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CHAPTER ONE

Kapsberger’s Apotheosis . . . of Francis Xavier (1622) and the Conquering of India

Victor Anand Coelho

It was so that in a single month I baptized more than ten thousand men, women, and children, My
method, upon arriving in a heathen vitlage, was 1o assemble the men and the boys aparr, and to begin
by teaching them to make the sign of the cross three times as a confession of faith in Father, Son and
Holy Spixit. . . . I then recited in a loud voice the General Confession, the Credo, the Commandments,
the Pater Noster, the Ave Maria, and the Salve Regina. . .. The baptisms over, I told the new Christians
10 demolish the shrines of the idols, and saw 1o it that they crushed the images into dust. 1 could not
express the consolation it gave me to wartch the idols being destroyed by the hands of those who so

recently used 1o worship them. I went thus from village to village making Christians. . . .
i

Fittingly, Francis Xavier’s imperishable relics now lie in the Renaissance

- ghost town of Old Goa at the Minor Basilica of Bom Jesus, a Baroque
_c_:hurch that was built, like most other churches in Portuguese India, where

. ancjent Hindu temples once stood before they were demolished by the
. European “discoverers.” Sitnated on the monsoon path some §o0 kilometers
+south of Bombay, Goa was the undoubted emporium of the East and has
. been coveted throughout history for its spectacular terrain and strategic
docation. Following the landings of Vasco da Gama (1498) and Afonso de
A.]_b_u_querque (1503~1504), the city was the capital of the Portuguese Asian
:_._J'n_p_i_;'e and a magnet for both traders and evangelists. Goa was established
adiocese in 1533 and soon became the main theater for the Christian-
zation of the “heathen” that constituted the agpressive missionary program
£ iile Jesuits, the educated and obedient church soldiers who were recog-

St. Ignatius, the founder of the Jesuits, holding a host whose rays subdue the female figures
representing the Jesuit conquests of the Americas, Africa (mistakenly shown in reverse in the

engraving), and Kurope, From Daniello Bartoli, S.]., Historia della Compagnia di Gesit . . . {Rome,
1650). (Courtesy of Brera Library, Milan.)

ed: s an order by Pope Paul 111 in 1540, and arsived in Goa two years later
7:]3:?..[3(‘?.!_\3_5_‘()11 of Francis Xavier, His presence coincided with the founding
1e Goan Jesuit College of St, Paul in 1542, which instructed newly con-
tedboysdrom all races in the fields of theology, musie, grammar, and
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Latin toward the formation of a native clergy. A strict, cohesive education
was central to Jesuit training, since much of their subsequent missionary
work would depend on their ability to articulate & narrative of history and
of destiny. Drama was especially effective as a pedagogical tool in the Jesuit
colleges through its representation of martyrdom and other biblicaf stories
On stage, enhanced by special effects and ali-embracing metaphors.? For
similar reasons, singing and instrumental music were permitted in the Jesuit
college churches of Goa, Cochin, and Bassein as a means of evangelization,’
These pedagogical methods strengthened the concept not only of a Society
of Jesus but of a “nation” of Jesus in recognizing that the success of con.
version is predicated on shared cultural and national values,

To demonstrate the political and nationalistic motives implicit in the
Jesuit campaigns, an appropriate parallel might be drawn between the Jesuits
of the late sixteenth and early seventeenth centuries, and 2 modern right-
wing political party. For many years the right-wing party exists on the fringe,
trapped by its own unreasonable ideology of nationalism and thetoric of
“Christian values” but thriving anyway as a result of the “mission” being
crusaded by its constituents. The networks of the party are comprehensive
and involve local representatives, bureaus, and media outlets, The indoctri-
nation of youth is key, The group is tightly knit, fraternal (“My method . . .
was to assemble the men and boys apart [from the women]”), gender and
racially exclusive, and usually fundamentally racist and homophobic. (The
new native clergy in Goa trained by the Jesuits were always referred to as
dark-skinned and shown disrespect for this reason.”) Its members are highly
critical of opposing parties. Eventually, a charismatic spokesman emerges,
one who links the aspirations of the party with a newly constructed defin-
tion of nation, citizenry, and patriotism. They build infrastructure through
vigorous campaigning and recruitment, advocate the use of force in cases of
noncompliance, and develop a rhetorical language that employs officially
sanctioned themes. They willfuily carry out the most conservative policies,
as seeti in the Jesuits® striot following of the rules imposed by the Council of
Trent: censorship of hooks, strengthening of the Inquisition, rigid control
over the lives of clergy, and the instilling of high morals through conserva-
tive education. The party soon develops alliances with influential figures
with capital (the Jesuits found their ally in Pope Urhan VIII) and finally
enter the mainstream.

