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Performing Emotions at the Canonization of Ignatius of Loyola and Francis Xavier in the Southern Low Countries

des établissements d'enseignement et de recherche français ou étrangers, des laboratoires publics ou privés.

effects of festive devices. These sources are the primary object of this chapter. We argue that the accounts are structured according to the transformative effect of emotions.

Emotions are an important theme in the narratives, while at the same time also determining how these sources describe the events in question.

To frame our analysis, we will characterize the accounts that have come down to us. For each of the three accounts focused on here, we will discuss how emotions are related to the described events, and which effect is ascribed to these emotions. In a next step, we will look in more detail at some of the means the accounts identify as particularly important in bringing about the transformative effects of emotions. We will then conclude our reading by elaborating on three key concepts that the accounts associate with the workings and effects of emotion: wonder (brought about by illusionism), sacred horror, and varietas.

The Canonizations and their Accounts

On March 12, 1622, Pope Gregory XV declared the canonization of five new saints in St.

Peter's Basilica in Rome: Isidore the Laborer, a lowly medieval farmer who became the patron saint of Madrid; the Carmelite, Teresa of Àvila; the Oratorian, Philip Neri; and the Jesuits, Ignatius of Loyola and Francis Xavier. The Society of Jesus marked this momentous event with spectacular celebrations in Rome and across the world. 4 In many 4 For Italy, see, among others, Bernadette Majorana, "Entre étonnement et dévotion. Les Fêtes universelles pour les canonisations des saints (Italie, XVII e siècle et début du XVIII e siècle)," in Les cérémonies extraordinaires, ed. Dompnier, 424-42; for France, in the same volume, see Michel Cassan, "Les fêtes de la canonisation d'Ignace de Loyola et de François Xavier dans les provinces d'Aquitaine 1622)," 459-76; see also Rosa de Marco, "Le langage des fêtes jésuites dans les pays de langue française, de la première édition de la 'Ratio Studiorum' de 1586 jusqu'à la fin du généralat de Muzio Vitelleschi 1645)" PhD diss., cities, in Europe and in their missionary territories, the Jesuits organized important, often spectacular festivities to celebrate their two new saints. These festivals were subjected to stringent instructions from the Jesuit General, Muzio Vitelleschi (1615-45). 5 In a letter to all Provincial Fathers of the Order dated March 9, 1622, Muzio demanded that ceremonies be reasonable and not excessive. However, from Milan to Palermo, from Madrid to Girona, from Lisbon to Salvador de Bahia, and in almost all places Jesuits had settled, the festivities far exceeded the moderation the fathers were asked to adopt. A true festive movement occurred, starting in Rome and spreading worldwide, almost like a solemn seismic wave. From the Roman epicenter, a series of secondary tremors traveled to the rest of the world, including the Flandro-and Gallo-Belgian provinces of the Netherlands, our field of interest.

We can gather an idea of the festivities and take the pulse of the festive movement thanks to the descriptions of them the Jesuits sent to their Curia in Rome. The Society of Jesus required each of its local houses to account for its activities and organization to the General of the Order, who was based in Rome. 6 To this end, Belgian colleges and houses Université de Bourgogne, 2014); for Spain, see Trinidad de Antonio Saenz, "Las canonizaciones de 1622 en Madrid: artistas y organización de los festejos," Anales de historia del arte 4 (1993-94): 701-09; Catalina Buezo, "Festejos y máscaras en honor de san Ignacio de Loyola en el siglo XVII," Boletín de la real academia de la historia 190 (1993) Unfortunately, few of these documents-only those issued from the colleges of Kortrijk, Dunkirk, and Leuven-have been preserved. 7 The Litterae annuae of 1622 and the triennial supplements of the Historiae Domus also record the events, but the interest of these descriptions varies according to a range of factors. 8 The supplements of Historiae Domus-carefully kept in the Roman archives-were intended to serve one day to write a general history of the Order. As a consequence, their authors tended to smoothen out events, so as to build a triumphant record of Jesuit zeal and cleverness. As for the Litterae annuae, these were intended to report from the various local ministries to the authorities in Rome. Their authors had to demonstrate how the feasts fitted the Order's global pastoral mission, and in so doing, they chose either to erase those spectacular manifestations the General had forbidden or, conversely, to abound in details. 9 Their focus on the utility or effect of the festivals in performing the Jesuit mission is also why these documents pay relatively little attention to the programs or the devices that were used, describing them 8 See ARSI, Flandro-Belg. 50II,52,56;ARSI,40;and RA, See, for instance, the conclusion of the Dunkirk account: Dunkirk, fol. 48 r : "Finally, we took advantage of this solemn celebration: we saw the increasing devotion of citizens towards the new saints and their growing zeal for the Society. The ever more abundant daily crowd in our chapel, the frequent offerings of candles, the great quantity of expenses to adorn the procession reflected it very well" "Ex hac solemni festivitate illud denique utilitatis consecuti sumus quod civium erga novos Sanctos devotio et in Societatem studium plurimum incrementi accepisse cernantur. Id quotidiani ad sacellum nostrum concursus frequentiores, cerei only in a cursory (and often confusing) way. Devices and programs carried no interest in their own right, but their efficiency in supporting the Jesuit pastoral project did. This point of view helps to explain why these sources mostly lack accurate descriptions of scenes and theatres.

