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ICONOLOGY IN THE MERCHANT OF VENICE
Abstract

The Merchant of Venice has been, to a great extent, isolated from serious
iconographic work. Most critical analyses tend to return to the same
themes, for example the character of Shylock. The study of visual imagery
in Shakespeare attracted research which peaked in the 1960s, gaining fresh
impetus from the emergence of a new approach which redirected
iconographic interpretations with retference to the emblem books and
Elizabethan pageantry. Interest then decreased, although the subject was
by no means exhausted. In 1973 N. Alexander commented ‘it seems time for
a more substantial demonstration’ of the theatrical and iconographic

approach to Shakespearean imagery', but to date this has not happened.

Some studies have dealt with the iconographic pictures of Portia as the
New Law and Shylock as the 0Old%, and some have explored, although not in
great depth, some emblematic themes in the casket scenes?®. Until this
thesis no one, as far as [ have been able to discover, has yet given a
picture of the whole play in terms of its imagery, emblematism and
iconography; yet it presents its material with an unusual visual emphasis,
not only in the overtly emblematic casket scenes, but throughout the play.
Shakespeare's use of iconology in this play can teach us much about his
methods generally: for example, it reveals a wide range of sources and
influences which include the popular emblem books, philosophical tracts,
the Bible, folk-tales, paintings and topical issues of contemporary life
(such as the ethics ’of anatomy) some of which have not been, until now,

related to the play.

One reason why critics have avoided treating the play in a comprehensive
way may be the very richness of its themes, especially those dealing with
paired opposites such as Love/Money, Mercy/Jusfice, Love/Friendship,
Appearance/Reality and Familiar/Alien. In addition the play deals with a
subject which in the latter half of the twentieth century we are at pains
to minimise; that of anti-Semitism. To further complicate things, the

genre of the play is hard to determine.
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This thesis explores new insights into the iconographic elements which
glve emphasis to the stage pictures presented, in a comprehensive study of
the whole play, both in the richness of its language and imagery, and in
its thematic content and its implications beyond the contemporary
theatrical world, What emerges from such a study falls into sections in
the thesis on Emblems, the Caskets, Rings, Antonio as an Anatomy Subject,
The Jew as Alien and Usurer and Justice and Mercy. The principal appendix

outlines the History of the Science of Anatomy.
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Chapter 1
EMBLEMS

L, The Merchant of Venice and the imagery of danger

The Merchant of Venice presents for the first time in Shakespeare’s
comedies a gradual build-up of non-comic tension. Shakespeare has used
the threat of danger in his earlier comedies to contrast with the humour
and lightness of the core of the play, but the life-threatening situations
are introduced at the beginning, only to be forgotten during the passage
of the plot, and to re-emerge at the end when they are quickly solved or
simply dismissed. T7he Comedy of Errors and A Midsummer Night's Dream are
the most obvious examples of this. Aegeon is in danger of losing his life
at the beginning of the former because of the strict laws of the country,
which the Duke declares he cannot waive:

Now, trust me, were it not against our laws,
Against my crown, my oath, my dignity,
Which prices, would they, may not disannul,
My soul should sue as advocate for thee.
(Comedy of Errors I i1i 143-146)

but his danger is forgotten during the farcical misunderstandings of the
plot and only reappears at the end to increase the confusion between the
twins. The audience, however, knows by this time that Aegeon’s ransom will
be paid when he encounters the right son, and in fact the Duke does what
he had, at the beginning, said was Impossible, and waives the laws he had
insisted were so strict. When both Antipholi offer money for the ransom,
the Duke replies
It shall not need; thy father hath his life. (V i 389)

Likewise in the DJream Hermia is threatened with death or incarceration as
a nun if she does not comply with her father’'s wishes, and again the law
is strict and Egeus demands his rights at the end of the proscribed
period:

I beg the law, the law upon his head.
(A Midsummer Night'’s Dream IV 1 152)

but once more the law is baulked, this time mainly because Egeus’ choice

of son-in-law no longer wishes to marry his daughter.!