In the decade following Xavier's arrival on the shores of Goa, his letters
described in passionate detail the mass baptisms and conversions he admin.
istered in India and Japan. Before about 1545, Europe’s knowledge about
India came mainly through the Portuguese spice trade, but now Xavier’s
correspondence provided models for the Jesuit histories and newsletters that
gave European intellectuals their image, however distorted, of Asia.’ To
counter reports that filtered back to Kurope about the failure of missionary
activity in India and about the tormented lives of martyrs, these documents
set the foundations of an imagined history, in which the success of the mis-



sions, the efficacy of Jesuit teachings, and the urgency of Christianizing
much older non-Western societies became stories for edification and inspi-
ration. Part recruitment, part moral teaching, the Jesuit letters constructed a
history that relied on the “irveproachable” Western techniques of claiming
historical facticity and chronology. They succeeded in creating a concept of
nation that was a complete abstraction in an India divided many times over
by caste, language, ethnicity, and religion. At the same time it was ajtogether
clear to the Jesuits that aithough there were pockets of success in conver-
sion, India’s deep, complex, and ancient culture would not give itself over
easily to Christianity. Undaunted, the Jesuits continued their campaign of
missionary recruitment through the persuasion of Xavier’s correspondence,
now rife with hyperbole in order to assuage fears back home. In the letter
quoted earliec—which became the best-known item of his Asian enve-
lope—he claims to have baptized 10,000 Mukkuvas on the fishery coast in a
month; in another ke estimated that 100,000 could be baptized in a single
year. And in a famous passage reported widely in Europe, he alleged that
635,000 heathens had been converted in various parts of Portuguese Asia by
1545, an unreasonable figure that exceeded all previous estimates.® By the
end of the sixteenth century, Xavier’s letters circulated throughout Europe,
and as printed editions of the letters were frequently appended to Xaviers
biography, a hagiography was clearly in the making,

Kavier’s martyrdom in 1352 on Sanchwan, an island off mainland China,
inspired the central themes of most Jesuit theater and histories: “the highly
emotional lives of the saints, sensual tortures of Jesuit martyrs in Japan and
America, and allegories—all aimed polemically at pagan and licentious sub-
jects fashionable among unbelieving, hypocritical, or simply nonconformist
high society.” In 1619 the Brief of Beatification was issued by Pope Paul V,
and in 1622, Xavier, the “Apostle of the Indics,” along with Ignatius Loyola,
the founder of the Jesuit Order, and three others were canonized at an
ornately decorated St. Peter’s by Pope Gregory XV in one of the largest and
most lavish celebrations that Rome has ever seen.® The canonization marked
a turning point for the Society of Jesus. 1t was an undisputed triumph, the
end of along road to acceptance; the Jesuits had entered the mainstream. In
particular, the canonization was an investiture of the Society of Jesus as the
greatest force in defending Counter-Reformation Catholicism and promot-
ing it militantly to the “pagan” sectors of the world, such as India.

The Jesuits now had their first two saints, and this was celebrated by
weeks of solemn processions and special services, as well as by three new
Jesuit dramas. The most opulent of these was an important musical produc-
tion entitled The dpotheosis or Consecration of Saints Ignatius Lovola and
Francis Xavier, which was performed at the Roman College, the pod of Jesuit
knowledge.” The music was composed by Giovanni Girolamo Kapsberger
[Kapsperger] (1580-1651), a virtuoso lutenist, a prolific and successful com-
poser of instrumental and vocal music, and a well-connected Roman musi-
cian who was appointed to the papal court in 1624, where he served under
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Pope Urban VIII and his nephews for the next twenty years." The Latin
libretto was by Father Orazio Grassi, the chair of mathematics at the Roman
College and the architect of the new church dedicared to St. Ignatius in
Rome. We will see later how the libretto and Grassi’s concept of St. Ignatius
are connected in stating a unified cultural policy of the Jesuits. Grassi would
gain more notoriety a year later as Galileo’s most bitter adversary." Grassi’s
Latin text recounts the missionary conquering by the two new saints and fea-
tures personifications of countries—including India, China, Japan, and
Palestine—in which Xavier was most active. The five-act work was a great
success “as much for the excellence of the compaosition, as for the wealth of
the actors and their sprightliness of delivery [/or viveyza nel recitare], the
wealth and beauty of the machines, and finally for the abundance and orga-
nization of the decorations . , . . According to Verzellino, it “played three
times in the Roman court, always to renewed applause.”’

Because the work is in Latin, contains no real action (the characters
sing to the audience), and the libretto neicher creates tension nor seeks a
resolution, it should not be included in the same genre as the earlier
Florentine/Mantuan operas of Peri and Monteverdi, or the Roman operas
performed at the Barberini Court after 1631, even though there are many
similarities. On the one hand, the Apotheosts follows directly in the didac-
tic tradition of the Jesuit dramas, whose stories entwined Christian litera-
ture with pagan mythologies around a core of moral teaching." On the
other hand, mainstream operatic traits in the Apotheosis—insofar as an
operatic “mainstream” can he identified in early seventeenth-century
Italy—involve recitative style, patticipation of a chorus, and the inclusion
of instrumental dances. The Apotheosis, although indebted to hoth opera
and theater, is a unique genre that is more political and didactic in nature.
The libretto establishes a history-—a summing up and prognosis-—and a
politics that constitute something between an apology and propaganda for
the “spiritual conquests” of the Jesuits. These themes are rendered most
powerfally not by the musical setting, as is the case in Monteverdi’s bril-
liant L’Orfeo of 1607, but by the stunning visual component of the work,
which promotes an “official” iconology that ensnares the subjects in the
matrix of a highly subjective and political Jesuit program. The Apotheosis
is closest to a large allegorical painting with music, employing the theatri-
cality and sensuality that are so much a part of Baroque art in the early
seventeenth century.

