships with each other and with gods, spirits, ancestors, and other significant beings. Mostly we do not
share these ways of living and imagining, or do not quite share them, or even if we do share them or once did, we
train ourselves to approach them now in another spirit and with different questions. Yet we want to understand
these persons in their worlds in order to discover something about human life and culture, about religion and about
ourselves; we would not be doing this work unless we believed that we would learn something essential about
questions and problems that press themselves upon us with great urgency” (Robert Orsi, Between Heaven and
Earth: The Religious Worlds People Make and the Scholars who Study Them (Princeton and Oxford: Princeton
University Press, 2007), 177-178).
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experience is a present action that builds upon what was. In this sense, I follow what Bourdieu

called “the paradox of the historical comprehension of a work or a practice of the past”:%*

to make up for the absence of the (true) understanding immediately available to an
indigenous contemporary, one must perform the task of reconstructing the code found
invested there; but without meanwhile forgetting that the singularity of the original
comprehension is that it in no sense presupposes any such intellectual effort of
construction and translation; and that the contemporary native, in contrast to the
interpreter, invests in his comprehension practical schemas which never crop up as

such in consciousness®

With Bourdieu in mind, research into the religious image’s role within experience will have to
acknowledge the delicate line any “explanation” can fail to identify: the moment where our
assumptions about what is happening substitute what could have happened, or what was

happening. As Latour puts it:

We have to resist pretending that actors have only a language while the analyst
possesses the mera-language in which the first is ‘embedded’ [...] analysts are allowed
to possess only an infra-language whose role is simply to help them become attentive
to the actors’ own fully developed metalanguage, a reflexive account of what they are

saying.5¢

We are not looking then at what was the one primordial role of the heart in the religious
experience of the individual, but into what possible roles (or religious affordances) the visual
motif could have in specific contexts, and objects: how these objects were set up to be

consumed on the one hand, and how they ended up being consumed, on the other.

Whatever the image comes to be for us, it is not something that depends solely on the
image, but also on us: it is, in other words, a collaborative endeavour. The image does not

provide everything for our conclusion of what the image is or means. This goes both for the

84 Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field (Stanford: Stanford University
Press, 1995), 314.

85 Bourdieu, The Rules of Art, 314.

% Bruno Latour, Reassembling the Social: An Introduction to Actor-Network-Theory (Oxford & New York:
Oxford University Press, 2005), 49.
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user of the image at the period of study we are dealing with, and for the researcher.®” We expect
and project something in the image, and additional values to complete it. Some of these values
can be speculated about, but many cannot be known. As David Morgan says, images have in

their capacity to

resolve ambivalence or incompleteness by merging fragments of sensation into
wholes. Images perform as hybrids of what people see, remember as having seen, want
to see, imagine they saw, and draw from the history of what other people saw and
what artists produce as what other people saw. This means that an image is an
amalgam of mental imagery, pictures, photographs, paintings, memories, fantasies,

dreams, hallucinations, misperceptions, and ideological dispositions.®®

In this sense, we need to be clear that the provision of marks in a surface that can be recognized,
picked up, and that are arranged in a certain way to be perceived in a manner as to guide on
what information can be collected and then complemented with our own assumptions, is what
the image and the object in great part afford.® Though collaboration is indispensable, and there
are many things we will not know, we can think the manufacturers of these objects were
trusting collaboration to go a certain way, or at least to possess a number of basic characteristics
on which the person can build, for their own good.”® The success of the work of art, of the
book, of the religious object, relied upon a good collaboration, which usually meant something
that would benefit both the institution (the maker, the provider, etc.) and the individual (the

consumer).

Using this tripartite analysis of the objects — 1) description, 2) internal mechanisms
and 3) interactions — all three components of which are focused solely on the visual motif of
the heart, this study argues that it is possible to link the construction and communication

strategies of a religious object with the ways in which it may have been accessed or interacted

87 As Gombrich rightfully warns: “the historian should also retain his humility in the face of evidence. He should
realize the impossibility of ever drawing an exact line between the elements which signify and those which do
not” (Symbolic Images, 18).

8 David Morgan, “The Visual Culture of Revelation: Visions and the Images that Reveal Them,” Irish
Theological Quarterly 86,1n0.3 (August 2021): 6.

8 Gombrich, Symbolic Images, 18.

%0 Cf. Baxandal on the fifteenth-century experience of religious art: “The public mind was not a blank tablet on
which the painters’ representations of a story or person could impress themselves; it was an active institution of
interior visualisation with which every painter had to get along” (Painting and Experience, 45).
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with. By linking both elements — construction/communication with interaction — it is possible
to approach a more concrete understanding of religious experience, understanding religious
experience as the ways in which the person experiences the religious through the consumption
of religious objects. The study of the interaction with objects conditioned to those objects’
functions and communication strategies, that is, to the possibilities of action that the objects
afford, opens a window on the ways in which objects were integrated into the range of resources
used by individuals to live a religious life, and therefore, provides fresh insight into the ways
in which images, and their motifs such as the heart, could form part of the visual-material

repertoire for living a religious life.

4. Outline of the study

The research is divided into three parts. Part I consists of the present introduction, where
I have detailed the objects, the scholarship, the theoretical issues, and the method to be used
with the objects of study. In Part II I treat the two objects of study: first Jesus en de ziel, and
second the cancel. As noted above, the order of analysis is mainly due to the way the research
was carried out, which led first to the analysis of Luyken’s book, and second to the cancel at
Atotonilco. This section consists of six chapters, three for each object of study. Each chapter
deals with one of the steps of the method explained above. Thus, the first three chapters are
concerned with the description of Jesus en de ziel (Chapter 1), the internal mechanisms of this
emblem book (Chapter 2), and what we know about the interaction that there was with the
object (Chapter 3). The same applies to the cancel: first I will make a detailed description of
the object (Chapter 4), then its internal mechanisms (Chapter 5), and finally the known
interaction with the cancel (Chapter 6). Part II is the main body of the whole work, since in it
we are applying the expressed method, through which I propose it is possible to elucidate the
role of the visual motif of the heart in both Jesus en de ziel and in the cancel, for what may

have been their part in the religious experience of the individual in the eighteenth century.

Part III consists of a single chapter. Here I analyse the results of the method used,
providing answers and new problems regarding the usefulness of the method, and about the
possibilities of knowing the role of the visual motif of the heart in the experience and
consumption of both objects. This will lead to a second section of the chapter, where I then

problematise what the objects of study allow us to know, and how they also present us with
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certain limitations regarding the modes in which we can study and understand the role of
religious images in a given historical context, in terms of the experience of the religious by the

individual.

For the conclusion I set out what the results were: how the method changes or provides
information regarding both the visual motif of the heart and the objects that contain it, and what
this suggests about the study of religious images and objects. We conclude with the advantages
and disadvantages that can be elucidated from the research and what might be forthcoming in

future research.
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II. The heart in a book and a cancel: an object-based approach
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Chapter 1: A description of Jesus en de ziel

In 1678, the Amsterdam book publisher Pieter Arentsz made available for the public
the first edition of Jesus en de ziel. Een geestelyke spiegel voor ‘t gemoed, by the poet and
engraver Jan Luyken. The son of Casper Luyken (1608-1668) and Hester Cores (1610-1676),
Jan Luyken was born the 16 of April of 1649 in Amsterdam, where he worked most of his life
as both a prolific poet and engraver. Around 1634, his father had joined the Remonstrant
church; ten years later he was sympathising with the Amsterdam Collegiants. Regarding his
own religious background, we know that on the 8™ of June of 1673 Jan Luyken was registered
as a member of the Amsterdam Mennonite congregation of the Lamb and Tower (Lam en
Toren).! As an engraver Luyken made around 3287 images during the course of his career, 681
of them for his own written works. He was author of twelve emblem books, all of them
furnished with his engravings, two of which were published the year he died.? In chronological
order of publication the books are: Duytse lier (1671), Jesus en de ziel (1678), Voncken der
liefde Jesu (1687), Spiegel van ‘t menselyk bedryf (1694), Beschouwing der wereld (1708), Lof
en oordeel van de werken der barmhertigheid (1709), De zedelyke en stichtelyke gezangen
(1709),® De onwaardige wereld (1710), De bykorf des gemoeds (1711), Het leerzaam huisraad
(1711), Des menschen begin, midden en einde (1712), and De shriftuurlyke geschiedenissen en
gelykenissen, van het Oude en Nieuwe Verbond (2 delen) (1712).* Jan Luyken died in
Amsterdam in 1712.°

Part of Luyken’s own works were first published by Pieter Arentsz.® Arentsz was also

a Mennonite from the same congregation as Luyken,” and a supporter of Galenus Abrahamsz

! Visser, “De pilgrimage van Jan Luyken,” 172.

2 Besides, other posthumous and compilatory works were published during the eighteenth century. In 1714 it was
published the Geestelyke brieven; in 1754 a compilation was published in Haarlem: De algemeene werken; in
1767 Het overvioeijend herte also in Haarlem.

3 This is the enlarged version of De zedelyke en stichtelyke gezangen. In 1698 it was published a first version
without images.

4 Probably also a posthumous work, published immediately after Luyken had died.

5> Henk van ‘t Veld, Jan Luyken (1649-1712): Leven en werk in woord en beeld (Apeldoorn: De Banier, 2017).

% Not including Jesus en de ziel, Luyken’s work was published by others as well, mostly in the decades after his
death. The publishers include Nicolaus Visscher, Adriaan Veenendaal, Jacobus Wagenaar, Willem de Coup, Jan
Ten Houten, Hendrick Bosch, Jacobus Hayman, H.H. Van Drecht, Jacob Ter Beek en Kornelis de Veer, Antonien
en Adrianus Schoonenuburg, Jan Roman de Jonge, Gerrit de Groot en Zoon, Abraham Bothall, De Erven van F.
Houttuyn. See: Nel Klaversma & Niki Hannema, Jan en Casper Luyken te boek gesteld: catalogus van de
boekencollectie Van Eeghen in het Amsterdams Historisch Museum (Hilversum: Verloren, 1999).

7 Arentsz was part of the Congregation of the Lamb, which would end up the congregation of the Lamb and Tower.

43



(1622-1706).% His son in law, Cornelis® van der Sys, also entered the printing business, and
joined in publishing together with Arentsz. When the latter died in 1688, Arentsz’s widow
Catharina Wijnberg first, and later Van der Sys would carry on with the enterprise, publishing
among other things the works and re-editions of Luyken’s oeuvre.!® After Wijnberg’s death in

1715, Van der Sys continued the firm until 1747.!

In total, Jesus en de ziel came to have ten official editions from the end of the
seventeenth century and to the end of the eighteenth century (Table 1).!? The editions of Jesus
en de ziel'> were almost exclusively published by Arentsz, Catharina Wijnberg and van der
Sys.'* Van der Sys’s last printing was released in 1744, which was a reissue of the 1714 edition.
There followed a brief gap in publication: it would not be until 1771 that a new printing would
appear, now published by Philippus Losel en Zoon in Rotterdam. The 1680, 1744 and 1771 are
not considered here as editions but as prints, mainly because of the format of publication, where

the number of the edition is not annotated in the title-page of the book.

