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Abstract

In this PhD thesis I offer an examination of the work of Jesuit Andrea Pozzo
(1642-1709), an artist known primarily for his works of perspectival fresco painting.
Pozzo's development, his career and his multifaceted practice—which included
painting, scenography, architecture, and a two-volume treatise on perspective—
together serve as a prime case study for understanding the relationship of the
religious art and architecture of the seventeenth century to the period's culture of
ritual and performance. Pozzo's work, I argue, is religious theatre, and the key to
reading both his ephemeral scenographies and the permanent works of painting and
architecture lies in religious performance. Each of the works, I contend, functions as
a work of religious theatre: architectural space, images, narrative, illusion and light
are used to communicate messages, to engage the senses and the intellect, to activate
the memory and the imagination, and to directly involve the spectator both internally
and externally as a performer.

In my first two chapters I present an analysis of the environment in which Pozzo
emerged, beginning with the religious, intellectual and visual culture of the Jesuits,
before turning to the religious theatre of Northern Italy. Here I concentrate on the
Counter-Reform culture of religious spectacle, before arriving at Pozzo’s first
recorded scenographies. In addition to their ritual function, I demonstrate how these
works establish many of the recurring visual themes and techniques we see across
Pozzo's work. In the third chapter I study Pozzo's earliest surviving major painting
commission: the church of San Francesco Saverio at Mondovi. I present the church
as a teatro sacro—a permanent ritual scenography of architecture and painting which
evokes the elaborate ritual processions of the time.

My fourth chapter focuses on the ephemeral scenographic works of Pozzo’s
Roman period. Pozzo’s innovations in scenography and perspectival illusionism in
Rome quickly establish his reputation and lead to the major commissions in the
church of Sant'Ignazio, which I discuss with several major Roman works in my final
chapter. The examination of the Roman projects returns us to the central theme of
my thesis: art and architecture as theatre; both a setting for religious ritual and a
means of persuasion through intellectual and spiritual engagement of the observer in
a ritual performance.

In order to pursue this line of argument I have consulted a wide array of sources
and secondary literature across a number of fields. Important primary sources
studied include Pozzo's two-volume treatise, Perspectiva Pictorum et Architectorum
(1693,1700), Jesuit documents and archived correspondence, eighteenth-century
biographies of Pozzo, prints and commemorative publications of festivals, works of
classical authors, and theological writings of major figures in the seventeenth
century. This project embraces a wide range of topics including painting,
perspective, architecture, illusion, theatre and scenography, ritual and spectacle,
theology, philosophy, early modern science, Counter-Reform religious culture, and
Jesuit history.
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INTRODUCTION

The Jesuit artist, architect and scenographer Andrea Pozzo (1642-1709) is known
primarily as the creator of two major works in Rome: the fictive dome and ceiling
frescoes in the Church of Sant'Ignazio (1685-93), and the Chapel of St Ignatius in the
church of the Gesu (1695-99) [figs. 0.1 and 0.2]. These works, while they are widely
considered to demonstrate Pozzo at the height of his career, represent only one
chapter in the life and work of the artist. ' Pozzo’s work actually spans nearly half a
century and encompasses a very large territory, from Trent, Lombardy, and Liguria
to Rome, Tuscany and ultimately Vienna. Through his work and teaching, his
travels, and the publication and subsequent translations of his treatise, Perspectiva
Pictorum et Architectorum (first edition published in Rome, 1693 and 1700), Pozzo's
ideas, techniques and designs were widely disseminated to both Jesuit and non-Jesuit
churches and institutions throughout Europe, and ultimately worldwide, well into the
eighteenth century.”

The early career of Pozzo and the major works from his pre-Roman period—
namely the early fresco cycles in Piedmont and Liguria and the first scenographies in

Milan and Genoa—have received far less treatment than the Roman works, and are

"The commission and reception of the dome and ceiling in Sant’Ignazio are discussed with
documentation and relevant bibliography in Chapter 5 of this thesis. For the altar of St Ignatius, see
Levy, ‘A Canonical Work’; Levy Propaganda, 160-82; Levy, ‘Che cos’¢ un Autore/Architetto
gesuita?’; Del Mas, ‘L’altare di Sant’Ignazio’; and Gargano, ‘L’altare di sant’Ignazio.’

* Heinrich W. Pfeiffer claims that Pozzo’s transfer from Rome to Vienna resulted in the spread of ‘a
new ecclesiastical art which determined the Baroque style in all the churches of the eighteenth century
in the Alpine countries, Bohemia, Poland, and central Germany. . .” Pfeiffer, ‘L’opera di Mondovi,’
31. Other authors have written on Pozzo’s influence on church architecture in Central Europe. See
Preiss, ‘Pozzo e il pozzismo a Boemia.” The spread of Pozzo’s architectonic language to Jesuit
territories in other parts of the world, such as China, can be credited in large part to the translation and
dissemination of his treatise. See Corsi, ‘Pozzo’s Treatise as a workshop.” Levy has discussed a
number of examples of chapels and altars demonstrating the wide diffusion of Pozzo’s architecture in
both Jesuit and non-Jesuit contexts, from central Europe to India. Levy, Propaganda, 205-232.



almost entirely absent from the English literature.’ It became clear at the outset of
this research that Pozzo's early career and experiences in Northern Italy are
fundamental to an understanding of his work and practice as a whole. More
specifically, in the process of examining Pozzo's early period, I became convinced
that the culture of ritual and performance in this region in the seventeenth century
determined the trajectory that his career was to take both in the north and later in
Rome. This culture, together with Pozzo’s Jesuit education and religious training,
must have instilled in him a particular way of thinking about ritual and its
relationship to art: specifically, the way that architectural space, images, narrative,
illusion and light are used to communicate messages, to engage the senses and the
intellect, to activate the memory and the imagination, and to directly involve the
spectator both internally and externally as a performer. I therefore argue that the key
to reading Pozzo's works lies in performance; specifically, religious performance.
Such performance, as I shall demonstrate throughout this thesis, was a major part of
the persuasive strategy of the Jesuits and of the Catholic Church in the seventeenth
century. I will return to this key aspect of my argument after first considering the
scholarship on Pozzo and some key ideas which helped to determine the direction of
this project.

In spite of wide acknowledgement in the scholarship of the importance of Pozzo's
major Roman works within the history of Jesuit visual culture, and of his place in the

history of perspectival illusionism, scholars do not seem to have known where

? Levy’s examination of the Corridor of St Ignatius is probably the first treatment of it in the English
literature. Levy, Propaganda, 134-150. The recent translation of Felix Burda-Stengel’s work, Andrea
Pozzo and Video Art (2013), is the first publication in English to offer more lengthly visual analyses
of Pozzo’s major illusionistic fresco works, including San Francesco Saverio at Mondovi, the
Corridor of St Ignatius in the Casa Professa in Rome, and the fresco works and fictive cupola in
Sant’Ignazio. In the Italian literature, Pozzo’s pre-Roman works are largely discussed in essays in
edited volumes to be detailed later.



exactly to place his work or how to assess his achievement within the broader
context of Baroque art and culture.* Some regard Pozzo not so much as an artist as a
brilliant technician. Remigo Marini lamented in 1959 that 'Pozzo the practitioner of
perspective and the scientist. . . would unconsciously become the greatest enemy of
Pozzo the poet.'> This raises an important issue in studies of Pozzo: the struggle to
understand the artist and his activities as a totality, rather than as working modes
belonging to separate professions. The tendency of scholars, critics and public to
categorize skills and sharply delineate working modes was a challenge that Pozzo
faced in his own time; in answering the claim that a painter cannot make a good
architect, he considered the matter and presented the following forceful statement
writing:
Therefore do not utter again that silly argument, 'He is a good painter;

therefore he will not be a good architect’; but rather infer the contrary,
'He is a good perspective artist, therefore he will be a good architect.®

Although any of Pozzo's diverse artistic activities—his research and achievement in
perspectival illusionism particularly—lend themselves to very specific and
individualised topics of research, an understanding of Pozzo and his overall practice

depends upon a recognition of the interrelationships between the various modes in

* Wittkower’s remarks on Pozzo in 1958 limit his achievement, and his contribution to the art of the
age, to technique and scale. Wittkower, Art and Architecture in Italy, 334. Levy, using the term
‘uncanonical’ to refer to the period in which Pozzo’s work is situated, has summarised the scholarly
perception of the last decades of the seventeenth century in Rome as one of artistic, intellectual and
political decline, resulting in its failure to produce significant works of art. Bernhard Kerber was the
first, and only author thus far, to publish a comprehensive monograph on the work of Pozzo: Kerber,
Andrea Pozzo (1971). Although it serves as a more or less complete catalogue of Pozzo’s work, far
greater treatment (and space) is given to the ceiling in Sant’Ignazio and the Chapel of St Ignatius in
the Gesu than to any of the other works, and it tends to focus on identification of content and
historical details; analysis is in many cases minimal. Kerber’s work is clearly intended to serve as
impetus for further research and discourse on Pozzo, and laid the groundwork, especially the archival
research, for much of what followed.

3 Marini, Andrea Pozzo Pittore, 33.

% Translation mine. ‘Dunque non vi fate piti uscir di bocca quello sciocco argomento: E buon Pittore;
Dunque non sara buon’Architetto: ma piu tosto inferite il contrario, E buon Prospettico, dunque sara
buon Architetto.” Pozzo, Perspectiva, II, Rome, Fig. 66.



which he worked. The gateway to understanding Pozzo, I believe, is a close study of
his development and his practice by way of his scenographic projects.

Valentino Martinelli has described the ephemeral macchine, or scenographies
which Pozzo produced for religious devotions, as constituting a new expressive
genre in their full conflation of architectural and pictorial modes, their basis in
material and spatial illusion, and their visual power.” Design transferability and the
scenographic approach to architecture are major themes in discussions of Pozzo as a
scenographer, and his permanent works are often compared to his ephemeral works.
Maurizio Fagiolo dell’Arco’s 1992 essay 'Pensare effimero: il metodo e la pratica di
Fratel Pozzo' presents the ephemeral works as the place of Pozzo’s most notable
scenographic and architectonic experiments.® He discusses a number of issues,
including the transferability of Pozzo’s designs between media and from one
environment to another, as well as the role of light in the macchine. He identifies
Pozzo’s scholarly sources in the fields of scenography, perspective and optics, and
highlights recurrent themes such as the triumphal arch and the frequent use of curves
in Pozzo’s designs.” Vittorio De Feo begins his essay 'Le cappelle e gli altari' by
discussing one of Pozzo's altar designs as an example of an architecturally
unorthodox plan which favours the frontal perspectival image, demonstrating that in
designing these works, Pozzo was thinking from the beginning in scenographic
terms. ' This is, in fact, a discussion begun by Nino Carboneri in 1961, who

highlighted the importance of Pozzo’s ephemeral works as demonstrations of his

7 Martinelli, ““Teatri sacri e profani” di Andrea Pozzo,” 94-113.

¥ Fagiolo dell’Arco, ‘Pensare effimiro: Il metodo a e la pratica di fratel Pozzo.’

® Macchina: literally, a ‘machine.” It can refer to any device, including a scenography, a stage
mechanism, or even an altar, comprising several components which together produce a visual effect.
In writings of the period it is often used interchangeably with apparato, which I use to refer to an
entire scenography or installation: a multi-component device which transforms all or part of an
interior or exterior place of spectacle.

' De Feo, ‘Le cappelle e gli altari.” De Feo refers to Pozzo, Perspectiva 1, Fig. 74.



distinctively scenographic approach to architecture.!' I would further define this
idea by saying that Pozzo was thinking of architecture as serving a function
specifically associated with a performative context: the ritual for which the altar, or
the scenography, was produced. —Moreover, as we shall find demonstrated
throughout this thesis, Pozzo's architecture not only provides a setting for
performance, but also itself "performs.’'

The relationship of art and architecture to theatre and scenography brings us to a
key point of this thesis: Pozzo's origins lie in theatre, performance, and the
scenographic practice of the seventeenth century; furthermore, he remains firmly tied
to this practice throughout his career. If we are to speak of ‘theatrical effects’ and
‘theatricality’ in the case of Pozzo or the Baroque as a whole, we must move beyond
a discourse which centres only on visual considerations, and examine in specific
terms the relationships of images, environment, and setting to performance. Theatre
is performance, and therefore requires a performer. If Baroque art and architecture
mean to elicit a response, they also require the active involvement of the observer as
a performer. Authors such as Giovanna Zanlonghi and Silvia Carandini have begun
to take the discourse on Pozzo in the direction of performance and ritual by
examining Pozzo’s scenography within the context of theatre history, and
specifically the context of religious theatre.'” I find this work especially important
because it sheds light on the culture of performance and spectacle in which Pozzo
developed and worked, particularly the world of Milan and the Jesuits in the
seventeenth century. It goes beyond the analysis of Pozzo's work as visual art to

consider it in relation to the theatrical culture of the age.

' Carboneri, Andrea Pozzo, Architetto, esp. 21-27.
"2 See Carandini, ‘Dalle quinte del teatro’; Zanlonghi, ‘La gloria dello sguardo’; and Zanlonghi,
‘Teatro senza attori.’



The culture of religious theatre in Trentino, Veneto, Lombardy, Piedmont and
Liguria where Pozzo spent his early years included a wide variety of performance
genres and contexts, ranging from civic celebrations and religious festivals to court
performances and productions in the universities and religious houses. It is
represented visually in the scenographies produced for these occasions, as well as in
the works of permanent religious art and architecture of the region, much of which
appears to be designed and produced for the purpose of ritual performance. In
northern Italy as well as Rome and elsewhere, the Jesuits were heavily invested in
this culture of religious theatre, not only through their own theatrical productions in
the colleges and courts, but through their direct involvement in the design and
staging of numerous major urban festivals. The scenographies produced for such
events in Milan and Genoa provided Pozzo with some of his earliest commissions.
The study and practice of scenography thus became one of his earliest activities as an
artist.

Carandini discusses Pozzo in the context of this broad and rich tapestry of
spectacle and scenography of seventeenth-century Italy.'"* Although she focuses on
theatre and spectacle in Rome, her discussion of Pozzo's work at Mondovi highlights
the critical connection between church decoration and the form and functions of
theatrical scenography. In her discussion of Pozzo's early career in the festival
culture of Milan, Zanlonghi discusses the transformation of architectural space by
means of scenography, illusion and light within the ritual context. "> She is one of

few authors who emphasize the role of light in Pozzo’s ephemeral works, a theme

" The theatrical culture of Northern Italy is the central focus of Chapter 2.

'* Carandini, ‘Dalle quinte del teatro.” Other work of Carandini in the field of ritual and spectacle
includes L ‘effimero barocco (with Fagiolo dell’ Arco) and Teatro e spettacolo nel Seicento.

' Zanlonghi, ‘La gloria dello sguardo.’



which she discusses at length in her writing on Milanese spectacle.'® An idea which
has, to a large extent, determined the direction of this project is well-summarised in
Zanglonghi's assessment of Pozzo’s work as theatre in itself: "The Pozzian universe
is a total theatre' where the visual arts are made to collide and dissolve one into the
other.!” This concept strikes me as essential to understanding Pozzo, his work, and
its broader cultural implications in the seventeenth century and beyond. However,
up to now, ideas concerning theatre and theatricality have been put forward and
applied with a rather 'broad brush' and in primarily theoretical terms over the
trajectory of Pozzo's career, and have not been sufficiently developed or supported
with detailed case studies of his works. More specifically, the role of Pozzo's
practice of illusionism in relation to ritual and performance has not received any
serious examination.

In the study and application of perspective, and in his approach to his work as a
ritual scenography, Pozzo recognised the participatory role played by the observer-
as-performer. While the major fresco cycles and the scenographies I will analyse
feature narrative scenes 'performed' like theatrical presentations, these scenes are not
visually separated from the observer, but joined with his space, even offered as
points of entry into the greater sacred drama represented in the scenography or the
church interior. Although this is an idea extending back to the early Renaissance—
Masaccio’s Holy Trinity in Florence (c. 1425-27) comes to mind—with Pozzo it

takes a new turn, as architectural perspective becomes the 'bridge' between worlds,

'® Zanlonghi, ‘Teatro senza attori.” Zanlonghi’s work on Milanese spectacle, much of which features
the contributions of the Jesuits, includes Teatri di Formazione, ‘The Jesuit Stage and Theatre in
Milan,” ‘Immagine e parola nel teatro gesuitico,” ‘Sermo corporis,” and ‘La tragedia fra ludus e festa.’
Bosel and Insolera have also discussed the importance of light as part of Pozzo’s thought process.
Bosel and Insolera, ‘“Teatrizzare la stessa Architettura.’””

'7 Zanlonghi, ‘Teatro senza attori,” 238.



producing a new level of continuity between the built space of the observer and the
illusionistic space of the image.'® Perspective thus assumes the rhetorical role held
by the outward-looking figures in a Renaissance painting, making a direct appeal to
the observer to enter. Moreover, beyond their appeal to the viewer to ‘actively
observe' or to ‘enter’ the scene, I propose Pozzo’s illusionistic scenes as elements
within a larger performative context: like any church decoration or theatrical
scenography, they serve as a background to the ritual or drama enacted, and provide
visual cues for the performers in the enacting of this ritual.

The particular complexity of the illusionism in both the quadratura frescoes and
the scenographies of Pozzo is not merely that they present the perspectival image as
an extension of the viewer's environment; it is also the revelation of the deceit of the
perspectival construction, all the more startling because of the prior removal, on first
viewing, of the distinction between the reality of the permanent architecture and that
of the rendered image. Were such constructed illusions meant to be read as artifice,
were they to be accepted as physical or spatial realities, or were they intended to
persuade the spirit of the existence of a transcendent 'reality'? What do Pozzo’s
illusions mean?

While we can conjecture that the perspective in Pozzo’s works contains
philosophical and theological lessons, it would be equally valid to regard it simply as
the largest-scale and most technically perfect example of a genre of art whose
overwhelming profusion and success in the seventeenth and eighteenth centuries
point to a broader cultural phenomenon: the fascination of this society with illusion

and perspectival effects, as we see evidenced in a range of works and media, from

' For the joining of the viewer’s space with that of the painting by means of both illusionism and

gesturing figures, See Van Eck, Classical Rhetoric, 17-19. Van Eck cites Alberti, De Pictura, Section
42,



the theatrical scenographies and the teatri sacri, to Borromini’s famous perspective
gallery in the Palazzo Spada (1652-53), to the ceilings of Northern Italian
quadratura artists."” Discussions of philosophical and theological meanings inherent
in Pozzo’s perspectival illusionism, therefore, call for its consideration within a
broader cultural and historical context.

Perspective is, of course, among the key features of Pozzo's 'theatre,' and the
element which most universally engages the observer in a participatory way, prior to
involvement in the ritual. Marcello Fagiolo describes the religious metaphor
represented in Pozzo's 'scientific' practice of art: '. . . perspective itself became the
scientific instrument conferring physicality on the metaphysical realm of glory.™
Kerber's essay on Pozzo's perspective from 1992, entitled 'Pozzo e L’ Aristotelismo,’
discusses the single viewing position in the floor of Sant’Ignazio: its association with
Aristotelian questions of both appearances and ethics, and its use as a metaphor for
Jesuit religious life and organisation.”! De Feo’s book from 1988, Andrea Pozzo:
Architettura e illusione, presents a further consideration of Pozzo’s illusionism: the
engagement of the observer in an intellectual process of discovery which ultimately
leads to 'persuasion and the expression of faith.”> In this way, the experience of
Pozzo’s work, De Feo seems to suggest, is a journey of faith. Here De Feo has

introduced the particular tension produced by Pozzo’s illusions: the appeal to faith

' The scenographies are studied throughout this thesis, especially Chapters 2 and 4. Among Northern
Italian quadratura artists, Angelo Michele Colonna (1604-87) and Agostino Mitelli (1609-60) are
among the most prominent of the Bolognese school; see Kemp, The Science of Art, 136-37. In Genoa,
Valerio Castello (1624-59) and Andrea Seghizzi (1630-84); see Leoncini, ‘Gli affreschi di Valerio
Castello’; and Waterhouse, Italian Baroque Painting, 21. In Lombardy Morazzone (1573-1626) and
Ghisolfi (1623-83); see Romano, ‘Ancora su Andrea Pozzo,” 297; Spiriti, ‘Andrea Pozzo dalla
Lombardia a Mondovi’; Spiriti, ‘Andrea Pozzo pittore,” 44-53; and Dardanello, ‘Esperienze e opere.’
Significant recent work on the subject of illusionism in Baroque art includes Warwick, Bernini: Art as
Theatre and Lavin, Bernini and the Unity of the Visual Arts.

*% Fagiolo, ‘The Scene of Glory,” 234.

2! Kerber, ‘Pozzo e I’aristotelismo.’

2 De Feo, Andrea Pozzo: architettura e illusione, 13.



through the intellect, or the meeting of the intellect with the emotion and the 'wonder'
of the Baroque.

Discussions abound regarding Pozzo’s practice of perspective, the complex
relationship between art and science which many feel it represents, and the possible

meanings inherent in the perspectival image.>

The notion that Pozzo's perspective
directs the intellect to discovery of the divine or even communion with it is
addressed in my later chapters. At this introductory stage of the thesis, I believe it is
important to recognize, as Fagiolo and others have, that Pozzo, in his works and in
his practice, represents an artistic turning point, not only in illusionism, but in the art
of the seventeenth century more generally: a direction that does not necessarily leave
behind the appeal to the emotions and the 'wonder' and 'marvel' traditionally
associated with the Baroque, but exerts an even more powerful, and potentially
persuasive, effect on the observer by appealing to the intellect.

In his essay for the 2009 Pozzo symposium in Rome, 'Il teatro delle idée:
prospettiva e scienze matematiche nel Seicento,’ Filippo Camerota opens with a
discussion of the perspectival practice of quadraturists in the sixteenth century and
Pozzo's uncompromising adherence to a perspective system based on a single
viewing position.”* Pozzo’s Corridor of Saint Ignatius in the Casa Professa del Gesu
in Rome is probably the best example of his technical rigour: the perspectival
construction, executed over five surfaces, in a space with very unusual spatial and

optical challenges, functions as a convincing illusion from only one designated point.

> The result of this system, many authors have said, is that the deception of Pozzo's

3 The literature on this topic is discussed throughout this thesis, especially in Chapter 5.

4 Camerota, ‘Il teatro delle idée.’

** This little-studied work of Pozzo was finally given due attention and analysis by Lidia Salviucci-
Insolera, Andrea Pozzo e il corridoio di S. Ignazio: una ‘belissima idea’ (2014), which includes

10



perspectival illusion is marvellously, and intentionally, revealed to the observer upon
departure from this single point.*

This theme of the deceit, the inganno, and subsequent revelation of the deception,
the disinganno, appears as a cultural metaphor of the period, finding expression in
literature, rhetoric, and, as we see in the work of Pozzo, art.”” The theme becomes
central to the theory and discussions of perspectival illusionism by the early
seventeenth century, as indicated by the title of Pietro Accolti's treatise of 1625, Lo
inganno degli occhi, prospettiva pratica. 1t is also repeatedly raised within the text
of Pozzo's own treatise.”® 1l Cannocchiale Aristotelico (1670), by the Jesuit scholar
of rhetoric and playwright Emanuele Tesauro, is regarded as a core text in
understanding seventeenth-century culture, particularly the use of metaphor and

symbol within systems of visual rhetoric.” One of the 'categories of metaphor'

Camerota’s very valuable analysis of Pozzo’s method of image construction and transfer,
accompanied by extensive computer models: Camerota, ‘““Stimando per vero,”” 159-166.

*® This theme runs throughout the literature on Pozzo. See especially See Bosel and Insolera,
‘Mirabili disinganni’; Martinelli, ““Teatri Sacri e Profani” di Andrea Pozzo’; and Insolera, Andrea
Pozzo e il Corridoio. See also Zanlonghi, ‘Teatro senza attori’; and Camerota, ‘Il teatro delle idee.’

*7 Inganno: deceit or trick. In the study of illusionistic painting it refers to the perceptual trick
whereby an object or space represented in painting appears to be real. Disinganno is the revealing of
a trick; in painting and specifically perspectival illusionism, it refers to the revelation of the image or
space as a perceptual trick. The Spanish equivalent, engafio and desengafio, is a recurring theme in
early modern Spanish literature; as demonstrated in the writing of Balthasar Gracian and Cervantes, it
is frequently associated with the falsity of perceptions and of situations brought on by deceit. A few
references among the substantial body of literary criticism which addresses the theme include Acker,
The Baroque Vortex, 28 and 45-46; Wagschal, The Literature of Jealousy, 23-26; and Robbins, ‘From
Baroque to pre-enlightenment.” In art historical studies, Henin indicates the psychological element of
inganno in her defintion of the term, which embraces two types of illusion: ‘the illusion contrived by
the decor, and the illusion suffered by the spectator.” Hénin, ‘Parrhasius and the Stage Curtain,” 56.

*¥ Pozzo uses expressions meaning to trick—either ‘ingannare’ or ‘gabare’—throughout both tomes of
the Treatise. He opens Perspectiva, 1, with his address to the reader saying, ‘L’Arte della Prospettiva
con ammirabil diletto inganna il piu accorto de’ nostri sensi esteriori che € 1’Occhio. . .” In Fig. 60 he
describes an altar design rendered as an ephemeral scenography: ‘ingannera chi lo rimira.” In Figure
66, of round structures, he says, ‘se siano fatte con buon disegno, dipinte con maestria, e ben
contornate, ingannano 1’occhio a maraviglia.” In Fig. 101 of the same volume he describes the
necessity of a single, fixed point of viewing for ‘ingannar ’occhio.” In Perspectiva, II, Fig. 47 he
describes the elements of one of his realised Quarant ‘ore scenographis each doing their part to ‘gabar
I’occhio,” explaining further that ‘i disegni di opere grandi fatti con buona regola di architettura,
pittura, e prospettiva gabano 1’occhio. . .’

*% Carandini has called the work ‘the most important rhetorical summa, the most generalized theory of
the aesthetic of the seventeenth century.” Carandini, Teatro e spettacolo nel seicento, 10. Zanlonghi
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which Tesauro illustrates is the "Metaphor of Deception,' or of the 'Unexpected.”’
He describes the experience as a 'delight to the intellect,' the delight of surprise:

It is therefore a secret and innate delight of the human intellect. . .

because that transition from the inganno to the disinganno is a manner

of learning by way of the unexpected.”"
Tesauro's conception of the discovery of the 'trick' is not merely the registering of
surprise as an entertainment; it demonstrates a moral virtue: a certain intellectual
agility and playfulness (he cites Aristotle's Eutrapelia) regarding both jokes and
perceptual tricks, and the ability to derive pleasure from certain kinds of deception.*
Because Pozzo's perspectival images are constructed based on a single viewing
position, the illusion is already predisposed to be revealed on the first encounter.
What is the intended result of the disinganno, the revelation of 'truth,’ when the mask
is pulled away? The discovery of the illusion calls into question perception itself,
and our faith in our own senses. Where we go upon this discovery is the next step,
one that has led to the many philosophical and theological interpretations of Pozzo's
perspective system.

The reception of Pozzo's works, both in the biographies and his own accounts,

invariably centres on meraviglia. Beyond the marvel inspired by the perspectival

maintains the work as a central point of reference in her analysis of the funeral of Philip III, for which
Tesauro designed the rhetorical program, in Teatri di Formazione, 17-70. For a briefer discussion of
the same event, see Zanlonghi, ‘The Jesuit Stage,” 531-35. See also Conte, La metafora barocca, 105.
Tesauro’s metaphors appear in analyses of Baroque scenographies; see Noehles, ‘Teatri per le
Quarant’ore,” 91. For the life and work of Tesauro, see Zanardi, ‘Vita e esperienza di Emanuele
Tesauro’; and Hyde Minor, Baroque Visual Rhetoric, 15-16.