The scene takes place at the Field of Mars, located in the heart of Baroque
Rome just to the north of the Roman College. The pre-Christian backdrop
sets the stage for a Christian conquest of paganism. In the Prologue,
Wisdom appears in a cloud and asks the youths of the Roman College 1o
honor the saints Ignatius and Loyola by reenacting the pagan rites used by
the ancient Romans to celebrate their (false) gods. In Act I Rome instructs
the architect Metagenes to build a temple, which is done hastily. (The paral-
lels 1o Grassi, the architect commissioned to build St. Ignatius, are clear.)



Spain and Portugal appear in their own chariots and offer Tgnatius the
weapons he used in battle and present to Xavier the vessel that took him to
the shores of India. Portugal concludes the act by claiming that “Xavier pro-
claimed God to the Indian world as the dawn of a new day.”"™ Act IT opens
with the appearance of India in her own chariot, and while seventeen Indian
youths amass pearls at Xavier’s feet, India praises “the mighty right hand by
which Xavier conquered India.” After a large globe is built, the Indian cho-
rus proclaims “Francis’ valor which, poorly confined within a narrow circle,
is now challenping and hardly to he contained in one world.” Later in the act
India celebrates the “triumphs on the Eastern shores” achieved by the saints
and praises Xavier, whose “authority subdues conquered India.” Acts III
and IV introduce other countries along the saints’ missionary itinerary, each
of which bears gifts: France offers its lifeline of the Seine; Japan, palms and
laurel as a gesture of peace in view of the martyrdoms on its soil; China,
silks; Ttaly, flowers and aromatic herbs. In the final act India, China, Pale-
stine, and Japan arc on stage, and statues of the saints are carved. A spectac-
ular earthquake gives way to an opening in the heavens and all the countries
prostrate themselves before the two new saints and a chorus of angels, while
prayers of thanks and adoration are given to the saints, the church, and Pope
Gregory XIV.

Grassi’s text clearly requires scrutiny as an carly example of colonial his-
tory and its representation of the other. In particular, the images in the
libretto drawn from pagan and ethnic sources, insofar as they relate to
Christian images used to validate a colonial narrative, need to be carefully
examined. Further, the relations between Jesuit homosociality--that is, the
web of strategies that define patriarchal relationships—and colonial narra-
tives of subjugation are deeply and intentionally embedded in this work.
Finally, gendered representations of European creativity and fecundity are
also used as part of the appropriative function of the colonial imperative of
the Apotheosis.

So how do we reconcile this work

easily the most elaborate musical
production in Rome prior to Landi’s Sant’ dlessio of 1632—with our pre-
sent reformulations of missionary and colonial activity during this time,
and what is its relationship to, and influence on, opera? The characterization
of a penitent (and colorfully plumed) India willfully subordinate to the
Holy Churchis one of the most troubling aspects of the work, and it betrays
an official and already revisionist history constructed by the Jesuits them-
selves. Moreover, it anticipates by a century the binary Orientalism of
Occident—male/ Orient-female relationships in operatic librettos, whose
origins Edward Said has located in the late eighteenth century.' With its
gendered formulation of India’s subordination to the Catholic Church and
the themes of procreation as its modus operandy; its strangeness of genre,
which lies somewhere between Jesuit drama and opera; and the constructed
sense of nation to promote the paternity of the church, the Apotheosis is
ideal for investigating the themes of gender, nation, and genre.
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Using sixteenth- and seventeenth-century documents from Indian
archives, as well as travelogues, Jesuit histories, dispatches from Italian and
Portuguese missionaries, and candid European reactions to life in Baroque
Goa, I shall attempt in this essay to (re)position the Apotheosis at the nexus
of cultural confrontation and nationalist history, rather than at the altar of
the Jesuit church in post-Tridentine Rome, By confronting the characteri-
zations of India in the Apotheosis with the largely different picture of the
denigration of Hindu and ancient Indian aesthetic values that emerges
from other sources, this discussion of the Apotheosis will move us closer to
identifying issues of cultural politics and ethnic representations that are
embedded in operas written during the early modern period of global
maritime exploration.

Gendering India

Working just beneath the surface of the Apotheosis in the portrayal of India’s
submission to the church is a Magdalenesque program of converting sexual-
ity to penitence, for sexuality is a traditional attribute of the “heathen,” and
in Western iconographic discourse, of the female. Said has remarked that
sexualizing is a common manifestation of the anxiety of empire,"” and
although the trope of equating the colonized landscape and the female body
has been overextended in postcolonial scholarship, it is an integral part of
colonial rhetoric." In the Apotheosis, India is feminized both in dress and
through subordination, as is traditional in representations of Asia in Western
discourse and in the visual arts. She is also implicitly linked to heathen or
Pagan sexual (deviant) practices and sensual images, of which India is
cleansed in the dpotheosis through submission and conversion. In short,
India, being both feminine and sexual, embodies attributes that are almost
archetypes in the Western formulation of colonialism. For example, in psy-
choanalyst/musicologist Maynard Solomon’s analysis of one of Beethoven’s
dreams, in which the composer remembers a “very long journey, as far even
as Syria, as far as India, back again, as far as Arabia . . . ,” he delineates the
gendered codes that are behind the archetypal profile of the conquering
nation: “The conquistador here fuses with Don Juan, for distant nations are
the embodiment of the (taboo) female. Simultaneously, these lands represent
the exotic bisexual religions of the East and Mediterranean . . . 19

