Rocfo OLIVARES~ZORILLA

"Emblematic Resources and
Parallels in a Colonial Mexian
Poet: Luis de Sandoval Zapata"
An an1de ~ ~.r!" in

Embl
Jut IhucrdfsdpJmaryl~ &v

·ca

w. Stualcs

VoI",,,e 16 (:1AJO&)
Vol t6/S1NolOt,o;iM"""w
Vol t6IS11N-t~~

~Uh:

DavidGnlwn
EJilm

Mk;Iw!BadJ
Peter M. o.Iy
Dmiel S. RiiIIcIl
GwstEJil"
MaraR. Wade
Comaa: edhor't'pm'l. *Irw com
WIVW StlNJ. k: C'O'D
CopyrIabt 0 2008

AMS'-Iac.
N."York

Emblematic Resources and Parallels
in a Colonial Mexican Poet:
Luis de Sandoval Zapata
Rodo OLIVARES-ZORRILLA
Universidad Nacional Aut6noma de Mexico
de Sandoval Zapata lived in the realm of New Spain between 1618 and 1671, although the exact date of his birth
is unknown. Some documents mdicate that he may have
been bom in Guadalajara and later taken by his mother, already
then a widow, to the capital of New Spain. Born into a family of
politicians and churchmen, with his own father a doctor, Luis de
Sandoval Zapata was inclined. from a young age to literature and
philosophy, authoring a number of books about various subjects,
including Christian stoic philosophy, characteristic of the CounterReformation, magic, and heretical and pagan doctrines, as well as
many poems.' Almost all of his works are unfortunately now lost;
one of the few exceptions is the collection of sonnets preserved by
the Jesuit order, which seems to have inherited some of his writings. Sandoval himself studied in the College of San Ddefonso before he devoted himself to the administration of a sugar mill in
Cuemavaca, a business he could not make profitable and which led
him and his family to a slow, but progressive, economic decline.
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In the fonlword to his Panegfrico a la p4CIencUI he mentions the following works by his pen: 7Yf>erio Cmar PoIyt,co, ApoIogfIl por la now
dad, Infimnaci6n panegyrim par Orlgenes, Epiddo chrisli4no DemJlgUJ
Exsmen wndatis Doctnnae gentium et 1ulnttu:orum. and QutStionts

seltetat (SandovalZapata, 122).
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EMBLEMATICA

Sandoval zapata lived at a time when knowledge about nature
was penetrated by symbolism, as were alchemy and physics. In
art, the power of symbols enhanced the autonomy of artistic mimesis. The accumulation of inanimate objects in Mannerist representations already exploited a deliberate semantization of the most
trivial elements of everyday life, which became an encoded message within the artistic work, proving that what was seemingly
ornamental could have an independent meaning. In the context
of the Baroque Age, Alain Tapie mentions the work of a Flemish
Jesuit, Leroy d'Alard, about "the sanctity of life derived from the
consideration of flowers" (D'Alard; Tapi~, 29 and note 51). The
Jesuit order adopted this kind of philosophy from Leroy d' Alard,
which itself was inspired by Suger (Goody, 175), as well as by the
Beguine nuns and the German mystics of the fourteenth century.
From Italy, Pierio Valeriano's and Cesare Ripa's floral emblematics
permeated the works of Spanish emblematic authors, who linked it
with the ascetic Counter-Reformation program. From the Spanish
emblem tradition Sebastian de Covarrubias stands out with his
Emblemas morales. Covarrubias includes in his emblem collection
three flowers (Century I, emblem 5; Century IT, emblems 104 and
112),which also appear in Luis de Sandoval zapata's sonnets: the
rose, the white lily, and the unflower. The carnation is missing.
although it is in the great emblematic flower repertory by Rafael
GarcIa Mahiques, Flora emblemdtica, aproximadon descriptiva del c6digo ic6nico (841),discussed below. The carnation is also mentioned
by Julian Gallego as an emblem of Human Love.' of alliances and
matrimony, while for Christianity it represents Divine Love, embodied by the Vlrgin Mary (Gallego, 192-93).
Besides the influence of his contemporaries, the Andalusian
poets Rioja, G6ngora, Jacinto Polo, and Pedro de Soto y Rojas,
who shared the topic of flowers in their poetry, the emblems of
Sebastian de Covarrubias were an important starting point for Luis
de Sandoval Zapata, as were Hernando de Soto's Emblemas moralizadas (Madrid, 1599), Juan de Borja's Empresas morales (Prague,
1581; Brussels, 1680), and even foreign emblematists such as the
translation of Otto Vaenius's Theairo moral de /a VIda hunutna, enden
2.

