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A NEW MATERIAL INTERPRETATION OF TWELFTH-CENTURY ARCHITECTURE


Today, we perceive Gothic cathedrals as light-filled forms representing the sacred. The colored light projected from brightly-colored stained glass windows onto the walls and floors of these buildings seemingly dances, as it simultaneously suggests the presence of divinity. Opening the walls to allow for the insertion of that glass that brightens the interiors of what once had been, perhaps, dark and claustrophobic spaces is understood to be the key characteristic of the Gothic form of twelfth-century architecture. Suger (1081–1151CE), the abbot of the monastery of Saint-Denis, just outside the walls of Paris, is credited with originating the architectural change that filled later medieval structures with light. However, focus on the form and structure of Gothic architecture has elided attention to the material out of which medieval churches were made. In this book, I argue that the materiality of the church offered and continues to offer insight into how an individual, such as Suger or one of his monks, achieved a mystical union with divinity.	Comment by Jason Crow: Image -  01 Map of Paris and Saint-Denis - near here.
At some point, early in the twelfth century, Suger likely began planning to tear down the existing church at his abbey, dedicated to Saint-Denis, the third-century Bishop of Paris, so that the building could be reconstructed to accommodate the growing number of pilgrims who visited the church. In addition to being the Abbot of Saint-Denis, Suger is recognized for his achievements as a historian and a politician. Suger’s reconstruction of the abbey church at Saint-Denis formed an expansive and integrated program of work to reconstruct France and the terrestrial realm. Suger was intimately connected with Louis VI, Louis VII, and the papacy in Rome throughout his career as a monk, abbot, and politician. He deployed his skills in the political realm to develop and solidify the emerging territory of France as a state that he understood to be a vassal of the abbey, as outlined in his Vita Ludovici Grossi Regis, a history of the life of Louis VI. However, the abbey Suger inherited from his predecessor, Adam, was held in disrepute and had fallen into disrepair. Reforming the monastery was a lifelong concern of Suger and included reestablishing the reputation of the abbey and its importance for the monarchy. Part of this work involved the creation of a church that matched this political ambition. While Suger’s stated goal for his renovations at St.-Denis was practical, namely, to increase the church’s capacity to handle pilgrims, the architectural program for his abbey and its church must be observed as part of his larger theological agenda to place the world in order with state and king subordinate to bishop and abbey, which were in turn subordinate to the universal church and God.
Suger’s earliest endeavor, undertaken between 1122 and 1125, was to repair and repaint the Carolingian structure left to him by Fulrad. In 1125, he initiated his project to reconstruct the west end of the church, and textual evidence points to major work on the project being underway by 1137. It seems certain that plans to rebuild the east end of the church were also conceptualized at this time. Foundation work was likely begun on the towers of the new westwork in the 1130s and for the choir in 1140, and the reconstruction at both ends was completed quickly, with the consecration occurring in 1140 and 1144, respectively.[footnoteRef:1] Around 1148, work was underway on new transepts and possibly expanding the church aisles. However, the thirteenth-century project to rebuild the nave and transepts portion of the church has made dating for Suger’s “new middle” of the church impossible to date with certainty.	Comment by Jason Crow: Image -  02 Saint_Denis_Plan 1141-1144.jpg - near here and 03 Saint_Denis_Plan 1141-1144.jpg - near here. [1:  Conrad Rudolph, Artistic Change: Abbot Suger’s Program and the Early Twelfth-Century Controversy Over Art (Princeton: Princeton University Press, 1990), 20-21.] 

The transformation of his church that he envisioned and realized is considered to be grounded in structural innovations, which opened the walls of stone and filled them with multicolored stained glass. The imagined experience of these walls presented images of jewel-like light flooding into the new church. This modern understanding of the abbey church at Saint-Denis as a light-filled form is most indebted to von Simson’s writings about the Gothic style, who argued strenuously that light was the primary element of Gothic architecture. It is largely from his work that the style is associated with a “transparent, diaphanous architecture.”[footnoteRef:2] [2:  In particular, see Otto Georg von Simson, The Gothic Cathedral: Origins of Gothic Architecture and the Medieval Concept of Order, 3rd ed. (Princeton, N.J.: Princeton University Press, 1988), 3.] 

His seminal text, The Gothic Cathedral: The Origins of Gothic Architecture and Medieval Order, declares that the originality of the Gothic style is to be found in “the use of light and the unique relationship between structure and appearance.” He immediately qualifies this introduction to his subject by saying that when he speaks of light, he is discussing its relationship “to the material substance of the walls.”[footnoteRef:3] In the following pages of his book, however, von Simson’s lack of consideration for the material nature of the walls is quickly apparent. In his analysis, the walls of the Gothic cathedral become transparent, invert gravity, and deny the “impenetrable nature of matter.”[footnoteRef:4] They are reduced to the formalism implicit in his “geometrical functionalism.”[footnoteRef:5] [3:  von Simson, The Gothic Cathedral, 4.]  [4:  von Simson, The Gothic Cathedral, 4.]  [5:  von Simson, The Gothic Cathedral, 8.] 

In his discussion of the twelfth-century renovations of the abbey church, von Simson encapsulates his understanding of the Gothic as the Abbot’s Dionysian-inspired “invention.” He states, “Suger was the first to conceive the architectural system as but a frame for his windows, and to conceive his windows not as wall openings but as translucent surfaces to be adorned with sacred paintings.”[footnoteRef:6] Strip away the sacred paintings, and von Simson’s interpretation of Saint-Denis resembles the Crystal Palace of 1851 despite the radically different philosophical and historical contexts of these two buildings. In reducing the Gothic light-containing church to a discussion of form, von Simson overlooks the twelfth-century understanding of matter. This subject is critical to Suger’s own framing of how the church is to be interpreted. [6:  von Simson, The Gothic Cathedral, 122.] 

Uniquely for twelfth-century buildings, the abbot wrote three different treatises on his architectural endeavors—De Administratione—On the Administration, De Consecratione‒On the Consecration, and De Ordinatione‒On the Ordination.[footnoteRef:7] His writings are the earliest known medieval account of an architectural project. The texts largely relate to the management of the abbey, its monks, and its lands. However, they also describe Suger’s justifications, program, and consecration for his rebuilt abbey church in detail. A constant theme in Suger’s three short documents is that the old abbey church, though beautiful, fostered chaos and confusion due to its small size and, therefore, had to be enlarged to accommodate the masses of pilgrims visiting its collection of sacred relics. However, architectural historians have, by and large, used these texts to support an entire theory of Gothic architecture based on Neoplatonic concepts of divine light. Foremost among these was Erwin Panofsky, who, in 1946, translated and published selections from these texts that he perceived to address Suger’s architectural intentions.[footnoteRef:8] Panofsky became the scholar most directly responsible for the association of Suger’s renovation project with Pseudo-Dionysian light metaphysics. According to Pseudo-Dionysius (late fifth to early sixth century), mystical ascent was achieved through contemplation of material things, which, in turn, could lead to greater intellectual understanding and unity with the godhead. Panofsky supports a link between Pseudo-Dionysius and Suger’s discussion of mystical ascent in which the abbot claims that he was carried away into ecstatic bliss through the contemplation of the relics and liturgical vessels in the church’s treasury. [7:  The primary Latin-French translation of Suger’s works is by A. Françoise Gasparri (2008). The most accessible Latin-English translation was created by Erwin Panofsky (1946) and revised in a second edition by Gerda Panofsky-Soergel in 1979. However, Panofsky’s edition is only partial. See Suger: Oeuvres, trans. Françoise Gasparri (Paris: Les Belles Lettres, 2008) and Erwin Panofksy, Abbot Suger on the Abbey Church of St.-Denis and Its Art Treasures, 2nd Edition (Princeton: Princeton University Press, 1979). Hereafter, references to Suger’s texts will be by the short names of the text, page numbers, part, and section numbers in Gasparri’s edition, followed by section and line numbers in Panofsky’s work. Book chapters and sections will follow in parentheses, i.e., “Gasparri, De Administratione, 1 (II, 1); Panofsky, 1 (I, 1).”]  [8:  Panofsky, Abbot Suger on the Abbey Church of St.-Denis.] 

The site of the Abbey of Saint-Denis, just north of Paris, was associated with the martyrdom of Denis, the patron saint of France. Denis was a conflation of three historical figures: Dionysius the Areopagite, a pagan converted to Christianity by the apostle Paul; St. Denis, martyred Bishop of Paris; and Pseudo-Dionysius the Aeropagite, late fifth- or early sixth-century author of a Christianized Neoplatonic light metaphysics. The assumption that the three figures were the same formed the basis of St.-Denis’s claim to be the royal abbey of France. As early as the sixth century, the abbey became the burial place of the kings and queens of France and the repository for royal documents.[footnoteRef:9] [9:  Sumner McKnight Crosby and Pamela Blum, The Royal Abbey of Saint-Denis: From Its Beginnings to the Death of Suger, 475-1151 (New Haven: Yale University Press, 1987), 4-5.] 

The earliest chapel built on the site of the supposed martyrdom can also be traced back to the sixth century, and evidence survives in the foundation walls of the current church of this earlier structure.[footnoteRef:10] The Merovingian King Dagobert I (died 639) expanded the chapel. However, it was the construction of a larger basilica and crypt by Abbot Fulrad (710-748) that cemented the association of St.-Denis with the monarchy of France early in the Carolingian era.[footnoteRef:11] Fulrad’s church, which does not appear to have been completed before the ninth century, was the building Suger inherited when he became abbot in 1122.[footnoteRef:12] [10:  Crosby and Blum, The Royal Abbey of Saint-Denis, 15.]  [11:  Crosby and Blum, The Royal Abbey of Saint-Denis, 51-52.]  [12:  Crosby and Blum, The Royal Abbey of Saint-Denis, 83.] 

Any modification to Fulrad’s church required careful consideration and significant expertise. According to church legend, the structure and the material out of which it was built were considered sacred, having been miraculously sanctified by Christ himself. However, Suger has been characterized as a bit of a nincompoop who was dazzled by material wealth. After Panofsky’s glowing endorsement of Suger’s originality, scholar after scholar has questioned the abbot’s role in the project. Foremost among Suger’s detractors is Peter Kidson, who took both Suger and Panofksy to task for overselling themselves and the about. For Kidson, Suger was simply a politician playing with politics and words. He was not an intellectual, lacking the sharpness and precision needed to justify the reconstruction of Saint-Denis. Kidson stressed that the records on Saint-Denis stem from the patrons of the work, not the artisans. While he does not doubt that clergy would have created a symbolic overlay for medieval art and architecture, that symbolic contribution told only a partial and superficial story. “Armchair art historians,” such as Panofsky, “dream up iconographical fantasies that all too often could have never been taken seriously by any practicing architect.”[footnoteRef:13] For Kidson, only the architect of Saint-Denis was responsible for any innovations at the abbey and with the church’s reconstruction, and Suger was not the architect.[footnoteRef:14] Like Suger, Kidson was also not an architect, and unlike Suger, he imagines a role for an architect that did not exist in the twelfth-century.[footnoteRef:15] Although obscure to a contemporary visitor and reader, Suger left behind a building and a series of texts that, when read closely, reveal a sophisticated approach to maintaining the sanctity of Fulrad’s church, despite taking it apart and putting it back together with a mixture of new and old materials. [13:  Peter Kidson, “Panofsky, Suger and St Denis,” Journal of Warburg and Courtauld Institutes 50 (1987), 5.]  [14:  Kidson, “Panofsky, Suger and St Denis,” 11 and 17.]  [15:  To be fair, Kidson would have known and acknowledged the mason as the person most directly responsible for the building of the Gothic cathedral. However, his assumption that architecture is defined by its geometry and measure is problematic. Stephen Parcell traces the historical development of the role and position of the architect in his Four Historical Definitions of Architecture (Montreal: McGill-Queen’s University Press, 2012).] 

In this book, I contend that Suger presents a strong argument for the reconstruction of the abbey church through its materiality, the stones that make up the walls, floors, and many of the furnishings of the building. The work puts forward a sophisticated, theological argument that its crafted conditions demonstrate a material perfection that parallels the material perfection of the sacraments, through which divine power manifests in the terrestrial realm. Almost secondary to the matter of the church, the iconographical and sculptural program of the building act as a guide for understanding the material demonstration at stake at Saint-Denis. Effectively, the carefully wrought stones of the church demonstrate that craft prepares a body to be filled up with divine presence. Suger’s three little texts, the De Administratione, the De Consecratione, and the De Ordinatione, supplement what the stones have to say about how worldly matter can be transformed to obtain something more like the perfect materiality of the incarnated Christ, the rock, as identified by Paul in the first letter to the Corinthians. Reading Suger’s texts with the material of the churching mind clarifies much of what has appeared muddled about his efforts at Saint-Denis. Instead of an apology for a fascination with opulence and wealth, Suger’s writing reinforces the reconstruction of the abbey church as a kind of material mysticism.
To unpack Suger’s argument for the reconstruction of the church, I examine the abbot’s infamous addition of a material pathway to Heaven to the spiritual path of the Pauline Letter to the Ephesians within the broader context of twelfth-century matter theory. I follow with an analysis of the twelfth-century understanding of craft as a mystical practice. Subsequently, I explore the role of architectural metaphors in explicating mystical ascent. I conclude with a close reading of Suger’s proclamation that to know the properties of stone is to know something about the process of mystical ascent. Placed within the context of matter theory, craft theory, and material metaphors for mystical transformation, The new abbey church at Saint-Denis demonstrates how twelfth-century theology and science offer a combined approach to completing the divine plan for creating the material world.
In chapter one, Materializing the Way, I introduce and contextualize Suger’s reconstruction of Saint-Denis concerning how matter was theorized in the twelfth century. Suger is often denied for adding a “material way” to the Pauline discussion of ecclesiastical unity in the Letter to the Ephesians. Infamously, the abbot appears to misread the seemingly metaphorical reference in the letter that combines political unity with the image of the two walls of a church being joined together. Christ, in the metaphor, is like the cornerstone that joins the two walls. I argue that Suger takes this metaphor literally, building upon the underlying cosmology in Paul’s letters. To support this approach to elucidating Suger’s material way, I begin with a review of the role of materiality, particularly with respect to prime matter, in the scientific explanations for the origin of the universe. In the twelfth century, cosmology originated in the translation and commentary on Plato’s Timaeus by Calcidius, the fourth-century philosopher. The critical role of matter in the teleology of the cosmos and the ultimate ends of creation was central to the incorporation of material approaches to Neoplatonic procession and return to unity with the godhead. Figuring God as an artisan heavily influenced the matter theory of the twelfth century and provided a central place for the materiality of Saint-Denis, stone, in realizing the divine plan for the material universe. Bernardus Silvestris (hereafter referred to as Silvester; d. 1178), the master of natural philosophy from the Chartres School, encapsulated Calcidius’ creation mythology in his poetic reimagining of the Timaeus in his Cosmographia. Silvester’s text is replete with craft and architectural metaphors that focus on transforming a pile of stones into a wall as the delimiting of cosmological and terrestrial bodies. While the scientific explanations for creation and material change seem divorced from theology, particularly in the twelfth century, a large portion of the first chapter is devoted to unpacking the matter theory embedded in Hugh of Saint-Victor’s (1094-1141) De Sacramentis, noted as the first theological summa. Hugh, the abbot of the Augustinian canons at the Abbey of Saint-Victor in Paris, is often mentioned as the intellect behind Suger’s architectural and sculptural program at Saint-Denis. However, his questions about matter and its role in the salvation and redemption of the cosmos have gone unnoticed. In short, Hugh stated that making the world beautiful beatified it and those who transformed it. Suger’s material approach to mysticism can be understood to be founded on a parallel set of beliefs that crafting the world led to its sanctification.
Chapter two explores craft more generally as a mystical practice or form of prayer. While much of the literature on the history of the craft manual has attempted to disentangle magical nonsense from practical instruction and recipes for the making of functional art, there is a growing appreciation for texts, such as Theophilus Presbyter’s de diversis artibus, in explaining the tropological and even mystical role of craft to the artisan. The chapter begins with a review of the manner in which evocative descriptions and explanations of supernatural change were couched in more mundane transformations brought about by melting, carving, shaping, and polishing of various materials. The use of mixed craft metaphors by Peter of Celle (1115-1183), the twelfth-century Abbot of Saint Remi at Reims, where he undertook his architectural projects, is offered as an exemplar of how the sacramental change of bread into a divine body was understood in the Middle Ages. Peter’s metaphorical appreciation of change introduces the writing of a second Peter, Peter the Painter (fl. 1100), who complained of his lack of time to write caused by his work as an artist. Peter the Painter and his discussion of Eucharistic change are of interest, as his metaphors overlap with his day-to-day activities. That overlap is acknowledged in Theophilus’ book on the diverse arts through the series of prologues he wrote for each of his texts three books. These prologues guide the reader to an awareness of craft as a conduit for receiving the gifts of the Holy Spirit, an infusion with divinity, thereby hinting at the parallel reception by Suger of divine presence through his work to rebuild his abbey and its church.
Chapter three shifts focus to analyze how Bernard of Clairvaux (1090-1153), the spiritual leader of the Cistercians, employs mixed metaphors of artisanal practice to illustrate both the state of earthly perfection his monks and brothers might achieve and the ultimate material transformation that would lead to them fully becoming one with Christ as his bride. Although the assumed antagonism between Bernard and Suger has been defused by scholars such as Conrad Rudolph, Bernard’s use of material metaphors in his treatises and sermons suggests an even closer affinity between the two abbots than has previously been realized. A central metaphor of the ecclesia or the body as a house that it is to be cleansed and purified cuts across his early sermon On Conversion and establishes a more evocative metaphor in which the wall of the church is repaired to brighten the edifice and to open the spiritual vision of his community. Bernard’s mysticism is thereby grounded in a material explanation if not a material way. However, the materiality of twelfth-century Cistercian churches adheres more closely to the materiality of Suger’s renovated Saint-Denis. While abbey churches, such as Fontfroide, Fontenay, or Thoronet, differ from the iconographical and sculptural exuberance of Benedictine abbey churches like Suger’s, there are hints and clues that twelfth-century matter theory guided their creation and design. From a material perspective, the Cistercian buildings were not that different from Suger’s building. Suger’s theological conclusions may have differed from Bernard’s, but his path to develop them into an architectural program resonated with Bernard’s mystical theology.
In the concluding chapter, I argue that Suger conceptualized the church and its reconstruction in the same way that he would have conceptualized the crafting to perfection of the gemstones he adored. Suger’s focus on those stones and the church was grounded in the matter theory and theology of his time, which supported the idea that the artisanal transformation of the material world made it into what God had intended it to become from the initial moment of creation. The church in this context can be understood as a giant jewel, but not in the same way that Otto von Simson or Panofsky suggest when they attribute the origins of Gothic architecture to the abbot. Gem, church, and cosmos were equally the body of Christ to be brought to completion in the form God intended. That the completion of the terrestrial realm was possible in this manner was reinforced by the fact, for Suger, Hugh, and Bernard, that the bread of the Eucharist became the body of Christ, even if its form did not change. Contrary to his critics’ implications of Suger’s lack of intelligence, the abbot left a clear framework for understanding the material transformation of the old church into the new church within the inscriptions and sculptures that decorated it. His texts support and reinforce such a material interpretation of the abbey church, with its innovative glass and structure. Suger’s material way, the mistaken addition to Paul, offered a sophisticated and careful path to completing God’s divine plan for the nascent territory of France, within which the abbot acted as the bridge between Heaven and Earth.


[bookmark: _Toc151310142]Chapter One: MATERIALIZING THE WAY

Ipso summo angulari lapide Christo Jesu, qui utrumque conjungit parietem, in quo omnis aedificatio, sive spiritualis, sive materialis, crescit in templum sanctum in Domino. In quo et nos quanto altius, quanto aptius materialiter aedificare instamus, tanto per nos ipsos spiritualiter coaedificari in habitaculum Dei in Spiritu sancto edocemur.

Jesus Christ Himself being the chief cornerstone which joins one wall to the other; in Whom all building‒whether spiritual or material‒groweth unto one holy temple in the Lord. In whom we, too, are taught to be builded together for an habitation of God through the Holy Spirit by ourselves in a spiritual way, the more loftily and fitly we strive to build in a material way.[footnoteRef:16] [16:  Gasparri, De Consecratione, 31-32 (9Panofksy, 105 (V, 16-21).] 


In his book on the consecration of Saint-Denis, Suger explicitly references a material path to divine unification when he amends Ephesians 2:19-22. Twice, the abbot complements the spiritual temple in the passage with a material temple. In effect, the two mentions link the physical church to the body of Christ. Other scholars have derided the abbot’s obsession with pomp and circumstance in this context. Conrad Rudolph lampoons Suger’s multiple texts on his work to reform the Abbey of Saint-Denis as nothing more than justifications for his overt materialism. Peter Kidson writes that Suger “unashamedly glories in things that gleam and shine. He would like to think that there is nothing reprehensible about this, that it is compatible with his religious vocation.”[footnoteRef:17] None of these scholars appear interested in taking Suger at his word. Even Irwin Panofsky, perhaps Suger’s most ardent supporter, barely notes the inclusion. For his part, Suger does not explain what he intends by a material path to dwelling with God. What if Kidson’s snark is correct, and the “material way” is not just not reprehensible but is also compatible with Suger’s religious vocation? What would that route to divinity be? Is Suger complementing Paul’s spiritualism with a material form of mystical practice? Scholarly critique of Suger’s materialism implies that he misreads the architectural metaphor in Ephesians by reinforcing the literal meaning of the text that Christ, or the body of Christ, is also the material world and that the reshaping of the matter of the world makes it into a place capable of being filled with divine presence or power. However, the author of Ephesians needs to qualify the metaphor as spiritual belies the material nature of the metaphor that Suger highlights. Within the Pauline corpus, Christ and the body of Christ are the material expressions of divinity reformed in carrying out God’s plan for the creation of the universe. Suger’s changes to Ephesians in De Consecratione present a faithful reading of the text. [17:  Peter Kidson, “Panofsky, Suger and St Denis,” 2.] 

Any interpretation of the material additions to Ephesians in the De Consecratione must occur obliquely. Gleaning Suger’s intent is impossible, and the text in and of itself fails to provide clues about what the material way might be. Prior scholarship turned to the texts and thoughts of others, such as the works of Pseudo-Dionysius the Areopagite held in Saint-Denis’ library that were available to Suger, to explain the program of works the abbot undertook to rebuild his abbey. Panofksy takes this approach and is roundly criticized for doing so. Scholars such as Paula Gerson, Conrad Rudolph, and Grover Zinn have suggested that the writings of Hugh of Saint-Victor, the leading scholar of the Abbey of Saint-Victor and widely understood as the greatest theologian of Europe in the twelfth century, provide better insight into the thought that may have influenced or guided Suger in his architectural endeavors.[footnoteRef:18] Each of these scholars attempts to reconcile Suger’s materialism through the possible symbolic intent of the abbey church’s decorative program. Peter Kidson rejects these iconographical interpretations as “art-historical dalliances.”[footnoteRef:19] No one has interpreted the rebuilding of Saint-Denis through the lens of its materiality. [18:  See for example, Paula Gerson, “The West Facade of St.-Denis: An Iconographic Study.” (PhD diss., Columbia University, 1970), 2. Conrad Rudolph, “Inventing the Gothic Portal: Suger, Hugh of Saint Victor, and the Construction of a New Public Art at Saint-Denis,” Art History 33, no. 4 (2010): 571-593, and his Artistic Change: Abbot Suger’s Program and the Early Twelfth-Century Controversy Over Art (Princeton: Princeton University Press, 1990), 40. Grover Zinn, “Suger, Theology, and the Pseudo-Dionysian Tradition,” in Abbot Suger and Saint-Denis: A Symposium, ed. Paula Gerson (New York: Metropolitan Museum of Art, 1986), 33-40.]  [19:  Peter Kidson, “Panofsky, Suger and St Denis,” 2.] 

Placing Suger’s material way in a cosmological context illuminates the significance as a complement to the Pauline spiritual pathway for abiding with God. From a scientific and theological perspective, reconfiguring the matter that makes up the physical world was critical in the divine plan for creating and saving the material universe, as understood in the twelfth century. Three texts are critical for unpacking how and why a twelfth-century author would have conceptualized the soteriological function of crafting the physical world into something better. First, the twelfth-century science that explained the universe’s origins relied on and built upon the creation mythology of Plato’s Timaeus, a text that formed a significant part of twelfth-century pedagogy. Suger would have been familiar with it through the partial fourth-century translation by Calcidius and his extensive commentary.[footnoteRef:20] Calcidius focused a large portion of his commentary on resolving the role of the material universe in Plato’s teleological interpretation of the universe’s creation from divine goodness and ultimate resolution back into that goodness. His presentation of the text founded and framed how matter was understood in the twelfth century. Although presented in the years following Suger’s projects at Saint-Denis, Silvester’s Cosmographia provides additional insight into the influence of Calcidius’ Timaeus and the expansion of the materials science that underlies twelfth-century cosmology. More than fifty manuscripts of the Cosmographia exist, a testament to the text’s popularity in the Middle Ages.[footnoteRef:21] Silvester is lauded as an erudite and poetic writer. Associated with the School of Chartres, his thought was critical in how the natural world was conceptualized. Along with Calcidius’ translation and community on the Timaeus, noted scholar Peter Dronke identifies the Cosmographia as an essential text for understanding the foundational twelfth-century belief that the universe had been designed in such a matter that it could be brought to fruition.[footnoteRef:22] Finally, Hugh of Saint-Victor’s interpretation of the material world and how matter was theorized could have been as influential to Suger as any iconographical suggestion. Little is known about Hugh. He was likely born near the end of the eleventh century and died in 1141, prior to the completion of Suger’s architectural work at Saint-Denis. Despite the limited biography, Hugh’s De Sacramentis Christiane Fidei, The Sacraments of the Christian Faith,[footnoteRef:23] is one of the first, if not the first, major summaries of medieval theology. Hugh led the pedagogical efforts of the Augustinian school of the Abbey of Saint-Victor in Paris, which became an important center of learning in the twelfth century. Hugh’s educational program for the cannons of Saint-Victor began with the study of the material world in support of a better understanding of the literal sense of biblical texts. While his liber de tribus maximis circumstantiis gestorum,[footnoteRef:24] his little text of learning history, or his Didascalicon,[footnoteRef:25] his more extensive discussion of the trivium and quadrivium, might appear to be the obvious place to learn more about Hugh’s interpretation of the physical world, he fully develops a theory of matter that is compatible with Christian doctrine in his De Sacramentis. Setting aside the potential iconographical influence of Hugh on Suger’s thinking, the prologue and first book of De Sacramentis strongly argue for the necessity of human participation in crafting the world to redeem it. [20:  Calcidius, On Plato’s Timaeus, ed. and trans. By John Magee (Cambridge, MA and London, England: Dumbarton Oaks, Medieval Library, Harvard University Press, 2016). Hereafter cited as Calcidius, Dedicatory Epistle; Calcidius, Timaeus for his translation; and Calcidius, Commentary for his commentary.]  [21:  The primary translation of Silvestris’ Cosmographia is by Winthrop Wetherbee. Peter Dronke has also provided an annotated Latin text for the work based on a single manuscript.
Bernardus Silvestris, “Cosmographia,” in Poetic Works: Bernardus Silvestris, ed. and trans. Winthrop Wetherbee (Cambridge, Massachusetts and London, England: Dumbarton Oaks Medieval Library, 2015). Bernardus Silvestris, Cosmographia, ed. Peter Dronke (Leiden, The Netherlands: Brill, 1978).
For the role of the work in twelfth-century science and its popularity, see Brian Stock, Myth and Science in the Twelfth Century: A Study of Bernard Silvester (Princeton: Princeton University Press, 1973), 12.]  [22:  This is the subject matter of Dronke’s The Completeness of Heaven, in which he devotes the majority of his discussion of these two texts.
See “The Completeness of Heaven,” Forms and Imaginings: From Antiquity to the Fifteenth Century (Rome: Edizione de Storia e Letteratura, 2007), 47-61.]  [23:  Hugh of Saint-Victor, De Sacramentis Christianae fidei, PL 17, cols. 173-618B;
Hugh of Saint-Victor, Hugh of Saint Victor on the Sacraments of the Christian Faith (De Sacramentis). trans. Roy J. DeferrariTrans. Roy J. Deferrari. (Eugene, Oregon: Wipf and Stock Publishers, 2007).]  [24:  Hugh of Saint Victor, “The Three Best Memory Aids for Learning History (liber de tribus maximis circumstantiis gestorum),” trans. Mary Carruthers in The Medieval Craft of Memory: An Anthology of Texts and Pictures, eds. Mary Carruthers and Jan M. Ziolkowski. (Philadelphia: University of Pennsylvania Press, 2002).]  [25:  Hugh of Saint Victor, eruditionis Didascalicae libri septem, PL 176, cols. 739-838D; 
Hugh of Saint Victor, The Didascalicon of Hugh of Saint Victor: A Medieval Guide to the Arts. Trans. Jerome Taylor (New York: Columbia University Press, 1991).] 

In this chapter, I examine how the cosmology and matter theory that would have been accessible to Suger enables the construction of something like a material pathway to achieving the divine plan for the universe. The first half of the chapter is dedicated to developing a better understanding of the cosmology that grounds the Pauline corpus. Examining the letters of Paul and his pseudo-graphic followers provides an opportunity to unpack the implications of the Pauline cosmology on Suger within the context of the more scientific approaches to matter theory by authors such as Calcidius and Silvester. Within this context, I start by discussing how the body of Christ in Paul’s letters becomes associated with the body of the universe, and I then turn to a more detailed review of the cosmology of Ephesians, within which the cosmological metaphor shifts to an architectural association with the body of Christ. I follow with an in-depth exploration of how twelfth-century matter theory, adapted from Calcidius’ commentary on the Timaeus, inverts the Aristotelian relationship between form and matter. In medieval theorization, form is not added to matter but discovered within it. Flipping hylomorphism on its head serves two purposes. Secreting matter within form allows a form of divinity to be discovered within the terrestrial realm, and it assists in clarifying the relation between material and final cause.
In the second half of the chapter, I analyze how and why cosmology and matter theory are developed and employed in theology, parallel to the proto-science of Calcidius. I begin by unpacking the significance of the questions about matter and the limits of divine power, which Hugh of Saint-Victor asks himself in the opening of the De Sacramentis, his book dedicated to enumerating and explaining the materialization of the divine in the terrestrial realm. Although Hugh frames the book as an introduction to the allegorical interpretation of scripture, a large portion of the text is founded upon explicating what the reader must know about the world prior to speculating about what the world might symbolize. Developing an understanding of Hugh’s matter theory establishes his own reframing of the creation myth in the Timaeus to explain the difference between the two creations in Genesis. Hugh’s analysis of the two stories for the origin of the cosmos acts as the precedent for the redemption of the terrestrial realm by Christ and how humanity can participate in that redemption. Effectively, across his commentary on matter and his explanation of the divine acts of creation, Hugh postulates his material way.
In conclusion, I expose the pervasive architectural metaphor that cuts across the scientific and theological texts studied within the chapter. Although Suger’s material addition to Ephesians appears on the surface to be a naive misreading of the Pauline metaphor for joining the disparate members of the ecclesia into a single community, twelfth-century science and theology rely heavily on the very material metaphor that the abbot takes literally in his De Consecratione. The idea that there was a material form of human participation in completing the divine plan for the cosmos links repeatedly to the idea of building and rebuilding a wall to bring order to the terrestrial realm and transform it into a vessel that could be filled with divine presence.

[bookmark: _Toc151310143]MAKING COSMOLOGY SOTERIOLOGICAL
Abbot Suger’s assertion of a material path to divine unification reflects an alignment between the twelfth-century understanding of the universe’s origins with the underlying cosmology that informs the Pauline Letter to the Ephesians. In both cases, the early universe is conceptualized in a state that necessitates human participation in bringing the divine plan for the cosmos to completion. Across the Pauline corpus, the state and destiny of the universe shift from one in which the world has been remade to one in which it might reach its fulfillment across time. Ephesians, the letter that bookends this transition and is Suger’s point of reference, doubles down on a material explanation of the universe as the body of Christ by extending the ecclesiastical metaphor of Colossians to the physical church. Although Suger’s metaphysics are often loosely associated with the Neoplatonism of Pseudo-Dionysius the Areopagite, I argue that it is more appropriate to interrogate Suger’s citation of Ephesians concerning Calcidius’ commentary on the Timaeus. Calcidius, similarly, diagnoses a material solution for the fulfillment of the universe in the teleology of Plato’s creation myth. In this section, I begin with a review of how Christ, as the corporeal expression of divinity, develops into a nuanced and ongoing actualization of the universe’s potential across the Pauline corpus. I then examine the cycle of creation and recreation in Ephesians in further detail to highlight the change in emphasis from the body of Christ as a metaphor for the church’s members to a more substantial metaphor for the physical world. Finally, I show how Calcidius’ interpretation of the creation myth in the Timaeus is a material argument for the origin and remaking of the cosmos that clarifies Suger’s possible reading of Paul.
Ultimately, in Ephesians, the mixed metaphor of Christ as church and Christ as the body of the cosmos derives from the material focus of the Pauline corpus. As Guert Hendrik van Kooten and Gregory E. Sterling show, the letters attributable to Paul directly build upon a Stoic understanding of cosmological creation and development as a struggle between an active agent‒God‒and a passive agent‒the initial, formless state of matter.[footnoteRef:26] Through the act of creation, God brings order to matter; however, there is an additional sense within which Christ becomes the instrument through which God achieves this ordering. Romans 11:36 and Hebrews 2:10 exhibit a reciprocal construction for the causes of the universe in which Christ instrumentally negotiates the elements as material cause and God as the final cause. In Hebrews, the cosmos is Christ, is made by Christ, and is the goal toward which all made things are. In Romans, the cosmos is Christ, is made by Christ, and as Christ, holds all things.[footnoteRef:27] Within this context, Galatians implies that Christ is in the process of creating order through the gradual subjugation of the universe. In 1 Corinthians, this elemental work of Christ widens to include the cosmological “principles,” “powers,” and “forces” in terms that resonate with Christian Neoplatonic descriptions of the heavens and the celestial hierarchy of angels, such as those of Pseudo-Dionysius the Areopagite. A major transition occurs in Colossians, where the “elements of the cosmos” become the “body of Christ.”[footnoteRef:28] After warning the reader not to be cheated by philosophy, the author of Colossians differentiates between living beholden to the elements and living properly within the corporeality of Christ, the head of the body that contains all things.[footnoteRef:29] In this later letter, Christ continues to be the matter, instrument, and receptacle of all creation, but the cosmos is explicitly identified as the body of Christ. Translated into less theological terms, the material universe of Colossians appears to have been created in an ordered state, but it has been emptied of its order.[footnoteRef:30] The solution for returning it to an ordered state is hidden within its structure.[footnoteRef:31] By focusing on that internal structure, the exemplar of restoring it from within can be found and enacted. An architectural metaphor is implicit within the cosmological framework of Colossians. The author of Colossians notes that humanity will “rebuild” (superaedificati) itself and “ascend in the increase of God” (crescit in augmentum Dei) through the mutual love that binds and joins the parts of the body together and the body to its head.[footnoteRef:32] In Ephesians, the architectural metaphor becomes explicit: The elements or parts to be reassembled in, as, and by Christ will be the stones that form the church’s wall. [26:  See Guert Hendrik van Kooten, Cosmic Christology in Paul and the Pauline School: Collossians and Ephesians in the Context of Graeco-Roman Cosmology with a New Synopsis of the Greek Texts (Turbingen: Mohr Siebeck, 2003), 171 and Gregory E. Sterling, “Prepositional Metaphysics in Jewish Wisdom Speculation and Early Christological Hymns,” in Wisdom and Logos: Studies in Jewish Thought, eds. David Winston, David T. Runia, Gregory E. Sterling, and J. Edward Wright (Atlanta: Scholars Press, 1997), 219-238.]  [27:  Sterling, “Prepositional Metaphysics,” 233.]  [28:  van Kooten, Cosmic Christology, 11-13.]  [29:  See Paul’s Letter to the Colossianss, Hereafter Col. 1:8-10 and 1:16-18.]  [30:  This is the impact of sin. See Col. 2:8, where the author warns against being “hollowed” by philosophy.]  [31:  Col. 1:26 and 2:3.]  [32:  Col. 2:7 and 2:19.] 

Ephesians is built upon two wall metaphors that the author employs to depict a cosmos that undergoes a cycle of creation and recreation along the way to reaching its intended outcome. Both metaphors associate the church community with the construction of a wall to reveal how the improperly constructed ecclesiastical hierarchy is reconstituted. In Ephesians 2:14, the Pauline author compares the division between Jews and Gentiles to a garden wall that splits the ecclesia into two parts. The wall is to be dissolved to allow the two communities to join, thereby eliminating the division within the larger ecclesiastical body. The divisive wall is then supplanted by the construction of the joined walls of the church that Suger references from Ephesians 2:19-22. It is useful to understand the two walls as a temporal sequence within the broader cosmology present in Colossians, upon which the author of Ephesians constructs his argument. God created Christ as the material expression of the ecclesia. Ideally, the church should have begun as a continuous space that could be filled with the presence of the divine, but the evil influence of sin caused it to be split into two rooms, preventing it from filling properly. In this sense, Christ can be understood as containing a wall that improperly splits it into parts that should not exist. That interstitial wall must be torn down to remove the division and make the ecclesia whole again. However, it must be rebuilt in a manner that allows it to function properly, and this is where the second wall metaphor clarifies how the church must be reconfigured. The dividing wall of the overall vessel is demolished, and the parts of which it was made are used to build two new walls that join together with Christ as the mediating stone, the cornerstone.
Effectively, the material of the garden wall that divides the church is transformed into a set of joined walls that function more like the Christ, as a container in 2 Corinthians 4:7, for the ecclesia. The disarticulation and reconfiguration of the parts of the wall resonates with Paul’s ceramic vessel metaphor for the human body in 2 Corinthians and provides further insight into how the author of Ephesians understands the role of the material world in bringing the universe to its ultimate end. God first forms the initial matter that will become the universe or the church building into something like a pot, which will be filled by a more divine matter. However, the evil influence of sin results in an unresolved division within Christ, preventing the matter of the universe from coalescing around a single space. The resulting pot has two chambers. The incarnation, death, and resurrection of Christ within the material world tears down the wall that divides the pot into two chambers. The material that was removed is reused and rejoined properly to Christ. Not said but implied in this final move, the size of the pot or the church increases, as now all of the material has been used to create its circumference. The author of Ephesians confirms the increase when he notes that the compact and fitted joining of the body of Christ increases that body and the charity it holds. In theory, the redeployment of the matter of the material world allows it to be filled more by divinity.
The change in material metaphor from a ceramic vessel in 2 Corinthians to a church wall in Ephesians highlights the atomistic nature of the reconstruction from a wall in which the material is improperly mixed into one in which the material is properly ordered. In Ephesians 2:19-22, the two walls of the church are presented as if the stones that makeup one wall represent Gentiles and the stones of the other wall represent Jews. These communities are joined together and mediated by Christ as the cornerstone. Understood as the ordered construction that follows from the breaking of the wall that improperly divides the community of the faithful, it appears to imply that the original wall likely formed via the improper mixing of Jew and Gentile, the metaphorical stones at work. The logic is not that different from the later description of marriage in Ephesians 5:28-30 where the son must leave his father and mother to join with a wife as one flesh, or relative to the manner in which the ordering of the ecclesia is depicted in Ephesians 4:11. The chain of metaphors for Christ, upon which Ephesians builds from the elements of the cosmos to the body of Christ formed by those elements, to the body of Christ formed by those elements as if they are the stones of the church wall highlights an increasingly detailed material approach to explaining where and how the divine plan for the cosmos is playing out. The metaphor at stake in Ephesians works opposite to how it is read on the surface: The community members are not metaphorically stones. The stones are metaphorically humans. Considered as atoms, particularly in relationship to the earthen materiality of bodies from 2 Corinthians, the stones of the wall can be understood in parallel to the earthly elements that the author of Colossians identifies with Christ, who conquers and reconstitutes them. Given that the cosmological body in Colossians 2:19 can be read as being joined together with mutual love, the wall metaphor in Ephesians can be observed as extending the critique of the inherent within dualism Stoic and Middle Platonic element theory where it is the work of an evil deity that causes strife among the elements, preventing them from aligning in sympathy with each other.[footnoteRef:33] [33:  van Kooten, Cosmic Christology, 133.] 

The Pauline Christological metaphors for the cosmos and the elements out of which it is composed map easily to the creation mythology of the Timaeus. Calcidius’ translation of the text, alongside his extensive commentary, would have been a critical guide for how twelfth-century monastics, such as the Abbot Suger, understood the origins and design of the universe. For Plato, the universe originates in the juxtaposition of the Same and the Other in a manner similar, though less substantial, to the active and passive agents responsible for forming the cosmos in Stoic thought.
In reductive terms, creating the cosmos can be understood as transforming the Other into something that reflected the Same. However, as Plato explains, understanding the how and why of the universe’s origins is difficult. To overcome the difficulty, Plato suggests thinking of the Other, the chaotic jumble of pre-existent matter, as being given order through the crafting of its form by a divine artisan. To avoid sullying pure divinity with any hint of change, Plato postulates the demiurge as a kind of middle term that negotiates the idea of what the matter of the universe is to be with the shaping of the first material condition as it exists. This leads him to effectively develop a tripartite framework for making the universe. The idea informs the model, which informs the image of the idea. The model is the purest expression of the idea and thereby acts as a guide for the demiurge in their shaping of the matter that will become an image or reflection, to the extent possible, of the idea. Plato frames the circularity of this construction, from idea through matter back to idea, as the procession from unity into diversity or Sameness into Otherness and the subsequent return to unity from diversity or Otherness into Sameness.
The first movement in this framework, from unity to diversity, provides Plato with a way of describing the creation of the gods, the heavens, stars, and planets as an exemplar of the ordering of elemental matter‒fire, air, water, and earth‒into a condition that closely matches the model for the entire universe. The formation of the terrestrial realm follows a similar trajectory but is designed, unlike the heavens, to be carried out in and across time. The split between the heavens and the earth, as the macrocosmos and the microcosmos, and the things and creatures that inhabit the relevant realms, gives rise to the postulation of celestial and ecclesiastical hierarchies, such as those of Pseudo-Dionysius the Areopagite, and the reconciliation of the two as the structuring of the terrestrial realm to reflect the organization of the heavens.
Suger’s insertion of a material complement to the political commentary across Paul’s letter functions much like Calcidius’ and Plato’s assertion that Timaeus adds to the discussion begun in The Republic. On the surface, the metaphorical joining together of the Jews and Gentiles in Ephesians reinforces the Pauline suggestion that the bringing together of the two communities is an intellectual enterprise, but in what has been noted as one of the most influential passages on the twelfth-century understanding of the Timaeus, the alignment between macrocosm and microcosm, Calcidius identifies the structural relationship as one that applies equally to humanity, city, and world. In the same way that the terrestrial realm can become a reflection of the celestial realm, the human can become a reflection of divinity, and the earthly city can become a reflection of the heavenly city.[footnoteRef:34] Calcidius notes this relationship across the three conditions‒world, city, and human‒with respect to further elucidating the role of the soul and its divine influence on the material body in comparison to the subject matter of Plato’s Republic, which he has already explained is the political complement to the argument of the Timaeus. In raising The Republic as the point of comparison, he highlights and reinforces his commentary as a material argument, not a political one.[footnoteRef:35] [34:  See Calcidius, ”Commentary,” 489-481 (ch. 232-234).
G. Galán Vioque highlights the relationship between the cosmos and body in Calcidius’ interpretation as one of the most influential passages in the commentary. Still, he glosses over the reference to the city within that tripartite division. G. Galán Vioque, “On a Forgotten Manuscript Fragment of Calcidius’ Commentary on Plato’s Timaeus,” Mnemosyne 65 (2012): 738.]  [35:  See the ”Dedicatory Epistle” of Calcidius’ translation and his assertion that the subject of the Timaeus is natural law and thereby complements The Republic, which addresses positive law. See Calcidius, ”Commentary,” 129-131 (6).] 

Much of Calcidius’ commentary focuses on addressing the incomprehensibility of the creation myth in the Timaeus as a material problem. Suppose creation is the procession of the elements from fire to air to water to earth and represents an ordering of a chaotic mixture of those elements from lightest and most mobile to the heaviest and least mobile. How can something heavy and immobile return to the perfect state implied by the higher levels of that creation? Calcidius’ answer is twofold. First, matter in and of itself, as experienced in the terrestrial realm, exists in a mixed condition. It is questionable to assume that fire, air, water, and earth exist completely independently in the terrestrial realm. The matter of the material world, therefore, needs to be sorted out and reordered. Second, the creation of time provides a way to preserve the turbulence and fluctuations of matter to allow the troublesome nature of that elemental mixture to be overcome. The former approach to resolving the problems of the elemental mixture is foundational to theorizing the elemental construction of the world and in alchemical approaches to discovering the divine within that construction in proto-scientific texts, such as William of Conches Dragmaticon[footnoteRef:36] or in alchemical texts, such as Marius’ de elementis.[footnoteRef:37] Particularly for Marius, the qualities associated with the elements—heat, coldness, moisture, and dryness—provide insight into how the ordering of the elements could be extracted. Water transforms into steam, understood as air when heated, and air becomes water when it condenses. Similarly, air turns into fire when a lamp burns and turns back into air when the lamp is extinguished. The movement “up” the cycle results in a lighter material, while the movement “down” increases a material’s weight.[footnoteRef:38] The overcoming of material disorder functions critically in the background of the twelfth-century hexameral tradition as a precedent for how the divine plan for humanity and the world is understood to play out. [36:  William of Conches, A Dialogue on Natural Philosophy: dragmaticon philosophiae, Notre Dame Texts in Medieval Culture vol. 2., trans. Italo Ronca and Matthew Curr (Notre Dame, Indiana: University of Notre Dame Press, 1997).]  [37:  Marius, De elementis. English and Latin, ed. and trans. Richard C. Dales (Berkeley: University of California Press, 1976). Hereafter, Conches, dragmaticon philosophiae.
Richard C. Dales, “Marius on the Elements and the Twelfth-Century Science of Matter,” Viator 3 (1972): 191-218.]  [38:  Marius, De Elementis, 51-58.] 

Although proving Suger read the Pauline corpus with the Timaeus in mind is unlikely, intersecting the “elements of the cosmos” and the body of Christ as the material expression of divinity with Plato’s creation mythology provides insight into what the text might intend to be gleaned by taking Ephesians literally. Christ is the world soul that brings order to the chaotic and fluctuating matter that God creates ex nihilo. He does this as the forming of the container that will allow the turbulence of matter to be subjugated. The subjugation happens at the scale of the elements, at the scale of the heavens, world, the community, and the human being, paralleling the set of macro and micro relationships that Calcidius argues as having parallel political and material resolutions. The metaphor in Ephesians evolves from a meditation across the Pauline corpus that appears to transition from a cosmological metaphor for reconciling political division to an architectural metaphor. However, looming in the background of the letters is an understanding of the origins of material transformation for which the differing metaphorical levels for ordering the church community reflect changes that have happened and continue to happen in the life of the universe. The physical universe, world, city, and human all are realized materially and assist Paul and the Pauline authors in understanding how a community of the faithful is saved. Suger does not reject this spiritual path to aligning the community with divinity and its celestial counterpoint; he reminds the reader that the community simply reflects the underlying material condition within which it participates.

[bookmark: _Toc151310144]REIMAGINING PRIVATION
Twelfth-century cosmology associated the initial state of the cosmos with prime matter as an undifferentiated and turbulent mass. However, unlike Aristotle’s conceptualization of the formless material substrate of all things, medieval thought understood prime matter as overflowing in form. The medieval perception of the underlying material substrate developed from Calcidius’ reframing of privation from the lack of form within prime matter to the evil influence counteracting the form to which matter should be subdued. Although differing from Aristotelian hylomorphism, the twelfth-century understanding of prime matter reflected a similar hierarchy of the four causes through which the completion of the divine cosmological plan might be gleaned. In this section, I first review Aristotle’s derivation of a definition for prime matter and its relationship with the implicit teleology of the four causes. Second, I examine how Calcidius reports Aristotle’s critique of hylomorphism in the Timaeus and how his alteration of the relationship between lack, form, and matter reveals that the material world can come to perfection. Finally, I demonstrate Silvester’s construction of the perceivable material substrate of the world as a prime matter replete with forms.
Admittedly, Aristotle’s conceptualization of prime matter was neither simple nor clear. However, a brief summary of it from his second book on Physics is helpful. He notes that there is a sense in which matter comes into being and is destroyed. There is an alternate sense in which matter exists without beginning or end. In the second sense, matter is a sort of substrate that contains a lack or a privation that was the absence of form.[footnoteRef:39] One way of understanding this portrayal of prime matter as a kind of abstract substrate is to imagine stripping away all form and quality from a thing. Whatever is left, the stuff that had form and quality but no longer has either, is prime matter. [39:  Aristotle, The Physics, trans. Philip H. Wicksteed and Francis M. Cornford, Loeb Classical Library (London: William Heineman, 1929), bk. I, ch. IX, 179-187.] 

Prime matter, imagined by stripping away qualities and form, is a potency to be or potentiality. This often remains paired with an actualized thing as if the material cause of that thing. There is a necessary caveat to this way of thinking about prime matter because being bound as a cause requires that matter have a certain a priori quality. In the case of the bronze statue that Aristotle uses as an example throughout Physics, there is a bronze that is the material cause of the statue differs from bronze as bronze in and of itself. Working backward from an effect to the cause is problematic. It restricts the potentiality of matter to that which it is to become. Prime matter, in its purest conception, has no such restrictions. According to Aristotle, it is a limitless potentiality.⁠[footnoteRef:40] [40:  Aristotle, The Physics, bk. II, ch. III, 127-139.] 