This feminization and exoticization of Indja were already well understood
within the iconographic lexicon of the Renaissance. In Cesare Ripa’s famous
guide to symbols in art, the Zeonologia (Rome, 1597/1603), the personifica-
tion of Asia is a woman crowned by a garland of flowers and wearing clothes
adorned with gold and pearls—symbols both of the Orient and of maritime
abundance (see figure 1.1). In her right hand she holds leaves, cassia, pepper,
and cloves, and in her left hand there is an incense burner emitting perfumed
smoke. A camel reposes behind her.? All these attributes are promoted in the
Apotheosis: India arrives wearing clothes of feathers, and China of beautifu]
silks; India’s inhabitants present Xavier with gifts of pearls, while disheveled



and weeping Palestine, depicted by Kapsherger with a more agitated rhyth-
mmic motion, appears as an old abandoned woman (for Palestine is no longer
venerated) and offers to Loyola the gift of smoky incense.

The themes of procreation, church paternity {conqueror), and Oriental
femininity (conquered) are introduced into the work at its outset. Loyolaand
w avier are scored for hass voices, whereas the countries, including “mother”
Rome, are soprano parts—an interesting example of gender inversion
because these roles would have been sung by castratos. {Women were for-
hidden to sing in the Roman College, though cross-dressing—men playing
female roles——was acceptable, as it always has been in boys-only clubs.) The
prologue introduces us to Loyola, “Father of an indefatigable race,” which
promotes themes of progeny and nation, and Xavier, who “ennobles the off-
spring of an illustrious Father.” In Act 1, Spain, the birthplace of Loyola, is
positioned as a “foster mother of Kings” and “fertile parent of the stars”;
similarly, Portugal, “the powerful matron of the Lysians,” is the womb of
Kavier, who is also the “foster child of the Virgin Mother.” Tliese themes
suggest a complex relationship among power, gender, and colonialism, and
can further inform about the characterization of India in Grassi’s libretto.

Figure 1.1

Asta, from Cesare Ripa, feonologia (Rome, 1603},
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Encountering the Lingam

Krishna’s offerings of divine love to the maidens and his playful bantering
with them; cults of suprasensual goddesses Jike Parvati; the fine line hetween
sex and worship codified in some Tantric philosophy; the activities of cleans-
ing, adorning, tuching, releasing, and fulfilling found in Hindu texts; and the
lingam of Shiva. . .. The missionary position (that is, the ideclogical position
14 of missionaries) on these practices, whether they encountered them in philo-
sophical or iconographic manifestations, was one of general contempt and
ignorance. “Limited by their cultural and religious hostility to Hinduism,”
writes Lach, citing documentary evidence, “the Jesuits were naturally unable
to penetrate beneath the surface of Hindu life,”? They learned almost noth-
ing of Hindu doctrine or their sacred representations, and lumped together
most Indian idols in the category of monsters or devils, the latter inspiring the
image of the famous Idol of Calicut that was promoted in the German edition
of Varthema’s influential Jeinerario of 1515 (see figure 1.2).% Indian music and
dance were also considered to be demonically inspired and sexuaily trans-
gressive. A Jesuit dispatch of 1508 complains that Hindu and Mostem dancers
in Goa “include many vile and indecent things and obscene songs, and other
things that they can only perform through some diabolical art, and in their
songs they include their temples and idolatry, which are all opposed to the
common good of the Christian republic, and against good upbringing,”#
The Jesuit reaction to Indian erotica must be seen within the context of
the zero tolerance they had already demonstrated in their condemmation of

F.A. Coclho

Figure 1.2

L. de Varthema: Die Ritrerlich von Lobwirdig Rais; (Augsburg, 1515), - L: 1dol of Calicut.
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Jews, Mooss, and the Portuguese for their practice of sodomy--—the pecado
nefando analogous to the “unspeakable” trope in English literature.” Sexual-
jty for the Jesuits was by no means seen as culturaily variable, and their
punishment of sodomists reveals more of the Jesuits” evolving concept of
nation, which I discuss in some detail later. As Parker et al. have remarked,
“Typically represented as a passionate brotherhood, the nation finds itself
compelled to distinguish its ‘proper’ homosociality from more explicitly sex-
ualized male—male relations, a compulsion that requires the identification,
isolation, and containment of male homosexuality.”” Although this is not in
itself a theme in the Aporheosis, it is crucial to the image of a Jesuit “nation,”
which is one of the most emphatically articulated themes in Grassi’s libretto.

Not surprisingly, the Christian missionaries in India showed some respect
for the Brahmin yogis, who practiced celibacy and devoted their lives to
acquiring and contemplating knowledge. But many of the most holy Indian
art forms frequently involve ceremonies in which the object of veneration s
the phalius, such as the Shiva-lingam™; and their rituals, along with the
equally gendered zoolatry in Indian worship,” were subjects of considerable
concesn to the Jesuits, Even the Italian traveler Pietro della Valle, whose
tastes in music, as we know from his valuable Discorso delletd nostra (1640},
Jeaned clearly toward the adventurous, exposed a characteristic hypocrisy
by his incapability of equating the images he saw in an Indian temple with
the sacred sensual images he admired in his own Baroque Rome. While vis-
iting a temple in Honefli, he complained that “many of these figures repre-
sented dishonest actions. One was of a Woman. Another was of a Man and
a Woman kissing, the Man holding his Hands on the Woman’s Breasts, and
sundry such representations fit indeed for a Temple.””