Fortunately, the situation is different for printed accounts. While these are still quite rare for the Belgian Provinces, there are three published accounts of the celebrations relevant for our purposes here: one account of the urban festivities held in Antwerp (Honor); one of the court festivities in Brussels (Triumphus); and another of the festivities held on behalf of the university (or academy) in Douai (Narratio). 10 These texts were written hurriedly and approved within two months of the festivities. Like their handwritten counterparts, they are not faithful accounts. Yet, unlike the manuscript sources, which were intended only for internal use within the Society, the printed accounts were intended for a much larger audience, at least some of whom would have been familiar with the events. As a consequence, their function changed. The success of each event was also framed with regard to the outside world of, for instance, patrons, the popular audience, and other religious orders). The printed accounts were also meant to keep memories of the event alive, and as a consequence, the printed booklets included more extensive and accurate descriptions of the events and their material surroundings.

Taken together, the corpus of manuscript and written sources illustrates the Eloquence, regardless of its medium, was aimed at awakening emotions and channeling them towards moral and religious edification. This is apparent in our sources: they do not only tell us about the means employed to arouse an emotion, but also of its intended effect on the viewers. More than offering testimony of a lived experience, the texts delineate a horizon of ideal expectations. They construct the reception of the festival by pouring it into a rhetorical mold cast from commonplaces. Precisely thanks to the repetition of these topoi across a considerable number of sources it is possible to reconstruct the expectations supporting Jesuit festival culture, and to understand how emotions, the transformation of emotions, and their transformative effects were meant to structure these events.

In this chapter, we will analyze in detail the text of the Triumphus, a printed account of the courtly festivities in Brussels, and we will compare it with the manuscript account of the festivities in Louvain (the Commentarius) preserved in the Roman archives of the Jesuits and with the Relatio celebritatis in Dunkirk, another manuscript presently kept in Rome. Additional material will be adduced from two published accounts: the Narratio, relating the academic festivities in Douai, and the Honor, describing the Antwerp canonization feasts. The different portrayals of the celebrations each have their own style, pace, and performativity. The polished character of the published Triumphus stands in clear contrast with the manuscript descriptions, for instance, but there are also striking variations between the manuscript sources. This becomes particularly clear in the way emotions are described and evoked.

Emotions in the Three Accounts

Louvain: Restraint

The Commentarius on the festivities in Louvain is one of the most detailed among the known manuscript accounts, and also the most honest and uncensored. Tellingly, it starts not with the feast but with an examination of conscience and with the rector announcing in the local refectory that the blessed Ignatius and Xavier will be canonized. This intimate beginning illustrates the straightforward and unspectacular style of the account. 11 In accordance with the general characteristics of the genre outlined above, the manuscript notes that political turmoil and war hampered the preparation and execution of the festivities; that heavy rains disturbed the procession;12 and-with apparent irritation-that a monk died at exactly this inopportune moment, so the clergy was also busy with the preparations for his funeral. Tensions with rival orders are addressed without inhibition.

There is even room for a frivolous anecdote: when one of the orators spoke with a heavy liégois accent, the listeners were amazed and some even started to laugh. 13 In the Louvain account, as in most handwritten records, the approach is intimate and down-to-earth, and emotions remain restrained. In this case, most of the attention goes to the curiosity of the public, the stress involved for the organizers, and the agreeable effect 11 In this text, religious modesty is also emphasized and contrasted with secular vanity. This may partly explain the text's moderate attitude towards the emotional effect of the feast. However, the marvelous installations are described with gusto.

of the music and processions. According to this account, the strongest emotions and effects

were not created by the performances, the extravagant machines, or the big explosions, but by a sermon, read by the Archbishop of Mechelen. Rather than the spectacle, it was this discourse that made the Jesuit listeners blush and brought tears to their eyes, and it struck the other spectators as well, because of its eloquence and the important role it reserved for the Jesuits and the Louvain College in particular.14 

Dunkirk: Types of Wonder

By contrast, the Dunkirk Relatio is much more polished and plays on a variety of emotions and effects. First of all, the manuscript starts in medias res with the marvelous celebrations; it concludes by stressing that the proceedings went by "without any incident."15 Contrary to the intimate account of the Louvain celebration, the narrator here adopts the role of the amazed spectator, whose gaze wanders between objects and events, 16 and is attracted by the most extraordinary sights. The author singles out the gifts and patronage that the celebration accrued, carefully describing the precious objects, referring to their donors and estimating their value (or sometimes just evoking "an extraordinary price" 17 ). These extensive references to outside patrons might indicate that the text was meant to be published, or at least circulated beyond the confines of College and Curia.