In the introduction by Bernard Mercier to Fleurs et lardln' dans r Art
Flamand, cited in Gallego. 192, n . 38.
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to the poet, it is
easier "to be
erased
than
written," Garda
Mahiques, in
his dissertation
about floral emblematics,states
that one of the
scientific names
of the narcissus
is Narcissus poe-

ticus, according
to Theophrast's
nomenclature
(533). Thus, on
the one hand, it
is very possible
that in this son- Fig. 1. Andrea Aldato, Emblematum tiber, Padua,
net Sandoval 1621, LXIX, "Philautia." (Courtesy 01 William Barker,
is referring to Memorial University.)
himself as a poet. On the other hand, the funerary meaning of the
narcissus is denved from its identification with narcotics, which
take their generic narne from the flower. Its juice causes a sleep
similar to death, which was the reason why the dead were usually
crowned by narcissus (535).' Garda Mahiques illustrates the meaning of phdautill [self-love) with an emblem by Alciato' (fig. 1), refe~
ring to the narcissus, that is, the love for one's own opinion and
looking down on the wisdom of the elders. Sandoval's criticism of
this flower in sonnet 20 is based on its audacity of blooming or writing itself without listening to wise advice about its brief life. Deep
down, he criticizes himself as a "philautic" poet who stubbornly
renders a poem in spite of its-and his-unavoidable demise.

6.
7.

About meanings related to Greek mythology, Gan:fa Mahiques refers to Pausarnas, Description of Gretet, I, 2.
Garda Mahiques refers to Alciato's emblem LXIX, in Emblemas, the
edition by Manuel Montero Vallejo, 262.
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Here we witness a very particular twilight. In the first stanza, we
have the characteristic grammatical ambiguity in Sandoval: "quien
para oriente de beldad nada," that is, the woman who "is born for
the east" and thus is placed towards the setting sun. In the next two
verses of this first quatrain, it is practically impossible to determine
if the hyperbaton expresses that the sun seeks the sphere of the
moon, while setting, to reflect himself in her and not die completely, or if the moon, from her sphere, seeks the sun to drink its last
reflections ("para detener 10 que a expirar coma"). The reciprocity
is evidently intentional and also one of the conceptual traits of the
sonnet. The poet appears in the second quatrain, seeking light in
that very space of occidental intercourse. In such action he is dying in the fire of love, a fire that equates him to the expiring rays
of the setting sun, poignant and paroxysmal. In the last two verses
emerges the unsuspected element that Sandoval proposes: during
the last hours ("l1Itimo perfodo"l in that precise evening when she
looks from a balcony, there will be a night, or moon, that will "get
the better of" his life ("luna era que mi vida madrugaba"). The third
stanza shows her absorbing the sun's vigor, while it fades away.
The continuing self-confidence of her feminine vitality is opposed
to the sun's hasty exit and disappearance. At the same time, her
vitality is capable of hurting the poet's sight because of its intensity,
just as if she were the day's sunlight. The sonnet finishes with a
contrast between the dim light of the sunset, like that of a fireplace
or funeral pyre, and the splendidly shining woman, "sol mas vivo,"
who takes over the whole world, and the poet, whom she seduces
into life itself ("estas enamorado para vidas"), illuminating, nurturing, and revitalizing him.
The difference to his predecessors in New Spain is that Sandoval
transcends the simple topic of Endymion and the moon by putting
the three parties-s-sun, moon, and poet-in a quite different, and
more complex, interaction. In the first place, it is striking that the
woman is definitely replacing the dying sun and absorbing its light
and strength. Second, the poet surrenders to this new feminine
You, immobile, give wounds of health.
Easterlies for pyres he is giving,
And you from the sunset, sun most alive.
Are wooing to give life.
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sun, not by suffering and
agonizing, as he was in the
second stanza, but, in eontrast, by regaining life and viability through her. It is only
the setting sun that "dies" as
a result of this alchemy. The
atmosphere is oneiric, but
at the end the poet does not
wake up to a crude and lonely reality, as is usual in the
Petrarchan tradition. Instead,
his dream becomes joyfully
real.
There are several emblematic sources for this poem.
The first example from the
Spanish emblematic tradition is "Cuanto mas contraria, mas reluce" from Juan de
Pig. 2. "Adversa magis lucet," in Juan Borja's Empresas morales' (fig.
de Borja, EmprtSll5 morales, I'raga, 1581, 2), only that Sandoval seems
XVI, Modem edition by Rafael Garda to subscribe to the meaning
Mahiques, EmprtSll5 morales de JUJZIl de that Sebastian de Covarrubias
Borja. Imagen 11 paJabra para una u:orwlogla, gives to the same image in
Valencta, 1998. vol, 1. (Courtesy of "0 '
bsens" (C
U
RafaelGarda Mahiques.)
anor a
entury ,
emblem 41), emphasizing the
triumph of the moon over the sun. This meaning is clearly related
to the version by Scipione Bargagli, about love rather than moral
persistence (fig. 3).'0This emblem depicts a man and a woman witnessing a conjunction of the sun and the moon. The man holds
9.