Edition | Date | Title City Publisher

1% 1678 | Jesus en de | Amsterdam | Pieter Arentsz
ziel

n/a 1680 | Jesus en de | Amsterdam | Jan Rieuwertsz
ziel

ond 1685 | Jesus en de | Amsterdam | Pieter Arentsz
ziel

8 Galenus Abrahamsz, one of the most important leaders of the congregation bij 't Lam, believed, among other
things, that no church, including the Mennonites, was the true church, and that any structure or sign of authority
had no real power. The church over which he was presiding needed to be seen then just as a ‘visible church’, a
tool “to help man on the road to salvation, not salvation itself.” (Anna Voolstra, “Membership Required? The
Twofold Practice of Believer’s Baptism within the Amsterdam Mennonite Lamist and Zonist Congregations
During the 17" and 18" Centuries,” in Religious Minorities and Cultural Diversity in the Dutch Republic: Studies
Presented to Piet Visser on the Occasion of his 65" Birthday, ed. August den Hollander, Alex Noord, Mirjam van
Veen and Anna Voolstra (Leiden & Boston: Brill, 2014), 176). The denial of structures implied mostly the
devaluation by Galenus of Mennonite confessions and baptism, which troubled his opponents since they felt more
or less unitarian ideas about faith were crucial for salvation. Galenus, however, gave more weight to individual
faith and how it was expressed in daily life as the means for redemption of the soul. See: Voolstra, “Membership
Required?”; Andrew C. Fix, Prophecy and Reason: The Dutch Collegiants in the Early Enlightenment (Princeton:
Princeton University Press, 1994).

® Also found in some books as Kornelys.

10 Visser, “De pilgrimage van Jan Luyken,” 179.

11 Visser, “De pilgrimage van Jan Luyken,” 180.

12 By official is meant here that the edition is indicated on the title page ("tweede", "derde", "sesden" druk, etc.).
According to Els Stronks, the book was reprinted in 1680, 1685, 1692, 1696, 1714, 1722, 1729 and 1744.
(Negotiating Differences, 256). She does not include in her tally the 1687, 1689 and 1704 editions.

13 From the 1704 edition on, it would be published as Jezus en de ziel. Also, the 1714 edition has new engravings
made by Luyken. It is the only one with these engravings.

14 The 1680 edition of Jesus en de ziel was printed by Jan Rieuwertsz (OCLC: 68840016).
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3rd 1687 | Jesus en de | Amsterdam | Pieter Arentsz
ziel

4th 1689 | Jesus en de | Amsterdam | Weduwe Pieter Arentsz
ziel

5th 1692 | Jesus en de | Amsterdam | Weduwe Pieter Arentsz
ziel

6'h 1696 | Jesus en de | Amsterdam | Weduwe Pieter Arentsz
ziel

7th 1704 | Jezus en de | Amsterdam | Weduwe Pieter Arentsz, Cornelis Van der Sys
ziel

gth 1714 | Jezus en de | Amsterdam | Weduwe Pieter Arentsz, Cornelis Van der Sys
ziel

9th 1722 | Jezus en de | Amsterdam | Weduwe Pieter Arentsz, Cornelis Van der Sys
ziel

10t 1729 | Jezus en de | Amsterdam | CornelisVan der Sys
ziel

n/a 1744 | Jezus en de | Amsterdam | Weduwe Pieter Arensz, Cornelis van der Sys
ziel (reissue of 1714 edition)

n/a 1771 | Jezus en de | Rotterdam | Philippus Losel and Son
ziel

Table 1. Editions and reprints of Jesus en de ziel during the seventeenth and eighteenth

centuries.

Three copies of Jesus en de ziel are at the centre of this study: the first from 1678 (the
1 edition), a second from 1704 (the 7") and thirdly, the printing from 1744. The copy
consulted for the 1678 edition is preserved in the Universiteitsbibliotheek Groningen; the 1704
edition is now in the Universiteitsbibliotheek Leiden, and the 1744 printing is in the
Universiteitsbibliotheek Amsterdam. The selection criteria for the years of the copies were
conditioned by the objectives established for this part of the study. In the first case, the goal is
to describe the contents of the book by using as a base the first version of the work, before
some small modifications were made thereafter.!> The copy of the 1704 edition is selected not
only because it includes some of these later modest alterations, which provide insight into the
printing history of the work, but because of the exceptional material evidence it provides of the
use of the work. This copy includes an extra page at the beginning, where it is explained the
book was given as a gift or prize (prys) to a girl named Stijntje Baartens, by the Mennonite
congregation bij ‘t Zon in 1719 (Fig.10). As I will show in Chapter 3, this was a widespread

practice during the eighteenth century in the Mennonite congregations: the gift of emblem

15 Some of them will be discussed in the following pages.
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books, such as the ones made by Luyken as prizes, to young congregants'® as a reward for their
progress in exercising the lessons they had been taught, or in their catechism. The third book
considered here, was chosen as a representative copy chronologically more proximate to a
number of primary sources used in our analysis of the reception and use of the work in the
eighteenth century, and to the cultural context of the religious radical pietistic revival in the

Netherlands, which will also be discussed in Chapter 3.

In the following section, I briefly describe on the basis of these three witnesses what
are the principal differences among them. Next, I describe in detail the contents of the three
heart-emblems common to the editions. Subsequently I sketch the contents of the rest of the
book, using as a base text the first edition, and further outlining any significant differences with
the other two. For the description of the contents, I use as a guide the moments where the heart
is important, either directly or indirectly, for the narrative of the text. For the translations to
English of the biblical verses employed by Luyken, I use Theodore Haak’s translation of the
Statenvertaling published in 1657, called The Dutch Annotations Upon the Whole Bible.'” In
some cases I include, as a footnote, the full annotation with the verse offered by Haak, taken
from the Statenvertaling, since it illuminates more established interpretations of the biblical
verses in the Dutch Republic. Luyken decided to do new engravings for Jesus en de ziel only
once, for the eighth edition (1714); these images will not be used or addressed in this study.
Except for the printing made by Losel in 1771, in all the rest of editions and printings, the same

engravings, that had first appeared in 1678, were redeployed.

16 In the Gemeente Amsterdam Stadsarchief, in a register regarding baptisms and birth records, there is a Steijntije
Baartens, part of the church bij de zon, born the 30" of June of 1701. If she were to be the same as the one in
Luyken’s book, it means that she would have been 18 years old when she received the book. Register of birth of
Steijntije Baartens, June 30, 1701, fol. 95. In DTB Dopen, archiefnummer 5001, inventarisnummer 297, (Folio
95). Gemeente Amsterdam Stadsarchief (hereafter GAS).

17 Full title: Theodore Haak, The Dutch Annotations Upon the Whole Bible: Or, all the Holy Canonical Scriptures
of the Old and New Testament Together With, and According to their own Translation of all the Text: As Both the
One and the Other were Ordered and Appointed by the Synod of Dort, 1618, and Published by Authority, 1637.
Now Faithfully Communicated to the Use of Great Britain, in English, Whereunto is Prefixed an Exact Narrative
Touching the Whole Work, and this Translation (London: Henry Hills, 1657).
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1. Bibliographical description of the objects of study

e Luyken, Jan. Jesus en de ziel. Een geestelyke spiegel voor 't gemoed. Pieter Arentsz:
Amsterdam, 1678. Signature (uklu 1A 8402), Identifier (OCLC: 63795630).
Universiteitsbibliotheek Groningen.

o JESUS EN DE ZIEL. || Een || Geeltelyke Spiegel voor 't gemoed. || Beftaande
in veertig aangenaame || en ftichtelyke || SINNE-BEELDEN. || Vervat in || DRIE
DEELEN. || Treckt my nau, uyt mijn felven, en uyt alle Creaturen, || warelijk,
vierig, [achteljk ende louter; foo fullen wy fach-- || jes en onvermoeit loopen, in
den alderfoetften roock uwer || Salven, en niet aflaten tot dat wy die edele reuck,
welcke || Christus is, met vergaderde krachten in de inwendigheyt || onfes
Geeftes, vry genieten en fmaken. ||t" AMSTERDAM, || By PIETER ARENTSZ
in de Beurftraet, || in de drie Rapen. 1678. 8° A-L3[$5, (-A1, A2)] 88 leaves, pp.
1-89-61 62 63-115 116 117-174 175-176 [=176].

o Luyken, Jan. Jezus en de ziel. Een geestelyke spiegel voor 't gemoed. Weduwe Pieter
Arentsz en Cornelis van der Sys: Amsterdam, 1704. Signature (2419 G 13), Identifier
(OCLC: 65581552). Universiteitsbibliotheek Leiden.

o JEZUS EN DE ZIEL. | Een || Geeltelyke Spiegel voor ’t gemoed, || Beftaande
in veertig aangenaame || en ftichtelyke || ZINNEBEELDEN. || Vervat in || DRIE
DEELEN. || Nevens || Het Eeuwige Vaderland en deszelfs vreugde. || De
zevende druk, vermeerderd met een Brief, || handelende van Gods
Eigenlchappen. || Trekt my na u, uit myn zelven, en ut alle Creatuuren, ||
waarlyk, vierig, zachtelyken louter; zo zullen wy zach- || jes en onvermoeid
loopen, in den allerzoetften rook uwer || Zalven, en niet aflaaten tot dat wy die
edele reuk, welke || Chriftus is, met vergaderde krachten in de inwendigheid ||
onzes Geeftes, vry genieten en fmaaken. || [ornament: head of child and wings
united in the middle] | TE AMSTELDAM, || By de Wed: P: ARENTZ, en C:
VAN DER SYS, || Boekverkoopers, in de Beursltraat, in de || drie Raapen. 1704.
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8°, A-N8[$5 (-A1, A2, N1)]. 104 leaves, pp. [4] 1-9, 10-190 191-192 93-95 96-
108. [=210]'8

e Luyken, Jan. Jezus en de ziel. Een geestelyke spiegel voor 't gemoed. Kornelys van der
Sys: Amsterdam, 1744. Signature (OK 71-29), Identifier (OCLC: 65893595).
Universiteitbibliotheek Amsterdam.

o JEZUS EN DE ZIEL. | Een || Geeltelyke Spiegel voor ’t gemoed, || Beftaande
in veertig aangenaame || en ftichtelyke || ZINNEBEELDEN. || Vervat in || DRIE
DEELEN. || DOOR || JOANNES LUIKEN. || Nevens || Het Eeuwige Vaderland
en deszelfs vreugde. || De zevende druk, vermeerderd met een Brief, ||

handelende van Gods Eigenlchappen. || Trekt my na u, uit myn zelven, en ut alle

Kreatuuren, || waarlyk, vuurig, zachtelyk en louter; zo zullen wy zach- || jes en
onvermoeid loopen, in den allerzoetften rook uwer || Zalven, en niet aflaaten tot
dat wy die edele reuk, welke || Chriftus is, met vergaderde krachten in de
inwendigheid || onzes Geeftes, vry genieten en fmaaken. || [ornament: head of
child and wings united in the middle] || TE AMSTELDAM, || By KORNELIS
VAN DER SYS, Boekverkoper, || in de Beurstraat, in de drie Raapen, 1744. 8°

A-MEN'[$5 (-A1, A2, N1)] 97 Leaves, pp. [2] 1-8 9-190 191-192 [2] [=196]"

General differences between the objects

The book follows a homogenous disposition of emblem and text in all three books. The
work is divided in three parts, each comprising thirteen emblems. At the verso of the opening
page of every new emblem there is a poem with a title, below which appears a Goddelyck
Antwoort (Divine Response) which always consists of a biblical verse. On the recto of the
facing page appears the engraving of the emblem (Fig.11). In the 1704 edition and 1744

printing, the number of the emblem in the series is printed above the image. Structurally

18 The total number of pages does not agree with the number of gatherings because of the extra page added to
indicate the prize. This page was included in the middle of the first gathering. It is indicated to whom it was given,
and why, when, where and who gave it. The official signature on behalf of the congregation is by Herman Schijn
(1627-1727), leader in the congregation bij de Zon at the beginning of the eighteenth century.