The point of this discussion is that the Jesuits in the end saw the sacred
context of the lingam as proof that India was a society—with the exception
of certain Brahmins and yogis—of unrepressed sexual motivation, ignorant
of the fact that the lingam denotes the male creative energy of Shiva and is
often placed in balance with the yoni, the female symbol of energy, both of
which symbolize the cooperative forces of the sexes.™ But the relegation of
the lingam to a purely sexual object was a useful taboo for the Jesuits,
because it brought India into line with the paganism of licentious pre-
Christian and similarly polytheistic Egyptian and Greek cultures. These
associations swirl behind the personifications of countries in the Apotheosis
and its setting of Christian deeds playing out on a pagan field, evoking the
Jesuit campaigns in India and elsewhere. India’s conversion is predicated on
the rejection of its own history and its “erotic” ritualistic practices, symbol-
ized by Xavier’s method of demolishing the shrines of the Indian idols. India
must be reborn (or reformed) through baptism. The Prologue thus defines
the Jesuit College (or the Church of the Gesit) as a “chaste Queen,”which
“influences good conduct.” Stripped of its cultural and aesthetic roots, India
submits to the church: “That bold spirit of Francis penetrated into the
remotest kingdoms of India, conquering seas under his broad sway” (Act

33

Kapsherger's
Apotheosis . ..

of Francis Xavier



V. 4. Coelho

36

&

11). These hegemonic and gendered distinctions between “pagan” and
Christian cultures, as well as the Christian solution, are formed through the
important role that nation plays in the Aporkeosts.

Nation: Locating India

“Loyola endures as Father of an indefatigable race”---by positicning the
Jesuits as a race in the very Prologue of the Apotheosis, Grassi introduces
the theme of nation and defines the powerful role of nationalism. The
claim to racial status evokes consanguinity and nationalism, which are pow-
erful and troubling issues within the intricacy of the Indian caste system,
about which the Jesuits were always perplexed. Five castes of Brahmin in
Goa alone can be found, all of them descendant from either Aryan or
Dravidic race, and thirty other castes and subcastes can be identified
Caste and race are crucial issues when dealing with Indian culture and reli-
gion. They provide(ed) unwritten laws that govern(ed) marriage, diet,
worship, professional standing, and social interaction, with severe penalties
for any transgression of caste protocol. Caste also plays a role in the most
terrifying by-products of a consanguine or strictly insular culture: highly
restrictive marriage laws, legal privilege, obligatory head shaving of
divoreced Brahmin women, and the despicable practice of Sati, or widow
burning, which Pietro della Valle describes as an eyewitness.” It is clear that
a criticism of the dpotheosis from the “other side” could trigger highly sen-
sitive concerns about the role and empowerment of nation, particularly
when the employment of race in the work serves to ally the Jesuits with
those same structures of caste authority in India. Asif caught in the web of
the Indian caste system itself, India the character in the dpotheosis, is voice-
less to define herself as India the country, not only because of the author-
ity of race and singularity of nation that were imposed in the Prologue, but
also because such concepts of nation are alien to her.” In the Apotheosis
India is devoid of both national identity and an autonomous voice. This
homogenization exposes one of the more rapacious strategies through
which “nation” is defined in the Apotheosis: we meet India only after her
conversion; we are unaware of her prior history. The work offers no cul-
tural sanctuary in which India can avoid the gaze of the Jesuits. Stripped of
her own cultural past, India offers no resistance.

As we have mentioned earlier; the Jesuits employ the same homosocial
strategies used in nationalistic movements: fraternity, exclusion of others,
“union between men,” their willingness to die in the line of duty, and the
memorializing of such martyrs in the name of parria, all of which is made
explicit at the beginning of the Apatheosis. Consequently, India remains
voiceless except to support a Jesuit concept of nation that is destined to be a
singular, male history. India is indeed “a nation subdued” (Act II) and the
“mute but necessary allegorical ground for the transactions of nationalist
history.”* If the creation of nationalism is dependent on a “project of dera-
cination” as it is in many parts of the world today, the sublimation of India



in the dpotheosis can be seen as part of that process, in which conversion is

a metaphor for alienating her from an “unreasonable prehistory.”*

Genre: Repositioﬁing the Apotheosis

Even recognizing the fluidity of genres that exists in music of the early sei-
cento, this work is not opera in the traditional or evolutionary sense. We
have already remarked upon the absence of dialogue between characters
(they speak to the audience) and the relative dramatic stasis of the work.
Unlike opera, too, Kapsherger does not attempt to carve out individual pro-
files through stylistic means. He sets Grassi’s libretto in a fairly unbroken,
syllabic, recitative style with many cadential and motivic clichés. There are
no experiments with chromaticism, no unusual or surprising rhythmic ges-
tures. The style is identical to Kapsberger’s setting of Pope Urban VIII's
poetry, the Poemata et Carmina of 1624, which was composed throughout
with what we might call a “purity” of monody. In 1626 the neoclassic music
theorist Giambattista Doni wrote to the French Jesuit Marin Mersenne that
“you will never find [the Poemata] full of affectations, but rather a melody
that is pure and simple and of which you will be the berter judge [italics mine),”
which suggests that the music conformed to a certain Jesuit aesthetic.” In
her detailed study of seventeenth-century Roman opera, Margaret Murata
describes the use of the recitative soliloquy in some of these works as
demonstrating the “struggle for spiritual purity against incursions of secu-
lar institutions.” The musical and textual styles in the Apotheosis are thus
united by their austerity and solemnity; the work proceeds reflectively, and
the staid, obedient, predictable musical characterizations of the countries
evoke various degrees of cohesion, loyalty, sublimation, penitence, and
shame until the apotheosis in the final act, when the new saints appear amid
elaborate effects from stage machinery.