Despite Aristotle’s objections to including qualities in prime matter, the teleology to which he objects, inducing cause from effect, restricts the potential of cause; his four causes exhibit the same inherent goal orientation.[footnoteRef:41] Aristotle’s account of the four causes occurs in Physics III and Metaphysics V.[footnoteRef:42] Taken within a cosmological context, these general explanations of cause apply to the artisanal work of bringing the initial material of the universe into its final form. Much as he interrogates the conceptualization of prime matter through the example of a statue, he also explores a hierarchy of the four causes through the statue’s underlying material. Material cause, effectively the form of causation with the least agency involved, is “that out of which” something is made. In the case of the statue, the material cause is the bronze. The formal cause anticipates and defines the statue’s shape, an account of its ontological future. The efficient cause is the source of change or rest from change, effectively the activity that the formed matter enables. In the case of the statue, the obvious efficient cause is the artisan, but Aristotle extends this cause to include the craft knowledge necessary to make the statue. The final cause answers why a thing is done and what purpose is served. In providing examples for final causation, Aristotle employs more abstract categories, such as health as the final cause or intended goal of exercise. In the case of the bronze statue, the final cause might be goodness or beauty.  [41:  For the teleology of Aristotelian explanation for causation, see Christopher V. Mirus, “The Metaphysical Roots of Aristotle’s Teleology,” The Review of Metaphysics 57, no. 4 (2004): 699–724. http://www.jstor.org/stable/20130383 and Scharle, Margaret, “The Role of Material and Efficient Causes in Aristotle’s Natural Teleology,” Apeiron 41 (3): 27-46.]  [42:  Aristotle, Physics, bk. III, and The Metaphysics, trans. Hugh Tredennick, Loeb Classical Library (London:  William Heineman, 1933), bk. V.] 

The underlying teleology of Aristotle’s four causes is difficult to comprehend and is caught up in how each cause establishes the pre-conditions necessary for the next but always aims toward the intended completion of the universe. The material cause is “for the sake of” the formal cause for the sake of the efficient cause for the sake of the final cause. Each cause anticipates the next in the sequence. Starting with the bronze of the statue, the key to the goal-orientation of the progression seems to be that bronze exists to be shaped, to be then crafted as the actualization of the artisan’s knowledge, for which it will reach its ultimate end, the reformation of the material world, which activates the artisan to participate in reaching the foregone conclusion of all things. That end is broadly assumed to be directing the matter and agents of the material world toward the good. Thus, Aristotle’s example of the end of walking is health. So, the accidental form of efficient cause, the statue, is subordinate to the reforming activity it enables, crafting bronze. This chain of causation suggests that the progression from material to final cause returns matter, through its actualization, to its origins in the divine idea of the good, its actuality, in the final step.[footnoteRef:43] [43:  See Mirus, “The Metaphysical Roots of Aristotle’s Teleology,” 720.] 

Calcidius’ extensive commentary on prime matter, which he appends to his translation of the Timaeus, works to highlight and reinforce the role of the material world in the return of the cosmos to unity with the good in a manner that reflects the cycle of causation implicit in the four Aristotelian causes. However, he makes the cycle more explicit by approaching the definition of prime matter not through its lack of form but through how prime matter hid the forms that it would ultimately obtain through human participation. Effectively, Calcidius reveals something akin to Suger’s “material way” in Plato’s cosmology.
Calcidius reviews Aristotle’s formulation of causation indirectly through the relationship between form, matter, and privation, the three primary principles he extracts from Aristotelian physics, as part of his attempt to define prime matter.[footnoteRef:44] In his attempt, he follows Aristotle’s lead in inducting the underlying material substrate of all things by removing qualities until only the substrate remains.[footnoteRef:45] He also correctly identifies the prioritization of form by his predecessor. However, he elevates the role of privation in a manner that highlights a teleological condition for prime matter, which Aristotle would have rejected.[footnoteRef:46] For Calcidius, privation exists equal to and in opposition to form. Form is the fullest expression of goodness. It is complete in and of itself and can be considered divine. Privation is “nothing in an absolute sense.”[footnoteRef:47] It exists to resist and act contrary to form, and in this sense, it is evil.[footnoteRef:48] Matter, in Calcidius’ reframing, effectively bridges form and privation. Calcidius notes that “matter should desire form” and further that the apparent deformation of matter results from its need to be formed, which privation impedes.[footnoteRef:49] He clarifies that the desire of matter is not like the desire of a living being for something that is not possessed but instead is the desire of an incomplete work, such as a sketch, to be brought to perfection.[footnoteRef:50] As in the Timaeus, the causes are muddled in Calcidius’ account of Aristotelian hylomorphism. Efficient and final cause appear to be displaced into the desire of matter as representing material cause. However, the end of all things is highlighted in the ongoing conflict between matter’s desire for beauty and its struggle to orient from privation to its intended form. [44:  Calcidius, ”Commentary,” 569-581 (283-289).]  [45:  Calcidius, “Commentary,” 555 (274).]  [46:  Calcidius, “Commentary,” 577 (287).]  [47:  Calcidius, “Commentary,” 573 (284).]  [48:  Calcidius, “Commentary,” 577 (287). On privation as evil, 579 (288).]  [49:  According to Peter Dronke, Neoplatonists perceived Christ’s incarnation and resurrection as the bridging point across which the procession hinged into return. Gregory of Nyssa named the transition a conversion that occurred as one passed through the “boundary of evil.” See “The Completeness of Heaven,” 50-51.]  [50:  Magee translates inchoatum as “begun” and perfectionem as “completion,” removing the underlying artisanal metaphor of starting a sketch or work of art and then perfecting it, or as in first blocking out a cartoon for a fresco as a guide to create the painting on top of it. Calcidius, ”Commentary,” 577-578 (287).] 

Although Calcidius supports the idea that matter, in and of itself, is without qualities, he highlights matter’s inability to exist without those same qualities. The mistake of his predecessors is to have not understood that matter is always bound to those qualities; however, they are conjoined not through the nature of matter but through their potential to develop along an intended path. Calcidius offers two different examples to explain how the potential future of matter is intended to be actualized. The first conceptualizes the future actualization of matter in the same way that one knows that a seed contains the full structure and nascent form of the plant or animal that it is destined to become. The second way to comprehend how matter contains those qualities necessary to its particular form of becoming is to understand how its current qualities are receptive to the activity from which they will be given a new form, as is the case of a statue being formed by an artisan from bronze.[footnoteRef:51] Calcidius further explains how matter predicates and does not predicate its future concerning the bronze statue by noting that the bronze, in and of itself, “is and is not statue: it is, in that it is possible for it to be; but it is not, in that actuality has not yet been obtained.”[footnoteRef:52] [51:  Calcidius’ examples are part of his response to Stoic questioning the need for an artisan. See Calcidius, ”Commentary,” 611-613 (310-311).]  [52:  Calcidius, “Commentary,” 473 (285).] 

By framing potentiality not as what is possible but as what is intended, Calcidius provides an elemental explanation for the purpose, or final cause, of the crafted material universe. He notes that while primary matter in and of itself has no qualities, the divine artificer has connected the elements to prime matter so that the cosmos can acquire perfection in its parts and as a whole.[footnoteRef:53] He follows by differentiating the qualities of the elements from their being in and of themselves; for example, water and air both have coldness and moistness. He argues that those qualities must be somewhere; therefore, the qualities common to the elements must exist in matter.[footnoteRef:54] The elemental qualities are inherent in the matter to which the elements have been conjoined. As mixtures of these qualities, the elements will cycle through their different states of mixed quality. We can understand that cycling through the idea of an impression being made on wax, which has the qualities that allow it to receive that form. However, in the case of the elements, there will be a moment in which they are signed—signacula—with the form to which they are destined.[footnoteRef:55] In effect, the cycle of the elements, through their mixing of the qualities—coldness, warmth, dryness, moistness—inherent in prime matter, plays out across time until the elements are stamped with their final form. [53:  Calcidius, “Commentary,” 615-617 (316).]  [54:  Calcidius, “Commentary,” 617-619 (317-331). This argument by Calcidius is the basis of the elementa/elementata theorization of true and perceived elements. For an overview, see Theodore Silverstein, “Elementatum: Its Appearance Amongst Twelfth-Century Cosmologists,” Medieval Studies 16, no. 1 (1954): 156-162.]  [55:  Calcidius, “Timaeus,” 108-109 (50B-C).] 

Calcidius’ matter theory, in which matter exists to create the conditions under which the elements mix until they reach their proper form, enables the question, “Why was the cosmos created,” to be answered. By describing the original state of the material universe as a chaotic and turbulent storm, Calcidius can structure the work of divine artifice as, first, formulating the idea of what the cosmos will become and then reconciling the material universe to the idea over time. These two acts encompass the subject of the Timaeus, and Calcidius highlights that they allow one to return to the origins of creation, to envision the divine plan through its operation, represented as the calming and subduing to order of the original turbulent and stormy conditions.[footnoteRef:56] Calcidius stresses that his stormy metaphor understood through the material world, responds to Plato’s invocation for divine guidance in assisting him in his discussion of how creation came to be so that he and his readers can be instructed in divine piety. Calcidius employs the same metaphor in his dedicatory letter to the book, in which the request for him to clarify Plato’s text becomes the removal of the impediment, the difficult text, to his ongoing obstacle to understanding.[footnoteRef:57] Maintaining friendship, comprehending the text, and, most critically, having the mind of God revealed metaphorically and literally happen through bringing order to the chaotic storm of material things. Thus, Calcidius’ intense focus on explaining that the answer is hidden within the storms, whether that be the understanding of his commentary, Plato’s intentions for the Timaeus, or the intentions of divinity hidden within the material realm. [56:  Calcidius, “Commentary,” 273-274 (553-555), and also see Dronke, The Spell of Calcidius: Platonic Concepts and Images the Medieval West (Firenze and Sisal: Edition del Galluuzo, 2008), 27. The second shaping or, as Dronke terms it, the new beginning that constitutes the physical shaping of the world requires another invocation by Calcidius against the storminess of the subject, which Calcidius will now explain. He experiences a difficulty parallel to that of Silva itself. Dronke notes the terminological parallel—iactatione of the author and iactatio of Silva—which he translates as stormy agitation. So, a “prayer to form his argument well.” Dronke does not note the parallel in relation to the letter to Osius more generally in this structural framework of Calcidius’ text.]  [57:  Calcidius, “Dedicatory Epistle,” E1-E3 (3-5). Paul Dutton has noted that in a letter from John of Salisbury in 1159 to Peter of Celle, written in the same year he published his Metalogiconi and Policraticus, Calcidius and Plato are named as experts on friendship, the broader topic of the letter. Dutton notes that the introductory letter to Calcidius’ translation can generally be read as an address to friendship. See Paul Edward Dutton, “Medieval Approaches to Calcidius,” in Plato’s Timaeus as Cultural Icon, ed. Gretchen J. Reydams-Schils (Notre Dame, IN: University of Notre Dame Press, 2003), 188-189.] 

In his adaptation and rewriting of the creation myth from the Timaeus, Silvester structures a much more ambiguous condition for prime matter and the material universe. Both appear to be caught in an ongoing struggle with the chaotic fluctuations that impede their potential to reach fruition. Despite questioning whether or not the divine plan for matter can be achieved, Silvester continues and extends Calcidius’ approach to matter, within which the ultimate end of the cosmos might be obtained.
For Silvester, prime matter, personified in the character of Silva and confusion with hyle, exists almost co-equal to the divine godhead and the act of creation that will tame and bring order to the chaos and turbulence inherent to Silva.

Silva rigens, informe chaos, concretio pugnax,
discolor usie vultus, sibi dissona massa,
turbida temperiem, formam rudis, hispida cultum.

Silva, intractable, formless chaos, pugnacious matter,
A motley colored face, a mass discordant with itself,
An improper mixture, an undeveloped form, rough.[footnoteRef:58] [58:  Silvestris, Cosmographia in Poetic Works, bk. I, ch. 1, l. 18-20.] 


She is full of internal conflicts, and her appearance frightens her originator. Critically, her current state has divided her from her completion as a work, and she desires that the commotion that impedes her be removed. Silvester implies that the innate condition of prime matter results in an ebb and flow of elements being accidentally or skillessly ripped out of the originating mass, only to rejoin the confused glob of material that has existed from the moment of creation. Although Silvester explicitly states that Silva is formless, he describes it as being so overwhelmed by the wrong forms—roughness, ugliness, and discoloration—that she cannot fulfill her desire to be formed properly. The mass that prime matter is cannot reach its intended form because of its violent circulation through the forms it already contains and expresses through the accidental production of elements. In Cosmographia, the subjugation of Silva to form becomes the task of Natura. Natura must fulfill the idea of the completed universe as expressed by Noys. The plan is to calm the turbulence and allow Silva to transition from ugliness to beauty by delimiting how she changes and what she produces. The elemental turbulence must be bounded. Silva knows and, more importantly, is what she wants to be if the constant state of change can be prevented from actualizing the wrong form contained within her.
In more material terms, Silvester conceptualizes the elements that exist in the world as having a parallel but inverted relationship between form and formlessness. He likely borrows his understanding of the elements from ideas circulating within the School of Chartres and from William of Conches’ De philosophia mundi, in which there are two forms of the elements to be understood as elementa, the ideation of earth, air, fire, and water and elementata, the perceptions of those ideas through their qualitative mixture in the material realm. The perceived elements, as mixtures, point toward the idea that they represent, as the objects, flora and fauna or the world, might be re-mixed to discover that more pure form of the combination of qualities and quantity closest to its divine origination. This thinking about elemental mixtures likely led to the chemical thinking of authors, such as Marius, who charts the mixtures of the elements as a way of attempting to discover the philosopher’s stone by cycling through those mixtures until the correct formula is discovered.[footnoteRef:59] Effectively, the stable form of the elements, or the idea of the elements, is clouded in experience by their constant, unstable mixture. [59:  See Silversteins’s Elementa for a more developed discussion on the two forms of elements in Silvester’s Cosmographia. Also, see Theodore Silverstein, “The Fabulous Cosmogony of Bernardus Silvestris,” Modern Philology 46, no. 2 (1948): 92-116.] 

The disfigured condition of Silva begins to make sense through the relationship between the unruly elements she produces and her role as the womb or place of their generation. The potential beautiful being of Silva can be actualized through the ideal contained within the element, the element in its pure form. However, the admixture of the perceived elements incompletely expresses that form because of its mixed state, and worse, the admixture is unstable as the process of creating the elements is a continuous, seemingly unending cycle, as they change over time.
The tension between Silva, as the place of generation, and the chaos introduced by that generation directly results from the act of creation as a movement from unity to diversity. Her subjugation better orients the production of diversity so that it reveals possible returns to the original unified condition. The binding and ordering of Silva exemplify how the unification of diversity is to occur and how the creation of the material cosmos is intended to end. However, in Silvester’s account, the very productivity of the material world appears always to be able to exceed the limits imposed by that end. Though Silva is constrained so that the material expression of the cosmos can happen, the very fecundity of that expression cannot be stopped. Silvester suggests that the material world is and will always be in flux, continuously extending and adding to the sum of all things. The material world is caught in an endless cycle of remaking.

[bookmark: _Toc151310145]CONSTRUCTING A MATERIAL SOTERIOLOGY
In the De Sacramentis, Hugh of Saint-Victor adapted existing secular matter theory, such as Calcidius’ commentary on prime matter, appended to his translation of the Timaeus, to demonstrate how the terrestrial realm was created so that it could be improved. Taken literally, Suger’s addition of a material way to Paul’s spiritual path depends upon knowing how the remaking of the material world might lead to unification with divinity. Hugh built his argument about the inherent potential of matter to be made better through an interpretation of John 2:1-11, in which Christ miraculously transforms water into wine. In this section, I will examine how Hugh upends the Aristotelian theory of prime matter by asking and answering two questions about the possibility of matter existing without form. Then, I will show how his theory that form is hidden within matter assists him in explaining the miracle of Cana and the creation of the sun. In conclusion, I will show how the theory of matter, underlying his interpretation of the miracle, provides a soteriological example for human beings.

[bookmark: _Toc151310146]Questioning Matter
Hugh asks himself two questions about the condition of matter that radically alter the Aristotelian argument that prime matter is a material substrate completely lacking in form. First, he asks himself if prime matter precedes form, and second, he asks if prime matter is truly formless. Hugh’s questions likely derive from Calcidius’s commentary on and translation of the Timaeus and not directly from Aristotle. However, the abbot’s interrogation of the problem of prime matter ends up in a similar territory to the Greek philosopher’s thought. It thereby frames the vernacular knowledge upon which later authors, such as Silvester, would fabricate their versions of Plato’s creation mythology. Hugh asks these questions to avoid contradicting the ultimate power of divinity, but in his work to understand the qualities of prime matter, he also establishes how it can transform into something better.

[bookmark: _Toc151310147]Does Matter Precede Form?
Hugh’s first question, whether or not prime matter came into existence before form, enables him to reflect upon how the created material realm serves the soteriological needs of its human inhabitants. Unfortunately for Hugh, the idea that God created matter and only afterward gave it form raises the possibility of being offensive to God. Hugh notes that some argue that requiring God, like human beings, to bring his work to perfection over time contradicts his omnipotence.

Qui Deum omnia simul in materia et forma fecisse contendunt, propterea fortassis suam assertionem justam esse arbitrantur, quod omnipotentiae Creatoris indignum videatur (ad humanae imbecillitatis similitudinem) suum opus per intervalla temporum ad perfectionem promovere.

Those who contend that God made all things simultaneously in matter and form, perhaps think that their assertion is just on this account, because it seems unworthy of the omnipotence of the Creator, after the likeness of human weakness, to bring his work to perfection [(perfectionem promovere)]⁠ through intervals of time [(intervalla temporum]).[footnoteRef:60] [60:  Hugh of Saint-Victor, De Sacramentis, bk. 1, pt. 1, II. PL 176, col. 188B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari. Hugh’s highlight of the temporal nature of bringing creation to fruition reflects time’s role in structuring a teleology of the material world in Calcidius’ commentary on the Timaeus. Although time factors strongly in Calcidius’ commentary on the Timaeus, the teleological role of time is most clearly discussed in his response to Timaeus 37a-c, ”Commentary,” 294-297 (1, 2, 103-105).] 


Hugh states that this is not truly an important question. It is just a matter of believing that God could have created informed matter simultaneously and chose not to do so for some other reason. The rejection of the argument about God’s omnipotence was the subject of the subsequent sense of matter that Hugh developed. He states that the rationale for giving matter form after the initial creation was to provide for the education of the human being.

Omnipotens etenim Deus (cujus voluntas sua bonitate nunquam privari potest) sicut propter rationalem creaturam caetera omnia fecit, ita etiam in eis omnibus faciendis illum praecipue modum servare debuit, qui ipsius rationalis creaturae commoditati ac causae magis congruus fuit.

For the omnipotent God, whose will can never be separated from His goodness, just as He made all things on account of the rational creature [(rationalem creaturam]), so also in making all these He must especially have observed that mode which was more suited to the fitness and reason [(commoditati ac causae]) of the rational creature itself.⁠[footnoteRef:61] [61:  Hugh of Saint-Victor, De Sacramentis, bk. 1, pt. 1, III, PL 176, cols. 188C-189C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


God, in this case, chooses to make matter first. Through his manner of working, creating and then making, the rational creature learns to reform his world and himself or herself. Without the guidance of these two acts, humanity has no example to follow. However, Hugh’s preferred interpretation is that creation, in and of itself, is complete, originating both form and matter simultaneously.
Hugh’s second question about matter, whether matter exists without form, provides the framework for theorizing that form is hidden within prime matter at the moment of creation. Hugh asks whether the matter and form of all things came into existence simultaneously in a confused state. In one sense, Hugh’s question is a repetition of his first, as he is asking if either matter or form was created and then temporally followed by the creation of its alternate. However, he raises the second question not in response to the omnipotence of his deity but concerning the Christian doctrine that God created all things in Heaven and Earth at once. Referencing Ecclesiastes 18:1, Hugh argues that what appear to be novel things are simply the actualizations of preexisting likeness concealed within the initially created work.[footnoteRef:62] [62:  Qui vivit in aeternum creavit omnia simul‒He who lives in eternity created all things simultaneously. See Sirach 18:1, hereafter Sir.] 

To demonstrate how matter and form came into being simultaneously, Hugh explains how new souls came to be formed. Much as Calcidius does in his commentary on the Timaeus, Hugh stresses the difference between the initial creation of the cosmos and its subsequent manifestation over time:

Quia eodem momento simul et visibilium materia essentialiter creata est et invisibilium natura; nihilque postea factum cujus in ipso primordio aut materia ut in corporibus aut similitudo ut in spiritibus non praecesserit. Nam etsi novae adhuc quotidie creantur animae, nova tamen creatura non fit; quia in angelicis spiritibus jam tunc quando creabantur ejus similitudo praecessit.

Because at the same moment both the matter of visible things and the nature of invisible things were concealed simultaneously in essence; and nothing was made afterwards of which either the matter as in bodies or the likeness [(similtudo]) as in spirits did not precede in this first beginning [(primordio]). For even if new souls are still created daily, yet no new creature is made, because its likeness preceded [(similtudo praecessit]) already in the angelic spirits at the time when they were created.⁠[footnoteRef:63] [63:  ⁠Hugh of Saint-Victor, De Sacramentis, bk. 1, pt. 1, V, PL 176, cols. 189D-190A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh carefully differentiates between when souls are created and when they are ultimately made. The image, likeness, or form of all souls was created in the beginning but only actualized in matter, as a soul or as a creature, later. What is perceived as the creation of something new is simply the actualization of the potential already inherent in the created work, whether material or immaterial.

[bookmark: _Toc151310148]Can Matter Be Formless?
Hugh’s comment that the likeness (simultudo) of a thing precedes (praecesserit), what will eventually come to be fully formed in the matter within which it already exists, is reinforced and clarified when he asks if matter or form came first.

Sed non parva quaestio est utrum ea quae facta sunt, simul in materia et forma adesse prodierint, an prius per materiam quidem essentialiter condita sint, postmodum formata.

But it is no important question whether those things that were made came into being simultaneously in matter and form, or were first concealed [(condita sint]),⁠ and afterwards given form.[footnoteRef:64] [64:  Hugh of Saint Victor, De Sacramentis, II, PL 176, col. 187C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


In short, Hugh argues that it is absurd to believe that matter can exist without form. The initial state of matter was in a confused and disordered state. Matter in this form was broken and ugly. Only through the arrangement of matter in time would the initial state matter achieve its proper form.

I certainly do not think that the first matter of all things was unformed in such a way that it had no form at all because I am inclined to believe that no such thing can exist at all which has some being and not some form. Yet I am inclined to believe that matter can thus, be called unformed without absurdity, because subsisting in a kind of confusion and mingled state it did not yet begin to have that beautiful and fitting disposition and form in which it is now observed. Therefore, before form, matter was in a broken state, yet in form—in a form of confusion, before a form of disposition. In the first form, that of confusion, all corporeal things were first created as matter simultaneously and once; in the second form, that of disposition, they were afterwards arranged through the intervals of the six days.[footnoteRef:65] [65:  Hugh of Saint Victor, De Sacramentis, IV, PL 176, cols. 189C-190B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh acknowledges that in this broken state, it would not be absurd to describe matter as formless, but matter, contrary to Aristotle, cannot exist without form. Hugh’s interpretation of the initial state of the material realm follows the redefinition of prime matter initiated by Calcidius, for whom the privation of form in prime matter is no longer a lack but a hiddenness. The turbulent mixture of forms within matter causes the true form of matter, what it is to become over time, to be obscured. Hugh’s theorization of prime matter, as broken matter to be fixed, reflects the twelfth-century elemental theory of secular proto-scientific texts, such as William of Conches’ Dragmaticon or Marius’ De elementis, in which the elements with which humans interact in the material realm are composed of varying mixtures of the true elements. In his treatise, Marius implies that the role of alchemy is to discover the proper or intended re-mixture of the elements as the path to creating the philosopher’s stone. Hugh’s transformation of prime matter from the substrate that lacks form to the volatile mixture of matter and form to be properly disposed hints at a material teleology that parallels or builds upon the vernacular knowledge that informs Marius’ chemistry: The initial creation of matter has been planned with everything in place that is needed to transform it into something better without violating the principle that God could have made it perfect from the beginning.

[bookmark: _Toc151310149]How Does Matter Become Better?
In the De Sacramentis, Hugh observes that the initial creation of the light (lux) of the world in Genesis was “cheap” in comparison to the light of the sun, which followed from or was derived from it.[footnoteRef:66] Much as Hugh questioned why God might create the universe in an imperfect state and then form it as desired, the suggestion that the first sacrament, the creation of lux, was somehow less than perfect seemingly contradicted divine omnipotence.[footnoteRef:67] Why would God create the world in such a state? Why would he require that the world, as created, must become something other than what it was from the beginning, and where was the originating light today?[footnoteRef:68] As suggested in the introduction to the De Sacramentis and elaborated upon across his Didascalicon, what readers know about the material world offers insight into the understanding of scriptural reference. In particular, Hugh establishes the teleological state of the material world with his questions about prime matter, which underlies his understanding of the sacraments and sacramental change. Regarding the change of the first light of the world into the sun, Hugh explicitly states why the miraculous change of water in wine explains the divine rationale for designing an ill-formed material world. Implicit in his explanation, however, is the matter theory that explains how the perfection of the material world is occurring. [66:  Hugh of Saint Victor, De Sacramentis, XV, PL 176, cols. 198D-199B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [67:  Genesis 1:3, herafter Gen.]  [68:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, VIII, PL 176, col. 193C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Sed quis scit utrum ipsa eadem lux postea in solis substantiam translata sit,⁠ et ampliata claritate formam meliorem acceperit, quemadmodum in nuptiis Jesus de aquis vinum fecit, ut reformationis statum in melius et restaurationis sacramentum demonstraret? Nam erat lux antequam sol factus est; hoc erat aqua priusquam in vinum mutata est, ut non aliud fieret quod potius [Col.0199B] exhibitum est; sed de eo ipso quod ante vilius habebatur.⁠

But who knows whether the same light (lux) was not afterwards transformed [(translata)] into the substance of the sun, and with increased clarity will have submitted [(acceperit) to a better form, just as Jesus at the marriage feast made wine out of water, that He might show the reformed [(reformationis]) state for the better and the sacrament of restoration (restaurationis])? For there was light before the sun was made; and for this reason there was water before it was changed into wine, not that something else might be made which was displayed as preferable, but that it might be made from the same thing which was before considered cheaper.⁠[footnoteRef:69] [69:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XV, PL 176, cols. 198D-199B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh’s interpretation that the first light of creation is followed by the creation of the light of the sun appears on the surface to be fairly standard relative to the vernacular understanding of procession in emanationist theories of the cosmos, such as Calcidius’ and Silvester’s.[footnoteRef:70] Hugh speculates that the first light can no longer be observed and that it might be hidden by the sun’s light. His conclusion appears to be quite different. Perhaps the original light created by God was made into the sun’s substance. The two possibilities are not exclusive. Given his presentation of the initial creation occurring in a confused or mixed state, forming a second time (reformationis) of that creation enabled it to be presented differently and restored (restaurationis) to the form for which it was intended. From a material perspective, Hugh argues that the original light’s apparent cheapness hid its future true appearance, as the sun. [70:  Hugh is also playing off of the metaphorical relationship between the first expression of the light of God and its reformation into the sun as a symbol of Christ in this passage.] 

Hugh explicitly compares the mode of change from lux into the sun’s light to the change that Christ enacts in changing water into wine, employing language that is a precursor to the language (transferro transferre) that will explain sacramental change more generally. This allows him to be guardedly neutral toward the quality of the matter of light before and after its transformation. Hugh carefully notes that neither the wine nor the water of the Miracle at Cana is better. The transition between the two states demonstrates how the same informed material condition can be expressed in two different ways to show rhetorically how to improve that material condition. Echoing his discussion of matter first existing in a murky state and only later being reformed properly, Hugh describes the translation of lux into the light of the sun as a clarification derived from the obedience or submission to the better form previously obscured.
Taking the transformations of the first light into the sun and water into wine as the concrete examples of Hugh’s matter theory assists in elucidating his program of study that enables the reader to properly use knowledge of the physical world to support exegesis. However, it also exposes the careful fabrication of a theory of matter that supports it. Ultimately, this education aims not to understand the material world but to understand how the material world provides a mode of improvement for itself that will support the divine cosmological plan. Suger’s material way captures the essence of that mode of improvement as a tropological justification for restoring his abbey. Hiding the divine plan in matter enables the proper form to be discovered and exposed from within the material world. Making the world beautiful, actualizing the proper form of things, reveals the divine plan in the world and gifts it back to God.

[bookmark: _Toc151310150]MAKING CREATION BEAUTIFUL
Hugh’s interpretation of the two creation stories in Genesis parallels his matter theory to structure a divine cosmological plan that requires the participation of humans in making the material world beautiful. Much as he argues in his explanation that the Miracle at Cana demonstrates that goodness can derive from “cheapness,” the relationship between the two creations reveals how the creation and reformation of the material world and the humans within it is an exemplar for humanity. However, unlike the change in matter, which only offers the appearance of becoming better, human participation in the re-crafting of the terrestrial realm increases and returns an excess of goodness to unity with divinity.
In this section, I start with a comparison of Genesis 1-2:4, 2:5-18, and the creation mythology of the Timaeus to show how the Pauline cycles of formation and reformation are framed in the De Sacramentis. I then examine how Hugh’s reframing of the relationship between the initial creation of the cosmos, its first reforming, and the current work of its material transformation are encapsulated in the works of foundation (conditionis) and restoration (restaurationis). Finally, I show how the two works enable a tropology and soteriology for humanity.

[bookmark: _Toc151310151]The Two Creations in Genesis
Reconciling the two creation stories in Genesis with the account of cosmological origins in the Timaeus provides Hugh with the structure he needs to create an example of human behavior from God’s act of originating and forming the material world. Hugh’s interpretation broadly follows the Pauline framework from Ephesians, in which the cosmos must be created and remade to conform to its original divine intention.[footnoteRef:71] [71:  See “Making Cosmology Soteriological” above, and more generally, van Kooten’s Cosmic Christology.] 

Genesis begins with the initial creation of Heaven and Earth from nothing as an empty, dark void and is quickly followed by the command to bring forth light by dividing it from darkness. The remainder of creation is framed as the division of elements from elements and, eventually, the flora and fauna that inhabit the earth. The process is described as occurring over six days, with the creation of humans as reflections of divinity on the fifth day. In their role as reflections, they are also charged to take on responsibility for the earth.[footnoteRef:72] [72:  Gen. 1:1-2:3.] 

In Genesis 2:4, the creation myth is presented a second time. However, the second version of cosmological origins begins with creating plants and transitions to creating man from mud or dirt. The story then describes the paradise within which the first humans, Adam and Eve, will live. Adam is given the responsibility of naming all of the objects of creation. Within this context, similar to the dominion over all things, the well-known prohibition of eating the fruit of the one tree of creation is made, establishing what will be the fall from grace of humanity and Adam and Eve’s expulsion from paradise.[footnoteRef:73] [73:  Gen. 2:4-2:25.] 

The creation of the cosmos ex nihilo in the first story of Genesis conflicts with the origin account of the Timaeus, thereby presenting a conundrum to theologians and natural philosophers, such as Hugh and Silvester. To explain the potential heresy in the Timaeus, Hugh differentiates between the work of the creator and the artisan in the initial account of creation in Genesis:

‘In principio creavit Deus coelum et terram’ (Gen. I). Quod creatum est de nihilo factum est. Nam quod de aliquo factum est, factum quidem est sed creatum non est; quia de nihilo factum non est. Fecit ergo Deus coelum et terram; nec solum fecit sed creavit, hoc est de nihilo fecit. Philosophi gentilium tria quaedam rerum principia sine principio posuerunt: opificem, materiam et formam; profitentes ea quae facta sunt omnia ex materia quidem in formam per opificem esse producta. Sed isti factorem solum non creatorem Deum professi sunt. Fides autem vera unum solummodum primum principium confitetur quod semper erat; et per ipsum solum factum est ut esset quod aliquando non erat. Cujus ineffabilis omnipotentiae virtus, sicut non potuit aliud praeter se habere coaeternum, quo in faciendo juvaretur; ita ipsi cum voluit suberat, ut quod voluit et quando et quantum voluit de nihilo crearetur. Omnia ergo quae facta sunt, Deus non solum ex materia fecit, sed materiam omnium ipse de nihilo creavit.

‘In the beginning God created heaven [(coelum]) and earth.’ (Gen. 1, 1) What is created [(creatum]) is made (factum]) from nothing. For what is made from something, is indeed made, but is not created, because it is not made from nothing. Therefore, God made heaven and earth; and he not only created them; that is, He made them from nothing. The philosophers of the pagans [(philosophi gentilium]) assumed, so to speak, a certain three principles [(principia]) of things without beginning (principio): an artisan [(opificem]), material [(materiam]), and form [(formam]), maintaining that those things which were made [(esse producta]) were all fashioned from matter into form by an artisan. But they maintained that God was a maker only, not a creator. The true faith, however, declares that there is one first principle only which always was, and that by this alone was that which once did not exist was made to exist. And the virtue of its ineffable omnipotence, just as it could not have anything else coeternal with it, to assist it in making, thus reposed in itself while it wished, so that what it wished, and when, and as much as it wished, might be created out of nothing. Therefore, God not only made all things that were made from matter, but He himself created the matter of all things from nothing.⁠[footnoteRef:74] [74:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, I, PL 176, col.187B; “On the Sacraments of the Christian Faith,” Trans. Roy J. Deferrari.] 


In discussing the relationship between matter and form, Hugh notes that any belief that God created the universe from nothing contradicts divine omnipotence and, therefore, cannot be true. The oversight in the Timaeus, the likely reference to pagan philosophers, is to have only described the second act of creation, the submission of matter to form. He distinguishes these two acts, creation and making, occurring in Genesis, as having different relations to time. The initial act brings the material and immaterial world into being without temporal duration. However, the submission of the initial act to form occurs within what appears to be the passage of six days. Across that suggested time frame, prime matter, in essence, is “disposed, ordered, and given form.”[footnoteRef:75] [75:  “Sex diebus disposuit et ordinavit atque in formam redegit Deus cuncta quae fecerat.” PL 176, col.0193A. See Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, VII; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

However, Hugh carefully creates a second distinction with the made, the second act of creation. In explaining the disposition of angels, he notes that their material creation and reduction to form occurred simultaneously.[footnoteRef:76] The broader implication is that the temporal frame of the six days is not to be taken literally. The two acts of creation occurred simultaneously, but the second act is understood through something like a temporal duration. In effect, there are two acts of creation—the creation of the matter of the cosmos from nothing and the ordering of that matter. Both acts occur simultaneously and outside the differentiation of time, but the latter suggests a temporal progression that Hugh employs as a model for human behavior in time. [76:  “Both natures, therefore, namely, the corporeal through matter and the incorporeal through essence, came into being simultaneously because both in the former whence they were made and in the latter which they were made, they began at one and the same moment of time to be in time equally and with time.” Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, VI, PL 176, col. 192C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari..] 


[bookmark: _Toc151310152]The Foundation and the Restoration of the Cosmos
Hugh creates a soteriological relationship between the two acts of creation by establishing the need for the deficiencies of the first act to be overcome in the process of bringing the divine cosmological plan to fruition. In the prologue to his De Sacramentis, Hugh subtly shifts the relationships between the act of creation from nothing and the subsequent reforming of the material world in Genesis 1 and 2 to highlight the necessity of repairing defects introduced by the fall of Adam and Eve in Genesis 3. Hugh associates the ex nihilo creation with the foundational condition (conditionis) of all things and the formative act of remaking that creation with the restoration (restaurationis) of the foundation to its intended form. In doing so, Hugh structures a cycle of making and remaking in a way that takes the incarnation of Christ in Paul’s Letter to the Ephesians as the literal material expression and salvation of the terrestrial realm.[footnoteRef:77] Hugh’s Pauline approach to the relationship between the two acts of creation implies an underlying assumption that the imperfect initial state of the cosmos is an intentional part of the divine plan, which enables the remaking of the terrestrial realm to act as a guide for human behavior. [77:  Hugh explicitly clarifies that knowledge of the initial act of creation of the cosmos can be found and understood through secular writings, implicitly acknowledging the support of his soteriological interpretation of Genesis on “pagan philosophy” directly or indirectly through the growing exploration of prototypes-science, such as that of William of Conches or the School of Chartres. See Hugh of Saint Victor, De Sacramentis,  Prologue, II, PL176, cols. 183A-184A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

Hugh prefaces the exposition of his sacramental theology by noting that the subject matter of scripture is the work that restores (restaurationis), thereby aligning that work with the second act of creation in Genesis. He then distinguishes the work of restoration from the work of foundation (conditionis) by differentiating between the goals of the two works. The foundation concerns the coming into being from nothing of things, and the restoration betters those things that have been left to waste, destroyed, or ruined.[footnoteRef:78] Hugh warns that the works of restoration reveal how the foundation of the world is to be saved and that to understand how redemption is to occur, one must study the beginning of things.[footnoteRef:79] [78:  Hugh of Saint Victor, De Sacramentis, Prologue, II, PL 176, cols. 183A-184A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [79:  Hugh of Saint Victor, bk. 1, pt. 1, ch. XXIX, PL 176, col. 204C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

In clarifying what the first foundation encompasses, Hugh notes that it is “the creation (creatio) of the world (mundi) by means of its elements (elementis),” providing a reference that evokes the chaotic and ill-formed mixture described in Genesis and Calcidius’ Timaeus.[footnoteRef:80] However, he inserts an intermediate forming of the first creation between the two acts of creation and Genesis. Following the creation of everything simultaneously, Hugh states that the cosmos was arranged over the six days of the hexameron. [80:  Hugh of Saint Victor, De Sacramentis, bk. I, Prologue, ch. II, PL 176, cols. 183A-184A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


It did not yet begin [(coeperit]) to have that beautiful and fitting [(pulchram aptamque]) disposition [(dispositionem]) and form in which it is now seen … in the second form, that of disposition, they were afterwards arranged through the intervals of the six days.⁠[footnoteRef:81] [81:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. IV, PL 176, Col. 189C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh’s explanation that the first act of creation had two states—the first in a form of confusion and then in a somewhat better form—forms part of his answer to whether matter can exist without form. The effect is to subdivide the initial act of creation into the creation of the material of the cosmos with a form and then follow with a first reforming of that material to make it beautiful.
Hugh further differentiates the first and second creations as creating, making, and remaking by providing them with a Christological metaphor, reliant upon the deity in his divine and human forms.

And to define these briefly, we say the works of restoration are the Incarnation of the Word, and those things in which the Word with all His sacraments performed in the flesh and through the flesh, whether those sacraments which preceded from the beginning of the world to figure the Incarnation itself, or those which follow after, even to the end of the world, to announce and declare it.[footnoteRef:82] [82:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXVIII, PL 176, cols. 203D-204C; “On the Sacraments of the Christian Faith,” Trans. Roy J. Deferrari.] 


In structuring the acts in this way, Hugh argues that the incarnation occurs simultaneously with the creation of the cosmos but is “performed” through the material expression of the sacraments, foremost of which is the incarnation of divinity in human form. Hugh stresses the incarnation, in this sense, figures and prefigures itself within the restoration. Christ’s body, thereby, takes on a role similar to that found in Pauline cosmology, within which it is both the body of the universe in its totality while also demonstratively figuring out the salvation of the cosmos through the incarnation as a human being.[footnoteRef:83] [83:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXVIII, PL 176, cols. 203D-204C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


[bookmark: _Toc151310153]Making Beautiful to Be Made Beautiful
The impact of a cosmos that is created and is formed into an initial state instantaneously, only then to be remade into its final state over time, becomes clearer when Hugh differentiates the creation of angels from the manner in which humans are born as children and grow into adults over time. The foundation of all things exists as a guide to how the cosmos is designed to perfect itself throughout the time of restoration. The combination of the foundation and the restoration acts as a divine plan within which the seeming imperfections of the cosmos enable human participation in that divine plan so that the goodness of creation is seeded to return to God.
As founded creatures, angels come into being whole and complete with no passage in time, but children are born in a state through which merit and judgment must be learned to make them receptive to divine grace.

For what they took, they received entire. There could not be anything in them from them, since all that is from them is posterior to them … So from the Maker, when they first were, they were all that they were, and they had received all that they were, and they had nothing from themselves who had both received from nothing that which they were, and from the Creator that they were.[footnoteRef:84] [84:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 5, XXII, PL 176, col. 256A-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


In essence and material, angels are as intended by God from their beginning. However, children are not. Trying to comprehend how original sin is inherited. However, the original disposition or discernment of justice is learned; Hugh argues that children are born in one way and then develop and change from what they are into something else.

[W]e perceive even now that human birth is ordered would be born small, and then over intervals of time would receive increase both in sense of mind and in corporeal stature. For thus in every kind of things we perceive that first foundation had one law, and subsequent propagation another. For all first things were made perfect, but all others that arise from them and follow after them can not arrive at perfection except by increasing over intervals of time. This we perceive in all trees and plants and shoots, this in all beasts and living things, since they all begin from what is small, and then gradually by increase in order to arrive at perfection.[footnoteRef:85] [85:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 6, XXVI, PL 176, cols. 278D-280C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


All the matter of the first creation was made to be perfect from the beginning, from the foundation of all things and something that happened instantaneously. However, as Hugh hints, humans can only comprehend the coming to perfection through something like the passing of time. That apparent time allows humans to recognize their future potential through parallel development toward completing the terrestrial realm, such as the growth of flora and fauna.
Hugh later makes explicit the role of the foundation as a pattern, which allows the human being to recognize how the foundational act of creation, through the manner in which matter and form come together and in parallel to the joining of the soul to the inferior matter of the body, embodied the potential for the glorification of that inferior body and its participation in divine unity. The logic precisely follows the logic of the Miracle at Cana in Hugh’s suggestion that the sun is, in effect, the reformation of the matter of originating light into a preferable condition.

Therefore, God confirmed His power and showed His grace, first by fashioning man, and this grace He was to show afterwards by glorifying man, that man might know that if God could join such different natures as body and soul in one union and friendship, by no means would it be impossible for Him to elevate the lowness of the rational creature, although inferior, to participation in His own glory … with this same body glorified it should be elevated to association with those who had persisted in their purity, so that what on being founded it had received less from the dispensation of its Creator, it might afterwards through the grace of the same receive to be glorified.[footnoteRef:86] [86:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 6, I, PL 176, cols. 263A-264C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Note that Hugh here reveals the ability of the material world to receive the same level of grace that an angel might, but now, even when corrupted. Couched in the relationship between the soul and body of a human is the same relationship between matter and form. Much as Suger adds a material way to Ephesians, Hugh offers his material pathway for human participation in the divine.

For even the rational creature itself was first made unformed in a certain mode of its own, afterwards to be formed through conversion to its Creator; and therefore matter unformed but afterwards formed was shown to it, that it might discern how great was the difference [(distantia]) between being and beautiful [(pulchrum]) being. And by this it was warned not to be content with having received being from the Creator through creation [(conditionem]), until it should obtain both beautiful being and happy [(beatum]) being, which it was destined to receive from the Creator through the conversion of love [(amoris conversionem]).⁠[footnoteRef:87] [87:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, III, cols. 188B-189C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh explicitly makes connections between body and soul, form and matter, and creation and making as the exemplars for how the human being can achieve mystical union. The human sees and follows the reforming of the universe as the model, which will prepare her to become happy and beautiful, as is her destiny. Hugh’s formulation matches the desire of the demiurge in the Timaeus, where God desires the created world to be made similar to him in so far as all things can be made happy.[footnoteRef:88] The reformation of the human is the result of the continued work of the restoration, both to recover from the fall and to participate in that work with God. Implicitly in Hugh’s statement, the model, which shows how to discern God’s plan, requires the world’s architecture to be re-crafted by humanity in their effort to achieve a beautiful being for both. [88:  Calcidius, “Timaeus,” 44-45 (29e-30a).] 


[bookmark: _Toc151310154]REBUILDING THE COSMOLOGICAL WALL
Suger’s material way expands upon the teleology of the underlying metaphor in twelfth-century cosmology, which, like the Pauline Christological metaphor of Ephesians 2:14-21, begins with the comparison of the divine plan to the building of the wall. Walking through Paris and its outskirts, Suger would have witnessed the city’s ongoing transformation, much as Hugh observed the raising of new walls of his abbey.[footnoteRef:89] Although Hugh appears to have hewn more closely to an allegorical interpretation of the new buildings being built around him, his use of walls to structure the educational program for his cannons is predicated on his material way of reflecting upon cosmological creation. At the very least, Hugh’s invocation of making beautiful as a path toward divine unification suggests a material mode of mystical practice. If Suger took Paul’s spiritual metaphor too literally, he did so within an understanding of the material world that depended upon the literal reading. In this section, I review the wall construction metaphor founding Hugh’s De Sacramentis to demonstrate his detailed application of the Pauline wall metaphor. Subsequently, I examine how the crafting of a wall explains humanity’s role in the procession and return of creation by aligning the cosmological metaphor with the progression from material to final cause. Concerning Suger’s material way, one crafts the glob by building the wall that ultimately limits creation to what it is intended to be. [89:  Boyd Taylor Coolman opens his book on Hugh of Saint Victor’s theology and the architectural metaphors that he employs with a reflection on the potential influence of the construction of Paris on the abbot. See the introduction to his The Theology of Hugh of St. Victor: An Interpretation (New York: Cambridge University Press, 2010).] 


[bookmark: _Toc151310155]Highlighting the Wall
Hugh uses a building metaphor to explain the difference between the levels of exegesis across several of his works, including the Didascalicon, the arca Noe morali, the arca Noe mystica, and his De Sacramentis. For Hugh, the construction and finishing of the wall of knowledge prepare the dwelling place for divine love in the heart. Though he explicitly describes his metaphor as spiritual, it illuminates the mode or manner in which the reader is intended to live. History lays the foundation of knowledge upon which the reader learns to interpret divine scripture allegorically, leading to an understanding of tropology.
Hugh likely borrowed his wall metaphor for exegetical hierarchy from Gregory the Great, who also described the three levels of interpretation, historical or literal, allegorical, and tropological, as the laying of the foundation, the building of the walls, and painting of the house.[footnoteRef:90] In the Didascalicon, the text in which Hugh outlines an education in the liberal arts, he notes that knowledge cannot be firm in the same way a building without a foundation will not stand. He provides his advice as the reader prepares to learn: [90:  Franklin T. Harkins, Interpretation of Scripture: Theory: A Selection of Works of Hugh, Andrew, Richard and Godfrey of St Victor, and of Robert of Melon (Turnhout, Belgium: Brepols, 2012), 36.] 


As you are about to build, therefore, lay first the foundation of history; next by pursuing the ‘typical’ meaning, build up a structure in your mind to be a fortress of faith. Last of all, however, through the loveliness of morality, paint the structure as with the most beautiful of colors.[footnoteRef:91] [91:  Hugh of Saint Victor, Didascalicon, Bk. 6, Ch. 3, 138. PL 176, cols. 799B-802B; Didascalicon, trans. by Taylor. Also see Ch. 2, 135, PL 176, col. 799B; Didascalicon, trans. by Taylor.] 


Later in the book, he elaborates further that one must pay careful attention, as the construction of the wall is to be imitated, to the rough form of the foundation, which sets up the conditions through which a uniform and solid superstructure can be supported above.[footnoteRef:92] [92:  Hugh of Saint Victor, Didascalicon, Bk. 6, Ch. 4, 140, PL 176, cols. 802B-805B; Didascalicon, trans. by Taylor.] 

Hugh describes the fabrication of the wall in terms that suggest careful observation of the work of construction and would be recognizable to contemporary artisans. The mason first selects stones that can be shaped to fit into the foundation below grade. He files and shapes the stones to fit roughly and puts them in place. The mason then places a leveling string and a plumb line to ensure that the wall built upon the foundations is straight and true. Next, he takes stones that have been “diligently polished” and stacks them in rows. If he finds a stone that is too ill-formed, Hugh warns that the mason discards it rather than breaking his file, trying to force it to fit somewhere it does not belong.[footnoteRef:93] [93:  Hugh of Saint Victor, Didascalicon, bk. 6, ch. 4, 140, PL 176, cols. 802B-805B; Didascalicon, trans. by Taylor.] 

Each course builds upon the next. The rough, somewhat ill-formed substructure represents the edifying of the reader in history. It is embedded in and of the earth. Above it, the superstructure of the wall rises, enabling, course by course, the reader to glean an understanding of the mysteries contained within divine scripture, which an allegorical interpretation reveals. However, in the Didascalicon, the wall is not finished.

Already, the foundations of history have been laid in you: it remains now that you found the bases of the superstructure. You stretch out your cord, you line it up precisely, you place the square stones into the course, and, moving around the course [(circumgyrans]), you lay the track, so to say, of the future walls. The taut cord shows the path of the true faith.[footnoteRef:94] [94:  Hugh of Saint Victor, Didascalicon, bk. 6, ch. 4, 140, PL 176, col. 803C; Didascalicon, trans. by Taylor.] 


The incomplete wall anticipates the future education of the reader as they progress through Hugh’s curriculum, which starts with the Didascalicon, develops with the De Sacramentis, continues with the arca Noe morali, and aims to end with the arca Noe mystica. First, the reader learns history or knowledge of the material world. Second, the reader studies allegory, and finally, the reader studies tropology, which might lead to an approach to mystical experience. Most directly, the future walls imply the transition from the study of history to the study of allegory, which will be undertaken through reading the De Sacramentis.
However, the technique of laying lines also makes its suggestion: The ranging line offers a tropological clue through the path the activity of construction offers. Hugh’s careful parsing of each step in the process of building the wall maps to a hierarchy of cosmological causation from an initial reforming of the underlying material to the construction of the wall and finally to the circumambulation of the building, much as Suger may have conceptualized the restoration and dedication of the abbey church at Saint-Denis.

[bookmark: _Toc151310156]Crafting the Glob
In the De Sacramentis, Hugh represents the first condition of the cosmos as a mingled confusion in which rests an earthly element, as if lost in a cloud-like soup, from which the material universe will be crafted. Following Genesis, he comments that the world before it was restored to a proper form is uncomposed, in darkness and fog.[footnoteRef:95]⁠ The cloud comprises the remaining elements—fire, air and water. The earth element, being heavier, has settled into the middle of this mess. Between these two things, the cloud and the mass at its center is the matter of which all things will be made. [95:  See Hugh’s translation of Gen. 1:1 and 2 in his De Sacramentis, bk. 1, pt. 1, VI, PL 176, cols. 185C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

Hugh’s description of the initial state of the material universe matched Calcidius’ narration of the cosmos, in which the translator of the Timaeus described it as a mass of material that would be polished smooth and turned until it obtained a round form on all sides.[footnoteRef:96] Calcidius identifies the mass as a glob. By doing so, he makes the condition of the early universe more ambiguous than in the Timaeus, where Plato refers to it as a sphere or spherical. Calcidius’ rejection of a more literal transliteration of the original highlights the inherent necessity of the matter to be reformed to align with its intended outcome.[footnoteRef:97] In Silvester’s Cosmographia, the origin and form of the cosmos are similar. He writes that it is without rest and never settles into stability because the constant generation of forms disrupts its process of obtaining its proper being.⁠[footnoteRef:98] [96:  Calcidius, “Timaeus,” 53 (33b).]  [97:  Silvestris, Cosmographia in Poetic Works, bk. I, 1, l. 57-61.]  [98:  Calcidius introduces globus for what would have been a sphere at 30c-31a and 33b in the Timaeus. Sedley traces the origins of the change to Cicero. Bernardus Silvestris will follow Calcidius. See Silvestris, Cosmographia in Poetic Works, bk. 1, 1. Minkova traces the term’s usage, perceiving it as neutral, gaining a positive or negative value depending on what adjectives Silvester uses to modify the term. See Milena Minkova, “Bernardus Silvestris’s ‘Cosmographia’ and Its Optimism (with an Appendix of Comments and Suggestions on the Text of the ‘Cosmographia’),” The Journal of Medieval Latin 13 (2003): 131, 134, and 135.] 