Egeus' words forshadow Shylock’s calls for Law and Justice, and the
situation is similar, as is that in Comedy of Errors, in that the laws of
the State allow no leniency or mercy, but unlike the other comedies, the
threat to Antonio’s lite in The Merchant of Venice develops steadily

throughout the play, culminating in the key trial scene. The crescendo of
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tension is missing from the earlier comedies, in which the threat Iis
forgotten while the play gets on with its comic matter. In The Merchant
of Venice the situation presents a persistent and cumulative danger, and
the shadow it casts over the play is partly because it is not solely a
matter of physical danger, but a symbol of the destruction of the soul,
and a threat to the very fabric of society. The danger takes on a
macrocosmic as well as a microcosmic aura. Shylock's demands threaten not
only Antonio’'s life, but the law and even the existence of the State. This
had been hinted at in the apparently immutable laws of Ephesus and Athens,
but Shakespeare develops it fully in The Merchant of Venice, bringing into
focus the dangers of absolute justice untempered by mercy. The danger
creates a shadow in the play not visible in the earlier comedies, nor, in
its looming tension, in Romeo and Juliet, and the darkness is emphasised by

the use of images related to destruction.

Shakespeare’s use of images in his earlier plays is largely for descriptive
purposes, as in Helena's reference to Cupid in A Midsummer Night’s Dream:

Love looks not with the eyes, but with the mind;

And therefore is wing’'d Cupid painted blind.

Nor hath Love's mind of any judgment taste;

Wings and no eyes figure unheedy haste:

And therefore is Love said to be a child,

Because in choice he is so oft beguil’'d.

As waggish boys in game themselves forswear,

So the boy Love is perjur'd everywhere. (I 1 234-241)

where Shakespeare establishes the picture of blind Cupid by presenting
eight lines which are iIn the nature of the explicatory verses of the
emblem books, and which allow no ambiguity in interpretation. In Adriana’s
plea to the man she believes to be her husband:

Come, I will fasten on this sleeve of thine;
Thou art the elm, my husband, I a vine,
Whose weakness, married to thy stronger state,
Makes me with thy strength to communicate.
If aught possess thee from me, it is dross,
Usurping 1ivy, brier, or idle moss;
Who all, for want of pruning, with intrusion
Infect thy sap, and live on thy confusiocn,
(The Comedy of Errors II ii 172-179)

Shakespeare makes use of a common emblem, that of the vine entwining an
elm as a representation of love which survives beyond death, and again the
image is followed up by explanatory lines. Although the mention of ivy In
this passage also invokes another common image of the choking properties
of that plant, which perhaps at a later stage in his career Shakespeare

might have expanded to introduce the idea that Adriana's Jjealousy is
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strangling her relationship with her husband, at this point in his
development such complexities appear only in embryo. The images he uses
in the early plays are clearly explained, and leave nothing to the
imagination. They work on one level only, not having the depth or levels
of meaning of the images used in The Merchant of Venice, and this thesis
will set out to argue that in the latter play Shakespeare uses images in a
new and powerful way, and with more visual immediacy than in any earlier
play, or arguably in any later play. The thread connecting The Merchant's
images is one of destruction, not only physically but spiritually. The
characters, valid in their own right, cast cosmic shadows as they assume
the larger roles of Justice, Mercy and Everyman. [t is the images used
that introduce and exploit the build-up of tension and danger.
Shakespeare uses metaphor and metonymy instead of simile, and his earlier
images, whose explanations leave no flexibility in meaning and work on a
superficial level only, are replaced by images which develop a series of
deeper levels, and should be read (visually as well as aurally) vertically
rather than horizontally. Titania’s speech to Oberon in A Midsummer
Night'’s Dream in Act Il

His mother was a vot'ress of my order;

And, in the spiced Indian air, by night,

Full often hath she gossip’d by my side;

And sat with me on Neptune's yellow sands,

Marking th'’embarked traders on the flood;

When we have laugh'd to see the sails conceive,

And grow big-bellied with the wanton wind;

Which she, with pretty and with swimming gait
Following - her womb then rich with my young squire -
Would imitate, and sail upon the land,

To fetch me trifles, and return again,

As from a voyage, rich with merchandise. (II 1 123-134)

comes closest to OSalerio’s speech at the opening of The Merchant of
Venice:

My wind, cooling my broth,

Would blow me to an ague when I thought

What harm a wind too great might do at sea.

1 should not see the sandy hour-glass run

But I should think of shallows and of flats,
And see my wealthy Andrew dock'd in sand,
Vailing her high top lower than her ribs

To kiss her burial. Should I go to church

And see the holy edifice of stone,

And not bethink me straight of dangerous rocks,
Which, touching but my gentle vessel’s side,
Would scatter all her spices on the stream,
Enrobe the roaring waters with my silks,

And, in a word, but even now worth this,

And now worth nothing? (I i 22-35)
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but Titania's speech lacks the tension of an image which implies danger,
and Salerio, not content with one image, piles several related ones on top
of each other, all of which are closely linked with the idea of destruction

and distortion.