19 The total number of pages does not agree with the number of gatherings because there were pages used to rebind
the book again.
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speaking, Peter M. Daly describes a typical printed emblem as being usually printed on one
page and as comprising an image accompanied with two or more brief texts.?’ These elements
he calls the motto, the picture, and the epigram, or inscriptio, pictura and subscriptio. The
variables of what an inscriptio or subscriptio can be as many as there are known emblem books

in the Early Modern period.?!

In Jesus en de ziel the word sinne-beelden is what we will understand as an emblem.?
The structure of Luyken’s emblems do not comply, however, with Daly’s notion of a standard
structure, since they consist only of pictura and subscriptio. As subscriptio below the engraving
there is always another biblical verse. Turning the page, on the verso of the emblem is printed
a further reflection on the emblem, with the title Op het x” Sinnebeeldt (on the ‘x’ emblem),
and a subtitle related to what occurs in the poem, the biblical verses and the image (Fig.12).
These further reflections take up two pages; only the reflection on the last emblem has been
extended to six pages. They are for the most part written in prose, though there are some
exceptions, that include verse. At the turn of the next page, there immediately follows the next
emblem, disposed in the same order. Exceptionally, the reflection on the final emblem of the
book was significantly enlarged to extend over twenty-one pages in the second edition (1685),
a precedent followed in 1704 and 1744. The final reflection serves thereby almost as a separate
final chapter of the book. The other important difference between the three books is their
structure in the conclusion. In the first edition, after the reflection comes a sangh (song/poem)
to be sung or recited to the tune of the secular madrigal Amarilli mia Belle.”® In the 1704 edition
and 1744 printing, this piece?* is printed immediately after the final emblem, separating the
emblem from its further reflection. Further, as a conclusion, these two latter editions conclude

with an additional foezang (final song).

Finally, the copy consulted of the 1704 edition in this study adds another little text after
the index of the book, called: Copye van een brief, handelende Van de driederlei

20 Peter M. Daly, “Emblems: An Introduction,” in Companion to Emblem Studies, ed. Peter M. Daly (New York:
AMS Press, Inc., 2008).

21 The same goes as to a homogenous definition of what an emblem book is: “To date, attempts to define the genre
of illustrated books called emblem books have not been very successful. If definitions are too narrow they exclude
too much; if they are too wide they embrace too much.” (Daly, “Emblems,” 1-2).

22 As it happens with the term gemoed, sinne-beelden (later in the other two editions zinnebeelden) can be
translated to: emblems, images, pictures, signs, illustrations, depictions, scenes, figures.

2 Amarilli, mia bella (Luyken writes, erroneously, “belle”) is a madrigal composed by Giulio Caccini, part of his
Le nuove musiche in 1602. The song was widely distributed throughout Europe. See: Tim Carter, “Caccini’s
‘Amarilli, mia bella:” Some Questions (And a Few Answers),” Journal of the Royal Musical Association 113,
no.2 (1998): 250-273.

24 Now written Zang.
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Eigenschappen des eenigen Gods, en van de Eeuwige Godheid van Jezus Christus. zynde een
schriftelyk antwoord, op een vraag, aan den autheur gedaan, want hy van 't Wezen Gods
hield.® The letter is signed “N.N.”. The pagination of this text does not follow the pagination
of the rest of the book. Jezus en de ziel ends, without taking the index into account, at page
190; the first page of the Brief is numbered “93”. Interestingly, the Brief is not necessarily a
binder’s insertion of pages since the alphabetical order of the gatherings in the copy is
continuous: Jezus en de ziel ends at M8 and the Brief starts at N1. As far as is known, only the

1704 edition has this added text.

2. The three heart-emblems

Normally the term emblem, within an emblem book, is used for the page where the
engraved image, the pictura, is printed together with its inscriptio and subscriptio; indeed, this
is the way I have used the term thus far. I would like now, however, to extend the semantic
range of the term for the sake of practicality. In this section, whenever I refer to an emblem, I
include the accompanying texts as well in the pages surrounding the pictura and subscriptio,
meaning the poem, the Divine Response and the further reflection. The exception to the rule is
when I am translating directly from Luyken, whose use of the term is limited to the traditional

use of the term in reference to the page that includes the image alone.

The description of the three emblems will be treated in the following order, reflecting
the sequence in which they appear in Luyken’s work: first the poem, second the Divine

Response, third the contents of the image, fourth the biblical verse, fifth the further reflection.

Jesus en de ziel: Emblem XIV (Fig.1)

The poem’s title is De Ziele rustende van alle uyterlijcke menighoudigheden, waeckt

)'26

met het inwendige ooge des gemoeds (Fig.13).”” The poem’s content starts by making clear that

the ‘I’, i.e. ‘the Soul’, is not dead (though it appears to the world as though it is); it is the flesh

25 “Copy of a Letter, Elaborating on the Three Properties of the One God, and of Jesus Christ’s Eternal Godhood.
A Written Answer to a Question Given to the Author, for He Loved God.”
26 “The Soul resting from all outer multiplicities watches with the inner eye of the inner being.”
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alone that is sleeping.?’ The soul is resting from the earthly, the worldly, and the animal lusts
belonging to the flesh; but while she rests, the heart is watchful for God and the divine, so when
the Lord touches her he does not find her dormant or lethargic. The eye of her inner being is
always open, capable of seeing the eternal good, light, and life in God. As the flesh sleeps it
forgets that which does not belong to the heart and should be ignored by the Spirit. By following
such a path, the worldly life is left behind for a righteous life which has been found thanks to
God.”® With the poem’s conclusion comes the Divine Response, a citation from Matthew

26:41: “Waeckt ende bidt, op dat ghy niet in versoeckinge en komt.”?

There follows the image printed on the facing page. The image is composed of a
standing male child in the act of walking, with a nimbus around his head; the child has his head
turned to the right, with his left arm flexed directed to his face. The left hand seems to be
pointing with the index finger either to the head or upwards. His right arm is held with the palm
open downwards. The child has either his eyes closed or looking downwards, in direction of
the other figure. His left leg is positioned in front, and his right behind. He wears a simple robe,
tied at the waist by a simple girdle. The child appears to be depicted in the act of finding the
other figure in the image: a female, who lies on a bank with her head in the crook of the right
arm and with her eyes closed, is apparently asleep. She also wears a simple robe girded at the
waist. Both figures are barefooted. Her left hand is holding a heart, depicted immediately below
the open palm of the child’s right hand. The heart itself is depicted with an open eye at its
centre, which looks directly towards the observer of the image. The figures are presented in the
foreground of a landscape, with what seems to be a ruined apse in the background. The image
represents Jesus finding the Soul asleep while her heart is watchful. Below the image is printed

a verse from Song of Songs (5:2): “Ick sliep, maer myn herte waeckte.”°

The prose text that follows bears the title Op het XIV. Sinnebeeldt, and the subtitle Van

het waken des Geestes.>" The text constitutes a continuation of the topic given by the poem, the

27 Jan Luyken (a), Jesus en de ziel. Een geestelike spiegel voor 't gemoed (Amsterdam: Pieter Arentsz, 1678), 64.
28 Luyken (a), Jesus en de ziel, 64.

2 Luyken (a), Jesus en de ziel, 64. Haak: “Watch and pray, that ye come not into temptation.”

30 Luyken, (a) Jesus en de ziel, 65. Haak: “I slept, but mine heart waked.” The verse with full annotations: “I Slept
[Here is shewed, that the Spose, or some members of the Church, after they have eaten and drunk well, that is,
have abundantly injoyed the mercies of Christ, do sometimes fall into sleep of slumbring; that is, was flow and
slack in zeal & good works, and fall into carnal ease and security, see Mat. 25:4; Rom. 13:11; 1 Thes.5:6, 7] but
mine heart waked; [that is, notwithstanding I forgot not my Bridegroom, but kept him still in mine heart.
Understand here by the heart, the inward man, or the regenerate man, who is opposed to the flesh, or the outward
man, rom.2.v.28,29. See likewise, Mat.26.41. Gal.5.17.]” The square brackets are reproduced here as given in the
edition of the text.

31 “On the vigil of the Spirit.”
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biblical verses and the image. It opens again with a description of the worldly senses resting,
and the desire for what is to come, such that the Soul sleeps while the heart watches: “Het
vleesch moet slapen, het geloven waken: de lusten des lichaems moeten slapen, en de
voorsichtigheyt des herten moet waken.”.>? In the reflection that follows, Luyken sets forth the
saints as models, establishing that they sleep not out of laziness, but because the flesh demands
it. They are working internally, getting to know who they are by looking at their hearts. They
sleep from what is transient, and with their true self observe the eternal. Sleep, Luyken observes
drawing on a long tradition, is closest to death, the death of the mortal body, and the
wakefulness of the heart is the closest to our true body or self, free from the flesh. The Soul,
awake and watchful, is led by the divine into her highest self, right before the eternal King’s
chamber. The exalted Soul, embracing her most inner self comes to feel in this loving power a
stream coming from the Holy Spirit, like a lively fountain pouring eternal sweetness. The Soul,
being so high in the light, has her senses blinded, and the simple eye is opened in the realm of
the loving power. This eye, beholding in spiritual clarity, sees all that God is easily. But when
the Soul comes to herself again, she realises this experience is impossible to express in words

and is not easy to comprehend or to confess.*?

Jesus en de ziel: Emblem XXXII (Fig.2)

The poem’s title is De Ziele roemt de geestelijcke schoonheyt hoogh bovende
wereltsche (Fig.14).3* The narrator, employing the first person plural, assures the addressees
that “we” (probably referring to him and to the readers) love beauty, but specifies that by this
beauty “we” mean internal beauty, which cannot come from outer material ornaments.**> The
transient animal is nothing compared to the beauty of the eternal spirit which comes from God.
The body of the Soul, by nature divine, and consisting of essential things, is, Luyken writes,
thin and clear as crystal. It has a beauty that cannot be obtained even by acquiring the most
beautiful materials, not even with what a ‘King’s wife’ could offer. The poem concludes with

the Soul talking directly to the human being, which is deceived by external beauty, not knowing

32 Luyken (a), Jesus en de ziel, 66: “The flesh must sleep, faith must guard: the desires of the body must sleep, the
prudence of the heart must be vigilant.”

3 Luyken (a), Jesus en de ziel, 66-67.

34 “The Soul praises spiritual beauty over the worldly.”

35 Luyken (a), Jesus en de ziel, 138.
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true beauty, which means that its eyes are covered with darkness.>® The Divine Response is a

citation from Psalm 45:14 “Des Konincks dochter is geheel verheerlijcke, inwendigh.””’