30 Tesauro, Il Cannocchiale Aristotelico, ‘Metafora Ottava, Di Decettione,” 460-61.

*! Translation mine. ‘Egli ¢ dunque una segreta & innata delitia dell’Intelletto humano, I’avvedersi di
essere stato scherzevolmente ingannato: peroche quel trapasso dall inganno al disinganno, ¢ una
maniera d’imparamento, per via non aspettata; & percio piacevolissima.” Tesauro, // Cannocchiale
Aristotelico, ‘Metafora Ottava, Di Decettione,” 460.

2. ‘tutte son DECETTIONI IN FATTO o Facette Urbane, appertenenti a quella giocosa &
giocanda Virti Morale, che il nostro Autore chiamo Eutrapelia: cio¢ versabilita d’intelletto,
adattantesi al genio di coloro con cui lietamente conversa, & passa il tempo.” Tesauro, I/
Cannocchiale Aristotelico, ‘Metafora Ottava, De Decettione,” 461. Tesauro cites Aristotle, Ethics,
Chapter 8.
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image itself, the deliberate revelation of the illusion signals a further marvel: Richard
Bosel and Lydia Salviucci Insolera refer to Tesauro in describing the experience of
Pozzo’s astonishing apparati as one which unfolds over time: at first the spectator is
amazed; then the realization that the image is a fiction causes another kind of wonder

at this 'metaphor of deception.'”’

I take the position that the disinganno of the
illusion serves not only an intellectual function, but a spiritual one as well; and this is
revealed by examining the illusion in relation to the religious context for which the
work is produced. Moreover, architectural perspective must be considered together
with the other elements of the image—figures, allegorical and iconographic devices,
colour, light—and understood as part of a broader rhetorical system designed with
persuasive aims.

Inganno and disinganno is an idea related not only to perspectival illusion, but to
material and process. Martinelli describes inganno on two levels: the illusion of the
architectonic perspective construction, and the disguise of the means and materials.>*
Pozzo's work can thus be defined as mimesis occurring on two levels: the
illusionistic image admits to its own fiction, while the materials and process involved
in creating it make a performance of artifice.”> One aspect of Pozzo that sets him
apart from his predecessors is how he physically produced his works. This needs to
be addressed not only on the level of image construction, but on the level of material

production and its reception. As will be discussed in this thesis, much of Pozzo’s

'brilliance' in the narratives and the accounts is associated with his ability to produce

3 Bosel and Insolera, ‘Mirabili disinganni,” 19.

3 Martinelli, ““Teatri Sacri e Profani” di Andrea Pozzo,” 112

* A few of many discussions of the theme of mimesis in both art and theatre include Warwick,
Bernini: Art as Theatre esp. 10, 14, 36-37; Van Eck and Bussels, ‘The Visual Arts and the Theatre’;
and Hénin, ‘Parrhasius and the Stage Curtain.” For the origin of term in ancient Greek performance
and its meanings, see S6rbom, Mimesis and Art, 11-40.
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'marvels' with poor materials; and in comparing ephemeral to permanent projects in
Pozzo’s work, one begins to find that their design and execution take precedence
over material and medium. Moreover, the discovery of the 'poor materials,' like the
discovery of the spatial illusions in the perspective scenes, is the phenomenon which
inspires 'wonder.”® Pozzo’s impeccable technique as a painter and as a perspective
artist could be said to bestow a certain 'wonder of creation' onto painted illusions and
ephemeral constructions, rendering them worthy art objects in the eye of the public
on a level with their marble and gilt bronze counterparts. The question of
'shamfulness' that Irving Lavin posed regarding Bernini’s works of bel composto—
produced with complex and costly means and materials—might just as aptly apply to
Pozzo and his ephemeral constructions and frescoes: Pozzo's perspectival and
material illusions, like the 'shamfulness' of Bernini's art, could be said to 'convey a
message concerning the ultimate nature of reality and creation'.”’

We must acknowledge that the word 'shamful' does not apply to Pozzo’s work in
quite the same way that it might apply to Bernini. While Bernini sought to imitate
material or phenomena through the use of another material or materials—stone
imitating flesh, drapery, foliage, clouds or fire; amber, glass and bronze-covered rods
simulating 'heavenly light—Bernini's bei composti are in all cases crafted in the
mode of the 'permanent.! Pozzo's painted illusions and his ephemeral scenographies
do not claim to be something other than a fiction, and in this sense are consciously
and unapologetically fictive. They may trick the eye momentarily, or even for a
period of time, but are eventually 'discovered'; and as described earlier, this intended

discovery is a central theme in Pozzo's work. Moreover, the public of the

% Levy, ‘The “Perspectives”,” esp. 25-26
*7 Lavin, Bernini and the Unity of the Visual Arts, 4.
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seventeenth century was fascinated with these fictive images and constructions as it
is with the means by which they are achieved.”® An idea which I will seek to
illustrate in my discussion of Pozzo's illusionistic works, such as the ‘temporary’
dome in Sant’Ignazio and the ephemeral high altar at Mondovi, is that their immense
success seems to signal a public acceptance, and even embracing, of scenographic
illusions of architecture in place of actual construction.

The relationship of the ephemeral and the illusory to the 'real' and the 'permanent’
in Pozzo, and the function such apparent dichotomies play within the intellectual,
spiritual, and cultural contexts of the time are among the major questions to be
pursued. A theme which has recently been given renewed emphasis in studies of
seventeenth-century art and culture is the complex relationship between the 'real' and
the fictive, between 'reality’ and illusion.” In the field of art, architecture and
scenography, this topic of discourse is given some of its richest case studies in the
work of Pozzo, whose own particular interest was in joining one to the other, 'joining
the false with the real.™® A compelling explanation of both the illusionism and the
pictorial content of Pozzo's fresco programs is the overarching spiritual metaphor
that Pfeiffer applies both to the iconography of the images and to the dissolution of
barriers between celestial and terrestrial, 'real' and 'fictive,' which Pozzo’s illusionism

brings about: 'Andrea Pozzo creates a vision in which the heavens and the earth co-

¥ Warwick identifies as a theme in seventeenth-century art studies the simultaneous ‘viewing as a
form of transport and as a study of the technical means of its illusion. . .” Warwick, Bernini: Art as
Theatre, esp. 12-13.

3 Warwick, Bernini: Art as Theatre; also Adamson, ‘The Real in the Rococo.’

* <congiugendo il finto col vero,” Pozzo, Prospettiva 1, Fig. 30. This theme is discussed in my
analysis of Pozzo’s earliest scenographies in Chapter 2, and is revisited in my discussions of the
ceiling at Mondovi (see Chapter 3), the Roman scenographies (Chapter 4), and the ceiling and dome
in Sant’Ignazio (Chapter 5). Virtually all of Pozzo’s illusionistic frescoes feature extensions of the
built architecture.

15



penetrate,' Pfeiffer says, 'where terrestrial things become celestial and vice versa.™'
As I analyse Pozzo’s works, I seek to identify just how the 'co-penetration' of worlds
which Pfeiffer describes is achieved visually; and to identify the role that such an
effect of illusionism serves in the performed context of ritual and prayer.

The dissolution, or confusion, of barriers between the real and the fictive as a
trope of theatrical performance returns us to theatre, which I consider the central
concern of Pozzo's work and our reading of it. Pozzo’s major works—from his early
scenographic projects to his fresco cycles, his altars and his grand Quarant'ore
scenographies in Rome—are 'theatres' in their conception and their production.
Beyond merely suggesting dramatic performance, they serve as environments for
ritual performance and prayer. In confronting Pozzo's works within the constructed
contexts of the religious buildings they adorn, and within the context of ritual for
which they were designed, the observer engages in an internal and external
performance through movement, discovery, and participation in the rites of worship.
Moreover, the roles of artist, work and observer are related one to another in a
manner which can be termed 'performative." For the reasons I have here described,
which I will illustrate throughout this thesis, I argue that the work of Andrea Pozzo
does not simply function as a scenography, a device or background for religious
theatre; it is religious theatre.

Critical to the success of such an inquiry is getting to the heart of religious
performance and what comprises the rituals in question. We cannot understand a
religious building, a church decoration, or a religious scenography without a

thorough understanding of the ritual purpose for which it was made. Moreover, the

*! Pfeiffer, ‘Teatro gesuitico e devozione,” 79.
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fact of illusionism—perspectival, material, or otherwise—becoming a cultural and
intellectual preoccupation of the age is linked not simply to wonder or admiration at
technique and the successful employment of perceptual 'tricks." Illusion is a central
element of performance, and perspective is one type of illusion. The meaning and
function of perspective and illusion in Pozzo's work—and indeed much art of the
seventeenth century—can only be determined by examining illusionistic works in
terms of the performances and rituals for which they served as performance settings,
images of devotion or devices for reflection and contemplation.

My approach is contextual, as I seek to establish an in-depth understanding of the
culture in which Pozzo emerged and worked as an artist. This culture includes the
artistic and architectonic cultures of the regions in which he spent time, the
intellectual and religious culture of the Jesuits—whose influence in the broader
Catholic religious culture of the period cannot be overestimated—and, perhaps most
importantly, the culture of performance and ritual which in many ways defined the
Catholic Church and Italian society in the early modern. The reassessment of Pozzo
in relation to the culture of religious performance which I offer in this thesis points to
something of wider concern and implication: the life and career of the Jesuit artist
from Trent, when approached by way of religious theatre, become a lens through
which we might better understand the relationship of art and architecture, particularly
the religious art and architecture of the Jesuits, to the culture of ritual and spectacle
of the seventeenth century.

My first chapter is devoted to Pozzo’s education and spiritual training. Here I
seek to place him within the spiritual, intellectual and visual culture of the Jesuits. I

consider Pozzo in relation to Jesuit religious life and education, with particular
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emphasis placed on the field of rhetoric and performance, and I include a discussion
of topics in Jesuit philosophy and theology as they relate to visual themes in Pozzo's
work. I discuss the tradition of Jesuit imagery and visual culture, which is of clear
importance in understanding the iconography of Pozzo’s major works, and conclude
with a brief contextual discussion of Jesuit research and scientific culture as I study
the tradition of perspective research to which Pozzo contributed his own treatise.

Chapter 2 is devoted to Milan and Northern Italy, the region of Pozzo's artistic
training and of his first years in the Society of Jesus. As I examine the culture of
theatre and ritual in the region, I place emphasis on the political and ecclesiastical
environment of Milan and its key players: Charles and Federico Borromeo, the
Spanish monarchy, and the Jesuits. I focus on accounts and analyses of several
genres of religious ritual and spectacle of the period, both prior to Pozzo and
contemporary with his own activities, and I also examine the theatre stages and
scenographic practices of the region. In this chapter I seek to illustrate the theatrical
culture of northern Italy and the major themes and ideas represented in the rituals and
scenographies, and to identify the sources of Pozzo's visual language and techniques.
I then go on to examine Pozzo’s first public works: the scenographic apparati for
major religious occasions in Milan and Genoa.

I have devoted the third chapter to Pozzo’s earliest surviving large-scale church
decoration project, the church of San Francesco Saverio at Mondovi. Here all of his
skills and training were given expression and challenge in a complete teatro sacro.
Key themes here will be the idea of architecture as scenography, and of the church

interior and its sequencing of images, spaces and architectural forms as a complete
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theatre produced as a place of individual spiritual journey and of collective ritual
procession.

I dedicate the last two chapters to Pozzo’s Roman period. Chapter 4 focuses on
Pozzo's career in Rome as a religious scenographer, situating him within the tradition
of religious theatre in the papal city and within the theatrical tradition of the Jesuits.
The Quarant'ore, or devotion of the Forty Hours, is the major focus of this chapter as
I discuss the tradition of the ritual in Rome, leading up to Pozzo's landmark
scenographies for the Quarant’ore at the Gesu. In my analyses of these works and
Pozzo's theatre sets for the Jesuit stage, I discuss the scenographic innovations of
Northern Italy which he introduces to Rome.

My final chapter deals with a selection of Pozzo's great Roman 'masterpieces':
the fresco cycle in the Corridor of St Ignatius in the Casa Professa del Gesu, and the
fictive dome and major vault frescoes in Sant'Ignazio. I present these works as
'theatres of transformation'; the transformation of space and structure through
perspectival illusion, narrative scenes, 'performing' figures and systems of
iconography; and transformation of the visitor and the faithful through ritual
performance, intellectual discovery and spiritual transcendence. In both of the final
chapters I consider Pozzo's role as a teacher: the didactic function of the works as
teaching tools for his students in perspective, painting, and fresco technique; and the
works as opportunities for Pozzo to instruct his public in the virtues and process of
perspectival illusion.

Theatricality continues to be a major theme in the literature on Baroque art, and in
the field of early modern studies more generally; in both cases, it is a topic which has

at least begun to receive the kind of focused and detailed treatment needed to make it
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a useful framework for the study of both the art and the culture of the period.*
Considering Pozzo as a case study in Baroque art and culture, I seek to engage in a
more precise discourse around such concepts as 'theatrical' and 'scenographic' to
describe this culture, its art, and the role of religion in within it. As I consider the
cultural, historical and religious contexts in which Andrea Pozzo formed and which
gave rise to these works, I demonstrate that Pozzo represents not only the
culmination of Baroque perspectival illusionism, but, far more importantly, the
climax of the tradition of religious theatre, as developed and employed by the Church
and the Jesuits in the seventeenth century, which would continue in various forms

and in various places, for more than a century after his death.

*2 Recent work in this field include Warwick’s Bernini: Art as Theatre (2012) and van Eck and
Bussels, Theatricality in Early Modern Art and Architecture (2011). For theatricality in architecture,
see Gordon Dotson, J.B. Fischer von Erlach. Architecture as Theatre in the Baroque Era (2012).
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CHAPTER 1

Pozzo’s Jesuit Foundations

The complex images of Pozzo’s art, particularly the major frescoes, have served
as ready subjects of iconographic analysis for which a large body of art historical
writing has been produced. Most of this writing centres specifically on their
identifiably Jesuit content.' As works of perspectival illusionism, they suggest
multiple levels of meaning, encouraging discussions regarding cosmology and even
the ethics of illusionistic images in a religious context. What is largely missing in
the literature, apart from the identity and formation of Pozzo as an artist, is a
concerted effort to understand him as a Jesuit, and what this really means,
artistically, intellectually and culturally. Fundamental to an understanding of both
the works and the artist is an understanding of the religious order to which he
belonged—from its founding principles and mission to its rules and expectations
regarding conduct, daily life and work, to the pursuit of intellectual and artistic
activities.

Situating Pozzo within the context of Jesuit life and culture will, I believe,
provide many of the tools necessary to examine his major works, the origins of the
imagery contained in them, and, most importantly, their ritual function. I would
suggest, and shall argue further, that the primary purpose of Pozzo’s art is the
communication of faith, and through this communication, activation and, ultimately,

persuasion. The following chapters will demonstrate that this end of persuasion is

' See Kerber, Andrea Pozzo, 54-74 and ““Ignem veni mitteri in terram™; Levy, ‘A Canonical Work’
and Propaganda, 150-160; Pfeiffer, ‘Dal teatro gesuitico,” ‘L’iconografia e il messaggio,” ‘The
Iconography of the Society of Jesus,” ‘Pozzo e la spiritualita,” and ‘Teatro gesuitico e devozione’;
Gallavotti, ‘Gli esordi pittorici a Roma’; and Insolera, Andrea Pozzo e il Corridoio, 16-23 and 143-51.
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achieved in Pozzo’s work in much the same way that it is achieved in the Jesuit
theatre and in the festivals, rituals and other spectacles of the period: through
performative engagement of the observer. A major objective of this chapter will be
to establish the centrality of performance in Jesuit culture, as demonstrated in their
spirituality, their educational system, and their cultural engagement with the
communities in which they established a presence.

As an artist who achieved considerable fame in his own time, and a religious
brother besides, Pozzo has predictably been subject to a good deal of mythologizing.
The tendency, for example, of the biographers to portray him as saintly casts a
certain mytho-spiritual light that pervades the events, the works, and the working
process. The narratives of both Francesco Saverio Baldinucci (late 1720s) and Lione
Pascoli (1736) identify the personality of the young Pozzo as marked by a kind of
duality: he demonstrates tireless patience and humility toward his masters,
benefactors, patrons, and public, and yet he is aware enough of his abilities and the
virtues of his craft to recognise within them an obligation to teach the ignorant and to
persuade the stubborn.? These biographies, taken as literary narratives, set up the
‘drama’ of Pozzo’s life and provide valuable insight into how his works were
received and remembered.

Pozzo’s Jesuit foundations extend back to his youth. His elementary education in
Trent took place at the Jesuit college; he was therefore, from his earliest years, a

product of Jesuit education.” He was admitted to the order as a lay brother coadjutor

2 For Pozzo’s series of anonymous early masters, see Baldinucci, ‘Vita del Pittore,” 315/c.121r.-
316/c.122r.  Pascoli’s account of the painting of the dome in St. Ignatius—from upheaval to
redemption to public praise, is one such heroic tale of Pozzo. See Chapter 5 and Pascoli, ‘Di Andrea
Pozzo,” 695. For the dating and a comparison of these biographies, see Levy, ‘The “perspectives.””’

? Bianchi has estimated 1652 to 1659 as Pozzo’s period the Jesuit schools in Trent. Bianchi, ‘Regesto
ragionato,” 131.
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at the Casa Professa of San Fedele in Milan on 23 December 1665 at the age of
twenty-three, and sent to begin his novitiate in Piedmont.” It was not long before
Pozzo’s talents were recognized, and his prolific painting activity became both a
source of revenue for the order through outside commissions, and a means of
spiritual instruction for the faithful within Jesuit churches.” His rapid rise as a
painter in Northern Italy occurred at a time when the Jesuits were increasingly
emphasizing images and church decoration as defining features of their liturgy and
their identity.

We may say that Pozzo’s career was driven by this artistic agenda of the Jesuits,
as he became the lead protagonist of Jesuit art in the final decades of the seventeenth
century. A major point I wish to make in this chapter, which is demonstrated both in
Pozzo’s works and in his practice, is that his choice of a spiritual path, and the Jesuit
order specifically, determined not only the works he produced throughout his career,
but his approach to the work itself: from its iconography to its rhetorical and
liturgical role; the way he understood his role as artificer of religious art; and the way
he conducted himself, particularly when coming under the fire of criticism and being

caught in the snare of the politics surrounding the major commissions.

* ARSI Med. 55, Cat. Trien. 1672-1675, 43r., Entry 23: ‘Andreas Puteus, Patria: Tridentinus, Etas: an.
29; natus anno 1642. 30 dicembris, Vires: Bonae, Tempus Societatis: anno 1665. 23 Decembris. For
an explanation of coadjutors and grades of membership, see O’Malley, The First Jesuits, 345-47.
According to Baldinucci, he is sent to Piedmont for his novitiate. Baldinucci, ‘Vita del Pittore,’
317/c.123v.

> Eventually the requests for Andrea’s paintings become so numerous that Andrea must quit his other
duties and dedicated himself to painting. In a short time the paintings become profitable enough to
support six new subjects in the college. Baldinucci, ‘Vita del Pittore,” 318/c. 124v.-125r.
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Pozzo and Jesuit Religious Life: Spirituality, Obedience and Artistic Authorship

In order to better understand Pozzo as a Jesuit artist, I feel it is essential to
establish some key points regarding Jesuit religious life and spirituality, which I
believe can shed light on the content and function of Pozzo’s work as well as on his
role as an artist within the order. The Spiritual Exercises and the Constitutions, a
more expanded form of the original Formula of the Institute, form the founding
documents of the Society of Jesus.® The Constitutions provided the structure and
administrative protocols of the order as well as the rules for admitting new members
and guidelines for the colleges. The Exercises, an essential component in the
formation of novices, are considered by many to be a reference guide to
understanding Jesuit spirituality. 7 Designed as a four-week retreat, the Exercises are
meant to appeal to the three faculties of the soul: memory, understanding, and will.®
The goal is to guide the exercitant toward the singular purpose of discerning and

fulfilling God’s will through a life which as closely as possible imitates that of

6 O’Malley, The First Jesuits, 37. For the Formula, created by the first members of the Society, see 4-
5. Ignatius of Loyola The Constitutions of the Society of Jesus (Constitutiones Societatis lesu, Rome,
1558).

" The bibliography on the Spiritual Exercises is vast. Javier Melloni, S.J. has traced the history,
sources context of the Exercises, including a ‘geneological tree’ demonstrating their basis in spiritual
writings extending back to the early Christian period. Melloni, The Exercises of St Ignatius of Loyola,
1-20, esp. 12-13. For the relationship of the Catholic Church to the Exercises, see Buckley, ‘Ecclesial
Mysticism in the Spiritual Exercises of Ignatius.” For the relationship of the Exercises to Jesuit
theology, and a sense of how they are understood and used in contemporary Jesuit practice, see
Haight, ‘A Theology for the Spiritual Exercises of St Ignatius of Loyola.’

¥ Each week has a thematic focus: the first week is an examination of the conscience with a focus on
mortal sin and its punishment, including a vivid sensual portrayal of hell; the second focuses on the
Kingdom of Christ, comparing his call with that of a temporal ruler, with contemplations on the
Incarnation, the Nativity, events in his early life, and the meditation on the Two Standards—that of
Christ, the ‘supreme captain’ and that of Lucifer, the ‘mortal enemy of human nature.” The third week
focuses on Christ suffering in the Passion, and the fourth on the Resurrection. This last week is
characterized by the intense light of joy permitted after the intense darkness of the Passion. St Ignatius
of Loyola, The Spiritual Exercises of Saint Ignatius. For a discussion of the Exercises, their structure
and meanings, and how they were administered and undertaken, including their individual nature and
adaptability to different persons and circumstances, see O’Malley, The First Jesuits, 37-50 and 127-
33.
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Christ. The senses are employed as tools of prayer in the formulation of images for
contemplation, rendering present scenes from scripture, especially the sacred
mysteries and the Passion. The exercitant is encouraged to make himself physically
present in the scene, imagining its associated sights, sounds and smells. By thus
‘entering’ the scene, he becomes an active performer in the stories from scripture and
in the sacred mysteries, a participant in the sacred drama presented on an imaginary
stage of memory.®  Spiritual understanding is achieved through this active
participation.

The interior visualisation, participation and personal involvement in the sacred
mysteries called for by the Spiritual Exercises, together with the emphasis on the
senses that we find in Ignatius’ mystical experiences, underline the idea of faith, in
Jesuit spirituality, as a performed narrative. This idea is evidenced in Jesuit visual
culture beginning with the first commissioned Jesuit works of art, both paintings and
works in print, which depict images of scripture and the lives and martyrdoms of
saints.' It takes more coherent and concrete form in the increasingly planned and
integrated design and decoration of Jesuit places of prayer and worship, reaching full
maturity in the first Jesuit churches in Rome, where paintings were arranged, as
Gauvin Alexander Bailey describes, ‘as a sequenced pilgrimage of the soul, with a
step-by-step ascent from the sins of one’s past toward love of God and embracing of

. 11
vocation.’

’ Haight, ‘A Theology for the Spiritual Exercises,” 167.

' Early Jesuit fresco cycles in Rome include the martyrdom cycle in the church of Santo Stefano
Rotondo by Antonio Tempesta and Niccolo Circignani (1583); and the frescoes in San Vitale by
Agostino Ciampelli (c. 1595). Bailey has highlighted the roles that such images played in the
formation of novices in the colleges, citing the example of the lost cycle at the Jesuit novitiate at
Sant’Andrea al Quirinale. Bailey, ‘Italian Renaissance and Baroque Painting,” 130-135.

' Bailey, ‘Italian Renaissance and Baroque Painting,” 126.
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From his novitiate onward, the Spiritual Exercises would have played a central
role in Pozzo’s spiritual life. It has been suggested that his work and research were
in themselves a ‘spiritual exercise,” even that the Exercises are the key to
understanding Pozzo’s work and his relationship to his art.'* Evonne Levy has
discussed the problems inherent in an over-reliance on the FExercises as an
interpretive guide for Jesuit art, describing them as ‘art history’s sweeping explanans

13 .
> Where Pozzo’s work is concerned, I

of the entire phenomenon of the Jesuit arts.
believe this single-reference reading too easily leads to the idea of the painting cycles
following a formula or visual program directly tied the Exercises, which in most
cases is simply not present.'* I therefore do not consider the Exercises a means of
interpreting specific aspects of Pozzo’s work, or as a ‘roadmap’ for reading his
fresco narratives and decorative schemes. Rather, I choose to regard them as a
means of understanding Jesuit spirituality, specifically the method of prayer which
makes extensive use of interior visualisation and the senses, and calls upon the
believer to participate and to perform within a sacred narrative. This performativity, I
am convinced, is key to reading Jesuit works of art and architecture. In Pozzo’s
work, performative engagement is brought about through the involvement of the
believer (or convert) in the narrative of the painted scenes, through visual

engagement in the perspective systems and the spatial illusions they produce, and

through participation in the rituals for which they serve as a visual context.

'2 Pfeiffer insists that the Exercises are the key to understanding Pozzo’s work and his relationship to
his art. See Pfeiffer, ‘Pozzo e la spiritualita,” 14. See also Carta, ‘Le finte cupole,” 63

1 Levy, ‘Early Modern Jesuit Arts,” 75-81. Hibbard convincingly argues that Jesuit painting cycles
followed a programmed sequence, and in some cases refer to themes corresponding to the Spiritual
Exercises. Hibbard, ‘Ut picturae semones,” 29-49.

' The idea of the Exercises as an interpretive device for Pozzo’s work is further discussed in Chapter
5 in relation to the Corridor of St Ignatius.
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At the beginning of the Exercises, Ignatius puts forth the Principle and

Foundation of the order:

Man is created to praise, reverence, and serve God our Lord, and

by this means to save his soul. All other things on the face of the

earth are created for man to help him fulfil the end for which he is

created. From this it follows that man is to use these things to the

extent that they will help him to attain his end. Likewise, he must

rid himself of them in so far as they prevent him from attaining it."
Two themes present in these lines, which I would like to highlight where Andrea
Pozzo is concerned, are first, the principle of service and obedience; and second,
singularity of purpose. Pozzo’s relatively humble status within an order whose
religious life placed such emphasis on obedience, and the biographical narratives
which continually highlight his obedience, have both contributed to the image of
Pozzo as a simple coadjutor obediently and faithfully carrying out orders.'® The
Constitutions lay forth a detailed series of traits required of those entering the order.
In terms of personality, those admitted should be men ‘of good conscience, sedate,
tractable, lovers of virtue and perfection, given to devotion’; furthermore they should
be ‘calm, steadfast, strenuous in what they undertake for God’s service.’ 17
Conversely, ‘it is by no means conducive to [the Lord’s] greater service to admit
men of unmanageable tempers.’ Jesuit obedience is defined in the Constitutions in
very clear terms:

It is especially conducive to advancement, nay even necessary, that al/l

yield themselves to perfect Obedience, regarding the Superior. . . as

Christ the Lord; and submitting to him with inward reverence and

affection; let them obey not only in the outward performance of what

he enjoins; entirely, promptly, resolutely, and with all due humility,

without excuses, or murmurs, even though he order things hard to be
done, and repugnant to their own sense; but let them also strive to

'* St Ignatius of Loyola, The Spiritual Exercises, 47.
'® The narratives of Baldinucci and Pascoli both repeatedly highlight Pozzo’s humility and obedience.
17t Ignatius of Loyola, The Constitutions, First Part, Chapter 11.2, 11.4, IL.8.
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acquire perfect resignation and denial of their own will and judgment
to that which the Superior wills and judges. . .'*

Whether or not we accept the biographical accounts of the humble Jesuit brother
bowing his head to authority, the biographers notably highlight the public response
to Pozzo’s works and how he handles himself in response to criticism. These
narratives, with thematic similarity, describe a ‘drama’ of persuasion in which Pozzo
is repeatedly made to convince his public by ‘winning them over’ through the marvel
of his perspective and the scenographic effects he produces.” The painting of the
fictive dome of Sant’Ignazio, an event whose uproar reached near-crisis proportions,
is probably the best example.® Having given his ‘lesson’ to his audience through the
great success of the works, Pozzo uses the treatise as an opportunity to defend
himself and his process in writing, as we shall see.