Acknowledging the presence of dance sections sprinkled throughout the
work, Ambros places the Aporieosis within the genre of a “grand ballet with
song” (Prachtballet mit Gesang).” Forbes feels the work is a unique combi-
nation of Roman opera and Jesuit drama, in which the idea of spectacle is
an “integral part of the dporheosis and essential to the understanding of it.”®
Hammond distinguishes it from the Jesuit dramas and is content with the
moniker gpera.’! Parallels can indeed be drawn between the Apotheosis and
Roman opera as cultivated during the pontificates of Urban VIII (reg.
1623—44) and his nephews, and Alexander VII (reg. 1655—67). Urban and
the most important libreteist of this period, Giulio Rospigliosi (reg. Pope
Clement IX, 1667-69), were educated at the Jesuit College, and their guid-
ing principle of Roman opera, Delectare et docere (“instruction and
delight™, is also one of the aims of the Apotheosis.” Other common themes
include religious subjects and stories of saints (// Sant’dlessio, 1631—-1632),
and the trepidation of Christian conversion (I Sans’Eustachio, 1643; La
comica del cielo, 1668) and/or martyrdom (7 Santi Didimo e Teodora, 1635;
San Bonifazio, 1638)."
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Musical productions with dance on an operatic scale were certainly not
unknown in the Jesuit institutions; similar works by Agazzari (1606),
Mazzocchi (1628), and others were used in the service of Jesuit education.
Although Catalani’s work David musicus {1613), set 10 a text by the Jesuit
Alessandro Donati, is in Latin, Murata refers to this work as an opera, pet-
haps because of the dramatic scenes, and possibly hecause of the strong
prosodic elements of the text (which survives) that bring this work into
line with the humanistic origins of the genre, neither of which, however,
is characteristic of the dporheosis.” She does not place the dpotheosis
along her evolutionary line of Roman operas that begins with Cavalieri’s
Rappresentagione di anima e di corpo (1600) and continues through Landi’s
Sant’dlessio of 1631. Grassi’s [ibretio does not employ ancient prosodic
formulas, and a regular rhyme scheme is present only in certain parts of
Acts Il and IV. In the end, the Apotheosis, drawing features from both
opera and Jesuit drama, is of a complex genre that cannot be determined
by stylistic features alone.

So what is it? Hammond, among others, has argued for a greater sensi-
tivity to the relationship between genre and context,® and an investigation
along these lines suggests the description I have alluded to earlier: a
tableaw vivant en musigue. The Apotheosis is partly a didactic rool for
mounting a deep, cultivated Jesuir ideology. Bur it is also a visual history
about the preeminence of the Catholic Church as seen through the gaze of
a cohesive and insular fraternity with a specific program in mind. The
Apotheosis does not chronicle fact. The lessons as revealed in the work cre-
ate instead a fundamental myth, a Grundmythos, which serves an important
function in any colonial history. As Jiirgen Machder has found in his
examination of operas dealing with the discovery of the New World,
“Mythologizing is . . . an interactive process through which historical
events and protagonists are translated into cultural discourse, often
subordinating the actual facts of an event 1o the valge system of the dom-
inant society.”*

The Apotheasis was thus conceived to create an overail effect, like a ceil-
ing fresco, but one that employs words along with Images to capture the ulti-
mate sum of various forces, a totality, “the impassioned and total integra-
tion of Tridentine faith and culture.”” It is, in essence, a triumphant cele-
bration of fesuit missionary history through propaganda. Although it is not
true opera, it does employ operatic conventions that serve ro contemporize
what is otherwise a Jesuit drama. By the 16205 the Jesuits were certainly
aware of how their message and the image of the order itself could be
evoked powerfully through the contemporary styles of art and music that
were being cultivated in Baroque Rome. Opera was the most modern form
of musical discourse available to the Jesuits, and they well understood
opera’s ability to make iflusion shape reality, as the editors write in the intro-
duction to the present volume. Furthermore, through its use of operatic
conventions—recitative-style singing, instrumental dances, and specta-



cle—the Apotkeosis profiled the Jesuits as moderns with contemporary
taste, poised for a new future.

Although art historians have been cautious about validating the existence
of a direct Jesuit influence on art, there is no doubt that a consistent artistic
program emerges quite clearly in Jesuit-patronized art and, as the Apotheosis
shows, music, after 1600." Hibbard, for example, has convincingly recon-
structed the detailed iconographic program of the Gesd,* and Dixon has sim-
ilarly discussed the common aesthetic hase of music and architecture ar the
Gestr during the carly Baroque.® Although specific documentary informa-
tion about the first performance of the Apotheosis has yet to surface, we may
be able to understand the scenographic, aesthetic, and political priorities of
the work by briefly examining our librettist/architect Grassi’s conception for
the mammoth Church of St. Ignatius, whose first stone was laid in 1626,