The image on the facing page shows a female figure standing, wearing a simple robe,
and pointing with her right hand at a heart which she holds with her left hand. She seems to be
showing it to the female figure seated on a throne to her right. This figure, in contrast, is dressed
in a sumptuous gown; she wears a crown and holds a sceptre in her left hand. The two figures
are set in what seems to be a courtyard; the throne is part of a larger architectural structure,
positioned at the top of steps covered by what would appear to be a carpet, and framed with a
column from which are suspended a swag of fabric or curtains. A peacock wanders behind the
standing figure, with his feathers outstretched. The emblem represents the Soul showing true

beauty to the World. The biblical verse below is a quotation from 1 Peter 3:4:

Welcker verciersel zy, niet het gene uyterlick is [bestaende]®® in het vlechten des
hayrs, ende omhangen van goudt, ofte van klederen aen te trecken: maer de verborgen
mensche des herten, in het onverddersselijck [verciersel] eens sachtmoedigen en

stillen Geest die kostelick is voor Godt.*’

The ensuing reflection, entitled Van de inwendige geestelijke schoonheyt,** is composed of a
prose text and a poem.*! Luyken opens with an account of the beauty of new birth. This new
creature, hidden in the old one, is nourished with the water of eternal life. The new creature is
clear as crystal, and shines through with all the glory of the eternal light of the Lord: “Wat dit

nu voor eene schoonheyt is, kan niet met woorden uytgesproocken worden, maer Godt kan het,

36 Luyken (a), Jesus en de ziel, 138.

37 Luyken (a), Jesus en de ziel, 138. Haak: “The Kings daughter is wholly made honourable within”. The verse
with full annotations: “The Kings daughter is wholly made honourable within, [Or from within. Solomons Bride
in her retiring chamber; but Christ his bride hath her spiritual excellency or gloriousness within, in the inner man
(Ephe. 3. 16.) consisting in spiritual gifts. Compare Rev. 19-8.]”

38 The square brackets are original from the text.

3 Luyken (a), Jesus en de ziel, 138. Haak: “Whose adorning let it not be that which is outward, (consisting) in
platting of hair, and hanging about of gold, or of putting on of garments. But the hidden man of the heart in the
incorruptible (adorning) of a meck and quiet spirit, which is precious before God.” The verse with full annotations:
“Whose adorning [ That is, their chief adorning, for Pau/ 1 Tim. 2 9. permits women also a decent or comely habit:
but Peter here reproves all immoderate and too curious adorning, to which the female sex is oftentimes inclined,
and all pride and vanity in the ordinary and otherwise allowed adorning] let it not be that which is outward,
(consisting) in platting of hair, and hanging about of gold, or of putting on of garments. // But the hidden man of
the heart [That is, the inward man, which is daily renewed according to the image of God, 2 Cor.4. 16.] in the
incorruptible (adorning) of a meck and quite spirit, which is precious before God.”

40 “On the internal spiritual beauty.”

41 Luyken (a), Jesus en de ziel, 140.
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dien hy wil, door ’t opendoen der geestelijcke oogen, wel laten sien.”** The second paragraph
sets a mystical tone, explaining that when the sensual external powers and the prodigious
internal ones unite to focus on the “den allerinwendigsten mensch”,** which resides in the
mystery of the Spirit (where the true divine image of the self is), then the individual enters the
divine abyss. This is in accordance with the idea that the human being is eternal in nature: to
enter the divine abyss means that God has found the person in a pure state of being. If the spirit
of the person could see itself having this mystical experience of sinking into God, it would then
see how beyond measure and noble she or he is in God.* The poem that brings this part of the
work to a close, returns to the difference between the flesh and the spirit, and the importance
to adorn the interior, the inner soul. The donkey or ass, which is the body, can be unworthy and
mocked, as long as the new image of the Soul can be washed and prepared to enter the temple

where God dwells.®

Jesus en de ziel: Emblem XXXVII (Fig.3)

The poem’s title is De Ziele heft haer herte met Jezus versegeldt (Fig.15).* The poem
revolves around praising Jesus and expressing the Soul’s love for him. In contrast to others,
who find pleasure in a treasure of earthly things, elements that please only the devil, the Soul
has Jesus on her heart like a seal. The seal of Jesus will guard the Soul from evil.*’ The Divine
Response is a quotation from the Song of Songs 8:6 “Set my als een segel op u herte, als een
segel op uwen arm: want de liefde is sterck als de doodt: de yver is hart als het graf: hare koolen

zijn vurige koolen, vlammen des Heeren.”*®

4 Luyken (a), Jesus en de ziel, 140: “The beauty of this cannot be expressed in words, but God can, if he wishes,
show it to you by opening your spiritual eyes.”

4 Luyken (a), Jesus en de ziel, 140: “the most inward person.”

4 Luyken (a), Jesus en de ziel, 140-141.

4 Luyken (a), Jesus en de ziel, 141.

46 “The Soul has her heart sealed with Jesus.”

47 Luyken (a), Jesus en de ziel, 158.

48 Luyken (a), Jesus en de ziel, 158. Haak: “Set me as a seal upon thine heart, as seal upon thine arm. For love is
strong as death: zeal is hard as the grave: the coals thereof are fiery coals, flames of the Lord.” The verses with
full annotations: “Set me as a seal upon thine heart, as a seal upon thine arm. [In these words the Spouse prayeth
unto Christ for assurance and confirmation of his love unto her, that she might be set and abid as a seal, in and
upon his heart, and continue so forever. This hath respect to breastplate of the high Priest, wherein were graven
the names of the twelve tribes of Israel, in or upon twelve precious stones, Exod.28.21,29. At all times seals were
made use of for confirmation of a thing that was written or promised; to the end, that the same might not be
broken, see Nehem.9.28. Ferem.22.24. Hag.2.23. Mal.3. vers. 16. 2 Tim.2.1.9. The High-Priest bare the names of
the twelve tribes, not onely upon his heart, but also upon his shoulders, for a memorial or remembrance of the
children of Israel, see 1S4.49. 16. Some conceive, that by the heart here is meant the inward and intimate love of

54



The image shows three figures. First, a standing female figure at the left from the
observer’s perspective, wearing simple robes. She looks to her left, either to the male standing
figure, with a nimbus, and wearing simple robes, or to what she is helping to hold with her left
hand. Both figures are holding, one with his right hand and the other with her left, a heart with
a circle in its centre, upon which the word IESU is inscribed. With her right hand and with her
arm upheld, the female figure holds another object which is similar to the circle within the
heart. This is, with all certainty, a seal, the one used to “impress” the word IESU on the heart.
The male figure points with his left-hand index finger to the heart. At the left side of the female
figure, from the observer’s perspective, and just behind her, there is crouching on the ground
what seems to be a demon, with a gaping mouth. The figures are depicted in the foreground of
a natural landscape. The image represents the Soul and Jesus holding the heart, moments after
the Soul has sealed it with Jesus’ name. The subscriptio is drawn from the Epistle to Galatians

2:20:

Ick ben met Christo gekruyst. En ick leve [doch] niet meer ick, maer Christus leeft in
my: en 't gene ick nu in het vleesch leve, dat leve ick door het gelove des Soons Godets.

die my lief gehadt heeft, en hem selven voor my overgegeven heeft.*’

The ensuing reflection bears the subtitle Van de verzeegelinge des herten.>® Jesus Christ is
presented as the groom, who desires that his beloved always remembers him. The bridegroom

asks for custody of the heart: “want het herte is een kist der hemelsche schatten, daer in de

the Bridegroom, and by the arm the outward manifestation of his love, as psal.77.16. and 86.11.] for love [to wit,
the spiritual love of the Spouse unto Christ, and in like manner the love of Christ unto his Church and elect] is
strong as death: [The meaning is, As death by its power overcometh and conquereth even the strongest man that
is, Psal.89.49. so the mutual love between us both is exceeding strong, and cannot be quenched in us by any
enemy or adversity, no not by death it self] zeal is hard as the grave: [Zeal or jealousie. This signifieth a vehement
burning fervert love. This love or zeal is said to be hard as the grave, because it devoureth, and overcometh all
difficulties, Gal.5.24. Colos. 3.5. even as death and the grave do swallow up all things] the coals thereof are fiery
coals, [here is spoken of the burning coals of love, that kindle and inflame the heart, and cannot be quenched].
Flames of the LORD. [that is, great mighty flames. Or flames that are kindled by the LORD. Understand the flame
or fire of the love and spirit of Christ, which may justly be called great, by reason of the strength of his love, and
the powerful working of the Spirit in the hearts of the elect.]”

4 Luyken (a), Jesus en de ziel, 159. Haak: “I am crucified with Christ: And I live, (yet) no more I, but Christ
liveth in me. And that which I now live in the flesh, the same I live by the faith of the Son of God, who loved me,
and gave up himself for me.” The verse with full annotation: “/ am crucified with Christ: [How this is to be
understood, see Rom. 6.6. where the same is said, and further expounded] And I live, [namely, now truly, a spiritual
life] (yet) no more I, [namely, such as I was before my conversion and regeneration] but Christ liveth in me.
[namely, by his holy Spirit, by which he leads me in the waies of God, and makes me fruitfull unto good works]
and that which I now live in the flesh, [that is, in this my natural life, which he distinguisheth from the spiritual]
the same I live by the faith of the Son of God, [that is, although I have mine infamities in that same flesh, yet I
believe and trust that the Son of God hath satisfied for the same by his death: who also quickens me by his Spirit]
who loved me, and gave up himself for me. [namely, unto death, Rom. 4.25.]”

30 “Concerning the sealing of the heart[s].”
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genade, liefde, wijsheyt en den heyligen Geest selve uytgegoten word, ende in woont.” >! But
the heart is still human, it belongs to the flesh and is weak, and that is why the groom wishes
to be the seal of it, so that no enemy can come near to it. Christ must be engraved in our hearts,
the author writes. Here Luyken quotes Paul’s words in the Epistle to the Galatians 6:17 “Want
ick drage de litteeckenen des Heeren Jesu in mijn lichaem.”>? The Soul echoes Paul’s idea that

she is not her own any more but Christ’s (an idea conveyed in the subscriptio),

ende dat hy als den gekruysten in my leve, want ick ben met Christo aen ’t kruys
gehect, en drage altydt dat sterven des Heeren JESU in myn lichaem om, op dat oock

het leven des Heeren JESU in myn lichaem openbaer worde.>

The Soul reflects on the revelation of Jesus in the body, making a differentiation between the
signs on the soul of the follower of Jesus and the marks borne by the Antichrist’s servants. The
text ends with the indication that the souls that are united with Christ will wear the sign of the
divine not only on their foreheads, hands, or other members of their bodies, but most
importantly inwardly, in the heart. As we have carried the earthly image, writes Luyken, so we
shall carry the heavenly image: “alsoo hebben de werken en gedachten, dewelke van het herte
komen, haer verdiensten alleen van Christo; en also veel een herte gelykvorming is sijn Heere

wiens beeld het draegt, alsoo veel sal het aannemelyk voor God zyn.”>*

3. The contents of the work

The first page of Lukyen’s work is the title-figure, or frontispiece. In the engraving, a
male figure with a nimbus holds a thurible in his left hand, and, in his right a rope which is tied
to the waist of a female figure, by which he leads her (Fig.16). The two are depicted running

in a landscape. Below the image appears the subscriptio: lesus en de Ziel, and then a quotation

3! Luyken (a), Jesus en de ziel, 160: “for the heart is a chest of heavenly treasures, where grace, love, wisdom,
and the Holy Ghost itself are poured out and dwell.”

52 Luyken (a), Jesus en de ziel, 160: Haak: “Henceforward let no man trouble me, For I bear the markes of the
Lord Jesus in my body.”

33 Luyken (a), Jesus en de ziel, 161: “and that he lives crucified in me, because I am attached with Christ to the
cross, and in my body, I always carry the death of Jesus the Lord, so that the life of Jesus the Lord may be revealed
as well in my body.”

3 Luyken (a), Jesus en de ziel, 161: “so the works and thoughts that come from the heart have their merit only
from Christ; and as much as a heart is conformed to His Lord whose image it carries, it will be pleasing to God.”
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from Song of Songs (1:4) “Treckt my, wy sullen u na lopen.” Luyken’s name appears in the
lower right corner, as the inventor and maker of the engraving. The verso of the title-figure is

blank.