It is important, in spite of having the definition before us, not to oversimplify the
Jesuit idea of obedience. The obedience that Ignatius required depended on
abegnation of self. This abegnation, however, should not be construed as a
relinquishing or suppression of one’s identity as an individual, but rather as the
sacrifice of one’s self-interest where the will is concerned, in order that one might
more perfectly serve others, and, ultimately, Christ.>' It was not the expectation, or
the desire, of Ignatius or his descendants that the identity of the individual be
obliterated or ‘absorbed’ into the order. This is essential in understanding Jesuit art

and the art of Pozzo. Pozzo’s uncompromisingly centralized perspective system, for

8 St Ignatius of Loyola, The Constitutions, Third Part, Chapter I. 23.

' The hostility and lack of understanding on the part of the Jesuit fathers and the public are discussed
in relation to his Roman scenographies in Chapter 4, and to the dome and the vault of Sant’Ignazio in
Chapter 5.

20 For a discussion of this event, see Chapter 5. See Baldinucci, ‘Vita del Pittore,” 325-26/c.132v.-
c.133av. Pozzo’s defense is eloquently presented in Pascoli, ‘Di Andrea Pozzo,” 695. See also Levy,
‘The “perspectives”,” 26.

21 See Guibert, The Jesuits, 91, 140; and O'Malley, The First Jesuits, 351-56.
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example, was interpreted as early as the eighteenth century as a metaphor for Jesuit
obedience and centralized authority. > The metaphor contained in this system is
evoked by the artist in his opening address to the reader in his treatise, in which he
equates the central point at which all points converge with the Glory of God; Pozzo’s
perspective practice thus becomes an artistic endeavour undertaken ad maiorem Dei

gloriam:

Begin therefore. . . happily your work; with the resolution of

always drawing all the lines of your operation to the true point of

the eye, which is the Glory of God. And I wish, and promise, that

you will happily succeed in honouring yourself in the

undertaking. >’
This brings me to the second theme identified in the Principles and Foundation: the
singular purpose of our existence, as Ignatius saw it, and therefore of all of our
activities. The praise and service of God might be seen as the ultimate goal of all
religious art, and certainly all Jesuit art; in Pozzo, the precise, methodical, studied
manner in which the frescoes and scenographies are conceived and produced
demonstrates a particularly linear way of thinking and working. At the same time,
Pozzo’s work is not an exercise in sobriety or stoicism; examples of his designs to be
studied demonstrate an architectural sense based in classicism but reaching toward
the ‘dramatic gesture’ of the more daring experiments of the day, initially those of
Venice, Milan and the north and later the Roman works of Borromini.

The discipline of the emotions is a major theme in Jesuit moral philosophy, as

demonstrated in the writings of the French Jesuit Nicolas Caussin, who in his work

> Kerber and Pfeiffer cite Lutheran Christoph Friedrich Nicolai, who in the eighteenth century
described the perspective in Sant’Ignazio as a metaphor for the Society of Jesus itself. Nicolai,
Beschreibung einer Reise, 650. Cited and transcribed in Pfeiffer, ‘Pozzo e la spiritualita,” 13, Note 1
and Kerber, ‘Pozzo e ’aristotelismo,’ 39.

 Translation mine. See Appendix, Pozzo, Perspectiva, 1, ‘Al lettore.’
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The Holy Court (1638) seeks to achieve ‘the absolute reformation of the soul by
eternal principles, and the victory over the powers which oppose reason.”** He
portrays man as ‘a middle creature between Angels and brute beasts’ who
‘participates both of Flesh, and Spirit, by an admirable Tie, which in him occasions
continual war of Passions.” Rather than interpreting Pozzo’s perspectival images as
metaphors for the centralized authority and supposed ‘blind obedience’ of the Jesuit
order and way of life, I prefer to approach the ‘strictness’ of Pozzo’s perspective
system by considering its basis in rational thought. What we find in Pozzo’s words
defending his system, whose success is evidenced in the works and their reception, is
that the perspective becomes a metaphor not of Jesuit obedience, but of Jesuit
rationality.*

Command of oneself and one’s reason and emotions, recognising the true from
the false, and resisting the temptations both of earthly pleasures and the treachery of
‘illusions,” all proceed from discernment, an essential skill acquired in Jesuit spiritual
training, as outlined in Ignatius’ Rules for the Discernment of Spirits.*® Discernment
1s essential to election, the ‘union with God’, which, Javier Melloni describes,
‘comes about in the act and art of choosing in each moment in terms of God’s will.”*’
The intellectual engagement which Pozzo’s perspective system elicits from the
observer, the processs of inganno and disinganno, encountering the perspectival
illusion and discovering its artifice, and ‘finding’ the correct position from which to

view it, is a process of decision-making, a visual and cognitive exercise in

** Language and spellings modernised. Caussin, The Holy Court, ‘Prologue.’

* Pozzo’s perspective system, and his recorded comments defending it, will be discussed in relation
to specific projects in Chapters 4 and 5.

%% St Ignatius of Loyola, The Spiritual Exercises, 129-34. For a discussion of the ‘Rules for
Discernment,” See O’Malley, The First Jesuits, 41-43. Caussin’s The Command of Reason over the
Passions, the fourth tome of his Holy Court serves as an expanded study of such discipline in Jesuit
spiritual life.

*" Melloni, The Exercises of St Ignatius of Loyola, 50-51. See also O’Malley, The First Jesuits, 38-39.
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discernment to which Jesuit spiritual metaphors are easily applied. The movement
back and forth between the perfect alignment of the ‘correct view’ of Pozzo’s
perspectival illusions, and the ‘distortions’ we see when viewing them from other
positions, may be read as visual tests analogous to the spiritual tests—the
discernment of right from wrong, true from false—which the faithful must undergo
as they seek to move closer to God.”® The implicit connection of this discernment
with Ignatian discernment will be further discussed as I analyse the Corridor of St
Ignatius in the Casa Professa del Gesu in Chapter 5.

This process of election which leads to union with God is a process of searching,
and must be undertaken by the free-thinking, freely acting individual. The union
with the divine is not, as Ignatius saw it, a dissolution into the divine essence.”’ The
‘desire to be sublimated in the infinite, in the feeling of overwhelmingness and
unfathomableness’ which Heinrich Wolfflin upheld as a central theme in Baroque
art, particularly the art of the Jesuits, thus appears as a misunderstanding of both
Jesuit spirituality and the intended function of Jesuit art.** It undermines and even
negates the active role of the observer as an individual with free will who must ‘find’
answers, relegating the viewer to the essentially passive role of spectator viewing
something presented as an absolute truth. Moreover, sublimation or suppression of
the individual’s identity, will or initiative in the name of authoritative control or the

desire to achieve union with God would work entirely against the work’s spiritual,

*¥ Insolera has discussed the theme of Ignatian discernment in relation to the Corridor of St Ignatius in
Rome. See Chapter 5. Insolera, Andrea Pozzo e il Corridoio, 150-51. See also Kerber, ‘Pozzo e
’aristotelismo.’

**In the Spiritual Exercises, Guibert says, Ignatius’ ‘mystical union’ is not a ‘“transforming union”
which. . . in some way causes man’s own personal life to disappear within that of Christ. . .” Guibert,
The Jesuits, 55-56. Nor did the Jesuits” mystical theology, O’Malley says, consist of ‘the transports
and ecstasies typically connoted by the term, but . . . an inner understanding and relish of the truth
translated into the way one lived.” O’Malley, The First Jesuits, 243-44.

3 Wolfflin, Renaissance and Baroque, 86.

(173
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rhetorical and ritual functions as well as its efficacy to persuade. In addition to the
process of discernment discussed above, Pozzo’s work calls for engagement in the
individual performance of a ritual form of prayer, as well as participation in a ritual
of worship and devotion collectively performed by a community of faithful. This
will become more apparent as we study the culture of performed ritual of the
seventeenth century, as well as the role of performance and the active involvement of
the viewer in Pozzo’s works.

Where individuality of the artist and artistic authorship are concerned, we find in
the biographies, the correspondence and the accompanying text of his treatise that
while Pozzo demonstrates the obedience required of the order and by Ignatius, his
personality shines through, as do his leadership and initiative. The opening lines of
Pozzo’s letter to the Prince of Lichtenstein, in which he describes the ceiling’s
program, suggests that the design proceeded from a moment of spiritual and artistic
inspiration: ‘The first light that formed this idea came to me from those sacred
words: Ignem veni mittere in terrum, e quid volo nisi ut accendatur. . > >' We can be
certain that the ceiling’s program, like Pozzo’s other major commissions, involved
frequent consultation with his superiors. However, the fact that he takes credit for
artistic initiative in a letter reproduced in his treatise—a Jesuit publication—stands as
evidence of his authorship of the work as a whole. As I shall demonstrate in my
discussion of Jesuit spirituality and visual culture, Pozzo would have been well-
versed in the history of the order and the figures and symbols associated with this
history; these symbols formed the iconography that the Jesuits had been employing

to celebrate their history and to promote their missionary agenda. Where the major

*! Appendix, Pozzo, ‘Copia d’una lettera.” This document is frequently discussed or cited in reference
to Pozzo’s ceiling in Sant’Ignazio. See Battisti, ‘L’azione spaziale,” 161; Koller, ‘L’ultima opera,’
199; Kerber, ‘Ignem veni mitteri in terram,’ esp. 81; and Levy, Propaganda, 150-60.
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painting programs were concerned, and probably the scenographies as well, it is not
likely that Pozzo required minute instruction or dictation from his superiors.
Pozzo’s arrival on the scene at Mondovi is probably the first example in the
biographies where we see him taking a situation in hand and maintaining a measure
of control—but we must be careful not to regard this control as an expression of the
artist’s individual will.>> Following the principle of Jesuit service, he would have
seen his vision, and its successful execution, as the necessary fulfilment of the

commission coming from his Superiors, and ultimately of God’s will. **

32 See Chapter 3.
P Wwe may once again point to Pozzo’s address to the reader in the treatise: Appendix, Pozzo,
Prospettiva, 1, ‘Al lettore’
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Jesuit Education: Service, Cultural Engagement, and the Role of Rhetoric

If we understand Pozzo to be a product of Jesuit religious training, and we
recognize this in his conduct as well as his work and his working methods, we should
also consider the role that Jesuit education played in his intellectual and artistic
development. Pozzo’s formal education took place at the Jesuit school in Trent.
Given the level of standardization of the Jesuit curriculum, as well as the holdings of
the library of the Jesuit college in Trent, we can make certain assumptions regarding
Pozzo’s studies there as well as the curricula and academic culture of the Jesuit
colleges where he spent most of his career.*

The first Jesuit secondary schools, as John W. O’Malley has described, followed a
program based on Italian humanism, including Cicero and Quintilian, Greek logic
and science; and, most distinctively, the studies of poetry, drama, history, and the
discipline of oratory which formed the studia humanitatis.”> The Jesuit curriculum at
both the secondary and the university level is established in the Constitutions of
1556, and revised and expanded in the Ratio Studiorum, of which the 1599 version is
considered “definitive.” ** Boys entered the schools as young as ten years of age, and
began with four classes in Latin ‘lower grammar,” and then proceeded to ‘higher
grammar,” including rhetoric, poetry and history. Only with a proper foundation and
command of Latin, and the ability to deliver oratory, to articulate thoughts, and to

argue points, could students progress to other languages such as Greek and Hebrew,

** The catalogue of the Jesuit Library of Trent between 1640 and 1660 includes volumes of Aristotle,
Augustine, Aquinas, Caussin, Cicero, Plato, and munuscripts of Geometria and Cosmographia.
Fedele et al, ed., La Biblioteca del Collegio dei Gesuiti di Trento.

> 0’Malley, “Saint Ignatius and the Cultural Mission,’ 8.

%% The curriculum of the schools is described in Chapter V of the Fourth part of The Constitutions; that
of the Universities in Chapter XII. St Ignatius of Loyola, The Constitutions. See also Mayer and
Ball’s English translation of the Ratio Studiorum of 1599 in Fitzpatrick, ed., Saint Ignatius and the
Ratio Studiorum.
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and prepare for studies of philosophy. From the lower faculty of languages, students
progressed in their teenage years to what may be called the secondary school: three
years of study consisting of the following: ‘diverse languages, logic, natural and
Moral Philosophy, Metaphysics and Theology,’ the latter including both positive and
scholastic theology.”’

Pozzo is recorded as having studied in the Jesuit school at Trent until the age of
seventeen, though it is not clear how far he progressed in the sciences. Pascoli
mentions the study of Latin and the humanities, and the presence of volumes of
Aristotle, St Augustine, St Thomas Aquinas, Caussin, Cicero, and Plato in the
college library at Trent between 1640 and 1660 is consistent with the Jesuit
foundational curriculum as described above. *® There is no record of Pozzo having
completed his Bachelor of Arts, so his level of study would have stopped short of
that of many of his peers who proceeded to the Master of Arts. His Latin literacy,
however, is confirmed in the records from his years at the Casa Professa of San
Fedele in Milan, and it is possible that his studies were resumed, at least informally,
during his time there. * Furthermore, living in community with scholars in
philosophy and theology must have granted him considerable exposure to Jesuit
thought in these fields. As I shall discuss further on, the Jesuit research environment

and intellectual culture in which Pozzo found himself in Milan and later in Rome,

*7 Ganss, Saint Ignatius’ Idea, 48-50; St Ignatius of Loyola, The Constitutions, Fourth Part, Chapter
V, 31-32. Note: ‘Natural philosophy’ would have included mathematics and fields which today are
termed ‘sciences.’

38 Pascoli, ‘Di Andrea Pozzo,” 691. Fedele et al, ed., La Biblioteca del Collegio dei Gesuiti di Trento.
3% ARSI Med. 55, Cat. Trien. 1672-1675, 41r-43v. Entry 23: ‘Andreas Puteus, Patria: Tridentinus,
Aetas: an. 29; natus anno 1642. 30 Decembris, Vires: Bonae, Tempus Societatis: anno 1665. 23
Decembris, Tempus studiorus: novit legere et scriber, Ministria que exercuit: Est Pictor, et continuo
pictura exercuit in Societate. Transcription mine. Also transcribed by Menichella, ‘Il pittore della
casa.’
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together with access to the most current published works of science and
mathematics, would have allowed him to undertake self-directed research of such
topics as optics and perspective.

George Edward Ganss associates the Jesuit instruction of the well-rounded man
and his responsibility to society with the neo-Platonic idea of liberal education in the
early Renaissance: Paiedeia, or the training of a child, ‘to take a capable part in the

40 . . . . .
> In his discussion of Jesuit education

social, cultural and political life of his day.
and the priority of training students as Christian citizens, O’Malley points us to
Cicero’s De Officis: “We are not born for ourselves alone’ (Non nobis solum nati
sumus).*' Cicero continues,

‘as men, too, are born for the sake of men, that they may be able

mutually to help one another . . . we ought to follow Nature as our

guide. . . by giving and receiving, and thus by our skill, our industry,

and our talents to cement human society more closely together, man to

man.” *

Jesuit service, and in particular the use of one’s talents and abilities, for the good
of society thus finds a basis in classical philosophy. Ignatius took the Platonic ideal
of the education of the man a step further, extending the complete training of a man
to include the development of his ‘natural and supernatural powers.”* The principle
of service and working toward the common good was promoted not only on the level

of the individual through the instruction of students, but through the function the

Society of Jesus and its schools served in greater society.** Cultural engagement

* Ganss, St Ignatius’ Idea, 139. In Republic, Plato applies the virtues of courage, temperance,
wisdom and justice to the individual, and by extension, to the state. Plato, Republic, Book IV, 430-
442.

*! O’Malley, ‘Saint Ignatius and the Cultural Mission,” 8.

* Cicero, De Ufficis, 1.VIL.22. 23-24.

* Ganss, Saint Ignatius’ Idea, 186.

* Simmons summarizes the Jesuit educational mission thus: ‘through institutional and pedagogical
reform in education the Jesuits hoped to foster not only an informed citizenry, but also one with civic
values, moral virtue, and Christian piety.” Simmons, ‘Jesuit Aristotelian Education,” 522.
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became a principal way in which the Jesuits sought to achieve such reform and
edification of society, and in addition to art, theatre and performance became among
the most effective means of such engagement.” Jesuit ‘performance’ was not
limited to the theatre stage; it included the staging of religious rituals and spectacles
as well as the organisation of major festivals. Such events called upon the skills and
ingenuity of both professors and students in the arts of rhetoric.

The instruction of students in rhetoric in Jesuit institutions was founded on the
canonical texts of Aristotle, Cicero, and Quintilian.** Students were required to put
such learning into practice: the various editions of the Ratio Studiorum published
between 1586 and 1599 indicate the engagement of students in rhetorical activities of
a wide variety. One of the rhetorical skills students learned was the composition of
emblems, epitaphs and imprese.*’ These rhetorical devices were employed as visual
means of edification and persuasion, and were deemed by theorists of the time
among the most universally legible method of communicating messages primarily
because of their use of images together with the written word, which is itself an
image. The Jesuit Sforza Pallavicino argued that images make a more direct and
powerful appeal to the mind and the imagination than do spoken words.”® Emanuele

Tesauro defined the ‘symbolic art’ represented by imprese and emblems as

4 O’Malley, ‘St. Ignatius and the Cultural Mission,’ 10.

% Ratio Studiorum (1599) REGULAE PROFESSORIS RHETORICAE,” Gradus, 1.

#7¢. . they will compose emblems, escutcheons, on certain definite matters; again they will write
inscriptions and descriptions.” See Fitzpatrick, Saint Ignatius and the Ratio Studiorum, The Ratio
Studiorum of 1599, ‘Rules of the Academy of Rhetoricians and Students of Humanities,” 3. The
Exercises to Be Held by the Members, 251. See also Ratio Studiorum (1586), DE STUDIIS
HUMANITATIS, Caput sextem and Ratio Studiorum (1599), REGULAE PROFESSORIS
RHETORICAE, Carmina affigenda 18. and REGULAE ACADEMIAE RHETORUM ET
HUMANISTRARUM, Quae academicis 3.

* “Essendo pitl viva I’immagine che vien formata nel pensiero dell’oggetto con la specie sua vigorosa
e flammante, pur all’ora mandata da lui all’occhio, che con la specia gia invecchiata, e quasi smontata
di colore, la qual’¢ risveglia nell’animo per mezzo dell’udito,” Pallavicino, Del Bene, Book 111, Part 11,
Chapter 50, 457.
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consisting of ‘the body and the soul; that is, images and words’.** This ‘synesthetic

language’ of word and image, as Zanlonghi describes it, was designed to persuade by
appealing to both reason and emotion.” As we shall find in the many examples to
be studied, we see such image-text systems employed throughout Jesuit visual
culture, from works in print to ephemeral scenographies to paintings to the
decorative schemes of church buildings. Moreover, the use of these systems extends
beyond the Jesuit sphere to become a feature of Counter-Reform culture more
broadly, as shall be discussed in Chapter 2.

Ideas concerning the efficacy of images in activating the memory and the
imagination, and thereby persuading the observer, have their basis in theories from
antiquity; ideas which, again, would have been central to Jesuit thought.”' Aristotle
established the effectiveness of images for remembering, and even defined memory
as ‘not without an image.”””> He also placed memory and imagination in ‘the same
part of the soul’ and defined the imagination as a ‘movement’ enabled only by
sensation.” Therefore anything we ‘imagine’ must have a basis in something we
have previously received through the senses. Quintilian describes memory as the
‘treasury of eloquence.” > In his discussion of the ars memoria he builds on

Aristotle’s idea of ‘imprinting’ by emphasizing our capacity to remember places as

* <I’Arte Simbolica comprende Corpo & Anima: cioé Imagini & Parole. . . Tesauro goes on to list
‘Gli Epigrammi, 0 detti ingegnosi sotto le Statue & le Pitture: i Titoli delle Tombe, degli Archi, e de’
Trofei: le Dedicationi degli Edifici, de’ Templi, e degli Altar. . .” Tesauro, Il Cannocchiale
Aristotelico, 122.°

°% Zanlonghi, ‘Immagine e parola nel teatro gesuitico,” 268.

> For an overview of the art of memory as theorized by classical writers, see Carruthers, The Book of
Memory, Chapter 1, ‘Models for the memory,” 16-45.

52 Aristotle, De Memoria, Chapter 1, 449°4-451%2.

> Aristotle, De Anima, 111, iii.655-9.

> “memoria est eloquentia thesaurus,” Quintilian, Institutio Oratoria, Book XI, II, 1. For the tradition
of the memory as an ‘arc’ or treasure chest, see Carruthers, The Book of Memory, 42-45.
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well as symbols.”> He also builds upon Cicero’s theory of memory being facilitated
by places and symbols arranged in a sequence by applying the analogy of the
‘memory palace’: a spatial-temporal mnemonic device in which one imagines
proceeding through a house; or; we may say, a church interior, a place of devotion or
a ceremony, or a scenography produced for a ritual or other type of performance.
Within this classically-based theory of rhetoric employed by the Jesuits in the
colleges and in their communities, images and memory are closely linked to each
other, and proceed from both the speech and the gesture of performance. Gesture
itself is described by Quintilian as a form of eloquence or delivery, an idea
reinforced by the Portuguese Jesuit Cipriano Soarez in his reference to action as the
speech of the body.”® Quintilian codifies gestures and their meanings, extensively
discussing each part and position of the body and how it is to be used in oration.”” In
the seventeenth century Federico Borromeo appropriated this classical codification
of gesture by applying it to the rites of Catholic worship.”® Zanlonghi describes the
formation of the ‘complete’ person in the Jesuit system as consisting of the education
of the body and the soul together, and gesture and dance are an important part of this
education. > The gesturing figure is an image, or series of images; moreover, gesture
and movement take place within a space, either real or fictive. While gesture is
typically associated directly with performers and their movements, in the culture of
early modern spectacle, scenographies frequently incorporate gestures which

comment on, reflect, or ‘perform’ alongside those of the performers of the dramatic

53 Quintilian, Institutio Oratoria, Book XI, II, 1-21. Aristotle, De Memoria, 450*25.

%% “Est enim actio quasi corporis quaedam eloquentia,” Quintilian, Orator XVII, 55. Soarez, De
rhetorica, Chapter 58, ‘De gestu,” 128. See Zanlonghi’s discussion of Soarez’s treatise in Teatri di
formazione, 105-229, esp. 204-210.

3T Quintilian, Institutio Oratoria, Book XL, 3.

*¥ See Chapter 2. F. Borromeo, De Contemplationis, Gestu et Actione.

> Zanlonghi, Teatri di formazione, 222.
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work or ritual for which they were made.®® This use of figures and gesture carries
into permanent works: the figures inhabiting Pozzo’s scenographies and frescoes,
both those representing living characters and those rendered as statues or carved
reliefs, perform such multifarious roles.'

Jesuit performance in the colleges ranged from delivery of poems and dialogues
in the classroom to the performance of fully-produced dramatic works at the time of
the annual awards.®> While these works could be classical or classically-based
comedies or tragedies, major productions concentrated on the new form of Christian
drama which the Jesuits had adopted as a tool of instruction as well as moral
edification.”” In the Ratio of 1586, theatrical presentations are described as a means
by which both young men and their parents were ‘delighted’ and ‘set aflame,’ and at
the same time were bound closer to the Society, as students showcased their
rhetorical achievements.”* Thus we see that by the end of the sixteenth century,
theatrical performance had become a priority in Jesuit education in the discipline of

rhetoric within the lecture halls. More broadly, it served as an integral part of Jesuit

% Examples of these scenographies populated by gesturing figures are discussed in Chapters 2 and 4.
%! The major fresco works are studied in Chapters 3 and 5.

62 See Ratio studiorum (1586), DE STUDIIS HUMANITATIS, ‘Sexto, si quid carminum aut
orationum publice proferunt aut pronuntiant. . ."; Ratio studiorum (1591) REGULAE PRAEPOSITI
PROVINCIALIS, 84. ‘Publica praemiorum distributio. . .”; and Ratio studiorum (1599), REGULAE
RECTORIS, 13. Tragoediae et comoediae; REGULAE PROFESSORIS RHETORICAE, 19.
Pravatae scenae; annd REGULAE ACADEMIAE RHETORUM ET HUMANISTRARUM, 3. Quae
academicis.

63 Zanlonghi has extensively studied Christian tragedy as a didactic genre performed by the Jesuits in
the colleges and for the courts. See Zanlonghi, ‘La tragedia fra ludus e festa.” Zanlonghi illustrates
her discussion with an examination of Emmanuele Tasauro’s Ermenegildo, (Turin, 1661). See also
Cascetta, ‘La “spiritual tragedia.”’

% Ratio Studorium (1586), DE STUDIIS HUMANITATIS, Caput sextem, 7. ‘Adolescentes tandem
eorumque parentes mirifice exhilarantur atque accendantur. . .” See O’Malley, ‘The First Jesuits,” 222
and Filippi, ‘Il teatro al Collegio Romano,’ 174.
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culture and community outreach through the presentation of works in the colleges for
public audiences and visiting dignitaries.®’

Scholarship has traditionally treated Jesuit theatre and rhetorical practice from the
standpoints of literary studies and the history and theory of performance, focusing on
the performances of the Jesuit stage in the colleges and the courts.®® Jesuit theatre, as
part of Jesuit rhetorical practice, was concerned with far more than written or spoken
words. As Bruna Filippi has discussed, the Jesuit practice of theatre and
performance in the seventeenth century placed increasing emphasis on the visual
aspects of performance, and in this regard deviated considerably from the rules as
laid forth in the Ratio Studiorum.®’ This is evidenced in the study of the works
themselves, and in the descriptions of productions we find in the surviving accounts
and libretti.®® The increasing interest in the ““poetics of marvel and invention”,” both
in the writing and the staging of works, can be recognized in the shift toward the
‘marvellous,” driven in part by the development of stage effects and machinery, as
well as the employment of perspectival illusion in the scenes, beginning in the early
seventeenth century.” Jesuit theatre, engaged in the broader theatrical culture of the
early modern, thus sought to achieve persuasion not only through the use of words
and the performance of the texts, but also through images, the representation of

locales, and visual effects.

6% Examples of Jesuit productions in the courts and the colleges will be discussed in Chapters 2, 3, and
4.

% The work of Filippi and Zanlonghi, which brings attention to the importance of images and visual
production on the Jesuit stage, approaches Jesuit theatre and even the scenographies in primarily
literary terms. See Filippi, ‘The Orator’s Performance’; Filippi, ‘Il teatro al Collegio Romano’;
Filippi, /I Teatro degli argomenti. Zanlonghi, ‘The Jesuit Stage and Theatre in Milan’; Zanlonghi,
‘Immagine e parola nel teatro gesuitico’; Zanlonghi, Teatri di Formazione.

%7 Filippi, ‘The Orator’s Performance,” 512-17.

%8 Examples of these libretti, as well as descriptions of their settings and effects, are discussed in
Chapters 2, 3, 4 and 5.