The Merchant of Venice is closer to tragi-comedy than pure comedy, and the
outcome of its plot is uncertain, or would have been to audiences
unfamiliar with the story.? Romeo and Juliet is a tragedy, but its early
stages are equally as comic as The Merchant's and an audience presented
with only the first half of each play could perhaps be forgiven for
believing The Merchant to be the tragedy and Komeo and Juliet the comedy.

The Merchant of Venice introduces the idea of destruction, not only to the
individual but to society. The theatre of the world is a macrocosmic
reflection of the public theatre and the anatomy theatre, whose
relationship will be discussed fully in this thesis. The trial scene
relates to the image of the anatomy theatre, and embodies its destructive
element as manifested in the stripping away of dignity and the loss of
regard for the human body, and by extension the soul, as something sacred,
mysterious and untouchable. As the body in the anatomy theatre is peeled
back in layers until it is reduced to a collection of guts, so Shylock is
progressively stripped of possessions, livelihood and religion, until he is
a negligible quantity who can only answer with resignation

I am content ...

I pray you give me leave to go from hence;

I am not well; send the deed after me

And I will sign it. (IV i 389, 350-392)

The theatre, both dramatic and anatomical, is also, however, a place of
revelation, where people may learn about themselves. Destruction can be
turned into creation, and the upswing of the final act returns the play to

comedy, with its restoration of order and happiness.

The use of images in The Merchant of Venice carries throughout the play a
new and vital sensitivity to the stage pictures invoked by verbal outline.
Shakespeare, in this play, uses a new language which he exploits in The
Merchant more than, perhaps, in any other play. It is as if the novelty of
discovering what can be done by an awareness of ideas linked in the
audience’s mind by verbal and visual pictures suddenly unleashes a torrent

of complex images, which are used to deepen the texture of what is being
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said or acted out in a form of shorthand conveying far more than is
immediately apparent on the surface; as John Doebler remarks in his book
Shakespeare’s Speaking Fictures:

Particularly Interesting is the way in which a visual image could
communicate to a Renaissance audience a concentrated pattern of
associations summarizing the inner meaning of many dramatic events,
all the more so if the meaning were in turn a union of seeming
opposites, such as love and chastity or free will and fate. The
iconic is one of Shakespeare’s many forms of ellipsis.®

Once Shakespeare has developed this new use of imagery, he is free in his
later plays to use it at will - to discard or develop and refine the mass

of iconology that he has exploited in The Merchant of Venice.

2. The Emblem Book

One of the most popular sources of imagery in the late sixteenth century
was the emblem book, in which verbal and visual images worked together to
strengthen, explain and develop each other, and this thesis will show that
The Merchant of Venice reinforces our awareness that Shakaspeare was well
acquainted with such popular literature. The importance of emblem books
to the study of literature of the Renaissance has been the subject of much
critical work, notably by Henry Green.* With the decay of the medieval
allegorical plays, personifications such as those of the virtues and vices
fitted uneasily into the developing ‘realistic’ drama: the emblem books
form a bridge between these in their depiction of a mixture of
personifications, proverbial sayings and everyday commonsense by means of
motto, illustration (usually in the medium of a woodcut) and verse. The
emblem book provided a picture book of abstract ideas creating a
repertoire of instantly recognisable logotypes which conveyed a sometimes
complex group of meanings. Emblems therefore convey a symbolic meaning,
but in 1574 Claude Mignault established the difference between emblems
and symbols in his Syntagma de Symbolis:

The force of the emblem depends upon the symbol, but they differ as
man and animal; the latter has a more general meaning, the former a
more special. All men are animals, but all animals are not men; so
all emblems are symbols, tokens, or signs, but all symbols are not
emblems: the two possess affinity indeed, but not identity.s

Geffrey Whitney, whose book A Choice of Emblemes, published in 1586, did
much to popularise the emblem book, defines emblems in his address to the
Reader:

[thel worde being in Greeke %j.lBéO\.}\SOeO(l, vel %nep.ﬁ)\ﬁcrem. is as muche
to saye in Englishe as To set in, or To put iIm properlie ment by
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suche figures, or workes, as are wroughte In plate, or in stones in
the pavementes, or on the waules, or suche like, for the adorning of
the place: havinge some wittie devise expressed with cunning
woorkemanship, somethinge obscure to be perceived at the first,
whereby, when with further consideration it is understood, it maie
the greater delighte the behoulder.®