According to Redondi, the Church of St Ignatius is inextricably con.
nected to the personality of its architect. Grassi’s plan was for a church,
exceeded in size only by St. Peter’s, that would celebrate the arching tri-
umph and the supremacy of the Jesuits. The church does not achieve its
greatness through virtuosity but through Grassi’s uncomprormising faith in
the fundamental tenets of Jesuit education and orthodoxy. If one can ignore
the stunning decorations installed in the r680s by the Jesuit Andrea Pozzo,
what remains is a sober, rerribilis structure that conforms to what was
understood as the Jesuit “style” in architecture. The facade was modeled on
that of the mother Jesuit church of the Gesn, whereas the floor plan was a
Latin cross as prescribed in Counter-Reformation treatises, rather than the
Greek cross of Renaissance churches.” These same aesthetic choices guide
the Apotheosis. Despite the spectacle involved, the work does not waver
from its scholastic intent, which it pronounces in long, pontifical mono-
logues without interruption or challenge from other characters, rather than
in humanistically inspired, active dialogue, as in Florentine opera. Within
the immensity of St. Ignatius, the eye is directed toward the altar of the
church, which is raised by five steps. In a similar fashion, Act V of the
Apotheosis is the climax and fulfillment of the work, in which praise for the
saints is offered in the form of altar worship. Finally, the visual spectacle of
Jesuit dramas and the 4potheosis is matched by the dazzling effect of the
trompe-{'oeil cupola in St. Ignatius, which dramatizes the immensity of the
church.*? The visual effect of the Apotheosis is thus based on a coherent
Jesuit iconographic program, which is drawn from traditional images used
by the Jesuits, such as martyrdom and ascension, and is combined with the
newer Jesuit themes of the 1620s: union with the pope, the thaumaturgic
powers of the saints, the banishment of demons, and the missionary tri-
umph over the heathen.

The Miracles of St. Francis Xavier by Peter Paul Rubens (Vienna,
Kunsthistorisches Museum) offers an even closer look at these conven-
tions, and in the process reveals the Jesuit aesthetics behind the visual
spectacle of the dpotheosis (see figure 1.3).” Against the same backdrop as
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in the Apotheosis, a pagan temple, Xavier stands high on a short column,
his right finger pointing toward heaven. The group of figures below him
to the right are those in need of his miracles: a blind man (with arms out-
stretched), 2 cripple (with the beard), and a kneeling figure with a darker
face who is demonically possessed and must be resrained by the two
kneeling youths in front of him, Across from this group are people whose
graves are being dug but who through Xavier’s miraculous intercession
have avoided death in the nick of time. A woman running onto the scene
from the left pleads with Xavier to intervene in the imminent death of the
child she is holding. The remaining group consists of Asian figures: one
of them, obviously an Indian—Rubens appears to have based his images
of Indians on the engravings in Linschoten’s frinerario of 1596 (see figure
1.4)—is lying on a bench in anguish, while another Asian (directly below
Kavier's right hand) wears a ceremonial headdress. A man in armor occu-
pies the center of the painting as a symbol of the militancy of the church.
Finally, the background consists of more Indians flecing in agony from
their temple whose “pagan” idol is being dismembered by a ray from the
Catholic faith, represented by the chorus of angels in the clouds above
Xavier. It has apparently escaped the attention of Rubens scholars that the
image used for the Indian idol is identical to the same horned demen
species promoted by Varthema more than a century earlier as the Idol of
Calicut {compare to figure 1.1),

The narrative in this paintdng of Xavier's “miracles” is very much
indebted to the letters of Xavier and his autobiography, which were widely
available in Europe. The destruction of idols is deseribed in the famous let-
ter with which this article began; the woman holding the dead child in
Rubens’s painting is directly inspired by Xavier's awakening of a small,
dead boy in front of a crowd at Cape Cormorin™; and his healing of the sick
was well known from his letters from the coast of Guinea in 1541.% The
painting is identical to the Apotheosis in its general program of the sublima-
tion of heathens and their conversion, and the pagan temple around which
the action takes place. More specific connections between Rubens’s painting
and the dposheoss include the gladiator in the painting, who may well rep-
resent the gladiatorial games that take place in Act V, as a mockery of
Rome’s “ancient customs”; even the torches aflame behind the gladiator ave
part of the same scene in the Apotheosis, in which Rome declares, “Bring
together at the same time all the torches” so that the pagan temple can be set
aflame. Finally in Act V, “a sudden cloud departed into the air,” at which
point Rome wonders, “Is not the very house of the highest heaven revealed
now, where the head is already graced by divine light?” As in Rubens’s can-
vas, the heavens open up with a beam of light as a signal for the apotheosis.
Kavier’s last and only words in the Apotheosis encapsulate the entire scene,
gesture by gesture, of Rubens’s painting: “This right arm of mine which
once expelled the hostile band, summoned back again the bodies only
recently laid in their graves that call out for the gift of eternal life, and



washed countless races in the river of life {baptism]-—this arm . . . is ever
intent to protect Gregory and s great successors,”

Although there is no actual connection between Rubens and Grassi as far
as we know, their images are drawn from exactly the same sources: from
Kavier's correspondence, from his highly embellished autobiography, and
through the filter of Jesuit histories and their panegyries on Xavier's death.
Given the close similarity between visual images in Rubens’s Miracles and
the dpotheosis, the painting does suggest how the Apotheosis might have
been envisioned as a series of tableaux. Because the work is a drama devoid

Figure 1.3

Peter Paul Rubens, The Miracles of St. Francis Xavier
(Vienna, Kunsthistorisches Museum),
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Figure 1.4

of actual drama, dialogue, virtuosity, or tunes, it must rely on iconographic
representation in the form of a tableau vivant en musigue as the main chan-
nel through which the work is understood.