% Filippi, ‘The Orator’s Performance,” 515-17.
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The increasingly sophisticated theatrical productions put on by the Jesuits in their
own institutions and in the courts occur as early as the 1620s, when rapid and
spectacular scene changes were called for between acts and intermezzi, as were stage
effects such as miraculous apparitions, light effects, moving clouds, raging seas and
the like.”” As evidence of this increased emphasis on visual spectacle Filippi has
highlighted Jesuit Tarquinio Galluzzi’s Virgilianae vindicationes et commentarii tres
de tragoedia, comoedia, elegia (1621)."" Galluzzi’s treatise includes a section
devoted to visual production in the crafting of performed drama, illustrating the stage
and theatre based on an ancient Greco-Roman model, and describes machines which
produced stage effects and transformations.””> Irene Mamczarz has outlined the
history of Jesuit treatises on theatrical production, identifying the main protagonists
active in Jesuit institutions in Rome, where the traditions and practices of Jesuit
theatre were established prior to being adopted in Milan and elsewhere.”” Maciej
Sarbiewski, resident at the Collegio Romano from 1622-1625, produced a treatise on
theatre, De Perfecta poesi, sive Vergilius et Homer (1626), in which he describes
performance as consisting not only in the spoken word, but in gesture, emotion,
‘melody,” machines, and ‘apparatus.’’® Physical production—including the stage
facility, lighting, costumes, scene changes and stage effects—is described by
Sarbiewski not merely as the means of augmenting performance, increasing its
credibility or intensifying audience response, but as an intrinsic part of this

performance; an essential part of the overall rhetorical system of Jesuit theatre. He

" Examples include Pirimalus, performed at the Collegio Romano for canonization of Ignatius and
Francis Xavier in 1622. See Filippi, ‘The Orator’s Performance,” 512-513; also Filippi, /I Teatro
degli argomenti.

! Filippi, ‘The Orator’s Performance,” 517 and ‘L’illusione prospettica,” 216-17.

™ Galluzzi, Virgiliante vindicationes, Chapter VII, ‘De Apparatu: ac primd quidem de Theatro,’
Chapter VIII, ‘De Scena,” and Chapter IX, ‘De Machinis, & Auelaies.” 266-72.

" Mamczarz, ‘La trattistica dei Gesuiti.’

™ Sarbiewski, De Perfecta Poesi, Liber IX, Chapters ITI-VI, 231[462]-234[468].
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explains the effectiveness of light—not just light for illuminating the scene, but
controlled light, adjusted as appropriate to the drama—in both outdoor and indoor
venues, for ‘cuing’ emotions and responses, for signalling the tragic ending, and for
producing the ‘miracle’ of the sacred light at the end. He also candidly remarks on
the effectiveness of artificial light sources for hiding the many ‘faults’ of stage
machines.

Sarbiewski’s stage, which we may assume is based on the actual facility at the
Collegio Romano of the time (in describing the theatre he refers to ‘our own theatre”)
is a trapezoid shape, tapering from the front to the back in both plan and section; the
floor is raked as is the ceiling, producing a foreshortened perspectival box [fig.
1.1].” This design served an acoustical function, as a theatrical ‘box set’ does to this
day, naturally magnifying the voices and directing the sound outward toward
audience.’® The design also signals that the Jesuits were already, at this time,
thinking of the stage in terms of a perspective scene. The scenes were rendered on a
series of rotating, four-sided periaktoi, six at the rear and three on each side [fig.
1.2].”7 Sarbiewski’s periaktoi system, based on a tradition going back to Vitruvius,
comprised units which were four-sided, allowing for four scenes rather than three.”
Finally, Sarbiewski includes a section on stage effects for raising and lowering

characters and scenic elements.” It is a rudimentary counterweight system, with

7> Sarbiewski’s fourth chapter, De Structura Ipsius Theatri et Apparatu, discusses the layout of the
stage. Sarbiewski, De Perfecta Poesi, 232 [464].

7% A theatrical ‘box set’ is a full enclosure of three or more constructed walls and sometimes a full or
partial ceiling.

" Sarbiewski, De Perfecta Poesi, Chapter V, De Lateribus Theatri and Chapter VI, De Latere
Profundissimo Theatri Construendo, 232[464]-233[466]. Periaktoi: a multi-sided prism-shaped unit
used to change scenes on a stage. The units are placed in series, with different scenes painted on each
side; the scene is changed by rotating them in unison.

8 Vitruvius® discussion of theatre buildings and stages is found in Book V of De Architectura, while
stage scenery and perspective are discussed in Book VII, 11.

7 Sarbiewski, De Perfecta Poesi, Chapter 6 [466]-234 [468].
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ropes and other parts of the apparatus hidden behind clouds. Sarbiewski’s stage
made use of what was surely a limited space in the Collegio Romano, and provided
the ‘miraculous’ effects, visual variety and, perhaps most importantly, the rapid
changes of scene that an audience of the time had come to expect.

Jesuit stage production developed to a high level of technical sophistication by the
mid-seventeenth century, as demonstrated by the 1649 edition of La Perspective
Practique by the Jesuit Jean Dubreuil, which includes an extensive section dedicated
to stage scenography.®® We may assume that the system Dubreuil proposed was the
result of his own experiments at the Collegio Romano, and the designs and
techniques he presents in the treatise may well have been in use there and at other
Jesuit colleges from the middle of the seventeenth century onward. Dubreuil
presents a different model for stage scenery: a system of flat painted scenery units,
like those in use by Torelli and contemporaries in northern Italy [fig. 1.3]. He then
introduces additional systems using this method in combination with the multi-sided
units of Sarbiewski [figs. 1.4 and 1.5]. Apart from the practical aspects of Dubreuil’s
stage, his scenes make use of downstage elements and arched openings through
which a scene beyond is viewed—a technique which vastly increases the apparent
depth of the stage space and of the scene. Thus with Dubreuil, a scenographic
system featuring a perspective scene executed on multiple planes is introduced to the
Jesuit stage. Mid-stage elements which the actors pass behind and through visually
coordinated with the upstage scene, signalling a development toward the multi-
layered perspective scene which was already in use in the North of Italy, as I will

discuss in Chapter 2.

% Dubreuil, La Perspective Practique, Traité 4, 92-104. Dubreuil’s scenographic projects are also
discussed briefly and reproduced by Bjurstrém, ‘Baroque Theatre and the Jesuits.’
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This complex strategy of performance and visual spectacle, comprising word,
gesture, and image, can be viewed as a complete system of communication and
persuasion developed by the Jesuits, to which Zanlonghi has applied the term ‘total

' This system, Zanlonghi explains, ‘became an instrument towards an

rhetoric.”®
ideal of the person in which all that pertains to the senses—memory, fantasy,
imagination—plays an active role in the cognitive life, thereby combining the

1% The stage picture in the Jesuit

psychological and emotional with the intellectua
theatre, including the scenography, costumes, and other visual elements, served as a
direct appeal to the memory and the imagination. Image and space provided a
narrative of their own, while also serving as elements of the performance,
inseparable from word and gesture within this all-encompassing rhetorical system.
Zanlonghi describes the stage apparatus and the text of the play running ‘parallel

*3 The scenes themselves and the frequent a vista scene changes featured, as

routes.
Filippi describes, a ‘constant interplay of apparenze and lontananze,” alternating
scenes within palaces or cities with forests, the seaside, gardens, and battle scenes or
military camps.®* We can apply this role of the parallel narrative which the
scenography performed on the Jesuit stage, and its engagement of the intellect and
the emotions, to all forms of Jesuit theatre and even religious theatre more broadly,
including the rituals and festivals. Functioning together with the performance of the

rituals, in which the public participated, the images and spatial transformations

produced by the scenographies became part of a ‘total theatre.’

il Zanlonghi, Teatri di formazione, 201-04; ‘The Jesuit Stage and Theatre in Milan,” 538.
82 Zanlonghi, ‘The Jesuit Stage and Theatre in Milan,” 538.

%3 Zanlonghi, ‘The Jesuit Stage and Theatre in Milan,” 537.

% Filippi, ‘The Orator’s Performance,” 517.
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Within the performed contexts of festival, theatrical performance, spectacle and
ritual devotions, the rhetorical aims of docere, delectare et movere, which Cicero
originally outlined for the orator, and which Paleotti appropriates to his theory of
religious images, found visual correspondence in the goals of instruction, delight of
the senses, and appeal to the emotions that formed the basis of scenographies,
emblems and imprese.*”” 1 argue, and shall demonstrate with case studies of Pozzo’s
work, that we may read not only the theatrical and festival scenographies, but the art
and architecture of the Jesuits, as further expressions of this Jesuit rhetorical system;
that is, as Jesuit ‘theatres.” If we understand the works of Pozzo—the ceilings, the
altars, the fictive domes, the scenographies or complete church interiors—as
‘performing’ and as engaging the spectator as a performer within a ritual context, the
idea of a ‘total theatre,” involving both images and performance, may be applied to
individual works as well as to ensembles of works. In later chapters I will be
concentrating on ritual and theatrical performance, as I proceed to Pozzo’s
scenographic activities for the Jesuits first in Northern Italy and later in Rome. As
Pozzo became increasingly involved in scenographic projects and the world of
performance in the seventeenth century, his work came to demonstrate the
intersection, in terms of practice, form and function, between scenography produced
for individual occasions and permanent works of art, and architecture designed for
corresponding performed contexts. Moreover, in Pozzo’s work and practice we can
observe a recognisable strategy linked to performance: the ‘theatre’ of Pozzo calls
for active engagement of the observer; and this reveals itself on closer examination

of his works within their ritual contexts. As I proceed through this thesis, I will

8 For Docere, delectare et movere (“to teach, to delight and to move’), see Cicero, Orator, xxi, 69-70
(356-57). For Paleotti’s application of Cicero’s goals of oratory to paintings, see Paleotti, Discourse
on Sacred and Profane Images, 111-118 (Chapters XXI-XXV).
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apply the concept of ‘total theatre’ to the ephemeral scnographies of Pozzo, and
extend it further by likewise applying it to the permanent works of painting and

decoration—the permanent scenographies of Pozzo.
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Jesuit Visual Culture and Ignatian Spirituality: Images and the Senses

The importance of images and the senses in Jesuit spirituality is evident both in
the early religious experiences of Ignatius, as we encounter them in biographies, and
in the method of prayer and contemplation which he developed and promoted. The
text of the Spiritual Exercises is regarded as containing some of the first widely-
known Jesuit ‘imagery’ and to have established the method of using images—both
rendered images and the images of the imagination—as a path to spiritual
understanding. **  Earlier I discussed the Exercises as a path of inquiry for art
historians studying Jesuit art. In this section I will turn to other, less studied sources
of Jesuit imagery, namely the recorded ‘visions’ of Ignatius of Loyola and Jesuit
works in print. These images serve as recognizable sources for much of the content
of Pozzo’s works, particularly the frescoes. The major Jesuit publications of the late
sixteenth and seventeenth centuries, as series of images, provide valuable insight into
the construction of Pozzo’s works and the way the observer is intended to engage
with them.

Images seem to have served Ignatius of Loyola where words could not; he is
described as having had difficulty translating his mystical experiences of the divine
through verbal means.®” The Jesuit historiographer Daniello Bartoli (1608-85)
transcribed a portion of Ignatius’ journals, in which the saint repeatedly speaks of
feelings which he cannot describe: ‘unspeakable emotions’ and ‘ineffable
voluptuousness.”® Inadequate as Ignatius felt his powers of description to be, that

which was laid down in his writings and the accounts provided a series of images

% See O’Malley, ‘Saint Ignatius and the Cultural Mission,” 26 and Bailey, ‘Italian Renaissance and
Baroque Painting,” 125-26.

87 Guibert, The Jesuits, 44.

% Quotes here are drawn from the French translation of Bartoli’s history of the order includes extracts
from Ignatius’ journals, originally in Spanish. Bartoli, Histoire de Saint Ignace de Loyola, 227.

48



from which the first generation of artists executing paintings and works in print for
the order were able to produce a visual rhetoric.*” The Jesuit imagery discussed in
this section will focus on images and visual themes found in Ignatius’ writings and
biographies of the saint, and in works in print produced by the Society beginning in
the late sixteenth century.

Bartoli underlines the importance of the senses in Ignatius’ spiritual life. Music
was spiritually transportive and a source of physical relief for him, the music sung to
him by his brothers quite literally ‘carrying him out of himself’ and soothing the
extreme stomach pain from which he suffered.”® He took particular delight in fields
of flowers, deriving ‘sublime reflection’ from their variegated colours and ‘delicious
perfumes.””’ A number of Ignatius’ visions appear in the the Vita Beati P. Ignatii
Loiolae Societatis lesu Fundatoris (1609), an illustrated biography of the founding
saint.”” The work comprises seventy-nine engravings, to which Rubens is believed
to have contributed designs, accompanied by simple captions.” The images in this
publication established a corpus which many painters, including Pozzo, drew upon in
the seventeenth century to depict scenes from the order’s early history.”* Recurring

themes in the Vita Beati include images of the heavenly glory and of angels, the

% See Pfeiffer, ‘The Iconography of the Society of Jesus’ and Bailey, ‘Italian Renaissance and
Baroque Painting.’

% “La musique le transportait hors de lui-méme au point de soulager son corps. Quelques cantique
entonnés auprés de lui par nos fréres suffisaient pour adoucir beaucoup ses grandes douleurs
d’estomac.’ Bartoli, Histoire, 224.

°! Bartoli, Histoire de Saint Ignace de Loyola, 224.

%2 The authoring of the text is credited to three Jesuits: Nicholas Lacicius, Filippo Rinaldi and Peter
Pazmany, and based on Ribadneira’s Vita Ignatii Loiolae (1583). Graffius, ed., The Rubens
Engravings, 103-104.

> The engraver is unknown, though presumed to be Flemish. Rubens is credited with having
provided at least twenty designs. Graffius, ed., The Rubens Engravings, esp. 103.

** See Pfeiffer, ‘The Iconography of the Society of Jesus’, 209-217 and Bailey, ‘Italian Renaissance
and Baroque Painting,” 177-84.
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Blessed Virgin, the Trinity, and sacred flame. In each case, the scale and form of
Ignatius’ spiritual visions expands and becomes more intense with each occurrence.
Guibert describes Ignatius’ spiritually defining period at Manresa between 1522
and 1523—just under a year after the wound at Pamplona—as a calm and tranquil
beginning, followed by ‘a period of stormy alternations of desolation and
consolation, a tempest of intensive scruples which swept him on to the temptation of

suicide. . )%

Such ‘interior movements,” the test for mastery of oneself and for
distinguishing between temptation and the correct path, between good and evil,
would later become integral to the process of undergoing the Exercises, and the basis
for the Discernment of Spirits.”® In extracts from Ignatius’ journals, experiences of
the divine are nearly always accompanied by an ‘abundance of tears’ usually when
he was saying mass.”’ Burning and the imagery of flame are recurring themes;
Ignatius speaks of a ‘burning desire for the Holy Trinity.””® Burning also carries into
the Constitutions of the Society, as evidenced in the instructions concerning those to
be admitted to the Society, who should be ‘burning with zeal for the salvation of
souls.”” Similarly, Francis Xavier was observed loosening his cassock to ‘cool the

ardour that glowed in him.”'”

This ‘spiritual burning’ is rendered as flame, a theme
which appears repeatedly in Jesuit art and features prominently in Pozzo’s ceiling in
Sant’Ignazio in Rome, to be discussed further on.

In the momentous and definitive spiritual event at Manresa, Ignatius experiences

a series of spiritual visions which take powerful form with varying degrees of visual

9 Guibert, The Jesuits, 28. Guibert cites Astrain, Historia de la Comapariia de Jesus, 1, 43.
% See O’Malley, The First Jesuits, 41-43.

°7 Bartoli, Histoire de Saint Ignace de Loyola, 217-229.

% Bartoli, Histoire de Saint Ignace de Loyola, 226.

% St Ignatius of Loyola, The Constitutions, First Part, Chapter I.8.

190 Schurhammer, Francis Xavier, Vol. 11, 206.
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specificity. The first vision Ignatius mentions at Manresa is that of the Holy Trinity,
a theme which would return to Ignatius in many forms throughout his life [fig. 1.6].
At Manresa, the Trinity takes the form of the ‘three keys’ of a musical instrument;
probably signifying a musical chord.'® This might be read as the first instance of
music and its symbolism entering Jesuit spirituality; in the work of Pozzo it becomes
a prominent feature in Jesuit art, as evidenced at Mondovi and later the Casa
Professa in Rome [figs. 3.20, 3.22-3.24, 5.9].' In another instance in which
Ignatius describes his vision of the Holy Trinity, the three persons are enclosed
within a sphere; the Trinity within or accompanied by a sphere becomes a major
Jesuit iconographic theme, as demonstrated in the sculptural grouping crowning the
pediment of Pozzo’s altar to St Ignatius in the Church of the Gesu in Rome [fig. 0.2].

Among the most important of Ignatius’ visions at Manresa, for my purposes,
concerns the Blessed Sacrament, which would take on central significance in Jesuit
religious culture.'” During mass at Manresa, at the elevation of the host, Ignatius
sees ‘with interior eyes something like white rays coming from above,” which he
understands to be a representation of ‘how Jesus was [present] in that most holy

sacrament’ [fig. 1.7].'**

Light in the form of rays emanating from the divine being
are mentioned twice at Manresa. This divine light, or light of understanding, will be

explained later in a discussion of Augustine and Aquinas. Miraculous light takes on

particular significance in relation to the Blessed Sacrament, as we find demonstrated

11 St Ignatius of Loyola, The Autobiography, 37.

192 Although Ignatius may have taken pleasure in music, he initially resisted music as part of worship.
See O’Malley, The First Jesuits, 159-162. Music is a major theme of Pozzo’s fresco cycle at
Mondovi and appears again in the Corridor of St Ignatius. See also Chapters 3 and 4.

1% See O’Malley, The First Jesuits, 152-7.

19 St Ignatius of Loyola, The Autobiography, 37.
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in the elaborate scenographies produced for the devotion of the Forty Hours to be
examined in Chapter 4.

One final spiritual vision of Ignatius which we find represented in Pozzo’s work
occurred at La Storta, when he was en route to Rome with the Society’s first
members: ‘One day, while still a few miles from Rome, [Ignatius] was praying in a
church and experienced such a change in his soul and saw so clearly that God the
Father had placed him with His Son Christ. . .”'® This vision appears in the Vita
beati with the words ‘In Rome I shall be propitious to you’ (Ego vobis Romae

196 pozzo rendered the vision in an exultant manner as the

propitius ero) [fig.1.8].
climax of the ceiling program in Sant'Ignazio [fig.1.9]. The supreme importance of
the image of Christ in the ceiling’s program is made clear by its placement in the
very centre of Pozzo’s fresco, all of the orthogonal lines of the perspective leading to
him.

The role of prints in establishing the lexicon of images which come to comprise
Jesuit visual culture as we see it in the time of Pozzo is further demonstrated by
larger works commissioned by the order at the end of the sixteenth century and the
beginning of the seventeenth. The two works I will consider here were designed to
serve the ends of evangelism and promotion of the order, respectively. The
Evangelicae Historiae Imagines (1593), the great project of the Spanish Jesuit
Jerébnimo Nadal, is a lavishly illustrated volume of one hundred fifty-three

engravings of scenes from the four gospels, as well as the death and the assumption

of the Virgin.'"”” The gospel scenes, a collaboration of several members of the well-

193 St Ignatius of Loyola, The Autobiography, 89.

106 Ganss, Saint Ignatius’ Idea, 39. Vita Beati P. Ignatii Loiolae, Plate 53.

""" Nadal, Evangelicae Historiae Imagines. See O’Malley, ‘Saint Ignatius and the Cultural Mission,’
25; Bailey, ‘Italian Renaissance and Baroque Painting,” 126 and Pfeiffer, ‘The Iconography,’ 202.
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known Wierix family of engravers in Antwerp with contributions by other artists, are
carefully indexed and explained with scriptural references and simple Latin
captions.'” They are designed to correspond to the Sunday readings of the liturgical
year, and each plate contains multiple scenes arranged in a careful visual and
theological strategy: to communicate the gospel messages by emphasizing key
symbolic elements, typologically linking the gospel stories with related events in
both Old and New Testaments.

The Evangelicae Historiae Imagines is far more than an illustrated gospel book
produced for the illiterate masses of faithful and converts; the complexity of the
illustrations and the specificity of images and their associations are clear indication
of Nadal’s purpose in communicating not only core tenets of the Christian faith, but
the Jesuit interpretation of the gospels and the sacred mysteries. These scenes are
intended to supplement the written word of the gospel, and to serve as visual images
of meditation. In this regard the work is firmly rooted in the Jesuit tradition of
visualization as means of prayer and spiritual enlightenment, which begins with
Ignatius’ Spiritual Exercises. In the Universal Judgement and Christ Descending into
Hell after his death, the cosmos is depicted as a series of concentric spheres,
beginning with hell below, then purgatory, then the earth, and finally heaven above
[figs. 1.10-1.11]. Fire figures prominently in these scenes; not only the fires of hell
and purgatory, but the fire raining down on earth from heaven. This is described as
the ‘purest’ element of fire, which itself purifies as the earth is renewed: ‘New

5109

elements; purest and most limpid element of fire. Fire as a Jesuit theme is later

1% Although the majority of the engravings are signed by Hieronymus Wierix, a number of them are
credited to Anton and Johann Wierix.

19" <Elementa nova; purissimum, & liquidissimum Ignis elementum.’ Evangelicae Historiae Imagines,
Plate 99, Feria Il Post Domin. I qadrag. Iudicium universal
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given representation on a large scale in Pozzo’s ceiling in Sant’Ignazio. In his
previously cited letter to the Prince of Lichtenstein, Pozzo describes both the over-
riding message of the ceiling and the significance of the fire, quoting Luke 12:49 (‘I
came to bring fire to the earth. . .”) as well as Ignatius’ famous words to his
companions:

The first light that formed this idea came to me from those sacred

words: Ignem veni mittere in terrum, e quid volo nisi ut

accendatur, appropriately adapted by the Holy Church to St

Ignatius, as a great instrument for such great work, being as he

was very zealous to propagate the Catholic Religion and the light

of the Good News throughout the whole world, for this purpose

frequently motivating the work of his companions with these

famous words: Ite omnia incendite et inflammate.""
In Pozzo’s ceiling, divine wisdom is transmitted in the form of a beam of incendiary
‘fire,” projecting from Christ to the heart of Ignatius, and from there spreading to the
four corners of the earth [fig. 0.1 and 5.38].

The engravings of the Evangelicae Historiae Imagines would have been among
the most widely distributed works of Jesuit production of the period, most assuredly
appearing in the libraries of all of the colleges and very possibly studied by
youngsters as part of their early catechism lessons. Architectural arrangements in
perspective are employed for the purposes of dramatic emphasis, dividing the space
of the multiple simultaneous narratives, and also serve as iconographic devices. The
scene of Christ Questioned by the Judges is set within the Temple of Solomon; God
the Father appears overhead with a gesture of blessing, and in the distance we see a

structure resembling a church facade [fig.1.12]. The symmetrical arrangement and

layering of architectural elements, and the framing of the scene with the massive

" Translation mine. See Appendix, Pozzo, Copia d’una lettera.
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Solomonic columns, both estabishes the locale for the narrative scene and presents
the temple as a symbolic representation of the one true Church.

The scenes of the Evangeliae Historiae Imagines are designed not only to
communicate the stories and the meanings of the gospels; they are intended to render
the scene visually present for the faithful, and to appeal to the viewer to ‘enter’ the
story through the layering of spaces, simple and powerful iconographic devices,
dramatic arrangements of figures, clear narrative emphasis through scale and
composition, and high contrast lighting. These scenes, in their use of space,
perspective, lighting, gesture and movement bear correspondence to the grand
narrative scenes of the Quarant’ore of Pozzo and others, and also to Pozzo’s

" We might consider this book an early version of the

perspective fresco scenes.
sequenced program of images, initially introduced in written form in the Spiritual
Exercises, which encourages a very specific, participatory form of prayer through the
use of illustrations together with text—the type of rhetorical program which reaches
its grandest expression in the Jesuit church interiors.

Turning finally to Jesuit triumphalism as represented in printed works, the Imago
Primi Saeculi Societatis Ilesu (1640), produced for the centenary of the Jesuit’s
founding, features poems, declarations, and engraved images which celebrate their

"2 1t contains a number of visual themes which we see in Pozzo’s

achievements.
work, centring on the order’s expanding worldwide mission. The page celebrating

the ‘Declared Missions of the Society’ (Societatis Missiones Indicae) features a

cherub with a bow and arrow standing between the world’s two hemispheres, with

"' See Chapters 4 and 5.
"2 Imago Primi Saeculi Societatis lesu a Provincia Flandro-Belgica Eusdem Societatis
Repraesentata. Antwerp: Balthasar Moreti, Officina Palentinana, 1640.
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the inscription below, ‘One world does not suffice’ (Unus non sufficit orbis) [fig.
1.13].'"° The frontispiece of the 1659 Italian edition of Bartoli’s previously cited
biography of Ignatius and the founding of the order, engraved by Cornelius
Bloemaert, similarly features a great globe supported by personifications of the four
continents, and the figure of Ignatius bearing the IHS emblem, which casts the light

of truth upon the world [fig.1.14].""*

The personifications of the continents very
likely served as direct visual references for Pozzo’s fresco programs at both Mondovi
and Rome, which celebrated on a much larger scale the order’s history and the
success of its worldwide mission [figs. 3.25-3.28, 5.39-5.42].'"°

The last image from the Imago Primi Saeculi which I will consider features a
mirror which anticipates Athanasius Kircher’s ‘Mirror of Archimedes,” to be

discussed later in this chapter. ''°

In this scene Ignatius appears on a parapet
catching the sun’s rays with a mirror and igniting an approaching ship at sea. The
inscription reads ‘Ignatius inflames the assembly with divine love,” and below the

image, ‘He conquers with arms from heaven afar’ [fig. 1.15].'"

The Ignatian
specificity of the concave mirror can be found in Filippo Picinelli’s Mondo

Simbolico, where it is cited as ‘an instrument chosen by the Divine Sun, to arouse the

fire of his holy love in the vastness of the world.”"'® Thus we have, in Jesuit visual

'3 Imago Primi Saeculi, 326. This image is mentioned by O’Malley, ‘St Ignatius and the Cultural

Mission,’ 8, fig. 1.7.

"4 Bartoli, Della Vita e dell’Istituto di S. Ignatio. This engraving is referenced by Pfeiffer,
‘L’iconografia e il messagio’; and Levy, Propaganda, 153, fig. 48.

"> For the connection of Pozzo’s ceiling with this image, Levy cites Wilberg-Vignau, Andrea Pozzos
Deckenfresko in S. Ignazio, 21-22. Levy, Propaganda,153, note 121. These fresco programs are
examined in Chapters 3 and 5.

16 Imago Primi Saeculi, 718. Kicher, Ars Magna Lucis et Umbrae, Book X, Part II, Magia
Catoptrica, Chapter I, ‘De Speculo Archimedes.’

"7 “Ignatius ¢ cathedra divini amores igne concionem inflammat. Caelestibus armis eminus expugnat.’
Imago Primi Saeculi, 718.

"8 picinelli, Mondo Simbolico, ‘Specchio Concavo.” See also Kerber, Andrea Pozzo, 73-74, note 160;
Levy, Propaganda, 160; and Kerber, ‘“Ignem veni mittere in terram”,” 87.
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culture, the repeating motif of the reflecting mirror and the ‘conquering with flames’
so widely discussed in Pozzo’s ceiling in Sant’Ignazio. ' An angel bearing a
concave mirror receives one of the beams transmitted from Ignatius, and with it,
ignites the fire of judgment stoked by the angels on the other side of the vault [figs.
1.16-1.17].

As we seek to disassemble and interpret the large, complex images of Pozzo, the
early recorded spiritual imagery of Ignatius as well as these Jesuit works in print can
serve as a visual guide and reference for much of the imagery contained in them.
Moreover, the printed works serve as early examples of the interactive nature of
images in Jesuit visual culture, intended to be experienced as visual narratives,
accompanying text and arranged in a sequence through which one progresses.
Pozzo’s fresco cycles serve very similar narrative functions to these Jesuit
publications; we might regard them as great open books for prayer, ritual, and the
contemplation of the gospels, the sacred mysteries and Jesuit history. Like the pages
of a book, we make a progress through them, studying and interpreting the sequences

of images and characters that become increasingly familiar with each new study.