2.a. The popularity of the emblem book In the sixteenth century

The emblem book has its origins in Europe. One of the earliest emblem-
type books was the Narrenschiff by Sebastian Brant which was first printed
in 1494 and proved to be very popular throughout the Continent, and
particularly in England. In the introduction to his 1944 +translation of
the Narrenschiff, Edwin H. Zeydel says that:

Brant's masterpiece held its ground in England more persistently
than in Germany, despite stronger competition - not as a German
work, however, but through the English and French adaptations. And
it did English literature, as it did French literature, too, a great
service in giving a fresh stimulus and a new form to vernacular
satire, and in helping to bridge the gap between the literature of
personified abstractions and that of social t{ypes, of modern
satirical portraiture. It played an important role in outmoding
medieval allegory and morality and in directing literature into the
channels of the drama, the essay and the novel of character.”

Brant’s book was a piecing together of various authorities, the Bible, the
Corpus juris cononici, the Church Fathers, and the ancilents in order to
show the numerous follies of the human race: in this it was not, strictly
speaking, one of the true emblem books which appear in the sixteenth
century, which range more widely than the simple depiction of folly, and
include pieces on individuals such as Sir Walter Raleigh, descriptions of
personifications like Justice and animal fables. The Narrenschiff does,
however, have the format of an emblem book, using the three-part
exposition of motto, woodcut and verse. It was published first in 1494
and was written in German, but appeared In numerous translations and free
adaptations including two versions in English, one in prose and one in

verse, both printed in 1509.°

The first real emblem book was produced in Italy by Andrea Alciati in 1531
and its popularity was such that it went through ninety editions in the
sixteenth century and was translated into English, French, Italian and
Spanish.? Green points out that

It 1s scarcely possible that so many editions should have issued
from the press, and so much learning have been bestowed, without
the knowledge of Alciat's [sicl Emblems having penetrated every nook
and corner of the literary world.'?
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2.b. The emblem book as an educational and moral tool
Peter Daly points out that the emblem books were not simply picture books
intended to provide pleasure to the reader:

The emblem-books iIndicate what educated readers kinew about nature,
history and mythology and furthermore how they interpreted this
knowledge ... [they arel a reservoir of such information and its
interpretation, and as they were to be found in every public and
private library, they were accessible to all who could read. The
illiterate were also made aware of emblems by the preacher in his
sermons; they saw and heard emblems on the stage. they were
surrounded by emblematic motifs in the visual arts, e.g. in church
windows, coats—-of-arms, paintings and decorations.'

and Bacon in his Advancement of Learning, Book V, Chapter 5, points out the
advantages of the emblem as an educational tool:

Emblem reduceth conceits intellectual to images sensible, which
strike the memory more; out of which axioms may be drawn much
better practique than that in use; and besides which axioms, there
are divers more touching help of memory, not inferior to them.'?

Alciati himself emphasises that emblems were Tno vain picture which may
feed the eyes' in his address Ad Lectorum'® and goes on to show that he
regarded them as a kind of pattern book or practical manual for all those
engaged in the decorative arts:

For 1 say this is their use, that as often as any one may wish to
assign fulness to empty things, ornament to bare things, speech to
dumb things, and reason to senseless things, he may from a little
book of Emblems, as from an excellently well-prepared hand-book,
have what he may be able to impress on the walls of houses, on
windows of glass, on tapestry, on hangings, on tablets, vases,
ensigns, seals, garments, the table, the couch, the arms, the sword,
and lastly, furniture of every kind.'4

Another emblematist, Ripa, In his Iconologia (Rome, 1603) claims a much
wider range of use:

to the orator, to the preacher, to the poet, to the painter, to the
sculptor, to the designer, and to every man of study, for the
invention of conceits, emblems, and impresas, for devising all
preparations for nuptials, funerals, and triumphs, for the
representation of poems and dramas, and for the figuring of them
with their proper symbols.'s

and Alexander Barclay, in his translation into English of Brant's
Narrenschiff of c1509 propounds the theory that moralities have a healing
effect:

I have also noted that manye wise men and well lettred have written
right fruitfull doctrines, whereby they have healed these diseases
and intollerable perturbations of the minde, and the ghostly woundes
thereof, muche better then Esculapius, whiche was fyrste Inventour
of Phisike, and amonge the Gentiles woorshipped as a God.'®
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He goes on to praise the poets for providing moral pointers to foolish
mankind in both tragedies and comedies:

They teache what is good, and what is evill, to what ende vice, and
what end vertue bringeth us. And do not poetes revile and sharply
bite in their poemes all suche as are unmeke, proude, covetous,
lecherous, wanton, delicious, wrathfull, gluttons, wasters, enviours,
enchauntours, faythbreakers, rashe, unadvised, malapert, drunken,
untaught, fooles, and suche like.