Although the Dunkirk Relatio, like the Commentarius, refers to "agreeable" music and performance, it also makes special reference to learned emotions. More specifically, it evokes the two types of "wonder" distinguished in the classical tradition. 18 The first of these is wonder provoked by ignorance, the kind of wonder Aristotle described in his Metaphysics. 19 For example, the Relatio emphasizes that not only ordinary men but even specialists were impressed by the complexity of certain apparati. The third part of the pageant, for instance, consisted of a large "Ship of the Church," in which personifications of the Church, St. Augustine, the Pope, and the founders of different religious orders were seated. The ship looked like a real three-master but was reduced to the size of a fishing boat. Every detail of a large galleon was present in miniature, up to the last screw and thread. Observing every little detail attentively, even specialists in navigation could not fathom how it was done, and they were stupefied by wonder, the Relatio notes. The second kind of wonder is provoked by illusionism. Representations of the new saints turned out so well that spectators (almost) believed they were living. 20 Appreciating the artificiality of the phenomenon changed the spectators' emotion from terror into admiration. Focusing on these kinds of wonder illustrates a reflexivity and intellectualization that is largely lacking 17 Dunkirk, fol. 45 r : "quibus si diademata, in quae Matronae primariae immensi splendoris ac pretii monilia gemmasque contulerant, annumeraveris, non facile an ars pretio, an pretium arti praeferendum constitutes."

in the Commentarius: the description in the Relatio assumes a group of spectators who react according to the intentions of the architects of the spectacle.

The most elaborate and spectacular machines provoked the strongest reactions, such as a bleeding Christ and a machine built around the image of the triumphant Christ amid a choir of saints. The believers were so moved by the first effigy that they drenched their handkerchiefs in the blood that spouted violently out of the crucified Christ and applied it to their eyes. The second machine, a large and complex construction of statues of saints and angels, rainbows, and circles, agitated the spirits of the spectators to such an extent that they experienced a sacred tremor, a notion to which we will return. The narrative of the Dunkirk festivities was a carefully crafted crescendo of emotive effects, from agreeable music and admiration for ad vivum representations to machines so marvelous that they provoked a sacred shiver. 21 The Triumphus: A Magnificent Theater in Brussels

The most elaborate account of the canonization celebrations in the Belgian provinces was the published Triumphus about the events in Brussels. The narrator's point of view is that of an attentive and sensitive spectator. The narrator also occasionally records the reactions of prominent and authoritative viewers. When the Infanta Isabella smiled during a recitation, the narrator stresses the pleasure and approbation the smile signified. 22 When she looked on in admiration at a marvelous automaton, he notes that she experienced something far more powerful than just gratification and benevolence; she stood perfectly still during the performance, as if pinned to the ground. 23 As in the Dunkirk Relatio, the direction of the gaze of the narrator/spectator structures the dynamics of this published account. More than the other accounts, the descriptions in the Triumphus are replete with various emotions and effects provoked by the stunning views and spectacles, ranging from pious voluptuousness, pleasure, desire, amazement, joy, and passionate piety, to applause, sobs, and tears. 24 This is undoubtedly because the Triumphus, as a published account, was intended for a wider readership that should acknowledge the success of the event.

Moreover, the Triumphus is about the celebrations in Brussels, the city where the different religious orders vied for the attentions of the Spanish court, particularly those of the Archduchess Isabella. As a consequence, the description takes great care to indicate the important network of patrons involved in bringing about the opulent environment.

The Instruments of Emotion

Splendor, Immersion, and Illusionism

Splendor, immersion, and illusionism were three ways to provoke emotions in the spectators of the celebrations and, later, the readers of the accounts. The splendor of the festivities was evoked and reproduced by means of close description of the details of the scenery and the events, and the overwhelming detail created in turn an immersion effect. provides a framework for his description. 31 In the account of the festivities at Dunkirk, it is pointed out that the "large and numerous" windows were covered with transparent images representing the deeds of the Jesuit saints, lit by candles, night and day, again reminding readers that they are witnessing a transformed environment. 32 The spectacular is defined by the means producing the event, by the extraordinary elements that disrupt normal space and time. It is the metamorphosis of the environment, brought about by effects of light and sound that help to provoke wonder and astonishment.

As a magnificent transformation of the existing architecture, the ephemeral decoration also operates to fragment and dislocate that same architecture. Sometimes it is not entirely clear whether the author writes about the interior of a building or an exterior space. This confusion supports the sense of self-contained continuity, which in turn heightens the emotive response of the reader. The ability to achieve such an otherworldly immersion is of itself cause for amazement, not in the least because it required a collective investment of effort, shaped by outstanding individuals. Indeed, in Dunkirk,

[…] altars were erected in different places, thanks to the fact that several neighborhoods apparently agreed to decorate the facades of houses, to the extent that the streets appeared to form a continuous altar. 33 The author of the Douai account writes that before launching himself into a description of the festivities that took place for eight days, he should describe "briefly the whole of the 31 For the reference to the basilica, see n. 29.