10.

Empress XVI, "Adverse magis lucet," Garda Mahlques comments
on its relationship to Scipione Bargagli's "Quanta piu s'alIonlana
plU risplende."
..Acceptam fero lucem," or the French motto, "Ie ~oi de m'amle
vigueur et vie," from Pieler Hooft, Embfemata _oria, which, in
tum, parallels Otto Vaenius's Amorum embfemata, Antwerp, 1608, a
polyglot edition containing Spanish text. This emblem is inspired
by BargagJi's Del/'imprese, 394.

Rodo Olivares-Zorrilla

181

a mirror that reflects the woman, and the motto expresses thai
he is endowed with life and vigor by his lady. In Sandoval's sonnet, the woman is inseminated by the SW\ at twilight, just as Saint
Augustine ll and Picino" describe
the logos spemuztikos, the name
that the stoics gave to the Spirit:
thalls, the Grace that impregnates
matter. In this way, the woman is
moon, sun, and earth or primal
matter, that which will be or becomes by a foreign agent that will
transform her. At the same time,
the sun's extinction eliminates it p' 3 ..A..........~ fero 1
.. .
after l 'So'
---r-'
ucem. In
as a third party, b ut 0 nlY
It Pleter Comelisz. Hooft, EmbltlllJJIlI
engraves its luminous seal on the IIIIIJIlona, Amsterdam, 1611, Parallel
object of desire, leaving the poet of "RecepJum exhibll," In ScIpione
and the beloved woman alone. Barga\l, Dell i"'1'"M Venetia, 1594.
d'
(Courtesy of Els Stronlts, Emblem
.
The very contiguous epiction Project Utrecht.)
of her and the sun together in the
first stanza is comparable to an alchemical coniunctio, a union of
opposite principles, which in turn leads to nigredo, or death, and
then to resurrection. From another point of view, the poet's moonspell seems to be the effect of a solar eclipse, the usual symbol of
the coniunctio. The melancholic image of the Black Sun, so meaningful among Renaissance symbols in mysticism (Bartra, 10728) as well as in alchemical treatises, like the sixteenth century's
Splendor solis (fig. 4), is precisely what seems to be at the bottom
of the allegory in Sandoval's sonnet (Roob, 227-51, 463, and 517;
Trismosin, 5&-59). Sandoval was well acquainted with stoic philoeophy and alchemical symbolism, as can be seen in his prose work
PRnegfrico 11111 paciencia (Sandoval, 121-42). The range of his poem
is archetypical, the uruon of OPPOSites or hiecogamy, very much as
Sambucus represents it in his emblem "In sponsalia Ioanni Ambii
Angli et Albae RoUeae D. Arnoldi medici Gandavensis filiae"

11.
12.