"% See Fagiolo’s discussion of fire in Pozzo’s ceiling in Sant’Ignazio. Fagiolo, ‘L’illusione
dell’infinito’; Levy’s discussion of fire and its iconographic associations with Ignatius’ name as well
as the society’s mission: Propaganda, 55; and Kerber, ‘“Ignem veni mitteri in terram”,” 81-83.

57



Perception, lllusion and the Infinite: The Basis of Pozzo’s Works in Jesuit
Philosophy and Theology

Much of the scholarship on Pozzo has been preoccupied with the connection
between Pozzo’s highly sophisticated perspective practice and Jesuit philosophical

20 To me the matter is best approached by considering the

and theological views.
works within their appropriate context of ritual, liturgy and prayer: what function or
meaning was perspectival illusion in Jesuit art seen to represent in its religious
context, particularly when carried to the extent that we see it in Pozzo? In my
introduction I discussed the performative relationship between Pozzo’s perspectival
illusions and the observer, beginning with the perceptual and intellectual exercise of
inganno and disinganno. Beyond the question of perception and the discovery of the
artifice, how is the observer intended to interact with the perspective image? Did the
Jesuits hold extensive discussion on the subject of illusionism, an art form with
which they, like the seventeenth-century public, were evidently fascinated? In order
to engage in a more precise discussion, and approach any definitive answers,
regarding the basis of Pozzo’s work in Jesuit studies or positions in the fields of
philosophy and theology, I will consider briefly some ideas drawn from Aristotle and
Aquinas, who formed the foundational curricula of Jesuit pedagogy in these fields. I
will focus specifically on those ideas related to perception, the senses and illusion,
before proceeding to the infinite and the divine and their representation.

The seventeenth century’s great preoccupation with perspective, demonstrated in
architecture, painting, and theatrical scenography of the time, is characterised by a

particular fascination with illusionistic extensions of the built environment, and with

120 See especially Kerber, ‘Pozzo e I’aristotelismo’; Lucas, ‘La galleria del Pozzo’; Oechslin, ‘Pozzo e
il suo Trattato’; Strinati, ‘Gli affreschi nella chiesa di Sant’Ignazio’; Burda-Stengel, Andrea Pozzo
and Video Art 89-108; and Insolera, Andrea Pozzo e il Corridoio, 118-150.
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other applications of perspective in contexts which seek to bring the observer into
contact with the perspective scene, bridging the two ‘realities’: that of the observer
and the space he or she inhabits, and that of the space represented by the perspectival
construction. This practice in painting of ‘joining realities’ has a long tradition,
arguably beginning with Masaccio in the Trinita fresco (c. 1425-27) in Florence.
Masaccio presents the depicted space and its architecture as an extension of the
viewer’s space, and also features a figure which appeals directly to the viewer as a
witness and a participant in the scene represented. ! In the seventeenth century it is
expressed in the quadratura fresco painting of Northern Italy, which reaches its
height of technical sophistication in the period; and in the scenes of the theatre stage,

122 These themes

which seem to permit contact with or even entry into other worlds.
of ‘joining’ real and fictive worlds, and of ‘entering’ the scene, dominate the oeuvre
of Pozzo, who we may say is among their best exemplars, as shall be demonstrated
with studies of both the frescoes and in the scenographies in following chapters.
When used in religious contexts, did such specific types of illusion have any
particular or exclusive connection with Jesuit thought or belief?

In the fields of philosophy, including logic, natural and moral philosophy and
metaphysics, the works of Aristotle formed the core of Jesuit studies in the

123

colleges.” The classical rigour and the Aristotelian basis of Jesuit philosophy tell

us a great deal of the Jesuit way of thinking in many areas, including art. As

12! See Van Eck, Classical Rhetoric, 19, 73-75; and Sandstrém, Levels of Unreality, 71-108.

122 Theatrical sets in Venice and elsewhere are discussed in Chapter 2. See also Bjurstrém, Giacomo
Torelli and Baroque Stage Design. See Introduction, note 19 regarding Northern Italian quadratura
artists.

123 gt Ignatius of Loyola, The Constitutions, Fourth Part, Chapter XIV, 44. See also Fitzpatrick, St
Ignatius and the Ratio Studiorum, The Ratio Studiorum of 1599, Rules for the Professor of
Philosophy, 2. How Far Aristotle is to be Followed,” 167. Ganss lists four classes of philosophy,
consisting of the Logic of Aristotle in the first year, followed by three years devoted to the following:
De Physico Audito, De Coelo, De Meteorologisticis, De Generatione et Corruptione, De Anima,
Parva Naturalia, Metaphysica.
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previously discussed, employment of the senses as a means of engaging the intellect
in Jesuit art and liturgy can be traced directly back to Ignatius and the Exercises.
Aristotle insists on the necessity of empirical evidence gathered through the senses as
proof of the existence of the world, maintaining that ‘it is impossible for anyone to

» 124

believe the same thing to be and not to be. However, perception does contain

error: ‘. . . sensations are always true: but many phantasms are false’; similarly,

. . . 125
‘imagination can be true or false.’

Phantasms, a translation of phainomena, are
perhaps better read as ‘appearances.” Here is where illusionism—pictorial,
perspectival, or otherwise—is permitted entry into the Aristotelian world of
perception: appearances are incomplete, and may be false. The intellect must form
decisions and judgements about what it perceives through the senses, and we may
say that illusionistic images are deliberately designed to deceive the senses; this
points us back to Ignatian discernment. If the Jesuits accepted and taught the
Aristotelian theory of appearances as distinct from reality, clearly illusionistic art
presented no ethical difficulty; in fact it served as a kind of ‘spiritual exercise’ in
itself.

Illusion and the observer’s response to it are a central concern of mimesis, often
discussed in relation to rhetorical performance or representation, but equally
applicable to the visual arts, including scenography and illusionistic fresco
painting.'*® The image which is discovered as an illusion or understood to be unreal

makes an appeal to the intellect and the imagination: the observer is not asked to

accept the image as a reality; rather, he is asked to analyse the artifice of the illusion

124 Aristotle, Metaphysica Book I'.3,1005°, 22-23.

1% Aristotle, De Anima, 111ii.645, 648.

120 See Van Eck's discussion of mimesis as theorized by classical authors, particularly Aristotle,
Horace and Plutarch, and its application in the visual arts. Van Eck, Classical Rhetoric, 48-50 and 65.
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and to regard it as the representation of that which does not actually exist. Aristotle
remarks on the ‘pleasure’ that is derived from such imitation or mimesis in poetry,
painting and sculpture; a pleasure derived from the representation rather than the
actual thing or action.'*’ Perspective, in the art of Pozzo, is the device which
achieves mimesis, the representation of space which, the observer is led to discover,
does not exist. It is also the agent by which the observer ‘enters’ the scene and
participates directly in it, as his world and the world represented in the image
become fully joined. Illusionistic painting and scenography as mimesis will be
demonstrated with examinations of Pozzo’s works the church of San Franceso
Saverio at Mondovi in Chapter 3, and Sant’Ignazio in Rome in Chapter 5.
Perspective, as James Elkins has discussed, lends itself to a myriad of

128

metaphors. ™ In the cultural context of the seventeenth century, we may consider

whether the infinite distance which Pozzo’s perspective scenes seem to portray is

intended to represent infinite space.'*’

This idea, of course, is dependent on a
conception of infinite space itself, a relatively new and unorthodox idea at the time.
The representations of infinite space which perspective offered might be culturally
associated with the radical breaks from Aristotelian conceptions of the universe
proposed by figures such as Giordano Bruno, given further impetus by the invention
of the telescope, the work of Galileo, and radical rethinking of the nature of the

universe beginning with Copernicus.”® Where the Jesuits placed themselves within

cosmological discourse of the time is ambiguous; the Jesuits’ foremost authority in

17 Aristotle, Rhetorica, 1371b, 4-10.

28 See Elkins, The Poetics of Perspective, Chapter 1: ‘Into the Maelstrom of Metaphor,” 1-44.

129 Elkins, The Poetics of Perspective, 16, 33-35.

" For Bruno and the cosmological positions of several Jesuit researchers, especially Kircher, see
Rowland, ‘Athanasius Kircher.” For the relationship of Galileo to the Jesuits, the Jesuits’ ambiguous
position on his finds and those of others, the difficulties brought on by Copernican heliocentrism, and
the ‘crumbling’ of Aristotelian cosmology brought about by both, see Coyne, ‘The Jesuits and
Galileo.” More expanded studies include Battestini, Galileo e i gesuiti.
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mathematics and astronomy, Christoph Clavius (1538-1612), made a written case
against the Copernican theory of the universe—thus officially maintaining Jesuit
adherence to orthodoxy and avoiding any apparent conflict with biblical exegesis or
Aristotelian cosmology—while apparently acknowledging off record that he

1

subscribed to Copernicus’ ideas.””' Bruno is regarded by some as having brought

about a fundamental shift in consciousness, and possibly even a cultural crisis,

132 Whether or not the

through his proposal of infinite space and an infinite universe.
Jesuits officially subscribed to such an idea, the writings of Kircher indicate that it
was open to discussion.'”> Did perspective in the seventeenth century, the works of
Pozzo being among the best examples, seek to represent the concept of infinite
space? If so, what do such scenes mean, within a religious context and specifically
within the Jesuit context?
Turning to Aquinas, whose writings represented the core of theological studies in

the colleges, we find a discussion of the infinite and the relationship of God to the
universe which provides a compelling interpretation of Baroque representations of

the divine and of infinity. ** ‘Spatial boundaries,” Aquinas says, ‘are spatial forms. .

. So lack of spatial limits is limitlessness of a material kind and not to be ascribed to

Bl See Remmert, ‘Picturing the Jesuit Anti-Copernican Consensus.” Works of Clavius cited include
In Sphaerum loannis de Sacro Bosco commentarius (1570) and Opera mathematica (Mainz, 1612).
Remmert also notes Jesuit cardinal Roberto Bellarmino’s warning to Galileo regarding
Copernicanism.

12 Fagiolo dell’Arco has discussed the ‘new consciousness of the infinite’ brought about by Bruno in
the seventeenth century. Fagiolo dell’Arco, L Effimero Barocco, 57. Bruno’s dialogues concerning
an infinite universe and our perception of it can be found in his De L’infinito, universo e mondi,
‘Dialogo primo.” Bruno, De [’infinito, 419-38.

133 Rowland has pointed out that Kircher had read works of Bruno and was in agreement with him that
‘nothing but an infinite universe did justice to an omnipotent God.” Rowland, ‘Athanasius Kircher,’
esp. 198-202. Rowland cites passages of Bruno’s De Immenso et Innumerabilibus (1591); Kircher
admits having read Bruno in his own Ars magna sciendi (1669).

134 Fitzpatrick, St Ignatius and the Ratio Studiorum, The Ratio Studiorum of 1599, Rules for the
Professor of Scholastic Theology, 2. ‘Following St Thomas,” 160. See also Ganss, Saint Ignatius’
Idea, 15, 158.
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God.” '*? Aquinas maintains that only God can be infinite, ‘without limit’; and
following Aquinas, the universe cannot be infinite."*® Following the Aristotelian and
Thomistic doctrine maintained by the Jesuits, therefore, visual representations of the
infinite, produced by pictorial or scenographic means, must not represent an infinite
universe, but the divine essence: God Himself. However, God cannot, according to
Aquinas, be comprehended; his infinite and infinitely perfect nature can only be
suggested. Likewise in art, what is incomprehensible cannot be rendered visually,
but merely suggested. If, then, we read the illusionism of Pozzo as representing the
divine, or serving as a metaphor for the experience of the divine, this must be
understood as taking place on the level of suggestion. Just as his scenographies open
to unlimited spatial vistas, Pozzo’s ceiling in St Ignatius seems to telescope up to the
heavens: the entire ensemble, architecture and figures, project upward to an ‘infinite’

distance, [figs. 4.4 and 0.1]."’

Karl Noehles has discussed the illusionistic teatri sacri produced for the
Quarant’ore in the seventeenth century as portals to the divine realm, transitory

® He associates this effect with the ‘Argutie

devices between two worlds. "
anogogiche’ of Tesauro, citing the passage from his ‘Argutezze Divine’ of 1/

Cannocchiale Aristotelico:

Anagogical Argutie, which draw upward, are those which
metaphorically hint at some secret of things heavenly and eternal:

133 St Thomas Aquinas, Summa Theologiae, Ta.7.1. Trans. Fr. Wilfrid Lescher in Compendium of the
Summa Theologica of St. Thomas Aquinas (1560).

13 St Thomas Aquinas, Summa Theologiae, 1a.7.3.

17 Fagiolo dell’Arco, ‘Pensare Effimiro,” 87.

% Noehles, ‘Teatri per le Quarant’ore,” 91. This idea is further discussed with the case studies of
Pozzo’s Quarant ore scenographies in Chapter 4.
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guiding the mind from the visible objects to the invisible; and from
this life to the next."”’

This metaphor of Tesauro might be applied to Pozzo’s scenographies as well as to
his frescoes; particularly the great vault of Sant’Ignazio: the perspectival image of a
celestial scene appears connected to the world of the viewer by means of a
‘transitory’ architectural device that visually connects the two. The perspectival
image, receding into an apparently infinite distance, gradually fades into an indistinct
field of atmosphere and light. Pozzo thus melds the physical universe with the
divine, ‘infinite’ realm by means of the perspectival construction as well as light
effects. However, the intellect eventually discovers that what is represented, the
appearance of the infinite, is not a substitute for the infinite itself. How, then, is
spiritual persuasion achieved in Pozzo’s works?

De Feo describes this persuasion as coming about as the result of an intellectual
process of engagement; the issue is identifying precisely how this process occurs,
and what it involves.'* T would suggest that in the encounter with each of Pozzo’s
major works of scenography and illusionistic fresco, the observer is led through
various levels of perceptual, intellectual and spiritual engagement. These bear
correspondence with the tiered levels of vision proposed by St Augustine—
corporeal, intellectual and spiritual vision—and with the levels of understanding

141

theorized by Paleotti. © First is perceptual engagement, the initial contact with the

image, leading to sensory persuasion: the acceptance of the image or images and the

9 <Argutie Anagogiche, o trahenti ad alto; son quelle che metaforicamente motteggiano alcun
segreto delle cose Celesti & eterne: guidando la mente dagli obietti visibili agli’invisibili; & da questa
all’altra vita.” Tesauro, Il Cannocchiale Aristotelico, 61.

10 See Introduction and De Feo, Andrea Pozzo: Architettura e illusione, 13.

11 gt Augustine, The Literal Meaning of Genesis, Book 12, esp. Chapter 6:15; also Chapters 7-12;
and Paleotti, Discourse on Sacred and Profane Images, Chapter 22, 112-14. Paleotti’s theory of levels
of cognition is discussed in Chapter 2.
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perspective system as a truth or ‘reality.” The second is intellectual engagement,
through the analysis, reconsideration, and recognition of the ‘falsity’ of the
perspectival images—the inganno and disinganno leading to discernment. This
analysis of the illusion may coincide with the analysis of the iconography and the
rhetorical system of images, narratives, figures, emblems and other components.
Discovering the perspectival artifice, the observer’s intellect is then persuaded of the
‘wonder’ of the mimesis, the representative image produced, and he begins to
contemplate its meaning.

The final type of engagement is spiritual, and occurs through direct personal
involvement with the image or the system of images, the understanding of their
religious messages, and most importantly, through active engagement in a ritual
performance—the context for which the image, and all of the other images and
decorative elements, are produced. 1 suggest that this direct involvement and
performance, in the end, is what achieves spiritual persuasion. The desire to believe
the image translates into the desire to believe what it represents: the sacred narrative
or celestial scene of glory which the believer wants to ‘enter.” Entry is permitted
through the visual joining of the world of the spectator with the celestial vision.

Augustine distinguishes the light of the created world from the divine light of
wisdom: ‘The light born from God is the very Wisdom of God, but the light made by
God is something mutable, whether corporeal or incorporeal.”'** Aquinas describes
a divine light—a light of understanding—similar to what we find in Ignatius’
visions. Recognizing God, according to Aquinas, seeing His ‘substance’ in one’s

mind, requires something beyond our ‘nature,” and therefore beyond our senses and

142 St Augustine, On the Literal Interpretation, Chapter 5, 157.
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our ability to reason: he calls this the ‘light of divine glory.”'*’

The theme of light as
a spiritual metaphor for discovery of the divine, and the movement of the faithful
toward the divine essence, figure highly in Pozzo’s work beginning with his religious
scenographies in Milan. In the Quarant’ore, a tradition which the Jesuits
championed in Rome and for which Pozzo designed some of his most famous
scenographies, the visual theme of divine light is repeatedly represented in the image
of the heavenly glory emanating from the Blessed Sacrament.'*!

Having considered thematic alignments of Pozzo’s works with Jesuit studies and
views in philosophy and theology, we should recall that Pozzo’s formal education
stopped short of upper level studies in these fields. The philosophical and
theological training Pozzo would have received as a Jesuit would therefore have been
largely a result of his immersion in Jesuit and spiritual intellectual culture: living in
community with other Jesuits, engaging in conversation with professors and students,
and partaking of the daily activity of the colleges. The role of independent study was
crucial to his development in terms of both the technique and the content of his

works. Such studies were enabled by access to the resources of the colleges, which

brought him into contact with a long tradition of Jesuit research.

'3 St Thomas Aquinas, Summa Theologiae, Ta.12.2.
144 See Chapter 4 for a discussion of the history and development of the Quarant ore at the Ges, its
major themes, and Pozzo’s Quarant ore scenographies.
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Jesuit Science and Research Culture: Perspective and Optics, and Pozzo’s Treatise
Plato’s definition of the philosopher as a lover of the ‘whole’ of wisdom, one who

has ‘a taste for every sort of knowldge’ and a lover of ‘the vision of the truth’ strikes

at the heart of the Jesuit preoccupation with scientific research and intellectual

* Through their educational mission and the channels of communication

pursuits.'
produced by their extensive travels, the Jesuits succeeded in developing a formidable
research culture and in disseminating their achievements on a scale which
contributed in large measure to the development of the scientific disciplines.'*®

The Jesuits had, by the seventeenth century, established their presence and
reputation in education throughout Europe through the founding of colleges and a
distinguished record of research, particularly in the sciences. ¥ Under the
directorship of Athanasius Kircher (1602-1680), the ‘museum of natural curiosities’
at the Collegio Romano took a central role in showcasing Jesuit research activity in
the late seventeenth century, and became a destination for visiting dignitaries from
all over Europe.'*® Kircher was the Society’s foremost figure in the sciences. While
his initial position at the college was pedagogical—he was a professor of
mathematics and oriental languages—in 1646 he was made a full-time researcher,
and his work and inventions became objects of display and entertainment for

149

dignitaries visiting the college.™ We can see in Kircher, then, a prime example of

the way in which the Society strategically employed those members of high stature

143 Plato, Republic, Book V, 475.

146 For further and more detailed discussion of Jesuit travel and the scientific network of the Society,
see Harris, ‘“Mapping Jesuit Science,” 212-233.

"7 Rivka Feldhay indicates the 1620s as ‘the beginning of . . . the solidification of Jesuit science.’
Feldhay points to their takeover of the University of Vienna as a sign of their arrival as ‘a
predominant cultural force in the Habsburg Empire.” Feldhay, ‘The Cultural Field of Jesuit Science,’
109.

8 The ‘Museum Kirchanum,” briefly described by Harris, is fully catalogued and described in
Sepibus, Romani Collegi Societis lesu. Harris, ‘Mapping Jesuit Science,” 227-28.

' Findlen, ‘Introduction: The Last Man Who Knew Everything,” 11.
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and intellectual output for the purposes of reinforcing its identity and prestige. We
could say that Pozzo served a similar pedagogical and promotional role for the
Jesuits in the field of art in the last decades of the seventeenth century.'®

Kircher’s well-known treatise on light and optics, Ars Magna Lucis et Umbrae of
1646, very likely served Pozzo as a reference for experiments in perspective and the
production of anamorphic images, as well as the direction and magnification of

151

light.”" Experiments with lenses and mirrors had, partly owing to Kircher’s work,
become a nearly universal fascination in the period. Optics enter Jesuit visual culture
by the 1640s, as indicated earlier in my discussion of the Imago Primi Saeculi. In the
opening engraving of Ars Magna we find another precedent for the beams of light and
reflecting mirror in Pozzo’s ceiling in Sant’Ignazio [1.18]. This introductory image
establishes light as the divine gift of illumination, whose reflection, transmission and
various uses, as extensively described and illustrated in Kircher’s treatise, finds its
source in God.

Camerota discusses Pozzo’s fascination with Kircher’s experiments in Rome,
incorporating them into the ceiling of Sant’Ignazio in the form of the angel holding
the curved mirror with the Christogram to direct and spread the light of truth
emanating from Christ through Ignatius [figs. 1.16 and 0.1]."°* Camerota describes
the concave mirror as a ‘scientific icon’ symbolizing ‘the intermediation between

s 153

divine wisdom and human knowledge. Kircher’s experiments with light and

150
151

Pozzo’s role as teacher is discussed in Chapters 3 and 4.

Kircher appears regularly in the literature on Pozzo. See Corradino, ‘I Gesuiti e la geometria’;
Fagiolo dell’Arco, ‘Pensare effimero’; Gallavotti, ‘Gli esordi pittorici a Roma’; Strinati, ‘Gli affreschi
nella chiesa di Sant’Ignazio’; Martinelli, ‘Teatri sacri e profani’; Zanlonghi, ‘La gloria dello sguardo’;
Burda-Stengel, Andrea Pozzo and Video Art, 7-20; Insolera, Andrea Pozzo e il corridoio, 107; Levy,
Propaganda, 160; and Camerota, ‘Il teatro delle idee.’

152 Camerota, ‘Il teatro delle idee,” 25-26.

133 Camerota, ‘Il teatro delle idee,” 26. The symbol of the mirror will be revisited in my analysis of
Pozzo’s ceiling in Sant’Ignazio in Chapter 5.
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mirrors may well have served Pozzo on more than a theoretical or symbolic level.
The manipulation and control of light through diffusion, magnification, projection
and concentration has a long history in theatre and scenography, and was a subject of
experimentation going back to the Renaissance.”* As we shall explore further in the
next chapter, light played a very important role in Pozzo’s scenographies, and it is
likely that he explored the possibilities of Kircher’s theories in order to employ the
light emitted by lamps and candles to its greatest advantage.

At the end of Ars Magna, Kircher includes an epilogue concerning the

metaphysics of light: Metaphysica Lucis & Umbrae."

Kircher seeks to scientifically
substantiate ideas of divine light by finding and demonstrating the physical
manifestation of this light in the natural world, and by assigning a rational structure to
it. He clearly seeks not to investigate natural phenomena independently of a religious
belief system, but rather finds further reinforcement of this belief through science.
Some argue that Pozzo’s perspective system was similarly a manifestation of divine
laws ‘revealed’ through the research and practice of generations of artists and
mathematicians.'*

When and how Pozzo began his studies of perspective, which ultimately led to his
large-scale quadratura fresco projects, remains a question. He would doubtless have
received some training in mathematics and geometry in his Jesuit education as well

as exposure to the current research in these fields in the colleges. Saverio Corradino

describes the ‘practical direction’ of Jesuit research in mathematics, exemplified by

13 Serlio describes the use of brass reflectors and convex glass vessels filled with water to produce the
effects of the sun and the moon in his Treatise on Stage Scenery. Serlio, On Architecture, Book 1,
‘Concerning Artificial Lights for Stages,” 92-93.

155 Kircher, Ars Magna, Book 10, ‘Epilogus, sive Metaphysica Lucis & Umbrae,” 797-805.

136 See Burda-Stengel, Andrea Pozzo and Video Art, 107-108; and Oechslin, ‘Pozzo ¢ il suo Trattato,’
esp. 199-201.
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the work of Cristoph Clavius, who sought to reconcile abstract mathematics with the
applied mathematics of Renaissance geometry."”’ Corradino takes the position that
Pozzo ‘never did scientific studies’; rather than casting Pozzo in the light of scientist-
artist, he sees a connection between the creative process of the artist and the research
of the geometrician.”'*®

Some would argue that Pozzo’s perspective training came primarily as a result of
hands-on practice working with and under masters of quadratura in northern Italy."”
His first fresco project in Genoa dates from 1672, and prior to this he had already
been experimenting in scenography: his first public works to employ complex
perspective techniques and architectonic arrangements were the apparati produced

by the Jesuits for religious festivals in Milan.'®

These began with a Quarant’ore
scenography for San Fedele, and later, in the same church, scenographies for the
Canonisation of St Francis Borgia and for the festival of the Immaculate Conception
in 1671-72."°" T would therefore suggest that Pozzo’s training and early practice in
the art of perspective, as well as his architectural training, came primarily by way of
scenography.

Pozzo’s early scenographies would have required the study not only of

perspectival constructions on a picture surface, but of its application within the space

of the church, which involved its engineering and construction as a multi-component

157 Corradino, ‘I Gesuiti e la geometria,” 63. Clavius, a teacher and researcher at the Collegio Romano,
played a major role in the establishment of the Ratio Studiorum. His research in geometry was
published in his Geometria Pratica of 1604. See Feldhay, ‘The Cultural Field of Jesuit Science,” 109.

"% Corradino, ‘I Gesuiti e la geometria,” 73.

159 See Spiriti, ‘Andrea Pozzo dalla Lombardia a Mondovi,” esp. 188-91; and Pigozzi, ‘Il gioco fra
verita e illusione,” esp. 131-35. Also see Chapter 3.

' The fresco decorations in the Chapel of St Francis Borgia and the altar painting of the dedicatory
saint, all in the Jesuit church of Ss. Ambrogio e Andrea, are mentioned in the transcribed archives of
the Casa Professa in Genoa: Raffo, trans., Historia Domus Professae, Entry 353, ‘La cappella ¢
finalmente terminata,” 304.

1! These first scenographies in Milan are discussed at length in Chapter 2.
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installation. Illusionistic scenes rendered as partially constructed scenographies
apply the same basic theory and techniques of perspective as those applied in
quadratura fresco. However, the differences between these two art forms,
particularly on the level of execution, call for further consideration and emphasis in
the examination of Pozzo’s oeuvre. Theatrical scenes present the added complexities
of real material and space—that is, a perspectival illusion executed across several
planes rather than one—and real light. Such undertakings required experimentation
in the studio, as well as the study of theatres and of stage technology; this aspect of
Pozzo’s studies will receive further treatment in Chapter 2. They also indicate
engagement with, and study of, the most current research in both perspective and the
properties of light; particularly the work of Kircher described earlier.

Pozzo’s own treatise on perspective, published in two editions in Rome at the end
of the century, is clear evidence of his very close study of the most important
publications on the subject.'®* Perspectiva Pictorum et Architectorum may be taken
simply as a series of detailed demonstrations of the practical application of the
perspective theories laid down by his forbears.'® However, as we study the treatise
we find it is much more than that. While it is certainly written for the artist, it
represents a life’s work of study and research within a field to which the Jesuits were
major contributors. For this reason, and for the obvious reason of its publication by
the Jesuits, I consider Perspectiva both a contribution to and a product of Jesuit
science and research culture. I will here consider the tradition of perspective studies

and treatises as it stood at the time of Pozzo’s early career, in order to identify the
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Pozzo, Perspectiva Pictorum et Architectorum, 1, II (orig. Rome, 1693, 1700).

Pozzo declares his sources as Vignola, Serlio, Palladio and Scamozzi. See Insolera, ‘Le prime
edizioni del Trattato,” 207. References to Vignola run throughout Perspectiva, 1, appearing in the texts
of Figs. 9, 24, 44. Palladio and Scamozzi appear with Pozzo’s page of the Orders of Architecture,
Fig. 33A (in the 1723 edition this is the last figure).
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work of authors upon which Pozzo based his methods and his treatise, as well as the
aspects of his practice and research which can be considered to represent innovation
in the field. I will include works by Jesuit researchers as well as other well-known
works which must surely have been accessible to Pozzo in Jesuit colleges and the
academies in Milan and Rome.