In explaining how the early nebulous universe came to take on the form it has today, Hugh employs a clay metaphor for the coming into being of the earth from the initial soup of creation.

Nam aquarum natura in principio tenuis admodum levisque, et in modum nebulae cujusdam dispersa; postquam divina virtute et jussione in unam, ut ita dixerim, massam compingi quodammodo atque densari coepit, ipso suo pondere deorsum vergens in ima collapsa a terra excepta est, spatiumque illud quod desuper usque ad ipsum firmamentum occupaverat, serenum purumque dereliquit. Ipsa quoque terrae superficies (aquis omnibus inter alveos suos conclusis) apparere coepit. Primo quidem lutulenta et lubrica nudaque, velut quae germina necdum ulla protulisset, quibus vestiri et superduci potuisset.⁠

For the nature of the waters in the beginning was very thin [(tenuis]) and light [(levis]), and dispersed like a cloud [(modum nebulae]). After it began, by the divine power and command, in some way, to be pressed together [(compingi]) into one mass [(massam]), as I might thus describe it, and to coagulate [(densari]), turning downward by its very weight and falling to the lowest level, it was received by the earth, and that space, which it had occupied above up to the firmament itself, it left clear and pure. The very surface of the earth also began to appear, when all the waters had been confined within their channels; at first, indeed, muddy [(lutulenta]) and slimy [(lubrica]) and bare (nuda), like land that had not yet brought forth any plants with which it could be clothed [(vestiri]) and returned home [(superduci]).[footnoteRef:99]⁠ [99:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXI, PL 172, cols. 201C-202B; “On the Sacraments of the Christian Faith,” Trans. Roy J. Deferrari.] 


The earth appeared from the waters like dry clay is hydrated and condenses at the bottom of a container. Hugh continues the metaphor, relating the further forming of the clay-like substance to the promotion of charity.

Now in a certain way we see why those waters which are above heaven were not to be collected [(colligi]) and compressed [(coarctari]) into one place, since charity ought always to be spread out and extended [(amplificanda et dilatanda]); and the more widely it is expanded (panditur]), the more highly is it elevated. But the waters that are under heaven must be gathered together [(congregandae]) and congealed [(constringendae—compressed and squeezed but also congealed]) in one place.⁠[footnoteRef:100] [100:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXIII, PL 176, col. 202A-D; “On the Sacraments of the Christian Faith,” Trans. Roy J. Deferrari.] 


In Silvester’s poetic reworking of the Timaeus, the final form of prime matter will be stamped upon it, repeating the seal and wax metaphor for the giving of form, which he shared with Calcidius and Plato. However, he employs a more technical formulation, stating that the intractability of prime matter, after having its coarseness removed, will be reclothed and circumscribed with another seal (alias ydearum signaculis circumscripta). Winthrop Wetherbee and Theodore Silverstein both note that the special seal was likely a Chartrean reference inherited from Calcidius’s understanding of how the forms the material world might obtain were accessible to the comprehension of human beings.[footnoteRef:101] However, for Silvester, the underlying ceramic metaphor of clay being slaked, formed into a lump, and subsequently reformed into its final state also implies Revelations 2:17, where those who fight faithfully are to receive a white stone with a new name inscribed upon it. [101:  For a discussion of the sense of special seal, ignacula see Silverstein, “The Fabulous Cosmology,” 92-116. Weatherbee notes the significance in relation to the concept of secondary form or image in Chartrean cosmology. See Wetherbee, Cosmographia, 147, note 35.] 


[bookmark: _Toc151310157]Building the Wall
The extended metaphor underlying the cosmology of theologians and natural philosophers, such as Hugh, Silvester, and Calcidius, is the potential of the first mass of cosmological material to become a wall. For Calcidius, the early universe is a glob, a form that is judged by its not yet being a sphere but being capable of becoming a sphere if shaped and polished. Hugh, Silvester, and Calcidius also employ the Latin term moles/molis, at various points to name the same turbulent mixture of matter from which the godhead crafts the cosmos. Much as glob is ambiguous concerning being spherical, moles/molis can be interpreted in multiple ways. What is today, a chemical term in the middle of the twelfth century, simultaneously suggests a mass of material and a crowd or throng of people, meanings which overlap with globus/globi. However, moles/molis additionally signify a pile of rocks, a boulder and a defense wall or bulwark. Within the explanations of the initial creation and subsequent forming of creation, the term contained the ability to name not just the current state of the cosmos but also what it could potentially become. The first creation condensed from a soup into a boulder or a pile of rocks that might transform into a wall, signaling a transition from the material to the formal cause of the created world.
Silvester’s account of the inherent nature of prime matter most directly evokes the double meaning of moles/molis in his Cosmographia, where he writes that prime matter first emanated as a boulder that acted against itself by tearing itself apart.

Quando fluit refluitque sibi contraria moles,
fortuitis elementa modis incerta feruntur,
distrahiturque globus raptatibus inconsultis?

When the large boulder is emanated and returned against itself,
When inconstant elements are borne in a hapless manner,
When the glob is wrenched apart by injudicious dragging off?[footnoteRef:102] [102:  Silvestris, Cosmographia in Poetic Works, bk. I, 1, l. 25-27.] 


The wall that the cosmos could be is the pile of stones that results from it being rendered asunder. The implied procession from mud or clay into a pile of rocks into a wall provides the means by which the reader can understand the potentiality of prime matter as it will receive form. Silvester makes the multiple readings of the term more explicit when he describes the elemental process by which prime matter is reformed to act as intended.

Illic Silva, prioris adhuc nubiculo vetustatis obducta, exinde
sub edificatore deo vultus novicios induebat. Illic elementorum
amicicia, mediator et conplectibus—ex se, in se concidens—et
mutuus internexus. Illic orbiculata celique volubilis magnitudo.
Illic fomes ille vivificus Endelichia, molem illam intrinsecus
atque extrinsecus circumplexa

Here was Silva, who prior had over her an ancient cloudy and wrinkled expression,
Under the act the action of God the builder, she was clothed with a new appearance.
Here the friendly elements—from out of their divided state—were drawn together
in an embracing unity and mutual interweaving. Here the encircling and twisting bulk of the heavens. Here the vivifying
form of Endelchia encircling the mass [(molem]), within and
without, by walling it off [(circumplexa]).[footnoteRef:103] [103:  Silvestris, Cosmographia in Poetic Works, bk. 1: Ch. 9, para. V, l. 3-8.] 


Effectively, the chaotic production of the elements is brought under control by bringing them together in a unified construction, the interweaving of which recalls the careful stacking of masonry in rows that build a wall. Calcidius expresses a similar perception of elemental construction when he notes that embracing all things within the cosmos is like limiting them with a surrounding hedge wall. The enclosure held everything together but also provided the means by which evil influence might be kept at bay.[footnoteRef:104] [104:  Calcidius, “Timaeus,” 47-49 (30c-31a).] 

Hugh alludes to the metaphorical understanding of prime matter and the elements in his interpretation of Genesis 1:7, where God is said to have divided the waters from below the firmament from the waters above it. Hugh explains the seemingly incongruous propagation of water from water by noting that a middle body, made out of the upper waters, formed through a remaking of the chaotic pile or ruins (congerium). Hugh clarifies that it would be futile to explain how, in elemental terms, the restoration of what he describes as a ruined condition might occur.[footnoteRef:105] However, the metaphorical transformation implicit in the text reflects William of Conches’ more secular interpretation, in which he describes the firmament as a vault made from a portion of the upper waters that had congealed.[footnoteRef:106] Hugh embeds a related elemental change in his explanation of how the earth appeared from the waters: [105:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XVII and XVIII, PL 176, col. 200A-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [106:  See William of Conches, A Dialogue on Natural Philosophy, 186, notes 1, 11, 46, and 189.] 


For the nature of the waters in the beginning was very thin [(tenuis]) and light [(levis]), and dispersed like a cloud [(modum nebulae]). After it began, by the divine power and command, in some way, to be pressed together [(compingi]) into one mass [(massam]), as I might thus describe it, and to coagulate [(densari]), turning downward by its very weight and falling to the lowest level, it was received by the earth, and that space, which it had occupied above up to the firmament itself, it left clear and pure.[footnoteRef:107] [107:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXI, PL 176, col. 201D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Hugh differentiates the formation of the earth from the formation of the heavens by noting that the waters above required a different form so that they could act as a container for the elements below, but also as a means of creating an interface between the heavens and Earth that distributed the charity propagating from divinity toward the material realm.

But the waters that are under heaven must be gathered together [(congregandae]) and constrained [(constringendae]) into one place since charity ought always to be spread out and extended; and the more widely it expanded the more highly is it elevated.[footnoteRef:108]⁠ [108:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, XXIII, PL 176, col. 202A-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Indirectly, the form of the firmament that Hugh leaves unsaid can be read in alignment with William’s assertion that the firmament be understood as water frozen into a dome vault. For William, the visibility of the Milky Way was evidence of the celestial construction formed out of the prior chaotic heap of matter, which Hugh references in his text.
William’s vault does not stray that far from Silvester’s stone turned against itself, which will eventually become a wall. In both cases, a masonry metaphor dominates. Hugh’s alignment of the particular form of the vaulted firmament to spread charity more explicitly reveals the pedagogical and teleological goals of the material transformation. The vault presupposes the wall to be built beneath it. It links the subjugation of the cosmos to its ordered state to the creation of the conditions by which humanity can repeat that artisanal activity with the material elements. Silvester commented that for humanity, the inherent turbulence purged from the superlunary realm continues to exist in the terrestrial realm. The material world’s turbidity creates psychological chaos within the human soul that must also be purged. William of Conches extended that turbulence to humanity’s material condition by suggesting that the mud from which God formed man was a mixture of the elements, referencing Genesis 2:7, a claim to which William of Thierry would object, as a reduction of the world to a mere clashing of the elements.[footnoteRef:109] However, Hugh notes the parallel between ordering the waters above the heavens into a vault and the subjugation of the body and its flesh, referencing Paul and implying the cycle of making and remaking in his cosmology.[footnoteRef:110] [109:  Mark Kauntze, “The Creation Grove in the Cosmographia of Bernardus Silvestris,” Medium Aevum 78, no. 1 (2009): 23, 27.]  [110:  Referencing Paul’s First Letter to the Corinthians 9:27, hereafter 1 Cor. Hugh of Saint Victor, de Sacramentis, bk. 1, pt. 1, XXIII, PL 176, col. 202A-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


[bookmark: _Toc151310158]Dancing Around Creation
Suger’s material way might be best understood through the activity it enables, the ritual encircling of the church at its dedication. The clay and masonry metaphor underlying the remaking of creation is the most obvious alignment between twelfth-century cosmology and the abbot’s translation of Paul’s Letter to the Ephesians into a plan of action for his abbey. However, as observed with Hugh’s epistemological metaphor, the fabrication of the wall ultimately predicts a future movement, particularly the circumambulation of the construction. The two outcomes of Hugh’s metaphor differentiate between the efficient and final cause of the wall. The former is the transformation of rubble into a bulwark. The latter is signaled by the range line that guides humanity to move in a particular way. Suger’s suggestion that the material world can reflect Paul’s spiritual interpretation of cosmology likewise underscores the rebuilding of the terrestrial realm and the potential of a reconstructed world to enable an ordered movement. The end of Suger’s cosmological metaphor is a terrestrial dance.
The intersection of Christ as the material cosmos and as the set of walls that contain that cosmos raises deeply rooted architectural metaphors that derive from the more general cosmological beliefs embedded in the Pauline texts and the architectural practices of site inauguration. Seeing the cosmos, contemplating the cosmos, founding a site for construction, and constructing the building are semantically inseparable activities, as Varro notes in his de Lingua Latina.[footnoteRef:111] Suger’s material addition to Ephesians begs for an interpretation in which the cosmos is Christ’s body, as a wall, reformed to encircle creation again. Paul makes this literal interpretation easy when he states that the work of Christ prepares the path for humanity to follow and clarifies that work is the tearing down and rebuilding of the garden wall that divides his body in two to restore the unity within him (Eph. 2:10, 2:14). The body and soul of the cosmos already “embrace” (complectitur) the material world in Calcidius’ translation of Timaeus. Calcidius further describes the embrace as a hedge wall (conseptum) or the strip of uncultivated land that marks a boundary between properties (limes/limites), which encircles creations, making it possible to be ordered.[footnoteRef:112] Hugh employs the same metaphor in explaining the firmament’s origin, though we could equally read the cosmos as a Christological embrace. Christ the wall, or firmament, embraces (ambitu) and encompasses (complecteretur) the lower levels of creation, pushing out the waters that are not to descend beyond the limits of the circle (gyrum), which is also an inaugural limit (limes/limites).[footnoteRef:113] Silvester inverts the metaphor when he relates the potential of prime matter without circumscribing limits (nec limitibus cirucmscripta) or boundaries (terminis) to a wine cup of such a great size that creation can unfold within it.[footnoteRef:114] [111:  Marcus Terentius Varro, De Lingua Latina, Roland Kent, trans. (Cambridge: Harvard University Press, 1938): VII: 8-9.]  [112:  Calcidius, “Timaeus,” 47-49 (30c-31a).]  [113:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. XVII and again at XVIII, PL 176, cols. 199B-200D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [114:  Silvestris, Cosmographia in Poetic Works, bk. 1 and 2.] 

In the context of Silvester, Calcidius, and Hugh, Pauline cosmology suggests that Christ is and contains the cosmos.[footnoteRef:115] In Colossians, Christ is the container of the secret knowledge and wisdom of God. This state of Christ is juxtaposed against being held captive to an empty and deceiving pursuit of wisdom (Col. 2:8), thereby suggesting that proper orientation toward being filled by the knowledge and wisdom of God is how one should participate in creation. In Ephesians, Paul paints a fairly confusing picture of the body of Christ as a boundless container of the cosmos. He sits at the right hand of God in Heaven, where he has been placed after his resurrection by God, but he also lays beneath the feet of God. He is the head of the church, which is his body and is the ultimate receptacle of divine power.[footnoteRef:116] [115:  van Kooten, Cosmic Christology, 11, 23.]  [116:  Paul’s Letter to the Ephesians. 1:19-23, hereafter Eph.] 

One way to unravel the complex metaphor is to think about creation as a series of nested dolls. God first creates the cosmos, Christ, within which is the potential of all things that will come into being and subjugates the cosmos beneath him. It is, perhaps, not entirely accurate, but we could imagine this as an internal division with God, resonating with Ephesians 2:14, by which the material expression is below the godhead. Second, further subdivisions within Christ form the parts of the order cosmological body with Christ as the head, replicating the structure of the initial creation. Next, humans cause chaos and confusion within creation, within Christ’s body, through attention to the material expression instead of toward divinity. The chaos and confusion, represented by the fall of humanity and the separation of Jews from Gentiles, is a further but improper subdivision of creation that splits it from God. Christ’s death and resurrection remove the obstacle by restructuring the relationship within Christ, returning to its proper place within God. The restoration allows God to move Christ, creation, to his right hand, its proper place.
The distinction between the body of Christ, chora, the place where creation occurs, and prime matter blurs in the Pauline letters and twelfth-century cosmology. The body of the created world, the space within it, and the matter out of which it is made are often presented as the same thing, as is evidenced in Silvester’s description of prime matter as a limitless wine cup.[footnoteRef:117] Chora, the term Plato uses in the Timaeus for the space and place of creation, names the container, the cup, within which creation is sorted.[footnoteRef:118] Hugh similarly implies that the restoration of creation is the filling-up (impletum) of the metaphysical cup that contains all things through the repair of the shape (reparation figuratum) of those things whose form has been ruined (perierant). Hugh clarifies that the restoration occurs in and through the flesh (carne/carnem) of incarnation. The cup, chora, is Christ’s body as much as his materiality.[footnoteRef:119] [117:  For more on the role of prepositions in Pauline cosmology, see Sterling, “Prepositional Metaphysic,” 219-238.]  [118:  For the architectural implications of chora, see Alberto Pérez-Gómez, “Chora: The Space of Architectural Representation,” in Chora: Intervals in the Philosophy of Architecture 1, eds. Alberto Pérez-Gómez and Stephen Parcell (Cambridge, MA: The MIT Press, 1985).]  [119:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. XVII and XVIII, PL 176, cols. 203D-204C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

Suppose Hugh’s Christology is metaphorical in the De Sacramentis, where he suggests the world has been created to be made beautiful to save humanity. In that case, he is so in terms shared with the mythological origins of Western architecture. When Hugh inquires whether matter can exist without form, he describes the crafting prime matter receives as an act of sifting, using exactly the same word Calcidius employs to describe the sorting of things within chora.[footnoteRef:120] The origins of chora can be traced to the sifting floor, upon which the yearly wheat harvest was separated from its chaff, and the dancing floor, upon which ritual dances were performed. Chora named both place and activity of the dance. In a more extended form, it names the performers and place in Ancient Greek theater, where the chorus provided a running commentary to the play taking place on stage. James Miller traces the centrality of the underlying dance metaphor for Platonic cosmology in his book Measures of Wisdom, where he highlights the role of dance in Pseudo-Dionysius’ understanding of how rational creatures identify with divinity.[footnoteRef:121] Similarly, Calcidius highlights the movement of the sun and planets as a dance.[footnoteRef:122] More critically, the mythological origins of Western architecture begin with the design of the dancing floor and labyrinth at Knossos by Daedalus, both of which Indra McEwen argues ritualize the bounded floor upon which wheat is threshed.[footnoteRef:123] [120:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. IV, PL 176, col. 189C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [121:  James Miller, Measures of Wisdom: The Cosmic Dance in Classical and Christian Antiquity (Toronto, University of Toronto Press, 1986), 483-484.]  [122:  See Calcidius, “Timaeus,” 67-69 (39b-c), and Miller’s discussion in Miller, Measures of Wisdom, 259.]  [123:  See Indra McEwen, Socrates Ancestor: An Essay on Architectural Beginnings (Cambridge, MA: The MIT Press, 1993).] 

The future wall in Hugh’s construction metaphor for knowledge will be the church around which the community circumambulates at its dedication. Suger’s literal reading of Paul is less shocking when placed in the context of these architectural practices. Hugh describes the ritual as second only to the primary sacrament of the Christian faith, the incarnation of Christ. In Paul’s Letter to the Ephesians, the work of the wall prepares the path to be followed by the ecclesia, hinting at the activities that make the building sacred.[footnoteRef:124] In ancient Roman and Etruscan augury practices, a circle is plowed around the area where a city or temple will be built. The plowing creates a ditch, throwing unconsecrated soil out of the created circle. The ritual walk in and around the site of a consecrated church reflects this much earlier inauguration practice in which the sacred site splits the profane and changeable world from the sacred one, and it echoes Hugh and William’s understanding of the separation of the waters above from the waters below the firmament.[footnoteRef:125] In more general architectural terms, Vitruvius discusses a parallel and critical role for the walls of a city or the walls of a theater. Walls, in both cases, prevent the influence of ill winds and miasma from entering a site and having a deleterious effect on city dwellers and theatergoers.[footnoteRef:126] From a contemporary perspective, Vitruvius might appear to be advocating for a sustainable approach to architecture intervention. However, effectively, he defines the function of walls relative to their ability to act against the evil influence and changeability inherent to the terrestrial realm. Building the wall brings order to the world and establishes the conditions necessary for a good life. Even if Hugh’s walls are metaphorical, they point toward the ethical actions in the physical world that Aristotle associates with the final cause. Rebuilding the walls of creation, or the walls of the church, enables one to enact a terrestrial reflection of the dancing stars and planets. [124:  Eph. 2:10.]  [125:  Joseph Rykwert, The Idea of a Town: The Anthropology of Urban Form in Rome, Italy and the Ancient World, (Cambridge, MA: The MIT Press, 1988).]  [126:  See book six of Vitruvius’s On Architecture. Pollio Vitruvius, Vitruvius On Architecture, trans. Frank Stephen Granger (London and Cambridge, MA: Harvard University Press, 1996).] 



[bookmark: _Toc151310159]Chapter Two: CRAFTING PRAYER

Aurum nec sumptus, operis mirare laborem.
Marvel not at the gold and the expense but at the craftsmanship of the work.[footnoteRef:127] [127:  Gasparri, De Administratione, 116 (II, 4); Panofsky, 47 (XXVII, 26).] 


Materiam superabat opus.
The workmanship surpassed the material.[footnoteRef:128] [128:  Gasparri, De Administratione, 132 (II, 12); Panofsky, 63 (XXXIII, 1).] 


Although he has often been criticized for his materialism, Suger explicitly identifies the ultimate end of the material condition of Saint-Denis as a conduit to properly engaging with the artisanship that produced it. For the abbot, the crafting of the church creates a divine residence in the believer and in the terrestrial realm. His reference to the relationship between work and material is often noted as a citation to Ovid’s Metamorphosis.[footnoteRef:129] However, the wonder expressed toward artisanship also fits well with Ephesians 2:10. Just a few lines prior to the metaphor associating the building of the church with the reforming of the ecclesia, which Suger chooses to interpret literally, the author of Ephesians structures a relationship between the making of things and the divine path that good works provide. [129:  Ovid, Metamorphosis II, 5, as noted in Panofsky, Abbot Suger, 62, note 19.] 


For we are his workmanship, created in Christ Jesus in good works, which God has prepared that we should walk in them.[footnoteRef:130] [130:  Eph. 2:10.] 


In describing history as the foundation upon which his canons will build their education, Hugh of Saint-Victor establishes a similar, metaphorical relationship between what is made and what the made provides. In the Didascalicon, Hugh elucidates the process of education as the building of a wall, which is incomplete but which, through its construction, signals the path one is to take in continuing to learn. As he notes, “The taut cord shows the path of true faith,” referencing the strings masons employ to maintain the plumb and level the stones or bricks they place into the wall.[footnoteRef:131] The goal of crafting the wall, in Hugh’s metaphor, is not the wall in and of itself but the journey that its construction reveals as it is being built. Implicitly, the metaphor aligns with the Aristotelian differentiation between formal and final cause. In Hugh’s walking around the wall, the shaping of the material world creates the possibility of human action or activity inclined toward the good. Suger inscribes his desire that the church of Saint-Denis be understood through its mode of production in three locations: on the main doors entering the church, on the altar at the front of the upper choir, and on the back panels of the altar dedicated to Saint-Denis. He invoked Saint-Denis for assistance in transferring from his earthly condition to a heavenly one. [131:  Hugh of Saint Victor, Didascalicon, bk. 6, ch. 4, 140, PL 176, cols. 805D-806C; Didascalicon, trans. by Taylor.] 


Magne Dionysi, portas aperi Paradisi,
Suggeriumque piis protege praesidiis.
Quique novam cameram per nos tibi constituisti,
In camera celi nos facias recipi,
Et pro presenti celi mensa satiari,
Significata magis significante placent.

Great Denis, open the door of Paradise.
And protect Suger through thy pious guardianship.
Mayest though who has built a new dwelling for thyself through us,
Cause us to be received in the dwelling of Heaven,
And to be sated at the heavenly table instead of at the present one.
That which is signified pleases more than that which signifies.[footnoteRef:132] [132:  Gasparri, De Administratione, 124 (II, 9); Panofsky, 55 (XXXI, 17-23).] 


The three inscriptions, much like Hugh’s “taught cord” and Ephesians 2:10, point toward a walk through the church, followed by the celebration of the mass, as the intended outcome of Suger’s architectural project. The inscriptions on the doors encourage one to “travel” to “resurrection from submersion,” seemingly metaphorically. However, the abbot and his retinue would have entered those doors, processed through the choir, and onto the altar where, through the foundational ritual of the church, they would participate in the ritual in which the material Christ would become present on earth. These acts anticipate the future participation at the table of God in the terrestrial realm. The earthly altar is the analog of the celestial table. The journey from the church’s doors to the altar prefigures the transformation that will occur upon the altar. The visitor must know what it means to make and remake those artifacts to know how each signifies the parallel artifact in Heaven. Effectively, Suger’s use of Ovid guides one to understand that walking in among and through the good works that the church contains and represents as the body of Christ evokes the letter of Ephesians in its suggestion that the creating of good works is a form of divine participation that activates humanity in the manner God intends.
In the twelfth-century theology and science, the formation and reformation of humanity reflected the creation of the cosmos. Hugh extends the artifactual parallel between the heavens and Earth to develop an understanding of how the human being, as a material object, must be reformed to participate in the divine cosmological plan. He directly states that the path craft offers the faithful leads to beatitude. Making the world beautiful subsequently makes the artisan beautiful and blessed. Silvester, adapting from the creation mythology of Calcidius’ translation of the Timaeus, split his epic poem, the Cosmographia, into two roughly equal parts as a demonstration of the relationship between the universe—megacosmos—and man—microcosmos. The megacosmos was an unformed cup or an unbuilt wall.[footnoteRef:133] Humanity, as the universe’s little reflection, was similar—a little unformed lump[footnoteRef:134] that originated in a chaotic, turbulent, and unformed state. [133:  Silvestris, Cosmographia in Poetic Works, bk. I, 1, l. 19. Also, see Chapter Two.]  [134:  Silvestris, Cosmographia in Poetic Works, bk. II, 8, l. 34.] 

From this original condition, humanity was to be crafted into a beautiful being. However, humans differed from the cosmos. In Silvester’s Cosmographia, all humans’ souls were part of God’s initial act of creation. Afterward, as humans were born, souls were to be placed into the body in the terrestrial realm.[footnoteRef:135] This is an analogous condition to the initial creation of the matter created by God with the potential to bring the divine cosmological plan to fruition. However, the matter of the cosmos differed in that it has already been crafted as an example of what is to happen with humanity. God, therefore, does not likewise complete the crafting of humanity. He offers his son as an example of the being that humanity must strive toward through their artisanal activity. To return to God, humans had to participate in making the terrestrial realm beautiful. To perfect the universe, humanity also had to craft itself to complete the process of becoming beautiful.[footnoteRef:136] In this chapter, I argue that the artisanal metaphors deployed in Hugh of Saint-Victor’s theology and Silvester’s science are part of a vernacular knowledge demonstrating an artisanal form of mystical practice for achieving blessed perfection. [135:  Silvestris, Cosmographia in Poetic Works, bk. II, 5, para. 7.]  [136:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, III, PL 176, cols. 188C-190B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

Craft as a mystical activity is not an entirely new idea. However, there is no direct or obvious presentation within a single text. Ascertaining the mystical role of the twelfth-century craft requires constructing an argument from indirect references across seemingly disparate texts associated today with theology, science, chemistry, and craft. In this chapter, I explore material primarily drawn from the writing of Hugh and Sylvester, as it assists in explicating the writings of three artisans and patrons contemporary with Suger—Peter of Celle, Peter the Painter, and Theophilus Presbyter. One key piece of evidence for the value ascribed to the mystical role of craft is Hugh of Saint-Victor’s De arca Noe mystica. This short book offers a mystical interpretation of the construction of Noah’s Ark.[footnoteRef:137] Conrad Rudolph offers such an interpretation in his introduction to his translation of the de arca Noe mystica. Grover Zinn supports a similar approach to Hugh’s text but frames a broader argument for sympathy between artisanal and meditative or mystical practices.[footnoteRef:138] Rudolph believes that de arca Noe mystica may have been a description of an actual painting or even the making of the painting.[footnoteRef:139] Rudolph suggests that the book was formed from the notae of a monk watching an exegetical demonstration of the fruits of mystical ascent through craft.[footnoteRef:140] The text implicitly offers artisanal activity as an analog for meditative practice, contradicting the common perception that the theology of the Middle Ages required ascetic practices.[footnoteRef:141] However, it is easy to read Hugh’s De arca Noe mystica’s careful description of the making of a painting metaphorically. The difference between referencing craft as a way to explain mystical practice and artisanal activity as mysticism in and of itself is neither sharp nor distinct. [137:  See Conrad Rudolph, “First, I find the Center Point”: Reading the Text of Hugh of Saint Victor’s The Mystic Ark (Philadelphia: The American Philosophical Society, 2005), vii-viii.]  [138:  See Grover A. Zinn, “Mandala Symbolism and Use in the Mysticism of Hugh of St. Victor,” History of Religions 12, no. 4 (1973): 320.]  [139:  For a slightly different contextualization see Mary Carruther’s introduction to Hugh of Saint Victor, “A Little Book about Constructing Noah’s Ark (de arca Noe mystica)” trans. Jessica Weiss in The Medieval Craft of Memory: An Anthology of Texts and Pictures. eds. Mary Carruthers and Jan M. Ziolkowski.]  [140:  Rudolph, First I Find the Center Point, 9-31.]  [141:  The idea that the reforms of the twelfth century exemplified by the Apologia of Bernard of Clairvaux propounded a rejection of the world is misguided, as Rudolph has shown. He argues more generally about the supposed rejection of decorative work in Cistercian churches, but he strongly desires to reveal continuity in which the worldly interest during the Middle Ages is the first rumblings of a scientific, abstract, and intellectual rejection of theology. This was not the case. In my mind, the paraphrase of Romans 1:20—knowing God through the things of the world—needs to be taken seriously as fundamental to twelfth—century tropology. For Rudolph’s take on the misinterpretation of the Apologia, see his Things of Greater Importance: Bernard of Clairvaux’s Apologia and the Medieval Attitude Toward Art (Philadelphia: University of Pennsylvania Press, 1990).] 

Silvester and Hugh, at the very least, used craft metaphors to explain how the universe is to be actualized. Their use of these metaphors employed a rhetorical strategy that enabled the reader to understand the potential of a material condition by imagining the relative chaos of the materials that make up a wall before they were given order through construction. At the heart of this metaphor of a wall, the same metaphor to which Suger adds his infamous “material way,” the physical church can be understood as the ultimate potential of the material out of which it would be made. Less directly, the craft of the wall also implies a lump of clay and a ceramic vessel to medieval theologians and scientists. Craft resolves the two conditions. Through the crafting of matter, the universe became what it was intended to be according to God’s plan. The two authors also refer to the crafting of the human in the same manner.[footnoteRef:142] [142:  Silvestris,Cosmographia in Poetic Works,, bk. II, ch. 8, l. 34. Hugh in De Sacramentis, bk. 1, pt. 1, XXIX, PL 176, col. 204C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

This chapter explores how artisanal practice might have been understood as prayer—meditative practice. Metaphorically, the crafting of the body prepared it to fill with the love of God. However, the physical act of conforming to the material world moved God’s work from its divine potential to the promised condition that would end the creation process. Material mysticism, in this latter sense, was participation in God’s work. In the writings of Hugh of Saint-Victor and Silvester, craft was the preparation of matter to receive God. It completed the Neoplatonic cycle of emanation and return.[footnoteRef:143] As Hugh notes, craft in this context was simultaneously the crafting of the universe and the crafting of humanity. Human beings followed God by crafting the world and crafting themselves. In this chapter, I develop a more complete picture of how a monk, such as Suger, may have perceived the role of craft within their vocation by examining a series of texts, which transition from the transformation of Christ’s body as being like the crafting of bread and stone, to a hierarchical presentation of artistic practices, framed as providing access to the gifts of the Holy Spirit. I begin by examining the craft metaphor underlying Peter of Celle’s (1115-1183) explanation of Eucharistic change in his Thirty-Ninth Sermon. Peter of Celle, much like Suger, was a Benedictine monk who was also involved in a major architectural project, in his case, the renovation of the westwork and choir at the Basilica of Saint-Rémi in Rheims. Writing in the second half of the twelfth century, Peter described the work of contemplation as the crafting of the monk[footnoteRef:144] through a metaphor comparing the activity to the perfection of the smooth and variegated surface of a painted plaster wall.[footnoteRef:145] I follow with an analysis of Eucharistic change in the Liber de sacramentis of another Peter, Peter the Painter (fl. ca. 1100). Peter the Painter was best known as a poet and an educator of priests. However, he was also literally an artist, painting illuminations for the Liber Floridus (ca. 1120) and compiling a collection of artist recipes. Peter the Painter argued for an experiential exegesis in which the interpretative act was not undertaken on text but through the words and actions of the priest as Christ.[footnoteRef:146] Although he downplays his life as an artisan, his creative work obviously influenced how he understood the miraculous transformation of the flesh of Christ into the bread of communion. His explanation offers direct insight into how a priest might have experienced the performance of the Eucharistic rite and how that experience of the altar, as Christ, paralleled that of the priest. Finally, I turn to a reexamination of the de diversis artibus,[footnoteRef:147] written between 1110 and 1140 and attributed to Theophilus Presbyter (ca. 1070-1125). Theophilus provides an extended and compelling argument, in the framing of his carefully structured collection of artist recipes, for an interpretation of craft in which an artisan’s practice makes an offering to God. Rather than merely an analogy or an example, he depicts the crafting of matter as a method for mystical ascent. Peter the Painter and Theophilus eliminate the Aristotelian distinction between practical and technical knowledge in their conflation of craft and exegesis. For Aristotle, practical knowledge led to the activities of a good life. Technical knowledge brought things into existence.[footnoteRef:148] Monks like Theophilus and Peter the Painter, thereby, collapsed the difference between activity and product to highlight the religious significance of their vocations. Living charitably required fulfilling the divine plan by making it happen. The opposition between prayer and the mechanical arts disappeared for these artisans as both activities offered routes to unity with God. [143:  Peter Dronke, in a brief essay, presents a similar argument for the completion of the heavens as the goal of Christian Neoplatonism. He even finds cause within Pseudo-Dionysius the Areopagite’s eighth epistle and Alfred’s adaptation of Boethius’s Consolation of Philosophy to believe that the ends of man, as part of the completion of God’s work, was a cycle that broke from and returned to God numerous times. Wetherbee notes a similar continuing cycle of processions and returns in Bernardus’s Cosmographia. For Dronke, see “The Completeness of Heaven,” 47-61. For Wetherbee, see Cosmographia in Poetic Works, 90 and note 150.]  [144:  Peter of Celle’s most evocative and literal description occurs in his text de conscientia. I am not aware of an edited edition of his work in Latin.
For Hugh Feiss’ translation, see Peter of Celle, Selected Works, trans. Hugh Feiss (Kalamazoo, Michigan: Cistercian Publications, 1988).]  [145:  Peter of Celle, “On Conscience” in Fiess, Peter of Celle, Selected Works, para. 33—41, 156-160.]  [146:  Mary M. Schaefer, “Twelfth Century Latin Commentaries on the Mass: Christological and Ecclesiological Dimensions.” (Phd Diss., University of Notre Dame, 1983), 24.]  [147:  There are two sources for Theophilus’ book. The first and most accessible is an English translation by Hawthorne and Smith. Additionally, Dodwell provides a facing-page Latin-English text in his book. See Theophilus Presbyter, Theophilus: On Divers Arts, trans. John G. Hawthorne and Cyril Stanley Smith. For Latin-English, see Theophilus Presbyter. The Various Arts: de diversis artibus, trans. and ed. C.R. Dodwell (Oxford: Clarendon Press, 2001). Hereafter, references to the text will be by book and chapter numbers, which align across both translations.]  [148:  Aristotle differentiates practical knowledge, phronesis, and technical knowledge, techne, in Book VI of his Nichomachean Ethics. For an overview, see Peter Duvenage “Philosophike Martyria. Aristotle, Gadamer and the Relevance of Practical-Ethical Knowledge in a Multicultural Society” Phronimon 2, no. 1 (2000): 95-110.] 


[bookmark: _Toc151310160]MAN AS STONE
The paradigmatic human of twelfth-century Christian theology was Christ. In material terms, the human Son of God was a perfect stone. More specifically, human perfection was understood through Paul’s First Letter to the Corinthians, in which the apostle typologically linked Moses, Christ, the Exodus and the Eucharistic rite to stone. Christ was the rock; as such, he was the material exemplar for the crafted man.

[3] And did all eat the same spiritual food, [4] and all drank the same spiritual drink. Moreover, they drank of the spiritual rock that followed them, and the rock was Christ.[footnoteRef:149] [149:  1 Cor. 10:4] 


In Exodus 17:6, Numbers 20:8-11, and Psalms 77:15-16, God commands Moses to strike the rock, Horeb, and water will gush forth to satiate the thirst of the Israelites. Paul’s letter establishes these precedents from the Old Testament as the precursors of the Eucharist, the central rite of medieval Christian practice, in which bread and water are magically transformed into the body and blood of the materially human Christ.
Peter of Celle, the twelfth-century abbot of Reims and, for a short period, the Bishop of Chartres, extended Paul’s typology to describe the transformation of earthly man to human God by linking bread baking to stone crafting. In his Thirty-Ninth Sermon, Peter describes bread as the material mediator of man and God. The bread of the Eucharistic rite and Christ is of two natures, divine and human. Continuing with the metaphor, Peter writes that God crafted the bread into a state like man’s, materially and formally, and then baked it to complete the transformation process. Rhetorically, Peter then asked where this perfect matter was. He reasons that the matter exists differently in Heaven, hell, and Earth. The perfect state is hidden from man in the terrestrial realm, but a path arises from contemplation that allows man to ascend to a divine condition.
Following the introduction of bread as the mediating matter between Heaven and Earth, Peter mixes his metaphor and reveals bread as a precious gemstone.

Quid ergo hoc nisi gemma pretiosissima quae suo pretio totum redemit mundum, quae attrita morte scintillavit et excaecavit infernales oculos, ut in tenebris lux esset et tenebrae eam non comprehenderent; imo de claritate caecarentur, de lumine obscurarentur? Quid hoc nisi antidotum contra et supra omnia venena, quod etiam resuscitat mortuum? Quid hoc nisi illud corpus quod ante resurrectionem paulo minus minoratum est ab angelis, propter passibilitatem et mortalitatem, nunc elevatum super omnem coelestem altitudinem loco, dignitate, majestate, gloria et honore coronatum? Quid illud omne quod vanitati subjectum est, quod semper tendit ad non esse, quod cito praeterit et non est?[footnoteRef:150] [150:  Petrus Cellensis, “Sermo XXXIX,” in In Coena Domini VI., PL 202, cols. 761B-766B. Patrologina latina: The Full Database. Ann Arbor, MI: Proquest LLC, 1996-2013. https://about.proquest.com/en/products-services/patrologia_latina/. Accessed February 7, 2024, PL202, col. 763B and “Sermon 39” in Feiss, Peter of Celle: Selected Works, 53-60. 
] 


What is this [bread] but an utterly precious jewel whose price redeems the whole world? When it had been polished by death, it glittered and blinded the eyes of hell. It was a light in the darkness, but the darkness did not grasp it. In fact, the darkness was blinded by its brightness and beclouded by its light. What is this if not an antidote against all poisons and superior to all of them? This antidote even brings the dead back to life. What is this but the body which before the resurrection was made a little less than the angels, because it was subject to suffering and death, but now is raised up above every heavenly height in location, dignity and majesty, and crowned with glory and honor?[footnoteRef:151] [151:  Petrus Cellensis, “Sermo XXXIX,” in In Coena Domini VI., PL202, col. 763B and“Sermon 39: A Sermon for Holy Thursday,” in Feiss, Peter of Celle: Selected Works, 55.] 


The transformation of the material body that mediates between the human and the divine started as the shaping and baking of bread. Now, Peter of Celle describes the same change in the matter as the polishing (attrita) of a stone so that it sends out blinding (excaecavit) and transformative sparks (scintillavit).
Hugh of Saint-Victor also metaphorically describes man as a stone in introducing his De Sacramentis. He does not link the restoration of man to a divine state to Eucharistic change as Peter of Celle does. However, he does use the conceptualization of man as moles to frame the relationship between body and soul in a manner sympathetic to Peter’s sermon.
In chapter nineteen of book one of the De Sacramentis, Hugh describes the created state of man as a combination of body and soul in the same terms as he discussed the cosmological creation.[footnoteRef:152] In chapter seventeen, Hugh describes forming the firmament through the ambiguous connotations of the term moles as an unformed lump of matter and a pile of rocks that becomes a wall.[footnoteRef:153] For the Victorine master, the crafted firmament of the megacosmos was the congelation of a wall that separated the chaos of prime matter from the ordered cosmos. Hugh implores his reader to recognize the construction of the firmament by looking at himself. [152:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. XIX, PL 176, cols. 200D-201A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [153:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. XVII, PL 176, cols. 200A-B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


Nam est illo qui interius fabricatus est mundo, quiddam hujus operis formam et exemplar habens, ubi terra quaedam deorsum posita consistit sensualis natura hominis; coelum autem sursum puritas intelligentiae, et quasi quodam immortalis vitae motu vegetata ratio. Duas vero istas tam dissimiles in uno homine naturas, magna quaedam desideriorum moles hinc inde fluctuantium, et in contraria saepe motu alterno tendentium oberrat

For there is in that world which has been fashioned interiorly a certain something possessing the form and exemplar of this work, where a kind of earth placed below is the sensual nature of man, but heaven placed above, the purity of intelligence and reason animated [(vegetatavegetate]) by a kind of movement of immortal life. Now these two natures, so dissimilar in man, are confronted by a great mass [(moles]) of desires, fluctuating hither and thither, and often striving alternately in opposite directions[footnoteRef:154] [154:  Hugh of Saint Victor, De Sacramentis, bk. 1, ch. XIX, PL 176, cols. 200D-201A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


The desire of the flesh (carne) or man’s sensual nature that is inherent within him causes turbulence and chaos, which confuses and mixes up man. This is the downward drag associated with the body of man. It is an improper mixture, like the initial creation myth in Genesis Hugh describes in the De Sacramentis.[footnoteRef:155] It is also a mass turned not toward God but toward the terrestrial realm. The soul lifts man and is the source of man’s capacity for reason. Reason can intervene and separate the confusion from the highest and immortal good of the soul hidden within the chaos. Reason divides and places in order the conflicting desires of man and, as in the crafting of the cosmos by the demiurge, places something like the firmament (quasi firmamentum) in their midst.[footnoteRef:156] [155:  Hugh describes the first creations as a turbulent mixture and concealing cloud in Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. VI and XXI, PL 176, cols. 190B-192D and col. 204C-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [156:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, ch. XIX, PL 176, cols. 200D-201A; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

In the same manner that God crafted the cosmos, reason transforms the chaotic matter of man by crafting his body into something like a wall that properly separates desires for the flesh from the soul’s desire for God.
Returning to Peter of Celle’s Thirty-Ninth Sermon, the abbot describes an intermediate material mode that can be understood as the state of the man, who, unlike Christ, has not yet achieved absolute perfection. The state he describes occurs after the crafting has been completed but before God has been revealed. Peter describes this condition of man as an unconsecrated house. The man who acts well has crafted himself as a new house, but the house has not been dedicated.

In domo autem nova aedificata et non dedicata, qui bonum sibi propositum eligunt, sed necdum ad effectum perducunt, in vinea plantata et necdum communi effecta…

In the new house which has been built but not yet been dedicated are those who have decided on a good way of acting but have not yet brought it into effect.[footnoteRef:157] [157:  Petrus Cellensis, “Sermo XXXIX,” in Coena Domini VI., PL 202, col. 765D; Feiss, “Sermon 39” in Peter of Celle: Selected Works 59.] 


According to Hugh of Saint-Victor, the crafted house is prepared to be perfect but will only become perfect through consecration—a sacramental rite second only to Christ.[footnoteRef:158] Peter explains that by rejecting the mutability of secular habits and the desires of the flesh, man can form himself into a wedge-shaped stone (cuneus), suggesting a voussoir from an arch.[footnoteRef:159] The Eucharistic meal fortifies man to defend himself in the war the vices wage upon the human soul. The consumption of the meal transforms man into a divine stone in repetition of the Eucharistic change that brings Christ into the terrestrial realm. [158:  In the De Sacramentis, the first sacrament discussed is the consecration of the church, but Hugh notes that it follows Christ as the first sacrament. See Hugh of Saint Victor, De Sacramentis, bk. 2, pt. 5, ch. I, PL 176, cols. 381C-383B; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [159:  Petrus Cellensis, “Sermo XXXIX,” In Coena Domini VI., PL 202, col. 766A and “Sermon 39” in Peter of Celle: Selected Works.] 

The material of Christ, what the bread has become, is the sparkling gem polished by death. This is the matter of Christ after he has been resurrected while he remains on Earth.[footnoteRef:160] The smooth, light-filled stone is the body of Christ prepared to ascend to unity with God. For Peter, the mediated human condition has not yet reached that stage of perfection. First, man has to craft himself. Then, man must wait to be filled with God. Man in this condition is a stone that has been cut and shaped into a wedge as if it were to form part of a defensive wall or an arch. This is the crafted mass of Hugh of Saint-Victor’s and Silvester’s megacosmos and microcosmos. While Peter only implies the artisanal activity that restores man, Silvester is direct. Man is a stone vessel crafted to receive God. [160:  Petrus Cellensis, “Sermo XXXIX,” In Coena Domini VI., PL 202, col. 763B; and “Sermon 39” in Peter of Celle: Selected Works, cf; 1 Cor. 10:3-4.] 


[bookmark: _Toc151310161]THE CRAFTING OF MAN
Silvester’s Cosmographia is dedicated to a poetic description of the microcosmos. The second book of this work strongly invokes the crafting of stone as a metaphor for the formation and reformation of man.[footnoteRef:161] Silvester describes the body as a potential but unformed wall, as does Peter of Celle and Hugh of Saint-Victor, though for him, the body buries the soul as if it were a heap of rocks piled upon a corpse. It is a less optimistic vision, perhaps, of the relationship of the body of man to his soul in which matter imprisons the soul: [161:  In the introduction to book two of the Cosmographia, the part of the text dedicated to the creation of man, Silvester provides his most direct discussion of creation as crafting. Following the introductory reflection on God’s work up to the point of the creation of man, Silvester explains how man comes into being as both created and crafted in imitation of the creation of the cosmos. See Silvestris, Cosmographia in Poetic Works, bk. II, 1.] 


If in a body lying prostrate having been buried [(sepulta]) within a large pile of stones.
The soul which is bright [(iubar]) by birth, returns back [(redibit]) to the rule (regna) of the father [(paterna])
If it might be wise [(sapiat]), if not, it will be married to the flesh [(conjuga carnis])[footnoteRef:162] [162:  Silvestris, Cosmographia in Poetic Works, bk. II, 8, l. 34-36.] 


However, he does not see the body as an absolute impediment. The body can be crafted to receive the soul harmoniously and, thus, cease being detrimental to man’s relationship with God. If man is wise and adheres to reason, the soul fills the body as if it were a vessel from which it can shine.[footnoteRef:163] [163:  Silvestris, Cosmographia in Poetic Works, bk. II, 8.] 

In doing so, the body hides the brightness of the soul within it. This condition is not unlike the initial state of the prime matter of the cosmos, which Silvester calls a stone turned against itself.[footnoteRef:164] Prime matter concealed God’s plan within its chaotic state. Crafting matter, the activity of the demiurge and the second creation of Genesis revealed the divine destiny for the cosmos. In the Cosmographia, this crafting of the cosmos made something like a wall from a pile of stones. In parallel, the little stone that is man becomes something more like a stone cup filled with the presence of God in the form of the soul. [164:  Silvestris, Cosmographia in Poetic Works, bk. I, 1, l. 25.] 

Silvester begins his description of the creation of man with a paraphrase of the artisanal work that formed the initial state of matter. Like Peter of Celle, he refers to cooking as the transformational process of creation, but Silvester is in Aristotle’s Kitchen,[footnoteRef:165] where cooking and crafting equally point to alchemical change. [165:  In his discussion of how change occurs relative to the quintessence, William of Conches names the place of change Aristotle’s Kitchen. See Conches, DA A Dialogue on Natural Philosophy, bk. 3, pt. 5, ch. 1.] 


Num quod mundus iam nascitur votis felicibus amplexaris? 
Missum facio quantam turbam Silve asperitas fecerit 
attrectanti, quid diligentie contulerim adversus intemperiem reluctantis, adusque manus artifices insuevit. Missum facio quanam cote de antiquis rubiginem elementis effricui, et recoctas essentias splendore quo decuit innovavi. Missum facio unde sacer controversantia sibi genera federavit amplexus, unde nata medietas disparatas potentias exequavit. Missum facio unde forme substantiis obvenerunt, unde terris, unde aequoribus, unde aere, unde vivitur convexis.

Do you not greet with an embrace the birth of the universe? The prize I make from how much turbulence, I have made the roughness of Silva respond to the laying on of my hands, completely having accustomed it to the artifice of my hands. I rubbed away by means of the grinding stone the rust from the ancient elements, and boiled again/forged anew the essences (of the elements above) with the splendor or brilliance which is returned to things in a fitting adornment. From the sacred embrace of my arms she sealed the dispute of her birth, and a newborn mean made equal the divided powers.[footnoteRef:166] [166:  Silvestris, Cosmographia in Poetic Works, bk. II, 1, paras. 1-2.] 


The strongest metaphor in his description of the creation of the cosmos is that of polishing a rough stone into a polished gem, not unlike Peter’s bread-become-jewel. The artist’s hands rub and grind away the grime from the stone. It is then concocted into something that shines forth brightly. The final step is cooking by boiling, but the text also suggests a metalworking process in which the stone is re-forged by being placed back in a furnace and heated until the impurities burn off. It eases into a brightly glowing glob of molten material. From this state, the matter of the cosmos returns to things with a fitting adornment.
For Silvester, man is a rough form like the cosmos. He is an imperfectly crafted sphere covered with bumps and protuberances: the limbs and the senses. Silvester notes that the universe did not need these but that they are necessary for man. These imperfections allow man to learn from the world, see the example to follow within the crafted cosmos, and seek unity with God.[footnoteRef:167] Silvester’s understanding of man as a sphere originates in the Timaeus, where Plato describes man’s head as a sphere to which the senses and body were appended.[footnoteRef:168] [167:  See Milena Minkova, “Bernardus Silvestris’s ‘Cosmographia’,” 131, 134, and 135.]  [168:  In his The Spell of Calcidius, Dronke notes that Silvester’s discussion of the relationship of the senses and limbs of man to his imperfect form is done concerning the Timaeus 33a-34a. Dronke’s translation of the passage by Plato is quite nice within the context of the stone metaphor. “The Creator polished the sphere of the world to be smooth all over, not idly since it did not need sight, everything visible being encompassed within it, nor did it need hearing, since no sound could be set outside it….Nor did he think hands were necessary to it since there was nothing left to grasp, nor feet, since of the seven kinds of movement, no spatial one was appropriate to it—only the rational movement that belongs to souls. Plato’s take on the world-sphere is in opposition to the bumps that perturb the surface of man’s form.” See Peter Dronke, The Spell of Calcidius, 157.] 