There follows the title page (Fig.17).%® Here is stated the title of the work, and what
does it consist of: Bestaande uyt veertig aangename en stichtelyke Sinne-Beelden. Vervat in
Drie Deelen.”” The title serves to indicate what the reader will find when she or he turns the
pages: the book Jesus en de ziel presents itself therefore as a spiritual mirror for the inner state
of the inner being. The mirror is composed of forty emblems, including the title-figure, which
are both pleasing and instructive. If they are described as “pleasing” or “delightful”
(aangename), it would seem that they are intended to appeal to our senses, and if they are
edifying (stichtelyke), then it is clear that the reader is meant to be educated by them. The use
of capitals in the title give prominence to Jesus, the Soul, the emblems, and the threefold
division of the book. Below the title follows a brief text that serves to reinforce the idea of the
verse from the Song of Songs in the title-figure, explaining the purpose of the work as the hard
journey from which there should no relenting until “wij die edele reuck, welcke Christus is,

met vergaderde krachten in de inwendigheid ense Geestes, vry genieten en smaken.” >3

% in which the reader

At the turn of the page is presented a Kort bericht aan de leezer,
is informed, in a poetic manner, of the intended function of the emblems. The emblems’ roles

are, we are told, manifold. Some have been put

om de Ziele uyt den slaap der Sonden op te wecken; andere om de Ziele te verquicken
in hare verslagenheyt, angst en aanvechtinge; andere om haar op den Oorspronk aller
schoonheden te doen velrieven. Sommege ruycken van dierbare waarheyt; Sommege

van Liefde, sommege locken de Ziel tot de vereeniging met Godt: Ook synder die met

55 Luyken (a), Jesus en de ziel, fol. Alr. Haak: “Draw me, we will run after thee.” The verse with full annotations:
“Draw me, we will run after thee: [Draw me; That is, incline mine heart and minde, that it may adhere unto thee
by faith and love. For this drawing is not done with outward strength and violence. But by the word of preaching
outwardly, and inwardly by the powerfull working of the Spirit of Christ, whereby the understanding of the
children of God is so enlightened, and our will so reformed and amended, as that we willingly and joyfully follow;
yea run after our blessed Lord and Bridegroom Jesus Christ. See Isai.40.41. Jer.31.3. John 6.44,45. And 12.32.
Phil.2.13. Heb.12.1,2.]"

%6 Fig.17 provides the title page of the 1696 edition.

57 “Consisting of forty delightful and edifying emblems. Comprised in three parts.”

38 Luyken (a), Jesus en de ziel, fol. A2r: “we get to freely enjoy and taste that noble fragrance, which is Christ, in
our inner Spirit.”

3 “Short message to the reader.”

57



haar edele Reuck en veruw ons vertoonen een weynigjen van ’t vreugden ryke

Paradys; een ewige lust-gaarde der Engelen en salige Zien.*

There follows the Voor-sangh (prelude or introductory song). In the song, Luyken talks directly
to the Soul about the journey she needs to undertake to return to her rightful home; about what
has been lost, the pleasures and deception of earthly things; about the love that Jesus, the
bridegroom, has for us, and on what will become of the Soul once it has been eternally wed to

the bridegroom.®!

The following page announces and describes the contents of the first part: the Soul,
awakened by the power of God to seek repentance, decides without hesitation and with
sincerity to leave the world and herself so she can come to God, to her home by right.®? That is
what we read and see in the first thirteen emblems. The Soul starts the journey, already
problematizing the temptations in which the flesh falls, and the tension between flesh and spirit.
She desires a higher good, acknowledging, through God, that her current life on earth is not her
rightful homeland but a prison, and that she needs to go in search of where she truly belongs
(E.BI-I1, IV). The first emblem’s poem talks about a higher good, for which the Soul leaves
behind earthly desires. The image shows the Soul sitting with the personification of worldly
desires (Fig.11). She points at her chest while looking upwards; at the same time, she points
with her other hand at the earthly desires represented by food and a figure with the ears of an

4

ass. In the second emblem, we are introduced to the idea of the Old Adam,®* as the

representation of the body, tempted and trapped in many ways by the devil. The Soul speaks

0 Luyken (a), Jesus en de ziel, fol. A3r: “to raise the Soul out of the sleep of Sins; others to uplift the Soul in her
grief, anguish, and temptation; others to make her fall in love with the Origin of all beauty. Some smell of dear
truth; Some of love, some call the Soul to unite with God: Also, those with their noble smell and delight show us
a glimpse of the joyful and rich Paradise; an eternal garden of delights of Angels and Blessed Souls.”

! Luyken (a), Jesus en de ziel, fol. Adr-Adv.

62 Luyken (a), Jesus en de ziel, fol. A5r.

63 E. stands for emblem(s).

% The notion of an “old Adam” comes from 1 Corinthians 15:45: “Alzo is e rook geschreven: De eerste mens
Adam is geworden tot een levende ziel; de laatste Adam tot een levendmakenden Geest.” Statenvertaling. Haak,
with full annotations: “So it is also written [Namely, Gen 2. 7.] The first man Adam is become a living soul. [that
is, after that God had formed his body out of the dust of the Earth, he breathed into him a reasonable and immortal
soul, whereby the body is made alive and is moved: and so besides the understanding, he also received an animal
or natural life, like as other living creatures] The last Adam [namely, Jesus Christ, who is also opposed to the first,
Rom. 5.V. 17, 18, 19. These words are not here related as written there or any where else, but are by the Apostle
opposed to that which is spoken of the first Adam, namely, that like as we have received from the first Adam a
natural or animal body, so also by the second Adam, namely, Christ, we shall obtain a spiritual body] a quickning
Spirit. [that is, by the union of the humane nature with the eternal divine nature, which is a quickning spirit, he is
become a Prince of life to us, Acts 3. 15. And as he now since the resurrection hath a spiritual body, which is
immortal and incorruptible, so shall he also give such bodies unto all those that are descended from him, not by a
natural procreation, but by a supernatural regeneration. For each A4dam communicates to his posterity such as he
hath.”

58



of the new body, placed inside the old one, reinstated by the Son of God.®® The fourth emblem
strengthens this idea: “Hebt gy Duyvel en Werelt het sterftelyke lyf in uwe gevangenis, so heb
ick mynen Heylandt en wederbarer in myne Ziele, die sal myn een Hemels lyf geven, dat

eeuwig blyft’°

The search for the beauty of the Divine in all created things begins as well. It is possible
to discern God in nature (E.III), but such insight can only be granted by God himself. As the
Divine Response of his third emblem, Luyken employs Matthew 5:8: “Salig [zyn]®’ de reyne
van herten: Want sy sullen Godt sien,”.® In the image the Soul is set in a garden. She gestures
towards a flower while looking upwards (Fig.18). In the subsequent reflection on the third
emblem Luyken gives a clear idea of how he understands the external and internal. The Soul
comes to understand “Dat uytwendige is een openbaringe van dat inwendige. Wanneer ik
spreek, so zyn die uyterlyke woorden een openbaring van het inwendige woordt dat sich in
myn herte op doet.”® There is an internal, eternal reality to everything that we see in the world.
That eternal beautiful paradise is manifest only in the inner individual, and though in the
exterior the essential beauty can be seen (with the eyes of the spirit), the earthly realm is bound

to perish. What is behind it is everlasting.”

The love of the Bridegroom and the way to attain it, through gentle, meek and humble
behaviour is presented in the emblems that follow (E.V-VI). With humbleness God has to be
exalted in the heart. The person belongs to God, as creator of all things, and God gave a
precious gift to the Soul, by giving birth to his Son in the Soul. Because his Son is in the Soul,
the Soul is the Father’s son as well. This goes back to the idea of new birth: continuously

accepting the gift given (his Son), and exalting God with the heart, a continuous process to

% Luyken (a), Jesus en de ziel, 16-17.

% Luyken (a), Jesus en de ziel, 25: “You have the Devil and the World, the mortal body in your prison, so have |
my Saviour and the one who gives birth to me again in my Soul, who shall give me a heavenly body that will last
eternally.”

%7 The square brackets are from the original text.

% Luyken (a), Jesus en de Ziel, 28. Haak: “Blessed are the pure of heart; for they shall see God”. Full annotation:
“Blessed are the pure of heart; [That is, who are purified by the Spirit of God from the defilements of sin, and
from all manner of hypocrisie, Eph.5.26.] for they shall see God. [that is, shall perfectly know him, nad behold
his glory, 1 Cor. 13.12.]”

% Luyken (a), Jesus en de ziel, 20: “That the external is a revelation of the internal. When I speak, those external
words are a revelation of the inner word that arises in my heart.”

70 Luyken (a), Jesus en de ziel, 20.
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attain salvation, which is about constantly being born anew: “hoe meer men sich selfs afsterft,

hoe meer men aen het rechte leven verjonget en vernieut wert, ende dat is dat eeuwige leven.””!

The seventh emblem is the first image, since the frontispiece, to show the male child
that represents Jesus, though it is rather more childlike than the male figure in the frontispiece
(Fig.19). The Bridegroom has made his appearance, offering flowers to a happy Soul who
points at her chest once again. The poem recounts how the Soul cannot contain her love for the
Bridegroom. As true love is experienced, evil surrounds the Soul with more force. She must
rely on her love, purity, and faith for and in God, battling with unclean thoughts that are
prowling about, or against sinful ideas like God’s supposed preference for some more than
others (E.VIII-XI). This battle is part of the pilgrim’s (Soul) journey, with deceit lurking around
every corner, and though all darkness may surround the path, the light of Jesus should lead the
way (E.XII). This light implies the imitation of Jesus’ life and teaching, the only way to free

the heart from blindness.”?

The final emblem (E.XIII) of the first part continues the theme of the Soul confronting,
with the help of her beloved, a sinful life, tired of a world-lust trying to defeat her. This
circumstance is represented by the Soul and Jesus on a boat in the sea (Fig.20). The poem tells
how the two are trying to arrive to the other side, rowing against the flowing stream of sins of
the world.”® The divine response gives an assurance of the goal: “Wie volherden sal tot den

eynde, die sal salig worden.” (Matthew 24: 13).74

Part Two of the work opens with a brief outline of the contents of the ensuing section:
“De Ziele, door een getrouwe voortgang langhs den wegh der bekeeringe, is door Godts genade
gekomen tot het schouwende leven, en spreekt veel hooge en dierbare Waerheden, tot
stichtingh van haer naesten uyt.””> The Soul is now knowledgeable, enlightened; the true self
is awakened. She knows sin is lurking, and that even if she has been given grace by God, her
confinement in the old Adam of the flesh makes temptation an ever-present problem. This is

the context of the first heart-emblem described above: De Ziele rustende van alle uyterlijcke

" Luyken (a), Jesus en de ziel, 33: “the more one dies, the more one is rejuvenated and renewed in the righteous
life, and that is eternal life.”

2 Luyken (a), Jesus en de ziel, 56.

3 Luyken (a), Jesus en de ziel, 60.

74 Luyken (a), Jesus en de ziel, 59. Haak: “But he that shall endure unto the end, he shall be saved.”

7> Luyken (a), Jesus en de ziel, 63: “The Soul, by a faithful journey on the way to repentance, has come, by the
grace of God, to the contemplative life, and recounts many high and beloved truths, for the edification of her
companions.”
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menighoudigheden, waeckt met het inwendige ooge des gemoeds (E.XIV). The text goes on to
argue that as long as Christ remains in the heart, darkness will be devoured by light (E.XV),
and sins will be forgiven because “Wanneer Christus opstaet, soo sterft Adam.”’® Luyken
repeats the argument that with the constant death of Adam, the Soul is born anew out of God
in Christ, so that she is the daughter of God as well. She shares both Christ’s death, resurrection,
ascension, and eternal reign, since the Soul has been born from Christ’s flesh and blood. To be

born anew is to have a new spiritual body in God, which is hidden in the earthly Adamic body.”’