This idea is, of course, not new, but its placing in an emblematic context

indicates its accepted association with moral teaching.

The expansion of the sphere of influence of emblems in the fifty years
between Alciati's book and that of Ripa is evidence of the increase in

popularity of the device and the idea it embodied.

2.c, Pageantry in Elizabethan England

The rising popularity of the emblem books was matched by a growing
enthusiasm in Elizabethan society for increasingly elaborate pageantry,
often taking place on their streets, as Sheila Williams states:

If we allow that the essence of the emblem was a picture plus a
verbal explanation and accept either the motto or the verses as
fulfilling the second function, then the normal method of the
pageant-poets was the same as that of the emblem-writer.'”

These elaborate allegorical depictions date back to the reign of Henry VI
when a pageant was staged to mark his entry into London in 1432.'®* The
references to Antonio’s ships in I i may refer to pageant wagons, or more
probably to the pageant barges which took part in the spectacular shows
staged on the Thames. These pageants formed ‘speaking pictures’, formal
and emblematic, and were a half-way stage between the emblem books
themselves and the use of emblematic imagery on the Elizabethan stage.
The dramatist was iIn a unique position, able to unite both poetry and
illustration. Sidney, in his An Apology for Poetry (1595) says a verbal
description <(of for instance an elephant or a complex architectural
structure) is not sufficient because it

should never satisfy his inward conceits with being witness to
itself of a true lively knowledge; but the same man, as soon as he
might see those beasts well painted, or the house well in model,
should straightways grow, without need of any description, to a
Judicial comprehending of them.'®

Samuel Daniel’s translation of The Worthy tract of Paulus Iovius (1585)
bears this out in his preface To the Frendiy Reader:

Yet I say, that to represent unto the sence of sight the forme or
figure of any thing, is more natural in act, and more common to al
creatures then is hearing, and thereupon sayth Aristotle, that we
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love the sence of seeing, for that by it we are taught and made to
learne more then by any other of our senses, whereby we see that
all men naturally take delight in pictures.z®

Shakespeare was undoubtedly aware of the use emblems couid be put to;
John Doebler makes the point that Shakespeare

lived in a world saturated with visual tropes conveyed by paintings,
stained-glass windows, tapestries, household objects, and even armor,
as well as by widely distributed books and graphics. Thread,
printer's ink, and paint were the media for an enormously rich
storehouse of conventional motifs, emblems, and impresas.?'

2.d. Emblems and the drama

The emblem book was, in its own right, an emblem of its time., It reflected
the state of knowledge at the period, and classified it into ar easily
assimilated and convenient construct. It epitomised the Elizabethan love
of complexity and wit, the hidden meaning behind the simple fagade, and in
some cases, layers of hidden meaning, and combined this literary interest
with another Elizabethan preoccupation, pictorial statement. In his book
Action Is Eloquence: Shakespeare’s language of Gesture, David Bevington
points out that the neoplatonic view of symbolism reconciling beauty and
truth suited the Elizabethan frame of thought which demanded a harmony
between the divine and physical worlds:

Such a “poetic of correspondences” found symbolic meaning in color,
spatial arrangement, and gesture - on stage as in the public lives
of Renaissance men and women. ... Emblem books, popular in England as
on the Continent, encouraged a habit of thought uniting word and
picture in a close relationship aptly expressed by the saying
attributed to Simonides of Ceos that “painting is mute poetry and
poetry a speaking picture.” The universal language of emblems
appeared iIn mottoes, coats of arms, mummings, street pageants,
morality plays, Lord Mayor’s shows, and sermons. The court masque
provided a dramatic genre in which pictures and words were closely
interrelated, as in the emblem books, by neoplatonic doctrines of
correspendence.??