The primary concern of the generation of Italian perspective theoreticians prior to
the seventeenth century—after Brunelleschi’s famous first experiment, major
treatises include that of Alberti (1435), Serlio (1545) and Vignola (1583)—was to
explain perspective and optics to artists and architects seeking to accurately represent

spaces and objects pictorially. '**

Martin Kemp suggests that for the Italians,
perspective was not seen as a breakthrough intellectual discovery, as it was in the
Low Countries and Germany, but something that had evolved, in a practice-based
rather than a theory-based way, over time.'®> From the Italian tradition, Vignola’s Le
Due Regole della Prospettiva Pratica of 1583 would have been the best-known and
most widely-studied treatise to date. Vignola’s treatise, which includes commentary
by the Bolognese mathematician Ignazio Danti, is a fusion of scientific studies of the
day with the visual concerns of representation for artists and architects.

Two consecutive chapters in Vignola’s treatise indicate him as one of Pozzo’s

chief sources of study. His chapter ‘Of the method of making the perspectives in the

balconies, and the vaults, seen from below’ is a clear precursor to Pozzo’s techniques

te4 Alberti, On Painting (De Pictura); Serlio, On Architecture (Tutte ['opere d’Architettura et
Prospettiva); Vignola, Le due Regole della Prospettiva Pratica. Other major treatises include Piero
della Francesca (De prospectiva pingendi, 1474), Daniele Barbaro (La pratica della prospettiva,
1568), and Lomazzo (Trattato dell'Arte della Pittura, Scultura et Architettura, 1583). See Massey et
al., The Treatise on Perspective: Published and Unpublished.

1% Kemp points to the dearth of writing on perspective in Italy after 1500 in relation to the extent to
which it is employed by artists, citing Vignola’s treatise as ‘the first specialised treatise on perspective
by a professional artist.” He surmises that ‘perspective was for the Italians an established part of their
technique rather than an exciting new device in need of explanation, as it was in the North.” Kemp,
The Science of Art, 69.
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and explanations for perspective ceilings; while ‘The method of painting
perspectives in vaults’ addresses, albeit with limited visual aide, the difficult task of

rendering a perspective scene on irregular surfaces [figs. 1.19-1.20].'%

Kemp has
highlighted the comments of Danti regarding the optics of the human eye, and the
necessity of maintaining a sufficient distance that the entire perspectival image can
be seen in a single view.'®” This is one rule of Vignola and Danti from which Pozzo
boldly departs in a major project in Rome: the Corridor of St Ignatius in the Casa
Professa del Gesu, in which the very close proximity of each plane of the perspective
system to the eye is overcome, to produce a seamless illusion of space and structure
in all directions [figs. 5.1-5.10]."°®

Pozzo’s position within the research and learning environment of the Jesuits was
ideal, for before him lay a tradition of research in geometry established by Clavius
and continuing with further studies in optics and perspective by Kircher and Jean
Dubreuil.'® Kircher’s studies of anamorphic projections of images is particularly
informative where Pozzo’s work is concerned. In the section Ars Sciagraphica he
illustrates the distortion of a shape when projected onto a surface which is oblique or

perpendicular to the picture plane; then onto a cone and a cylinder—all important

exercises for producing the counter-distortions necessary to render images on vaults

1% Vignola, Le due Regole, 86, ‘Del modo di fare le prospettive nei palchi, & nelle volte si veggono di

sotto in su’; and 89-90, ‘Il modo di dipignere le prospettive nelle volte.’

1" Kemp, The Science of Art, 81. Danti, Annotatione prima, in Vignola, Le due Regole, Chapter VI,
69-70.

18 See Chapter 5.

1 The methods of Dubreuil are mentioned by authors only in general terms as a study subject for the
Pozzo’s more difficult perspectival problems, such as the rendering of ananorphic figures. See
Fagiolo dell’ Arco, ‘Pensare effimero,” 91; and Insolera, Andrea Pozzo e il Corridoio, 107.
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[fig. 1.21]."° Pozzo would not experiment with true anamorphoses (and then only
selectively) until the project in the Casa Professa in Rome."”!

The work of Dubreuil, whose contributions to Jesuit theatrical scenography were
discussed earlier, would have been widely known in the major Jesuit colleges.
Dubreuil’s treatise represents a significant contribution to the discipline, providing a
broad range of perspective lessons and examples for artists and architects. He also
established many of the theories and techniques further developed by Desargues and
Bosse, to be discussed further on. The full title of his treatise, La Perspective
Pratique necessaire a tous Peintres, Graveurs, Sculpteurs, Architectes, Orfeurs,
Brodeurs, Tapissiers, & autres se servans du Dessein, states its intended purpose as a

2 In keeping with the Jesuit

guide to perspective for all artists and fine tradesmen. '
mandate of service to the public, it was produced as a widely accessible educational
tool, much like Pozzo’s treatise would be a half century later. Dubreuil opens the
treatise with a preface that is distinctly Jesuit in its use of vision and perception as a
spiritual metaphor, and exalts perspective above all other disciplines.'”” Of note in
Dubreuil’s treatise is the emphasis on representing the subject in many different
situations, and its corresponding effect on perception. The viewing angle is closely
studied, and secondary vanishing points are considered in addition to the central
vanishing point.

Dubreuil applies the methods established by Serlio and Vignola to complete

architectural interiors, and addresses round spaces such as the apse of a church [figs.

170 Kircher, Ars Magna Lucis et Umbrae, Book 11, Part I, ‘Ars Sciagraphica,” Iconismus .

7! See Chapter 5, ‘The Corridor of St Ignatius in the Casa Professa del Gesu: an “Ignatian Theatre.””
172 Dubreuil, La Perspective Pratique. 3 vols, 1642, 1647, 1649.
' Dubreuil, The Practice of Perspective, Preface, iii.
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1.22 and 1.23]."* There is a section devoted to the scaling of figures in space, as
well as a series of studies of the effects of light and shadow based on the position of
the sun, and in interiors with multiple light sources [fig. 1.24]."” The edition of
1649 features an extensive section on architectural structures and openings overhead,
including rectangular, round and irregular openings seen from both centred and non-
centred viewing positions; an introduction to domes; the projection of images onto
vaults; a section concerning anamorphic images; and the section on theatrical
scenographies previously discussed. [figs. 1.25-1.32].'7° The various editions of
Dubreuil’s treatise are, overall, pragmatic guides to the practice of perspective,
concerned with the teaching of the rules through multiple examples and
combinations of problems. They do not offer instruction on architectural details or
ornament, which he very likely considered the domain of architects. However, the
essential principles and techniques upon which Pozzo constructed many, if not most
of his widely varying projects can be found in Dubreuil’s work.

In 1648, six years after the publication of the first edition of Dubreuil’s treatise,
Abraham Bosse produced and compiled engravings from the perspective theories of
Girard Desargues (1593-1661)."”7 Bosse’s treatise opens with an explanation of the

perceived effects of positions and distances of objects relative to the picture plane,
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Dubreuil, La Perspective Pratique, Part 1, Pratique 73, 74.

Dubreuil, La Perspective Pratique, Part 1, Pratique 122-128; Pratiques pour trouver les ombres
naturelles, tant au Soleil, & au Flambeau, qu’a la Chandelle, & a la Lampe, 134, 148, 150.

176 Dubreuil, La Perspective Pratique, Part 111, Traite 1, IV, V. For further discussion of Traite IV
concerning scenography see Chapter 4.

""" Bosse, Le Maniére Universelle de Mr. Desargues, pour pratiquer la Perspective par petit-pied,
comme le Geometral (1648). Corradino includes Bosse among Pozzo’s likely sources: Corradino ‘I
Gesuiti e la geometria,” 72; while Migliari insists Pozzo’s treatise is manifest proof that Bosse entered
his studies: Migliari, ‘Geometria e mistero,” 73. Martinelli, Galavotti, and Pigozzi discuss in varying
levels of detail Bosse’s methods for executing perspective on curved vaults and his method of image
transfer using the grid and light projection. Martinelli, ‘Teatri sacri e profani,”’108; Gallavotti, ‘Gli
esordi pittorici,” 45; Pigozzi, ‘Andrea Pozzo tra Giulio Troili,” 41.
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prior to introducing the vanishing point.'”® Desargues addresses the topic of images
on oblique surfaces perhaps more clearly than do Kircher or Dubreuil by illustrating
in simple terms what happens when the picture plane—the surface upon which the
image is made—is angled in either direction away from its usual perpendicular
position relative to the eye and the receding perspective planes [fig. 1.33].'” This
lesson, of course, is a necessary step before addressing more complex cases, from the
rendering of images and entire illusionistic perspective systems on surfaces that are
irregular or not perpendicular to the eye—the majority of situations in which Pozzo
worked in his quadratura projects. Pozzo likely recognized in his first scenographic
experiments that the majority of viewers of any perspective scene are not observing
the scene from a position whose viewing angle is perpendicular to the image surface
and aligned with its centre. This is also true in the court theatres, where the
‘privileged’ seat corresponding to the vanishing point of the scenography’s
perspective was reserved for dignitaries and sovereigns.'® Moreover, while virtually
all perspective systems are dependent on the fixed position of the observer, in reality
the observer is almost always moving. This consideration of the position of the
viewer introduces the necessity of a visual strategy based on the built space and the
inevitability of the observer’s movement and change of position in that space. It
thereby opens the question of whether and to what extent the viewer’s position
relative to the image can be predicted, and even dictated, by the image—in short,

whether the viewer’s visual experience can or should be controlled.
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Bosse, Le Maniere Universelle de Mr. Desargues, Part 1, Figs. 1-20.

Bosse, Le Maniere Universelle de Mr. Desargues, Part 1, Fig. 42.

"% Strong remarks on the relationship of the stage, the perspective system and even the action in court
theatre in relation to the sovereign. Strong, Art and Power, 7.
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In 1653 Bosse published another volume based on Desargues’s studies, following
on the introduction of non-perpendicular surfaces in the first treatise. Moyen
Universel pour Pratiquer la Perspective sur les Tableaux ou Surfaces Irregulieres is
believed, by many, to unlock the ‘mystery’ of Pozzo’s extraordinary success in
transferring perspectival images onto curved vaults [fig. 1.34]. Figure 15 of Bosse’s
treatise shows a figure with a candle ‘projecting’ the perspective lines onto the curve
of a vault with the help of a candle or torch [fig. 1.35]. This method of image
transfer was appropriated by Pozzo in his fresco projects, and is discussed in
Chapters 4 and 5. The production of perspectival scenes on curved surfaces, as we
have seen, does not begin with Pozzo; the presence of such treatises as those of
Bosse and Desargues at the middle of the century proves that the topic was being
addressed.'®' Pozzo’s achievement is to be found in the successful application of the
theory in situations of large scale and high complexity, demonstrated in the fresco
works to be studied in later chapters.

In attempting to trace Pozzo’s research in perspective and his likely sources, what
remains conjectural is what new research he had access to and when. We know, for
example, that many of Kircher’s works did not arrive at the College of Trent until
1671; while the perspective treatises of Desargues and Bosse do not appear in the

collection until 1697.'%?

However, the publications of both Clavius and Kircher
based on their scientific work carried out in Rome certainly made their way to Milan,

and Dubreuil’s treatise as well as his scenographic work at the Collegio Romano

81 Pigozzi cites Guidobaldo Del Monte as the first to have studied the subject, referring to Del

Monte’s Perspectivae libri sex of 1600. Pigozzi, ‘Andrea Pozzo tra Giulio Troili,” 35.
182 Fedele et al., ed., La Biblioteca del Collegio dei Gesuiti di Trento, ‘Catologo,” Vol. L.
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would have been well-known. '

The Collegio di Brera, neighbouring the Casa
Professa of San Fedele where Pozzo spent his early years, was one of the showcase
Jesuit institutions of learning in the seventeenth century, and much of its original
collection has been handed down to the modern day Biblioteca Nazionale
Braidense.'®*

Pozzo’s treatise Perspectiva Pictorum et Architectorum was published in two
volumes in 1693 and 1700, originally in Latin and Italian, and subsequently
translated into German, French, Flemish, English, Spanish, Greek, and Chinese.'®
Although it does not necessarily introduce any new methods to the tradition of
perspective theory or perspectival constructions, it provides explanations and
illustrations of methods of execution at an entirely new level of detail and specificity.
Overall, it represents a major step forward in perspective treatise-writing in its sheer
monumentality, its range of examples, and the precision and detail with which the
established methods are applied. It is likely for this reason, and because of its
worldwide dissemination, that Pozzo’s treatise took its place among the best-known
and most widely referenced and studied perspective treatises. In later chapters I will
be studying selected projects within the treatise, particularly Pozzo’s scenographies,
and I will also consider what the treatise reveals about Pozzo’s working methods.

Perspectiva seeks to instruct the student of perspective, and to provide a set of tools

to achieve the effects Pozzo mastered through his own experiments. It is first and

'3 The 1649 edition of Dubreuil’s La Perspective Pratique includes a section on scenography very

certainly based on his experiments at the Collegio Romano. See Chapter 4.

"% The copy of Kircher’s Ars Magna currently held in the Biblioteca Nazionale Braidense is listed and
noted with a provenance of the Collegium Braydense Societatis Iesu, as are a number of treatises of
Clavius.

185 Kerber, Andrea Pozzo, 267-270. Kerber lists the details and dates of the publications, beginning
with the first [talian-Latin edition published in Rome by Johann Jakob Komarek.
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foremost a practical manual, designed and produced for the purposes of students and

of the working artist-scenographer.'*

186 See Bigari, ‘Andrea Pozzo e la sua eredita,” esp. 382; Insolera, ‘Pozzo e la sua accademia’; and
Insolera and Bosel, ‘L’impegno didattico.’
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Conclusion

In this chapter I have sought to provide a religious and intellectual foundation for
Pozzo and his work through a broad examination of Jesuit life, education, science
and visual culture. A major objective has been to dismantle the idea that Jesuit
obedience and religious life call for the relinquishing of personal identity or
initiative; a clarification which I believe is essential if we are to proceed further in an
analysis of Pozzo and his work.

The Jesuit iconographic system which develops, and seems to have solidified by
the time of the arrival of Andrea Pozzo, can prompt us to prematurely conclude that
the content of his works, certainly that of the major fresco cycles, was largely
dictated or predetermined by the specific messages that the order wished to
communicate in its churches. Moving beyond the scholarly preoccupation with
programmed content and ‘institutional message’ as the dominant, or even singular,
driving and directing force in the design and production of works of art is perhaps
the single greatest challenge in studying an artist such as Pozzo.

As I have demonstrated through examples, and will continue to demonstrate
throughout this thesis, Pozzo’s work clearly reflects his spiritual and intellectual
training as a Jesuit. From the story of Ignatius himself and the Spiritual Exercises to
the study of scripture and the Ratio Studiorum of the colleges, Pozzo was given, even
before taking his own vows, a mental framework of stories, images and ideas upon
which to build as he undertook his first works. Certainly his immersion in Jesuit
intellectual culture, first as a student and later through his research in the colleges
and participation in their activities, played a considerable part in his views of issues

ranging from spirituality and Christian life to philosophy and science. Furthermore,
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Pozzo’s activity, while remaining firmly within the boundaries of visual media,
reflects an interest in seventeenth-century research and thought regarding space,
perspective, light, optics, and possibly even new ideas in cosmology. His
employment of Jesuit symbolism drawn from works in print and other sources is a
reflection of his intimate knowledge and understanding, through Jesuit education and
training, of the visual language the order used to reaffirm its identity, to promote its
missions, and to instruct both the faithful and those whom it sought to convert.

Pozzo approached his work with the tirelessly experimental and analytical attitude
of a scientist; indeed, he made painting, perspective and scenography science, and
published his methods and findings in the way a scientist of the age would. Pozzo
became for the arts of the Society of Jesus what Kircher had been for the sciences: a
cultural representative, a name known among princes and their courts, and a figure
who in large measure shaped the visual identity of the order by firmly establishing its
iconography and giving visual expression to its achievements and missionary
ambitions.

In Pozzo the Jesuits clearly saw a powerful instrument in continuing and further
expanding their employment of images to inspire religious fervour and to
communicate spiritual messages. Jesuit art took on even greater potential as Pozzo
moved from festival scenographies to the large fresco cycles. The challenging scale
of these works was well-matched by Pozzo’s ability to manage projects and
personnel, as well as his method of image transfer and his speed of execution. The
importance of authority, structure and consistency of procedure in Jesuit institutions

may partly account for Pozzo’s remarkable efficiency in the larger projects.
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The richness of the Jesuit visual lexicon which Pozzo inherited, and to which he
contributed, is a reflection of the Jesuits’ position as proponents of Counter-Reform
visual culture and the agenda of promoting religious images. How such images were
employed by the Jesuits and how they were intended to be received, especially
within places of worship and within the context of ritual, leads us to the world of
religious performance. If we are to view Pozzo and his work as the product of Jesuit
education and research culture, we must look beyond science, mathematics and
perspective technique and continue to examine the central role of communication
and performance in Jesuit culture and pedagogy, and the corresponding performative
and rhetorical functions of images and spaces within this context. This will be the

task of my next chapter.
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CHAPTER 2

The Religious Theatre of Northern Italy and Pozzo’s First
Scenographies: Borromeo, the Jesuits, and the Spectacle of Reform

Andrea Pozzo received his training as a painter and conducted his first studies of
architecture in Northern Italy. His Northern Italian training is evidenced in themes
and styles in his work which can be traced to sources in Lombardy, the Veneto and
Liguria." Throughout the seventeenth century this region was also distinctive, and
particularly important for his development, in another respect: its rich, diverse and
growing culture of theatre and ritual, both sacred and secular, and the traditions of
scenography and stagecraft which accompanied it. Beginning in his childhood in
Trent, Pozzo would have been witness to spectacles marking important public
events, from the entrances of rulers and bishops to state funerals. Such experiences
continued in his time in Milan, where he encountered spectacles of much greater
scale and frequency, and quickly became involved in their making.

Theatre in the North of Italy was not, of course, restricted to religious or civic
occasions. The importance of theatrical entertainment in the courts of Lombardy, the
Veneto and Emilia Romagna gave rise to the construction of purpose-built theatres in
these regions in the sixteenth century, and the design of these facilities reflected the

importance of scenography as an essential element of such entertainments.” The

' For Pozzo’s training and early career see among others Dardanello, ““II disegno fatto di suo mano &
arcibellissimo.”’; ‘Esperienze e opere; and ‘La sperimentazione; Menichella, ‘Il Pittore della casa’;
Romano, ‘Notizie su Andrea Pozzo’ and ‘Ancora su Andrea Pozzo’; Giacomelli, ‘Tra apparati
effimeri’; and Spiriti, ‘Andrea Pozzo nell’ambiente artistico’; ‘Andrea Pozzo pittore di architettura’;
and ‘Andrea Pozzo dalla Lombardia a Mondovi.’

* Palladio and Scamozzi’s Teatro Olimpico in Vicenza (1580-85) and Aleotti’s Teatro Farnese in
Parma (1618) are among the best-known of these early permanent theatres. For an overview of the
development of theatre facilities in Northern Italy from the sixteenth to the seventeenth centuries, see
Bjurstrom, Giacomo Torelli, esp. 23-52. Other volumes in the extensive literature concerning the
early modern court theatres and stage facilities in Italy and Europe in the seventeenth and eighteenth
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establishment of commercial theatres in Venice in the early seventeenth century led
to the proliferation of such facilities throughout Europe, along with increasingly
sophisticated stage machinery and methods for producing scenic effects quickly,
cheaply, and to the satisfaction of a public which craved visual spectacle. Apart
from the technical concerns of scenography, the visual ideas it would have inspired
in the young Pozzo, and the opportunities it gave him to develop his craft, what I
seek to establish in this chapter is a contextual understanding of the culture of
performance and ritual in Milan and Northern Italy in the seventeenth century,
particularly the visual concerns of this culture. All of the functions of Pozzo’s art
which I summarised at the beginning of this thesis—the engagement of the senses
and the intellect, the activation of the memory and the imagination, and the direct
involvement of the spectator both internally and externally as a performer—find
correspondence in the spectacles and the scenographies of Northern Italy, most
notably those spectacles produced or designed by the Jesuits. Such performative
engagement of the spectator can also be applied to the permanent architecture of the
region, which itself functions as a scenography for ritual. Finally, this performative
religious culture is reflected in the ideas concerning images, church buildings, and
sacred ritual found in the writings of Carlo Borromeo, Federico Borrromeo and
Gabriele Paleotti.”

It is in Milan and Northern Italy, I argue, that Pozzo’s ‘total theatre’ was born:
here he encountered the art of scenography and began to see its potential applications

within the contexts of permanent art and architecture, as he undertook his first known

centuries include Mancini, Franco, et al., eds., [ teatri del Veneto; Ogden, ed. The Italian Baroque
Stage; Angelini, 1] teatro barocco; Marotti, Lo spazio scenico; and Daolmi, Le origini dell’ Opera a
Milano.

? Specific works of these authors are cited later in this chapter.
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scenographic projects.  Witnessing, and subsequently designing and making
monumental and ‘spectacular’ ephemeral constructions for religious occasions
served as foundational training for his scenographic practice, and informed his
architectural language as expressed in his large-scale painting projects. The
continual exchange of ideas between ephemeral and permanent modes and materials
which we witness throughout his career, and the highly theatrical architectural and
figurative languages which characterize his work, find their origins in Northern
Italian spectacle. I have therefore dedicated this chapter to situating Pozzo within the
context of religious theatre of Northern Italy in the seventeenth-century, with an eye
to the particular character this theatre takes on in a region whose religious culture is
shaped by the agendas of Catholic Reform as well as the significant involvement of
the Jesuits.

Pozzo’s early scenographic projects have received far less attention than his later
Roman projects recorded in detail in the treatise; this is not all that surprising, as
there are no surviving drawings or prints of them, and with the exception of one—the
apparato for the Immacolata at San Fedele in Milan—recorded evidence is very
limited.* While his early career as a painter in this region has received considerable
attention, the crucial role that the culture of theatre and ritual and their associated
scenographies played in his development is in need of closer and more detailed
examination. Giovanna Zanlonghi, both alone in collaboration with other authors,

has written extensively on the history and culture of religious theatre and spectacle in

* Overviews of Pozzo’s scenographic career which grant attention to the northern projects include
Fagiolo dell’Arco, ‘Pensare effimiro’ and Dardanello, ‘“Il disegno fatto di suo mano ¢
arcibellissimo.”” For further discussion of Pozzo’s work in the North and connections between
scenography and architecture, see Carandini, ‘Dalle quinte del teatro and Pigozzi, ‘Il gioco fra verita e
illusione’; also Dardanello, ‘Esperienze e opere.” For an analysis of Pozzo’s Immacolata at San
Fedele, see Menichella, ‘Il pittore della casa.’
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Milan, and particularly the role of the Jesuits in this culture.’ Zanlonghi has brought
long overdue attention to the crucial role that this culture played in Pozzo’s
development.® In this chapter and throughout this thesis, I build on Zanlonghi and
others by considering in more specific terms the critical connection between the
theatrical productions, rituals and festivals of the region and Pozzo’s work and
practice. I include in this study not only the scenographies and their visual themes,
but also their relationship to the rituals for which they were produced. I also widen
this context of theatre and ritual where Pozzo is concerned beyond Milan to reflect
his origins and travels in a large region in whose theatrical culture he was continually
immersed from the beginning.

I will begin with Pozzo’s early encounters with ritual, spectacle, and performance
in Trent, before moving on to the ritual culture and traditions of Milan. Each of the
spectacles I will discuss is replete with meanings, both religious and political;
overall, they are characterized by complex visual communicative systems, which
seek to actively engage the observer through the reading of messages and through
participation in a ritual designed for the end of persuasion. I will examine the
physical components of these spectacles, including the form and design of
scenographic constructions and decorations. I will discuss their respective functions
and intended meanings as performance spaces and as rhetorical devices for
performed ritual, as well as the communicative systems they employed in order to

persuade. Within my discussions of each spectacle genre, I will consider the

> Zanlonghi’s work on Milanese and Jesuit theatre and spectacle includes Teatri di Formazione, ‘La
tragedia fra ludus e festa,” and ‘Immagine e parola nel teatro gesuitico.” For a more concise overview,
see Zanlonghi, ‘The Jesuit Stage and Theatre in Milan.” See also the volume edited by Carpani, La
Scena Della Gloria, and Carpani, ‘Percorsi della cultura biblica e modelli di santita’; Carandini,
Teatro e spettacolo nel Seicento; and Cascetta, Annamaria. ‘La “spiritual tragedia.” For performative
prayer in the writings of Federico Borromeo, see Zanlonghi, ‘Sermo corporis’ and Bino, ‘Lo spiritual
teatro e la sacra scena.’

6 Zanlonghi’s essays concerning Pozzo include ‘La gloria dello sguardo’ and ‘Teatro senza attori.'
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performative context of the events—what kind of performance or ‘theatre’ was
intended to happen, who and what it involved and what it meant. This discussion
will be guided by the writings and theories of Borromeo, Paleotti, classical writers
visited in the previous chapter, as well as recent scholarship in the religious theatre
of the period.

I will then proceed to a brief study of seventeenth-century stagecraft, focusing on
the Jesuit theatrical tradition and the theatres and stages of Northern Italy. In the
development of his scenographic practice, Pozzo’s early subjects of study would
have included theatrical treatises and the scenographies produced by the Jesuits, as
well as the theatres of Milan and Venice. He would have applied these studies not
only to theatrical presentations in the colleges, but, I argue, to the elaborate religious
scenographies he produced in the churches.

Finally, I will study Pozzo’s first recorded scenographic projects in Milan and
Genoa in 1671-72, focusing on a close examination of his scenography for the
festival of the Immacolata, or Immaculate Conception, at San Fedele in 1672. This
project is the single Milanese scenography of Pozzo for which we have a detailed
historical record. I will analyse the design of the scenography and its meanings, as
well as the technique of its production, with a particular focus on the production and
control of light and its meaning in the work. I will then discuss the roles of images,

gesture and memory and light within the work’s ritual context.
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Trent: Early Encounters with Spectacle

The culture of religious spectacle that took root in the period of Catholic Reform
was a key feature of the environment where Pozzo grew up. Nicold Rasmo has
summarized the ‘new mentality’ of an enthusiastic religious culture in Trent in the
period following the Council; a culture in which religious orders such as the Jesuits
played a major role in shaping.’ It was characterized by a flourishing of religious
art, church decoration and religious festivals promoted and funded by new
confraternities and religious orders. Ceremonies and rituals featured processions
with baldachins, rich tapestries and banners, painted and carved inscriptions and
decorations, and statues of saints. In spite of their apparent visual exuberance, the
spirit of such events in Trent, as described by Michelangelo Mariani in his notes on
the high holy days, is characterized by modesty, precision, and silent devotion; a
reflection of the culture of the alpine pilgrims who gathered there to pray and
celebrate.”

Lead protagonists in the religious artistic culture of the Trentino were the family
Carneri, architects, sculptors, and painters who received frequent commissions not
only for altars and permanent works of art, but also scenographies for major
spectacles beginning in the 1560s. Paolo Carneri (c.1560-1628) had collaborated
with his father Simone (1548-82) on a series of triumphal arches commissioned by
the city council between 1568 and 1580, and carried on the role of resident
scenographer for the city of Trent through the late sixteenth century.” Paolo’s son

Mattia Carneri (1592-1673) designed altars in the Trentino and Venice, and inherited

" Rasmo, Storia dell’arte Trentino, 279-80.
¥ Mariani, ‘Trento con il sacro Concilio,” 135.
? Cessi, Mattia Carneri, 9-12; Weber, Artisti trentini, 64.
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the family tradition of designing festival scenographies.'® These included a
triumphal arch for the visit to Trent of Archduke Charles I of Austria in 1624, and
another two arches for the passage of Archduke Leopold the following year.'" The
triumphal arch is a theme we see expressed in various forms and media across
Pozzo’s work, from the scenographies to the altars to the architectural projects. We
can be sure he was made aware of its ceremonial function and iconographic
possibilities beginning in his earliest years in Trent.