The theme of the new body continues in the subsequent pages, which build on the
Soul’s growing awareness of having a divine, fiery spark of eternal life, and discuss the way in
which the individual relates to God (E.XVI, XVIII-XXI). The ensuing emblems also present
the Soul’s ongoing tense relationship with the old Adam, the worldly, the still blind human
being, and the wicked souls (E.XVII, XXII-XXIII). The Soul beholds the sacrifices made by
God for his people, the death of Christ for salvation, the meaning of true divine love (E.XXIV),
and the number of traps the devil has laid to make us stumble (E.XXV). In the last emblem of
the second part (E.XXVI), the Soul is set in the midst of the fire of purification (Fig.21).”® The
love for Jesus and faith in God, and their power in her heart will enable her to endure the

suffering such fire brings, so that it consumes what needs to be consumed.
The third and final part opens with a description of contents which outlines that

De Ziele haer aen de gaven, openbaringe en inlichtinge Godts niet vergenoegende,
begeert, na den aerdt der liefde, met haer beminde gantsch vereenight te zyn, en haer

selve in den goddelycken afgrond in te sincken, als een druppel waters in den wyn.”

This part of Luyken’s work is distinctive inasmuch as in the further reflections provided for
each emblem, biblical verses — drawn especially from the Psalms — start to take more space.
The Soul is resigned completely towards God and expresses her fervent desire to be united to
her beloved. God answers through the gift of new birth in God’s spirit (E. XXVII-XXIX), the
Soul coming gradually closer to Paradise. The courtship between the Soul and Jesus is stronger

and more sensual, and the notion of union is more present. In Emblem XXIX, the Soul repeats

76 Luyken (a), Jesus en de ziel, 70: “When Christ rises, Adam dies.”

"7 Luyken (a), Jesus en de ziel, 71.

8 Luyken (a), Jesus en de ziel, 112.

” Luyken (a), Jesus en de ziel, 117: “The Soul, not satisfied with God’s gifts, revelation and instruction, desires,
after the nature of love, to be completely united with her beloved, and to immerse herself into the divine abyss,
like a drop of water in the wine.”
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the idea of the drop of water poured into red wine, losing herself completely to be merged in
God (Fig.22).%8° The Divine response is composed of quotations from John 6:56 and John 17:21,

23, which stress the connection between the Last Supper and oneness in God.

The Soul now understands the sharp separation between her original nature and the
nature of the flesh, divine love, and worldly love, divine treasure (residing in the heart), and
worldly treasure (mere external pleasure), and so she positions herself against the world
(E.XXX-XXXI). Beginning from Emblem XXX we start to see a personification of the world
that is not the “donkey-ears” character that has been shown since Emblem I, but a more formal
and in some cases elegant character (Fig.23). The Soul has the Earth’s sphere below her feet,
while the World holds it in her hands. Jesus looks down on the scene from heaven. The World’s
side of the scene has buildings as a background; the Soul is set against natural background, to
which she gestures with one hand while pointing at her chest with the other. A garden in the

background divides the figures.

After the second heart emblem in the work, Emblem XXXII (De Ziele roemt de
geestelijcke schoonheyt hoogh bovende wereltsche), we see the Soul solely focused on reaching
the divine kingdom, and on making of her heart the place for such throne, with an underlying
theme of complete resignation, following the example of Jesus and fundamentally of his
suffering (E.XXXIII-XXXV). Emblem XXXVI shows the Soul resting on Jesus’ chest, or more
specifically on Jesus’ heart, where no evil can enter (Fig.24): “Een plaets van waare vrede en

vreughden.”®! With and in Jesus this is, the author argues, true rest for the true self.

8 Luyken (a), Jesus en de ziel 126. The idea of a drop of water into wine is part of a long mystical tradition in
Christianity. For example, in his De Diligendo Deo (On Loving God), Bernard of Clairvaux (1090-1153) writes:
“As a drop of water poured into wine loses itself, and takes the color and savor of wine; or as a bar of iron, heated
red-hot, becomes like fire itself, forgetting its own nature; or as the air, radiant with sun-beams, seems not so
much to be illuminated as to be light itself; so in the saints all human affections melt away by some unspeakable
transmutation into the will of God” (“Quomodo stilla aquae modica, multo infusa vino, deficere a se tota videtur,
dum et saporem vini induit, et colorem; et quomodo ferrum ignitum et candens, igni simillimum fit, pristina
propriaque forma exutum; et quomodo solis luce perfusus aer in eamdem transformatur luminis claritatem, adeo
ut non tam illuminatus, quam ipsum lumen esse videatur: sic omnem tunc in sanctis humanam affectionem
quodam ineffabili modo necesse erit a semetipsa liquescere, atque in Dei penitus transfundi voluntatem.”); in
Robert E. Lerner, “The Image of Mixed Liquids in Late Medieval Mystical Thought,” Church History 40, no.4
(December 1971): 397. . Meister Eckhart (c.1260-c.1328), in his Rede der underscheidunge uses as his base this
Bernardine image, to argue that “This union is much closer than when a drop of water is poured into a vat of wine
and becomes so transformed in union that no creature can discern a distinction” (Eckhart in Lerner, “The Image
of Mixed Liquids,” 402.). For further discussion and examples in late medieval spirituality, see: Lerner, “The
Image of Mixed Liquids”.

81 Luyken (a), Jesus en de ziel, 154: “A place of true peace and joy.”

82 Luyken (a), Jesus en de ziel, 156.
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There follows the third heart emblem, Emblem XXXVII: De Ziele heft haer herte met
Jezus versegeldt. The Soul trusts completely in Christ and understands his suffering and
wounds as the signs of love for her (E.XXXVII). In Emblem XXXVIII Christ shows his
wounds and points at his chest (Fig.25). The Soul considers the value of Christ’s wounds and

the implications of his heart being pierced:

De heymelyckheyt sijns herten is door de gaten des lichaems openbaer geworden; die
groote verborgentheyt der Godtsaligheyt is ontdeckt [...] // Longinus heeft my de zyde
Christi met de Lancie geopent, en ik bender ingetreden. Hier woon ick seker, hier

vermaak ick my, hier ruste ick soet, hier weyde ick met lust.®?

In the final emblem (E.XXXIX) of the book the Soul reaffirms her desire to be dissolved in
Christ in his loving fire, acknowledging the limits of the flesh and longing for the reunion with
the Lord after the death of the ‘old man’. In the image, Jesus and the Soul are separated by a
wall, and their gestures suggest they might be looking for something or someone (Fig.26). As
we have noted, the reflection concluding this emblem is significantly longer to those with
which the other emblems conclude. Called Van 't eeuwige Vaderlandt, en dessefs vreughde,3*
this is the end of the entire journey made by the Soul and includes a long exhortation on the
beauty and order of Heaven, the nature of Angels, the value of music and its angelic aspects,
and the experience of the Soul in paradise, among other things. The text begins where the image
left off, with the triumph of the Soul arriving, after her pilgrimage, now free of the flesh, at her

rightful home in divine eternity:

Wanneer nu de Godtlievende Ziel den wegh haers Pelgromschap, door de gevaerlijke
wilde woestijne deser werelt, ten eynde gekomen is, en dat den ouden schyts-muur
haers uyterlijken lichaems, van voor haer aenghesicht is weghgevallen, dan gaet sy
weder in haer eerste en rechte Vaderlandt, daer sy uyt gesprooten is, [doch in Adam
uytgewandelt was] by haren alderliefsten Vader t’ huys, om met alle heylige Engelen

in eeuwigheyt voor zijn aengesicht te spelen.

8 Luyken (a), Jesus en de ziel, 165: “The secret of his heart was revealed through the holes of the body; the great
mystery of God’s holiness was unveiled [...] / Longinus opened the side of Christ with the Spear to me, and 1
entered it. Here I live with certainty, here I delight myself, here I rest in sweetness, here I graze with pleasure.”
8 «“Of the Eternal Homeland, and its joy.”

8 Luyken (a), Jesus en de ziel, 168: “And when the God loving Soul’s pilgrimage through the dangerous
wilderness of this world has come to an end, and that old dividing wall of her external body has fallen, then she
goes again to her first and rightful homeland, because she was born out of it [but, in Adam, had strayed from it],
she goes to her dearest Father’s home, to play before his countenance with all the holy Angels for eternity.”
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The work concludes with the Sangh that I have referred to above, set to the tune of the madrigal
Amarille mia Belle [sic].%® The text is a declaration of love from the Soul to her bridegroom,

and ends with the following words:

liet in ’t hert sich vinden: // Een levend water ontsprongen uyt Gots herte; / Geen
dorst sou my meer smerte. // Ja soetste Jesus myn allerschoonste Heere, / Laet myn

sterven, laet my sterven, laet my sterven, van u leren.’’

In the extended version of the further reflection, as it is found in the 1704 edition and thereafter,
Luyken explores with greater detail the topics already mentioned, especially regarding the
nature of Angels. Interestingly, Luyken rather obscurely refers to the Angels as being created
by God to be at the service of his own heart. God’s heart is none other than Jesus. There is an
equivalence posited between all the joy arising in the heart of the human being, and all of God’s
joys springing from his divine heart. The Angels’ reasons for existence are described as to play,
praise, and sing; activities that increase the joy of God’s heart.’® The expanded reflection
concludes with the Toezang, praising the Heavens, the rightful home. This hymn is sung to all
the brothers, sons of God, in the hope that the contents of the book, described as the flowers of
a garden of which Luyken has been but a gardener who has transplanted the flowers from other
soil, may assist the reader to arrive with joy in the promised land.*® This last metaphor is a

reworking of the last paragraph of the first edition of the book.”

Finally, the Copye van een brief included in the 1704 edition should be mentioned. The
letter is to a ‘sister’ (zuster) and reflects upon the Trinity, the conception of the soul and its
relationship with divinity, about Holy Communion, and the love and union between the bride

and Bridegroom. After it comes a song, to be sung to the tune Ik ging op eenes Morgen.’' The

8 The corrupted French title could have its origins to the manuscript London, British Library, Royal Appendix
MS 55 which, it has been argued, is the first source of the song in England. According to Carter, in this manuscript
“The text of the song [Amarilli, mia Bella] is corrupted in a manner suggesting reproduction from memory by
someone more used to French than to Italian. (‘Amarilli’ is given as ‘Amarille’ [...] This is perhaps evidence for
some manner of north-European transmission.” (Carter, “Caccini’s Amarilli, Mia Bella,” 271).

87 Luyken (a), Jesus en de ziel, 174: “he let himself be found in the heart: // A life-giving water sprang from God’s
heart; // No thirst will give me pain any more. // Yes, sweet Jesus my most beautiful Lord, // Let my death, let my
death, let my death, learn from you.”

88 Jan Luyken (c), Jezus en de ziel. Een geestelyke spiegel voor 't gemoed (Amsterdam: Weduwe Pieter Arentsz
en Cornelis van der Sys, 1704), 172-173.

% Luyken (c), Jezus en de ziel, 190.

% Luyken (a), Jesus en de ziel, 173.