De trinitllle, IX, vii See J. Lebreton.
ThioIogie plllionicimne, voL 1, book IlL chapter 1, 128, 136. Al the end
of this chapter, Fieino exemplifies divine illumination of the soul
with the sun enlightening the moon.
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about the matrimony of a politically important couple of his age.
Its final result calls to mind another emblem. well-known to readers
of alchemical books: the woman's
magnificent figure at the end of
the poem resembles the hermetic
mermaid" (fig. 5), who comprises
in herselfboth opposite principles,
and from whose breasts spring either milk and blood, or silver and
gold. This emblematic idea has
been part of Christian art since the
_ ....._ Middle Ages; in the church of San
Fig. 4. "Nlgredo," in Salomon Zeno, in Verona, the sculpture of
Trismosim, Splendor Solis, Hamburg, a woman nurses two fishes, one
1708,19.(Courtesy ofAdamMclean, with each breast. In sixteenth-eenTheAlchemy Web Site.)
tu
I nial M . th hi
dl
ry co 0
eXlCO, e ars 1reeled the Indian painters, or tlacuiloe,
to depict a mermaid nursing two fishes
on a wall of the Augustinian temple of
lxmiquilpan. Critics have mistakenly
thought it the figure of Mayahuel, the
goddess of the maguey plant (Guerrero
Guerrero, xxxi), said to have four hundred breasts that distill pulque. The real
origin of this image in Ixmiquilpan is,
however, European, and most probably
a syncretic representation. An alchemi- Fig.S, DanielSlolclUs.Hortulus
cal emblem of the Aurora cO/lsurg ens hermetrcus,Frankfurt,1627,140.
from the sixteenth century represents (Courtesy of Adam Mclean,
Sophia, nurturing with both breasts The Alchemy Web Site.)
13. See emblem 341 from Johann Daniel Mylius' Ph.WsophiJl Reformllta
in Klossowskl de Rola, 178. Also Roob,513 and 515; digital versions
of emblems 26and 140from Stolcius' TIle Hermetic Garden, in Adam
McLean's Alchemy Web Sileo http://www.levity.com/a1chemy/
emblems/embl026.html and http://www.levity.com/alchemy/
emblems/embl14O.html.
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two wise men, or alchemists." The title of this book was inspired
by the Song of Solomon, 6.9: "Quae est ista quae progreditur quasi
aurora consurgens, pulchra ut luna, electa ut sol, tembilis ut ades
ordinata" [Who is she that cometh forth as the morning rising, fair
as the moon, bright as the sun, temble as an army set in array?)."
But even without acknowledging these antecedents, Sandoval's
fondness for alchemy alone explains the coinodence with the
above-mentioned emblem of the coniunctio, for in alchemy the sun
itself must undergo a process of transmutation. In his sonnet, as
at the winter solstice, the decline and death of the father becomes
the birth and. well-being of the son. A theological decoding is also
possible, since the poet is redeemed by the feminine principle: an
inhabited black sun, filled with germinal power.
The rather complex net of emblematic repercussions in sonnet
13 is counterbalanced by other sonnets that can be more directly related to a certain emblem within the Petrarchan tradition as
transmitted to Spanish baroque poetry. Sandoval Zapata's sonnets
7, 10. 11, and 16 clearly allude to three such emblems. Of his thirty
sonnets, twelve are dedicated to flowers, as mentioned above, another two---5OlU\ets 10 and ll-deal with the emblem of the bird
of paradise, or Manucodiata, either directly or as substituted by
another bird, the heron. In these cases the heron of the poem shares
the characteristics of the mythical bird of paradise; that is, to fly
always towards the sky and never alight on earth.
A una sana remontada

.