32 Dunkirk, fol. 47 v : "Singulae enim fenestrae, quae frequentes sunt et magnae, singulas habebant imagines transparentes, quae praeclariora Sanctorum facinora, tam in luce quam in tenebris adiectis luminaribus, repraesentabant, nec vana fuerunt huiusmodi spectacula, multi enim minus bene de Sanctorum illorum meritis sentientes, hic picturis melius edocti, illos magni facere laudibusque extollere coeperunt."

33 "Nam altaria variis in locis erecta, quid quod viciniae complures ita in exornandis aedium frontispiciis visae sint conspirasse, ut integrae plateae continuum altare viderentur" (Dunkirk, fol. 46 v ).

apparatus that one saw in the church and the streets […] an exceptional and more or less continuous one; it started at the seminary of the Scots." 34 This snippet evokes another important feature of the environments: they might challenge the distinctions between interior, building, street, or square, but they have a distinct order, determined by a direction, markers of entrances and frontiers, and a succession of objects of a different scale.

The most prominent element employed to order the space of the not festival was the triumphal arch. These arches, too, were part of a spatial choreography. They existed neither in isolation nor as the frame of a tableau vivant, but as the monumental building blocks of an urban ensemble. In Dunkirk, the Jesuits decided to erect a triumphal arch at one end of the street where they were housed, after the Confraternity of St. Sebastian had one built at the other, overtly intending to match the gesture initiated by the first intervention. 35 In Brussels, four arches framed the streets that crossed in front of the This imaginary topography, which transformed the urban space into a coherent theatre of veneration, was not confined to the locality where the celebration took place. 38 The res gestae of Francis Xavier especially invoke the global scale of the celebrations. At the same time, every city is cast as another Rome. The association with "the triumph," made explicit in the title of the Brussels account and embodied in the motif of the triumphal arch, obviously calls to mind the ancient type of the ritual, along with its more recent revival in Counter-Reformation Rome, the rite of the triumphal translation of the 38 The authors of the Dunkirk and Brussels accounts stress the theatrical nature of the proceedings. The churches themselves are filled with "theatres": Brussels, 11: "Ornatus theatri templi medii"; or Brussels, 13:

"Ab isto divinorum honorum apotheoseosque theatro nemo satiatus, nemo fatigatus spectator abscessit.

Avocant nos interim alia atque alia totam per aedem spectacular." This theatricality is extended to the city, which in any case is conceptualized as one great altar. See Dunkirk, fol. 46 v : "Nam altaria variis in locis erecta, quid quod viciniae complures ita in exornandis aedium frontispiciis visae sint conspirasse, ut integrae plateae continuum altare viderentur." Furthermore, actual scenes or "theatres" are positioned all over the city: cf. Dunkirk, fol. 46 v : "[…] ante cuius introitum Hispano milite sumptus subministrante theatrum triplici contignatione erectum"; and Dunkirk, fol. 47 r : "Hic accedebant theatra duo ante domum nostrum." Note also that spectaculum is mentioned at least as frequently as theatrum. As we will show below, the texts themselves also follow a rhetorical model that is explicitly theatrical.

relics of martyrs. 39 But the "Romanization" of the different cities celebrating the Jesuit saints under the aegis of the Order was also made explicit by the vocabulary of the descriptions. The architecture is represented by means of a terminology that leaves little doubt about its ancient pedigree. In Douai, when the author of the manuscript evokes the columns of a triumphal arch, he points out that they were dressed with the usual bases and ornaments, implying that the idiom of architecture ' was generally known and accepted at a time when this idiom was still being established. 40 The architectural idiom and its description thus act as normative devices evocative of the imaginary sphere within which the beholder is asked to circulate. This strategy is compounded by explicit references to Roman buildings. In Dunkirk, there was a pyramid of six storeys that went so high that "one could recognize a reproduction of the mausoleum of Augustus." 41 The façade of the Jesuit church in Brussels is described as the center of the four roads, "very elegant and superbly decorated with all the ornaments of architecture and all the elegance of proportion." 42 Conversely, the qualification of the Town Hall's architectural style as "gothic or modern" illustrates the same acute awareness of architectural idioms and their 41 "Addita insuper pyramis sex contignationibus distincta, quae ita sese in altum erigebat, ut ad imitationem mausolei Augusti veteris Romae constructam dignosceres" (Dunkirk, fol. 47 r ).

42 "Inter arcus illos quos hactenus delineabam, in ipsissima commissura quatuor platearum media est elegantissima et omnibus architecturae calamistris ad omnem proportionum elegantiam superbissime concinnata templi facies" Brussels, 43).

connotations. 43 Through the choice of vocabulary, the architecture is made part of a virtual environment composed of both Roman and Christian elements, in which the reader should become immersed.