Like the cosmos, the rough form of man is crafted. Silvester writes that “man is hammered/forged/stamped by the prudent circumspection and polishing of the artisan”—Cuditur artifici circumspectoque politu.[footnoteRef:169] Man is also forged and constructed (fabricabitur) from a condition of matter that is not smoothly polished (levis) but is a humid (umida) cesspool full of decayed matter (colluvies).[footnoteRef:170] [169:  Silvestris, Cosmographia in Poetic Works, bk. II, 14, l. 1.]  [170:  Silvestris, Cosmographia in Poetic Works, bk. II, 4, l, l. 20-24.] 

However, when the body is prepared correctly, it becomes a cup (vas), not the soul’s tomb. The soul (animo) steps down into (ingrediens) the vessel of the body (vas corporis) and dwells (incolet) there away from God. The soul and man’s reason (mens humana) fill up the cup and guide the body through the experiential understanding of the cosmos.[footnoteRef:171] [171:  Silvestris, Cosmographia in Poetic Works, bk. II, 4, l. 31-50.] 

Silvester writes that the souls of men were created like the rest of the angelic hosts in the first creation. They were to be found in a region of the cosmos where Jove offered them alternatively cups of bitter and sweet beverages to prepare them for terrestrial life, which he knew would be bittersweet. Man would dwell there as a foreigner until he was readied to return to unity with God in Heaven. The soul was, thus, the part of man that allowed this return to occur through the experience of the heavens, the stars, and the firmament in which the body engaged.[footnoteRef:172] [172:  Silvestris, Cosmographia in Poetic Works, bk. II, ch. V, para. VIII.] 

When man adhered his manner of life (morum) to the rule of the stars (legibus astrorum), he avoided the pitfalls of temporal life. Life in this manner created a limit (extremi) and a separating line (discriminis) for man.[footnoteRef:173] The limits gleaned from the heavens were analogous to the limits placed upon creation as the wall of the firmament. In the case of the man’s body, the limits were less like the wall of a building or city and more like the walls of a ceramic cup. [173:  Silvestris, Cosmographia in Poetic Works, bk. II, ch. IV, l. 46-48.] 

The walls of the body gave it a capacity for measure—congnata—and, thus, ordered the soul.[footnoteRef:174] Congnata implies something odd. In essence, Silvester states that by properly aligning the body and soul, man is reborn in a form that returns him to the heavens to be in unity with God. However, it also suggests that man arises (nata) in a liquid measure (cong). The implication is that when the tomb of man’s body—moles—is properly crafted into a vessel (vas), he is reborn through a liquefaction process similar to God’s first forging of him within a furnace. [174:  Silvestris, Cosmographia in Poetic Works, bk. II, ch. IV, l. 49.] 


[bookmark: _Toc151310162]PNEUMATIC TRANSFORMATIONS
In his poem, the Liber de sacramentis, Peter the Painter creates one of the most evocative expressions of the crafting of the body of man found in twelfth-century cosmology.[footnoteRef:175] He describes ceramic bodies, hardened but curiously open to transformation by forging. Recalling Silvester’s interpretation of the body’s transformation as a liquefaction, Peter perceives the perfect state of matter as an overflowing cup.[footnoteRef:176] Considering Silvester’s description of the body as a sepulcher, Peter writes that the chalice used daily to celebrate the mass is a tomb—calix monumentum.[footnoteRef:177] [175:  Petri Pictoris, “Liber de Sacramentis” in Petri Pictoris Carmina: Nec Non Petri de Sancto Avdemaro Librvm de Coloribvs, ed. J. Van Acker, Corpus Christianorum Continuatio Mediaevalis, no. 25 (Turnhout, Belgium: Brepols, 1972), 3-142.]  [176:  See Silvestris, Cosmographia in Poetic Works, bk. II, 4, l. 49 for his description of death as liquefaction. Peter describes grace as like overflowing dew. See Pictoris, “Liber de sacramentis,” VII, l. 119-132 (21-22).]  [177:  See Silvestris, Cosmographia in Poetic Works, bk. II, 8, l. 34 and Pictoris, “Liber de sacramentis,” 45 (XXV, l. 621).] 

In his Liber de sacramentis, biblical images of God as a potter underscore his early twelfth-century explanation of the Eucharistic rite.

Quod celestium vasorum figulus potens est in altari modicam panis portionem in melius, hoc est in carnis sue gloriam demutare, qui humanitatis nostre testam assumptuam et igne passionis sue decoctam de morte potuit ad vitam reformare.

That the potter of the celestial vases is capable of changing from a small portion of bread into a better, that is into the glory of his flesh, who having assumed the burnt-clay vessel of our humanity and having been smelted in the fire of his passion was able to mold anew from death to life.[footnoteRef:178] [178:  Pictoris, 22-23 (IX, l. 147-151).] 


In the lines quoted above, hereafter referred to as the celestial vases passage, Peter describes the cosmos, bread, the body of Christ, and the human body as vessels transformed by fire. At first glance, his discussion appears to reference solely to ceramics. Peter the Painter implies a simple hierarchy of matter. The celestial vases (celestium vasorum) made by God the potter (figulus) are understood as similar and higher than the burnt-clay vessels (testam). However, Peter’s description of the change in the host utilizes a mixed metaphor of ceramics, cooking, and metalworking. The reference to three forms of change, thus, points toward a complex relationship between the matter of the vessels and the change that occurs.
Material change, for Peter, is not simply the forming and firing of clay. First, the dough is solidified into bread in a manner analogous to the vitrification of clay. Second, Christ takes on the materiality of the human body as clothing. Peter states that he has assumed, literally assumptam, the earthen shell that constitutes the human body. Finally, Peter uses decoctam to convey the most critical transformation of the assumed flesh. As in Silvester’s use of recoctas to describe the crafting of the cosmos, Decoctam implies the cooking metaphor of the bread while it conjures up the smelting of iron.[footnoteRef:179] It appears that the earthen vessel that Christ wears is melted down and reformed in Peter’s explanation. [179:  Silvestris, Cosmographia in Poetic Works, bk. II, 1, para. II.] 

Despite his mixing of metaphors, the transformation of the Eucharist discussed by Peter the Painter is singular, not multiple. He implies that matter is first formed into one body and subsequently reformed in a more perfect state closer to its divine origin. This suggests a procession and return of matter not unlike Silvester’s Neoplatonic cosmological understanding of Silva.[footnoteRef:180] The result is a divinity that wears terrestrial matter as a corporeal vessel (vas corporis): a body filled by the soul, as Silvester says.[footnoteRef:181] [180:  For the Neoplatonic underpinnings of twelfth-century thought, see Dronke, The Completeness of Heaven, 47-61.]  [181:  Silvestris, Cosmographia in Poetic Works, bk. II, 4, l. 44.] 

Hugh of Saint-Victor supports a similar understanding of the change of matter from one state to another, in this case, through a pneumatic infilling. In his De Sacramentis, Hugh reframes the animation of the clay figure of man. God breathes in so that man can breathe out.

Deus inspirat, homo expirat. Deus mittit, homo remittit. Qua via mittitur cum accedit, eadem remittitur cum recedit.

God breathes upon; man exhales. God sends; man sends back. By the same way by which it is sent when it is added, it is sent back when it withdraws.[footnoteRef:182] [182:  Hugh of Saint Victor, De Sacramentis, bk. 2, pt. 16, II, PL 176, cols. 580D-584C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 


The Neoplatonic implications are unusually direct compared to the rest of his De Sacramentis. Breathing with God forms a cycle in which what God gives to fill man up and animate him is returned to God in the same manner that it was provided.
Little is known about Peter the Painter beyond his role as a canon of St-Omer in Flanders. According to L. van Acker, the editor of his writings for the Corpus Christianorum, Peter complained that his daily life as a painter prevented him from devoting time to writing.[footnoteRef:183] He authored a series of poems to assist priests in understanding the sacraments. Some of these poems were included in the popular twelfth-century encyclopedic work, the Liber Floridus (ca. 1120).[footnoteRef:184] Peter is generally understood as simply a writer because of this literary work. However, he was one of the few writers of the twelfth century who also legitimately appears to have been an active artisan. Peter wrote a craft manual, the de coloribus faciendis.[footnoteRef:185] Intriguingly, he also has been credited with producing the illuminations for at least one of the Floridus manuscripts.[footnoteRef:186] [183:  The biography of Peter the Painter is adapted from van Acker’s introduction to his edited texts. See Pictoris, “Liber De Sacramentis,” VI-XII.]  [184:  See Eva Matthews Sanford, “The Liber Floridus,” The Catholic Historical Review, Vol. 26, No. 4 (1941): 472.]  [185:  Petri Pictoris, “De coloribus faciendis,” in Petri Pictoris, and L. van Acker. Petri Pictoris Carmina Nec Non Petri De Sancto Audemaro Librum De Coloribus Faeiendis. Corpus Christianorum, Continuato Mediaevalis. Vol. 25 (Turnholt: Brepols, 1972), 175-198.]  [186:  See van Acker’s introduction to his edited texts. Pictoris, “Liber de Sacramentis.”] 

His devotion of time not only to the collection and recording of artisanal recipes but also to painting is significant. It suggests that there was less contradiction between the rhetorically opposed lives of Peter the writer and Peter the Painter than has been asserted by van Acker. Peter understands the relative value of the arts and prayer in a complementary fashion to Theophilus Presbyter: both activities offered routes to unity with God.
Peter the Painter’s explanation of Eucharistic change in the celestial vases passage built upon Paul’s Second Letter to the Corinthians in which the power of God that changes is a pneumatic light filling and overflowing from perfected clay vessels.

[6] For God who commanded light to shine from darkness, in-shined into our hearts, to give the light of knowledge of God’s brightness, in the face of Jesus Christ. [7] But we have this treasure in earthenware vases [(vasis fictilibus]) in order that the sublimity is the power of God and is not out of us.[footnoteRef:187] [187:  Paul’s Second Letter to the  Corinthians 4:6-7, hereafter 2 Cor.] 


In the Liber de sacramentis, the passage from the Second Letter to the Corinthians supported the underlying Neoplatonic procession inherent in Peter the Painter’s understanding of the animation of the terrestrial realm. In the biblical passage, light proceeds from darkness and fills the heart as a treasure. From this infilling, God’s brightness can be known in the face of Christ as a perfection of human matter.
The matter of Christ—his material body visible through his face—is like a stone. Christ’s human body is not in and of itself special. It is a perfected material body filled with a liquid light, the light that is the power of God. The human body is simply an empty material vessel. As a fired ceramic vase, it is analogous to the dried and hardened water of twelfth-century stone.[footnoteRef:188] The body of an ordinary man is of a lesser earth: burnt clay, a stone emptied of its power. That human stone, akin to an earthenware vase, differs from the human Christ’s more perfect stony vessel in its capacity to receive, to be filled, by God’s light. The making and preparation for a capacity-to-be-filled is the subject of craft. In Romans 9:18-23, God is the potter that can craft any vessel with any capacity. [188:  This is a common understanding of the formation of stone in the twelfth century. It was inherited from the encyclopedic tradition of Isidore and Pliny. See Chapter Four.] 

[18] Ergo cujus vult miseretur, et quem vult indurat. [19] Dicis itaque mihi: Quid adhuc queritur? voluntati enim ejus quis resistit? [20] O homo, tu quis es, qui respondeas Deo? numquid dicit figmentum ei qui se finxit: Quid me fecisti sic? [21] an non habet potestatem figulus luti ex eadem massa facere aliud quidem vas in honorem, aliud vero in contumeliam? [22] Quod si Deus volens ostendere iram, et notum facere potentiam suam, sustinuit in multa patientia vasa irae, apta in interitum, [23] ut ostenderet divitias gloriae suae in vasa misericordiae, quae praeparavit in gloriam.

[18] Therefore he might view with compassion whom he wishes and he might make hard those he wishes. [19] Therefore you say to me, why does he thus far protest? Indeed, who resists his will? [20] O man, who are you who answers God? Is it possible you, the thing formed, say to him who molded: Why do you make me in such a way? [21] Does not the potter have power out of the same mass of clay to indeed make one vase an honor and the other in truth an affront? [22] What if God, wishing to reveal his anger and to make his power known, endured with much patience vases of anger fitted for destruction [23] in order that his divine glory might be revealed in vases of compassion prepared in accordance with glory?[footnoteRef:189] [189:  Paul’s Letter to the Romans. 9:18-23, hereafter Rom.] 


God can make work that operates seemingly against him and with him—vases of anger and compassion. There is something odd at work here: in God’s ability to make vases of anger and in the resistance of matter—the thing formed—to him. God can make a work seemingly opposed to him so that some works—the vases of compassion—can be made ready to receive him. Inherent in this contradiction was the possibility that matter was made to be perfected. This formulation of the ability to make either against or with God’s divine plan is the same one that functions as a paradigm for man’s life in Hugh of Saint-Victor’s De Sacramentis.[footnoteRef:190] It also allows for the dual condition of the body as a pile of rocks and tomb within Silvester’s Cosmographia, where the stone originates turned against itself and is then crafted to be in accord with divinity.[footnoteRef:191] Romans 9:23 reveals this condition and underlines the glorious potential perfection of matter inherent in it. For Peter, that glory coincides with the filling of matter with power. [190:  Hugh of Saint Victor, De Sacramentis, bk. 1, pt. 1, III, PL 176, cols. 188C-189C; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.]  [191:  The stone turned against itself is in Silvestris, Cosmographia in Poetic Works, bk. I, 1, l. 25.] 

The preparation of matter to receive God’s power—as light or as grace—is caused neither by the matter itself nor human hands. In Isaiah 29:15-16, the clay can only do what the potter crafts it to do. There is a degree of hubris exposed as the made work speaks back to its maker.

[15] Woe to you that are deep in heart, if you might hide the counsel of the Lord: their work is in darkness, and they say: Who sees us, who knows us?
[16] This thought of yours is corrupt: as if the clay thinks against the potter and the work might say to its maker, you did not make me and the thing made might say to its maker: You do not understand.[footnoteRef:192] [192:  Isaias 29:15-16, hereafter Isa.] 


Not only clay, but the human resists God’s will. God crafts man, but when man does not allow himself to be guided, his hubris is exposed. Turning from God, in the manner of the stone turned against itself, places man in darkness. Only crafting properly transforms man into something that can return to its proper place with God.[footnoteRef:193] [193:  See the prologue to bk. II in Presbyter, de diversis artibus.] 

The image provided by Peter of Christ’s stone vessel transforming into glorious flesh presents a central Catholic paradox. According to the church doctrine of the twelfth century, the transformed host of the Eucharistic rite must continue to appear as bread while, truthfully, being the body of Christ.[footnoteRef:194] Peter is not describing a change in form. Neither is he falling into the heresy of Berengar of Tours, who had supported Christ in the host only as shape (figura), not as a truth (veritas).[footnoteRef:195] The multiple and divergent means by which bread truly became Christ’s body that Peter invoked in the celestial vases passage resolved into a single pneumatic understanding for change in matter. [194:  Gary Macy summarizes the complex and diverse impacts of Berengar’s position on sacramental theology across the twelfth century, while Mary M. Schaefer more directly studies the corporeality of Christ and church, figuratively and literally. See Macy, The Theologies of the Eucharist in the Early Scholastic Period: A Study of the Salvific Function of the Sacrament according to the Theologians c.1080-c.1220, (Oxford: Clarendon Press, 1984) and Schaefer, “Twelfth-Century Latin Commentaries on the Mass,” 8-10.]  [195:  See Edward J. Kilmartin, The Eucharist in the West: History and Theology, (Collegeville, Minnesota: Liturgical Press, 2004), 97-99.] 

In the section preceding the celestial vases passage, Peter explained the change in the bread at the altar as an infilling of divine power. Grace causes the power to appear within the matter in the same manner as dew.

Mensam celestem Deus implet, gratia rorat.
Compluit a superis divina potentia totum.

God fills up the celestial table, grace causes dew.
Divine power from above flows together like rainwater upon all.[footnoteRef:196] [196:  See Pictoris, “Liber de sacramentis,” 21 (VII, l. 120-121).] 


The phenomenon of rain dominates Peter’s discussion of God’s power in matter. The altar stone is filled with water. Then, magically, dew forms (rorat) on its surface as an indicator of grace (gratia). Finally, divine power floods down. It is hard to ignore the Trinitarian aspect of the three fillings unified by the phenomenon of rain. The same is true of the unified, triple means of change in the celestial vases passage. In effect, Peter is describing a pneumatic infilling of the stone with the power of God, which then returns that gift in the form of dew, causing an even greater outpouring. The stone altar is a vessel to contain and give the higher matter received. The celestial vases, the bread, the burnt-clay vessels, and the human being are all similar vessels that are prepared to receive, fill, and overflow with the power of God. The stone altar that maps the body of Christ is the ultimate locus of the reception of Christ as power in Peter’s celestial vases passage.
With the altar, the stone slab is so overfilled with water that it overflows. The altar is a cup whose interior substance cannot be revealed until it exceeds its capacity. In the celestial vases passage, Peter describes a liquid Christ not unlike molten glass or iron filling the burnt-clay crucible that could contain him. In the kiln, the clay vessel receives heat and maintains the same appearance until the form gives way, like a metal ingot. It dissolves into a flowing glob of light. The vessel, at this point, is ready to receive form. For twelfth-century theologians, this pneumatic metaphor of transformation bound to craft revealed how the materiality of man could be perfected and brought close to God. Peter wrote to educate priests. His highly evocative explanations of material change were intended to assist them in grasping difficult concepts that undergirded church doctrine. What appear to be metaphors are built upon his time’s vernacular knowledge, an epistemology that Suger shares. The Abbot of Saint-Denis, contemplating the quality of the altar upon which he celebrated the mass, reflects a process that parallels Peter’s overflowing cup, a metaphor but also an apt description for the time of how the crated stone came into being and what it had the potential to offer in experience.	Comment by Jason Crow: Image - 03 Saint_Denis_Plan 1141-1144.jpg - near here.

[bookmark: _Toc151310163]THE CRAFT OF PRAYER
Early in the twelfth century, Theophilus Presbyter equated craft with prayer and meditation in his book on the arts, the de diversis artibus. For Theophilus, the labor of the monk’s hands that made the world properly variegated and diverse was contemplative action.
Theophilus’s little collection of recipes is famous as the first systematic treatise on craft. The treatise appears to offer organized sets of craft techniques. These skills are sorted by material into three books: one on pigments, one on glass, and one on metalworking. His text is often understood as a practical manual for the twelfth-century artisan.[footnoteRef:197] The de diversis artibus is similar to craft manuals like the early mappae clavicula or the tenth-century de coloribus et artibus Romanorum by Heraclius. It is a collection of short texts describing ways of making colors, building a kiln, and embossing metal alongside techniques for transmuting base metals into gold or cutting a diamond by placing it in the body of a goat. The former could reasonably be called scientific, even if somewhat vague.[footnoteRef:198] The latter, more magical, recipes are idiosyncratic to our contemporary understanding and are, thus, typically dismissed as nonsense. However, they are nonsensical only if these books were truly intended as technical instruction manuals in their reduced modern sense. [197:  This is the approach to the text favored by Dodwell, Hawthorne, and Smith. Royce-Roll takes the idea of Theophilus’s text to an extreme in this regard. In his dissertation, he attempts to use the treatise as a guide for implementing the various recipes and instructions for making stained glass. For Dodwell, see the introduction to Theophilus. The Various Arts. For Hawthorne and Smith, see Theophilus, On Divers Arts. Also see Donald Royce-Roll “The Importance of Two Twelfth-Century Glass Texts, Theophilus’ ‘De diversis artibus’ and Eraclius’ ‘De coloribus et artibus romanorum’, for Understanding the Technology and the Colors of Romanesque Stained Glass.” (PhD Diss., Cornell University, 1988).]  [198:  William Eamon treats these texts as manuals of practical knowledge, and as such, he excludes them from more easily recognizable precursors to alchemical texts like herbals. See William Eamon, Science and the Secrets of Nature: Books of Secrets in Medieval and Early Modern Culture. (Princeton, NJ: Princeton University Press, 1994).] 

The de diversis artibus was not a craft manual.[footnoteRef:199] As John Van Engen suggests, there is more to Theophilus Presbyter’s little collection than is typically granted within this traditional context.[footnoteRef:200] Theophilus opens each of his three books with a prologue staking out craft as a means for participation in the work of God—a mystical experience of unity with the deity.[footnoteRef:201] For him, it is the goal of the arts. Craft is a means to procure wisdom (sapientia) by aligning oneself to the will of God through cunning ingenuity (sollertia) that can make the world beautifully diverse.[footnoteRef:202] The prologues exhort the reader to treat the text with care as it contains a way of obtaining a heavenly award (coelestis praemi) through the work of one’s hands.[footnoteRef:203] Theophilus’s three bound books on craft are far from merely a technical treatise. [199:  It may not have been as different as it seems. While the standard assumption is that the craft manuals were technical documents, this definition is somewhat stretched relative to including alchemical references and largely incomprehensible recipes. It might be the case that the de diversis artibus is continuing in a tradition of these texts as documents that provide a way of understanding metaphysics through an engagement with the world. This is not the standard interpretation of this genre, which treats them as guidebooks.]  [200:  See John Van Engen, “Theophilus Presbyter and Rupert of Deutz: The Manual Arts and Benedictine Theology in the Early Twelfth Century,” Viator 11 (1980): 147-64.]  [201:  I am following Van Engen’s argument but even further emphasizing the relationship between craft and prayer by interpreting the prologues within the context of other theologically oriented texts from the same period.]  [202:  The strongest reference comes in the prologue to the third book on metalworking, where the highest gift is the spirit of wisdom—spiritum sapientiae—which, along with the other six gifts leads to a greater inflaming of cunning intelligence—ampliori deinceps accendere sollertia. See Presbyter, de diversis artibus, prologue to bk. 3.]  [203:  Presbyter, de diversis artibus, prologue to bk. 1.] 

Theophilus Presbyter was a Benedictine monk and a craftsman active between 1110CE and 1140CE.[footnoteRef:204] Several scholars support a further identification of the artisan as Roger of Helmarshausen.[footnoteRef:205] Charles Dodwell notes that Helmarshausen was an important center for the arts in northwestern Germany during the Middle Ages.[footnoteRef:206] It might have been the home of the artisans that Abbot Suger brought from the north to work in the shops on the restoration of Saint-Denis. This abbey church has become synonymous with the beginnings of Gothic architecture. [204:  Dodwell, Presbyter, de diversis artibus, xxli-xxlii.]  [205:  Roger is known to have crafted a portable altar and a cabachon-encrusted book cover. The Enger cross with its magical engraved rock crystal is attributed to his school.]  [206:  Dodwell, Presbyter, de diversis artibus, xxli.] 

Along with Cyril Stanley Smith, Dodwell believes that Theophilus was a metalworker. Both scholars understood the de diversis artibus as the careful reflection of an experienced artisan.[footnoteRef:207] Dodwell extends this framing of Theophilus’s writing by noting the rarity of this proto-scientific text within the proliferation of allegorical interpretations that were more common in the twelfth century.[footnoteRef:208] John Van Engen offers an alternative interpretation of Theophilus’s writings in which he understands the text as a work of exegesis by the letter. Van Engen claims the possibility that Theophilus’s focus on the literal dimension of the Psalm “O Lord, I have loved the beauty of your house and the place where your glory lives” (Psalm 25:8)—was a direct response against Bernard of Clairvaux’s injunction in the Apologia toward the use of ornamental work.[footnoteRef:209] [207:  Doddwell makes this argument based on the length of the book on metalworking, which is longer than the other two books. See Dodwell, Presbyter, de diversis artibus, xxxix.]  [208:  Dodwell, Presbyter, de diversis artibus, xxxvii-xxxix.]  [209:  Engen notes that Bernard’s criticism in the Apologia is built upon Ps. 25:8, like Theophilus’s prologues. However, Van Engen qualifies the association. He acknowledges that it cannot be accidental that Theophilus would have directly reversed Bernard’s interpretation of the Psalm without being familiar with the Cistercian’s writing. Following the association, he uses the dating of Bernard’s text to propose a date for Theophilus’s writing. See Engen, “Theophilus Presbyter and Rupert of Deutz: The Manual Arts and Benedictine Theology in the Early Twelfth Century,” Viator 11 (1980): 159-60.] 

For Theophilus and artisans like himself, craft was as responsible for the reception of the gifts of the spirit as the liberal arts.[footnoteRef:210] Read together, the three prologues support the labor of the artisan’s hands as a kind of mystical practice that ended in paradise. The artisanal activity resulted from the craftsman’s pneumatic filling and animation by the spirit of God. [210:  This is the argument Theophilus makes in the third prologue that introduces the book on metalworking. See also Engen, “Theophilus Presbyter and Rupert of Deutz,” 152-153.] 

In the first prologue, Theophilus establishes craft as the predestined means by which man would restore (conuerteret) creation to God. He opens his treatise as the humble servant of God, offering others a way to wisdom through diligent attention that will be repaid (recompensabis) with a heavenly reward (coelestis praemi).[footnoteRef:211] Theophilus states that man was different from the rest of creation because of his capacity to craft. In reference to Genesis 2:7, the monk notes that man had been animated pneumatically through his infilling by the breath of God. [211:  Presbyter, de diversis artibus, prologue to bk. 1.] 

Theophilus writes that through the gifts of the spirit, man always had an inherent capacity for ingenuity (ingenii) and the arts (artis). These skills allowed man to participate in the work of God through craft, but as a result of the fall from grace, the ability to participate in God’s work had been lost. Through care and practice, the arts could be recovered, so man must strive and labor to regain the skill of craft. Theophilus notes that the desire to learn and to make was something God cast (misit) into the leveled (campum) heart (cor) of man. The restoration of craft in man led to a renewed possibility of working in union with God.
God’s inspiration further gave man the means to gather knowledge from the world that led him to wisdom. Theophilus believes that useful and precious things should not be despised simply because they are the products of the terrestrial realm. For example, he notes that rejecting the common vines that produce frankincense, myrrh, and balsam was foolish. When prepared properly as medicinals or incense, all of these were highly valued materials. In fact, Theophilus goes even further and writes that these worldly items should be held in greater esteem because of their lowly origin.[footnoteRef:212] [212:  Presbyter, de diversis artibus, prologue to bk. 1.] 

In elevating the things of the world, Theophilus appears to refer to the Gospel of Matthew, where the disciple stated that there will be an inversion of lowly and high—Erunt novissimi primi (The last shall be first, Matt. 20:16). Theophilus comments that although craftwork is associated with lesser things, it is something that requires great labor to obtain. The matter of craft, therefore, has a value exceeding what it appears to be. Craft is important, so Theophilus pleads with his reader to diligently examine his book to ensure that good work is made of it.
The good work Theophilus desires of his readers is most directly an avoidance of idleness and laziness, as he notes in the prologue to the second part of his book.[footnoteRef:213] The good work is a battle against vice, a metaphor for the struggles of a Christian to overcome evil popularized for the Middle Ages by Prudentius’s ninth-century text, the Pyschomachia. The end of the battle against vice, according to Prudentius, is the Temple of Wisdom in the heavenly city.[footnoteRef:214] Theophilus quotes Ecclesiatices 1:18 in support of the work toward knowledge as being a labor against the vice of sloth. [213:  Presbyter, de diversis artibus, prologue to bk. 2.]  [214:  See Prudentius, Psychomachia, l. 814-915 for the description of the temple in H. J. Thomson, “The Fight for Mansoul,” Prudentius Volume I, Loeb Classical Library LLC139 (Cambridge, MA and London, UK: Harvard University Press, 2006), 334-343.] 

Beyond an avoidance of idleness, Theophilus sees craft as a means that man can approach the Temple of Wisdom (sophiae), where nature and the uses of nature are understood through the diversity of colors that can be produced. When this variety is experienced, it re-fills the storehouse’s heart (replui armarioulum cordis) with the spirit forgotten or lost in the fall of man. It, thus, restores him to his proper place and activity in the world.
In the longest prologue of de diversis artibus, his introduction to metalworking, the gifts of the arts correspond to the gifts of the Holy Spirit as the means by which one receives God through participation in his adornment of the temple. Theophilus writes that David loved the beauty of God’s house and prayed to make it more beautiful. Theophilus notes that David’s prayer was ambiguous, as he could be speaking of the temple’s creation as a heavenly inhabitation or of the heart as the dwelling place of God within man. However, he corrects this potential non-literal interpretation of David’s prayer. David’s wish for a more beautiful house, Theophilus writes, was directed at the furnishing (ornatum) of God’s material house (materialis domus dei): it was real.
Although David could not accomplish the task because he had spilled the blood of his enemies, Solomon was able to do so. The work accomplished by Solomon filled up (implesse) the workers with the spirit of wisdom, knowledge, and intellect guided by the Holy Spirit. Theophilus states that similarly, when the reader has adorned the house of God with embellishments and a variety of work, his heart will likewise be made full (plena) with the spirit of God. The arts pneumatically transform man like the first breath of God that vivifies man in the story of Genesis.[footnoteRef:215] [215:  Presbyter, de diversis artibus, prologue to bk. 3.] 

Transformed by the gifts of the spirit, the artisan can experience the walls of the house of God as a form of Heaven.

Si consideret parietes, est paradysi species; si luminis abundantiam ex fenestris intuetur, inestimabilem uitri decorem et operis pretiosissimi uarietatem miratur

If you have looked at the walls, they are a kind of paradise; if you have stared at the overflowing light from out of the windows, you have been amazed by the inestimable.[footnoteRef:216] [216:  Presbyter, de diversis artibus, prologue to bk. 3.] 


This approach to God’s house comes about, according to Theophilus, through the labor and zeal of the wise man, which is a sacrifice (holocausta) to God. Craft, the sacrifice, increases the variety of the house and enkindles cunning intelligence (ampliori deinceps accendere sollertia).[footnoteRef:217] Thus, sollertia was intended to make the vessels that served the house—the censers, the candlesticks, etc.[footnoteRef:218] These items are just below the sacraments as defined by Hugh of Saint-Victor in his De Sacramentis.[footnoteRef:219] Although not properly epiphanies in their own right, these are the things by which man participates in the rituals of the church and through which God is revealed to be present in the consecrated host, altar, or church. The artisan fills up the house by making these things and transforming himself. [217:  Indra McEwen traces the mythological origins of the architect’s skill, as sollertia, in her book that examines Daedalus as the intellectual precursor to Socrates. See Indra McEwen, Socrates Ancestor.]  [218:  Presbyter, de diversis artibus, prologue to bk. 3.]  [219:  Following his discussion of the sacraments in the De Sacramentis, Hugh discusses the objects used in the rites that, while not in and of themselves sacrament, support the work of rite. See the organization of the second book of Hugh of Saint Victor, De Sacramentis; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

Although typically read as a passing reference to Ovid’s Metamorphosis, Suger’s multiple inscriptions advise the visitor to Saint-Denis to pay more attention to the artistry than to the materiality of the church and its liturgical artifacts. The reference applies to a tropological interpretation of the Ephesians, in which the believer participates in divinity through the church’s reconstruction. Artisans like Theophilus understand artisanal activity as a means of unity with God through participation in God’s work. The changes wrought by craft, the results of work in which the craftsman participates, transform the terrestrial realm and the human being. The human’s work on themself can reflect their role in the crafted world of the cosmos and, thus, bind the fulfillment of the plan for the megacosmos to the completion of the microcosmos. By highlighting the activity, Suger establishes his efforts at Saint-Denis in context with God’s ultimate plan for the terrestrial realm.


[bookmark: _Toc151310164]Chapter Three: THE EVERFLOWING FOUNTAIN

Let us look for boiling water, the waters of zeal, to cook our food. These waters soften and cook our affections, and they come bubbling up from the spring of love. This is why the Prophet says, ‘My heart became hot within me, and as I mused a fire burned.’[footnoteRef:220] [220:  Bernard of Clairvaux, “First Sermon on the Nativity: The Five Fountains,” Bernard of Clairvaux: Sermons for Advent and the Christmas Season, trans. John Leinenweber et al. (Cistercian Publications, 2007), 104.] 


Early in Bernard of Clairvaux’s sermons on the Songs of Solomon, the mellifluous doctor and abbot associates mystical ascent with the experience of a geyser erupting from a fountain hidden behind a garden wall. The paradise he references is inaccessible to mere mortals and thereby signals a complicated relationship between the natural environment, the church father’s community, and the transformation of both. The hagiographical accounts of the founding of Cistercian monasteries suggest that the monks who inhabited them emulated an ascetic ideal by building their cloisters in uninhabited wastelands. However, the available evidence contradicts these claims. In these stories, remaking a desert into an imaginary Heaven on Earth serves a tropological purpose. The metaphorical changes revealed the possible reconfiguration of the world as a model for their behavior.	Comment by Jason Crow: Image - 05 Thoronet_Lavabo_and_Fountain.jpg - near here.
The construction and repair of the church wall, as an analog of the garden wall, fulfills a similar role in Bernard’s sermons. By associating a location for Heaven beyond the wall with “a sealed fountain to which no stranger has access,”[footnoteRef:221] Bernard implies a familiar trope for medieval thinkers. To live in the world was to live as if a foreigner exiled from God. For Bernard, acts of love and good work function, metaphorically, as the maintenance of the wall that separates earthly from celestial life. He equates these works with acts of martyrdom and with the virginity of the bride in the Canticle. The garden wall in his sermons evokes separation from God and the possibility of being in divine presence. Although crafting the environment into something beautiful was administratively important, the critical role of the cloister was to place the reformed monk just outside the realm of Christ. Perfected nature existed nowhere except on the other side of a wall. While on Earth, the Cistercian could only touch the barrier that divided him from his heavenly goal. [221:  Bernard of Clairvaux. “Sermon Three,” in Bernard of Clairvaux on the Song of Songs, vol.1, Cistercian Father Series, trans. by Kilian Walsh and Irene M. Edmonds (Kalamazoo, MI: Cistercian Publications, 2005), 16.] 

The metaphors of Bernard’s sermons and treatises rely upon a vernacular understanding of material conversion to delineate the limits of earthly progress toward divine unification from the miraculous change anticipated by the resurrection of Christ. Examining the artisanal metaphors for change that Bernard employs to differentiate between the realization of terrestrial and celestial perfection establishes a material continuity between the two goals while simultaneously clarifying how Bernard imagines the border between human and divine. The difference between human and divine matter exists not within what it was or how it changed but in the purity of the material undergoing transformation. If a human body can be freed from the stain of sin, it has the potential to transcend its current state in the same way that Christ’s body changed. In material terms, Bernard’s references to the crafting of the world and the ascension of Christ link the human capacity to bring order to the world with a corresponding elemental change of Christ from earth to water.
Although Abbot Suger’s materialism has often been understood as existing in conflict with the reform efforts of Cistercian theology, in this chapter, I argue that an implicit material way of understanding mystical experience exists within the writings of the Order’s most famous author. Bernard employs metaphors for material transformation to explicate and differentiate between how sinners, his brethren, and the human Christ undergo stages of perfection. By highlighting the artisanal nature of Bernard’s metaphors, the difference between human and divine can be more easily comprehended, even if overcoming the impediment to mystical unification remains improbable. I begin with an examination of the rhetorical function of locating and taming the desert in the mythology of Cistercian origins, in the exordium parvum, and a comparison to the real work undertaken to prepare the sites of Cistercian cloisters, such as Fontroide, Fontenay, or Silvaines. Although a gap exists between the origin stories and the reality of sites chosen to establish these monasteries, the manual labor of the monks in bringing order to the environment overlapped with the work of conversion, as presented by Bernard in his sermon of the same name.
In the second section of the chapter, I analyze and link the pollution of the house, the sealing of the house’s sewer, and the cleaning of the house in On Conversion to the underlying work to cleanse miasmic sites. At the very least, Cistercian monks would have metaphorically envisioned the physical labors they undertook in the fields surrounding their cloisters in parallel to the removal of the filth of sin polluting their own bodies and minds. A similar parallel between literal and figurative readings of monastic work is to be found in the walls of the church that separated the monks, as they prayed, from their fields and their cloister garden.
In section three, I explore how the purification of the monks enables them to become the body of the church. In his sermons on the dedication of the church and in his sixty-second sermon on the Canticle, Bernard references an ecclesiastical construction that provides more architectural detail to Suger’s material addition to Ephesians, signaling a physical way in which Cistercian participation in the building of their monasteries may have given the monks insight into the material transformation that was necessary to initiate a more divine engagement. Building the church’s wall brought the community of Cistercians in contact with divinity, allowing them to experience a foretaste of what it meant to be divine without truly placing them face-to-face with their beloved. The wall joined them with Christ but kept them away from him.
Simultaneously, the wall opened onto and enabled the vision of the change in which they would fully mix with divinity. By examining the material transposition that Bernard makes in his commentary on Song 4:2, shifting from the stone wall of the church to a stone fountain, I demonstrate how the material change of Christ, post-resurrection, would have been understood as a physical conclusion to the process of mystical ascent. In this final section, I establish how the varied works of the Cistercian, from the taming of the wilderness to the cleaning of the house and to the building of the church, lead toward the true change they would have perceived in the incarnation and resurrection. These changes map across a series of gardens the monks experienced daily as they traveled from their dormitories into the church to the fields beyond and returned through the cloister garden with its fountain to the church as its form of figurative paradise situated just outside the Heaven to come.

[bookmark: _Toc151310165]DESERTING PLACE AND LOCATING THE WILDERNESS
Cistercian founding narratives, in which monks left their existing monasteries to search out a wilderness to be transformed into the site of their new home on Earth, served literal and figurative goals. Physically remaking a discovered site fulfilled a broader goal of ordering and caring for the terrestrial realm. Though it is not quite true to claim that Cistercians understood earthly labor as prayer in and of itself, the reformation of the worldly site complemented their contemplative lives. Beginning with a desert, or more realistically, a swamp, and carefully reconstructing the site into a series of fields, ponds, and buildings that would make the Cistercian monastery self-sufficient allowed the monks to, at least in theory, turn away from the world and toward constructing a relationship with God. The work to create and manage a suitable landscape formed a continuum with the efforts to build support structures, cloisters, dormitories, and churches. However, it is useful to consider the two acts to remake the world, separating the remaking of the environment from constructing buildings. The finding and reconfiguring of the desert into a garden or paradise provided a place within which Cistercians might obtain a foretaste of divinity.
The mythological origins of the Cistercian reconstruction of the wilderness are bound to the account of Citeaux’s founding in the exordium parvum. The text begins with a letter from Robert of Molesme addressed to Hugh, the Archbishop of Lyon, stating the intention of certain monks to leave the monastery to live a life more strictly devoted to the Rule of Benedict. Twenty-one monks are said to have left Molesme for the desert place, heremum, which they called Citeaux. Heremum is a desert without water, a wilderness, and a wasteland. As such, the suitability of the place where the monks move is bound to the site’s lack of life-sustaining water, a critical feature of paradise and salvation for the Cistercian.
The wilderness in the exordium parvum is a chaotic and unhealthy place that must be willfully purged of its unsanitary condition. Trees and thorn bushes choke the site. Only wild beasts live there. As a result, the first Cistercians must cut down the dense undergrowth and other flora that impede the construction of their new cloister.[footnoteRef:222] These transformations of the environment strengthen and stabilize the site. The initial work in founding the monastery is a defensive act against the chaos with which it is threatened. [222:  Exordium Parvum, ch. 3, l. 1-5.] 

Hugh Francigena records a similar myth for the origin of the Cistercian Abbey of Silvanès. His account begins with a rhetorical flourish that associates the salvation of the woods where the monastery was built with its materiality. The site inhabited is a “heavenly forest” that has been carefully constructed by the monks living there.[footnoteRef:223] Through their labor, the chaotic environment is cultivated and civilized. [223:  Constance Hoffman Berman, The Cistercian Evolution: The Invention of a Religious Order in Twelfth-Century Europe (Philadelphia: University of Pennsylvania Press, 2000), 111.] 


They remained living in their little huts built by their own hands, in the society of beasts, insisting on practicing manual labor, cutting down with knives or axes, uprooting the land with their hoes, they transformed an uninhabited place into a habitable one.[footnoteRef:224] [224:  Berman, preface.] 


Constance Berman’s examination of the Silvanès cartulary reveals that despite Hugh’s account, the monastery was founded on land that had already been cultivated. The hagiographical account is, at the very least, an embellishment.
The exordium parvum, like Hugh’s tract on Silvanès, was written decades after the founding of Citeaux. Although there continues to be an academic debate regarding the dating of the primitive Cistercian documents, the texts that map out the creation of the Order are agreed to be more about its institutionalization than its true origins.[footnoteRef:225] However, recent scholarship demonstrates that even if creating a new monastery was not a transformation of the wilderness, it was a sophisticated act of civil negotiation. In her research on the cartularies associated with the property management of Molesme and Citeaux, Jean Truax demonstrates the differences between the labor of the monks who left for an imagined desert and those who remained behind at Molesme.[footnoteRef:226] [225:  See the debate between Constance B. Bouchard and Constance H. Berman across multiple issues of The Medieval Review. I am following Berman. For Berman’s response to Bouchard, see Constance H. Berman. “Narrative and Legislative Texts from Early Citeaux: A Response to Bouchard’s Review,” The Medieval Review (2001).]  [226:  Jean Truax, “Building the Desert: Property Management According to the Early Cistercians” (paper presentation, the 50th International Congress on Medieval Studies, Kalamazoo, Michigan, May 14-17, 2015).] 

The Benedictines at Molesme received numerous and diverse gifts of land and tithes that supported the monastery. These led to much wealth but required significant administrative work to manage. In contrast, the early Cistercians carefully selected and negotiated lands to be acquired for their monasteries. At Citeaux, no less than fourteen transactions were necessary to acquire the piece of property on which the cloister was built. Land was received and then traded. Most of the acquired land was occupied. Agreements were implemented to minimize the presence of anyone outside the Order. The goal of acquiring land appears to have been the consolidation of a single, contiguous site that was effectively, not literally, isolated from the rest of the world. The desert, in this administrative sense, resulted from contractual negation. The wilderness was made to be found.
While the origin myths of twelfth-century Cistercian monasteries constructed wastelands to be tamed, the mid-thirteenth-century creation of the Collège des Benardins required the transformation of a swamp into a feasible building site. The Collège responded to the rising influence of the mendicant orders as the first collectively endowed project by the Cistercians. It would become an exemplar of the Order. Maximilian Sternberg argues that the founding of the studium in 1245 marks the shift of the Cistercian abbeys from full autonomy to stakeholders within a centrally regulated and administrated Order.[footnoteRef:227] [227:  Maximilian Sternberg, Cistercian Architecture and Medieval Society (Leiden, Netherlands: E. J. Brill, 2013), 236.] 

The early unofficial colleges of the mendicant orders attached to walls and ramparts and, thus, existed outside the city proper. The Cistercian Order made a conscious decision to found their studium within the walls of Paris. Sited on the Left Bank, the land where the Collège was constructed was part of the Seine’s alluvial plain. The area was a collection of islands surrounded by stagnant water and prone to flooding. The Cistercian choice of the site, thus, necessitated a transformation of a miasmic swamp that emulated the origin mythology of the Order. Putrid waters were pumped out, and the land was built up. A walled enclosure was created that included its gatehouse.
In effect, the work to create the site of the Collège split it from the city within which it was founded. It became a place away from the city, much like the mythological desert referenced in the primitive documents. According to the contemporary Chronica Majora, the young Cistercians were not observed wandering in the city. They lived as if the Collège was a monastery. This mode of living, as if cloistered, was reinforced by the design of the studium and its associated structures, which mimicked the form of the monastery. It also balanced a need for the educational journey in Paris to be perceived as a kind of pilgrimage.[footnoteRef:228] The Cistercians studying in Paris left the abbey that was their home and entered the city, as if it was a foreign place, to experience the hagiographical desert place. The implicit promise was to return home to reenter their community of brothers. The Collége existed in the desert in the same manner that the Cistercian monastery did. [228:  The history of the college is based on Sternberg, Cistercian Architecture, 241-260.] 

Crafting the Collège in a swamp might have served more than a fulfillment of Cistercian origin myths. Martha Newman argues that Bernard’s sermon On Conversion, delivered in Paris in 1140, was intended to recruit students from other schools into his Order. If true, the sermon offers insight into how the Collège functioned as a demonstration of the possible redemption Bernard offered. At the heart of his sermon was a polluted swamp to be purified and healed, much like the one upon which the Collège was to be built.

[bookmark: _Toc151310166]SEALING SEWERS
While Cistercian origin mythology focused on the transformation of the world into something that could be compared or understood as an earthly form of paradise, or at the very least as a garden, Bernard’s approach to the necessary preparation of his community members to receive divinity follows a parallel corporeal metaphor to that of overcoming the disorder offered by the wilderness. A central metaphor in Bernard’s On Conversion conflated body and house to present the monk’s labor toward goodness to the cleansing of a flooded and polluted site. The Heaven that the monk will obtain is promised as if it were a heavenly house. That house is a house of glory, not subject to decay and thus, aligns with the incorruptibility of Christ’s human body in its representation of perfect human potential. In comparison, earthly bodies and dwellings evoke hatred as they are filled with filth and unhappiness.[footnoteRef:229] Bernard describes these houses and bodies as being overcome by miasmic flooding. [229:  Bernard of Clairvaux. “On Conversion,” in Bernard of Clairvaux: Selected Works, trans. Gillian R. Evans. (New York, NY: Paulist Press, 1987), “On Conversion,” in Bernard of Clairvaux: Selected Works, 76.] 


An overflowing sewer now contaminates the whole house with intolerable filth. It is vain for you (Ps. 126:2) to empty it when the filth is still flooding in, to repent while you do not cease to sin.[footnoteRef:230] [230:  Bernard of Clairvaux, “On Conversion,” in Bernard of Clairvaux: Selected Works, 72-73.] 


Bernard warns that the solution, purging the house and, by extension of the metaphor, the religious body of the pollution, is not enough to resolve the problem. Restoring the earthly dwelling also requires sealing it up to prevent further pollution.

Close the windows, fasten the doors, block all entry carefully, and at last you are not contending with the entry of fresh filth you will be able to clean up what is already there (1 Cor. 5:7).[footnoteRef:231] [231:  Bernard of Clairvaux, “On Conversion,” in Bernard of Clairvaux: Selected Works, 72-73.] 


[bookmark: _Toc151310167]EMPTYING SEWERS
Bernard’s allusion to First Corinthians reinforces the difficulty of the task and its relationship to the Christological profession. In 1 Corinthians 5:6-8, Paul admonishes the vanity of assuming that one’s bread dough is not corrupted by yeast as even the smallest amount of leavening will spoil the creation of the ritualistic bread that is to become Christ’s body. Paul urges his reader to remove all traces of yeast from the dough to make the old bread new and pure.
The distinction Paul makes and which Bernard references is critical. By renewing the bread instead of simply starting over and making a new dough, Paul indicates the possibility of redemption in the existing material condition. Bernard relies on this distinction for his monks and his monasteries. The first step is to recognize that an illness contaminates both. The awareness is something that can only be realized through sensual experience in which the monk acknowledges that his senses, the windows to his soul, expose him to the threat of disease and ultimate death. For the body, the threat is a “mass of bloody puss flowing everywhere.”[footnoteRef:232] For the house and the monastery, the threat is a flooding sewer. His senses expose him to miasma and open the knowledge of a need to seal oneself off from the world, much like the monastery seals off his cloistered brethren from the same. [232:  Bernard of Clairvaux, “On Conversion,” in Bernard of Clairvaux: Selected Works, 75.] 

Once a monk’s reason has taken over his will, cleaning up his body can be undertaken. Bernard describes this process as first sealing off the “fountain of evil” and allowing it to dry and cover over. To understand the metaphor, it is useful to think of blood coagulating into a scab. Once the scab has formed the monk’s memory, the part of himself that guides him away from God can be purified like a cesspit would be pumped dry. Bernard notes the difficulty of this task by comparing it to the erasing of a parchment that falls apart from being scraped before it ever truly is made clean.[footnoteRef:233] [233:  Bernard of Clairvaux, “On Conversion,” in Bernard of Clairvaux: Selected Works, 87.] 

The monastery is equal to the body, and the primary metaphor Bernard deploys for the body in On Conversion must also be understood as a place contaminated with filth in which the source of pollution has been stopped to establish a healthy and pure environment in which to live. The mythological origin and association of Cistercian monasteries in swampy wastelands played off this metaphor. Medieval swamps were full of bad air and miasma, requiring architectural intervention if they were to be made inhabitable.

[bookmark: _Toc151310168]CLEANSING THE HOUSE
After successfully preventing the influx of pollution, as sin into the monk’s mind and as miasma into the site of a future cloister, the next step in structuring Cistercian life on Earth was cleansing the pollution that spoiled them. In the Middle Ages, the polluted condition of a swamp or area filled with stagnant water, such as the sites of Fontenay and Fontfroide in the twelfth century, would have been the result of the influence of bad air. The environmental solution to the problem of miasma was to drain the swamp and block bad air from entering the site to be inhabited. Bernard relates the blocking of bad air in his sermon On Conversion as part of the transformation experience of a monk. Combined with his extensive discussion of the monk’s body as being polluted, Bernard’s understanding of religious perfection paralleled the architectural solution advocated in Vitruvius’s early treatise on architecture, the de re architectura libri decem. Vitruvius’s treatise was available in several medieval manuscripts and was most often appended with craft and medical manuals. Medieval annotations of the text often focused on its material and medical significance concerning a conceptualization of crafting perfection to the healing of the material world.[footnoteRef:234] [234:  Heidi Gearhart highlights this relationship in her discussion of a later inclusion of the Vitruvian manuscript with medical and craft treatises in her dissertation. See Heidi C. Gearhart, Theophilus and the Theory and Practice of Medieval Art (University Park, PA: The Pennsylvania State University Press, 2017).] 

For Vitruvius, choosing a proper site is critical to establishing a healthy city or building. In particular, he advises that cities are to be located away from swamps and marshes as the wind could bring poisonous vapors into the city or home. Winds are injurious, and careful consideration of the orientation and layout of a building or city must be taken to avoid an ill effect on health.[footnoteRef:235] If a building is to be built in a polluted area, the control of the winds is one of the first tasks of the architect. Otherwise, the site will remain uninhabitable.[footnoteRef:236] [235:  Vitruvius, On Architecture, bk I, ch. VI, 54.]  [236:  Vitruvius, On Architecture, 54.] 