Td que rompiste esa ciudad del viento
trepando al sol, alclizares de nieve;
que por enamcrada, si par breve,
ya fuiste girasol, ya pensamiento.
Ya tu ambici6n al parpado sediento
paciendo en tanto espiritu no muere,
y cuando en golfo imperceptible bebe
Ie paga en paraSlSmos el aliento.
14.
15.

Emblem from the Aurora consurgens. MS RhenoVlellSis 172, Zurich
Zentralbibliothek.
From lAtin Vulgate: http://www.lalinvulgate.com.

.
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,1 ••
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Only German medieval symbolism portrays the soaring heron as
the Christian soul in spiritual ascension. 18 Either Sandoval had some
indirect knowledge of this particular meaning, or he intentionally
takes the symbolism of the bird of paradise and applies it to the heron in sonnet 10. This maybe because sonnet 11 is the more interesting
of the two sonnets, and he therefore chose to extend this symbolic
conceit. Juan de Borja's empresa XLIX depicts this footless, fluffy bird
(fig. 6) (Garda Mahiques, 110-11), while the motto "Aut volare, aut
quiescere" [Either to fly or to stay] and the description allude to a
stoic prudence that does not correspond to Sandoval's sonnets. The
emblematic match as a whole is to be found in Hernando de Soto's
emblem "Optima cogitatio" [The highest thoughts] (58-60), whose
epigram and description are clearly the one to which Sandoval refers
in both sonnets: the lofty, platonic aim of the human mind and soul

18.

Your breath pays it back with paroxysms.
spirit embarked on two wings
if because of burning with such a great abyss
the planet of bristly foam flew,
May your soaring soul not descend
may your paroxysm turn into a consteUation,
remain a star, do not lower 8 feather.
On the !IaJl\e subject
Bird which carried your fantasy
To flimsy oceans of wind
To the sun, when you treaded the burning,
The feathers of the spirit of the day.
They grant such a sea of embellishment
Between respiration and movement,
When inflamed, motionless your breath,
You were a cold spark of their abyss.
You melted, so greedy of light
That when you unleashed a Mongibelo"
You did not retum a sign of a spark
Because emulation would not try
To quench your ardor, you feigned
To lose dust rather than to lower a star.
"IA poetic name for the Sicilian volcano Ema.)
See Biedermann, 20'7~, who mentions the medieval bestiaries and
refers to Unterkircher. I could not confirm this exact meaning in the
SpanIsh Fisi6logo nor m the Bestillry 11f Christ by Charbonneau-Las-

say.
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towards the divine and eternal
(fig.7).
In sonnet 16 Sandoval deals
with an even more traditional
emblematic image: that of the
moth circling a flame. The title,
"A gentleman's great risk in a
butterfly metaphor," seems to
circumscribe the meaning of
the poem to human love, the
gentleman Is so dazzled by that
for which he yeams that he dies
for, and is destroyed by, it.

Fig. 6. "Aut voJare aut quiescere," in
Juan de Borja, Empresas 1IIOl'aks, Praga,
1581, XLIX, Modem edition by Rafael
Gard'a Mahiques, Empn!SIIS morate«

II OtALlZADAf. "

",...",..

AIolad_, " 1 _ '

de Juan IU Borja. I_gel, Y palabr. par.
una icon%gla, Valencia, 1998, vol, 1
(Courtesy of Rafael Gan:la Mahiques.)

Riesgo grande de un galan
e n metMora de mariposa
Vidrio animado que en la
lumbre atinas
con la tiniebla en que tu
vidayelas

y el 9 breve punta'" del
morir anhelas
en la circunferencia que Fig. 7. ·Optima cogilatio," in
Hernando de Solo, EmblelllllS mornlcaminas,
iZlJdJts, Madrid, 1599, 28. (Courtesy

En poco mar de luz ve os- of SagrarlO L6pez Poza, Embimullial
curas
hispdmal.)
ras rui
rwnas,

19.
20.