The immersion in a visibly transformed, or perhaps better still, "altered" environment created another world, where the viewer was thrust into the affective experience of wonder, pleasure, desire, amazement, joy, and piety. This total experience was not homogeneous, however. It was punctuated by special effects at specific localities.

The authors of the accounts noted that the machines and moving spectacles provoked the highest emotional investment and impact. e have mentioned the "Ship of the Church" and the spectacular bleeding Christ of Dunkirk. In Brussels, effigies of Ignatius and Francis Xavier were perched on artificial mountains, the Parnassus for Ignatius and rocky Caucasus for Francis. All kinds of animals could be seen crawling from under the rocks of Francis's mountain, and when a fight broke out between an elephant and a rhinoceros, Orpheus's lyre calmed the beasts, whose places were then taken by a dragon and a crocodile. Finally, all of the animals sung the names of the new saints. This spectacle so moved the hearts of the spectators that they desired to see the automata over and again. 44 The automata, the second type of wonder we identified in the Dunkirk account, illustrate the pervasiveness of illusion as a modality to trigger emotions. Challenging the divisions between artifice and nature, the ephemeral and the permanent, between animation and inertia, illusion helps to transform the environment into an artwork. The effigies of the two newly canonized saints were primary foci of illusionism. All of the accounts list

If we analyze the structure of the text of the Triumphus in detail, we see that emotions are always evoked at the start or end of a new description, when the presumed spectator moves from one marvelous sight to another. Thus statements such as the following often feature at the beginning of a new section (indicated also by a marginal title): "In the middle of these things, the first stop of the spectators in front of the principal altar fills them with a pious voluptuousness as much as with a respectful admiration"; 46 "For those who exit the gate into the daylight, a column in the middle of the courtyard presents itself to their astonished and admiring gaze." 47 Emotions feature at the end of a descriptive segment in order to connect it to the next depiction of a marvel entering the spectator's focus. The narrator even mentions the missing negative emotions of boredom and tiredness, which might lead people out of the spectacular space: "It is neither by tiredness nor languor that any spectator has withdrawn himself from this theatre of sacred honors and of the apotheosis. Nevertheless, diverse spectacles divert us through the whole church." 48 This narrative technique gives dynamism to the text, which corresponds to the virtual motion of the reader/spectator through the space.

Emotion sets the virtual spectator in motion, while structuring the text and setting the pace for the reader. Despite numerous detailed descriptions of ornaments, jewels, images, and materials, it is always the global apprehension of an overwhelming new scene which the spectator must take in that provokes emotion. This is why accounts of emotion 46 "In his prima spectatorum statio ad aram maximam piae voluptatis aeque ac supplicabundae admirationis plena fuit" (Brussels, 7).

47 "Prodeuntibus ex porticu sub divum attonitis et suspicientibus oculis obiicit se columna in areae centro ad pedes solo scapo quadragenos alta" Brussels, 25).

48 "Ab isto divinorum honorum apotheoseosque theatro nemo satiatus, nemo fatigatus spectator abscessit.

Avocant nos interim alia atque alia totam per aedem spectacula" (Brussels, 13).

serve as bridging points between the descriptions of the different stages of the visit in the text: they mark the different stages of the virtual visit and "frame" the sacred spaces described for the reader, while mirroring the emotive reactions of the actual historical spectators who attended the festivities and responded to their own spatial organization and framing. For the author of the Triumphus, motion and emotion were closely intertwined.

There is, however, one exception to the presence of accounts of emotional responses as connectors between different static scenes of the feast that allow motion between them. This exception is the description of the strong emotive impact of extraordinary, dynamic scenes, such as marvelous automata and fireworks. Here, the continuous movement of the machine or the fireworks is reflected in the dynamism of emotions experienced by the spectators during the spectacle. Additionally, the agitation of the children, who are hidden in the machine and animate it from the inside, seems to be contagious, directly influencing the spirits of the viewers. Motion and emotion converge again. The relationship between repetition, desire, and dynamism is especially interesting in these passages which make these sacred motions and emotions perennial. When the Infante Isabella applauds the spectacular mountain with the animated animals and then leaves the festival, it seems that the show is over. It would seem to be a fitting official end, but it is not, because the spectators so strongly desire to see the show again that it is repeated for a whole week. 49 The King of France's ambassador seems himself to be stuck in repetition, for he cannot stop expressing his admiration for the performance.

49 "Illam vero tantam dominae suae in spectando voluptatem postquam familiaris Palatinarum faeminarum turba ex iucunda multorum narratione accepisset, nullum fecit orandi Serenissimam Infantem et obsecrandi Furthermore, he wants a pictorial representation of the show to be sent to his king. 50 The narration comes to resemble a perpetuum mobile of desire, performance, and admiration.