Defensive walls were the primary means of preventing ill winds from affecting the health of a city’s inhabitants. Prior to building walls, Vitruvius recommends that sites with stagnant water, such as the one found in the thirteenth-century Chardonnet neighborhood of Paris, be drained to prevent them from “sending forth heavy and pestilent moisture.”[footnoteRef:237] Once the site is drained, a wind compass can orient the site and build walls that block foul winds. He notes that the cold winds from the north should be blocked because of their vehemence.[footnoteRef:238] [237:  Vitruvius, On Architecture, bk. I, ch. II, 31]  [238:  Vitruvius, On Architecture, bk I, ch. VI, 55.] 

In the sermon On Conversion, Bernard also implies that north winds must be blocked to create an environment amenable to health. Referencing Song 4:16, he states, “The south wind blows softly” in paradise. However, his citation is an edited version of the Song, which calls for both the north and south winds to bring a fragrant aroma to the garden of the beloved. Bernard claims that in the garden, “the north wind is still.”[footnoteRef:239] The scent of spices would have been a coded reference to medicinal properties for Bernard and his community. Foul air was also unhealthy, as in Vitruvius’s text. Bernard’s perception of air as evil is extended in his fifty-fourth sermon on the Canticle, where he explains that the abode of Satan and devils is a place of “foul and darksome air.”[footnoteRef:240] His comments are based on the general conception of creatures having an elemental association in the Middle Ages. Satan, having fallen from a fiery level of being as an angel, exists in the lower state of the air, albeit polluted. The bad air to be blocked by the construction of properly oriented walls thus had a theological and medical dimension that allowed Bernard to play off of the transformation of the environment that directly interrelated the monk’s body with the walls that blocked the world from him. [239:  Bernard of Clairvaux. “On Conversion,” in Bernard of Clairvaux: Selected Works, 85.]  [240:  Bernard of Clairvaux. “Sermon Fifty-Four,” in Bernard of Clairvaux on the Song of Songs, vol.3, Cistercian Father Series, trans. by Kilian Walsh and Irene M. Edmonds (Kalamazoo, MI: Cistercian Publications, 2005), 72.] 

Properly sealing off the world establishes the possibility of redemption after death. Closing the literal and figurative gates of the body and the cloister prevented the soul and the monk from “wandering” or “seeking the passing things of the world.”[footnoteRef:241] The proper disposition of the monk and the construction of the cloister shut off the evil and sickening environment that surrounded both and forced the monk to remain within himself. By remaining within himself, the monk opened the possibility of accessing a different kind of water. Sealing the fountain of evil, the body, or the city off from himself oriented the monk to the life-giving fountain that was Christ and to the city of God.[footnoteRef:242] [241:  Bernard of Clairvaux. “On Conversion,” in Bernard of Clairvaux: Selected Works, 71.]  [242:  Bernard of Clairvaux. “Sermon Fifty-Four,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 74.] 


[bookmark: _Toc151310169]PURIFYING WATER
The environment Bernard envisions as the end of his community’s labor is an earthly paradise that forms an enclosed garden with a fountain at its center. In Sermon Fifty-Four on the Canticle, his reference to Songs 4:12 is portrayed with Christ “as the water of the fountain… welling up in the midst of paradise.” Further, this divine water is a source of healing and delight that “refreshes the City of God perennially and abundantly… lest we remain entirely dry and barren,”[footnoteRef:243] echoing the mythological origins of the typical Cistercian monastery. In On Conversion, Bernard expands the description of the garden as a place where spiritual virtue grows, and as a result, white lilies bloom.[footnoteRef:244] The transformation of the desert place, which is a pestilent swamp, creates a new place, a garden full of flowers, in which purified water is the element that heals and converts the faithful of the monastery once the evil influence of the world has been purged and blocked. This understanding of paradise as a garden would have evoked the cloister garden central to the lives of Cistercian monasteries. These gardens likely featured a fountain or, more ornately, a fountain house amidst a collection of flora, including fruit trees, flowers, herbs, and medicinals. The fountains would have offered a place to wash for monks returning from the fields to pray. [243:  Bernard of Clairvaux, “Sermon Fifty-Four,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 74.]  [244:  Bernard of Clairvaux. “On Conversion,” in Bernard of Clairvaux: Selected Works, 85.] 

In Sermon Twenty-Two, Christ is this “fountain of life, a sealed fountain, brimming over from within the enclosed garden.” He/It divides into four streams flowing into the city’s streets.[footnoteRef:245] These streams from within the enclosed garden are “four ointments,” or medicines that Bernard notes are good for various tasks beyond healing. They are “spiritual waters for every occasion, for washing, or drinking, for cooking of foods.”[footnoteRef:246] These waters are necessary to extend the work of the monk who reorients his will to enable himself to build up defenses against being flooded with pollution from the world in the same manner that monastery walls block the evil air that originates in the remade swamps they inhabit. Once the senses and the city or cloister have been blocked up and the source of pollution prevented, the monk and the site must be washed. For the monk, the spiritual washing would have been baptism. For the monastery, it would have been the act of consecration that cleansed the buildings and walls. Bernard describes this process in his sermon On Conversion as a step toward healing a wounded arm.	Comment by Jason Crow: Image - 06 Fontfroide_Cloister_Well.jpg - near hear [245:  Bernard of Clairvaux. “Sermon Twenty-Two,” in Bernard of Clairvaux on the Song of Songs, Vol. 2, 16.]  [246:  Bernard of Clairvaux, in Bernard of Clairvaux on the Song of Songs, Vol. 2, 14-15.] 


For you will cure a wounded limb quickly by withdrawing the sword, but only if you apply poultices to heal it. For no one should think himself cleansed because he has come out of the cesspit. No, rather let him realize that he stands in need of a thorough washing first … Then truly our faces will be completely cleaned, so that he may present them to himself shining, without stain or wrinkle.[footnoteRef:247] [247:  Bernard of Clairvaux, “On Conversion,” in Bernard of Clairvaux: Selected Works, 90. Note that the final metaphor associates the body and clothing with architecture as tents and as more permanent structures.] 


Water played a critical role in the everyday life of the Cistercian monastery. Not only was there a mythological assumption about the cleanliness and preparation of the site, but there was also a practical and spiritual necessity to control and manage water on the site. However, this administration of spiritual waters could only follow from the foundation set by the hagiographical accounts of Cistercian sites. The land had to be understood as ready to be consecrated. The primary goal of the origin myths was to fulfill this prerequisite of the place that would become the sacred ground or heavenly forest that the monks inhabited.
Terryl Kinder notes two different kinds of water systems within the typical Cistercian monastery. The first is an external system that harnessed the power of rivers to channel sewage away and power mills, forge machinery, and generally serve the self-sustaining necessities of the monastery. This first system would have been initially constructed on previously cultivated land or in literal wastelands such as the Chardonnet in Paris. Once completed, a second internal system could be created that would include springs inside of the cloister or canals and plumbed aqueducts that delivered pure water to the monastery that was used precisely for the tasks Bernard associated with the “four ointments” of the sealed fountain: ritual washing and food preparation.[footnoteRef:248] It may be the case that the Cistercian interpretation of a wilderness was any site that had not been prepared with these two water systems. [248:  Terryl Kinder, Cistercian Europe: Architecture of Contemplation (Kalamazoo, MI and Cambridge, UK: Cistercian Publications, 2002), 86.] 

Life in the monastery centered on the internal water system, often visibly expressed in the cloister through the fountain house or lavabo. The fountain in the cloister was a material abbreviation of Song 4:12 and Bernard’s interpretation of Christ as a fountain of life. Monks used the lavabo daily to wash themselves prior to entering the church. It may also have been used to supply the water for food preparation, although this is less clear. The main spiritual function of the fountain house was the celebration of the mandatum. Every week on Saturday, the outgoing cooks would wash the feet of all their Cistercian brothers in imitation of Christ washing the feet of the Apostles. This act combined the ritual of purification with the seemingly more quotidian task of cooking through the former responsibilities of the washing men. The ritual occurred on benches in the fountain house or one of the adjacent galleries. Every Holy Thursday, the week before Easter, a special version of the mandatum was held. On one of these days, the monastery’s porter would select one person from the lay community surrounding the monastery per monk. Each monk would wash the community members’ feet and give them a coin. In this manner, each monk served to imitate Christ’s humble act. Later the same day, the monastery’s abbot would also wash twelve monks’ feet to provide a more direct image of the divine responsibility.[footnoteRef:249] [249:  Terryl Kinder, Cistercian Europe: Architecture of Contemplation, 136-137.] 

The image of the sealed fountain in an enclosed garden was duplicated by the fountain house in the cloister devoted to the ritual cleansing and purification of the Cistercians and their surrounding community. This earthly construction of a paradise was made possible by the mythological foundation of the Cistercian siting of monasteries in places which could be understood through the management of water as restored wastelands or as in the case of the Collège des Bernardins as drained swamps. Despite the function of the cloister as a potential heavenly garden in everyday life, the garden, sealed off from the external world, continued to function and point to an even more distant environment that was perfect. The true function of the cloister was to provide a wall between an earthly realm that could never be perfect on its own but could point to the heavenly garden the monk wished to obtain.

[bookmark: _Toc151310170]BUILDING THE WALL OF THE CHURCH
In the opening paragraph of his First Sermon on the Dedication of Churches, Sermo I. De quinque sacramentis dedicationis (About the Five Sacraments of Dedication), Bernard of Clairvaux asks: “What sanctity can be had by the stones, these that we celebrate with solemnity?” He quickly answers the rhetorical question about the sanctity of his church’s matter: The churches were “constructed out of living stones”—construitur vivis ex lapidibus.[footnoteRef:250] These living stones were men joined in prayer and pneumatically filled with God’s power. For Bernard, the consecration ritual transformed a building from a heap of dead matter—men and stone—into an assembly of living walls that doubled and completed the church. [250:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, in in dedicatione ecclesiae. PL 183, cols. 519A and 521B. Patrologina latina: The Full Database. Ann Arbor, MI: Proquest LLC, 1996-2013.https://about.proquest.com/en/products-services/patrologia_latina/. Accessed February 7, 2024; Bernard of Clairvaux, “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons and the Principle Festivals of the Year, trans. by a priest of Mount Melleray (Dublin, Belfast, Cork, and Waterford: Browne and Nolan, 1921), 391-392.] 

To explain these living stones and walls of the church, Bernard created a seemingly mixed metaphor for masonry from Isaias 41:7, in which the Prophet described a coppersmith who shaped individual bits of copper and then nailed them to a form. Once fixed, the smith permanently soldered the pieces together and, thus, unified the metal parts into a copper vessel.[footnoteRef:251] In Sermo I, Bernard stated that the joining of stone and brother occurred by “soldering” but with knowledge and love: Glutino bonum est. Duplici igitur sibi cohaerent lapides illi glutino cognitionis et perfectae dilectionis. [251:  Isa. 41:7.] 

Bernard comments that his house of living stones came into existence simultaneously through this unification of building and monks. The dedication ceremony consummated the act of building by filling it with the bodies of his brothers and making the totality into a single body. He notes that it was only by soldering that the dwelling place for God was created. The unity of his community, like the unity of the wall, removed the division from God. Soldering allowed the deity to enter and sanctify the place.[footnoteRef:252] If either monks or stones were disunited, so was the church.[footnoteRef:253] [252:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, in dedicatione ecclesiae. PL 183, col. 519A; “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons.]  [253:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, PL 183, col. 519A; “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons.] 

The two soldering modes used to build the church walls were a moral exegesis, which Bernard transposed from Isaias and likely originated in Gregory the Great’s Moralium libri (PL LXXV, 513C).[footnoteRef:254] Jerome Taylor notes that Gregory used the wall metaphor to explain the ordering of knowledge and how it led to love. Hugh of Saint-Victor employed a similar combination in his work on tropology, the de arca morali. For theologians, the metaphor of the wall was a useful exegetical tool. For Hugh, the wall of knowledge provided a common structure to organize his written works, including his summa, the De Sacramentis.[footnoteRef:255] Mary Carruthers notes that this use of the wall metaphor was fundamental to Victorine exegesis and that the trope was common in the Middle Ages.[footnoteRef:256] By the thirteenth century, the metaphor became more literal as the organizing theme for illuminating torre sapientiae—towers of wisdom, which could be observed as a visual reference for everything known.[footnoteRef:257] Building upon this metaphorical wall of the church was the first task in teaching the monk how he might live in charity. [254:  Hugh of Saint Victor, Didascalicon, 223, note 15.]  [255:  Hugh of Saint Victor, Didascalicon, 223, note 15.]  [256:  Mary Carruthers, The Craft of Thought: Meditation, Rhetoric, and the Making of Images 400-1200 (Cambridge: Cambridge University Press, 2000) 282-3, notes 32, 34, and 35.]  [257:  Carruthers, The Craft of Thought, 282, note 32.] 

Bernard’s First and Third Sermons on the Dedication of the Church presents the building’s consecration as the sacramental transformation of the monk’s bodies and the church’s walls. Bernard’s description of church construction as changes to a body of men complemented Hugh of Saint-Victor’s description of the wall of knowledge. For Bernard, Hugh’s wall of knowledge became blessed—a wall of love—as stony matter melted into a unified flesh devoted to charity.
Following the rhetorical question about the sanctity of stone that opened his First Sermon on the Dedication of the Church, Bernard explains that the stones of the church were holy because the bodies they contained were vessels of sanctity and honor as God was present in the bodies of men. Hence, the bodies of his monks, in turn, sanctified Bernard’s churches. Holy men made holy stones and holy walls.
Bernard explains this sanctification of the church in his Third Sermon on the Dedication, in which he compares the walls of the building to monkish self-control. Bernard comments that walls of patience and restraint protected the monks against anything that might lead them astray.

What, therefore, is the fortification? The Savior placed within Sion, the city of our strength, says the prophet, a city wall and a bulwark (Isaias 26:1). These are the wall of self-restraint and the wall of patience. Good is the wall of self-restraint, which thus surrounds and encloses, so that death’s entry might not be granted through the windows of the eyes or by the other senses.[footnoteRef:258] [258:  Bernard of Clairvaux, Sermo III. Quomodo et nobis aliis cohaerere debeamus in dedicatione ecclesiae, para. 1, in dedicatione ecclesiae. PL 183, col. 524A; “Third Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons, 400-405.] 


These walls are defensive fortifications. Curiously, they occur within the monk’s body, and this illogical placement requires further explanation. Bernard further compares the walls of the church and the walls within the monk by noting that there is a living bread—panem vivum—within the bread consumed by his brothers during the Eucharistic rite. He explains that the fortified bread contains God, which he clarifies is the living bread.[footnoteRef:259] The stone church is blessed by being filled with monks. The monks are blessed by being filled with the Eucharist. It is bread blessed by its containing of divine power. Stones, men, and bread are, thus, sanctified by the successive infilling of God. One way of picturing this state is as a nested series of defensive walls fortifying a city. [259:  Bernard of Clairvaux, Sermo III. para. 2, de quinque sacramentis dedicationis, in edication ecclesiae. PL 183, col. 524D; “Third Sermon,” in St. Bernard’s Sermons for the Seasons, 400.] 

Hugh of Saint-Victor’s De Sacramentis mythologizes the cosmological origin as the building of an internal bulwark that separates chaos from matter. Bernard’s monks employed a similar internal wall to defend themselves from sin and to sanctify their bodies. Hugh plays on the two senses of the term moles to describe the initial state of creation as a pile of rocks that can be built into a defensive wall. The wall protects the plan of God hidden within matter by separating it from the chaotic possibilities of creation. Bernard’s monks, similarly, were taught to build a wall within themselves to separate them from earthly distractions.
Like the transformation of Hugh’s cosmos, the matter of Bernard’s monks existed chaotically so that they could choose to enter the state intended by God. After noting that the monks and the church walls are potential vessels to be filled by God, Bernard returns in his First Sermon on the Dedication to describe how the matter of both would change once God was present. First, God would whitewash the walls of the church.[footnoteRef:260] This is similar to Hugh’s description of what happened after the wall of knowledge was built: after knowledge was established, God painted the wall—a realization of His love. Unlike Hugh, however, Bernard describes the change brought about by painting: [260:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, in edication ecclesiae. PL 183, col. 520B; “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons.] 


God not only ([white-washes us)] but inscribes us with his finger, [(literally Exod. 31:18]) in this he casts out demons, without doubt in fact as the Holy Spirit. He inscribes, it is said, his law, not in stone, but in the stone tablet of the fleshy heart, thus he fills the promise of his prophet, through which he promises he will take away the heart of stone, and he will make (give over) the heart of flesh (Ezek. 11:19). It is not hard, not firm, not Jewish, but pious, but mild, but formable, but devoted.[footnoteRef:261] [261:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, in edication ecclesiae. PL 183, col. 520C; “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons.] 


God’s presence expelled the demons, the equivalent of separating chaos, and the stones, no longer hard or firm, melted into perfect flesh. With God’s inscription, the church of dead stones became the church of living bodies. The stones that sanctify were men.
Perfect men made the church perfect, and this is where Bernard’s explanation of sanctifying the church becomes remarkably artisanal. In paragraph six of the First Sermon on the Dedication of the Church, Bernard discusses how the dead stones became the living walls. In essence, he states that once the church was filled with his monks, it was consummated by seamlessly joining all of its matter. In paragraph seven, he provides a further reference by noting that the wall’s stones are soldered together. This was the Isaias reference mentioned at the beginning of the chapter. However, the change in the building and its occupants that Bernard depicts is not simply a mixed metaphor for perfect joint work.
In paragraph six, Bernard references two types of stone, living and dead, corresponding to the two types of bread—the unconsecrated host and the body of Christ—that he discusses in the Third Sermon. Bernard states that the church was dedicated when the monks entered the church made by God, not humans. This was the house of living stones—the monks inside the material church. When both types of stone, monks, and buildings, were united as a dwelling place for God, an unimpaired union was created without division. The lack of division resulted from soldering with full knowledge and perfect love.

With regard to the benediction, that is reserved for the end, when the Lord will ‘open His hand and fill with blessing every living creature’ (Ps. 145:16). The four preceding operations constitute our merits: the benediction shall be our reward. In the benediction shall be consummated the grace of our sanctification, when we shall go into the ‘house not made with hands, eternal in heaven’ (2 Cor. 5:1). That is the house built up with ‘living stones’ (I Peter 2:5), namely, with angels and men, the dedication whereof shall be completed at the same moment that witnesses the completion of its structure. Wood and stones do not constitute a house so long as they remain disunited, nor is it possible to dwell beneath them until they have been cemented together: it is only in the combination that they can form a perfect dwelling place. Thus the perfect union of heavenly spirits, a union impaired by no kind of division, affords God a perfect and worthy habitation which the indwelling glory of His majesty unspeakably beatifies. Who, I ask, could be so fully informed concerning the counsels of all kings, or who could possess so much knowledge of all their words and actions as the wood and stones of their palaces, if only they [the wood and stones] were endowed with sense and intelligence. Thus, my brethren, the living and rational stones of the celestial palace above, are admitted to the counsels of God.[footnoteRef:262] [262:  Bernard of Clairvaux, Sermo I. de quinque sacramentis dedicationis, in edication ecclesiae. PL 183, col. 521A-B; “First Sermon for the Feast of the Dedication of a Church: On the Spiritual Dedication of the Spiritual Temple,” in St. Bernard’s Sermons for the Seasons.
] 


The wall God forms through the church’s dedication is smooth and jointless. For Bernard, the wall was made with the seamless joints formed in metalworking when fusing two pieces of copper, thus, the biblical coppersmith reference. Bernard’s argument that the Eucharist strengthens man because it is filled with living bread is relevant here. God finishes the metaphorical wall of the church by transforming the men who constitute it. He melts them and, by doing so, joins them seamlessly together. At the same time, the men fill the material stones of the church: the inanimate stones. In so doing, they transform those stones equivalent to the ritual change of bread into a divine body. For Bernard, when God touched the church wall, it melted away into the wall of love.

[bookmark: _Toc151310171]REPAIRING THE WALL OF THE CHURCH
Bernard dedicates Sermon Fifty-Six on the Canticle to discussing the materiality of the bride and bridegroom’s body as a wall. For Bernard, the task to be achieved is to understand how the body’s wall is removed as an obstacle to experiencing unity with Christ. The divine man is also understood as a wall simultaneously distancing the faithful from heavenly rest in the garden of paradise that is to come and joining them in that paradise. In Sermon Sixty-Two, Bernard develops this understanding of Christ as a wall but shifts to describe the complex separation in which the Son of God is both the wall and the beloved waiting in the garden beyond. Christ as wall is Christ with his back turned toward the bride. His wounds, the openings, and chinks in the wall, are areas of refuge within the wall.[footnoteRef:263] Previously, in Sermon Sixty-One, Bernard describes the same wounds as the clefts from which spiritual and medicinal water flows and heals and offers the taste of ecstatic wisdom.[footnoteRef:264] However, in Sermon Fifty-Six, Bernard most clearly articulates Christ as the wall that establishes the proper relation between the monk and nature. As the bride of Christ, the monk peers through the wall into the garden where nature is perfect and where he will meet Christ as his bridegroom face-to-face. Christ and the monk will live together in the garden after death, but for the monk’s remaining time on Earth, he presses against the church wall as if it were the back of the Son of God. [263:  Bernard of Clairvaux, “Sermon Sixty-Two,” in Bernard of Clairvaux on the Song of Songs, vol. 3.]  [264:  Bernard of Clairvaux, “Sermon Sixty-One,” in Bernard of Clairvaux on the Song of Songs, vol. 3.] 

The Cistercian monk lives on Earth as if in exile from Heaven, which is understood to be a garden within which Christ dwells as a fountain. The garden wall separates the monk from that garden and Christ, who offers a pneumatic spiritual renewal as a fountain. The monk’s experience of his separation from Christ is reinforced through the physical experience of the church wall that divides him from the fountain within the cloister that lies adjacent to it. Praying in the church, the monk has glimpses of the celestial garden through the alba glass decorated with grisaille-work similar to a garden lattice or with white lilies or red roses, representing the garden beyond. Bernard develops this tropological condition of the Cistercian in his Fifty-Sixth Sermon on the Canticle, where he reads Song 2:9 as a description of the cloister wall. The bride and bridegroom stand on opposite sides of the wall and interact through garden screens that double as windows in the wall.[footnoteRef:265] [265:  Bernard of Clairvaux, “Sermon Fifty-Six,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 91.] 


Similis est dilectus meus capreae, hinnuloque cervorum. En ipse stat post parietem nostrum, respiciens per fenestras, prospiciens per cancellos.

My beloved is like a roe, or a young hart. Behold he stands behind our wall, looking through the windows, looking through the lattices.

The wall fosters the proper experience the monk is to have as he seeks his perfection, similar to that of the incarnated Christ, which is his behavioral model. In Sermon Fifty-Six, Christ has a dual existence as both the wall of the church and as the fountain within the garden beyond. With multiple references to his body as a rock and his wounds as sphragis, the mixed metaphor is reduced to a singular meaning. Stone in the twelfth century was understood to form from cooled and hardened water. It perfected itself in melting. Thus, the church’s wall is already a type for the fountain. The wall can melt and, thus, become the fountain, the source of pneumatic transformation for the monk. Bernard directly notes this type of transformation when he explains the need to wait to be dissolved until one is free of sin in Sermon Fifty-Six.[footnoteRef:266] [266:  Bernard of Clairvaux, “Sermon Fifty-Six,” in Bernard of Clairvaux on the Song of Songs, Vol. 3.] 

The melting stone plays off the wounds of Christ, the sources of the fountains, as holes in the wall. Bernard associates Moses with Christ as earthly, historical repairs to that wall. He states that both stand in the breech of the wall to prevent the torrent of pollution that is possible in the terrestrial realm. Christ, in this sense, is the incarnate human being that guides the monk’s behavior. Christ on Earth is a pure stone that blocks miasma, just as the monastery walls create the condition by which the cloister garden can exist. Christ the fountain is the perfected condition of an everflowing fountain that will return and redeem the world.[footnoteRef:267] Bernard develops this theme further in his Sermons on the Nativity, but in Sermon Fifty-Six, he provides a tropological exemplar through the wall of Christ. [267:  Bernard of Clairvaux, “Sermons One – Five” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 99-128 and “Sermon Fifty-Six,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 89.] 

Much of Bernard’s exegesis of Song 2:9 is devoted to explaining the necessity of Christ’s experience of human flesh and human sensation. Christ, according to Bernard and theologians such as Hugh of Saint-Victor, was incarnated to increase his understanding through the same kind of suffering that humans experienced. The critical distinction to be made for medieval thinkers was to maintain Christ’s perfect knowledge while still allowing for a possible justification for his being made human. Otherwise, the Earth was either only contemptible as it was in heretical thinking, or the incarnation was unnecessary as it could simply be saved by fiat. The notion that the human experience was a different understanding provided a means by which the incarnation could be beneficial without God’s requirement.
Christ’s human experience was understood through the metaphor of a wall pierced with openings. Metaphorically, these openings were the senses. Human experience interrelated the world with the soul through sensation—the opening of the world. Christ deployed these openings to experience as humans would:

[H]e has used our bodily senses as openings or windows… Do you see him becoming what he [already] was, and learning what he [already] knew, seeking in our midst openings and windows by which to search more attentively into our misfortunes? He has found many openings in our tumbling down and fissured wall as he experiences proofs of our weaknesses and corruption in his own body. This then is how the Bridegroom stands behind the wall and looks through the window and lattices.[footnoteRef:268] [268:  Bernard of Clairvaux, “Sermon Fifty-Six,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 88.] 


The incarnate body simultaneously blocked direct access to wisdom and provided the earthly senses with a different mode of access through the world to that wisdom. In Bernard’s interpretation, the eyes, ears, and nose were similar to chinks and clefts in the earthly wall.
Mystical ascent required the closing of the earthly senses to allow for the opening of a higher level of spiritual sensation via the eyes of the heart or sapiential taste.[footnoteRef:269] This more direct access reflected an intermediary and perfect condition of human sensation as experienced by Christ in which the metaphorical openings in the wall that are the divine being become lattices and windows.[footnoteRef:270] Bernard compares these narrow windows to the source of light that illuminated the pages of books. Ivan Illich notes that the description of words on the written page metaphorically conflates the latticework of the book to garden fences. Wisdom, as obtained through reading, is thus related in medieval thinking to the grisaille glass that filled the openings of Cistercian church walls and evoked the monk’s proper orientation to the garden beyond, literally in the cloister and figuratively with Christ.[footnoteRef:271] [269:  For a discussion of the hierarchy of sensation in the Middle Ages, See Gordon Rudy, Mystical Language of Sensation in the Later Middle Ages (New York, NY: Routledge, 2002).]  [270:  Bernard of Clairvaux, “Sermon Fifty-Six,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 87-89.]  [271:  Bernard of Clairvaux, “Sermon Sixty-One,” in Bernard of Clairvaux on the Song of Songs, Vol. 3, 93.] 

Confession, ritually purging and atoning for sin, opened these lattices and windows onto the bridegroom, Christ, according to Bernard.[footnoteRef:272] The garden wall, the church wall, and the cloister wall each situated the Cistercian concerning the pollution and purification of his earthly condition as preparation for a possible glimpse of a heavenly reward always on the other side of this bodily impediment to union with Christ. Preparing the body for mystical potential equated with preparing the site for the possibility of receiving grace but only as a partial touch through the wall as a representation of Christ’s physical presence. Paradise, the garden beyond, was an unnatural condition made virtually present through this touch, but only after the natural world had been cut off through the sealing of earthly sensation. The earthly environment of the monk was thus, at best, a barren wasteland. The hagiographical origins of the Cistercian monastery in the desert place establish nature as already being this other place. The entire natural world was a wasteland, and it was only through its careful delineation that a site could come close to being a receptacle for divinity, a prepared ground for receiving divine presence. Building a cloister in a foreign place involved splitting it from its natural condition to point toward an unnatural garden, where the Cistercian would find a home, even if only after death. [272:  Bernard of Clairvaux, “Sermon Sixty-One,” in Bernard of Clairvaux on the Song of Songs, Vol. 3,  93-94.] 


[bookmark: _Toc151310172]EXPERIENCING CHRIST
Bernard’s understanding of mystical ascent appears to be bound to the materiality of these churches, particularly the stones of the church walls. His discussions of the transformation of matter within his sermons On Conversion, On the Steps of Humility and Pride, On the Nativity, and in Song of Songs suggest that mystical experience can be equated with the dissolution of stone into a more divine matter. Within this context, the monk, praying in the church for a vision of God, anticipates an experience through the material conversion of the walls for which he has prepared by purifying the site of the monastery and the site of his bodies as material conditions. Most contemporary interpretations of the materiality and form of Cistercian architecture focus on three statutes in the Cistercian Charter of Charity. Statute Ten, in essence, requires Cistercian churches to be monochromatic and forbids using gold. Statute Twenty prohibits the use of sculpture and painting within the church. Statue Eighty requires windows to be made of white glass and prohibits the employment of figurative decoration.[footnoteRef:273] On the surface, the statutes seem to ban the materialism for which Suger comes under critique, but gold, glass, and stone were equivalent matters in twelfth-century historical interpretation. Theophilus Presbyter equates gemstones and glass several times in his de diversis artibus.[footnoteRef:274] Most critically, the vernacular explanation of what stone was and how it came into being originated in the idea of water cooling into ice and melting back into liquid. This twelfth-century explanation of something like a phase change in matter is in the background of Bernard’s thoughts about the reverse transformation of stone in his Third Sermon on the Nativity, in which he paraphrases Ezekiel 11:19: [273:  Conrad Rudolph, “The ‘Principal Founders’ and the Early Artistic Legislation of Citeaux,” Studies in Cistercian Architecture, vol. 3, Cistercian Studies Series 89 (Kalamazoo, MI: Cistercian Publications, 1987), 1-43.]  [274:  See bks. 2, 18, and 27 of Presbyter’s de diversis artibus.] 


Oh hardness of my heart! O Lord, if only as your Word became flesh, so my heart too might become fleshly! In fact, you promised this through the Prophet: ‘I will take away from you the heart of stone and give you a heart of flesh.’[footnoteRef:275] [275:  The translators of Bernard’s passage in the Third Sermon on the Nativity associate it with Ezek. 36:26. Ezek. 11:19 is nearly identical; however, it also states that the heart is made undivided. See Bernard of Clairvaux, “Third Sermon on the Nativity: The Five Fountains,” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 116.] 


The transformation of the heart from stone to flesh is referred to throughout Bernard’s writings. As he describes in his sermon On Loving God, it occurs experientially through the proper love of one’s body, the love of one’s neighbor, and the love of Christ’s flesh.

To love in this way is to become like God. As a drop of water seems to disappear completely in a quantity of wine, taking the wine’s flavor and color; as a red-hot iron becomes indistinguishable from the glow of fire and its original form disappears; as air suffused with the light of the sun seems transformed into the brightness of the light, as if it were itself light rather than merely lit up; so, in those who are holy, it is necessary for human affection to dissolve in some ineffable way, and be poured into the will of God. How will God be all in all if anything of man remains in man? The substance remains, but in another form, with another glory, another power.[footnoteRef:276]	Comment by Jason Crow: Image - 07 Fontenay_Nave_Looking_Toward_Altar.jpg - near here. [276:  Bernard of Clairvaux, “On Loving God,” in Bernard of Clairvaux: Selected Works, trans. Gillian R. Evans, The Classics of Western Spirituality (New York: Paulist Press, 1987), 196.] 


The change Bernard describes in this passage, in which substance remains while the form is perfected, was the same as the change of earthly matter into heavenly flesh. For Bernard, the transformation was realized in the Eucharist. The sacrament is the center of his hieratic Christological practice as a priest. The relationship between the Eucharistic bread and wine, stone and water, and word and light is explicit throughout medieval exegesis.[footnoteRef:277] It is implicit in the contemporary descriptions of Bernard as flowing honey.[footnoteRef:278] Bernard makes the association explicit in his Sixty-Second Sermon on the Song of Songs. [277:  Henri de Lubac, Medieval Exegesis, trans. Mark Sebanc (Grand Rapids, Michigan: W.B. Eerdmans, 1998), 162-177.]  [278:  Literally melifluus. Lubac, 162-177.] 


The Church is a dove and therefore at rest. A dove, I say, because she receives the implanted word meekly. And she reposes in the word, that is in the rock, for the rock is the word. They all ate the same spiritual food and drank the same spiritual drink; for they drank from the spiritual rock that accompanied them, and that rock was Christ.[footnoteRef:279] [279:  Bernard of Clairvaux, “Sermon Sixty-Two,” in Bernard of Claivaux on the Song of Songs, 155.] 


Bernard’s paraphrase of Ezekiel 11:19 above suggests an alignment between the hierurgical transformation of the church wall, the subject of the Sixty-Second Sermon, and the perfection of the human flesh experienced in his sermon On Conversion.[footnoteRef:280] [280:  For an excellent discussion of the Neoplatonic terms, theurgy and hierurgy, see Sarah Klitenic and John M. Dillon, Dionysius the Areopagite and the Neoplatonist Tradition: Despoiling the Hellenes, Ashgate Studies in Philosophy and Theology in Late Antiquity. (Aldershot, England; Burlington, Vermont: Ashgate, 2007). Briefly, theurgy is the work of God, and hierurgy is the repetition, through participation in that work, to align oneself with God. Etienne Gilson suggests, but cannot prove, that Bernard is familiar with the Pseudo-Dionysian corpus. He does confirm that Bernard is influenced by the Dionysian writings of Maximus the Confessor, from whom he borrows the word excessus, ecstasy, to designate the mystical experience. See Etienne Gilson, The Mystical Theology of Saint Bernard, trans. A. H. C. Downes (Kalamazoo, MI: Cistercian Publications, 1990), 114.] 

For Bernard, conversion begins when the layperson chooses to enter religious life. At that moment, the goal of the monk’s life becomes an experience of perfection that occurs in a vision—and a view—toward a fountain in a garden sealed off and framed by lattice and window. Bernard abbreviated the vision as a white stone—a pearl. On Conversion is unique among Bernard’s sermons. Delivered in 1140CE, it was addressed not to his fellow monks but to the public. Bernard’s goal with this sermon was to convince the laity to enter the religious Order. He was successful. Over twenty people were converted and followed Bernard from Paris to Clairvaux.[footnoteRef:281] The turning point of On Conversion occurs midway through the sermon. It hinges on the moment the body stops resisting God, and a desire to contemplate heavenly things springs forth into the mind.[footnoteRef:282] The relevant passage is long, but it is worthwhile to quote it in a redacted form: [281:  Bernard of Clairvaux, “On Conversion,” 65.]  [282:  Bernard of Clairvaux, “On Conversion,” 82 and 84.] 


Truly, the eye which was in darkness before is cleansed by tears and its sight sharpened, so that it is able to gaze into the brightness of that most serene light. From now onward, let him gaze upward through the window, look out through the lattice … [L]et him seek the Light in the light, where a man may eat the bread of angels. He will find a paradise of pleasure planted by the Lord. He will find a garden of sweet flowers. He will find a cool resting-place.… It is an enclosed garden, where a sealed fountain gives forth four springs and a fourfold virtue comes from a single source of wisdom. There, too, the whitest lilies spring.… It is the sweetness of the Lord, and you will not recognize it unless you taste it. ‘Taste and see,’ he says, ‘how sweet the Lord is.’ The new name which a man only knows if he receives it is hidden manna…. It is a pearl.[footnoteRef:283] [283:  Bernard of Clairvaux, “On Conversion,” 83-85.] 


The key to finding the hidden “Light in the light,”[footnoteRef:284] the abbreviated meaning of Bernard’s passage at the turning point of On Conversion, is the pearl. The pearl collapses a vision—the sealed fountain, the garden wall with its window and lattice—into a hidden manna. In Revelations 2:17, to which Bernard’s hidden manna refers, a white stone engraved with a new name is given to those who overcome sin.[footnoteRef:285] Exegetically, the manna and the white stone fall within the same Eucharistic category as Bernard’s discussion of the transubstantiation of matter. The pearl is special. It also refers to the Gospel of Matthew, where the pearl is a hidden treasure of great price.[footnoteRef:286] As an engraved white stone, it would have been a talisman. [284:  The light is literally a nova lux. In medieval terms, lux is the invisible light of God from which lumen, the visible light of the sun, emanates. In Bernard’s sermons, God’s light is repeatedly hidden and only obtained through ecstatic experience. See Pranger, Bernard of Clairvaux and the Shape of Monastic Thought: Broken Dreams for an extended discussion of the hidden light in Bernard’s writing regarding precious stones.]  [285:  Revelations. 2:17, hereafter Rev.]  [286:  Gospel of Matthew 13:44-46, hereafter Mat.] 


[The stones are] breathed upon by the radiance of the true sun, that is, Christ, or handed and warmed by the fingers, that is by the gifts of the Holy Ghost, by the word of their preaching and by the example of their goodness, they draw the chaff, that is sinners, to themselves, and they ally [sinners] to themselves and they admonish them to persevere in good works.[footnoteRef:287] [287:  John Riddle edited the most accessible edition of Marbode’s longer lapidary treatise, and included three shorter works that are unlikely truly to have been written by Marbode. However, these additional shorter works are found bound with Marbode’s treastise, and for the purposes of discussion offer parallel confirmation of Marbode’s approach to the understanding of precious and semi-precious gemstones in the middle ages. Marbode’s De Lapidibus will be referenced as such, and the shorter works will be referenced as the “Medical Lapidary” and the “Prose Lapidary.” Marbode of Rennes, “Medical Lapidary,” in Marbode of Rennes’ De Lapidibus: Considered as a Medical Treatise with Text, Commentary, and C.W. King’s Translation, Together with Text and Translation of Marbode’s Minor Works on Stones, trans. John M. Riddle and C.W. King (Wiesbaden: Steiner, 1977), 126.] 


Within the church wall, Bernard’s pearl refers to the white stained glass windows mandated by Cistercian law. Complying with the ban on colored and figurative decoration in Statute Eighty, Cistercian windows were—atypically for the twelfth century—white with lead caning forming decorative patterns of geometric or white lily forms.[footnoteRef:288] Recalling the twelfth-century equivalence of stained glass and stone, the Cistercian churches’ windows materially and iconographically depict the view into the garden at the turning point of Bernard’s sermon On Conversion. The stained glass is white stone. The calligraphic pattern of the lead caning that unifies the glass fragments is pictorially equivalent to the lattice in the passage. However, what is critical in Bernard’s moment of conversion is not the vision of the window and the lattice but the resting in the garden where the fountain is located. The fountain is beyond the garden wall and, therefore, inaccessible. [288:  The term used for white in the Charter of Charity was alba. It is an ambiguous word that could designate transparent, translucent white or opaque white. Color in the Middle Ages indicated the brightness of an object more than hue. In this sense, a white object could be white, gold, or even red, as all these colors were considered very bright. See Meredith Parsons Lillich, “Monastic Stained Glass: Patronage and Style,” in Monasticism and the Arts, ed. Timothy Gregory Verdon, 1st. ed. (Syracuse, New York: Syracuse University Press, 1984), 207-254 and Helen Jackson Zakin, “French Cistercian Grisaille Glass,” Gesta, vol. 13, no. 2 (1974), 17-28.] 

The fountain simultaneously presents the possibility of transforming the earthly cloister into a terrestrial paradise and the promise of a heavenly paradise in the next age. Both are filled with white lilies. The Cistercian church’s leaded white glass presents the power of God’s presence in stone and the image of the paradise to come. The transformation of the earthly fountain into a heavenly fountain is not the subject matter of Bernard’s sermon On Conversion. However, the transformation of the fountain is the subject matter of his First Sermon on the Nativity. Before turning to Bernard’s discussion of the fountain, it is necessary to understand how the monk’s body is prepared for the mystical experience. The fountain on the other side of the enclosed garden/church wall suggests the transformation of the monk. Bernard discusses the preparation of the earthly body in his sermon, On the Steps of Humility and Pride.
In Bernard’s commentary on the seventh chapter of Rule of Benedict, On the Steps of Humility and Pride (hereafter Steps), his monks are taught to make their earthly flesh as much like the flesh of the incarnate Christ as humanly possible by imitating his descent from Heaven into flesh—cutting steps into their stony hearts to follow him downward. Steps is, perhaps, Bernard’s earliest written work.[footnoteRef:289] Written in 1124CE, it is a response to a request by Godfrey of Langres, the Abbot of Fontenay, for assistance in educating his monks. Bernard opens and closes his sermon by stating that he has been asked to write about the ascent of the steps of humility to union with God. Unfortunately, he has been unable to accomplish the task. All he has been able to do is relate his experience of descending the steps of pride.[footnoteRef:290] At the end of his sermon, Bernard can only speculate on the possibility of finding a way up the steps of humility within his steps of pride. [289:  Dennis R. Powers, “Jacob’s Ladder: A Renewal of the Ancient Image in the Christology of Bernard of Clairvaux” (PhD diss., Saint Louis University, 1998), 37-38.]  [290:  Bernard of Clairvaux, “The Steps of Humility and Pride,” in Bernard of Clairvaux: Selected Works, 101 and 142-143.] 

For Bernard, humans, after the fall of Adam, have lost their knowledge of how to connect to God. Sensual experience is the only way humans might regain their former knowledge. However, the senses are polluted by sin and function improperly. In the Steps, Christ’s incarnation is a descent into a material condition, which teaches him through sensual experience. For Bernard, Christ’s descent into the flesh makes him equivalent to humans without sin, and through this equivalence, he experiences human suffering and temptations through human sensuality. The experience of human suffering and temptation teaches Christ to be merciful. Bernard writes,

‘[T]he word was made flesh,’ and the flesh of the flesh of Abraham, according to the promise which was made to him at the first. It was fitting that he should become like his brothers in all things, that is, it was fitting and necessary that he should be able to suffer like us, and should experience all the kinds of misery we experience, except sin. If you ask by what necessity: so that he might become merciful. You say, why cannot this be correctly referred to the body? But hear what comes immediately after, ‘For because he suffered and was tempted he is able to help those who are tempted.’ … He knew by nature not experience.[footnoteRef:291] [291:  Bernard of Clairvaux, “The Steps of Humility and Pride,” in Bernard of Clairvaux: Selected Works, 108.] 


Bernard’s Steps teaches humans to follow Christ’s example and perfect their earthly bodies by removing the impediments of sin. This following of Christ reflects the Neoplatonic hierurgical practice in which matter had to be prepared to be useful for the ritual ascent.[footnoteRef:292] In Bernard’s theology, only the prepared monk can ascend back to God through the Benedictine Steps of Humility. For Bernard, the preparation of the earthly body is made to happen through self-knowledge. [292:  See Klitenic and Dillon, Dionysius the Areopagite.] 


He who wants to know the whole truth about himself must, when he has removed the beam of pride which is cutting off his eye from the light, cut steps in his heart by which he can find himself in himself, and thus he will come after the twelve steps of humility to the first step of pride.[footnoteRef:293] [293:  Bernard of Clairvaux, “The Steps of Humility and Pride,” in Bernard of Clairvaux: Selected Works, 113.] 


In this passage, Bernard expands upon transforming the eye from the turning point of his sermon On Conversion. Removing the beam of pride cleanses the eye and allows vision to pass through the window and lattice in the garden wall of the church. When complete, the monk’s body can be made ready to see—with an activity metaphorically equivalent to craft—the cutting of the stone steps of the heart. For Bernard, this is the necessary step to conversion, not deification. It does not lead one beyond the wall and into the garden, where the sealed fountain promises earthly and heavenly paradise. To move beyond the church wall and into paradise’s earthly garden, the body must be cleansed of sin and nourished by the fountain. The transformation of the earthly body into a heavenly body is only possible through an inversion of the process of transubstantiation enacted through the love of God. Bernard’s First Sermon on the Nativity: On the Five Fountains traces just such an inverted transubstantiation in his understanding of the wounds of Christ melting the stony heart into flesh.
Bernard, in the First Sermon on the Nativity: On the Five Fountains, describes the five wounds of Christ as five fountains and, in doing so, details the reverse process of the transubstantiation of the Eucharist.[footnoteRef:294] He reveals how Christ’s earthly form of a rock dissolves into a limitless spring of water that gives a new life. This dissolution of the rock recalls the twelfth-century understanding of stone as hardened water. Bernard’s inversion of transubstantiation unseals the fountain that is observed in the enclosed garden at the moment of the turn in On Conversion. The change, which occurs in the sweet holes of the rock, as Bernard describes the wounds of Christ in his Sixty-First Sermon on the Song of Songs,[footnoteRef:295] is the ultimate transformation of matter. It is the inverted functional equivalent of the transubstantiation of matter, as he describes it in his sermon, On Loving God. In that sermon, air “suffused with the light of the sun” would not seem to be merely “transformed into the brightness of the light;” it would become light.[footnoteRef:296] It is likewise the melting into flesh and the dissolution of the stony heart. However, as only a perfected sight makes the sealed fountain accessible across the garden wall, only the grace of God can turn the stony heart into flesh. [294:  Hereafter referred to as Nativity One. See Bernard of Clairvaux, “First Sermon on the Nativity,” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 99-106.]  [295:  Bernard of Clairvaux, “Sermon Sixty-One,” in Bernard of Clairvaux on the Song of Songs, 143.]  [296:  Bernard of Clairvaux, “On Loving God,” in Bernard of Clairvaux: Selected Works, 196.] 

In Nativity One, the five fountains of Christ are divided into two groups, paralleling the stony heart made flesh and the stony heart dissolved into the perfect flesh of Christ. The first four fountains of Christ are revealed to us while we are living. For Bernard, they are the wounds on Christ’s hands and feet. The first three wash away sins, quench thirst, and nourish the bodies of the faithful.[footnoteRef:297] The fourth fountain operates differently, cooking the stony heart to soften it into flesh. Exhorting his reader to find the fourth fountain, Bernard writes: [297:  Bernard of Clairvaux, “First Sermon on the Nativity,” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 103.] 


Let us look for boiling water, the waters of zeal, to cook our food. These waters soften and cook our affections, and they come bubbling up from the spring of love. This is why the Prophet says, ‘My heart became hot within me, and as I mused a fire burned.’[footnoteRef:298] [298:  Bernard of Clairvaux, “First Sermon on the Nativity,” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 104.] 


For Bernard, the first three fountains correspond to the three orders of the church: laity, monks, and bishops. The fourth spring is only available fleetingly within contemplation, leading to an ecstatic state, which is made manifest with the flesh of the heart. For Bernard, the fifth and final fountain occurs after Christ’s side was pierced, and thus, this is a living spring only available in the afterlife. In Nativity One, the first four fountains soften the stony heart and make it fleshy. The fountains are accessed by digging into “the holes in the rock”—the wounds of Christ’s hands and feet.[footnoteRef:299] [299:  Bernard of Clairvaux, “First Sermon on the Nativity,” in Bernard of Clairvaux: Sermons for Advent and the Christmas Season, 104-106.] 

In Bernard’s Sermon on the Sixty-Second Song of Songs (hereafter Songs Sixty-Two), the church walls at Fontenay will soften and become fleshy, mirroring the transformation of the contemplative monk. Songs Sixty-Two is an extended meditation on the crannies in the wall and the clefts of the rock. For Bernard, the crannies are holes in the church’s wall left by the fall of the angels. Eventually, the members of the earthly church will fill in the holes in the church wall and make it perfect and complete once again. In the sermon, Bernard presents a monk finding his space in a hole in the rock at the bottom of the church wall; there, he finds the possibility, once again, of a view into the garden.
Songs Sixty-Two offers a clue, not unlike the hidden manna and white stone of On Conversion, to understanding the transformation of the white windows and stone walls of the abbey church at Fontenay. The phenomena of the light in the church transform the monk’s stony heart into flesh, but the crafting of the wall simultaneously perfects the monk and the building.

[I]n time … fill up those ruins and dwell in those crannies [of the wall] both in body and mind. Then she will brighten with the presence of her countless members those empty domiciles abandoned by the former inhabitants. No longer will crannies be visible in the wall of heaven, happily restored again to perfection and completeness.[footnoteRef:300] [300:  Bernard of Clairvaux, “Sermon Sixty-Two,” in Bernard of Clairvaux on the Song of Songs, Vol.3,  151.] 


Filling in the holes of the church wall returns it to a state of unity and wholeness. The wall’s repair offers a clue to understanding the white windows in the simple walls at Fontenay and other Cistercian churches. In Songs Sixty-Two, immurement is a craftwork that mirrors God’s gift of sight to the faithful brother.
The light entering through the white stained glass window and Fontenay’s white stone nave wall mirrors the transformation of the monks’ vision. The changing materiality of the church wall equals the gift of spiritual vision, as Bernard describes it in Songs Sixty-Two. For Bernard, the “crannies in the wall” are not found but made. The wall is of comparatively soft material and, thus, yields to the soul’s desire.[footnoteRef:301] [301:  Bernard of Clairvaux, “Sermon Sixty-Two,” in Bernard of Clairvaux on the Song of Songs, Vol.3, 151.] 

The wall is made like God when Christ, the rock, through a process similar to twelfth-century vision, transforms it. The reception of images by the eye in the twelfth century was explained by the relationship between wax and a seal stone. The eye received the impression in the same manner as the wax.[footnoteRef:302] Bernard collapses vision and rock with Christ’s wounds—literally holes—into sphragis. The twelfth-century term designated a seal stone, thereby mirroring the white stone engraved with a new name in Revelations. Like the eye, Bernard’s soft stone wall receives the impression of Christ as a seal stone and is marked with the divine image of God. [302:  For the history of the proto-scientific understanding of vision, see David C. Lindberg, Theories of Vision from Al-kindi to Kelper (Chicago: University of Chicago Press, 1996).] 

The white windows of Fontenay are sphragides. The windows transform the stone walls and illuminate the vision of the monks. The calligraphic lead caning ichnographically anticipates the possibility of a vision into the future garden. The real change occurs through the light that floods the deep stone jambs and sills, erasing the stone edge of the window opening and making it fleshy as it disappears in brightness, just like the holes in the wall of Songs Sixty-Two.
However, the brightness and the light of the windows in Fontenay are not meant to be merely observed or offer a view into paradise. In Songs Sixty-Two, Bernard warns not to try and see the light of God too quickly:

Why do you act so hastily? Why not wait for the light? Why presume to do the work of the light before [you see] the light? It is useless for you to rise before the light. Light is purity, light is the love which does not insist on its own way.[footnoteRef:303] [303:  Lindberg, Theories of Vision , 159.] 