For the funeral of Bishop Carlo Emanuele Madruzzo in December of 1658,
Carneri produced, in the span of a few short days, a catafalque in Trent’s cathedral.
This ephemeral monument comprised a pyramid flanked by sculpted figures of the
four virtues of Mercy, Justice, Vigilance and Strength, situated on pedestals and
accompanied by mottos and inscriptions.'” The procession was led by the Jesuits of
Trent, bearing painted imprese, followed by the Capuchins, the Franciscans, the
Augustinians and the Dominicans. The sixteen-year-old Pozzo was surely in
attendance for this funeral, and it may have been his first encounter with the
monumental pyramid catafalque that was a repeating theme in the state funerals of
Milan, to be discussed later in this chapter. Funerals, by their nature, called for
scenographies that were conceived and constructed within a tight timeframe; equally
important to serving the needs of the ritual and producing the requisite meraviglia

was the need for swift, effective and sometimes economical solutions. An event

' Many authors have discussed Mattia Carneri’s work as the basis or as models of study for Pozzo’s
altars and schographies. Giacomelli, ‘Tra apparati effimeri’; Dardanello, ‘La sperimentazione’; De
Feo, ‘Le cappelle e gli altari.’

1 Cessi, Mattia Carneri, 17. Cessi cits Weber, Artisti Trentini, 45, 65. The commission of the arch
for Charles I (referred to as Carlo Andrea of Austria) is recorded in ACT, Arch. Cons. 3534 Ann.
1624, 133v., Sunday 8 September 1624. The event of the visit of Archduke Leopold is recorded in
ACT, Arch. Cons. 3531 Ann. 1625, 117v.-118v. Thursday, 23 October 1625.

'2 Pompa Funebre ne’ Funerali. . . Carlo Emanuele Madruzzi, 13-16.
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such as this would thus have counted among Pozzo’s earliest lessons in the tradition
and practice of ritual scenography.

The Jesuits clearly held a place of prominence in Trent’s religious culture. The
Jesuit college in Trent had been founded in 1625, and theatrical performance had
been included in its activities from the very beginning."” The college was expanded
throughout the seventeenth century, and plans of the third floor of the college from
the end of the century indicate the large space occupying the east end of the complex,
the ‘major congregation hall’ (aula et Congregatio maior) [fig. 2.1]."* This room
was flanked by an altar on the north end, and a permanent ‘theatre’ or stage
(theatrum semper permanens) on the south end.  Although this dedicated
performance space was not constructed until several decades after Pozzo’s departure,
it indicates the importance of theatrical presentations in the life of the college. From
the period of Pozzo’s study at the college there are programmi of at least three such
performances held in early September of the academic year.'”” We can imagine
Pozzo taking part in these productions in some capacity, and he may have
contributed his artistic talents to the scenographies. As described in my previous
chapter, the teaching of rhetoric in Jesuit colleges included performed plays, and the
evidence cited above indicates that annual theatrical presentations of some scale
were part of the life of the college at Trent, just as they were in larger cities such as
Milan and Rome.

Between his experiences of ritual and festival in Trent and his education at the

Jesuit college there, Pozzo brought with him to Milan a firm grounding in the culture

13 Savoia, ‘Il teatro dei Gesuiti a Trento,” 185-6. Savoia cites a production of Augustinus conversus ac
resipiscens performed for Carlo Emanuele Madruzzo in 1626.

“De Finis, Dal Collegium Tridentinum S.J., 17, 19, 80-89.

"> These included Ferrandus Gonzaga (1656), Conradus Secundus Imperator (1657) and Invidia
triumphata (1660). Emmert, Rappresentazioni fatte nel collegio dei gesuiti.
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of spectacle. What he encountered in Milan was, of course, much larger in scale and
determined by another, highly complex set of political and ecclesiastical dynamics
and agendas. Milan had a particularly robust culture of spectacle; this was owed to
the zealously reform-minded Charles Borromeo, who sought to make Milan the
showcase city of the reformed faith, and to the culture of ritual and festival which
characterized Spanish Habsburg rule. This culture of spectacle in Milan, in which

the Jesuits played a major role, came to involve Pozzo directly during his time there.
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Seventeenth-Century Milan: Borromeo, the ‘Ritual City’ and the Jesuits

During the period of Spanish rule (1535-1706), Milan maintained privileged
status and a situation of relative cultural and administrative independence within the
empire precisely because of its strategic importance to Spain and its interests.
Where religion was concerned, the proximity of the Duchy of Milan to Germany and
Switzerland to the north made it particularly vulnerable to the infiltration of
unorthodox and heretical ideas.!” Spanish kings, in alliance with the papacy, actively
sought to maintain Catholic orthodoxy and piety. Milan, under the Spanish
Habsburgs, became a staging ground for religious festivals; a place of ‘controlled’
celebration, transformed, as it had been in Madrid from the time of Philip II and later
rulers, through ephemeral decorations.'® The Milanese enjoyed the stability and the
privileges of Spanish rule, demonstrating their loyalty to their rulers, while at the
same time demonstrating their defence of the faith through the very visible support
of Catholic traditions and doctrines in times of both celebration and mourning."

Beginning in the late sixteenth century, Milan came to be identified with another
agenda and authority: the religious renewal and austere discipline brought about by
the zealous and determined archbishop Carlo Borromeo.” In his diocese of Milan,
Borromeo saw the opportunity to put into practice the extensive reforms decreed by

the Council of Trent, whose third session he closely presided over as Cardinal

D’ Amico, Spanish Milan, 123-54.

"7 See Di Filippo, ‘The Reformation and the Catholic Revival,” 93 and 99-102; and D’ Amico, Spanish
Milan, 96-97.

'8 See Cano, ‘Festival interventions.’

' Although Milan did enjoy relative stability in this period, which benefited its economy, the
complexities of a government formed of Milanese nobles answering to the king of Spain and his
governor did lead to periods of tension. See D’ Amico, Spanish Milan, 123-154.

2 See Jones, ‘The Court of Humility’; also Cochrane, ‘Counter Reformation or Tridentine
Reformation?’; Trisco, ‘Carlo Borromeo and the Council of Trent’; Tamaro, ‘San Carlo Borromeo
and the Implementation’; and Di Filippo, ‘The Reformation and Catholic Revival.’
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Nephew of Pope Pius IV.?' From the reorganization of the diocese to the training of
priests, the reform of liturgy and instructions regarding the design and decoration of
religious buildings, Borromeo made Milan a model of Catholic Reform which served
as an example for dioceses throughout Europe.”” Assuming control of the diocese at
a time of particular hardship, Borromeo revived religious rites and devotion such as
the Quarant’ore, the devotion of the Forty Hours, and initiated new ceremonial
customs as well in order to direct his people toward spiritual renewal, and, perhaps
more urgently, to appeal for divine mercy.”> These are the conditions in which the
culture of religious festival and ritual came to take a central role in the life of the
city. Like Rome, Milan is referred to in this period as a ‘ritual city’ in which the
people become involved as performers in the spectacles and the religious rites.**

The Jesuits established a permanent presence in Milan in 1567 when Borromeo
bequeathed them the property of the church of San Fedele (which was completely
rebuilt by Pellegrino Tibaldi beginning in 1569) and its adjoining house.”” In 1572,

with the approval of Pope Gregory XIII, they were given custody of Santa Maria di

*! Borromeo’s role as superintendent from 1562 and his intensive involvement of the Council’s final
sessions is summarised in Giovanni Pietro Giussano’s The Life of St. Charles Borromeo, Cardinal
Archbishop of Milan (English Translation), 31-32. For further studies of Borromeo and Catholic
Reform, see the volume edited by Headley and Tamaro, San Carlo Borromeo, esp. Trisco, ‘Carlo
Borromeo and the Council of Trent’; Tamaro, ‘San Carlo Borromeo and the Implementation’; and
Cochrane, ‘Counter Reformation or Tridentine Reformation?’ See also Jedin, 4 History of the
Council of Trent; O’Malley, Trent: What Happened at the Council, esp. 163-64; and Di Filippo, ‘The
Reformation and Catholic Revival.’.

** In addition to the bibliography above, see Voelker, ‘Borromeo’s Influence on Sacred Art and
Architecture.’

* The Quarant’ore, or devotion of the Forty Hours, is discussed in detail in Chapter 4. For
Borromeo’s promotion of rituals such as the Quarant’ore as well as processions during lent, see
Cattaneo, ‘Carnevale e Quaresima.’ See also Notizie istoriche della divozione delle Quarant ore.

* The term ‘ritual city’ surfaces repeatedly in studies of seventeenth century Milan; one essay of
many being: G. B. Sannazzarro, ‘La citta dipinta,” 94. This article appears in the volume edited by
Adele Buratti, et al., La Citta Rituale: La Citta e lo Stato di Milano nell’eta dei Borromeo. See also
D’Amico, Spanish Milan, 104-106.

* Haslam, ‘Pellegrino Tibaldi and the Design of San Fedele, Milan,” 126. Haslam cites ARSI, Ven.
36, 22.
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Brera and its spacious residence, which became the prestigious College of Brera.*
The Jesuits at San Fedele and the Brera quickly took on a central educational and
cultural role in Milan as the Brera became not only a training centre for those
pursuing religious vocations, but the institution of choice to which the nobility sent
their sons for higher education.”’ As defenders of orthodoxy, the Jesuits in Milan
also served as close allies to Borromeo’s successors and to the Spanish crown in the
reform of worship and in the deployment of a variety of visual rhetorical strategies.
They became directly involved in the staging of royal occasions celebrated in Milan,
particularly the funerals, whose apparati typically featured visual rhetorical systems
of text and image aimed at promoting the propagation of the Catholic faith and in
maintaining Catholic orthodoxy, while at the same time reinforcing loyalty to the
sovereign and the virtues of the Christian citizen.® The Jesuits thus carried on the
work, begun by Borromeo, of promoting faith by means of ritual, and at the same
time demonstrated their ideological alignment with the Habsburg Spanish monarchy.
As a centre of Catholic Reform and a Jesuit stronghold, Milan continued throughout
the seventeenth century to serve as a prime staging ground for ceremonies, rituals
and festivals which continued to reinforce ‘true faith.’

Borromeo’s reforms in Milan featured a particular attachment to the Ambrosian
rite of the mass and the insistence on preserving it in his diocese.”” Differing from

the Roman rite which remains the standard in most Roman Catholic dioceses, the

*® Giussano, The Life of St. Charles Borromeo, 297-98. See also D’ Amico, Spanish Milan, 102.

27 D’ Amico, Spanish Milan, 102.

*¥ See note 5 regarding Zanlonghi’s work on this topic.

%% On this matter, and later others, he parted ways with the Jesuits, who insisted on the Roman rite as
part of their general policy of loyalty to the papacy before any local bishop. See D’Amico, Spanish
Milan, 102, Note 39. D’Amico cites: Flavio Rurale, I Gesuiti a Milano. Religione e politica nel
secondo Cinquecento (Rome: Bulzoni, 1992); and Rurale, ‘I Gesuiti e I’autorita episcopale tra Cinque
e Seicento,” in Passavino and Signorotto, eds., Lombardia borromaica. Lombardia Spagnola, 1554-
1659 (Rome: Bulzoni, 1995), 895-913.
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Ambrosian rite is notable for the more performative way that it engages worshippers:
distinctive features include the emphasis on processing and on gesturing, the
mnemonic devices of chanting and repetition, and frequent use of incense.
Borromeo’s instructions concerning the rite of the mass covered every aspect of the
sacerdotal office, from vestments and liturgical dress to the rite itself, the dressing of
the altar, the colours to be used for the various feasts and periods of the liturgical
calendar, and the ‘interior preparation’ and conduct priests were to maintain as

representatives of ‘the person of Christ.”'

Federico Borromeo later produced his
own unpublished treatise on gesture within sacred worship and prayer.”> Through
such instructions and ‘meditations’ we may say that Carlo and Federico Borromeo
sought to regularize and codify the Catholic mass as a performed rite, and to
underline the great responsibility of the priest as the performer of this rite.

Andrea Pozzo had already spent some years in Milan prior to joining the Society
of Jesus in 1665, and after his novitiate in Piedmont, he remained associated with the
Casa Professa at San Fedele until his departure for Rome in 1681.>> Through his
own efforts as a developing scenographer, Pozzo was joining a tradition of religious
theatre that extended back to the days of Carlo Borromeo, one in which the Jesuits
were heavily invested. The next three sections will focus on Milanese spectacles of
the following genres: processions and triumphal entries, canonisation festivals, and

state funerals. As 1 discuss the major elements of their design, including

architecture, space, light, figures, images, and text, I will identify the major themes

3 See Fontana, ‘Verbale e non verbale liturgico ambrosiano’; Cattaneo, ‘Storia e particolarita del rito
Ambrosiano’; and Alzati, ‘Carlo Borromeo ¢ la tradizione liturgica.’

M. Borromeo, Istruttioni ai Sacerdoti.

2 F. Borromeo, De contemplationis, gestu et actione.

% See Bianchi, ‘Regesto ragionato,” 132. Pozzo’s precise date of departure for Rome is discussed in
Chapter 4. For his registration in Milan: ‘Andreas Puteus, Patria: Tridentinus, Etas: an. 29; natus anno
1642. 30 dicembris, Vires: Bonae, Tempus Societatis: anno 1665. 23 Decembris.” ARSI Med. 55, Cat.
Trien. 1672-1675, 43r., Entry 23.
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around which I build my analyses of Pozzo’s scenographies and permanent works in
this chapter and those following. I will discuss the function of the scenographies
within their ritual context, emphasizing their relationship to movement and gesture,
as well as the appeal made to the imagination and the memory; the ‘interior’ and

‘exterior’ theatre of the oberserver-as-performer.
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Processions and Triumphal Entries
Archbishop Carlo Borromeo left Rome two years after the close of the Council of

Trent to personally govern his diocese, entering Milan majestically on 23 September,
1565. He was twenty-six years old. The account from his biography reads as
follows:

Great was the joy of the Milanese when it became known that their pastor

was coming to them. The streets were decorated, and triumphal arches,

adorned with mottos and symbols, attested to their veneration for him. . .

Having put on the pontifical vestments in the church of St. Eustorgius, he

made a progress through the city, mounted on horseback, under a rich

canopy, accompanied by the clergy, the Duke of Albuquerque, governor of

Milan, the senate, the magistrates, the nobility, and an immense concourse

of people.**
This brief account describes the tradition Borromeo established which would be
repeated by later bishops of Milan. From the long procession with baldachin to the
participation of the city’s government and nobility, the triumphal arches and the
pontifical vestments, the event bore a striking resemblance to the papal possesso in
Rome, which Borromeo was certainly seeking to emulate.”> The form of the military
triumphal, and the military imagery of the arches, served a clear symbolic function
in this context: the Church Militant visually proclaimed itself as the Church

Triumphant, victorious and at the same time still embattled in the fight against

heresy and the loss of its own authority and territory.*

** Giusanno, The Life of St. Charles Borromeo, 60.

** For the history and description of the Papal possesso, see Viscelia, ‘Papal Sovereignty,’

270-287, and for a more expanded study of triumphal processions in early modern Rome, Viscelia, La
citta rituale, 53-117. Among the most detailed accounts of the Roman possessi is Bonelli de Rasori,
Copioso e compito racconto. . . Innocentio X.

%% A. Pinelli, ‘La “Philosophie des images,””16. The loss of lands in northern Europe to Protestantism
with such momentous events as the Dutch Revolt of 1566 and the Thirty Years’ War made such
demonstrations of ‘triumph’ vital to both the Spanish and the Catholic Church. Milan frequently
became a stage for such allied visual strategies. See D’Amico, Spanish Milan, 97-98, 104-110, 139-
42,
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The procession became, in the age of Borromeo, a core ritual of Milanese spiritual
and civic life. He held frequent solemn processions beginning in the Jubilee Year of
1576, and these were undertaken in earnest during the outbreak of the plague which
began that year and continued in 1577.>" When the plague lifted he returned with a
triumphal procession, celebrating the city’s salvation.”® In addition to the crosses
and temporary altars, ‘miraculous’ images made to inspire reflection and piety were
displayed on the exteriors of buildings.” All of these constructions and decorations
may be said to comprise the religious scenography, partly ephemeral and partly
permanent, which came to characterize the appearance of the city and even the urban
fabric itself beginning in the late sixteenth century.

When Archbishop Cesare Monti entered Milan on 29 April 1635 he was not only
hailed as the city’s new religious leader; his name ‘Caesar’ translated into images

% The new archbishop had arrived to

and inscriptions referring to Julius Caesar.*
restore peace and order to the city after long wars, the devastating plague of 1630-31,
and four years without an archbishop [fig. 2.2].*' The account of this event is the
most detailed record of archiepiscopal entries in Milan, and gives us a clear sense of
the scale upon which such events were produced.” A total of five scenographic
macchine are described, placed along the processional route from S. Eustorgio to the

Duomo, and executed by the best architects and craftsmen available, under the

auspices of various dignitaries of the city. The first double-sided arch, whose

7 Borromeo ordered three processions to the churches of Sant’Ambrogio, San Lorenzo and San
Simpliciano. See, C. Borromeo, Literae de tribus solemnibus processionibus, 628, 630-32.

% Giussano, The Life of St Charles Borromeo, 448.

39 D’ Amico, Spanish Milan, 105.

* For analyses of this event, see Zanlonghi: ‘Immagine e parola nel teatro gesuitico’; Marchesi,
‘Teatro e teatralita nelle scuole'; and Cavalca, ‘Festeggiamenti per 1’archivescovo.’

#1< .. non parve Milano quel desolato da lunghe guerre, quel consumato da maligne infirmita. . .
Apparati e solennita dell’ingresso. . . Cesare Monti. . . , 58.

* Apparati e solennita dell’ingresso. . . Cesare Monti.

1
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rhetorical system of inscriptions and symbols was designed by the Jesuit Father
Ludovico dal Pozzo, was installed at the Porta Ticinese.* The arch depicted Milan,
as Cleopatra, receiving ‘the peace-loving Caesar’: on one side the city was
represented jubilant, and on the other demonstrated obedience. Figures of Pallas
Athena and Mars represented, respectively, ‘Milan glorious in letters, and in arms.’
The fifth and final arch, affixed to the main entrance of the Duomo, featured statues
representing the four continents of Europe, Asia, Africa and America—magnifying
the glory and the importance of the archbishop and his diocese to global
proportions.** Such symbols, drawing on myths and references to biblical legend
and classical antiquity, produce a rhetorical narrative which signals high hopes for
peace and stability under the new archbishop.

The ephemeral scenographic constructions produced for Cesare Monti
demonstrate both the form and the function of symbol as it was employed in these
festivals. Messages were produced and transmitted through the extensive use of
emblems and imprese.”’ In the case of the major events of Milan, the design of these
communicative systems was often entrusted to the Jesuits, who, as discussed in
Chapter 1, included the design of emblems, imprese, and other devices employing
text and image as part of their rhetorical training. In their combinations of text and

image—one interpreting and reinforcing the other—the emblems and imprese

B Apparati e solennita dell’ingresso. . . Cesare Monti, 13-23. The architecture of the first arch was
designed by Giovanni Angelo Crivello, the painting by Giovanni Paolo Volpino, and the sculpture by
Giovanni Pietro Lasagna. See the discussion and interpretation by Zanlonghi, ‘Immagine e parola nel
teatro gesuitico,” 270-71.

. Apparati e solennita dell’ingresso. . . Cesare Monti, 43-44. This fifth arch was designed by
Francesco Maria Ricchino.

*1 use the word ‘emblem’ as typically defined as a device comprising image and text which express a
concept that is generally recognized or understood. An impresa, on the other hand, is an image-text
device associated more specifically with a person and an event, often more narrative in character and
meant to demonstrate the person’s virtues and achievements.
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became ‘the instruments of mass education and of edification.”*¢

The persuasive
power of the rituals employing these text-image systems resided in the call for active
participation: they combined the activity of reading the narratives of the images and
identifying the meanings of symbols, together with physical participation in the
ritual itself. The individual and the group, while being instructed in the
achievements and virtues of the honoured personage, would be convinced that they
were partaking of, and contributing to, something of great social, historical and often
spiritual importance.

In addition to the triumphal arches built for the outdoor procession of Cesare
Monti, ephemeral apparati were constructed in S. Vicario, S. Eustorgio, S. Lorenzo,
S. Sebastiano, and S. Alessandro. The apparati produced by the Barnabites in S.
Alessandro transformed the interior of the church into a monument to Monti, which
celebrated the honoured archbishop with symbols, allegorical figures of virtues,
portraits of members of the Monti family, and inscriptions [fig. 2.3.]* Placed at the
bases of the piers supporting the dome in the crossing were four colossal statues of
the seasons representing four stages in the Cardinal’s career [fig. 2.4-2.5]."" As
Cecilia Cavalca describes, these ephemeral constructions inside Sant’Alessandro did

not obscure or supplant the architecture; rather they ‘amplifed the expressive

potential [of the volumes produced by the architecture] in a way that constituted an

99949

(113

additive value. They did this by animating the space with symbols and figures

which both performed as protagonists and emotionally involved the spectator. This

A Pinelli, ‘La “Philosophie des images,”” 16.

*" The engravings of these scenographies provide us with at least a paritial visual record of the great
event, documented in Boldoni, Theatrum Temporaneum.

48 Spring represented his nunciature; summer was his patriarchate; autumn his cardinalate; and winter
the episcopate. Boldoni, Theatrum Temporaneum.

* Cavalca, ‘Festeggiamenti per I’arcivescovo,’ 723-24.
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idea of the ephemeral apparato creating a performance space, and at the same time
producing its own performance, will be further explored in my discussion of
funerals. I believe this idea is key to understanding not only ritual scenographies but
also permanent church decorations in the seventeenth century, as I shall illustrate in
the works of Pozzo.

In 1649 the people of Milan greeted Maria Anna of Austria, daughter of Holy
Roman Emperor Ferdinand III, as she made an official visit en route to Madrid, to be
married to Philip IV of Spain.”® This occasion was of immense importance to the
city and the Spanish kingdom, and Milan rose to the occasion with a series of
lavishly-produced events. They began with a triumphal entry on a scale of imperial
grandeur which the Spanish Habsburgs had established with the entries Charles V in
the early sixteenth century.”’ In its form, its iconographic systems, and the messages
reinforcing the legitimacy of rule, Maria Anna’s entry may be said to correspond to
the form of such royal entries throughout Europe generally, and to the entries of
Habsburg royal consorts more specifically.” It is distinct from many royal entries in
its emphasis on the Habsburgs as Catholic rulers, and their lands as Catholic lands.
In this regard it serves as an illustration of how Milan had become a staging ground
for festivals which represented a fusion of political and religious ideologies: they

were expressions of political power and right to rule, and this right was seen as

*% The images and scenographies of this event have been studied by Daolmi, Le origini dell 'opera a
Milano, 241-260. Zanlonghi analyses the event, together with the theatrical performances, in
‘Chapter 3, ‘Rappresentare la regalita, I’arrivo di Maria Anna d’Austria nel 1649,” in Teatri di
formazione, 131-73.

51 See Strong, Art and Power, 75-91.

>2 The event is recorded in detail, with engravings, in La Pompa della Solenne Entrata. . . Maria Anna
Austriaca. For a summary of the form of the royal entry, its medieval origins and the late Renaissance
adoption of the ancient Roman triumphal model, see Strong, Art and Power, 7-11 and 44-50. See also
Mulryne et al., eds., Ceremonial Entries. For entries of Habsburg royal consorts, see Fazio, ‘The
Grand Entry of Elisabeth of Valois’ and Varallo, ‘Margaret of Austria’s travel.’
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bestowed on the Catholic rulers by God himself.”> Moreover, the preservation and
salvation of peoples ruled by Spain was dependent on its Catholic rulers, as
‘conquerors of heresy,” maintaining and preserving Catholicism in Spanish-
controlled lands.

The series of triumphal arches for Maria Anna again featured rhetorical programs
designed by the Jesuits. These are recorded in engravings commissioned for the
commemorative publication celebrating the event.”* The first arch was the Porta
Romana, a permanent structure built by Aurelio Trezzi originally for the entry of
Margaret of Spain, in 1598.%> For the entry of 1649 it was extended and embellished
with ephemeral additions and decorations [fig. 2.6-2.7].°® Here is a case of a
structure originally built on the occasion of a festival, ephemerally embellished and
becoming a permanent, evolving fixture of the ritual life of the city and its urban
fabric. It was decorated with painted histories from the Old Testament representing
biblical allegories alluding to the young new sovereign’s roles as wife, mother and
queen [fig. 2.8-2.9].°7 The third arch at the end of the Corso Porta Romana featured
statues personifying the four known continents, clear reference to the reach of the
imperial dominion, and particularly lands ‘conquered’ by Catholic Christianity [fig.
2.10].>® This scenography, like virtually all of the apparati produced to celebrate the
Spanish and imperial crowns, emphasized the importance of the kingdom and its
rulers to the Catholic Church in spreading and maintaining Catholicism worldwide in

the face of the increasing protestant ‘threat.” The festivities for this occasion and the

> Gonzélez Garcia, ‘Festivals and Hagiography,” 199-200.

** The copy of La Pompa della Solenne Entrata. . . Maria Anna Austriaca cited here is held in the
Biblioteca Nazionale Braidense and belonged originally to the collection of the Collegio di Brera.

> Varallo ‘Margaret of Austria’s travel,” 139.

*% La Pompa della Solenne Entrata. . . Maria Anna Austriaca, 10-14.

°7 Zanlonghi, Teatri di formazione, 133.

> La Pompa della Solenne Entrata. . . Maria Anna Austriaca, 20-25.
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particular ‘triumph’ it marked for the Catholic world would continue with a theatrical
performance by the Jesuits at the ducal palace, to be discussed further on.

The triumphal scenographies produced for both Cesare Monti and Maria Anna of
Austria illustrate a ritual tradition in Milan which finds expression in a repeating
theme in Pozzo’s work, in both ephemeral and permanent contexts: the triumphal
arch, as a single framing device and as a means of triumphant ‘passage,’ reproduced
in series. Employed in various ritual contexts and visual arrangements—a royal
personage or processions of faithful passing through them, a saint or holy figure
being presented within them, or a sacred event taking place within or behind them—
these arches lent visual structure, emphasis and meaning to images and figures, and
served to define and direct the rituals which took place within the spaces they
decorated. In the context of the triumphal entries, the most obvious function served
by the arch was that of the port of entry; in the case of Anne of Austria, the Porta
Romana became the partly-permanent, celebratory entry to the city. Pozzo’s
scenographies, we find, similarly feature a grand arch which serves as the
imagination’s ‘point of entry’ into the scene, as well as a triumphant proclamation of
the event or personage to be celebrated. Subsequent arches in these Milanese
triumphals—those placed along the parade route and terminating at the Piazza del
Duomo—marked the route for the ritual procession and supplied the rhetorical
programs of images and text which conveyed the intended messages to glorify the
honoured personage.