At this point, the narrator of the Triumphus also makes clear that the text itself is a carefully crafted performance. He directly addresses the reader as the Infante is leaving, enlivening and performing the text for us, drawing the reader in: "Let our best wishes accompany her." He continues with his direct address to the reader: "And you in the school, you applaud: the feast is over. No. It is not." 51 Through this narrative technique, we-the readers-have become directly involved in the Brussels canonization celebrations. The narrator then explains that the feast was not over, because the spectators wanted to see the automata in motion again, and the celebrations continued in the following days. The feast is also not finished, furthermore, because it is reenacted in the text. Indeed, the text was clearly conceived by its author as a performance in itself. This is especially clear in the concluding passage of the Triumphus, which marks the end of the textual reenactment of the spectacle: "while I fold the screen and close the curtain, I pray and appeal to the Saints Ignatius and Xavier for these saintly celebrations by illusion affected the beholder in both epistemological and emotional terms was central in these considerations. Illusionistic effects were thought to arouse emotions of surprise and then, once the illusion was unmasked, wonder about the maker's ability to mislead their audience. 56 Yet it was also recognized that if the illusion and wonder remained confined to this process, it might not only be naïve but also ineffective. After all, in this view, illusionism is a mechanism, a machine that can be switched on or off, and might or might not work. If an illusion turns out to have been a deception, will the "content" the illusion represents lose its legitimacy as well? Once it is understood that the Bleeding Christ of Dunkirk is not real, will the significance of the Crucifixion be questioned? 57

Rather than as some kind of make believe appealing to the gullibility of the audience, Jesuit theatre operated on the premise that the "untrue" nature of the illusion is never forgotten. Precisely because no one believes that Christ is actually crucified in Dunkirk, it becomes possible to act as if the automaton were the real event. As we have seen, the account about Dunkirk mentions ritual behavior that accrued around the machine, 56 Knowledge of the phenomenon is important in recognizing it as an artificial construct. The audience had to understand that the saints were not magically brought back to life, but that their representations were so well executed that they seemed to be alive or lifelike. See, for instance, Dunkirk, fol. 47 r : "when they came closer, they understood that there was no danger at all, and their terror transformed itself in admiration" "[…] ita ut nonnulli nobis metuerent quod loco adeo praecipiti videremur consistere cumque propius accedentes omne periculum abesse intelligerent, formido in admirationem conversa est, ita ut nonnulli nobis metuerent quod loco adeo praecipiti videremur consistere cumque propius accedentes omne periculum abesse intelligerent, formido in admirationem conversa est" [emphasis added]); or Antwerp, 33: "Those who believed that the images were alive could not see this spectacle without pain. Those who knew that they were merely statues seemed incapable of being satiated by this great miracle of art" "Qui vivam putabant, non sine dolore spectaculum videre poterant; qui statuam scirent, tanto artis miraculo satiati non posse videbantur").

faithful to the contemplation of those most sublime things which are hidden in this sacrifice." 60 Obviously, as generators of spiritual transformation, the Jesuit processions we have discussed here are of a different order from Sacrifice the Mass, but, as we hope to have shown, the immersive, illusionistic environment of these spectacles operated according to a comparable logic of discovery, unveiling, and manifestation of a presence.

Accounts of Roman papal pageantry contemporary to our sources similarly describe the manifestation of the festive apparatus in that city in terms of majesty. 61 Elsewhere, spectacular, illusionistic painted domes were described in terms of beholders standing face-to-face with Heaven itself. 62 The Jesuits themselves used the expression sacer horror to describe how audiences reacted to their spectacular celebrations. 63 This suggests that these processions, too, were intended to bring the audience, if not actually face-to-face with God, at least to a state where divine majesty was experienced. The abundance of sensory stimuli characteristic of the processional apparatus was meant to instigate-well 63 Cf. Historia Domus of Cambrai (i.e., ARSI, Gallo-Belg. 34), fol. 114 r : "Never had our church appeared with more august brilliance: two kinds of chapels were erected on each side of the main altar, and each one had a throne of saints of such height that it towered over the first floor of the church. Candles shone on every conceivable part of a structure filled with tiers of seating; above, there were three triumphal arches and ingenious shadows filling the souls of those who were praying with a holy horror and a religious feeling" "Nunquam augustiori specie conspecta aedes nostra, erectis circa principem aram utrimque duobus veluti sacellis, suo cuique Sanctorum throno ea altitudine, quae templi tabulato minaret. Collucebant longe lateque per multam graduum substructionem cerei; superne vero tres arcus triumphales, artificiosis tenebris sanctum horrorem praecantium animis religionemque conciliantibus").

beyond simple stimulation of the senses per se-an emotional turmoil conducive to a state where a deep religious experience might become possible.