The dpotheosis and Goa

Now that a new feast had been inaugurated by this work, as well as for
didactic reasons, the 4potheosis was destined to be repeated. The canoniza-
tion was celebrated yearly after 1622, and the Apotheosis may have survived
in the Jesuit repertory for some years.* From 1620 to 1630 the Feast of St.
Francis Xavier was the most important festival at the Church of the Gest,
and more costly than the feasts of Christmas and Easter. By 1624 the feast
of the canonization had reached Jesuit outposts in India, where it was
observed with the same extravagance as it was in Rome. Della Valle reports
from Goa in January of 1624 that the celebration consisted of squadrons of
collegians “one of which represented the Asiaricks, one the Africans, and
another the Europeans. . . . Before the Cavaleade went a Chariot of Clouds
with Fame on the top, who, sounding her Trumpet with the adjunction of
Musick, published the news of the said Canonization.”” A few months later,
the celebrations continued, and della Vaile witnessed a performance of a
tragedy entitled The Life of Santo Sciavier, which included “Musick, gallant

Goan fishexman, from J. van Linschoten, Jiinerario (Amsterdam, 1596).




dances, and various contrivances of Chariots, Ships, Galleys, Pageants,
Heavens, Hells, Mountains and Clouds,”™

These descriptions suggest that a seventeenth-century Goan perfor-
mance of the Apotheosis is not unlikely. The forces required by the work——
solo and choral parts of no great technical difficuity scored mainly for boys,
along with brief instrumental sections——could easily have been found at the
College of St. Paul. By the end of the sixteenth century, the college sup-
ported ninety Jesuits, the boys of the seminary, the choirboys, and the ser-
vants, amounting to a total of 256 persons on the payroll. Documents show
that polyphony (canto d’organc) was being sung in Goan churches before
the middle of the sixteenth century, from which we can assume that by 1622
the musical training in Goa was sufficiently developed to support such a
production.” Feast days were celebrated in Goa with unusual opulence,
particularly the Feast of 11,000 Virgins or the Feast of St. Ursula (October
21), and the Feast of the Conversion of St. Paul (January 25), in honor of
the College. Masses for these days included singing (sometimes with organ)
and wind instrauments.”

Mainstreamn Italian or Portuguese music is not extant in Goa in the form
of manuscripts or printed books, and archival sources are characteristically
vague in their descriptions of sung or played music. Nevertheless, we know
that a musical infrastructure capable of supporting mainstream Roman
music must have been in place by 1622, because Sebastiani describes that
during his trip to Goa in 1663, he heard works by Carissimi (the most
famous composer at the Jesuit German College in Rome between 1629 and
1674) performed on a massive scale at Bom Jesus for the feast of St. Ignatius.
Sebastiani also confirms the high musical standards in Goa by the middle of
the seventeenth century:

In that city [of Goa] I enjoyed many times listening to very beautiful
music for feast days, especially that of St. Ignatius Loyola, which was
celebrated with seven choirs and the sweetest sinfonie [instrumental
pieces or sections] in the Professed House of the Fathers of the
Society, where lies the body of St. Francis Xavier; and when I said
that it was like being in Rome, I was told that T was not mistaken,
because the composition was that of the famous Carissimi that was
brought to that place. I cannot believe how musically proficient are
the Canarini [Goans and Konkanis], and with what ease they perform.

There is no town or village of the Christians which does not have
inits church an organ, harp, and a viola, and a good choir of musicians
who sing for festivities, and for holy days, Vespers, masses, and lita-
nies, and with much cooperation and devotion. . . ¢

Sebastiani’s description is borne out by archival documents from the
College of St. Paul, Goa, which show regular payments to masicians for harp
and viola strings, as well as for the playing and teaching of the organ during
the years 1680-1710.” These three instruments constitute a small but fairly
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typical Spanish or Porruguese continuo group, one that would he entirely
appropriate for small services and everything but the instrumental numbers
ina work like the Aposheosis. The archives also show payments for a choir of
twelve, and for certain oceasions, twenty-two singers. Significantly, there are
frequently extra payments for music (listed with the food payments) in
March for the feast of St. Francis Xavier.®

The dpotheosis . . . of Francis Xavier celebrared one of the most impor-
tant events ever to take place in Catholic Rome. [ts purpose was to recog-
nize the Jesuits’ historical role, to promote a Jesuit myth, and to define the
theological substance of the Jesuit worldview. Through their clever synthe-
sis of an officially sanctioned Jesuit program with operatic splendor and
Jesuit drama, Grassi and Kapsherger created a lving painting that is didac-
tic and nationalistic but imagined. Cultural difference herween east and west
is bridged in the dpotheosis through India’s willfu] subordination to the
church. But a reading of the work from the side of the other, as I have
attempted here, exposes the rhetorical strategies and images that are part of
the Jesuit program to sublimate India’s national identity, By freezing these
deeply embedded forees of Jesuit colonialism, nationalism, and gender in
the powerful genre of tableay images, the colonial imperative is made pow-
erfully and eternally clear. 7%4s is how Xavier conquered India,
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