As Bernard has discussed in each of the sermons presented here, bodily transformation begins with a brightening of the eye following the removal of the beam blocking it.[footnoteRef:304] In Songs Sixty-Two, the monk can only dwell in a hole carved into the foundation wall of the church. This dwelling places the crucifixion in front of the monk, where his eyes will begin to be healed within the hole. The cured eye is ready to receive the future impression—a vision—that will stamp the divine likeness onto him, crafting him toward material perfection. However, like the vision through the window and lattice that Bernard depicts in his sermon On Conversion, the monk has not yet received the light of God that cures his vision and allows him to see the brightness in the church wall. The monk in the Cistercian church, at Fontenay or Fontfroide, waits immured in the wall as if he were in the tomb of Christ. He crafts the steps into his heart downward, following the steps of pride described in Bernard’s inversion of the Benedictine tropology. He does not dare to ascend to the wall. He waits for the light of Christ to resurrect his vision by flooding in through the white stained glass. The light-filled glass brightens and unifies the church wall as a promise of the paradise to come. Blinded by the light of the white window, the promise to the monk is fulfilled by the imaginative vision of Christ, the fountain in the cloister garden, which remains unseen beyond the church wall. [304:  Bernard is referring to Mat. 7:5.] 

For Bernard, repairing the church wall gave spiritual sight to his monks and prepared them to receive Christ. However, the wall also placed an impediment between man and divine union: while the wall provided a vision of Christ to come, it did not make the Son of God present. Thus, the Cistercians waited in a place they had prepared for themselves but away from God. Bernard always avoided any claim about the actual presence of God in the world. In contrast, Suger, as Abbot of Saint-Denis, never doubted or hesitated in his quest for a mystical union with God. He aimed to render God present in the world. Although his restoration of matter paralleled Bernard’s understanding of stone and men, Suger’s rebuilding of Saint-Denis was an active engagement intended to redeem the world he circumscribed.


[bookmark: _Toc151310173]Chapter Four: EMBODYING HEAVEN ON EARTH

Ex ipsa matris ecclesiae affectione crebo considerantes … corde tenus suspirando: ‘Omnis inquam lapis preciosus operimentum tuum, sardius, topazius, jaspis, crisolitus, onix et berillus, saphirus, carbunculus et smaragdus.’ De quorum numero, preter solum carbunculum, nullum deesse, immo copiosissime abundare, gemmarum proprietatem cognoscentibus cum summa ammiratione claret. Unde, cum ex dilectione decoris domus Dei aliquando multicolor, gemmarum speciositas ab exintrinsecis me curis devocaret, sanctarum etiam diversitatem virtutum, de materialibus ad inmaterialia transferendo, honesta meditatio insistere persuaderet, videor videre me quasi sub aliqua extranea orbis terrarum plaga, quae nec tota sit in terrarum fece nec tota in coeli puritate, demorari, ab hac etiam inferiori ad illam superiorem anagogico more Deo donante posse transferri.

Often we contemplate, out of sheer affection for the church our mother … sighing deeply in my heart: ‘Every precious stone was thy covering, the sardius, the topaz, and the jasper, the chrysolite, and the onyx, and the beryl, the sapphire, and the carbuncle, and the emerald.’ To those who know the properties of precious stones it becomes evident, to their utter astonishment, that none is absent from the number of these (with the only exception of the carbuncle), but that they abound most copiously. Thus when–out of my delight in the beauty of the house of God–the loveliness of the many-colored gems has called me away from external cares, and worthy meditation has induced me to reflect, transferring that which is material to that which is immaterial, on the diversity of the sacred virtues: then it seems to me that I find myself dwelling, as it were, in some strange region of the universe which neither exists entirely in the slime of the earth nor entirely in the purity of Heaven; and by the grace of God, I can be transported from this inferior to that higher world in an anagogical manner.[footnoteRef:305] [305:  Gasparri, De Administratione, 134-136 (12); Panofksy, 63-65 (XXXIII).] 


Although the conceptualization of Gothic architecture is bound to the idea of opening the walls of the medieval church to allow light to filter through stained glass windows and fill the building with light, comparing Suger’s church at Saint-Denis to the cabochon-cut stones that decorated the abbey offers new insight into the abbot’s reformation of his domain in the middle of the twelfth century. Unlike contemporary facetted gems, cabochons appear to hold and emit light from within instead of refracting and scattering illumination sourced externally. While counterintuitive, approaching the abbey church at Saint-Denis as a rounded and polished stone provides an explanatory framework for the abbot’s matter-centric form of mystical practice. The novelty of the Gothic is to be found not in Neoplatonic light metaphysics but in twelfth-century lapidary physics.	Comment by Jason Crow: Image - 08 Saint_Denis_Westwork.jpg - near here.
In one of the most enigmatic paragraphs of Suger’s book recounting the administration of his abbey, the abbot notes that if the reader knows the properties of stones, such as jasper, carbuncle, or sapphire, he or she will recognize that nothing is missing from his list of semi-precious gems. He implies these stones ornament the clothing of Christ and of the house of God, perhaps referencing the twelve stones installed on the breastplate of Aaron, Moses’ brother, as described in Exodus, or the outcast cherub in the prophecy of Ezekiel.

Exodus:
[17] And thou shalt set in it four rows of stones: in the first row shall be a sardius stone, and a topaz, and an emerald:
[18] In the second a carbuncle, a sapphire and a jasper.
[19] In the third a ligurius, an agate, and an amethyst:
[20] In the fourth a chrysolite, an onyx, and a beryl. They shall be set in gold by their rows.
[21] And they shall have the names of the children of Israel: with twelve names shall they be engraved, each stone with the name of one according to the twelve tribes.[footnoteRef:306] [306:  Exodus. 28:17-21, hereafter Exod.] 


Ezekiel:
[13] Thou wast in the pleasures of the paradise of God: every precious stone was thy covering: the sardius, the topaz, and the jasper, the chrysolite, and the onyx, and the beryl, the sapphire, and the carbuncle, and the emerald: gold the work of thy beauty: and thy pipes were prepared in the day that thou wast created.
[14] Thou a cherub stretched out, and protecting, and I set thee in the holy mountain of God, thou hast walked in the midst of the stones of fire.
[15] Thou wast perfect in thy ways from the day of thy creation, until iniquity was found in thee.
[16] By the multitude of thy merchandise, thy inner parts were filled with iniquity, and thou hast sinned: and I cast thee out from the mountain of God, and destroyed thee, O covering cherub, out of the midst of the stones of fire.[footnoteRef:307] [307:  Prophecy of Ezekiel. 28:13-16, hereafter Ezek.] 


Suger then transitions from describing the material objects of his contemplation to their capacity to transfer him, in an anagogical manner, from the slime of the Earth to a heavenly dwelling. In effect, the Abbot of Saint-Denis associates the properties of stone with mystical ascent, much to the consternation of the scholars who have attempted to understand what he meant. The passage appears to situate his contemplative reflection on the material world within the light metaphysics of Pseudo-Dionysius the Areopagite, even if the text appears to be gobbledygook and to misunderstand Pseudo-Dionysian symbolism.[footnoteRef:308] Even to near contemporaries, such as Allan of Lille, it would have been absurd to believe that decorative objects lead one to divine unification. However, Suger appears resolute in his understanding that the inferior things of the world are compatible with things divine, as he notes in De Consecratione.[footnoteRef:309] [308:  Peter Kidson, for example, believes that Suger’s concerns were merely aesthetic, and his potential reference to Pseudo-Dionysius was just wordplay and mere aesthetics. He argues that Suger had no understanding of light metaphysics.
See Kidson, “Panofsky, Suger and St Denis,” 4-6.]  [309:  Herbert Kessler notes Allan’s opposition to a procession from image to truth in his Anticlaudianus, citing Anticlaudianus, R Bossuart (ed.), Paris, 1955, I, 120-125. Otto von Simson, likewise, notes Allan’s distrust of the liberal arts, in general, as offering insight into divinity, referencing Allan’s De Incarntaione Christi (PL CCX, 517).
See Herbert Kessler, “Sacred Light from Sacred Things,” Codex Aquilarensis 32 (2016): 267 and Otto von Simson, The Gothic Cathedral: Origins of Gothic Architecture and the Medieval Concept of Order (New York: Pantheon Books, 1962), 153.] 


Divinorum humanorumque disparitatem unius et singularis summeque rationis vis admirabilis contemperando coequat; et que originis inferioritate et nature contrarietate invicem repugnare videntur, ipsa sola unius superioris moderate armoniae conveniencia grata concopulat.

The admirable power of one unique and supreme reason equalizes by proper composition the disparity between things human and Divine; and what seems mutually to conflict by inferiority of origin and contrariety of nature is conjoined by the single, delightful concordance of one superior, well-tempered harmony.[footnoteRef:310] [310:  Gasparri, De Consecratione, 2 (1); Panofsky, 83 (I, 1-5).] 


Suger’s precious stones offer insight into how and why he reformed his abbey and reconstructed its church, the Basilica of Saint-Denis. The matter of the church mattered. As Suger would have understood them, the properties of stone reveal how the terrestrial world is to be saved after its inhabitants succumbed to sin. The impact of the latter is the underlying subject of the abbot’s reference to Ezekiel, where a fallen angel has not lost its wings but has misplaced the jewels that were set in its golden body like the gemstones in a ring. In Ezekiel’s prophecy, the filling of the ring’s settings is seemingly replaced by the creature’s immorality.[footnoteRef:311] The defiling of the cherub is an emptying of its content, signaling a material perfection prior to its fall and via the association of its stones with the priest’s breastplate. [311:  Ezek. 28:13-17.] 

Much as Bernard of Clairvaux’s sermon, On Conversion, differentiates between the sinner and the perfection of Christ concerning material pollution and lack of contamination with sin, Suger’s double reference to Ezekiel and Exodus envisions what the created world was intended to be and what it might yet become. The juxtaposition of the heavenly priest and the disgraced cherub demonstrates what the sinner must do to achieve perfection. The body must be cleansed of sin, and the jewels restored to the sockets in the ring. A large portion of the work Suger claims, as his administration of Saint-Denis, focuses on the remaking of significant artifacts, such as liturgical vessels, crosses, and altars so that they sparkle and glow.
Suger’s obsession with making his church shine follows a similar logic to that of Hugh of Saint-Victor’s reading of Pseudo-Dionysius’ Celestial Hierarchy. Suger likely read or heard the Neoplatonic text read aloud every year on the saint’s feast day. He may have also consulted copies in the abbey’s possession, but scholars have noted that his references to Pseudo-Dionysian thought are muddled.[footnoteRef:312] In his commentary on Pseudo-Dionysius’ text, Hugh’s interpretation is more erudite, but it likewise scrambles the late fifth-century Neoplatonist’s arrangement between knowledge and action. Hugh highlights the downward action of perfecting the things of the world as the upward movement of ascent, much as Suger implies in his presentation of anagogy. In Hugh’s reading, knowledge prepares one to work in the world in conformity and with the assistance of God.[footnoteRef:313] Inverting Pseudo-Dionysius’ relationship between knowing and acting in this way aligns with Hugh’s own prioritization of the final cause in his hexameral introduction to De Sacramentis, and it leads to the deification of those who work with God.[footnoteRef:314] Commenting on the idea of perfection in the Celestial Hierarchy, Hugh clarifies that to emulate God is to become a co-worker of God. [312:  Conrad Rudolph perceives Suger’s writing as unsophisticated, unsystematized, and likely only a justification for over-materialism. Rudolph believes Suger to have been inspired by Hugh of Saint Victor. Grover Zinn also sees Hugh of Saint Victor as an intermediary for Suger’s understanding of the Pseudo-Dionysian corpus. However, as Peter Kidson notes, Suger had access to and probably read the Greek texts and John Scotus Eriugena’s translations in the abbey library. In conversation, Constant Mews highlighted that Suger’s influence on Hugh may be more probable. While the date for Hugh’s commentary on the Celestial Hierarchy is unclear, Hugh would have had to travel to Saint-Denis to borrow the texts from the library. Hugh likely discussed the texts with Suger at the time, perhaps influencing his commentary.
See Conrad Rudolph, Artistic Change, 31-32; Grover Zinn, “Suger,” 34-35; and Kidson, “Panofsky,” 5.]  [313:  Jong Won Seouh, “Knowledge and Action in Hugh of St. Victor’s Commentary on the Dionysian Celestial Hierarchy” (PhD diss., Princeton Theological Seminary, 2007), 164-169.]  [314:  See the introduction to Won Seouh, “Knowledge and Action,” unpaginated.] 


Ac si diceret: Haec est perfectio, scilicet ascendere in Dei imitaionem ‘et fieri cooperatorem Dei, ut Eloquia aiunt diuinius omnium’, id est quo nichil diuinius aiunt Eloquia, uel ‘omnium diuinius, fieri cooperatorem Dei’, id est quo nichil magis diuinos facit, qual scilicet Dei cooperatorem fieri, ‘et ostendere in seipso diuinam actionem relucentem’, ut scilicet ad alios relucendo transfundat per exemplum operis, quod primum percipere meruit per donum occultae aspirationis. Sic ergo perfectio constat ierarchiae, ut qui purgantur purgent, et qui illuminantur illuminent, et qui perficiuntur perficiant.

As if [Dionysius] were to say: This is the perfection, as it were, ‘to ascend to the imitation of God and to become a co-worker of God, as the Writings say, more divine than all,’ that is, than which the Writings say nothing move divine, or ‘more divine than all, to become a co-worker of God,’ and to show in oneself the luminous divine action’ so that, shining through the example of work, it certainly may transfuse [(transfundat—poured from one vessel to another]) to others what it has deservedly received first through the grant of hidden inspiration. Thus the perfection of a hierarchy consists in that those purified may purify, those illuminated my illuminate, and those perfected may perfect.[footnoteRef:315] [315:  Hugh of Saint Victor and Dominici Poirel, Super Ierarchiam Dionisii, CCCM CLXXVIII (Turnholt: Brepols, 2015) 506-507 (998A-B).] 


In this context, mystical ascent is achieved through the multiplying effect of working with God to remake the world as the downward progression that returns God’s good work to the deity. Hugh echoes this formulation of Neoplatonic procession and return through artisanal activity when he links making the world beautiful to the beatification of the human being. Understood as reform, making beautiful causes the world to shine, as Hugh clarifies:

Imitando et sequendo ipsum ut pulchritudini ipsius et decori diuinissimo conformetur, secundem quem omnis ierarchia pulchre et decenter in suo ordine et gradu disposita est, ‘quatnum possibile’ est, ‘reformat suos laudatores,’ hoc est eos qui in ipsa Deum laudant et laudem Dei dispositi sunt et ordinati; ‘reformat’ dico in eo ipso quod imitatores Dei facit et ad simulitudinem ipsius in suo ministerio conuerit. Et, conuertendo ac reformando, ‘agalmata diuina perficit,’ ut sint ipsi ‘diuina agalmata,’ id est sancta receptacula diuinitatis, et SPECULA CLARISSIMA, ut sint ipsi ‘agalmata’ quidem ‘diuina,’ diuinum lumen percipiendo, ‘specula’ autem ‘clarissima,’ lucendo ex suscepto lumine.

[By] imitating and following him [God] in order to be conformed to his own beauty and to the most divine beauty, according to whom all the hierarchy is beautifully and decently arranged in its order and degree, ‘as much as possible,’ ‘it reforms,’ I mean, in that it makes [its own praisers] the imitators of God and converts [them] to His likeness in its ministry. And, by converting and reforming, ‘perfects the divine images,’ so that they may have ‘the divine images,’ that is, the holy imitations and receptacles of the divinity and THE BRIGHTEST MIRRORS, so that they may have ‘the divine image’ by receiving the divine light, and ‘the brightest mirrors’ by shining out of the received light.[footnoteRef:316] [316:  Hugh of Saint Victor, Super Ierarchiam, 501-502 (995A-B).] 


Suger’s efforts to perfect Saint-Denis’ liturgical objects and his abbey church encompass a hierarchy of works, which build up to the church’s restoration as the properly ordered setting for his ecclesiastical community. The church is like Ezekiel’s ring, waiting to be filled with its gems, Suger and his faithful followers. Theophilus Presbyter articulates a comparable sequence of related artifacts across the chapters of his book on the diverse arts, which ascend from artisanal recipes for making paints and glass to instructions on how to fabricate a censer, which anticipates the form of the city of God. The apparent hierarchy from recipes to techniques and ultimately to the description of the creation of censors or thuribles appears to have gone unnoticed. Hugh’s De Sacramentis flows in the opposite direction. The introductory lessons on history start with Christ and are followed by the sacraments, starting with the church and proceeding to artifacts of lesser and lesser importance, such as those vessels used in carrying out the sacrament and those more simply ecclesiastical furnishings. Thus, Theophilus ends his treatise by describing how to form the artifacts at the lower end of Hugh’s hierarchy. However, in terms of their form, they also indicate the church, the second sacrament following the incarnation. Examined through the lens of Hugh of Saint-Victor’s De Sacramentis, Theophilus’ hierarchy outlines Suger’s program for the reformation of Saint-Denis, progressing from nearly sacramental artifact to the doctrinal sacraments of the church to the physical church, and ultimately to Christ.
In Pauline terms, Christ is the material expression of divinity, encompassing the rock that transforms into a spiritual drink and the body of Christ as the remade church. Seemingly disparate, these metaphors for the body of Christ are grounded in the matter theory of the twelfth century, within which the formation and reformation of stone plays a critical role in the teleology of the created cosmos. Suger’s assertion that the reader who knows about the properties of gemstones alongside his “material way” to divine unification suggests that the reformation of Saint-Denis is a cosmological operation that brings God’s plan for the terrestrial realm to fruition. In effect, Suger’s addition of a material path to the Pauline spiritual reconstruction of the church provides the downward procession of good works that encompass the participatory return of the divine work of creation.[footnoteRef:317] [317:  See Chapter One.] 

Lindy Grant suggests that Suger may have conceptualized the relationship between himself and the territory of France, subordinated to his abbey, as a Pauline analog to the Church of Peter that centered upon Rome. Grant’s analysis focuses on Suger’s political endeavors to maintain and reinforce peace within the territory and its relationship between France and England. Though Grant’s postulation that Suger’s political creation of a Pauline church is the abbot’s primary intellectual contribution, the cosmological underpinnings of the Pauline corpus encourage an extended, material interpretation of rebuilding the church’s walls and joining them to Christ.[footnoteRef:318] [318:  Lindy Grant, Abbot Suger of France: Church and State in the Early Twelfth Century (New York: Longman, 1998), 193-196.] 

The church can be understood as the larger and greater analog of Suger’s precious cabochons. Carving rock perfects the stone in a nano-cosmic manner that parallels and enables the perfection of the microcosm and the macrocosm. Much as miraculous stones, such as amber or magnetite, are filled with divine power, the restored abbey church at Saint-Denis is filled with ecclesiastical power. In this chapter, I argue that knowing what stone is, what stone can be and how stone changes demonstrates how the divine project of creation will be completed and how humans can participate in that completion.
I devote a large portion of this chapter to a review of the properties of stone, as they would have been understood in the twelfth century, to reveal the role of stone in conceptualizing material perfection. For Suger and the artisans he employed, the vernacular understanding of these materials guided how they engaged the material they worked. Stone, throughout the Middle Ages, occupied a special category of being. The material existed between the elemental states of earth and water, thereby demonstrating the capacity of material to change from lower to higher states of matter. In addition, stone had the potential to be animate as a result of the ability of certain rocks to act as containers of magical or divine power. The properties of rocks, minerals, metals, glass and even Suger’s more semi-precious gems, marbles, and granites are most directly evidenced in works such as Isidore’s Etymologies and Hildegard of Bingen’s Physica and Marbode of Rennes’ De Lapidibus. By examining these medieval scientific texts, I will explain twelfth-century material perfection and show how matter obtained that perfection.
Second, I examine how the transformation of stone bridges the lapidary metaphors of twelfth-century Christology and cosmology. By conflating the incarnate Christ and the cosmos with rock, a single architectural metaphor revealed how the divine plan for the microcosm and the macrocosm would reach fruition. Simultaneously, the metaphor delineated the limits of human agency concerning the fulfillment of the divine cosmological plan. In the matter theory developed from Calcidius’ translation of the Timaeus by authors such as Hugh of Saint-Victor and Silvester, the completion of the corporal universe and the human body were understood as building a wall from a pile of stones. Crafting the universe and the human achieved their intended destinies by transforming both into containers of divine inspiration in the same manner that the grinding and polishing of a gemstone filled it with divine power.
Third, I unpack the lapidary implications for Suger’s inclusion of himself in the Emmaus scene on the central doors of his church. The abbot’s unusual inclusion of the scene from Luke’s retelling of the passion of Christ supports a material interpretation of the church’s sanctification. In the story of Emmaus, the body of Christ represents the highest state of perfection for an earthly being. By expressly associating the material of the physical church with the incarnate and resurrected Christ, Suger implies two things. First, the matter of the newly reconstructed building equals that of the divine being. Second, the sacramental appearance of Christ is supported and doubled by the community of faithful, who participate in the mass. The ritual of the Eucharist, in this context, reflects not only the church but also the church as if it were filled in a manner that parallels the inspiration of Suger’s precious stones.
Finally, I provide a twofold interpretation of Suger’s program of works at Saint-Denis, across which the abbot reconciles the material and spiritual reconstruction of the ecclesia in conformity with his amended citation of Ephesians. The abbot’s activities—beginning with the restoration of liturgical objects, continuing within the reconstruction of his abbey church, and extending to the care of his monastery and the emerging state of France—all contribute to the ordering of the world, circumscribing and sanctifying a portion of that world, and filling the resulting vessel with the emergent power of the gathered and ordered ecclesia. Suger’s work, across these activities, constitutes a set of actions on his realm, which repeat the divine act of creation to fulfill its potential. Figuratively and literally, he treats the church at Saint-Denis as if it were an enlarged instance of the stones that fascinate him. The result, Saint-Denis, as a gleaming cabochon filled with the lights of the ecclesia, is a microcosm and completion of the divine lapidary cosmos.

[bookmark: _Toc151310174]KNOWING STONE
In the twelfth century, knowing the properties of stone allowed an artisan or a patron to identify the superiority an earthly artifact had obtained and imagine what would be necessary for that artifact to transcend its terrestrial condition. Twelfth-century science largely inherited the physics and categorization of stone from earlier authors, such as Calcidius, Pliny, and Isidore of Seville. However, lapidary epistemology was developing the features that allowed it to be systemized in the thirteenth century by Albertus Magnus in his de mineralibus. For an aficionado like Suger, the emerging petrology provided exemplars for lapidary perfection, material transcendence, and divine presence. In this section, I begin by reviewing what stone was in the twelfth century by examining medieval sources on how it was formed and its critical role in cosmology. Following, I explore how Albertus’ systematic categorization of stones and minerals is anticipated by the nascent hierarchy of stone concerning its brightness in Theophilus Presbyter’s craft manual. I conclude by discussing the special category of stones that exhibit magical properties to clarify the distinction between earthly perfection and transcendence.
In effect, medieval stone was a frozen mixture of earth and water. According to medieval authors, it formed as a result of a process not unlike phase change. The secondary properties, such as color or hardness, resulted from contaminating its elemental base with other materials. The association of stone and ice originated in the encyclopedic sources available to twelfth-century authors, such as Pliny’s Natural History and Isidore’s Etymologies.⁠[footnoteRef:319] Theophilus Presbyter’s de diversis artibus attributes the origins of rock and crystal to the cooling and drying of water over time.[footnoteRef:320] In her Physica, Hildegard of Bingen (1098-1179) offers a more detailed explanation of the process than most of her contemporaries. She believes the sun’s heat caused a foamy substance to form on the surface of rivers. She notes that this foam resembled the frothy substance witnessed when water is poured over a hot iron. As the heat dried it, the water left behind a hardened residue. She theorizes that over time, the foam on rivers, similarly, congealed into the gems found distributed throughout the world.⁠[footnoteRef:321] William of Conches (ca. 1090–ca. 1154) also reiterates the vernacular understanding of crystal formation due to an intense coldness, which changed ice into clear rock. However, he devoted much of his interrogation of the material to boiling as a source for understanding the formation of all created beings. In particular, he notes that boiling water in a dry environment caused the water to thicken and create a stony substance that cooled into rock.[footnoteRef:322] [319:  See Pliny, Natural History, 10 Vols. Translated by H. Rackham. Loeb Classical Library. (Cambridge, MA; London, UK: Harvard University Press, 1962), XXXVII, 23, and Isidore of Seville, Etymologies: The Complete Translation of Isidori Hispalensis Episcopi Etymologarium Sive Originum Libri XX, 2 vols. Trans. Priscilla Throop. (Charlotte, VT: Medieval Manuscripts, 2006), XVI.12.6, 13.]  [320:  Presbyter, de diversis artibus, bk. 3, 95.]  [321: Hildegard of Bingen, Hildegard von Bingen’s Physica: The Complete English Translation of Her Classic Work on Health and Healing, Trans. Priscilla Throop. (Rochester, VT.: Healing Arts Press, 1998), 137–38.]  [322:  Conches, A Dialogue on Natural Philosophy, bk. 3, para. 4.] 

William’s cooking metaphor clarified and extended the congelation of stone to explain the material’s creation to encompass a broader role in resolving a cosmological problem with the cycle of the elements that twelfth-century chymists inherited from Plato’s Timaeus. His attention to stone changed the focus of discussion about the topic from how it formed to how stone might return to its original state. In the Timaeus, Plato describes the creation of the material universe as the procession of the elements, in hierarchical order, from the unity of the godhead into the space where the world would be formed. Fire propagated first, followed by air, water and finally earth. Eventually, the intent was for the elemental procession to reverse and all the elements to return to unity with the divine, but the elements, in and to themselves, appeared to eliminate this possibility. Following Calcidius’ translation and commentary on the text, William notes that each element, in its descent, became heavier and less mobile. This procession presented a conundrum. With the earth being the heaviest and effectively immobile, how could it be expected to change, becoming lighter and mobile again? William’s use of the cooking metaphor for stone formation clarified the solution. Stone existed halfway between the elements of water and earth. As demonstrated by the melting of ice, metal, and glass, stone could either solidify—becoming an earthly substance—or melt, returning it to the higher elemental state of water. The dissolution of stone into water explained to William and Calcidius how the elemental cycle completed and returned matter to its origin in fire.
Implicit in William’s culinary approach to elemental return was the possibility of the conversion of the material world upward toward union with God. Boiling, cooking, softening, and melting were bywords for the alchemical processes that tested and transformed the material world. These processes were often reflected in direct and indirect twelfth-century references to Ezekiel 11:19-20 and 36:26-28, in which the inspiration of divinity replaced a stony heart with a fleshly one. Literal interpretations often explain the material transformation as the warming or melting of the calcified heart. Hugh follows this trend. In his commentary on the fiery qualities of the Pseudo-Dionysian seraphim, the Victorian theologian describes how the human soul integrates with divinity as liquefaction.[footnoteRef:323] He makes a similar comparison in his Arca Mystica, where he directly relates contemplation to the recasting of iron that replaces its prior form with a divine likeness.[footnoteRef:324] Associating material change with alchemical craft also provided insight into how matter came to be purified as a step toward perfection. Later, in his commentary on Pseudo-Dionysius’ Celestial Hierarchy, Hugh notes that the fire of seraphim purges sin by burning it away.[footnoteRef:325] Peter of Celle is more direct in his discussion of claustral discipline, which he relates to the testing of a ceramic vessel in a furnace and likens temptation to the fire of a furnace.[footnoteRef:326] Commenting upon moving beyond the historical to higher levels of interpretation, Bernard of Clairvaux links the artisanal nature of material change directly to ascent in his sentence on the Assumption of Mary: [323:  Hugh of Saint Victor, Super Ierarchiam, CCCM CLXXVIII, 559 (1038B-C).]  [324:  Hugh of Saint Victor, Arca Mystica, IX, PL176, col. 679B.]  [325:  Hugh of Saint Victor, Super Ierarchiam, CCCM CLXXVIII, 558-568 (1038B-1044D).]  [326:  Feiss, “The School of the Cloister” Peter of Celle: Selected Works (Kalamazoo, MI: Cistercian Publications, 1987), 89 and “On Conscience,” in Peter of Celle, Selected Works 177.] 


‘She was made mine: she was bathed with water, cleansed of blood and anointed with oil, and clothed with robes of many colors’ (Ezek. 16:8-10). My brothers, the tarnish must be removed from the silver for it to shine more brightly. The covering of rust must be scraped away, so that the silver may glitter more splendidly when brought into the light. Silver symbolizes divine eloquence…. [W]e read in the Psalm: ‘The words of the Lord are pure; they are silver refined by fire’ (Ps. 12:6). The tarnish coating this silver is the surface of the text, the historical sense. Set it aside if you wish to extract the kernel which lies hidden within Sacred Scripture, and the spiritual sense which can restore you will shine forth. Thus Solomon says: ‘Remove the tarnish from the silver, and it emerges as a vessel which is utterly pure’ (Prov. 25:4).[footnoteRef:327] [327:  Bernard of Clairvaux, The Parables and the Sentences (Kalamazoo, MI: Cistercian Publications, 1991), Third Series, Sentence 111, 361-362.] 


Although Bernard is metaphorical, his somewhat mixed understanding of craft acts as the middle term, making the metaphor possible. The raising of Mary’s body and soul is like the elevated levels of interpretation in that both transitions are explained by the polishing and perhaps recasting of a stony matter into something better. Implicit in Bernard’s metaphor is a hierarchy of matter based on the purity of a given material. His assumption echoes the broader hierarchy in the elemental return of terrestrial materials that can be purified and melted to return to divinity.
Categorizing Stone
Rock, in the twelfth century, was categorized by lumping it into two categories, biblical gems and magical stones; however, the systematic approach to lapidary categorization developed by Albert the Great in the thirteenth century was anticipated in twelfth-century discussions of the material and its characteristics. In his book on stone, de mineralibus, Albert presents a hierarchy of materials differentiated by their color and opacity, and he identifies stones as living beings comparable to the other Aristotelian categories of life—plants, animals, and humans. Albert argues that divine presence animated certain types of rock in a manner that paralleled how the soul vivified the body. While not explicit, his hierarchy of animate stones existed in the traditional lapidary knowledge that preceded him. I start this section by reviewing Albert’s material hierarchy and his Aristotelian explanation for the animation of stone. Second, I examine Marbode of Renne’s short lapidary treatise on the symbolic interpretation of gems to reveal how his text’s implicit hierarchy anticipates Albert’s. Third, I turn to twelfth-century discussions of the rainbow organized by chroma instead of hue to outline a precursor to how levels of material perfection will come to be sorted. In conclusion, I examine the exegetical difference that emerges relative to the special categories of stone that exhibit the capacity to act as conduits of divine power.
Albert the Great’s thirteenth-century treatise on the physics of stone systematized the scattered vernacular understandings of the material by providing an Aristotelian explanation of what stone is and a framework to organize the material by color and opacity. Albert’s conceptualization of stone includes materials, such as glass, and artifacts, such as shells, that would not be considered in contemporary petrology. His study of the material also includes crystals, metals, glass, and artifacts, such as intaglios, talismans, and fossils. For Albert, the latter objects exhibited an inherent capacity of earthly materials to transform themselves. Alongside the lodestone and amber, which appeared to be able to cause change or action at a distance, the agency of these materials proved to Albert that stone was animate. Albert notes that stone is vivified by something like light, a “lapidary power—virtue mineralibus,” which he associates with substantial form. He likely borrowed his understanding of substantial form from Aristotle’s treatise on the soul, de anima.[footnoteRef:328] In his discussion of the soul, Aristotle notes that substantial form is the quickening force behind the soul’s animation. In relation to the soul and body of a thing, as a pairing of form and matter, the substantial form of an animate thing was the power added to the soul’s material, a form of the form. For Albert, this vivification of stone could only result from divine intervention. In short, God animated stone through the direct infusion of power, similar to light, that provided agency to a broad range of lapidary materials. This led Albert to conclude that an Aristotelian category of life can be added to stone. While humans, plants, and animals have varying levels of ability and independence concerning the movements that identify them as life forms, the movement of living stones demonstrates an immediate and direct relationship with divinity. Stones are a conduit through which God’s power enters the terrestrial realm.[footnoteRef:329] [328:  Aristotle, On the Soul: parva Naturalia; On breath, trans. by W.S. Hett, Loeb Classical Library (London: William Heineman, 1935), bk. II, I, 67-69.]  [329:  Albert Magnus, Book of Minerals, trans. Dorothy Wyckoff (Oxford: Clarendon Press, 1967), 24-26.] 

Building on his interpretation of the animating principle behind stone, Albert organizes types of stone based on their opacity and color. Opaque and darkly colored materials form the bottom of a spectrum that ascends to transparent white materials, such as rock crystal. Albert’s association of light with the divine virtue of stone likely influenced how he structured his categorization. Murky and tenebrous materials do not shine, while lightly colored and diaphanous materials glow. Marbode of Rennes was, perhaps, the most popular medieval author to define lapidary properties and imply a hierarchy of materials based on transparency and brightness. His late eleventh-century treatises address stone, loosely organized rock, shells, and other artifacts largely by color, opacity, hardness, and their inherent magical or medicinal uses.[footnoteRef:330] Marbode wrote four lapidary texts, three of which focused on the inherent, practical use of the stone. His primary interest was in describing each stone’s virtue or power and its resulting benefits. Within this context, Marble’s three shorter works are organized around the list of twelve stones on Aaron’s breastplate and appear in apocalyptic literature. These shorter texts cut across medical and exegetical knowledge. His longest book on stone, De Lapidibus, repeats these stones among others. While none of his works directly reveal a hierarchy, his description of sardonyx hints at how Albert’s hierarchy may have developed. Describing the alternating layers of sand and onyx that create bands of color within it, Marbode associates the stone with humility in De Lapidibus.[footnoteRef:331] In his shorter, verse-form treatise, he expands by relating each layer in an ascending sequence from bad to good. The first layer is black and symbolizes the blackness of sinners. The second layer is white and symbolizes the pure souls of good Christians. The top layer is red, evoking the blood of Christ.[footnoteRef:332] [330:  Marbode of Rennes, De Lapidibus, XI-XII and 23-25.]  [331:  Marbode of Rennes, De Lapidibus, 46-47.]  [332:  Marbode of Rennes, “Medical Lapibdary,” 127.] 

For the medieval reader, the sequence from dark to bright colors, red being the brightest color in medieval color theory, would have elicited an immediate association of the colors of the stone with the hierarchical ordering of the rainbow. Honorius of Augustodunensis (c.1080–c.1140), a canon and monk, potentially of Autun, and the author of a series of texts aimed at the education of lay priests, describes the rainbow as the result of the rays of the sun hitting a cloud and returning to the sun. For Honorius, the cause and effect of the rainbow are similar to light hitting a vase full of water and illuminating the ceiling above it.[footnoteRef:333] Bede, Honorius’ likely source, compares the image of the rainbow to the impression created by a signet ring in wax. Both authors link the colors of the physical rainbow with the earth, water, air, and fire, associating them with that elemental hierarchy: [333:  For the role of books, such as the Gemma Anima and the de imagine mundi, by Honorius, see Mary Martina Schaefer, “Twelfth-Century Latin Commentaries on the Mass.”
For Honorius’ discussion of the rainbow, particularly, see Carla Cucina, “The Rainbow Allegory in the Old Icelandic Physiologus Manuscript,” Gripla XXII (2011), 63-118.
Also See, J. Mac Lean, “De kleurentheorie in West-Europa van ca 600-1200,” Scientiarum Historia: Tijdschrift voor de Geschiedenis van de Wetenschappen en de Geneeskunde 7 no. 1 (1965): 213-218.] 


Arcus in aere quadricolor ex sole et nubibus formatur dum radius solis cavae nubi immissus repulsa acie in solem refringitur. sicut dum sol in vas aqua plenum fulget, splendor in tecto redditur. De coelo igneum, de aqua purpureum, de aere hyacinthinum, de terra colorem gramineum trahit.

The four-colored rainbow is formed in the air by the sun and the clouds, when the sun’s ray gets into a hollow cloud and, driven back towards the sun, is broken and refracts. just in the same way, as long as the sun shines in a vase full of water, the brightness is sent back onto the ceiling. from the sky it takes the fiery-red color, from water the purple, from air the hyacinth-blue, from the earth the grassy color.[footnoteRef:334] [334:  Honorius Augustodunensis, de imagine mundi, bk. 1, Ch. 58 in PL 172, col. 137AB. Cited in Carla Cucina, “The Rainbow Allegory,” 90-91.] 


Much as Marbode’s interpretation of the colored stripes in sardonyx relates to a progression from sin to perfection, the rainbow’s combination of brightness and darkness informed more general interpretations of the beauty or goodness of a color or thing.[footnoteRef:335] The colors Bede and Honorius identify can be traced back to the stones from Apocalypse 21, which Bede elucidated as signs of affection toward God, the mixed condition of the human soul, humility, and martyrdom. Bede’s description of sardonyx, in which passion—red—and chastity—white—anticipates Marbode of Renne’s description of the striped rock.[footnoteRef:336] In addition, both men described a two-colored rainbow in which the key differentiation was the relevant brightness or darkness of the stripes. [335:  For the interpretation of color in the Middle Ages, see Elizabeth S. Bolman, “De Coloribus: The Meanings of Color in Beatus Manuscripts,” Gesta 38, no.1 (1999): 22-34, and Sarah-Grace Heller, “Light as Glamour: The Luminescent Ideal of Beauty in the Roman de la Rose,” Speculum 76, no. 4 (2001): 934-959.]  [336:  Bede, Explanatio Apocalypsis III, 21, in PL 93, col. 199C, Cited in Carla Cucina, “The Rainbow Allegory,” 90-91.] 

Theophilus Presbyter praises brightness, clarity, and variety as sources of the beautiful in his de diversis artibus, where he explained how to paint representations of the rainbow. Unlike the progressive display of secondary and tertiary mixtures of colors that would be used to create a contemporary rainbow, Theophilus instructs his readers to create rainbows by creating tints and shades. In de diversis artibus, the painter creates two scales, one ascending from the color by adding white and the other descending from the color by adding black.[footnoteRef:337] William of Conches repeats these assertions, combining the elemental progression of the colors concerning the simpler hierarchy based on difference.[footnoteRef:338] [337:  Presbyter, de diversis artibus, bk. I, 16.]  [338:  William of Conches discusses the rainbow in A Dialogue on Natural Philosophy, bk. 5, 4.] 

Although not an explicit hierarchy of matter, in the same manner that Albert constructs for stone in the de mineralibus, the roots of his understanding are evident in these earlier assumptions about color theory: bright stone is better than dark stone. However, Bede’s and Honorius’ metaphors explaining the rainbow’s optical effect signal something else. Transparent or translucent materials give back the virtue they receive. Whether that virtue manifests an impression or a reflection, the physical rainbow telegraphs how divine power, as light enters the terrestrial realm. Moreover, Bede’s wax and Honorius’ water vase are metaphors explaining Neoplatonic return. Bede’s reference to a seal stone in his explanation of the elemental and hierarchical colors of the rainbow is a direct reference to the magical artifacts that form a key part of the medieval lapidary tradition.
Special Stones
Certain stones exhibited supernatural properties, often involving an apparent action at a distance, that were only explicable in the Middle Ages as the direct intervention of divinity in the terrestrial realms. Stones cause movement and, in some cases, like that of chalcedony, seemingly transmit their inherent power to other materials. These kinds of actions and transfers of power from one material body to another demonstrated the propagation of divine intervention on Earth. While the recognition of these special properties of some stones could be found in more ancient treatises, such as the De Lapidibus of Aristotle’s student, Theophrastus, Marbode’s focus on their power concerning their use and effectiveness was novel concerning the preceding lapidary tradition. The miraculous effects of these special stones placed them at the top of the material hierarchy, emergent in Marbode’s treatises on stone. Marbode’s treatment of each stone varies somewhat in relation to the intent of the text he is writing. In his De Lapidibus and his short medical poem, he follows sources such as Pliny, Isidore, and Damigeron and highlights the usefulness of the potential virtue each contains. However, in his verse form text, which focuses on the symbolism of stones, he offers insight into the medieval intersection between exegesis and science. In this section, I begin with a review of Marbode’s discussion of the magnet and of amber, stones that do not appear in his symbolic treatise. The magnet gained increasingly more theological significance over the Middle Ages, with the polymath Athanasius Kircher naming it the key to understanding the universe and God’s love for it.[footnoteRef:339] However, both materials became important examples of transmitting the divine power of attraction. I follow with a comparison of the interpretations of chalcedony, another stone exhibiting an attractive power, across Marbode’s longer scientific treatise and his symbolic work. Examining the two descriptions reveals how supernatural stones were subsumed within a Christian framework, thereby establishing their use as material examples of divine presence and activity in the world. [339:  Kircher notes the magnet is the key to understanding God’s love on the obverse of the frontispiece to his book on catoptrics. See Athanasius Kircher, Ars Magna Lucis et Umbrae (Romae: Sumptibus Hermanni Scheus, 1646).] 

In his longer text on stones, Marbode mentions the attractive power of stones like amber and the magnet, but he pays more attention to the circumstances under which each might be beneficial. Because his categorization of stone prioritizes color and transparency, his discussion of rocks often occurs with respect to the same mineral named differently concerning those properties. The uses of amber, in this context, cut across his explanations of the lynx stone—ligurius—and golden amber—criselectro. The former is a useful treatment for diarrhea, but the latter has no medicinal uses. Both evoke the vernacular explanation of stone formation as drying and hardening. The lynx stone was believed to originate from lynx urine that had been buried, where it congealed and hardened into rock. Marbode also repeats Theophrastus’ observation that the lynx stone could attract straw, resulting from the material’s ability to hold a static charge.[footnoteRef:340] [340:  Marbode of Rennes, De Lapidibus, “XXIV de Ligurio,” 62-63, l. 349-359 and “LIX de criselectro,” 90, l. 697-702.] 

Marble’s discussion of the magnet involves his explanation of the stone with that name and of adamant, which he admits includes four different minerals, including diamond and magnetite. Adamant received a great deal of attention as it was understood to be the best and hardest stone. Although most directly, the name adamant is derived from the Greek for indomitable. The confusion between the unbreakability and the inherent force of the differing materials is traced back to Pliny, at least if not even further. Marbode praises the transparency and high reflectivity of the stone, mixing the characteristics of the magnetite and diamond. He also reiterates myths about the use of goat blood to cut it. Because of its strength, it was observed as being useful in protecting those who possessed it from harm by stealing away the force of any threat, seemingly gaining that power for itself.[footnoteRef:341] [341:  Marbode of Rennes, De Lapidibus, “I de damant,” 35-36, l. 24-49 and “XIX de magnete,” 56-58, l. 284-311.] 

Chalcedony, perhaps a form of agate, also exhibited an attractive power like the magnet and amber. However, unlike those stones, Chalcedony appeared in each of Marbode’s’ four works about stone. In the longer treatise, the rock is said to act as a talisman that ensured the wearer would win court battles. In his medical text, he states that it cures lunacy and prevents one from drowning. He also mentions that it can be carved into a charm to make one beautiful, faithful, and accomplished. In neither these cases nor in his brief verse-form treatise does Marbode mention the potentially attractive capacity of the stone, differentiating it from his discussion of the magnet and amber. Chalcedony was one of the apocalyptic stones and one of the stones featured on the breastplate of Aaron. In this role, the stone’s attractive power took on a different significance, explaining and demonstrating the change that occurred when good men were pneumatically transformed by God’s power.[footnoteRef:342] [342:  Marbode of Rennes, De Lapidibus, “VI de calcedonio,” 43-44, l. 129-134; “Medical,” 122; and “Prose,” 120, l. 19-24.] 


As long as it is in the house, Chalcedony does not shine but under the sky, that is under the open air, it brightens….Warmed by the sun’s rays or, by rubbing of the fingers it attracts chaff to it. By this those who conceal their goodness are represented, and [also represented are] those who make good works in secret.[footnoteRef:343] [343:  Marbode of Rennes, “Medical Lapidary,” 125-126.] 


Marbode stresses that light is hidden within the stone and is only revealed under specific conditions. He associates the physical and symbolic nature of the stone directly with the activity of Christ.

[Christians] breathed upon by the radiance of the true sun, that is, Christ, or handled and warmed by the fingers, that is, by the gifts of the Holy Spirit… they draw the chaff, that is sinners, to themselves, and they ally [sinners to themselves] and they admonish them to persevere in good works.⁠[footnoteRef:344] [344:  Marbode of Rennes, “Medical Lapidary,” 125-126.] 


Marbode’s treatment of chalcedony implies several things that will gain traction concerning the development of the lapidary tradition throughout the Middle Ages. The ability to demonstrate divine intervention in worldly affairs will become more critical and transition toward a power that can be harnessed to change the world. The need to rub, grind, polish, or otherwise shape and form some stones to reveal their power delimited, at least in the twelfth century, human participation in the transformation of the Earth. This special category of stones, through their properties and capacity to act as containers of divine power, not only functioned as a symbolic exemplar for earthly perfection, but they also demonstrated how humanity could participate in the perfection of itself and the world it inhabited.

[bookmark: _Toc151310175]CONTAINING DIVINITY
Stone, as a potential container of divine power, was a central metaphor for the reformation of the microcosmos and the megacosmos. However, the figurative association of the material with the transformation needed to fulfill the divine cosmological plan demonstrated how human participation in remaking the world related to the true change that would result when the plan was completed. Carving, grinding, and polishing a dark and ugly piece of rock converted it into a cabochon, the oval and round gems that seemingly expressed light from within the depths of their surface. These stones fascinated Suger when he wrote about his church and analogical ascent. Crafting stone demonstrated the way the material world could be perfect at the same time that it perfected a small portion of the world, revealing the light or power of God hidden within their stony bodies. The artisanal act applied to all material beings, and the cabochon functioned as the tiniest example of what might be if the divine plan was followed. Crafting human beings and crafting the world equally led to the perfection of the cosmos. This chain from stone to human to the entirety of the terrestrial realm reflected the underlying architectural stone metaphor in which not only could any material body become a container of divinity, but it was also required if the world was to become what God intended when it was created.
Twelfth-century cosmology and matter theory, in the hexameral literature of Hugh of Saint-Victor and the scholastic work of Silvester, equated the crafting of the cosmos with the building of a wall from a pile of rubble, employing a singular term, a mole, to identify both conditions. The original Latin word, moles/molis, denoted a mass, much as our contemporary unit of measure does. However, moles/molis also denoted a bulk of material, a throng of people, or a massive structure. The latter meaning often meant the term applied to a defensive bulwark and implied an odd internal logic of the word’s multiple denotations. Using the term moles/molis simultaneously denoted the potential and the actualization of a pile of boulders. It is a pile of stones and the wall from which those stones are made.
Moles is not often found in twelfth-century Latin texts.⁠ Across Silvester’s Cosmographia and Hugh’s De Sacramentis, the word appears only seven times, including the abovementioned citations.⁠ However, the conditions the term described—the turbulent origins of the cosmos that had the potential to be made beautiful—occur throughout both texts. Hugh employs the term in his introduction to his De Sacramentis, describing the first creation by God in Genesis as the creation of the “mass of all things.” In doing so, he establishes a parallel condition of the possible and the actual when he states that the earthly element of the first creation was so enveloped by a cloud of chaos that it could not appear as it was.⁠ The first creation, as made by God, was what it was to become. Similarly, Sylvester evokes the idea that matter was what it was and what it could be simultaneous when he describes hyle as a turbulent mass acting against itself.[footnoteRef:345] Reading his description literally, however, presents a stone that has turned against its wall. Relative to the multiple meanings of moles/molis, the contradictory states—ordered and disordered—were evoked. A stone or a pile of stones turned against what a stone was intended to be would not become a wall. [345:  Silvestris, Cosmographia in Poetic Works, bk. 1, l. 19.] 

Silvester’s references to the hidden potential of the universe as a wall formed from stones are largely implicit, but his description of the material potential of human beings is explicit. Human bodies are like piles of rocks that imprison the soul. It is only by using the stones to build a tomb to house the soul that the latter will be expressed and realized for what it is. The soul exists in a condition “as if in a body lying prostate having been buried with a large heap of stones/The soul which is bright by birth and returns back to the rule of the father/If it might be wise, if not, it will be married to the flesh.”[footnoteRef:346] Effectively, the body must be remade into a tomb to enable humanity to reveal the divine inspiration of the soul. In his discussion of the microcosmos, Silvester further employs the idea that humans have been specifically created to sense and manipulate the terrestrial realm to obtain their potential. Following Calcidius’ conceptualization of the body as an imperfect sphere  with limbs, eyes, ears, and the other senses as accretions, Silvester notes that these perturbations enable the human to sense and learn from the world and how the world has been created.[footnoteRef:347] He introduces his discussion of the microcosmos with a reiteration of the first creation in which the roughness of hyle was ground away and re-concocted to regain its splendor, using the mixed metaphors of cooking, metalworking, and masonry that are common in twelfth-century references to artisanal or alchemical processes.[footnoteRef:348] The potential of the human being, like the potential of the cosmos that it reflects, is to be remade into a building that glows like the cabochon cut and polished from an opaque and ugly material. [346:  Silvestris,Cosmographia in Poetic Works, bk. II, 8, l. 34-36.]  [347:  Silvestris, Cosmographia in Poetic Works, bk. II, 14.]  [348:  Silvestris, Cosmographia in Poetic Works, ch. 1, para. 2, 1-10.] 

The exegetical use of the moles/molis metaphor for the cosmos further linked the perfection of the microcosmos with that of the megacosmos. At the same time, it differentiated the limits of human participation in returning the world to its divine inspiration. The human body of Christ, understood materially as a rock, enabled the bridging between the three scales of activity at the levels of the cabochon, the human body, and the entirety of creation. One of the most extended roles for this type of use of the metaphor is found in Peter of Celle’s architectural path to understanding the transformation of the heart into a fountain in his treatise, On Conscience. Much as Bernard identifies the role of fear in inclining the will toward God through an architectural metaphor, Peter likewise associates the emotion with the reconstruction of the body. However, Peter greatly expands the detail with which he describes transforming the body into a defensive bulwark against improper sensation.
For Peter, fear is a “good workman” who carefully shapes and fits together raw material to transform it into something suitable for building. Wood is sawn, planted, and joined into beams, columns, and panels. The resulting corporeal wall is then carefully plastered and smoothed, removing low spots, unevenness, and imperfections. The work of plastering leads to a stronger adhesion of the materials. Peter signals that this process alters the wall to become more unified, paralleling the bonding of masonry courses. His switch from timber to masonry construction signals a hierarchical transition in the perfection of the body from one material to another. The conversion or reform of a monk rebuilds the body with iron, gold, or brick walls, all of which are reformed stones.[footnoteRef:349] Peter repeats this same hierarchy of materials later when discussing the error of secular men, who pay too much attention to the world, thereby constructing with wood and hay on the foundations of Christ.[footnoteRef:350] [349:  Peter of Celle, On Conscience in Fiess, Peter of Celle, Selected Works, 156-158, para. 33-37.]  [350:  Peter of Celle, On Conscience in Fiess, Peter of Celle, Selected Works, 185, para. 94.] 