It is also this process that confers meaning to the copia, the saturation, that we have identified as a significant feature in the incitement of transformative emotions. Such abundance is meant to give the impression of a universe that is visually saturated by the richest, most pleasing materials and objects. Quantity is of equal importance as quality, we have seen, and the accounts often have recourse to elaborate enumerations of the precious components of the festive apparatus. Such enumerations aim, not at a grasp of detail but rather a sense of a modulated totality, where moments of homogeneous opulence alternate with spectacular eruptions. As such, the festivals participated in an aesthetic of varietas (measured variety) that was intended to harness man's innate curiosity for novelty and new experiences, to thereby convey a coherent argument or idea. 64 The seemingly closed yet endlessly variegated universe of the festival, marked by dense moments of spectacular displays, altars, automata, and processions, served to stimulate spectators' craving for instruction, wonder, and marvel, and then transformed this craving into a sustained change of heart. 

  This is most clearly the case in the Triumphus, if only because of the more elaborate nature of the printed accounts. The Triumphus opens with an enumeration of the imperial ornaments in the church: the "brocades" made from the nuptial cloak of Charles V that decorated the altars; the omnipresent columnar device of the Habsburgs; the anagrams linking the name of the newly elected emperor Matthias with that of Jesus.25 By stressing the presence of these features the Triumphus emphasizes how embedded in the local political and religious arena the Society was. Yet these imperial motives form part of a far more extensive environment appealing to the emotions of the beholder.The narrator of the Triumphus describes how the two chapels flanking the main altar, dedicated to Mary and St. Ignatius, are decked out with tapestries gifted by ladies "of the first rank."26 The brocades serve as a magnificent backdrop for silver effigies of Mary and the new saint. The main altar itself, situated between these chapels, is an elaborate triumphal arch where equally resplendent effigies of the two celebrated saints venerate a cross dominated by a giant bronze St. Michael.27 The description of the main altar and the two chapels frames the description of the church interior. The narrator's gaze first moves down from the dome of the apse along the longitudinal axis of the main altar, to shift towards the middle of the church, where stands a second, crown-shaped altar, then again forward along the walls of the aisle, decorated with flowers and cornucopia, and back to the apse of the church from where it descends from the giant images of Aloysius and Kostka suspended high above down to the chapels of Ignatius and Mary. The slow and circular movement through the church interior emphasizes the seemingly endless abundance of ornament, provided by a hoard of elite patrons. The sustained admiration of the narrator parallels the veneration and the heightened sacred emotions that these ornaments conveyed to spectators: every precious gift is both a token of the veneration of 25 See Brussels, 5.26 See Brussels, 16.the donor and the visual transformation of earthly riches into pure spiritual gold, an incitement to the beholder to emulate the generous patrons.28 Or, as the opening line of the Triumphus has it: "the generosity of the very pious Infante towards the holy fathers has astonished the eyes of all: without there being a real winner, elegance rivaled with richness to honor Ignatius and Xavier."29 The detailed description of the precious gifts that contributed to the decoration of the church thus illustrates the close relation between admiration and veneration. The careful mention of the value and material of the objects and decorations, the contributions by donors and patrons, heightens the effect of spectacular opulence.30 The myriad gifts conspire with the temporary constructions to create the illusion of a total environment.Like the Triumphus, the other accounts, too, convey the impression that the viewer was entirely surrounded by a festive environment. At the same time, it was made clear that this ephemeral and exceptional scenography was solidly grafted onto the existing, permanent environment. The author of the Triumphus reminds the reader that he is in the "Vitruvian basilica of the sacred church," and, as we have seen, the layout of the church 28 See, for instance, Brussels, 10: "Hos arcus una cum columnis holosericeo murice vestitos decem lectae principes matronae non nobilitate minus quam erga sanctos patres pietate illustres, sancta conspiratione aemulo ad posteritatem exemplo collatis in commune gemmis omnique mundo muliebri, tanta vel elegantia vel opulentia exornarunt, ut nullus scribendo calamus par esse possit, quando nullus videndo oculus capere tantam maiestatem potuit."29 "In vitruviana sacrae aedis basilica oculos omnium ad se rapuit addicta sanctis patribus pientissimae Infantis liberalitas: in qua dubia victoria, elegantia cum opulentia pro honorando Ignatio Xaverioque certavit" (Brussels, 5).
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For a typology of secular wonder, see Maarten Van Dyck and Koen Vermeir, "Varieties of onder: John ilkins' Mathematical Magic and the Perpetuity of Invention," Historia Mathematica 41 (2014): 463-89.

Aristotle, Metaphysics, in The Complete Works of Aristotle, ed. Jonathan Barnes, 2 vols (Princeton: Princeton University Press, 1984), 2: A.2 [982b].

Dunkirk, fol. 45 r : "Maxime tamen ambae sanctorum nostrorum statuae umbilico tenus tam affabre sculptae, ut vivere quodammodo ac spirare viderentur." On illusionism, see below.

For the bleeding Christ, see Dunkirk, fol. 47 r ; for the second machine and the sacred shiver, see fol. 47 v .