Bevington admits that this emblematic cast of thought was pervasive, but
goes on to point out that to accept it as being the main source of
influence on dramatic writers of the time is to impose a Ilimitation on
them which they did not, In fact, feel. ‘Elizabethan dramatists’ he says
‘spoke of their art as chiefly verbal’?® While this may be true to a
certain extent, it being accepted that they used no illusionistic scenery,?*
the language of the plays, especially those of Shakespeare, encourage the
audience to use their imagination, and paint a picture in their heads. The
Elizabethan plays are not verbal in the sense that the plays of the

nineteenth century dramatists such as Oscar Wilde are verbal. Wilde has
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no need, with the nineteenth century use of elaborate illusionistic sets,
to paint visual pictures for the audience; ihey actually see the scene
presented. Nor does he have to keep the audience informed of the rapid
changes of place and time which Shakespeare incorporates in his plays,
Wilde's plays are constructed on witty word-play and little else, whereas
in contrast, Shakespeare had to make language convey considerably more
than its surface meaning. His text had to paint in the scenery, setting
and lighting, and create enough atmosphere for the audience to manufacture
its own imaginative scenery. As his theatrical experience increases, and
his mastery of language develops, Shakespeare explores the possibilities of
the visual immediacy of emblematic pictures to deepen the superficial
meaning of the text. He realises that by using familiar images, he can
create a whole world within the spectator’s mind by triggering by a word
or phrase, a series of images which would deepen the texture of the
situation presented by invoking the memory. As a dramatist he is able,
unlike either the poet or the painter working alone, to illustrate his
poetry with both stage pictures and movement/action, and to make verbal
comment on the action. Doebler, as already quoted above, makes the point
that such multiple layers of meaning were common, and easily understood,
by the Renaissance audiences, and Green makes a similar point in reference
to Alciati’'s emblems:

they often serve to bring into a small compass a far more
expressive meaning than speech has the power of attaining.?®

Contrary to what Bevington would have, this use of the familiar emblem
does not express a conventional thought. Ghakespeare uses the known world
of symbol to establish an instant reaction, but characteristically, he
sometimes twists the familiar so that it becomes more powerful in the
light of what 1is expected. While the emblem books themselves are

conventional, Shakespeare’'s use of them, as I shall show below, is not.

2.e. Major areas of interest in emblem books

While some of the later emblem books return to Branti’s idea of making use
of a single theme to link all the emblems, as in Christopher Harvey'’s
Schola cordis or the heart of it selfe (London, 1647) in which each emblem
is centred around an image ot the heart, or Robert Farley’s Lychnocausia
(London, 1638)> which concentrates on light, most of the emblem books of
the sixteenth and early seventeenth centuries are more wide-ranging, and

derive their images from a variety of sources. The major areas of
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interest spring from classical and mythological characters and stories,
animal fables, natural images as shown iIn planis and trees, proverbial
sayings, personifications and sea and shipping images. There are
surprisingly few purely biblical emblems, although the emblem books become
increasingly religious in their interpretation of images through the
sixteenth century. In many cases it is not possible to categorise the
source of the emblem because the use of images overlaps, as in the case
of Geffrey Whitney's emblem dedicated to Sir Francis Drake where a
historical figure is linked to a mythological one, Jason, and the image of

the sea and shipping is also invoked.?®

2.e.1, Sea and ship images

The image of the sea, both in itself and in connection with ships and
sailing, is very popular, and is used to depict a wide variety of moral
teachings from the straightforward use of the sea itself as in Whitney's
emblem 129 C(onstanter where the sea tflooding the earth Is seen as an
emblem of the constant threat of Satan to overrun man’s soul, to the use
of shipwreck: Henry Peacham's Minerva Britanna gives the emblem AHis
graviora which represents Aeneas as an example of the valiant mind for
withstanding all misfortune; and the ship itself:?? P.5. 's translation of
The Heroical Devises of M, Claudius Fsaradin uses the image of a ship at
sea to represent the nobility of France, originating with the Trojans in En
altera quae vehat Argo=® Thomas Combe, iIn his The Theater of Fine
Devices which was a translation of Guillaume de La Perriere’s Le Theatre
des bons engins (Paris, 1539) uses the ship as a comment on woman, ‘A
wonman is of such kind, That nothing can content her mind’ likening woman
to a ship in that she requires wealth, is never satisfied and will trouble

man all his life.®?

2.e.ii, Classical images

The range of use that the emblem writers put the sea/ships/shipwreck to
is immense and often makes links with another favourite source, classical
and mythological figures. All the emblem writers use classical characters
to 1illustrate morals. Some of these figures are hisforical or semi-
historical such as P.S.'s use of Alexander where the cutting of the Gordian
Knot illustrates that manhood and strength can accomplish apparently
difficult tasks®° and Whitney's use of Agamemnon where Agamemnon's shield
showing a lion illustrates his boldness.?’ Other figures are mythological:

Cupid is a favourite figure and appears on a great number of emblems;
































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