The hierarchy of construction that Peter describes reflects the prevailing types of construction observed in France at the time. There were three common types of walls: wattle and daub, cob, and masonry. With wattle and daub, a woven mat of reeds or branches was made, and then a clay, lime, and fiber mixture was worked into the mat. The finished wall could be plastered but would never obtain the regularity and smoothness of a masonry wall. Cob construction was a widespread technique in twelfth-century France. Henri Galinié discovered Carolingian examples of these walls in Tours. Cob was similar to daub in that it was a mixture of earth, sand, and fiber or gravel. Unlike wattle and daub, cob was cast in place. In the known twelfth-century examples, the cob was poured into a plank formwork and allowed to solidify. The formwork was then removed and rebuilt at a greater elevation to successively raise the height of the wall.[footnoteRef:351] Cob construction, thus, truly was water, albeit muddy, congealed into stone. If reinforced with straw, the walls even appeared to be hairy, precisely how Silvester describes the disordered and chaotic matter in his Cosmographia. The drying and hardening of the clay suggested William of Conches’ process for congealing stone. Dry-ft masonry walls, in which stones were carefully shaped to join seemingly perfectly, would have represented the pinnacle of wall construction at the time. [351:  There is more direct evidence of later structures using the technique in England, but the author notes that this is more likely the result of a lack of excavation in France than anything else. There are examples in Limagne with the sunken huts of Lezoux (Puy-de-Dome). More critically, there are urban examples from the Carolingian era in Tours discovered by Henri Galinié. See Jean Chapelot and Robert Fossier, The Village & House in the Middle Ages, trans. Henry Cleere. (London: Batsford, 1985), 255-257.] 

The formation of the more quotidian, secular walls common in the twelfth century would have been representative of a downward elemental transformation from something liquid like water to something solid like earth. The shaped and polished stones of masonry construction represented improvements—ordering and smoothing—of obdurate materials that unified multiplicity into unity in a way that may not have been evident in secular construction. The types of construction would have also indicated something of the limited agency humans had concerning changing the world around them. Hugh of Saint-Victor, in his Didascalicon, limits human action to the ability to superficially break apart and join things in an additive or a more limited capacity subtractive process. While these acts might bring about an external change, true change, such as the destruction or elemental transformation of something, only happens through divine intervention. Effectively, humans reordered the world. They did not make it into something different.[footnoteRef:352] Within the context of Peter’s wall metaphor elucidating the proper impact of fear on the conscience, fear prepared the body to become a container for grace. [352:  Hugh of Saint Victor, Didascalicon, bk. 1, ch. 8, 54-55; Didascalicon, Trans. Taylor.] 

Peter extends his material and architectural metaphor for the human perfection of the body to include the infilling of the heart with grace as the ultimate goal of contemplative reflection. Referencing the bedroom of the Canticle within which the bride waited for the bridegroom, often interpreted in monastic texts as the waiting of the monk for the appearance of Christ, Peter describes the impact of affection through the metaphorical transition from the heart as a tomb to the hearts as bedroom and bed. Simultaneously, the heart became the fountain overflowing with wine.

So let reflexion pass into affection [affectio], so that the vein of the heart will not merely be touched by a passing movement, but that the good spirit will make an abiding halt and fill everything in the soul with grace and surround it completely with its blessing. Then you will proceed amid plenty, O religious mind, O tomb of the heart! Then you will enter the bedroom, then you will exult in glory, then you will rejoice on your beds.[footnoteRef:353] [353:  Peter of Celle, On Conscience in Fiess, Peter of Celle, Selected Works,  183.] 


Peter further associates the heart-build filled with divine presence with a glass container filled with medicine or undiluted wine.

To what will I compare a heart so gloriously glorified? Certainly to a glass dish containing unmixed balsalm or undiluted wine. Obviously, a pure heart is like a glass which is clear and transparent to the eye.[footnoteRef:354] [354:  Peter of Celle, On Conscience in Fiess, Peter of Celle, Selected Works, 183.] 


By doing so, Peter bridges the architectural and lapidary metaphors. The difference between the building and the material out of which it was made was elided. Within the network of associations that would have occurred to the medieval reader, the glass dish, in relation to the building, would have evoked the transparent gold and glass of the temple in Revelations. The material designation signaled what the heart would become at the height of its material perfection. It likewise revealed divine presence as a liquid with alchemical properties in the form of a higher elemental condition, which could cause true change. In this context, Peter’s metaphor shifts again, translating from tomb to bedroom to glass dish to fountain, which ultimately can be read as a stone that heals blindness.

Thus the dish becomes a fountain of life, conscience becomes the dwelling place of grace. O you claustrals, drink waters from the spring of the Savior…. Streams run out from this font or well to your eyes that they may flow with tears, and to your ears that they may hear the voice of God’s praise, and to your hands that they may be clean of the blood of cruelty and lust, to your feet that the dust of earthly desires may be shaken off, to the whole body that it may be full of eyes. The fountain and well of living waters in the pool of Siloam (which means ‘sent’) not only illuminates the eyes’ darkness. It also heals blindness.[footnoteRef:355] [355:  Peter of Celle, On Conscience in Fiess, Peter of Celle, Selected Works, 183-184.] 


Bernard of Clairvaux also connects Christ to the fountain of life in his Sermons on the Nativity, playing off the etymological connection between the crucifixion wounds and seal stones that melted into streams of transformative waters. For Peter, the resulting waters filling up the glass dish of the heart purify and remove darkness from the eyes and multiply them in a way that suggests the ascent from physical to mystical sensation. Linking the healing waters to the Pool of Siloam, a reference to Christ’s healing of a blind man, also hints at the mountain, known as the Serpent’s Stone, and the procession to the Temple Mount, which involved ritual purification in the pool prior to the ascent.[footnoteRef:356] The addition of the fountain to the chain of associations, the original metaphor, inspired the arrangement and use of the cloister. [356:  John 9:1-2 and 1 Kings (1 Sam.) 3-5] 


Finally, flowing down from the heights to what is lower, this stream goes around the workshops of our cloister. It decorates our chapel with pools—both for washing the animals offered up for sin and for cleansing the very sanctuary of our soul—in such a way that it has a channel next to the altar at the priest’s foot. At the entrance to the sanctuary the person who is going to make the immolation washes his hands and feet, making satisfaction for thoughts as well as through confession and compunction.[footnoteRef:357] [357:  Peter of Celle, On Conscience, On Conscience in Fiess, Peter of Celle, Selected Works, 183-184.] 


The practical and ritual washing of the hands and feet formed part of the daily routine of Cistercian monks returning from their labors to prayer in their churches. Fountain houses in Cistercian cloisters often highlighted this ritual, and Peter suggests that the fountain house is like the glass heart. The water contained and distributed by those fountains, figuratively and physically, employed the hierarchy between water and stone to differentiate between the differing physical and metaphysical states of the monk washing himself. The glass heart was materially as close to divinity as an earthly stone. The fountain’s water demonstrated the stone’s potential transcendence through its liquefaction. At the same time, the architecture revealed the relationship between a properly ordered material world, in the form of the cloister and in the water commonly channeled for various purposes within Cistercian monasteries. This material logic did not escape the decorative program of Cistercian monasteries. At Thoronet, enlarged gutters cascaded water into a channel that circumscribes the monastery’s cloister. The channel leads to the fountain house, where monks would have cleansed and purified themselves. Intriguingly, the stones that make up the channel have been carefully carved to appear rough and uncut, creating a hierarchical progression and return of water. Rain, from above, falls on the cloister roof and is directed by spouts into the rough stone channel that transforms into the smooth masonry of the fountain house that returns the rain as the living water that is cleansed. Metaphorically, the fountain was the purified heart of the monk. However, it also figuratively and physically enacted divine presence via its association with the perfect material of Christ as rock, something which similarly informed Suger’s material program of works for his abbey at Saint-Denis.	Comment by Jason Crow: Image - 09 Thoronet_Cloister_Water_Channel.jpg - near here.

[bookmark: _Toc151310176]WARMING THE HEART
Although Suger’s addition of a material way to the corporeal and architectural metaphor of Ephesians seemingly misread the letter, and his reference to mystical anagogy was vague, he provides an explanatory framework for interpreting his restoration of the abbey church at Saint-Denis as a mystical practice. By inserting himself into the Emmaus narrative from Luke 24:13-35 on the main doors of the church and emphasizing the material condition of the doors and altar, the abbot highlights the human body of Christ as the exegetical key that unlocks the broader significance of his program of works at Saint-Denis. Paula Gerson, in her analysis of the iconography of the central portal, explains that the golden doors include eight medallions that depict the passion, crucifixion, resurrection, and ascension of Christ.[footnoteRef:358] The lower four medallions, arranged in pairs ascending the door, likely depict Christ’s material life on Earth. In comparison, the upper four medallions likely depict the crucifixion, the resurrection, the supper at Emmaus, and the ascension. An image of Suger kneeling is depicted offering something, perhaps a portable altar in the medallion with the scene of the supper at Emmaus. Suger also directly references the supper at Emmaus in his De Consecratione when he discusses the stones of the church as relics.[footnoteRef:359] After the resurrection, two disciples of Christ are traveling to the town of Emmaus. While Grover Zinn correctly identifies Suger’s reference to Emmaus as a focus on the humanity and suffering of Christ, he misses how the representation of Christ in the story operates more broadly in support of the literal interpretation of metaphors, such as Christ-Church, Christ-Rock, and Christ-Bread, through how each demonstrated a singular understanding of material perfection. When the matter and ornamentation of the church are read within the context of the theological and scientific explanations for natural and supernatural change, the reconstruction of the physical church echoes the transformation of bread in the Eucharistic rite, which enabled the earthly material to embody divinity. The pairing of Suger’s project with the central rite of the church reflects the broader association of theurgy (the divine acts of God) with hierurgy (the ritual reenactment of God’s work) within the Pseudo-Dionysian corpus, as has been noted by scholars, such as Gregory Shaw and Sarah Klitenic Wear.[footnoteRef:360] For Suger, the rebuilding of the physical church, through carefully crafting its matter, prepares it to be sanctified in correspondence with the preparation and transformation of the material host. Crafting the church enables it to become a container of divinity in the same way a human body comes to be occupied by the Son of God.	Comment by Jason Crow: Image - 10 Saint_Denis_Main_Portal.jpg - near here.	Comment by Jason Crow: Image - 11 Saint_Denis_Emmaus_Medallion.jpg - near here. [358:  Paula Gerson, “The West Facade of St.-Denis,” 107–11.]  [359:  See Panofksy, De Consecratione IV, 31 and 1-5 (99–101), where Suger paraphrases the beginning of the Emmaus story in Luke, “We communicated this plan [to enlarge the church] to our very devoted brethren, whose hearts burned for Jesus while He talked with them by the way.”]  [360:  See Gregory Shaw’s brief study, “Neoplatonic Theurgy and Dionysius the Areopagite,” Journal of Early Christian Studies 7, no. 4 (1999): 573-599 and Sarah Klitenic Wear, Dionysius the Areopagite.] 

Suger embeds his argument in the material of the church Saint-Denis. By asserting the necessity of craft to prepare material objects to become containers of divine power, he enacts a tropology, which parallels Hugh of Saint-Victor’s assertion that making the world beautiful beatifies it and the artisans who transform it. This “material way,” exposed through the crafted matter of the church, remains opaque to a contemporary visitor to Saint-Denis. However, the abbot’s contention that craft leads to mystical experience can be reconstructed with reference to the inscriptions he left on the altar and, in particular, the main doors:

Portarum quisquis attollere quaeris honorem,
Aurum nec sumptus, operis mirare laborem,
Nobile claret opus, sed opus quod nobile claret
Clarificet mentes, ut eant per lumina vera
Ad verum lumen, ubi Christus janua vera.
Quale sit intus in his determinat aurea porta.
Mens hebes ad verum per materialia surgit,
Et demersa prius hac visa luce resurgit.

Whoever thou art, if thou seekest to extol the glory of these doors,
Marvel not at the gold and the expense but at the craftsmanship of the work.
Bright is the noble work; but being nobly bright, the work
Should brighten the minds, so that they may travel, through the true lights.
To the true light where Christ is the true door.
In what manner it be inherent in this world the golden door defines:
The dull mind rises to truth through that which is material
And, in seeing the light, is resurrected from its former submersion.[footnoteRef:361] [361:  Gasparri, De Administratione, 116 (II, 4); Panofsky, 47-49 (XXVII, 25-28 1-4).] 


Suger’s poem emphasizes the artisanal nature of the doors, binding them to Christ as the “true door” toward which they pointed. On the other side of the building, an inscription on the main altar urges the patron saint of the church to intercede and open the corresponding door to paradise (note paradise as the space between the baptistry or baptismal font and the church), suggesting that the altar was that door.

Magne Dionysi, portas aperi Pardisi,
Suggeriumque piis protege praesidiis.
Quique novam cameram per nos tibi constituisti,
In camera coeli nos facias recipi,
Et pro praesenti coeli mensa satiari,
Significata magis significante placent.

Great Denis, open the door of Paradise
And protect Suger through thy pious guardianship.
Mayest thou, who hast built a new dwelling for thyself through us,
Cause us to be received in the dwelling of Heaven,
And to be sated at the heavenly table instead of at the present one.
That which is signified pleases more than that which signifies.[footnoteRef:362] [362:  Gasparri, De Administratione, 124 (II, 9); Panofsky, 55 (XXXI, 17-22).] 


The Emmaus narrative, into which Suger inserted himself and which would have been familiar to every pilgrim visiting Saint-Denis, acted as an interpretative guide that mapped out a hierarchy of divine participation from the door through the altar and ultimately to the elevated host of the Eucharist. Materially, each artifact did not simply represent divinity but was its embodiment. Recognition of the divine nature of the objects occurred in the procession from door to altar. It culminated with participation in the central rite of the church, which reinforced and answered how Christ inhered in the matter of the terrestrial realm. Further, the movement associated the transformation of bread into the body as the precedent for the divine inspiration of door, altar, building, and pilgrim. Beginning with a review of the story of the disciples who travel with Christ to Emmaus and the significance of the narrative to medieval pilgrimage, I highlight the implicit understanding of the material perfection and change that Suger employs in his argument about true divine presence. Second, I examine the medieval association of Emmaus and the Eucharistic rite to demonstrate how the abbot notes the necessity of craft to the process of receiving divine power and links bread crafting to the remaking of his abbey church. In conclusion, I show how the combination of the altar and Eucharist would have acted in concord to demonstrate the post-resurrection perfection of Christ’s body and the potential perfection of the community of the faithful.
In Luke’s retelling of Christ’s crucifixion, resurrection, and ascent, he inserts the story of the two disciples’ journey from Christ’s empty tomb to the town of Emmaus. As they travel, the two discuss the recent events in the life and death of Christ, and a third man joins them. Unknown to the two disciples, the man is Christ. Listening to their conversation, the man asks them about their conversation and why they seem sad. The disciples relate the news of Christ they have been discussing to the man as they continue. As they near Emmaus, they invite him to dine with them. Although he hesitates, with some coercion, he agrees. At the meal, he takes bread, blesses it, and shares it with the two disciples. As he breaks the bread, Luke describes their vision opening to enable them to see that they have been traveling with Christ. Subsequently, Christ vanishes. The disciples then reflect that their hearts had warmed while walking to Emmaus and discussing scripture with Christ. Returning to Jerusalem, they relate their experience to the other disciples, who are doubtful. Christ then appears to the entire group, which mistakes him for being a ghost or spirit until he reveals his wounds to them. From a material perspective, two aspects of Emmaus’s narrative are critical to Suger’s use of the story as an exegetical clue. First, twelfth-century narrative interpretations emphasized the experience of being in the presence of divinity and how that experience was repeatable. Second, the disciples’ transformation represented a mystical ascent that could be explained through the perfection of matter.
Luke’s Emmaus story became the paradigm for pilgrimage and the pilgrimage play, in which the narrative was acted out with increasing fervor in the twelfth century. Although Gregory the Great comments upon the narrative, Bede synthesizes that commentary into an explicit discussion of human pilgrimage.[footnoteRef:363] Within his exegesis of the narrative, the pilgrims’ journey was matched to the disciples’ journey and highlighted as a multi-sensory progression from hearing to tasting to seeing divinity.[footnoteRef:364] While not indicated, Bede’s progression tracks the hierarchical opening of the spiritual senses through which one obtains direct knowledge or experience of God. In the twelfth century, the pilgrimage play expanded upon the story of the journey to Emmaus to encompass a narrative arc that began with humanity’s exile from the garden after the fall of Adam. Living in exile, as if foreign, throughout all of time was a journey that could be mapped out within the play by following Paul’s historical account of man and concluding with the experience of divinity. While theatrical, the plays’ emphasis on being performative aligned with a parallel understanding of the church’s rites. Little divided the pilgrim’s play-acting, as disciples, from the experiential dimension of the sacraments.[footnoteRef:365] In the end, the pilgrim, through their journey, could expect a transformation of themselves, similar to the warming of the heart experienced by the disciples. [363:  F. C. Gardiner, The Pilgrimage of Desire: A Study of Theme and Genre in Medieval Literature (Leiden, Netherlands: E.J. Brill, 1971), 37.]  [364:  Gardiner, The Pilgrimage of Desire, 41.]  [365:  Donnalee Dox, “Roman Theatre and Roman Rite: Twelfth-Century Transformations in Allegory, Ritual, and the Idea of Theatre” in The Appearances of Medieval Rituals: The Play of Construction and Modification. (Turnhout, Belgium: Brepols Publishers, 2004): 33-34; Miri Rubin, “The Eucharist and the Construction of Medieval Identities,” in Culture and History 1350-1600: Essays on English Communities, Identities and Writing (Detroit, MI: Wayne State University Press, 1992), 50-51.] 

By placing himself adjacent to the roundel depicting Emmaus on the church doors, Suger hints that the narrative and his offering toward it relate to the story’s content. As Paula Gerson notes, including the scene as a part of the sequence of events of the Passion was unusual.[footnoteRef:366] However, it makes sense when understood as highlighting the transformative experience to come within the church, following the journey from the doors to the altar. This procession would have been the path taken by pilgrims. In their theatrical recreation of the final moments of Christ’s presence on Earth, the pilgrims traveled along the road—the raised platform that connected the church doors to the altar—while one of them dressed as Christ dressed as a pilgrim walked with them. At the altar, the pilgrims would drag the Christ-pilgrim under the altar, imagined as the house where he would break bread and their vision would be opened. It would also have been the path followed by Suger and his retinue across the church, which ended with them breaking, blessing, and sharing bread above the altar but within the church. Suger and his community aimed to experience Christ, as the disciples had experienced the divine being, by opening their eyes to invisible things. [366:  Paula Gerson, “The West Facade of St.-Denis,” 109, note 2.] 

Pseudo-Dionysius the Areopagite attests to the necessity of the material world in guiding one to an experience of the immaterial. However, Suger’s argument for a material path to mystical experience seems to have been developed less directly from his writings than through an intermediary, such as Hugh of Saint Victor.[footnoteRef:367] While prior scholars, from Paula Gerson to Conrad Rudolph, assert Hugh and others are potential sources for Suger’s conceptualization of his architectural project, none focus on the role of material change in interpreting his work or the church. In particular, the alignment between Suger’s placement of himself in the Emmaus scene and Hugh’s use of the Emmaus narrative in his commentary on Pseudo-Dionysius’ Celestial Hierarchy has gone unnoticed. In his annotation of Pseudo-Dionysius’ explication of angelic qualities, Hugh describes the warming of the disciples’ hearts as a material change that parallels Suger’s inscription on the doors of Saint-Denis: [367:  “Quoniam neque possible est nostro animo ad non materialem illam ascender caelestium ierarchiarum et imitationem et contemplationem, nisi ea quae secundum ipsum est (materiali) manuductione utatur.”
“Because is it not possible to ascend by the mind to the imitation and contemplation and of the celestial hierarchies, unless one uses that which according to him, the material, to lead him by the hand.” l. 581-584
Hugh of Saint Victor, “de caelesti Ierarchia” in Hugonis de Dante Victore: Super Ierarchiam Dionisii, CCCM CLXXVIII, 362, ch. I, 35-39.] 


Ubi fervorem et calorem amor habuit, vel potius ubi amor sine calore et feuore fuit? Ambulantes et amantes, incedentes et feruentes, quid dixerunt de Iesu quem audierunt et non cognoverunt in via? Ambulabant enim et movebantur inpatientia dilectionis acti, quia si starent non amarent. ‘Mobile’ enim amoris est sicut et ‘calidum’, ut non torpescat nec tepescat dilectio vera. Ambulabant ergo in ‘mobili’ amoris et ardebant in ‘calido’ et dicebant: ‘Nonne cor nostrum ardens erat in nobis de Iesu dum loqueretur nobis in via?’ Quia enim ambulabant ‘mobile’ habebant, et ‘calidum’ quia ardebant; ‘acutum’ autem non habebant quia non cognoscebant. Proterea enim quia ‘acutum’ non haburent, audierunt: ‘Stulti et tardi ad credendum in omnibus quae locuti sunt prophetae!’ Ergo hebetes fuerunt et tardi ad cognoscendum, sed non tepidi aut pigri ad diligendum.

Where did love have fervor and warmth, or rather where was love without warmth and fervor? Walking and loving, marching and fervent, what did they say about Jesus whom they heard and did not recognize on the road? For they walked and moved with the impatience of love, because if they stood still they would not love. For the ‘mobile’ of love is as well as ‘warm’, so that true love does not become numb or lukewarm. They therefore walked in the ‘mobile’ of love and were burning in the ‘heat’ and said: ‘Wasn’t our heart burning within us for Jesus while he was speaking to us on the road?’ For because they walked they were ‘mobile’ and ‘hot’ because they were burning; But they did not have ‘sharpness’ because they did not know. Moreover, because they did not have ‘sharpness,’ they heard: ‘Fools and slow to believe in all that the prophets have spoken!’ Therefore they were dull and slow to know, but not lukewarm or slow to love.[footnoteRef:368] [368:  Hugh of Saint Victor, Super Ierarchiam, CCCM CLXXVIII, 557-558 (1037B).] 


Pseudo-Dionysius writes that angels are “always mobile around the divine and incessant and hot and sharp and super-glowing.”[footnoteRef:369] In his explication of the passage, Hugh focuses on how these qualities expand upon an understanding of love, emphasizing the endless circumambulating motion of angels around divinity in parallel with the disciples, who walked with Christ to Emmaus. This becomes, for Hugh, a way of understanding and explaining the change that occurs within the disciples on the road. Transposing from heart to mind, warmed by Christ, he clarifies that the disciples’ minds transitioned from dull, hebes hebetis to sharp, acutus acuta, implying their becoming angelic. The language parallels the text on the doors of Saint-Denis, in which Suger notes that the door guides the dull, hebes, mind in its ascent to the immaterial. However, for Suger, the role of material in the ascent is rhetorically qualified. He effectively asks, “How does divinity exist within this door?” Hugh is not circumspect. Love, the power that drives and governs the behavior of angels, ultimately melts the believer’s body, elevating them with the medieval element hierarchy from earth to water, solid to liquid. This change is captured in the Psuedo-Dionysian term, superfervidum, which suggests the glow of melted glass or metal and the potential exuberance of super-heated water. Throughout his discussion of angels, Hugh employs artisanal or alchemical descriptions of material change that parallel the craft connotations of superfervidum. These factor into how he postulates the end of the Emmaus journey as a double of the bride’s experience dragging her beloved into her mother’s house in Song 3:4. [369:  Hugh cites Pseudo-Dionysius to begin his discussion of the passage in the Super Ierarchiam, CCCM CLXXVIII, 555 (1036A).
] 


Anima mea liquefacta est ut dilectus locutus est; quesiui illum. Proptera enim quesivit illum, quia liquefacta est ad illum. Nisi enim liquefuieret ad illum, non current post illum, sed dura staret et non intraret. Nunc autem liquefacta est et currere cepit, sed nondum statim ivenit donec pervenit. Iccirco et hic quoque ‘incessabile’ necessarium erat ut perseveraret donec intraret et penetraret et diceret: ‘Tenui illum nec dimittam donec introducam in domum matris meae in cubiculum genetricis meae.’ ‘Introducam’. Inquit, eun ‘I domum matris meae, in cubiulum genetrices meae.’ Ergo ipse ad te intrabit, ut tu ingrediaris ad ipsum Tunc enim tu intras ad ipsum quando ipse ad te ingrediatur. Quando amor illius cor tuum penetrat et ad intimum cordis tui dilectio illius pertingit, tunc intrat in te ipse et tu quoque intras teipsum ut ingrediaris ad ipsum. Tnuc enim tu intras ad ipsum quando ipse ad te ungreditur. Quando amor illius co tuum penetrat et ad intimum cordis tui dilectio illius pertingit, tunc intrat in te ipse et tu quoque intras teipsum ut ingrediaris ad ipsum. Igitur tu ipsum ad te introducito. Nec quolibet modo ad te introducito, ut maneat scilicet vel subsistat extra apud te, vel in portis tuis vel in atriis tuis sive ante ostium domus tuae aut etiam solummodo in domo tua, quia non multum est neque magnum hoc dilectioni magnae, nisi usque ad thalamum perveniat et cubiculum ingrediatur et usque ad interiora penetret et intimis tuis requiescat.

My soul melted as the beloved spoke; I asked him. For this reason she sought him, because she melted to him. For unless she melted to him, she would not run after him, but would stand firm and not enter. But now she melted and began to run, but he did not come immediately until she arrived. And here also it was incessantly necessary that she should persist in entering and penetrating and saying: ‘I have held him and will not let him go until I bring him into my mother’s house and into the chamber of my mother-in-law.’ Therefore he will enter into you, that you may enter into him. For then you will enter into him when he enters into you. When his love penetrates your heart and his love reaches to the inmost part of your heart, then he himself enters you and you also enter yourself to enter him. Therefore I introduce him to you. And not in any way introduced to you, so that he may stay or stay outside with you, either at your gates or in your halls or in front of the door of your house or even only in your house, because this is not much or great for great love, advance to the bedroom let him reach and enter the room and penetrate and rest in your most intimate of spaces.[footnoteRef:370] [370:  Hugh of Saint Victor, Super Ierarchiam, 559 (1038B).] 


As the disciples travel with Christ, they melt into him, becoming indistinguishable from him in material terms. As they progress further and penetrate the deepest portions of the house, within which they will share a meal with him, they become more and more like the angels that are Pseudo-Dionysius’ subject of reflection. The movement provides insight into how Hugh perceives the disciples’ journey as the analog of the angels’ movement. The angels circle divinity, while humans with the greatest love for Christ fervently run toward him and coerce him into the world, the house, with them. The experience transforms them bodily, opening their vision to divinity as they co-exist with it. The experience also provides further insight into Hugh’s image of the circumambulation of the church as the realization of the final cause. To walk or to run toward and with God is the ultimate expression of goodness. Angels circle. The bride runs. Disciples walk. As the disciples coerce Christ into the house, the bride also drags the beloved with her into her mother’s house. Knowing the association of bride with monk and church, architecturally or ecclesiastically as a mother, suggests Hugh directs the Emmaus scene to its conclusion through the doors and toward the church’s altar. Adding the house, Hugh implies that the mother church is the resting place to be reached, where one will join Christ. Hugh’s insistence on the urgency of entering the house and penetrating the gates to accomplish this goal seems predictive of Suger’s ornamentation of the church doors. Following the disciples is entering the church and continuing their journey to penetrate and experience the mystery of Christ more deeply.
Much as Hugh did, Rupert of Deutz similarly associates the Emmaus narrative with liquefaction and elemental change, though he does so implicitly.[footnoteRef:371] Commenting on divine office for the Monday following Easter, Rupert evokes and builds upon Gregory the Great’s discussion of the gift of land to Axa from her father, Caleph, in his letter to Theoctista.[footnoteRef:372] The dry land is the counterpoint to the experience of love by the angelic hosts in Gregory’s reading of Joshua 15:18. Axa desires to be given water to make the land fruitful, which she eventually receives from her father. Repeatedly in his short discussion, Rupert emphasizes the transition from dry to watered land, establishing a hierarchy parallel to the one Hugh structure between the elemental qualities and associating the hierarchy with the relationship between the mind and body. Noting that the name Caleph can be interpreted as heart, Rupert entangles the watering of the land with the forming of the hearts of the disciples walking to Emmaus by Christ. Their hearts are dried up, but as Caleph provides the water to transform the land, Christ enriches their hearts with charity, causing them to burn within them. [371:  Rupertus Tuitiensis, “De officio secundae feriae: Beati mites” in De Divinis Officiis VIII, 7, 276-278, CCCM VII.]  [372:  Gregory the Great, The Letters of Gregory the Great, vol. 2, trans. John R.C. Martyn (Toronto, Pontifical Institute of Medieval Studies, 2004), bk. 7, Letter 23, 474.] 

Rupert differs from Hugh in directly associating the Emmaus narrative with the Eucharistic host. He opens and concludes his interpretation of the Monday office with reference to the Emmaus narrative and the breaking of bread within it. Food and the provision of food then become a secondary metaphor throughout the text. The watering of the land responds to the divine deliverance of milk and honey. The gospel is regurgitated (eruct eructare) from God to Christ to the disciples, in a metaphor implying the feeding of a chick by a mother bird. These metaphors build up to the reiteration of the breaking of bread in the Emmaus narrative as a historical event, as the celebration of the sacrament, and as the future meal that will come to be shared with God in Heaven. A line can be drawn from Rupert’s historical sequence of events to the connection between Suger’s doors and altar and his assertion that the altar anticipates a heavenly table.
On the doors of the church, Suger displays himself offering what can be read as an oblong loaf of bread or portable altar, and in doing so, interweaves his question about the presence of the divinity with the doors with the procession to the altar, where the bread will become the body of Christ in the Eucharistic sacrament. With respect to his offering, less obvious is the connection between that bread and the crafted nature of the doors, the altar, and the church building.
While Hugh and Rupert’s use of the Emmaus narrative focuses on the supernatural change from solid to liquid, Honorius of Augustodunensis, in his Gemma Animae, employs the story to reflect upon the crafted nature of the bread broken by Christ. Like written early in the twelfth century, the Gemma Animae was developed to explain the mass and its components to Honorius’ monks. In the third volume of the book, he specifically relates the fraction rite to the Emmaus narrative.

Episcopus oblatam frangit, quia Dominus panem in Emmaus discipulis fregit. In tres partes oblatam dividit: sibi una retenta, duas diacono et subdiacono tribuit, quia Dominus, fracto pane, unam partem sibi, duas Cleopae et Lucae divisit. (Gemma Animae Part III, Cap. LXIII—De fractione obtutae)[footnoteRef:373] [373:  Honorius Augustodunensis, Jewel of the Soul, 1: 121-122, bk. 1, 63.] 


The bishop breaks the oblation, because the Lord broke bread for his disciples at Emmaus. He divides the oblation into three parts. He takes one for himself, and gives two to the deacon and subdeacon because at Emmaus the Lord, having broken the bread, kept one part for himself and gave two to Cleophas and Luke.

He further associates Christ directly with the bread and the consumption of the Eucharist with repairing the wreckage of sin, followed by placing those who partake in the ritual in paradise.

Oblata frangitur, quia panis angelorum nobis in cruce frangitur, ut fractio peccatorum nostrorum per comestionem ipsius reintegretur. Papa oblata non frangit, sed partem ex ea mordet, reliquam in calicem mittit, quia Christus infernum momordit, et inde sumptos in paradisum misit.

The oblation is broken because the bread of angels is broken for us on the cross, so that the wreckage [(fractio]) of our sins may be repaired [(reintegretur]) by eating him. The pope does not break the oblation, but rather tears a morsel off with his teeth and places the rest in the chalice [2], for Christ bit Hell, and thence placed those whom he had saved in paradise.[footnoteRef:374] [374:  Honorius Augustodunensis, Jewel of the Soul, 1: 121-122, bk. 1, 63.] 


In Honorius’ explanation, the breaking of the bread ends with a path to join Christ in paradise, much as Suger’s altar suggests when read with the iconography of the door as context. Simultaneously, Honorius’ commentary evokes the artisanal process underlying Eucharistic salvation. The body of Christ, as the bread of angels, is broken to redeem sin, which has likewise fractured the faithful. Although only implied, the resurrected Christ, his reformation likewise anticipates the reintegration of the body that has been severed into parts by sin. The crafting metaphor is not limited to the fraction rite. His chapter on the sacrifice of bread provides a more extended artisanal description of the production of Christ’s body as the making of bread.

CAP.XXXI—De sacrificio panis.
Hoc sacramentum ideo ex pane fit, quia Christus se panem vivum astruxit, quem scriptura panem angelorum praedixit. Qui panis fit absque fermento, quia Christus fuit sine peccato. Ideo autem panis ex frumento fit, quia Christus se granum frumenti asseruit. Granum autem per trituram de theca sua excutitur arefactum duobus molae lapidibus molitur. Farina cribata aqua conspersa conpastinatur, panis formatus in clibano coctus in candorem mutator. Ita Christus nobile granum cum gladiis et fustibus de comitatu apostolorum per Iudaeos quasi de theca;
contumeliis et opprobriis arefactus, a Iudaeis, et gentibus quasi duobus lapidibus, flagellis atteritur; cribratur, conspersus conpastinatur, dum a suis separatus; sanguine proprio perfusus, Cruci conpingebatur, in qua quasi panis in igne Passionis excoctus in immortalitatem mutabatur.

Ch. 31 On the Sacrifice of Bread
This sacrifice is of bread because Christ called himself the bread of life, and Scripture spoke of him as the bread of angels (Ps. 77). This bread is made without yeast, because Christ was without sin. It is made with wheat because Christ called himself a grain of wheat. A grain is extracted from its husk by rubbing, and once dried it is crushed by two stones. Once the flour is sifted and moistened to make dough, shaped into bread, and cooked in an oven, it becomes white. Just so, Christ the noble grain is extracted by the Jews from the company of the apostles with swords and clubs, as from a husk; is dried by reproaches and insults; is crushed by the Jews and gentile with scourgings as if by two stones; and is sifted, moistened, and made into dough when, separated from his own, he poured out his blood and was fixed to the Cross where, baked like bread in the fire of His Passion, he became immortal.[footnoteRef:375] [375:  Honorius Augustodunensis, Jewel of the Soul, 1: 66-67, bk. 1, 31.] 


Although not noted in the text, the reference to leavening and to the unification of Jews and Gentiles both point toward a Pauline influence on Honorius’s explanation of the “bread of the angels,” which also forms part of his discussion of the fraction. Here, more detail is provided relative to the process of extracting the germ from the grain, which is associated with the breaking of Christ’s body prior to his crucifixion, which becomes his test by fire. While Honorius’ discussion aims at a symbolic reading of the text, the procedures for making bread used in the Eucharistic rite parallel his artisanal metaphors in reality. As Joseph Jungmann notes in his study of the mass, the host was prepared under the careful supervision of monk-bakers and priest-bakers. In at least one instance, wheat was required to be selected kernel by kernel, and while being milled to produce flour, ecclesiastical vestments were required to be worn. Silence was to be maintained throughout the process to prevent breath from contaminating the potential host, or a carefully planned sequence of the Psalms was to be sung. In short, the literal and symbolic formation of the bread was an artisanal process that had to be followed when the material was prepared to be employed in the church’s rituals.[footnoteRef:376] Read with Suger’s material way in mind, we have a description of the craft work needed to transform a human body into something more perfect than perfect. It must be broken into constituent parts and reformed into a unified product. In Honorius’ reading, the process of making and baking bread reflects the rebuilding of the ecclesia that the Pauline author documents as the joining together of the two walls of the church, which more directly is the subject to which Honorius turns immediately after his explication of the sacrifice of bread. Writing on the significance of the ecclesia in the context of bread, he notes: [376:  Joseph A. Jungmann, The Mass of the Roman Rite: Its Origins and Development, vol. 2, trans. Francis A. Brunner (Westminster, MD: Christian Classics, Inc., 1986), 35-36.] 


CAP.XXXII. De Ecclesia, et significatione.
Ideo etiam corpus Christi de pane fit, qui ex multis granis conficitur, quia Ecclesia corpus Christi per illud reficitur, quae ex multis electis colligitur. Quae grana, scilicet electi, flagello praedicationis de theca veteris vitae excutiuntur, paenitentia arefacti, quasi duobus lapidibus moluntur, dum duabus legibus in scrutinio minutatim imbuuntur. Cribrati, conspersi conpastinantur, dum ab infidelibus segregati, aqua baptismatis renati, vinculo caritatis per Spiritum sanctum in fide copulantur. Ut panes in clibano excocti in candorem mutantur, dum in camino tribulationis examinati ad imaginem Dei reformantur. Tali modo panis effecti de pane Christi reficiuntur, et hi in aeternum non moriuntur.

Ch. 32 On the Church and its Signification
The body of Christ is made from bread, which is confected out of many grains, because the Church, which is assembled out of the many elect, both is Christ’s body and is built up by it. The grains, that is, the elect, are removed from the husk of the old life by the whip of preaching, dried by penance, and milled as if by two stones, as they are gradually instructed by the two laws, in the scrutiny. They are sifted, moistened, and worked into a dough when they separated from the unfaithful, reborn in the water of baptism, and joined in faith—just like bread baked in the oven, they become white when, having been tried in the furnace of tribulation, they are remade into the image of God. Once made into bread in this way, they are nourished by the bread of Christ, and they will not die forever.[footnoteRef:377] [377:  Honorius Augustodunensis, Jewel of the Soul, 1: 68-69, bk. 1, 32.] 


The creation and making of Christ’s body and the body of the faithful are both explained through the same process, and it becomes clearer that for the community of the faithful, the work involved is, in essence, the destruction of the existing body to remake it in better alignment with the body of Christ. The result is then tested in the oven, evoking the alchemical testing of a substance’s purity. In addition to aligning the human body of Christ with that of the human ecclesia, Honorius, in the passage above, associates both bodies with the church building and, more extensively, with the body of Christ as the cosmos. The suggestion of destruction and remaking of the body of Christ hints at the underlying cosmology of the Pauline corpus that is presented in the making and completion of the body of Christ. Simultaneously, the test of the resulting bread that is made white through trials and tribulations hints at the white stone of Revelations, likewise insinuating the rebuilding of a building from its parts that have been remade in some manner.
Honorius more directly interrelates the reconstructed body of Christ with that of the church building later in the Gemma Animae, when he diverts from his metaphorical association of the community of faithful with the pavement of the church to apply the logic of the fraction rite to the altar of the church. The pavement of the church is representative of the labor of those who work to sustain the church. The altar is where the sanctification of the church is confirmed, and “that is why the body of Christ is cut up (conficitur) on the altar, because the people who believe in him are rebuilt (reficitur): one with Christ, like the many stones from which one altar is made.” Christ’s remade body, the pile of stones that become the altar, evokes a condition similar to Silvester’s description of the soul in the Cosmographia, which shines forth from within its reconstruction tomb. Making, tearing down, and remaking more general reflect the twelfth-century Pauline conceptualization, reflected in Hugh’s matter theory, that the world existed to be remade to engage humanity in good works that improved the world.
The crafting of the altar is reflected in the crafting of the bread as containers for divinity. In effect, Honorius establishes the crafted body as the prerequisite to sanctification. Although implicit in Luke’s narrative, the same is true of Christ, whose body is a material exemplar of corporeal perfection. Read, as a lapidary parable, the Emmaus story begins with the empty stone tomb, within which the body of Christ had resided. Cold, dark, and obdurate, it is left empty, much like the discarded husk of the wheat kernels described by Honorius. Traveling with the disciples on the road, Christ is recognizable as human but not divinity. Christ as Christ is invisible to the physical senses. This changes with the breaking of the bread, the moment he is made visible, but in medieval terms, not to worldly eyes. The opening of vision would have likely been read as an opening of the spiritual sense and a direct result of the material change within the disciples, their warming hearts.[footnoteRef:378] The vision is ephemeral, as the physical Christ quickly disappears at the end of the narrative. From a material perspective, the changes suggest a final material transformation of Christ, in which he becomes invisible. His heavy, opaque, and dark shell, the tomb, is discarded to reveal corporeality more like crystal: transparent and light. [378:  See Gordon Rudy, Mystical Language.] 

Honorius’ artisanal metaphor for the altar doubles his prior bread metaphor, reconnecting the ecclesiastical reconstruction of Jews and Gentiles in the making of bread with the original lapidary metaphor from the Letter to Ephesians. Three material metaphors coalesce in his double sense. Christ’s body is the bread, his body is the church, and his body is the rock. For Suger, each of the associated matters, starting with the bread, is filled with divine power through the ritual performance of the sacraments. He relies upon the doctrinal truth of the bread’s transformation to answer the question posed on the church doors to point toward the ultimate answer, the appearance of the true Christ above the altar in the celebration of the Eucharist. In whatever way Christ appears in the host, he also appeared in the material of the door and the altar.

[bookmark: _Toc151310177]RECONSTRUCTING THE ECCLESIA
The abbey church at Saint-Denis is often understood as the first of the buildings in which structural innovations allowed the walls to be opened and glass inserted to allow light to flood into the building. However, this way of conceptualizing the church, indebted to Panofksy and von Simson’s studies, misreads the building’s materiality. The innovative use of stained glass at Saint-Denis did not represent a change in the materiality of the church’s walls. Glass and stone, through intermediaries such as crystal, were the same material at different ends of a hierarchy of perfection. The stained glass of the church was simply more perfect than the opaque surrounding stone, which in turn was more perfect than the material dug or carved out of a mountainside. The material continuity suggests that filling the church with light was not the intent of the architectural innovation in Suger’s work.
While the idea of Gothic cathedrals as light-filled volumes captures the popular imagination and seemingly aligns with a metaphorical connection between building and gemstone, the ornamental stones that encrusted artifacts, such as bibles and crosses, were not like contemporary gems. Facetted gems reflect and refract outwardly. The cabochon-cut stones that Suger idolized appeared to emit light outwardly. The experience of these rounded and polished stones, which included marbles and granites, is perhaps best understood with reference to opals today, within which spectrums of color appear to shimmer. As hinted by Silvester’s soul shining outwardly from the stony matter of the body, the colored light that might have danced across the church floor originated from within the building and glowed outwardly.[footnoteRef:379] [379:  James R. Johnson is the first to have noted that the quality of light assumed to exist in early Gothic cathedrals differs from what the experience would have been like. See his Radiance of Chartres: Studies in the Early Stained Glass of the Cathedral (London: Phaeton Press, 1964), in which he discusses the relatively low level of light in medieval churches, which have more lightly colored windows. Johnson notes the interiors of cathedrals in the twelfth century would have been quite dark. He comments upon the qualitative difference between cabochon and faceted stones in his “Stained Glass and Imitation Gems,” The Art Bulletin 39, no. 3 (1957): 223.] 

Likely referencing the Roman Breviary, Commune Dedicationis Ecclesia, in his book on the consecration ritual for the church, Suger describes the process of the ecclesia burying precious stones in the foundations of the building.[footnoteRef:380] [380:  See Panofsky’s Abbot Suger, note 43, 102.] 


Dein paracliti Spiritus sancti consolatione invocata, ut bonum domus Dei principium bono fine concluderet, cum primum ipsi episcopi ex aqua benedicta dedications facte proximo quinto idus junii propriis confecissent manibus cementum, primos lapides imposuerunt, himnum Deo dicentes, et Fundamenta ejus usque ad finem psalmi solemniter decantates. Ipse enim serenissimus rex intus descendens propriis manibus suum imposuit; nos quoque et multi alii, tam abbates quam religiosi viri, lapides suos imposuerunt; quidam etiam gemmas, ob amorem et reverentiam Jhesu Christi, decantantes: Lapides preciosi omnes muri tui.⁠

Then, when the consolation of the Comforter, the Holy Spirit, had been invoked so that He might crown the good beginning of the house of God with a good end, the bishops—having prepared, with our own hands, the mortar with the blessed water from the dedication of the previous fifth day before the Ides of June—laid the first stones, singing a hymn to God and solemnly chanting the Fundamanta ejus to the end of the Psalm. The Most Serene King himself stepped down [into the excavation] and with his own hands laid his [stone]. Also we and many others, both abbots and monks, laid their stones. Certain persons also [deposited] gems out of love and reverence for Jesus Christ, chanting: Lapides preciosi omnes muri tui.⁠[footnoteRef:381] [381:  Gasparri, De Consecratione, 28 (7); Panofksy, 101-103 (IV, 34).] 


Suger excludes et turres Jerusalem gemmis aedificabuntur from his citation of the Commune Dedicationis.⁠ He does not need to include it. The abbots and king literally were building the church with gemstones. The chevet of the church already was a tower built of gems. Similarly, the remaining iconography of the church framed itself with reference to cabochon-cut stones. The roundels that encircle and organize the scenes from the life of Christ on the doors of the church likewise appear in the stained glass, which would have also included the cabochon-like globs of glass that Theophilus Presbyter identifies as gems made of glass. The repetition across the varying scales of the rounded forms and glowing materials would have given the impression of a continuum from the smallest of the stone-encrusted items in the treasury of Saint-Denis up to the all-encompassing chevet.
The reconstruction of the church would have appeared to be simply the larger elaboration of the same theme of invested in the Suger’s remaking of the various liturgical objects that filled the church. A parallel continuum existed in the progression in Theophilus’ book on craft, which culminates in an explanation of how to make censers and thuribles that are effectively little cities of God, designed and fabricated following the same geometric principles that would have dictated the form of the church at the time. Sacramentally, Hugh of Saint-Victor presents the same continuum in reverse, starting from Christ and the consecration of the church as the perfect sacraments and processing through the litany of other artifacts that expressed divine presence in the world to those liturgical objects that symbolized or pointed out the possibility of that presence.[footnoteRef:382] [382:  Hugh of Saint Victor, De Sacramentis, bk. 2, pt. 5, I, col. 439A-D; “On the Sacraments of the Christian Faith," Trans. Roy J. Deferrari.] 

The implicit reference in the Commune Dedicationis to the city of God made of precious stones, pearls, and gold as it was described in Revelations would not have been lost on Suger. Nor perhaps would have the related crystalline temple of Prudentius’s Psychomachia been foreign to the abbot as he undertook the rite to confirm the sacredness of his new church. Within this context, Suger’s church was literally a jewel. His reference to precious and semi-precious gems in his description of anagogy builds upon the medieval belief that the power inherent in those stones was light.[footnoteRef:383] Hildegard of Bingen (1098–1179 C.E.) explains in her Physica that the power in stone came from the fire it contained. Pseudo-Dionysus traces the material origins of the light within the atmosphere to the substance of fire.⁠[footnoteRef:384] Similarly, Marbode explains the origins of the power in a stone as the warming effect of the sun’s light upon the rock. This created a chain of effects in which the light, as the power of God, interconnected the divine and human realms and caused miraculous change.⁠[footnoteRef:385] [383:  Pseudo-Dionysius named God the archetypal stone and rock. See Pseudo-Dionysius, “The Divine Names,” in Pseudo-Dionysius: The Complete Works, trans. Colm Luibhéid, and Paul Rorem (Mahwah, NJ: Paulist Press, 1987), 56.]  [384:  Hildegard von Bingen, “Hildegard von Bingen’s Physica,” ed. Throop, 137–38.]  [385:  Marbode, Marbode of Rennes’ De Lapidibus.] 

Suger equates the material of the church at Saint-Denis with these stones that caused change:

Communicato siquidem cum fratribus nostris bene devotis consilio, quorum cor ardens erat de Jhesu dum loqueretur eis in via, hoc Deo inspirante deliberando elegimus, ut propter eam quam divina operatio, sicut veneranda scripta testantur, propria et manuali extensione ecclesie consecrationi antique imposuit benedictionem, ipsis sacratis lapidibus tanquam reliquiis deferremus.

Deliberating under God’s inspiration, we choose–in view of that blessing which, by the testimony of venerable writings, Divine action had bestowed upon the ancient consecration of the church by the extension of [Christ’s] own hand–to respect the very stones, sacred as they are, as though they were relics.⁠ We communicated this plan to our very devoted brethren, “whose hearts burned for Jesus while He talked with them, by the way” (Luke 24).[footnoteRef:386]  [386:  Gasparri, De Consecratione, 24-26 (7); Panofksy, 101 (IV, 33-34 1-5).] 


Suger followed up his discussion of the sacredness of the stone concerning the way Christ unified the church. Drawing upon the same citation, Robert Ousterhout examines spolia in the ongoing renovations of the Church of the Holy Sepulchre. He argues that not only were the reused stones of the church understood as relics, but that the entire material church was perceived as a sacred relic.[footnoteRef:387]⁠ [387:  Robert Ousterhout, “Architecture as Relic and the Construction of Sanctity: The Stones of the Holy Sepulchre,” Journal of the Society of Architectural Historians 62, no. 1 (2003): 4–23.] 

For Suger, the difference between the individual stone as a relic and the church as a container of divine power would have collapsed into a singular understanding of material bodies as bodies of Christ, as is suggested by his framing of the material rhetoric of the doors and altar of the church with the Emmaus narrative. Henri Lubac notes that as a prefiguration of the Eucharist, the Emmaus story made it easier to understand the rite’s function. The ritual breaking of bread revealed what had been hidden. This understanding of the Eucharist was aligned in twelfth-century thought with the breaking of the seven seals in Revelations that revealed the coming Christ, likewise hidden.
Suger justifies his reconstruction of the abbey church at Saint-Denis with an argument that paralleled Peter of Celle’s association of the crafting of bread with the crafting of stone and the crafting of man.[footnoteRef:388] Suger had to tear down the church to build the house for God it was destined to become. His desire to treat the stones of Saint-Denis as relics stemmed from his belief that the church had already been consecrated directly by God.[footnoteRef:389]⁠ In Suger’s mind, Christ was already present but hidden. Reforming the church’s material prepared it to bring the good acts of the community of faithful to fruition. [388:  See Chapter Two.]  [389:  Crosby notes that the consecration mythology associated with Dagobert’s church at St-Denis likely originated in the Miraculua Sanctii Dionysii (834-836CE), but there is no textual record of the miraculous appearance of the church before the eleventh century. See Crosby’s discussion of the foundation construction beneath the paving of the entrance, for example.
See Crosby and Blum, The Royal Abbey of Saint-Denis, 137-140.] 