Ms. 1600 reads·aJ breve tiempo," which is grammatically incorrect.
1be 1986 edition leaves this mistake (Sandoval Zapata, 95).
1be 1986 edition changes to "tiempo," but that is unnecessary and
does not avoid the semantic incongruity of keeping the word"al" in
this verse and making a statement with the next one.
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nave que desplegaste vivas velas;
la mas fUnebre noche que recelas
se enciende entre la luz que te avecinas.
No retire tu espiritu cobarde
el vuelo de la luz donde te ardlas,
abrasate en el riesgo que buscabas.
Dichosamente entre sus lurnbres arde,
porque aI dejar de ser 10 que vivlas
te empezaste a volver en 10 que amabas."
The last two stanzas in this sonnet refer to a concept of human
love closely related to divine love, as can be found in a key text for
Spanish Petrarchan and baroque poets, in America as well as in
Spain, Judah Leon Abravanel's" Dilliogos de amor (Third dialogue,
131-32). Here, Philo tries to explain to Sophi1l how love can cut the
ties with the material world when it finally accomplishes what it
longs for, comparing this with what the Scriptures say about Moses
and Aaron, who died by God's mouth, that is, by God's kiss. "Death
by the kiss," it is called in cabalistic and mystical literature, which
agrees with Sandoval's interest in both subjects. The same can be
said about his acknowledgment of Pico della Mirandola's works
in the foreword to his own Panegirico a la paciencia, namely the
21.

Big risk of a gentleman in metaphor of a butterfly
Animate glass who in the light comes
Upon the darkness in which you freezeyour life
And you long lor the brief moment 01 death
on the circumferencewhich you walk.
In the little sea of light behold the somber ruins
Ship with living sails which you unfolded;
The most gloomy night which you fear
Flares up among the light which you approach.
May the flight of the light where you were burning
Not take away your cowardly spirit,
May you be consumed by the risk which you were seeking.
Joyfully bum amongst the flames,
For upon ceasing to b. that which you were living
You began to tum into that which you loved.

22.

His Spanish name is Leon Hebreo.
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Heptap/us (Sandoval zapata,
122). The allusion in the
sonnet echoes not only
Petrarch's sonnet 19 in the
Canzoniere, but also a number of emblematists such
as Otto Vaenius ("Brevis et
damnosa voluptasl (fig. 8),
Junius ("Amoris ingenui tormentum"), Simeoni (Dill/ago
deII'imprese, "Cosi de ben
Fig. 8. "B!""ls et damnosa voluptas," in amar porto tormento"), and
OttoVaemus,Amorum""blemata,Antwerp, Juan de Borja's "Fugienda
1608,52. (Courtesy of Els Stronks, Emblem
N
(fig 9)
.
peto
. , concermng
Project Utrecht.}
human love. In Sandoval's poem,
the particular emphasis on spiritual completion suggests mystical
connotations and their cabalistic
sources, of which Maimonides
(In, 51, 541-42) and Judah Leon
Abravanel belong to the Spanish
philosophical tradition.
Finally, sonnet 7, entitled N A
lady reflected in a crystal skull,"
describes how a beautiful woman
sees her own reflection, not in a
mirror, but in a crystal skull.
Una dama Be via en una calavera de cristal
En calavera de cristal se via
en el espejo docto escarmentaba F' 9 "F . cia eto'" J d
la
d bell
.
Ill· · IlgIelI P ,m usn e

que, cuan

0

eza se mira- 50".., Empmll6moral..., Praga,1581,

xxxm, Modem edition by Rafael
luz mortal de belleza se atendia. Gatda Mahiques, Empresas mora""
Cuando secreta fuego intra- de /lIJIn d~ BorjR. Imagen y ,../abra

ba,

ducta,

pllTa .ma lconologfa, Valenaa, 1998,
vol. 1, (Courtesy of Rafael Garda

una diMana lroya se quemaba

Mahiques.)
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Ypolvo cristalino sospechaba

1a que luciente eternidad ardla.
jAh, dice, como en el crista! diviso
a 10que mas etemo resplandece,
puede ser escarmiento de ceniza!