91 “I went on one Morning”. The original text origins seem to be from Haerlems oudt liedt-boeck, published
around 1640. The melody appears to come from Theodotus (Aegidius Haefacker), Paradys der gheest. En
kerck.zieof-sanghen, the edition from 1648, printed in Antwerp.
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text was written by Luyken, and was published in his De zedelyke en stichtelyke gezangen, first
published in 1709. It refers to God’s love represented in his Son, and the thirst for divine love
by the believer. Christ is a living fountain, that washes away sins, and asks those who want to

be saved to drink from him, the source of eternal life.%?

92 Luyken (c), Jezus en de ziel, (107, 108).
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Chapter 2: Internal mechanisms in Luyken’s heart-emblems!

In this chapter, I analyse Luyken’s use of the visual motif of the heart in Jesus en de
ziel. By ‘use’ I mean in this case the motif’s functions intended within the book, and within the
visual and textual tools that he used. Taking into consideration what has been said in the

preceding chapter, we may summarise the intended functions of the heart motif as follows:

1) to tell the work’s users that the true self resided inside this organ, and that, because of
it, the heart is the location where the Holy Spirit resides or is able to reside;

2) to enable, by means of a rebirth, the awakened self to see and understand the divine
essence behind nature and the daily activities in life, until death; it is through the eyes
of the heart that the believer should not only see but also that she or he should behave;

3) finally, to remind the book’s user that there needs to be constant protection of the heart,
as the locus of the divine treasure guarded within it; the world is now the testing ground,
and this spiritual pilgrimage will have its struggles, but if believers want to inherit what
is rightfully theirs, i.e., the Kingdom of Heaven, they must protect the now awakened
self that resides within them. This protection can only be provided by Jesus through

love.

This chapter will demonstrate how these three functions were set in play through several

composition and communication strategies employed by Luyken and his publisher Arentsz.

The design of a book affords diverse movements and interactions with the object. If the
user of a book wants to read the contents within the book, then they have to open it, so the
contents can be revealed. But they are not revealed all at once. The user needs to keep
manipulating the book, leaf through the pages, for the contents to keep being revealed.
Depending on the book this revelation is materialised through different forms, different marks
in the surface such as language or images; but also in different forms according to a narrative
style, a structure of sorts, the size of the forms, the composition of pages and the number of
pages. The consumption of a book in terms of reading the book implies a revelation of
information that depends on the user’s actions and skills. In other words, the mechanics of

knowing what is within a book depend on the user, so the contents will only appear if the person

! Parts of this chapter served as the basis of the following academic publication: Mauricio Oviedo, “La experiencia
de lo divino: El Emblema XIV de Jesus en de Ziel (1678) como caso de estudio,” Nierika 11,1n0.21 (January-June
2022): 66-101.
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wishes to or by accident; in any case it must be made to appear. In this way, the book works,
following Bernhard Siegert, like a door or a triptych could work: it reveals and conceals, but
in order to reveal it has to be made to reveal.? In a religious environment, with an object meant
to be approached in a religious manner and presumably usually bought and read with such a
religious tone, then the revelation is religious, both verbally and visually; and by going through
the pages, the revelations change and transform previous revelations. With Jesus en de ziel
what is revealed by the user entails poetry, explanations, the Word of God and images. The
heart-emblems are then not simply given; they are discovered, uncovered by the opening of a
book and by reaching those pages, in whatever ways the user has come to reach them. That
path - the time and process entailed in arriving at the point of viewing them makes the

configurations of prose, verse, the biblical text, and the image an organic constant process.

The analysis of the heart-emblems in Luyken and the supposed clarity that I, as a
researcher, have regarding their function, must be understood inevitably as an approximation
to the object of study as an actual object of study and hardly as the book it used to be. In the
present study, I have restricted the analysis of composition and function to what the heart-
emblems, located within the book object that contains them, can tell the viewer when
considered within their material context: how they work within the machine they were intended
to be part of, and what could this machine do by design and purpose. In this sense, I refrain
from contextualising the function and composition of the heart-emblems as much as possible,
restricting our focus to the object of study and what it alone can reveal. The “context” I will be
interested in, as it will be seen in the next chapter, relates more to what can the evidence tell us
of the life of the object in specific moments and places. What does the object tell alone are the
internal mechanisms that surround and occur within the motif. These mechanisms are part of
the affordances of the object: they are what the object offers, specifically what the object
affords religiously. It should be understood, of course, that the motif cannot work alone. It is
part of a material and visual ecosystem, in this case an image, a page, a folio and a book. In
other words, by defining the internal mechanisms of the heart-emblems, we will attempt to
explain what visual and cognitive strategies were used in the creation of the object, to afford

religious experience.

2 Bernhard Siegert, Cultural Techniques: Grids, Filters, Doors, and Other Articulations of the Real (New York:
Fordham University Press, 2015), 198.

68



The chapter is structured in two parts: first [ focus on how the heart-emblems were
made, and how they fit within the structure of the book. A number of formal aspects are taken
into consideration: narrative, composition, style, and the relationships between the textual and
the visual form. Once these elements have been established, I turn to a detailed consideration

of the function of the heart-emblems.

1. The heart-emblems as part of the narrative or as standalone works.

Thus far, we have focused on the heart-emblems not in isolation but as part of a book.
The reason for this approach is that the image consumption I am interested in is when the user
interacts with the emblems by looking at them within Jesus en de ziel as a whole. Given this
focus, we can delineate at least two basic ways to read what is happening in the images. In the
first scenario, the image is approached from the point of view of the narrative of the work as a
whole; here, the reader is following the story set forth by Luyken, briefly described in the
previous chapter. Let us take Emblem XIV (Fig.1) as an example. In this case, if the reader
follows the order of the book in sequence, then the first heart-emblem works as a transition and
introduction: it is the first emblem of the second part of the work, and therefore also relates to
some degree to the conclusion of the first part. If the previous emblem, Emblem XIII (Fig.19),
is borne in mind, then the reader knows that the Part I of the work ends with Jesus and the Soul
arriving shore after a journey by water made difficult by their struggle against the tide, which
represents worldly desires and treasures. Having arrived, now, at the opening of Part I, the
Soul rests, with an open-eyed watchful heart (E.XIV), guided by God. The Soul is, then, in the
necessary condition to undertake the remainder of the journey that will be recounted in the

second part of the book.

A second way to read the images is to note that the emblems make sense even if read
out of sequence, or not as part of the narrative. While the pages afford a sequential reading,
they do not require it. Rather, the emblems in Jesus en de ziel can equally be engaged as
independent parts of a whole. If we return to Emblems XIII and XIV, we can note the former
can be read alone, as an independent image that describes the journey against this worldly tide,
and the arrival to a safe shore that is the ultimate destination (Heaven). In this reading, Emblem
XIII ceases to be merely the journey that ends in arriving at a place to rest before continuing

with the trip but contains within itself a more significant horizon. Emblem XIV, in turn, read
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independently of the narrative sequence, implies that even while sleeping or resting, the true
self needs to keep guard of the presence of the divine. In sum, the emblems that make up the
book are not dependent on each other for their meaning, but they do afford a sequential reading.
Luyken designed and compiled the images in an order which rewards the use of them either in
sequence as a group or independently, thereby ensuring several meanings and logical points of

cohesion.

2. Notes on structure and composition

As we have noted in the last chapter, Jesus en de ziel is divided into three parts. Each
part has thirteen images or symbols (Sinne-beelden). The book follows a more or less consistent

pattern or thythm (Figs.10-11):

1. First, the poem with divine answer (page 1),
2. Second, the image with Bible verse printed below (page 2),
3. Third, a further reflection (pages 3-4).

The content is disposed according to an unchanging pattern of four pages per emblem: one
page each for the poem, and image + verse, and two pages for the reflection.> The emblems
follow a somewhat logical narratival sequence. A story can be traced across the emblems
through the images, and their accompanying poems and further reflections. The images are in
most cases clear in their message and connection to the poems. There are no more than three
figures in each image; usually, there are just two. If only one figure is presented, it is usually
the Soul, within the environment which, in these cases, plays a more dominant role in the scene.
In terms of composition, there are no dramatic variations in the configurations of the images;

this lends a certain visual coherence and continuity to the work.

In terms of image composition, the image of Emblem XIV places the sleeping Soul on
a diagonal, following the line of the little mound on which she is sleeping. The mound together
with the tree frames Jesus in a triangle. Because of his posture and location, Jesus brings a
certain dynamism to the scene; he is the figure who reacts to the setting, a spectator of what is

happening to the Soul, and the reason why the heart has its eye open. The direction of Jesus’

3 Emblem XIII and Emblem XXVII use an extra page for the additional reflection in the 1704 edition.
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gaze is slightly ambiguous: it may be directed to either the Soul as a whole or to the heart.
Jesus’ right hand is positioned right above the heart, and his left points upward. This same
gesture can be observed in the Cordis vigilia (Haeften’s Schola Cordis) (Fig.9), Luyken’s
model, and it was a device that the poet/engraver deployed quite often: one hand indicates what
belongs to the world (worldly) and the other points to the divine. Coincidentally, while the
Soul’s left hand upholds the true self (the heart), the right hand on which she rests is pointing
down. In this way, the disposition of the hands suggests a certain tensile balance between the
two figures in the midst of which is the heart — a human organ with the eye of the Spirit open
— which is presented as the middle ground between Earth and Heaven. The higher position of
Jesus and his head surrounded by a nimbus also serve to convey the notion of the ideal, whereas
the Soul’s location on the ground below, stresses what is material, earthly, and what becomes
factual.* The opposition is reinforced by the backgrounds against which the two figures are
displayed: an earthly closed background behind the Soul, and behind Jesus, a more open scene
that extends towards the horizon and sky. The heart can be seen then as visually separating the
two realms, with their reinforced backgrounds, or as what sustains, like a bridge, the link

between them.

Emblem XXXII (Fig.2) similarly uses a simple principle of composition based on two
sides. In this case, instead of placing the Soul on the left in a more closed space, Luyken depicts
Worldly Beauty in this position. It is now the Soul that is in the open space. The diagonal
created by the entire structure of the steps, throne, and the posture of the figure, together with
the diagonal sketched through the drapes or curtains above, frames the Soul in a triangle. This
is reinforced by the upper part of the line of arches that contribute to clarifying the vanishing
point in the image. Whereas Jesus was the centre of action in Emblem XIV, here it is the Soul
who is shown in action: here, the Soul is in the act of display, as she exposes the heart (perhaps)
over and against Worldly Beauty. The heart is used as the object par excellence to define and
show (display) divine beauty.’ In this image, the heart neither separates nor creates a bridge,

but its location indicates where the divine resides in the mundane setting.

Emblem XXXVII (Fig.3) disposes the Soul and Jesus within the frame on the same
sides as they appear in Emblem XIV. Here, however, the side of the Soul, where the tree is,

has an extra character: the devil. The devil serves to indicate a reaction to what has just

4 For relationships top-bottom in an image see: Gunther Kress & Theo van Leeuwen, Reading Images: The
Grammar of Visual Design (London & New York: Routledge, 2006).
5 Luyken (a), Jesus en de ziel, 138-141.
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happened in the scene: The Soul’s sealing of her heart. The Soul’s heart is positioned slightly
further to the right, where the Jesus figure is depicted. Though not as evident as in the other
cases, here again the side of the image containing more elements is that of the Soul. In this
emblem, however, both Jesus and the Soul stand (both at eye-level) and hold the heart (the
hand of Jesus is depicted slightly above the hand of the Soul). Once again, in this emblem, the
heart divides both realms, but when looked at in the context of the considering poem, verses,
and accompanying reflection, the heart should be understood as the actual bridge of the flesh

with the divine, on which the name of Jesus is sealed.