Pozzo’s scenographies and his permanent works can be interpreted as perspectival
images which lead the eye and the imagination along a triumphal procession—one

which in many cases also involves a graduated ascent up tiered levels or stairs. Later
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in this chapter I will apply this theme of visual procession to Pozzo’s major
scenographic project in Milan for the festival of the /mmacolata, which features a
series of arches which lead to the final arch glorifying the person of the Virgin Mary.
In later chapters I will apply it again in my analyses of his Roman scenographies as
well as his major fresco projects. As we shall see in the next chapter, it is a theme
which takes on particular complexity in Pozzo’s work beginning at Mondovi, as
painted decorations, perspectival illusions and ephemeral elements transform

architecture into a ritual scenography.
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Canonisation Festivals: Commemoration and Celebration

Canonisation festivals in seventeenth-century Milan were among the most
noteworthy expressions of the city’s culture of religious enthusiasm and festival
tradition. These occasions mirrored their Roman counterparts in their lavishness;
their staging, typically centring on a grand procession, took on the character of
performed dramas in which the entire city participated. > The accounts and
engravings give us an understanding of how ephemeral decoration was used in
conjunction with permanent architecture to produce wonder and discovery. More
specifically, we learn from them how movement and ritual progress, articulated with
elaborate systems of images and symbols, encouraged meditation and emotional
response from the participant. The ritual was meant to inspire the will to follow the
example of the new saint, whose life, deeds and virtues were represented in both the
program of the event and its decorations.

Where public religious festivals are concerned, perhaps no Jesuit spectacle of the
seventeenth century in Milan compares with that produced for the canonizations of
St Ignatius of Loyola and St Francis Xavier in 1622.°° The piazza in front of San
Fedele was transformed by architect Aurelio Trezzo into a ‘theatre’ with a fully
constructed, ephemeral portico of faux painted marble [fig. 2.11].°" The facade of
the church formed an architectural ensemble with this portico which resembled that

of Santa Maria presso San Celso (1568-70) by the Perugian architect and

> For major Roman canonisation festivals and their scenographies, see Fagiolo dell’Arco and
Carandini, L effimero barocco, vol. 1, 30-33, 54-57, 66-68; and vol., 2, 97-100 and 224-25; also
Warwick, Bernini: Art as Theatre, 61-63.

% The commemorative publication, Breve Relatione delle solonnissime feste. . . Santi Ignatio Loyola. .
. e Francesco Saverio, rich with illustrations, is held in the Biblioteca Nazionale Braidense. The event
is included in surveys of seventeenth-century theatre and spectacles in Italy, including Daolmi, Le
origine dell’opera a Milano, 185-89.

%! Breve Relatione delle solonnissime feste. . . Santi Ignatio Loyola. . . e Francesco Saverio, 7.
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scenographer Galeazzo Alessi (1512-72), itself a ‘permanent’ stage set or theatre for
ritual [fig. 2.12].°> The major arches were crowned with groupings of statues
representing the virtues of the saints. Above the smaller arches were paintings of
their miracles and achievements. The interior of San Fedele was decorated with a
‘theatre’ containing statues of the saints in sacerdotal dress, decorated in blue, gold
and silver; a colour scheme we encounter in Pozzo’s altar to St Ignatius in Rome.
[figs. 2.13 and 0.2]. Paintings of Ignatius and of Francis Xavier were made by
Cerano and Procaccini, the most illustrious Milanese painters of the time, and the
smaller side altars were decorated with rich brocades of silk and goldthread.®’

The events celebrating the double canonization of 1622 continued for over a
week, accompanied by horns and trumpets, and eight choirs were enlisted to produce
music over a nine-day period. The festivities culminated with a parade following a
long course from the Brera through the city and back to San Fedele, featuring a series
of large and elaborate floats, each drawn by horses and preceded by a standard and
retinue, representing Grammar, Poetry, Eloquence, Philosophy, Theology, and
Charity. ®*  Among the most spectacular were the second, representing Poetry,
featuring Apollo on Mount Parnassus, wearing a gold crown set with diamonds; and
Eloquence, represented by the figure of a queen with a sceptre demonstrating
dominion over the city and its government [figs. 2.14 and 2.15]. The fantastically
dressed allegorical figures which crowned these floats might be considered
precursors to the allegorical figures we see in Pozzo’s fresco programs, beginning at

Mondovi [figs. 3.25-3.28]. Bailey has drawn an association between the kind of

62 For dates of Galeazzo’s work on Santa Maria presso San Celso see documents listed in Maltese et
al., Galeazzo Alessi, ‘Regesto,” 696-97.

% Breve Relatione delle solonnissime feste. . . Santi Ignatio Loyola. . . e Francesco Saverio, 11-12.

% Breve Relatione delle solonnissime feste. . . Santi Ignatio Loyola. . . e Francesco Saverio, 16-21.
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costume worn by the four women representing the four continents in Pozzo’s ceiling
in Sant’Ignazio and those worn by the actors and figures in festival processions
throughout the Catholic world [fig. 5.39-5.42].°° Together with emblems, imprese
and other devices, such allegorical figures form the lexicon of images employed in
spectacle scenographies designed by the Jesuits, as we have seen in the state
funerals. They also appear in Jesuit prints, as studied in the previous chapter. Such
figures, in the contexts of rituals, festivals and printed works, thus form part of the
Jesuit visual rhetoric which later enters the programs of Pozzo’s permanent
decorations in Jesuit churches.

This immense festival, highly studied for its rich visual account and its many
levels of symbolism, was as much a celebration of Jesuit education, and of the
pedagogical role of the order within its community, as of the order’s founding saints.
The achievements of the Jesuit educational system were quite literally paraded
before the public, and the order’s position in Milanese society was demonstrated
with a clear rhetorical strategy. The decorations both inside and outside the church,
the rich costumes, and the music, may all be considered part of the Jesuits’ ‘arsenal’
of persuasive devices.’® In this religious event, perhaps more than any other put on
by the Jesuits, we see represented Zanlonghi’s idea of a Jesuit ‘total rhetoric,’
comprised of ceremony, scenography, iconography, performance and gesture,
carefully timed and orchestrated for maximum effect and involvement of the
community.

While the event took place twenty years before Pozzo’s birth, we can well

imagine it quickly taking on legendary status as one of the greatest Jesuit events of

% Bailey, ‘Italian Renaissance and Baroque Painting,” 195.
% Music runs througout the account; for the concluding fireworks see Breve Relatione delle
solonnissime feste. . . Santi Ignatio Loyola. . . e Francesco Saverio, 13.
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the century. Like other major Jesuit spectacles such as the festivities for Anna Maria
of Austria, it was recorded in detail in a publication held in the Collegio di Brera.”’
Together with the canonization festivities for these saints the same year in Rome, it
established Ignatius and Francis Xavier as key historical and devotional figures in the
order’s tradition; it reinforced the presence, identity and status of the order in Milan;
and it established for the Milanese an inventory of symbols and stories surrounding
the saints as well as the order and its mission.”® The event thus incorporated, in an
ephemeral context, many of the iconographic aims of major Jesuit art works in the
late seventeenth century, including Pozzo’s works in Mondovi and Rome.
Furthermore, the detailed and illustrated printed account, in addition to serving as a
commemoration of the event, would have served as a valuable visual source for
artists engaged in producing Jesuit works in subsequent decades.

Canonisation festivals held in 1671 give us a sense of the events with which
Pozzo came in more direct contact; they also happen to coincide with his first
scenographic activities in Milan, to be discussed in later in this chapter. On 7 August
the Theatine fathers of Sant’Antonio held a festival to celebrate their founder St.
Gaetano of Thiene, and on 23 August the Fathers of Santa Maria dei Servi celebrated
a solemn festival in honour of St Philip Benizzi.*” The canonization of San Gaetano

of Thiene, like other major canonisations, triumphal entries, and funerals in the

%" The account cited above, Breve Relatione delle solonnissime feste. . . Santi Ignatio Loyola. . . e
Francesco Saverio belonged originally to the collection of the Collegio di Brera.

% The account of the great canonisation ceremony in St Peter’s in Rome, which included Ignatius and
Francis Xavier together with three other saints, is recorded in Bricio, Relatione sommaria. See also
Carandini, ‘Dalle quinte,” 160-61; Warwick, Bernini: Art as Theatre, 61-63. For the canonisation
festivities at the Collegio Romano see Filippi, ‘The Orator’s Performance,” 512-513 and ‘Il teatro al
Collegio Romano,’ 173-75; and Bjurstrom, ‘Baroque Theatre and the Jesuits,” 101.

% Both festivals are mentioned and described briefly by Menichella, ‘Il pittore della casa,’” 13; and by
Zanlonghi, ‘La gloria dello sguardo,” 225-26. Zanlonghi suggest that the scenography for the
canonisation of San Gaetano Thiene was the work of Pozzo; however, the account of the event (see
below) provides no evidence that Pozzo designed the scenography.
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preceding decades, involved the people of Milan as participants. We can also
imagine it involving most, if not all, of the city’s able sculptors and painters. This
event, like others, was processional in nature, characterized by discovery and
reflection as one moved from one space to the next.”” A theme which runs through
the account is amazement and disbelief, as one completed the course of one space
replete with images, emblems and imprese, only to discover that other wonders lay
ahead. The quantity of oil paintings produced (without individual artists named)
suggests that anyone handy with a brush, including possibly Pozzo, would have been
called upon to contribute.”' Images made to celebrate the events and the virtues of
the saint, as well as images to honour popes, kings, and nations, signal once again the
use of such a festival and its elaborate and extensive use of images as a Counter-
Reform expression and re-assertion of faith.

The scenography for St Gaetano again began with the motif of the triumphal arch,
this time a pair of them, formed from three trees, and demarcating the processional
space in front of the church. The facade of the church of San Antonio Abate was
decorated with an ephemeral architectural structure containing yet another elaborate
system of carved and painted images and statues; featured were painted images of
the Cardinal Virtues of Justice, Strength, Temperance and Prudence.”” The account
describes the sense of surprise passing from the courtyard into the facade; given the
majestic treatment of the facade, everyone thought that ‘nothing could remain within

to be seen,” as the richly decorated church of S. Antonio was already, ‘one of the

70 Zanlonghi emphasizes the use of space in the event as well as the theme of discovery. Zanlonghi,
‘La gloria dello sguardo,” 225-26. The event is given extensive description in the printed account:
Orrigone, Descrittione dell’Apparato. . . S. Gaetano Thiene.

! Paintings adorned the exterior facade of the church as well as the interior and the courtyard.
Orrigone, Descrittione dell ’Apparato. . . S. Gaetano Thiene.

"* Orrigone, Descrittione dell’Apparato. . . S. Gaetano Thiene, 29-30.
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"> The church thus decorated with this extensive

most rich and beautiful in the city.
cycle of paintings, alternating with relief tablets, angels, and other decorations, is
described as ‘creating for the glory of the Saint a temple more noble than that famous
Pantheon consecrated by Marcus Agrippa.”’* A very large painting over the high
altar depicted the saint in ecstasy, his heart rising to heaven accompanied by
angels.”” Such a ‘temple’ to a saint, whose decorations climax in a scene of his
apotheosis, anticipates Pozzo’s major frescoed church interiors, San Francesco

® Moreover, in its themes of

Saverio in Mondovi and Sant’Ignazio in Rome.’
surprise and wonder experienced in passing from one space to another, the narrative
likens the occasion to a pilgrimage, anticipating the experiential quality of both of
these cycles and of the Corridor of St Ignatius in Rome, to be discussed in Chapter 5.

Just two weeks after the festival to San Gaetano Thiene, the festival for San
Filippo Benizzi was held by the Servite fathers of Santa Maria dei Servi. The
standard of the saint was carried from the Duomo through the streets, which were
decorated particularly richly in the area of the Gold Merchants, who had elected the
saint as their protector.”’” More than one triumphal arch is mentioned, and the

apparato built in the church of Santa Maria dei Servi was judged, according to the

account of Marco Cremosano, to have ‘surpassed all others, including that of the

3 “In forma cosi maestosa diposto il parato al di fuori della Chiesa, credevasi ognuno, che altro di
nuovo non gli rimanesse di dentro ad osservare; massime su la riflessione, che la Chiesa di S. Antonio
tutta oro, tutta marmi, tutta pitture, non si potesse ornare senza pregiudizio di quella sua ordinaria
vaghezza, che la rende una delle piu ricche, e belle di questa Metropoli.” Orrigione, Descrittione
dell’Apparato. . . S. Gaetano Thiene, 35.

< .. formare a gloria del Santo un Tempio pit riguardevole di quel famoso Pantheon, consagrato da
Marco Agrippa a falsi Numi. . .> Orrigone, 41.

> Orrigone, Descrittione dell’Apparato. . . S. Gaetano Thiene, 39.

7% See Chapters 3 and 5, respectively.

77 Cremosano, Memorie Storiche, 34, 1671, 23 Augosto.
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Jesuits, which was very well designed. . .’

The rare print of this apparato is among
the best and most detailed records of a church decorated for a canonisation, and
serves as an apt visual reference as we read of similar festivals in Milan and
elsewhere [fig. 2.16]. The interior of the church, while architecturally unremarkable,
was transformed with a dazzling array of framed painted scenes and portraits;
medallions, inscribed tablets and cartouches; carved cherubs, candlesticks and
sconces; festoons and bouquets of flowers; ribbons, bows and hanging swags of
drapery. Every cornice, pilaster, window and arched opening of the church is
decorated, while any ‘blank’ surface is covered with precious brocades and damasks.
This type of festive decorative treatment serves as a visual reference for the context
in which Pozzo’s perspective scenographies, installed in the area of the high altar,
served as the focal point for similar occasions. Moreover, the decorative motifs—
flowers, garlands, portrait medallions, cartouches and tablets with mottos—bear
correspondence to the decorative painting schemes in Pozzo’s fresco cycles in both
Mondovi and Rome. These decorations, the painted counterparts of ephemeral

festival decorations illusionistically rendered in the permanent medium of fresco,

serve the same purpose of celebrating the dedicatory saint [figs. 3.17, 3.47, 5.4].”

78 <L >apparato della chiesa e porte trionfanti de’ detti PP. Serviti a giudizio di molti supero tutti gli
altri apparati et in particolare quello de’ Gesuiti, che veramente fu tanto ben inteso che niente di piu.’
Cremosano, Memorie Storiche, 34, 1671, 23 Augosto.

" See my analysis of the painting program of San Francesco Saverio, Mondovi, in Chapter 3.
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State Funerals: Rituals of Mourning, Memory and Light

The state funeral is the place where we see Milan’s most distinctive contribution
to the world of the Early Modern spectacle. In these great ‘theatres of death,” as in
the great processionals, word and image functioned together with the funeral
ceremony to create a sequenced progression of stories and reflections on the
achievements and virtues of the deceased.” The exequies celebrated for Spanish
monarchs in Milan corresponded to the precise ritual etiquette, discussed and
documented in detail by Steven Orso, which had been established by the Habsburg
court in Madrid.®" The Jesuits were directly involved in the mounting of these
spectacles, just as they were in the processions and other civic events. As they had in
Trent, funerals in Milan would have counted among Pozzo’s early experiences of
large-scale religious spectacles. As highly choreographed rituals of devotion,
reflection, and memory, they are noteworthy for their use of image and allegory,
gesture and movement, and light.

Included in this Habsburg code of etiquette for royal funerals was the system of
decorations, most notably the elaborate funerary catafalque which housed and
displayed the objects symbolising the monarch.*> The tradition of the monumental
catafalque, which when lit resembled a great funeral pyre, was intended to associate

the king and the empire with the greatness of ancient Rome.* In terms of the scale

80 Carandini refers to these funerals as ‘featri della morte.” S. Carandini, Teatro e spettacolo, 61. For
an analytical survey of Milanese funerals, see Grandis, ‘Teatri di sontuossimisma e orrida maesta.’
The Jesuit Claude-Frangois Menestrier’s treatise on funerals of 1687, Des Decorations Funebres, is
the best reference guide of the period for the form and internal components of funerals, using major
funerals of kings, princes, popes, and cardinals as illustrative examples.

81 Orso, Art and Death at the Habsburg Court.

%2 Orso, Art and Death at the Habsburg Court, 15-19. The elaborate catafalques designed by artists
and architects and articulated with sophisticated iconographic programmes of images, emblems, etc.
are considered to begin with the exequies of Charles V in Spain and Italy in 1558-59. See Schraven,
Festive Funerals, 62.

% Orso, Art and Death at the Habsburg Court, 27-32.
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of their catafalques and decorations, Habsburg exequies celebrated in Milan
surpassed those in Madrid, and possibly anywhere else in the empire, owing in large
part to the vast interior of the Duomo with its soaring vaulted ceiling.** Beginning in
the late sixteenth century and continuing until the late seventeenth, the funeral
catafalque in the form of a pyramid, or formed by a series of obelisks or pyramids,
became central to the characteristic visual language of Milanese funerary
scenographies.” While the form of the pyramid used in a funerary context was not
necessarily unique to Milan, in the seventeenth century it was used at the exclusion
of other types of catafalque structures; in this way the Milanese catafalques may be
said to adhere more closely to older traditions, adapting the form of the chapelle
ardente of previous centuries.*® The Milanese version of the catafalque was virtually
covered in the flames of lamps and candles, quite literally taking on the appearance
of a great funeral pyre; like fire itself, and the souls of the dead, the pyramidal shape

8
rose to heaven.®’

% In Madrid, the church used for the exequies of Philip IV and his successors was the La Encarnacion,
considerably smaller than Milan’s Duomo. Orso, Art and Death at the Habsburg Court, 60.

% In this regard, the Milanese catafalques adhered most closely to Menestrier’s ‘dictionary definition’
of the catafalque: a pyramidal wood structure covered with lit candles. Menestrier, Les Decorations
Funebres, 294. See also Berendsen, 'The Italian Sixteenth and Seventeenth-Century Catafalques.' The
catafalque for Philip IV in Madrid, by contrast, was a two-level octagonal structure formed by
columns, crowned with a dome. Orso, Art and Death at the Habsburg Court, 29, 65-70.

% The chapelle ardente, the late medieval predecessor to the Renaissance catafalque, featured a low-
pitched pyramidal roof covered with candles. See Menestrier, Les Decorations Funebres, 294 and
Schraven, Festive Funerals, 10-15. The ‘flaming pyramid’ has Roman precedent in the catafalques for
King Sigisimund of Poland at San Lorenzo in Damaso in 1572. See Schraven, Festive Funerals, 99,
Fig. 3.7; and others in the same volume. For examples of seventeenth-century Roman funerary
catafalques incorporating the form of the pyramid or obelisk, see Fagiolo dell’Arco and Carandini,
L’effimero barocco and Tozzi, ed., Feste barocche per inciso.

%7 Carandini describes the blazing funerary pyre as a Christian symbol of transformation: through the
rite of mourning, the pain of worldly death is transformed into a celebration of the ‘triumph over death
in the next world. . . Carandini, Teatro e spettacolo, 61-63. The funeral pyre, a tradition whose
ancient origins is discussed in the account of the funeral for Anne of Austria, can be traced to
antiquity in the funerals for rulers of the Greeks, Egyptians and Romans: Tibaldi, Descrittione de
Uedificio, A. 2v. See also Menestrier, Les Decorations Funebres, 291. In ancient Rome, the lighting
of the pyre and the release of an eagle symbolically sent the soul of the deceased emperor up to
heaven: Orso, Art and Death at the Habsburg Court, 32.
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For the ultimate extant visual record of the royal funerals in the Duomo, we turn
to the funeral for Philip IV on 17 December, 1665.*® The event took place just a few
days before Pozzo’s official registration with the Society of Jesus at San Fedele.”
We can be sure he was present for the event, and it is possible that his skills as a
painter were enlisted in producing its extensive ephemeral decorations.”’ This funeral
apparato was as much a representation of power as of mourning, meant to serve as a
reflection on the deceased king and his virtues, and to glorify what has been
described as an empire already in decline.”’ The unfinished exterior of the Duomo
on these occasions served as a kind of blank face which received an ephemeral mask,
unique to each event; in the case of the funeral for Philip IV, it was appropriately
scaled and ornamented to convey royal splendour. [fig. 2.17].”*

The massive structure of the catafalque and the accompanying decorations
throughout the church were produced following the design of engineer Giovanni
Ambrogio Pessina, with two Jesuit fathers (un-named) charged with the task of
designing a coherent program for the numerous, very large-scale decorative
components; Carlo Maria Maggi, professor of rhetoric, assisted the Jesuits in the
composition of the many inscriptions and imprese.”> Above the cornice installed

between the columns along the nave, centred in each arch, were figures on pedestals

% The funeral was commemorated in a large printed publication, wich features very large and fine
engravings: Barella, Esequie reali. . . Filippo IV. This event has been analysed by Zanlonghi in Teatri
di formazione, Chapter IV, ‘Si perdeva lo sguardo nella gloria reale,” 175-93; she also references it in
‘La gloria dello sguardo.” See also Grandis, ‘Teatri di sontuosissima e orrida maesta.’

% See earlier note regarding Pozzo’s registration with the Society of Jesus on 23 December, 1665.

% Events of this scale, owing to the volume of images needed as well as the short period in which they
had to be produced, called upon the skills of numerous artisans. If Pozzo was working as a painter at
this time and was known to the Jesuits either directly or by referral by other artists, he may well have
become involved.

°! Grandis, ‘Teatri di sontuosissima e orrida maesta,” 700. Orso describes Philip IV and his reign as
largely a failure and a period of ‘devastating setbacks.” Orso, Art and Death at the Habsburg Court,
1.

%2 Barella, Esequie reali. . . Filippo IV, 7.

% Barella, Esequie reali. . . Filippo IV, 2-3.
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[fig. 2.18]. These represented, along the right side of the church, the Spanish
territories of the Old World, including provinces in Europe, Africa, and Jerusalem;
on the left were the figures representing the ‘New World,” including Christianized
territories of the Iberian Peninsula, Central and South America, India and the
Philippines.”* All were accompanied by corresponding inscribed tablets and painted
imprese below. This iconography of a world Christianized through Spanish
conquest, given such emphasis in a funeral designed by the Jesuits, appears more
than coincidental; it can be read as an opportunity for the Jesuits to proclaim their
success in working with Spain to ‘conquer’ and convert new lands to Catholicism.

Following tradition, the soaring catafalque was situated on an octagonal platform,
and each of the four staircases was flanked by two statues representing rivers of the
Kingdom of Spain [fig. 2.19].”> These were presided over by a massive figure of
Religion on the top of the central obelisk, whose prominence is signal: the account
makes a point of congratulating Philip IV for defending and promoting the tradition
of the Immaculate Conception.”® The whole mass was quite literally ‘crowned’ by a
giant royal diadem suspended from the vault of the crossing.

Apart from its extensive use of allegory, particularly the representation of the
virtues, the funeral of Philip IV is noteworthy in another respect: its exceptional
‘spectacularity and magnificence,” as Zanlonghi has discussed, derived largely from
its employment of light. ‘Every moment of the elevation of the gaze corresponded to
an increment of light,” Zanlonghi says, illustrating the visual progression upward as a

metaphor for the progression toward the light of the divine essence.”’ The account

% Barella, Esequie reali. . . Filippo IV, 11-14.
% Barella, Esequie reali. . . Filippo IV, 9-11.
% Barella, Esequie reali. . . Filippo IV, 22.

°7 Zanlonghi, Teatri di Formazione, 183.
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estimates five thousand lights varying from lamps to candles to large candlesticks.”
The obelisks were faceted to ‘better reflect the light,” and the sculpted figures were
not only gilded; they were treated with vetro volante, a glittering material to enhance
the reflection of the light.” Light and fire were of central symbolic importance in
the funerals; as spiritual metaphors, their contextual meanings were numerous,
including transformation, cleansing, renewal and, as mentioned earlier, the rise of the
soul to heaven.'”

The account of the funeral rite itself, like all accounts of Milanese funerals,
emphasizes mourning as a cathartic process: virtually the whole city, along with
numerous forestieri from surrounding regions, ‘made their way [to the Duomo], not
so much to see the very sumptuous teatro. . . as much to animate it with their piety

and with their tears.”'"!

Thus the apparato, exhaustively described in the account,
became a scenography for the performance of mourning: after passing through the
triumphal arch of the facade in procession, ‘reading’ its figures, inscriptions, and
imprese, ‘the gaze was lost in the royal glory’ as the individual progressed through

the space, making a symbolic journey through the entire Spanish-Catholic world. '**

One then passed around the octagonal platform of the catafalque, and ascended the

% Barella, Esequie reali. . . Filippo IV, 13.

% Barella, Esequie reali. . . Filippo IV, 9-10, 12.

1% Menestrier emphasises lights as the most important elements of funerals, citing the lit lamp or
candle as a symbol of the immortality of the soul, as a symbol of Christ as the light of the world, and
bearing associations with other Christian rites such as the high services of Easter and the ceremony of
baptism. Menestrier, Les Decorations Funebres, 181-82.

1T “Essendo dunque la sera precedente, e la mattina del giorno all’ora prefissa invitato il popolo colla
voce, e mestissimo suono di tutte le campane, chiuse le botteghe per ordine del Vicario di Provisione,
votate le case per legge fatta a ciascuno dal proprio affetto, e concorse tutta la Citta con molti
forestieri di conto, non tanto per vedere il teatro pit sontuoso, che habbia mai havuto il dolore, quanto
per animarlo colla pieta, e colle lagrime.” Barella, Esequie reali. . . Filippo IV, 68-70.

102« si perdeva lo sguardo nella gloria reale, in cui perd trovava il suo affetto qualche conforto
all’animo addolorato.” Barella, Esequie reali. . . Filippo IV, 12.
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steps to the ephemeral temple of the deceased king, the eye beckoned upward by the
soaring verticality of the flaming structure.

On 26 October, 1671 Milan mourned the death of the Duchess of Uceda, wife of
the Duke of Ossuna, the Spanish Governor, in a solemn funeral at Santa Maria della
Scala. The funeral catafalque and decorations were a collaboration of the royal
architect Giovanni Battista Paggi and the painter Cesare Fiori, with a Jesuit charged
with the design of the rhetorical program.'” The event was extensively recorded in a
commemorative pamphlet by the Jesuit Giovanni Battista Barella, with
accompanying engravings. '° Distinctively dramatic was the treatment of the
exterior facade, draped in black and inhabited by figures of death [fig. 2.20]. It
served as both a concealing and revealing device as well as a transition from the
outside into the funerary °‘theatre.” Through it one glimpsed, and eventually
approached and entered, ‘a theatre of sorrow and of majesty, continuously growing
with the reflections of innumerable blazing lights, ‘rendering exquisite the horror and

105

tearful the pleasure’[fig. 2.21]."° The sense of progress from exterior to interior,

from death to life, and from darkness to light is more pronounced here than in any of
the other recorded Milanese funerals. The windows were deliberately covered with
black drapery, so that the church interior was illuminated only by the light of the

6

lamps and candles.'®® The dais of the catafalque was surrounded by obelisks whose

19 Zanlonghi discusses this event and compares it to the funeral for Philip IV in the Duomo in 1665.

Zanlonghi, ‘La gloria dello sguardo,” 224-25. See also Zanlonghi, Teatri di formazione, 192-93.

% Barella, Teatro della Gloria. The funeral was held on 12 October, 1671. Architect and painter are
both identified on p. 12.

105« tutto il tempio era fatto un teatro di dolore, e di maesta, che crescendo sempre co’ riflessi de’
lumi, che senza numero avvampavano, rendea vago 1’orrore, e lagrimevole il diletto.” Barella, Teatro
della Gloria, 14. Note that the words ‘orrore’ and ‘orride’ frequently appear in accounts of funerals.
In this context orrore does not connote the modern sense of ‘horror’ (or the modern Italian ‘orrore’)
but something closer to the Latin term horror: dread and awe, or a mixture of wonder, fear and great
respect particularly associated with religious experience. See Dekoninck, ‘Sacer Horror.

19 Barella, Teatro della Gloria, 35.
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lamps were set in spiralling garlands of greenery, the whole crowned by a suspended
baldachin above [fig. 38]. The nave of the church was draped in black with inscribed
tablets, gilded decorations and the extensive lamps and candles familiar from the
Duomo funerals.'”” The control of light directed one’s attention, even from outside
the church, to the funeral catafalque, the source of light, where the prematurely
deceased duchess (who died in childbirth) was imagined already resurrected.'® This
funeral was held in Santa Maria della Scala the same year as the canonisation of
Francis Borgia, for which Pozzo designed one of his first religious scenographies, to
be discussed i