Suger unmade the walls of Saint-Denis to prepare the body of his church to reveal the light of God it covered. He notes that with the counsel of wise men and the prayers of the devout—monasterium virorum sapientum consilio, religiosorum multorum precibus⁠—he begins to increase (augmentandum) and exalt (amplificandum) his abbey.[footnoteRef:390] To properly dress or equip (ornatu) the church, he adjusts, fits, and prepares (aptari) the walls.⁠ Suger states that they are ancient (vetustatem) and threaten the possibility of breaking apart into pieces (minacem diruptionem). In short, the walls were a chaotic mess even before he shattered them into pieces.[footnoteRef:391] [390:  Gasparri, De Administratione, 2 (II, 112); Panofksy, XXV, 1-15 (45).]  [391:  Gasparri, De Administratione, 110 (II, 1); Panofsky, 43 (XXIV, 12-16).] 

Writing about the walls, Suger uses the same word that Paul employs in his Letter to the Ephesians to describe the impediment within the ecclesiastical body of Christ. In both cases, maceriarae is used as a word denoting a stone wall in a garden. Paul defines his work as the dissolving of this stone wall. In his Sixty-Second Sermon on the Songs, Bernard of Clairvaux similarly interprets the walls of his churches as an impediment between his monks and a celestial paradise. In his sermon, repairing the church wall creates a flood of light that cleanses the vision of his monks and prepares them to travel to Heaven.
Suger equates the crafting of the church with the changing of its clothes. Suger highlights and links his work to rebuild the church to the foundation mythology of Saint-Denis.[footnoteRef:392] For Hugh of Saint-Victor and Suger, the fabrication of clothing equals the crafting of architecture. In the Didascalicon, Hugh places them in the same category of mechanical arts alongside the making of armor. For Sugar, changing clothes was an architectural act of charity. In the opening of his de ordinatio, he associates the care of his monks with the tent that covered the Ark of the Covenant. Suger states that this architectural redress, to cover—protogere—and warm—confovere—his monks with something like a skin—coriorum—is his responsibility.[footnoteRef:393]⁠ Restoring Saint-Denis meant the removal of its old garment and covering it in a new one in much the same way a worn tent might be replaced, so Suger tore down the ill-fitting and dirty walls and built new ones. The glass Suger used to build this new tent was red and blue, like the skins of the tent covering the Ark of the Covenant.[footnoteRef:394]⁠ The new walls were a stony covering like the gem-encrusted reliquaries that Suger focuses upon in his discussion of anagogy. Even with that passage, he notes that the old and the new are covered—operimentum—with the jewels. Effectively, Suger remade Saint-Denis into a stained glass robe, and, like the ark, the vestment he created contained another stone.[footnoteRef:395]⁠ [392:  Section II, 1 (XXIV in Panofsky) of the De Adminstratione is about the decoration of the church in Panofsky’s translation and describes the repair of the old walls, but the terminology is slippery and can easily be understood within a clothing metaphor. While this might seem strange, I am arguing that making architecture and making clothing were equal activities as evidenced in Hugh’s Didascalicon. The divide between the two crafts in a contemporary sense is an impediment to understanding what Suger was doing at St-Denis.]  [393:  Gasparri, Chartres de Suger, 231 (12); Panofksy,  Ordinato, I. Pamela Blum notes that the replacement of the robe would have been understood symbolically as the change from the animal skins that clothed post-lapsarian Adam with the “God-like” robes. See Pamela Blum, “The Lateral Portals of the West Façade,” in Abbot Suger and Saint-Denis: A Symposium, ed. Paula Lieber Gerson (New York: Metropolitan Museum of Art 1986), note 85, 227.]  [394:  Panofksy highlights Suger’s reference to the Ark in the opening of his ordinatio as a reference to the double-skin covering of the tent that protected the Ark. One layer was dyed red, and the other was violet. Gasparri, Chatres de Suger, 12; Panofsky, Ordinatio, 123 (I) with Panofksy’s comment on page 251.]  [395:  There are two references to the tent that covers the Ark of the Covenant, as Panofksy notes in his commentary on the ordinatio—Exod. 26:16 and 36:19. The double tent likewise enclosed a covering for a rock: the ark itself, containing the stone tablet inscribed with the old law of the Church. For Gasparri, Chartes de Suger 12; Panofsky, Ordinatio, 123 (I) with Panofsky’s comment on page 251.] 

In his Letter to the Ephesians, Paul also describes the work of Christ as changing clothes. The metaphor that Paul put into play was similar to the puns that Silvester uses to elucidate the second creation in Genesis as craftwork.

[22] deponere vos secundum pristinam conversationem veterem hominem qui corrumpitur secundum desideria erroris [23] renovamini autem spiritu mentis vestrae [24] et induite novum hominem.

[22] To disrobe, according to former conversation, the old man, who is corrupted according to the desire of error, [23] and be renewed in the spirit of your mind, [24] and dress the new man.[footnoteRef:396] [396:  Eph. 4:22-24.] 


More significantly, Paul’s metaphor linked weaving, clothing, and armor directly to the building of Christ. Hugh of Saint-Victor included these arts with architecture in his Didascalicon.[footnoteRef:397]⁠ [397:  Fabric making is the first of the mechanical arts, according to Hugh of Saint Victor. It is followed by armament. See Hugh of Saint Victor, Didascalicon, bk. 2, Ch. 21-22, 75-76.] 

The sculptural program of the archivolts made an even more direct reference to the architectural act of changing clothes. Pamela Blum proposes that the triple figures in the outermost archivolts of the left portal of Saint-Denis depicted the bishop, sponsor, and initiate before and after the initiate’s ritual death to sin and divine rebirth. The three figures represent stages of the sacrament of illumination that Pseudo-Dionysius describes in his book, The Ecclesiastical Hierarchy.⁠[footnoteRef:398] [398:  Pamela Blum provides an interpretation of the Pseudo-Dionysian iconography within this context. See Pamela Blum, “The Lateral Portals,” 199–228.] 

During the ritual Pseudo-Dionysius describes, the initiate was stripped of his clothing, washed, and given a new white robe. In The Ecclesiastical Hierarchy, the removal and replacement of the initiate’s vestment symbolized his rebirth, which removed the Earth’s slime from his body. The whiteness of the robe was less a reference to its color than its brightness. In essence, the ritual removed a mucky garment and replaced it with a shiny new one.[footnoteRef:399] [399:  Pseudo-Dionysius, “The Ecclesiastical Hierarchy,” in Pseudo-Dionysius: The Complete Works, 210.] 

Suger refers to white robes twice in his writings about restoring Saint-Denis. He mentions the figures of the Church’s mythical origins as clothed in them, and he describes the clothing of the consecration retinue as white vestments decorated with circular ornaments, repeating the litany of cabachon-like constructions within the church.[footnoteRef:400]⁠ In both cases, he references the mythical consecration of his church in which the church’s guardian, a deformed leper, allowed Jesus to spend the night within the building. Alongside Peter, Paul, Denis, Rusticus, and Eleutheris, Christ performed the church’s dedication. All the men were dressed in the Pseudo-Dionysian garments to which Suger refers. Furthermore, Christ healed the leprous man by replacing his diseased skin with new and healthy skin. He threw the old skin onto a column in Saint-Denis, where it remained a sign that Christ truly consecrated the church himself.[footnoteRef:401]⁠ In effect, he baptized the man in the same manner that the church was to be remade. [400:  Gasparri, De Consecratione, 42 (13); Panofsky, De Consecratione, 115 (VI, 15-19).]  [401:  Crosby relates the myth as likely being an eleventh-century invention. See Crosby and Blum, The Royal Abbey of Saint-Denis, 54.] 

By depicting the Dionysian ritual of baptism above the left portal of the church, Suger reinforces his references to the Emmaus narrative, in which the experience of Christ leads to a material transformation that enables a mystical vision of God. The iconography conflated baptism with a reenactment of the death and resurrection of Christ. Pseudo-Dionysius describes the results of the sacrament as the gift of sight:

It is the same with regard to the sacred sacrament of divine birth. It first introduces the light and is the source of all divine illumination. And because this is so we praise it, giving it the designation of what it achieves, that is, illumination. It is true of course that all the hierarchic operations have this in common, to pass the light of God on to the initiates, but nevertheless it was this one which first gave me the gift of sight. The light coming first from this led me to vision of the other sacred things.⁠ [footnoteRef:402] [402:  Pseudo-Dionysius, “The Ecclesiastical Hierarchy,” in Pseudo-Dionysius: The Complete Works, 210.] 


Christ restored the faithful by filling them with light. By placing his power within man, he returned the body to its proper place as a covering for God. In Ephesians 1:18-20, Paul writes that through prayer, man obtains the wisdom and revelation that fills the eyes of the heart with light (illuminatos oculos cordis). The opening of spiritual vision completes human participation in the power of God that resurrected and returned Christ to his heavenly home.

[bookmark: _Toc151310178]THE MYSTIC’S IMMATERIAL VISION
Suger believed in two modes of vision, one material and one immaterial. Similarly, he believed that Christ, as the mediator between lumina and lux, was the bridge between material vision (the eyes of the body) and immaterial vision (the eyes of the heart). Although the eyes of the body could be associated with our modern concept of eyesight, the meaning of light in Suger’s material vision requires twelfth-century theories of optics to be considered. Suger describes immaterial vision not only as the eyes of the heart but also as the eyes of the mind. Although this type of vision could be associated with modern intellectual imagination, Suger did not understand the eyes of the heart as a rational construction of the world, imperfectly observed through the medieval eyes of the body. The unified Dionysian light is not observed literally by the eyes of the body. Instead, one’s experience of unified lights implicitly enables the heart to understand the immaterial light of God as being present. This implicit understanding is critical, as immaterial light is recognized not by rationally measuring the luminosity of combined individual lights but by understanding through inspiration that immaterial light exceeds measurable luminosity.
In Suger’s understanding, vision is produced when light from the eye combines with sunlight, the perfect material light of Christ. This operation also explains the immaterial vision of the eyes of the heart. With the eyes of the heart, immaterial light, lux, is at work. With the caution noted above, immaterial vision might be best understood as inspired imagination. Immaterial vision is the key to Suger’s cryptic reference in his poem on the golden doors of the church. It explains how the materiality of the church resurrects the monk or pilgrim into unity with Christ on the verge of ascending to Heaven. The reference is both to the Dionysian concept of the sacrament of illumination and the iconography of the golden doors. The doors teach how the threshold can be crossed through the sight given by the abbot with the light of the church.
The twelfth-century understanding of eyesight, the operation of the eyes of the body, was based on the Platonic extramission theory of sight and Galenic theories.⁠ In extramission, light issues from the eye instead of being received by the eye. In Suger’s time, William of Conches (1080–ca. 1150 C.E.) combined the two theories in his belief that vision requires an interior light, exterior light, and an opaque object. A process of refinement within the body creates an interior light that can be sent out from the eye to the object. To receive impressions of objects, the eye’s light is combined with the sun’s light. This mixing overcomes an inherent weakness of the eye alone. The stronger, combined light extends and diffuses over the object to assume its shape and color. Finally, this unified light returns to the eye, carrying the impression of the object to the soul.[footnoteRef:403]⁠ William’s unified power of sight resembles the Dionysian unity with God. The light of the sun, equated with the lumen of Christ, enables the light sent forth by the eye to receive the impression of material objects in the world. The unification of light and material is critical. [403:  David C. Lindberg, Theories of Vision, 91–92.] 

In Suger’s writings, the most direct connection to Dionysian theurgy emphasizes the hierarchy of light in relation to his church. For Suger, the light of Christ was the middle figure in a hierarchy, with the light on Earth at the base and the light of God at the summit. The light of Christ was understood as a bridge between the two other lights, one material and one immaterial. In De Administratione, Suger describes this hierarchy of light in a poem inscribed on the new golden doors leading into the church. The poem distinguishes among the three different types of light. Lux is the immaterial light that is God. Verum lumen is the perfect material light that is Christ. The vera lumina are the material lights of lamps. In the inscription added to Saint-Denis to consecrate its new choir, Suger later hints at the Dionysian source of his hierarchy of light in De Administratione.

Pars nova posterior dum jungitur anteriori,
Aula micat medio clarificata suo.
Claret enim claris quod clare concopulatur,
Et quod perfundit lux nova, claret opus
Nobile quod constat auctum sub tempore nostro;
Qui Sugerus eram, me duce dum fieret.

Once the new rear part is jointed to the part in front,
The church shines with its middle part brightened.
For bright is that which is brightly coupled with bright,
And bright is the noble edifice which is pervaded by the new light [nova lux]
Which stands enlarged in our time,
I, who was Suger, being the leader while it was being accomplished.[footnoteRef:404]⁠ [404:  Gasparri, De Administratione, 120 (II, 5); Panofsky, 51 (XXVIII, 8-13).] 


In this inscription, the immaterial light of God pervades the church by joining the multiple and varied lights of the church to manifest the new light of God. The unification of light described by Suger is comparable to that described by Pseudo-Dionysius. In his Divine Names, Pseudo-Dionysius explains how the physical phenomena of material light could enable one to experience the immaterial light of God.[footnoteRef:405]⁠ As an illustration, he describes how light from multiple lamps joins within a house. Individual lamps can be removed or added without lessening the brighter, unified, and more perfect light that transcends their individuality. As with Suger, there is a hierarchy of three lights in the Dionysian example. The light from the lamps is the material light of the vera lumina. The brighter, unified light inside the house is the verum lumen. Because the verum lumen is not changed by adding or subtracting material lamps, its brightness points to the invisible lux that we can experience and understand but not rationalize. The verum lumen enables us to understand lux through the experience of brightening and a new understanding of light in a house independent of physical lamps. This creative apprehension of lux is the mystical experience of “the dull mind ris[ing] to truth through that which is material,” leading to a new vision beyond the material reality of the house and its lamps.[footnoteRef:406] [405:  Pseudo-Dionysius, “The Divine Names,” in Pseudo-Dionysius: The Complete Works, 61–62.]  [406:  Gasparri, De Administratione, 116 (II, 4); Panofsky, 47-49 (XXVII, 25-28 1-4).] 

In the second chapter of the Letter to the Ephesians, Paul establishes this revelatory vision as completing the temporal cycle of creation. Hugh’s understanding of the second creation in Genesis as the perfection of the divine cosmological plan in time reflected the same idea. The temporal path was the artisanship of Christ.[footnoteRef:407]⁠⁠ Participating in the good works of Christ elevated the church members to a place together in Heaven.[footnoteRef:408]⁠⁠ Critically, however, the vision Pseudo-Dionysius describes was experienced within the house. As Suger notes, his contemplation on stones carried him away to somewhere between Heaven and Earth. The joining of the larger parts of the church, chevet to nave to westwork, reflected the work of joining stone to stone to form the walls. Each of these acts contributed to the church’s completion in quotidian terms. However, at the same time, each artisanal act enabled the material to reach its potential and reveal the divine presence already contained within it, much as the shaping and polishing of a stone removed the impediments that prevented its magical properties from being revealed. Reconstructing the church prepared Saint-Denis as a site on Earth to reach its potential, thereby achieving a status that reflected the place God intended it to become. However, Suger’s project was incomplete without the subsequent experience of the faithful within the church. Remaking Sant-Denis prepared the ground so the ecclesia could participate in the good works Suger undertook. [407:  Eph. 2:10.]  [408:  Eph. 2:6.] 

Suger’s literal interpretation of Paul’s Letter to the Ephesians culminated in reforming his abbey and its role in the emerging French state. This second act of his architectural program of works at Saint-Denis operated on the community of the faithful caught up within the orbit and influence of the monastery. In Ephesians 2:14, Paul describes the impediment to the unity of the ecclesia as a wall that needs to be torn down and rebuilt to restore unity within Christ, strongly implicating the underlying association of the divine body with the material cosmos. Ultimately, Pauline cosmology points toward the reconciliation of the Earth with the heavens above to bring to fruition the divine plan. Suger’s material path to divine unification applies not only to the stones and walls of his church. It also maps out the relationship between the act of crafting the building’s materiality and a parallel act of crafting the ecclesiastical body to reflect the divine order Pseudo-Dionysius depicts in his Celestial Hierarchy. Suger’s De Consecratione Ecclesiae is not just about the dedication of the building; it is also a record of how Suger arranged the people who filled it on the day of the consecration. From the beginning, his justification for making changes to the physical body of the church is intended to rectify the improper ordering of the people inside. He describes the chaotic crowds that often filled the cramped church he inherited. Bodies pressed up against each other and churning about turbulently.

Admodum plena per omnes valvas turbarum sibi occurrentium superfluitatem refunderet, et non solum intrantes non intrare, verum etiam qui jam intraverant precedentium expulsus exire compelleret. Videres aliquando, mirabile visu, quod innitentibus ingredi ad venerationem et deosculationem sanctarum reliquiarum, Clavi et Coronae Domini tanta congestae multitudinis opponebatur repugnantia, ut inter innumera populorum milia ex ipsa sui compressione nullus pedem movere valeret, nullus aliud ex ipsa sui constrictione quam sicut statua marmorea stare, stupere, quod unum supererat, vociferare. Mulierum autem tanta et tam intolerabilis erat angustia, ut in commixtione virorum fortium sicut prelo depresse, quasi imaginata morte exsanguem faciem exprimere, more parturientium teribiliter conclamare, plures earum miserabiliter decalcatas (literally plastered over), pio virorum suffragio super capita hominum exaltatas, tanquam pavimento abhorreres incedere, multas etiam extremo singultantes spiritu in prato fratrum, cunctis desperantibus, anhelare. Fratres etiam insignia Dominice passionis adventantibus exponentes, eorum angariis et contentionibus succumbentes, nullo divertere habentes, per fenestras cum reliquiis multoties effugerunt.⁠

Often [the church] on feast days completely filled, it disgorged through all its doors the excess of the crowds as they moved in opposite directions, and the outward pressure of the foremost ones not only expelled those attempting to enter from entering but also expelled those who had already entered. At times you could see, a marvel to behold, that the crowded multitude offered so much resistance to those who strove to flock in worship and kiss the holy relics, the Nail and Crown of the Lord, that no one among the countless thousands of people because of their very density could move a foot; that no one, because of their very congestion, could [do] anything but stand like a marble statue, stay benumbed or, as a last resort, scream. The distress of the women, however, was so great and intolerable that you could see with horror how they, squeezed in by the mass of strong men as in a winepress, exhibited bloodless faces as in imagined death; how they cried out horribly as though in labor; how several of them, miserably trodden underfoot [but then] lifted by the pious assistance of men above the heads of the crowd, marched forward as though upon a pavement; and how many others, gasping with their last breath, panted in the cloisters of the brethren to the despair of everyone. Moreover the brethren who were showing the tokens of the Passion of our Lord to the visitors had to yield to their anger and rioting and many a time, having no place to turn, escaped with the relics through the windows.⁠[footnoteRef:409] [409:  Gasparri, De Consecratione, 9-10 (2); Panofsky, 87-89 (II, 28-34, 1-15).] 


In explaining how he managed to make an ordered procession of the ecclesia within the church for a proper dedication rite, he notes that Louis was given the task of keeping back the throng at the doors of the church to prevent them from disrupting the ceremony. As the walls and stones of the church were blessed, Louis went so far as to beat back the mob from the church doors with canes and sticks. At the limits of the ecclesiastical body, the king and his men formed a defensive wall that doubled the wall of physical stones to protect the ordered movement of the rite.

Unde cum gloriosum et humillimum Francorum regem Ludovicum ut per optimates et nobiles suos ab ipsa processione obviantem arceret turbam humiliter rogassemus, humilius satis per seipsum et per suos hoc se libenter facturum respondit…. rex ipse e jusque decuriones tumultuosum impetum arcebant, et virgis et baculis regredientes ad portas protegebant.⁠

Then, when he had humbly asked the glorious and most humble Louis, King of the Franks, to keep away, through his peers and nobles, the impending crowd from the procession itself, he answered, more humbly by far, that he would gladly do this…. [T]he King himself and his officials kept back the tumultuous impact and protected those returning to the doors with canes and sticks.[footnoteRef:410]⁠ [410:  Gasparri, De Consecratione, 45-46 (13); Panofksy, 115 (VI, 35-37, 1-2, and 25-27).] 


The two materials, rocks and body, reflected the two states of creation, the initial mass of all things that could become the cosmos, much as a pile of rubble may become a wall.⁠ The material church was a pile of stones built into a wall. The ecclesiastical church was a human wall.
With unruly crowds outside the basilica and an ordered congregation inside, Suger’s account once again mirrors Ephesians in that the faithful are built together on a foundation constructed by the apostles and prophets. The soul of Suger’s church had been imprisoned by the rough stones of the anarchic hordes. Suger enlarged the physical church to provide a proper space in which he could choreograph the movement of brothers, royalty, and bishops. The proto-science of theologians like Bernard and Peter, thus, allows historians to privilege the membership of the church—the baptized congregation, the lay brothers, the monks, the bishops, and the secular dignitaries—as the matter of the soul, the ecclesiastical body.
Suger extended his renovation of the ecclesiastical body outward to encompass the entire nascent territory of France. The abbot’s actions imply that he was early to understand corporeal models of medieval kingship, namely, the doctrine in which a monarch had two bodies, his physical body and his political or mystical body, which embodied the state, the political equivalent of Christ having two natures, human and divine.[footnoteRef:411] Suger went further, however, in an attempt to institute the king of France as the vassal of St.-Denis. By all accounts, as Lindy Grant has argued, the abbot was a masterful bureaucrat and negotiator.[footnoteRef:412] In addition to acting as regent for Louis the Fat from 1147 to 1149, he played an important role in maintaining and reinforcing the territory’s peace, particularly concerning England. As Grant has noted, Suger’s political goals ultimately were directed at establishing the primacy of the Abbey of St.-Denis as the proper head of the ecclesiastical hierarchy in France and, I would add, as the bridge to the celestial hierarchy as well. Grant suggests that Suger conceptualized himself, his abbey, and France as an analogous Pauline church that completed the universal church of Peter centered on Rome. His work, thus, encompassed crafting everything which he responsibly subordinated beneath him—his brothers and monks, his church, his abbey, and its properties, all the way up to the king and the nascent territory of France. [411:  See Ernst Kantorowicz, The King’s Two Bodies: A Study in Medieval Political Theology (Princeton: Princeton University Press, 2016), 340-341.]  [412:  Lindy Grant, “Abbot Suger of France,” 236-37 and 278.] 

The powerful properties of the chemical transformations of matter and bodies, as understood by contemporary theologians, would naturally have undergirded Suger’s worldview. The proper place of the king, for instance, as Suger describes it in the numerous stories contained within his Vita Ludovici, was as the protector of the church and of the weak. Suger cemented this relationship by substituting Louis VI’s temporal sword with the spiritual sword when, as the adviser to the king, he resolved political disputes in ways that solidified or expanded the emerging political state of France. To subordinate the king of France to the abbey of St.-Denis, Suger forged charters establishing the proper hierarchical relationship between the king and the church. He revived St.-Denis as the burial place of kings, a space in which the remains of their physical bodies. Through a bit of chicanery, he made the kingdom of France appear as if it were a vassal of the abbey.[footnoteRef:413]⁠ France, as the extension of the abbey of St.-Denis, thus became the ecclesiastical body with Christ as its head. This more expansive act of crafting the church was made possible by Suger’s restoration of the material church. It reflected the all-encompassing nature of Suger’s restoration project as fulfilling God’s divine plan for the abbey and the entire world. [413:  According to Suger, in the Vita, Louis VI solicits the blessing of Saint Denis in his fight against Henry V in 1124. Louis takes up the banner of Vexin, the Oriflamme, which is subservient to Suger’s abbey. By taking up the banner of Saint-Denis’s vassal, the king, in Suger’s telling, formally accepts his subservience to the abbey and its abbot. Suger, The Deeds of Louis the Fat (Washington, D.C.: Catholic University of America Press, 1992), 128.] 

Much as he had clued the visitor into the material interpretation of his church through the inscriptions on the doors and altar, Suger signaled the critical nature of the ecclesiastical reconstruction of his abbey through the decorative program of the west facade. In the earliest-know column statues, he placed representations of the kings and queens of France alongside the prophets of the Old Testament, reflecting the events of the last judgment depicted above the main doors, in which the final sorting and ordering of everyone and everything in creation would happen prior to the assumption of those deemed worthy to join God in Heaven. The figures on the jambs complement the vicars of Christ, arranged within the church’s walls, as they celebrated the rite of dedication. The iconographic program of the portals thereby ordered the historical and biblical figures into the unified future of the body of Christ.
In so doing, Suger painted a cosmological picture when he rebuilt the physical church and repainted it when he described the consecration and dedication ceremonies. However, what he created across the territory of France, the life of his brothers, and the walls of his church was not simply an image of Heaven. He embodied God on Earth. Unlike his theologian friends, Suger did not point a way toward God. He revealed that God was living within his flock. He could only accomplish this feat because of the shift to a more literal understanding of the mysterious body of Christ. The emerging proofs about the truth of Christ that are mistaken today for science also demonstrated how Suger was to live, work and pray as the leader of Saint-Denis. Unlike the mystical way expounded by Bernard of Clairvaux, Suger and his ecclesia were not left to wait to return to Heaven to be with God. The inhabitants of the abbey already lived with God, and unlike Bernard’s reluctance to describe the ineffable, Suger was more than willing to record his ecstatic experience:

Episcopaliter se componebant, et ad dolium pro consecratione aquarum superius, inter sanctorum martirum sepulturas et sancti Salvatoris altare, satis decenter, satis venerabiliter assistebant. Videres, et qui aderant non sine devotione magna videbant, tot tantorum choream pontificum vestibus albis decoram, mitris pontificalibus et circinatis aurifrisiis pretiosis admodum comatum, pastorales virgas manibus tenere, circumcirca dolium ambire, nomen Domini exorcizando invocare; tam gloriosos et admirabiles viros eterni sponsi nuptias tam pie celebrare, ut potius chorus coelestis quam terrenus, opus divinum quam humanum, tam regi quam assistenti nobilitati videretur apparere. Populus enim pro intolerabili magnitudinis sue impetu foris agebatur.

Arranged in episcopal fashion, and very solemnly, very venerably assumed, for the consecration with the water, their places near the vat, in the upper choir between the tombs of the Martyrs and the altar of the Savior. You might have seen—and those present did see not without great devotion—how so great a chorus of such great pontiffs, dressed in white vestments, splendidly arrayed in pontifical mitres and precious orphreys embellished by circular ornaments, held the crosiers in their hands, walked round and round the vessel and invoked the name of God by way of exorcism; how so glorious and admirable men celebrated the wedding of the Eternal Bridegroom so piously that the King and the attending nobility believed themselves to behold a chorus celestial rather than terrestrial, a ceremony divine rather than human. Outside the populace drove at the doors with the force of its intolerable magnitude.⁠[footnoteRef:414] [414:  Gasparri, De Consecratione, 44 (13); Panofsky, 115 (VI, 11-24).] 


Suger created a living tableau of the cosmological dance to enact the consecration of Saint-Denis.[footnoteRef:415] In his De Sacramentis, Hugh of Saint-Victor places the dedication ceremony for a church second only to the human Christ as an epiphany. Hugh describes the ceremony as a circumambulatory movement through the church’s space. The celebrant moved from wall to wall of the church and blessed each wall with holy water. Hugh notes that the movement occurs across a stone floor inscribed with the letters of the alphabet. He suggests by this reference that the imitation of the circulation of the planets in the heavens is interconnected with a movement across all knowledge and law. James Miller has briefly documented a circular path in the floor of a ninth-century Syrian church and speculates that the path was used for ritual purposes within the church.[footnoteRef:416] Cathedral labyrinths and the game of palla similarly hint at the mobile embodiment of cosmological reflection within the space of the medieval church. [415:  The circumambulation of the church, as a sort of cosmological memory theater, is comparable in function to the room, imagined or real, that Baudry describes in his late eleventh or early twelfth-century poem dedicated to Countess Adela. See Baldricus Burgulianus, “Adelae Comitissae,” in Baldricus Burgulianus Carmina (Heidelberg: Carl Winter Univeritätsverlag, 1979), 149-187.]  [416:  James Miller, Measures of Wisdom, 516-517.] 

Several times in his description of the consecration, Suger describes the winding movement around and into the church. However, the final moment of the consecration places him as the mobile but unmoving conduit in which Christ joins the church swirling around him. He gathered men, bishops, and nobility, who could participate in the heavenly activity. He notes that their fittingness was indicated through their dress—habitus and cultus—which revealed the interior condition of their mind and body.[footnoteRef:417]⁠ After inviting the holy men to participate, Suger prepared the plan for the ceremony that would celebrate the building’s completion. [417:  Gasparri, De Consecratione, 42 (13); Panofsky, 113 (VI, 26-27).] 


Sacramentalia consecrationis instrumenta devote tantum guadiam prestolantes preparabamus, quo in tanta tantarum personarum, tam sancta expedite ecclesiam intus et extra perlustrare posset processio, componebamus.

Devoutly looking forward to so great a joy, we prepared the sacramental implements for the consecration and made arrangements by which the eager and sacred procession of so many persons might smoothly wend its way throughout the church, within and without.⁠[footnoteRef:418] [418:  Gasparri, 4 De Consecratione, 2-44 (13); Panofsky, 113 (VI, 31-35).] 


The following morning, he made his Heaven on Earth real by creating what appeared on Earth as a divine and celestial chorus. Suger stood, of course, at the center. From his position in the center of the chevet, Suger could see its columns align perfectly. Shifting attention to focus on the bishops surrounding him, he would have watched as the columns divided, multiplied, and then unified back into single columns, demonstrating God’s activity of making diverse and unifying.[footnoteRef:419]⁠ Suger, thus, occupied the central mobile but unmoving point in the church around which his ordered ecclesia danced. Like God at the center of creation, Suger saw the potential order of the columns actualize. The Order came into being in a manner analogous to Hugh and Bernard’s creation myth. The cosmos and Suger’s ecclesia were separated from chaos by a defensive wall. Within the rite, God was present on Earth through Suger, and Heaven came home.	Comment by Jason Crow: Image - 12 Saint_Denis_View_into_Chevet.jpg - near here. [419:  The experience of standing in front of the main altar of the church is one in which the columns of the chevet align. Move a bit away from the central point of the space, and the columns multiply. By inhabiting this point, Suger can make diverse by dividing and the unify by joining his physical church. He, in effect, does the same thing with his episcopal body by diversifying it with the bishops and nobility; they likewise are a divided group he joins together within the church.] 

When Suger describes the early church he was replacing, he says that the gold and gems it contained beamed outwardly with a gleaming light that filled the eye.[footnoteRef:420]⁠ When he restored his church and filled it with the shining souls of his ecclesia, he recreated the glowing body of the early church in the repetition of God’s creation of the special rocks that could be shaped and polished to similarly reveal divine light within their material covering. When he crafted stone and flesh, he revealed and participated in the divine plan. Suger embodied God on Earth. [420:  “Non quod aliquid ejus devotioni aut voluntati deesset, sed quod forsitan tunc temporis in primitiva ecclesia nulla adhuc aut major aut equalis existeret, aut quod brevior fulgorantis auri et splendorem gemmarum propinquitati arridentium oculorum acutius delectabiliusque refundendo, ultra satis quam si major fabricaretur irradiaret.”
“Not that anything was lacking in his devotion or good will, but perhaps there existed thus far, at the time of the early Church, no church either greater or even equal in size; or perhaps a smallish one—refilling the admiring eyes more keenly and delightfully because nearer to the splendor of the gleaming gold and gems—would beam forth more greatly from itself than if it were built larger.” See Gasparri, De Consecratione, 8 (2); Panofsky, 87 (II, 19-24).] 



[bookmark: _Toc151310179]Postface: Dematerializing Architecture
The dematerialization of Saint-Denis into a diaphanous volume of light is indebted to the interpretations of Erwin Panofsky. In Gothic Architecture and Scholasticism, he argues for an interpretation of medieval architecture as responding to a desire for rationality and clarity. Modern architecture, in its own obsession with transparency, inherited the demystified body of Christ and the resultant dematerialization of the building craft. Gothic architecture is often claimed as a precursor to the modern. This attitude is implicit in structural interpretations of medieval building form and explicit in descriptions of Cistercian churches as simple, minimalist, and even puritanical.
Projecting backward from Thomas Aquinas, Panofksy reads a “principle of transparency” guiding Suger’s conceptualization of the enlargement of the abbey church.[footnoteRef:421] He proposes the emerging organizational strategies for assembling books as a clear expression of structure equivalent to the experience of light within the cathedral.[footnoteRef:422] Within Panofsky’s interpretation, Saint-Denis is an “orgy of Neoplatonic light metaphysics.”[footnoteRef:423] Suger’s work, in this interpretation, is filled with light out of a desire for metaphysical “clarity.” Unfortunately, Panofksy hews too close to the writing of Pseudo-Dionysius to interpret Suger’s desire for regulation and order. While Neoplatonic metaphysics might have dismissed matter as “sheer” without the guidance of form, Suger did not. Panofsky presents the Gothic as the “final solution”—a “clarification for clarification’s sake… of functional contexts in architecture”[footnoteRef:424]—to the problems of medieval architecture.[footnoteRef:425] His rationalization removes the crucial cosmological significance of its matter to ready it as a precedent for modern architecture. [421:  Panofksy, Gothic Architecture and Scholasticism (New York, NY: Meridian Books, 1957), 43.]  [422:  Panofsky, Gothic Architecture, 31-33 and 51.]  [423:  Panofsky, Suger, 21-22.]  [424:  Panofsky, Gothic Architecture, 35 as a “postulate” and 39.]  [425:  Panofksy places “final” in quotation marks in almost every iteration. See, for example, Panofsky, Gothic Architecture, 52, 61, 64, and 73.] 

There is a direct path from Panofsky’s “final solution” for medieval architecture to the contemporary architect’s drawing with light on a screen.[footnoteRef:426] Inside the cathode ray tube, a gun shoots beams of light that merge into the general glow, exposing timeless buildings.[footnoteRef:427] The truth of these computational architectures is founded on the belief that reductive abstraction—in the form of a dematerialized and clear image—is equivalent to reality. No distinction exists in the rationalization of contemporary architectural images when what is assumed to be absolutely dematerialized is also absolutely true. However, the matter has not disappeared. The architectural representation results from the collision of embodied subatomic particles with a glass wall, whether that wall is a screen or medieval stone. In these cases, the architectural image is an effect of a material condition. Panofsky forgets that light, even in the Middle Ages, was matter. Neither his “final solutions” nor the architecture of the screen succeeds in making the ineffable present without matter. The corollary is that truth is a material effect. [426:  Panofksy problematically implies verisimilitude between architects today and those of the thirteenth century. He even goes so far as to differentiate between “professional architects” and “gentlemen architects.” Suger would have been the latter for Panofsky. I cannot agree with this association between men who were likely master masons and contemporary professional or hobbyist architects. See Panofsky, 25-26.]  [427:  Note that there is a similar relationship between Albert Speer’s architecture and the architecture made visible on LCD and plasma screens. The explanation is more complex, so I am not addressing those technologies here.] 


[bookmark: _Toc151310180]MAKER’S KNOWLEDGE AND MAKER’S WISDOM
Whether or not craft can matter today is an open question. While there is a renewed interest in the materiality of architecture, theorists and practitioners continue to make Panofsky’s mistake of dematerializing architecture. The problem is exposed when architects redefine what matter is within the context of technological advances in construction. Gramazio and Kohler’s explanation is emblematic:

Digital Materiality is not rooted solely in the material world and its physical laws such as gravity, or in material properties. It is also enriched by the rules of the immaterial world of digital logics, such as its processual nature or calculatory precision. Digital orders intensify the particularities of materials. Materials do not appear primarily as a texture or surface, but are exposed and experienced in their whole depth and plasticity.[footnoteRef:428] [428:  Fabio Gramazio and Matthias Kohler, Digital Materiality in Architecture (Zurich: Lars Müller Publishers, 2008), 7.] 


For these two architects and educators, the digital is the logic, process, and law. This is the equivalent of stating that the digital is ineffable. Immateriality is a digital deity. Matter is an afterthought. It is simply a capacity to take shape. The properties of the material are not understood within the matter. The materiality is a byproduct of the algorithm. Digital materiality, thus, immaterially rematerializes the dematerialized. It is a kind of second-order immateriality and a shell game.
In his recent book, The Craftsman, Richard Sennett presents the opposite position. He advocates for craft as the conditioned practical knowledge gained through bodily experiences of acting, doing, and making. For Sennett, experiential knowledge reflects how we can ethically live, engage, and work with each other. His theorization of craft closely follows Hugh of Saint-Victor’s restoration through which man is beatified by making the world beautiful. Therein is the problem. Hugh’s understanding of the role of craft complemented his cosmology, which organized humanity into a rigid, hierarchical society governed by fear of God. Hugh’s cosmological orientation is no longer possible. Sennett is suffering from nostalgia. His admiration for Madame Benshaw’s recipe for cooking a chicken is symptomatic:

Your dead child. Prepare him for new life. Fill him with the earth. Be careful! He should not overeat. Put on his golden coat. You bathe him. Warm him but be careful! A child dies from too much sun. Put on his jewels. This is my recipe.[footnoteRef:429] [429:  This is a reconstructed recipe by Lewis Hyde for his review of Sennett’s book in the New York Times on April 6, 2008.] 


On the surface, Benshaw’s recipe is remarkably alchemical, and it appears to deploy poetic language. Sennett both misreads Benshaw’s difficulty in translating and compounds the problem by rationalizing it. “Put on his jewels” is reduced to “mak[ing] clear the purpose of saucing and is a better guide to how little sauce to pour than any cup measure—a sauce should adorn rather than conceal the food beneath.” However, Benshaw’s recipe is not poetry. It is an explanation lost in translation. Sennett acknowledges this lack in the recipe when he removes its metaphoric potential. He follows Panofksy when he reduces the sauce, as the clothing of matter, to near transparency, symbolic ornamentation.[footnoteRef:430] Sennett’s interpretation invokes the craft metaphors of Hugh, Bernard of Clairvaux, Silvester, and Suger. His desire to return to craft is laudable. However, he reveals the problem of theorizing craft without understanding the historical parallels between the death of God and the loss of matter’s potential to contain the divine. In this study, I have presented the unique theological conditions that allowed Suger to understand craft to achieve unity with God in the world. As Sennett implies, we cannot return to Hugh’s historical understanding of craft. However, we might learn from Hugh and Suger if it is possible to reconstruct craft without God. [430:  Ironically, Sennett’s reading of the recipe could be used as a justification and not a refutation of the obsession with surface ornament in digital fabrication. Sennett, The Craftsman (New Haven: Yale University Press, 2009), 192.] 


[bookmark: _Toc151310181]MATTER MATTERS
Reestablishing a role for craft today requires understanding how the relationship between craft and matter follows the historical arc that ends with the death of matter and the loss of its potential as a container of divinity. Suger’s restoration of Saint-Denis sits at the apogee of that trajectory. His material mysticism occurred just as the scholastics began to turn away from the world to study it. For the abbot, making the cosmos beautiful was ethically living and working together to transform the world into something better. As the material universe lost its cosmological function, craft cleaved from ethics. We must accept Sennett’s call to recover conditioned practical knowledge. However, doing this requires first rejoining what has been broken asunder. Without recourse to the guidance of cosmological orientation, we must reconstruct the relationship between possibility and matter.
Otto von Simson, the author of the seminal text on the Gothic—The Gothic Cathedral: Origins of Gothic Architecture & The Medieval Concept of Order—provides half of the interpretation needed to understand what the Gothic was and why it continues to be important and relevant today.[footnoteRef:431] Simson establishes the Gothic not as a stylistic endeavor but as a unique representation of the symbolic order of the medieval cosmos. He recognizes the distance from the medieval function of the cathedral and its continuing presence in the everyday life of Europe. He fully understands the role of the architecture that Suger documents as a vision of God’s kingdom on Earth. As von Simson notes, the Gothic was, thus, symbolic, but he explicitly separated the contemporary notion that the medieval vision was a “poetic fancy” divorced from objective reality.[footnoteRef:432] Simson correctly asserts through the words of Maximus the Confessor that Gothic architecture inspired symbolic vision and, thus, enabled the invisible reality contained within objects to be apprehended through sense perception.[footnoteRef:433] Simson, thus, establishes the significance of the Gothic image and form. He leaves for later the discussion of the importance of Gothic matter—the materials and objects in which the intelligible appeared. [431:  Simson elaborates on the key questions he is trying to understand in the preface of his book. He is perhaps the only scholar of his time to approach the interpretation of Suger’s project as an architect, attempting to understand how it was built in its medieval context and through what could be learned from how it was conceptualized.]  [432:  See von Simson’s introduction. Von Simson, The Gothic Cathedral, xix-xx.]  [433:  von Simpson, The Gothic Cathedral, xx.] 

Simson introduces The Gothic Cathedral by noting that his contemporaries had become blind to the medieval cathedrals in the center of many European towns and villages and even more unaware of their symbolic function in the Middle Ages.[footnoteRef:434] This study on Saint-Denis and medieval architecture responds to an equivalent blindness of my contemporaries to Gothic materiality. The role of my study is to add the complimentary guide for Gothic matter to Simson’s discussion of Gothic form. Although von Simson recognizes the importance of the matter of churches like Saint-Denis, Chartres, and Sens, he does not explicitly discuss how and why the material world contributed to and reinforced the image of Heaven presented by the stones of these buildings. Medieval material epistemology is as removed from modern materiality as the medieval artisan is from the modern architect.[footnoteRef:435] [434:  von Simpson, The Gothic Cathedral, xvii.]  [435:  Simson distinguishes between the medieval artisan committed to an experience of truth and the post-Nietzschean artist whose work is true only subjectively by the artist’s free will. Von Simson, The Gothic Cathedral, xx.] 

Contemporary architects misperceive the relationship between the material they specify or craft into buildings and the philosophy of matter. However, there is a growing and renewed interest in matter and materiality. Suger and the theologians, artisans, and alchemists who surrounded him had a complex and sophisticated understanding of materiality in which form was given and discovered within matter. This capacity of matter to contain possibility and potentiality aligned with the cosmology of the Middle Ages and enabled matter to act as a guide for and demonstration of ethical life. Unfortunately, as Katie Lloyd Thomas acknowledges in her book on architectural materiality, the contemporary interpretation of matter reinforces two relationships to the material world.[footnoteRef:436] Matter is either generalized as mere plasticity or reduced to a quantifiable property to be deployed. The first case is often found within the work of architects like Grammazio and Kohler, who confuse plasticity, dematerialization, and logic with the ineffable. These architects ape demiurges and see the matter of the world as something upon which they impose form. In the latter case, nanoengineers ape the alchemical pursuit of the philosopher’s stone. They are God-like figures enacting original acts of creation. Unfortunately, as in von Simson’s discussion of the modern artist, these attitudes toward materiality are no longer understood as metaphysical positions and do not have the capacity like Suger’s material way to offer a tropology. The modern epistemology of architectural materiality is bereft of ethics. [436:  See the introduction to Katie Lloyd Thomas, ed., Material Matters: Architecture and Material Practice (New York, NY: Routledge, 2007).] 

Suger’s architectural record guides understanding the relationship with matter as one of the giving and taking of form. Studying his work enables a conversation to begin about the ethical relationship to matter between the two extreme contemporary positions of architectural form. An article by Leslie Horn on the Gizmodo blog from July 31, 2013, helpfully demonstrates the material conundrum we face today. Leslie Horn titled her post on the Allende meteorites, “The Inside of Meteorites are Nature’s Stained Glass.”[footnoteRef:437] The images she includes were created by Jeff Barton, who even provides a 3D-stereographic image that allows you to peer inside the light-filled spheres hidden with these stones from somewhere else in our universe.[footnoteRef:438] Horn notes that the images these stones present are beautiful, and the viral presence of her post suggests that they resonate with the public. Why are these images of foreign geodes beautiful? What do they mean? What does their craftedness teach us? [437:  Leslie Horn, “The Inside of Meteorites are Nature’s Stained Glass,” Gizmodo (blog), 31 July, 2013, https://gizmodo.com/the-insides-of-meteorites-are-natures-stained-glass-976239047, accessed February 6, 2024.]  [438:  Ironically, the technique that results in the 3D effect of these images often fails to occur for individuals trained in the arts. I, for example, cannot “see” it. For Barton’s images, see his Flickr set on “Meteorite Thin Sections” at http://www.flickr.com/photos/chipdatajeffb/sets/72157602266924677/with/2720060046/, accessed February 6, 2024..
For a scientific explanation of these rocks, see Alan E. Rubin, “Secrets of Primitive Meteorites,” Scientific American 308 (2013): 36-41, doi:10.1038/scientificamerican0213-36, accessed February 6, 2024.] 

Studying Barton’s images of the meteorites and how they were made reveals that the magical and colorful light hidden within the matter of the stones is both a property of the stone and of the careful work cutting, preparing, and placing them within the scientific apparatus that allows us to experience their interior beauty. Barton extracts thin slices from the meteorites, polishes them, sandwiches them between two polarizing filters, and then photographs strobed light passing through the stone. His work transforms their typically dull and homogenous appearance into varied interlocking shards of color exhibiting diversity and order. His images demonstrate that there is still a desire for magic to be discovered within stone. However, the magic appears within a fragile system that collapses into reductive explication in which the beauty is lost.[footnoteRef:439] [439:  See Rubin’s notion of history in “Secrets of Primitive Meteorites,” in which history is the history of formation and is thus divorced from metaphysical, cultural, or political interpretation. It is simply fact. Rubin’s limited notion of history is ironic, considered in relation to his “pity” for the astronomers who can only see images of their “beloved celestial bodies” and cannot hold them in their hands. Rubin, “Secrets of Primitive Meteorites,” 1.] 

The reduction relative to imaging thin sections of chondrites is a byproduct of the technology that makes the images, but it is not, perhaps, fatal. By recognizing that the science behind the apparatus that enables Barton’s revelation of “nature’s stained glass” is a metaphysical position, important questions about craft can be asked. After all, when Barton cuts, shapes, and polishes his stones, he crafts them in much the same way that the artisans transformed the stones of Saint-Denis, but the instruments that Barton uses to photograph his stones binds them to the technological reduction that pretends science is not a metaphysical endeavor.[footnoteRef:440] This binding is how the beauty of the stones is lost—explained away. However, Barton’s tools do not have to be conceptualized as scientific instruments. By reorienting the conceptual framework provided by imaging technology, “nature’s stained glass” can be understood as the result of a give and take between the careful forming and discovery of an imaginative experience of the stones in which one peers inside spheres of multicolored light. The experience is obviously different from that of Suger and his contemporaries, but it allows us to ask not only, “What does the light in the stones mean?” The imagined world within the meteorite prompts us to ask, “What can we make with it?” As Suger hints, the answers depend upon knowing the properties of stone. [440:  There is a growing acknowledgment of the metaphysical nature of scientific inquiry. In physics, see Lee Smolin, Time Reborn: From Crisis in Physics to the Future of the Universe (Boston and New York: Mariner Books, 2014. In biology, see the scholarship of Stuart Kauffman, Reinventing the Sacred: A New View of Science, Religion, and Reason (New York: Basic Books, 2010).] 


[bookmark: _Toc151310182]MATERIALIZING THE INEFFABLE
Suger’s restoration of Saint-Denis manifested a crucial shift in twelfth-century Christology that permanently altered cosmology in Western culture. When Suger undertook the renovation of his building and the reformation of his community, he actualized in flesh and stone the emerging belief that God was inherently present in the terrestrial realm. The Berengar controversy necessitated tangible proof of God’s existence in the world to overcome doubts about the possibility of redemption, and if God only appeared as a sign, the matter of the world might be truly evil. If it was, then the imagined dualist threat was also true, and there was nothing earthly worth saving. Berengar’s questions about the appearance of God in the Eucharist spawned the interest in literal exegesis that inspired twelfth-century scholars to improve their understanding of how God could be in the world. For Suger, God was already present at Saint-Denis when he began its enlargement. The divine presence dictated his need to respect the church’s stones. Suger reconstruction of the abbey church at Saint-Denis revealed earthly divinity in a manner that had not been possible in the prior history of the Church.
Suger was ahead of his time. The rise of literal exegesis came to fruition in thirteenth-century scholasticism. In the twelfth century, this interpretive strategy was nascent. Historical interpretation was the domain of the Abbey of Saint-Victor, where Richard, Andrew, and Godfrey led the understanding of biblical references to the world through the letter. These were the colleagues and inheritors of Hugh, whose writings have figured heavily in this study. In this context, writings by authors such as Alain de Lille, William of Conches, Gilbert de la Porrée, or John of Salisbury are often claimed as a flowering of scientific inquiry. However, in reality, their investigations simply assisted theological study. The knowledge these men fabricated did not derive from a desire for knowledge for its own sake. They studied the terrestrial realm to make their religion incontestable. While Suger did not participate in these intellectual endeavors, he sympathetically surpassed their wish to discover God’s potentiality in the world by reforming Saint-Denis according to his material path to unity with the divine.

[bookmark: _Toc151310183]TOWARD KNOWLEDGE AS TRUTH: FAILED BEGINNINGS
Examining Suger’s activities carefully in relationship to his material addition to Paul’s Letter to the Ephesians exposes the significance of the craft tradition. Ars, as the restoration of matter’s potential, was a path to wisdom, grace, and beatitude. Although the craft tradition has an acknowledged history, it has not been approached carefully outside technical curiosity. Early craft manuals are considered naive and idiosyncratic, even within the closely aligned study of medicine and chemistry. Contemporary craft scholarship largely focuses on technique. Suger’s restoration occurred at a point in time at which no split between theology, craft and science existed. All work was—or was in the service of—theology. However, unlike the supportive role of proto-scientific knowledge, ars functioned as the equivalent of the highest levels of contemplative practice. Inspired by and undertaken in matter, craft was mysticism.
Even as the stones of Saint-Denis were being laid, cracks were forming in Suger’s material path to union with God. The same changes to the body of Christ that structured Suger’s architectural and ecclesiastical redemption of the world required proof of the Son of God’s humanity. Christ’s body needed to be reduced from perfect matter—his mysterious body—to flesh, blood, and bones—his truly human body. By the end of the fourteenth century, scholasticism achieved this demystification of God’s son, and a price was paid. The Church deployed literal exegesis to save the material world, but it abandoned matter’s inherent potential for the unassailability of truth. Theological promotion of natural philosophy, thus, undermined the mystical function of craft. Suger’s renewal of Saint-Denis was unique. It was only within the transition between the multiple possibilities of Christ’s divine presence in terrestrial matter and the reduction of the Son and God’s body to true human material that Suger’s restoration of his church could be accomplished. Ironically, the thirteenth-century development and systemization of scholasticism shifted focus away from the matter of things to their form. The potential of Suger’s stone was extinguished.
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