In the three images, we can see a kind of freeze-framed action. Jesus’ posture and the
hand gestures in Emblem XIV tell us that he has just encountered the sleeping Soul whose
Heart represents the ‘awakened’ character. We can imagine him walking in the space beyond
the frame of the image and arriving where the Soul is resting to discover what is happening in
the instant the emblem depicts. In Emblem XXXII, the Soul has come to the place where
Worldly Beauty is sitting or residing, and her hand gesture suggests the act of displaying
something. The Soul is depicted in the act of giving a discourse on Divine Beauty. That is,
indeed, what the poem and further reflection describe. In Emblem XXXVII, the position of the
Soul’s right hand and the reproduction of the seal in the heart shows that the viewer is
witnessing the moment immediately after the action of sealing. The astonished expression on

the devil’s face indicates an immediate response to the completion of the act.

3. Notes on the style used for the characters

The way the characters have been represented is also fundamental for fulfilling
Luyken’s objectives. The Soul is not a portrait of a recognizable person, realistically depicted.
At best, her representation can be described as that of a young girl,’ whose facial features are
interchangeable with those of many other female allegorical representations by Luyken.” Her
lack of resemblance to any specific person enables her to be used as a vehicle of identification

for anybody, or every-user. The reduction of her expression to a minimum effectively

¢ On the representation of the Soul as female, see: Anita Schorsch, “Emblematic and Allegorical Images of Body
and Soul,” in Emblematic Perceptions: Essays in Honor of William S. Heckscher on the Occasion of his Ninetieth
Birthday, ed. Peter M. Daly & Daniel Russel (Baden-Baden: Koerner, 1997), 159-188.

7 To name just a few examples: the title page for Stephanus Curcellacus’ De zedelyke werken (1674); the title page
for Mattheus Bois’ Christelyke sin — en geestrykek annotatien (1686); the title page for Philippus van Limborch’s
Christelyke godgeleerdheid (1701); and the engravings comprised in Luyken’s Voncken der liefde Jesu (1687).
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suppresses any individual personality of the figure, in order that she may stand as a generic
representation of the repentant soul, filled with a longing to love, and unite with God. Such a
basic profile makes her the perfect mirror for those who are in the same situation. She is
nobody, or rather, she is everybody, the basic common ground of a Christian in search of a
rebirth, salvation, and therefore unification in love to Jesus. To borrow Scott McLoud’s terms
of analysis in the field of comic book studies, she is a cartoon, deliberately distant from lifelike
depictions. She becomes, therefore “a vacuum into which our identity of awareness are
pulled... an empty shell that we inhabit which enables us to travel in another realm. We don’t

just observe the cartoon, we become it!”.8

McLoud’s observations regarding cartoons, or the act of cartooning as a mode of

amplification through simplification, may be fruitfully borrowed here:

When we abstract an image through cartooning, we’re not so much eliminating details
as we are focusing on specific details. By stripping down an image to its essential

‘meaning’ an artist can amplify that meaning in a way that realistic art can’t.’

The ‘cartoon-like’ way Luyken draws the Soul’s face serves, then, to give to the figure no other
specific identity but that of the soul, and by means of this representational strategy, more people
can feel identified in image, and identify with the image as they look at it. Jesus en de ziel, as
a whole, has no correlation with a specific existing environment, it is neither a reconstruction
of biblical events, or of contemporary events to Luyken. It is a compound of images and texts
that, through their inclination to anchor to more general notions of a daily spiritual life, tries to
encompass the main journey within and outside the individual. In this way, it depicts the diverse
motifs in a way in which the great majority of users of the book could identify with. This does
not mean that it is then merely symbolic, in the sense that the motifs are just ideas on which
the user reflects or projects. On the contrary, what I wish to argue is that their universality
makes it easier for them to become part of the visual repertoire the individual has at hand to

understand and live her or his life.

This aspect of the representation of the Soul can be applied to the heart. Together with
the other figures and motifs in the images, in addition to the texts accompanying them, the

‘Valentine’ form of the heart makes it a placeholder for everybody’s heart and everybody’s

8 Scott McCloud, Understanding Comics: The Invisible Art (New York: Harper Perennial, 1994), 36.
® McCloud, Understanding Comics, 30.
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spiritual experience. It renders the organ a receptacle for everyone, into which the devotee can
project her or his own heart. Neither the eye in emblem XIV, nor the seal in emblem XXXVII
alters this representational function, since these elements themselves adhere to this principle of
using general motifs to which the reader can be expected to relate, or which she or he may
desire: readers should, it is implied, want to be watchful and spiritually awake, and to seal their
most divine treasure by imprinting the name of the Son of God in their hearts. The image works
then as a kind of accommodating mirror. By not showing any detail that would render the heart
a particular organ belonging to a particular individual, the image gives the viewer space to
perceive the heart as both human and divine, as the carrier of emotions and of the Spirit, as the

prime mover of the body and the residence of the Soul and God.

Jesus, on the other hand, is identified as such by the artist, through the bestowal of
attributes like the nimbus, or flowers used as a crown. Beyond these modest elements, however,
there is not much in the representation of the Jesus figure that draws on Christian iconography
prior to 1678. It is not the case that Luyken never represented Jesus following the iconographic
tradition: there are certainly examples of his deployment of rather traditional Christological
iconography when the objective was to illustrate events of the biblical narrative.!” In these
cases, through the ‘realistic’ (and traditional) iconography of Jesus, Luyken recreates a scenario
of past biblical events In Jesus en de ziel, however, the artist elected instead to draw inspiration
from the amor divinus/Anima formula followed by Catholic emblem books, as it is the case of
van Veen’s Amoris divini emblemata and the Schola cordis, discussed in the Introduction. The
infant Jesus is used to illustrate the personal and interior spiritual life, as it has developed, is
developing, and will develop in the course of the believer’s life. The depiction of the Christ
figure as infant accords with the depiction of the Soul and the heart: they all serve to render the
image personal to the user of the book, by removing the distance imposed by either individual,

biblical, or historical iconographic attributes.

10 As it happens, for example, in the engravings made for Het Nieuwe Testament ofte alle Boecken des Nieuwen
Verbondts onses Heeren lesu Christi (1681).
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4. Relationships between image and text: an act of metonymy

One way to understand the relationship between image and poem, and their
juxtaposition, is in terms of metonymy.!' The cognitive linguists Giinter Radden and Zoltan
Kovecses define metonymy as “a cognitive process in which one conceptual entity, the vehicle,
provides mental access to another conceptual entity, the target, within the same domain.” ' The
image in the emblem can, I would argue, be understood as a metonymy of the text. The image
can function as a cue for the title of the poem, the poem itself, or the divine response; or all of
them at once. Because of its composition and elements, it can serve as a sign through which
the viewer can infer a concept or idea.'? It is not the case that the image represents everything
in the poem; rather it represents enough to convey or rather to stand for the text through the use

of visual elements.

Any visual representation cannot be taken as a ‘whole’ in terms of substituting
completely what it represents; images are by nature a partial outcome of something, proposed
either by their maker or by their consumer.'* In other words, if we unite the notion of metonymy
to Gibson’s ecological approach, we can argue that an image substitutes neither reality nor the
text it stands beside, but supplies information and “mental access” to that reality and the textual
form printed beside it. At the same time the text also is transmitting information regarding the
reality and the visual form for which it stands. Together they manage to supply such
information and afford such access in a manner by means of which perception is transformed
and knowledge is received in a particular way.!> In short, the image is, in this metonymic
understanding, a mode of access. In an emblem book such as that of Luyken, the image, as part
of a message, can give access to several ‘target’ ideas also proposed in verbal form by the poet.
The image then, together with the text, become mnemonic tools, attempts to imprint in the

believer a way to understand her or his spiritual life, and the heart’s role in it.

' For the way the term metonymy is being used here, see: William Dezheng, “Metonymy and Visual
Representation: Towards a Social Semiotic Framework of Visual Metonymy,” Visual Communication 16, no.4
(January 2017): 441-466; Wojciech Wachowski, “How Fundamental and Ubiquitous Really is Metonymy?,” In
Memory, Identity and Cognition: Explorations in Culture and Communications, ed. Jace Mianowski, Michat
Borodo and Pawet Schreiber (Cham: Springer, 2019), 155-173; Zoltan Kévecses & Giinter Radden, “Metonymy:
Developing a Cognitive Linguistic View,” Cognitive Linguistics 9, no.1 (January 1998): 37-78.

12 Kdvecses & Radden, “Metonymy,”39.

13 Dezheng, “Metonymy and Visual Representation,” 444,

14 Dezheng, “Metonymy and Visual Representation,” 451.

15 Gibson, The Ecological Approach.
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Poetry, of course, can be employed in a similar way, viz., as a tool for learning, that
uses rthyme and repetition patterns to reinforce its pedagogical purpose. In the first mention of
the heart in the poem of Emblem XIV, for example, the central idea of the poem is framed in

four verses in which the rhymes act as a kind of frame:

Soo slaep ick, maer mijn herte waeckt,
Op Godt en Goddelijcke dingen,
Op dat als my den Heer genaeckt,
Hy my niet vindt in sluymeringen.'®

Just as in this first stanza of the poem we learn precisely what we are actually looking at in the
image, so we might also speculate on how beholding the image might occur before the reading
of the text, and thereby inform the reader’s understanding of the poem (Fig.27). It is
conceivable as well that, after having gone through all the components around the image
(poem, divine response, further reflection, etc.), it may happen that just by the act of looking
at the image, then the poem, the bible verses, and the elements of the accompanying reflection
are all activated in the person’s consciousness. As a tool, the image then adds to its range of
affordances that of serving as a device for remembering or accessing information. This can
occur in manifold ways, and the web of simultaneous associations need not necessarily be
triggered by the image. It may happen with Emblem XIV, for example, that if I or someone in
my hearing recites or even only alludes to Song of Songs 5:2, part of my visual resources

immediately called into play at that moment may be Luyken’s engraving.

Finally, in a certain sense the texts around Luyken’s engravings serve to limit the range
of possible interpretations or meanings of the image. Though it is not the case that Luyken can
control how his book will be used, an intention is nevertheless expressed at the moment he tries
to establish a cohesive structure for understanding the whole work. To use Roland Barthes’s
terminology, the texts function as a kind of anchorage,'!” operating on the connotative level,
that helps to reduce the proliferation of associations the interpreter makes when encountering
the image.'® In this sense, poetry, the Word of God (in the various ways in which it is

presented), and the accompanying reflection can be seen as frames for the contents of what is

16 Luyken (a), Jesus en de ziel, 64: “So 1 sleep, but my heart watches, // For God and Divine things, // So that if I
am touched by the Lord, // He does not find me asleep.”

17 Roland Barthes, Image, Music, Text (London: Fontana Press, 1987).

18 Malcolm Barnard, Graphic Design as Communication (London & New York: Routledge, 2005), 45-46.
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seen in the image. These frames are located within other framing devices: the narratival
sequence of the rest of the book in which the image is printed; the book itself as an object; the
manipulation of the book (the concealing and revealing aspect of it) and all the experience,

objectives, and prior knowledge of the reader/viewer.

The restriction, or framing provided by the text can be understood as well as a paratext,
loosely borrowing the concept from Gérard Genette and applying it to the emblem format.'
As it is with a text within a book that usually does not appear al