See Brussels,[19][20] 

See Brussels,[30][31] 

On the oxymoronic pious voluptuousness, cf. Brussels, 7: "In his prima spectatorum statio ad aram

The same is true for the Honor, where, for instance, the gems in the necklace adorning the statue of Ignatius have an estimated value of 100,000 florins, and the lamps are said to cost more than 2,000 florins.SeeAntwerp,[15][16] 

"In eodem exsurgit e Capitolio Vrbis architectura quam gothicam sive modernam vocant" (Brussels, 98).
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remarkably similar statues of Ignatius and Xavier as focal points of the installation: more than life-size, wearing the dress of the Order, decorated with stars and silver, and with heads made of wax or other materials that seemed utterly lifelike. In Dunkirk, for instance, it was written that "what attracted the eyes of all, were two statues of our saints, each on one side of the main altar, sculpted as busts with such art that they seemed to live and breathe." 45 The effigies thus contributed much to making the saints present, yet this "presence" was not confined to these monumental statues. Their names, deeds, and virtues were rehearsed by means of all manner of effigies, affixiones, and allegorical representations, throughout the entire celebration. The illusion of their pervasive presence was enhanced by the effect of saturation. One moved in a truly Ignatian and Xaverian environment, imbued with their stories and virtues. The mention of movement from the beholder and the narrator, as well as the reader is, in turn, a key device to enlist and activate emotion in those texts.

Text and (E)motion

What is especially striking about the Triumphus is the way emotions are inscribed in the text to give the narration a performative dimension. Indeed, the text itself is conceived of as a spectacle designed to move the hearts of its readers. It combines detailed descriptions of the events, along with descriptions of the emotions-both real and ideal-spectators were presumed to have felt, thus intending to generate, through hypotyposis and mimesis, the desired emotions in the reader. 45 "Maxime tamen ambae sanctorum nostrorum statuae umbilico tenus tam affabre sculptae, ut vivere quodammodo ac spirare viderentur, ex utroque summi altaris latere omnium in se oculos convertebant" (Dunkirk, fol. 45 r ). afresh.

The Transformative Effect of Emotions at the Canonizations

The accounts discussed in this chapter reveal several interlocking levels at which the spectacles intended to change the hearts of the beholder, and also of the reader. The Dunkirk narrator states his belief in the transformative power of the spectacle, as a moment of instruction: Spectacles of this kind are not vain, because many who did not share good sentiments towards the merits of our Saints started-once the spectacle had instructed them better-to appreciate them very much and to exalt them in their praise. 53 When we learn who the saints really are, the narrator suggests, we will inevitably be induced to praise them, a first step towards a change of heart.

An important enticement in this process of instruction is wonder. Aristotle deemed wonder to be at the origin of philosophy; for the Jesuits, it was also at the core of religion. 54 onder, as we have seen, is provoked by the acknowledgement of one's own ignorance, an experience prompted by illusionism. The question of the nature of illusion was widely discussed in Jesuit circles over the course of the seventeenth century, especially in regard to the emotional impact of the theatrical representations written by Jesuit authors like Bernardino Stefonio. 55 Understanding how exactly the process initiated 53 See Dunkirk, fol. 47 v . 54 Our sources are full of references to admiratio, a religious species of wonder, including Brussels, 7: "a humble pious admiration"; admiration combined with veneration at Brussels, 16; and also a terror transformed into admiration at Dunkirk, fol. 47 r . Other kinds of wonder are also referred to: cf. Brussels, 25: "ut quodam quasi architecturae monstro ac portento." For Aristotle on wonder, see n. 19. Jesuit Studies, Brill, 2019, p. 187-210. with people daubing their handkerchiefs in the artificial blood. The illusion thus facilitates the kind of dispersed agency associated with relics or copies of miracle-working statues, while appealing at the same time to the transformative emotions of surprise and wonder. This mixture of authentic sanctity and ephemeral experience opens a window onto divine majesty, a process enhanced by the intense physical experience the festivals generated: materials, lights, sounds, perfumes, special effects, the monumentality of the "machines," everything immersed the participants in an ultra-sensory space. This majesty is exempt from the workings of illusionism and brings about a far more profound experience, described by the Jesuits as sacer horror (pious horror). 58 The Latin word horror refers to the physical symptoms of fear, such as shivering, cold sweat, a dry mouth, and knots in the stomach. The ancients used the word to describe the experience of the deity. Sacer horror seems to be what Rudolf Otto has called the "numinous dread" or awe of awfulness, the terrible fear caused by the inaccessibility and power of the "holy," manifest in the mysterium tremendum (the terrifying mystery). 59 In early modern times, the expression sacer horror occurs in relation to liturgy and in particular with regard to the Tridentine conception of the Sacrifice of the Mass: it is the consequence of the unveiling of the divine majesty and the contemplation of God, brought about by "mystical benedictions, lights, incense, vestments, and many other things of this kind." That is, according to the Tridentine decree, the "visible signs of religion and piety" used "to excite the minds of the