La muerte ha de mom, que como se hizo
de cristal, que a 1a vida se pareee,
qued6 1a misma muerte quebradiza.23
The references are various." There are the Exercises by Saint
Ignatius of Loyola, who advised readers to meditate on the sight
of a skull, an issue that became a uruversal topic in painting and
literature. But there is, too, the dialogue between Menippus and
Hermes in Luciano de Samosata's DiIllogues of the Dead (121-22),
23. A lady reSected in a crystal skull
In a crystal skull she was seeing herself
In the learned mirror she chastised

24.

The woman who, when she looked at her beauty,
She was aware of the fatal glimmer of beauty.
While she was Introducing a secret flame
A diaphanous Troy was burning
And she suspected crystalline dust
The woman who burned a shining eternity.
Ah she says, how in the crystall ronfused1y see
That which most eternal shines,
Can be a lesson of ashes.
Death must die; since It is made
of cry tal, that resembles life,
death is itself brittle.
Goodman-Soellner offers the example the French poet liistan
I'Hermite (1601?-1655), a contemporary of Sandoval Zapata, who
wrote the foUowing verses:
AmariUis in looking at herself
In order to be counseled of her grace,
Today puts flames into this looking-g1ass;
And from a common crystal makes a burning mirror.
(N Amarille en se regardant / Pour se ronseUler de sa grace, / Met
aujourd'huy des feux dans cette glace; / Et d'un crista! commun fait
un miroir ardent:' Les Qmours defeu Mr. nistan, et QuIres "reces trescurieuses, Paris, 1662, 81). Trans. Coodman Soellner,220.
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very popular among seventeenth-century Spanish authors, where
Hermes shows Menippus the skulls of many beautiful men and
women of lore, and, glancing at the one that belonged to Helen of
Troy, it reminds him of the brevity of life and beauty. The woman
in Sandoval is clearly related to Helen in the second verse of the
second stanza. The emblem alluded to here was also very wellknown: Sebastian de Covarrubias' emblem 82 in Century II (fig.
10): "Considerauit se ipsum, et abiit" [He beheld himself, and went
his way) from the epistle of James 1:24. In it, a terminus statue
made of bones and a skull holds a mirror facing the reader. But
there is more, for the crystal skull is really
what stands out as new in this heap of classical and biblical references. In the last two
stanzas, the beautiful woman seems to read
the skull as if she were scrying, (to scry is to
divine by looking into a glass) seeing there
her own future. Actually, crystal skulls from
ancient Mexico, either Aztec or Mayan, were
sometimes found during the Spanish coloniFig. 11. The Mitchel- zation period and afterwards (fig. 11).25 The
Hedges crystal skull, mention of the crystal skull in Sandoval's
f~und in Belize (Free~y sonnet obviously reveals that he himself was
licensed by Wikimedia acquainted with at least one of these strange
Commons.)
sculptures. Sandoval skillfully combines this
uncommon Novo Hispanic cultural trait with his classical and
biblical heritage, taking Covarrubias' emblem as the axis of his
meditations.
Luis de Sandoval Zapata's poetry is a living proof that Sor
Juana Ines de la Cruz was not alone in a bare poetic Ianclscape in
seventeenth-century Mexico." Above all, his work makes evident
that emblematic sources in literary works were common enough
in his context to account for Sor Juana's poem Primero sueno, composed entirely as an emblematic sequence only two decades after
25.
26.

Most are now in the British Museum or in the hands of private collectorswith all of the imitationssince made.
Marcelino Menendez Pelayoin his commentary to "Sor Juana Ines
de la Cruz," in Historia de 1a poesfa hispanoamericana, 58. Following
Menendez Pelayo, numerous Iwentieth-century criticsrepealed this
false notion.
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Sandoval Zapata died. His enigmatic sonnets remained unstudied
by an oblivious posterity, and scholars are only now beginning to
rediscover many of the symbols of the past.
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