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«

uale sit intus in his” -
A Note about Abbot Suger’s Bronze Doors in Saint-Denis

Abstract: This article is merely a note on the reading of Abbot Suger’s inscription on
his gilded bronze doors on Saint-Denis’s west fagade, handed down through his own
writing De rebus in administratione sua gestis from 1144/ 45-1148/49. In particular
the discussion concerns the translation of the second and sixth verses of the eight-line
inscription, and the understanding of i% his in verse six constitutes its focal point. In
this new reading the focus is on the rhetorical use of gold to emulate the nature of spir-
itual light, which, when seen with the inner eye of faith, is able to lift the mind of the
beholder towards the vision of eternal bliss. The author does not go into a closer discus-
sion of the sources of Suger’s inspiration, Pseudo-Dionysius or a Western tradition in a
broader sense, but his argument is based on the view that /umina vera specifically refer
to Christ’s work of redemption, represented in the golden reliefs of the doors. Further
support for this reading is provided by a reference to an inscription on a Danish golden

frontal from around 1200.

Keywords: Abbot Suger, St.-Denis Portal, Portal Inscription, Suger Inscription, Mate-
rial Aesthetics, Gold — Light, Materia — Opus, Anagogic Movements
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Fig. 1 Saint Denis, Abbey Church, the west facade. Restoration study by Kenneth J. Conant.
After Conant 1959.

“Quale sit intus in his” —

A Note about Abbot Suger’s Bronze Doors
in Saint-Denis

Soren Kaspersen

One of Abbot Suger’s most discussed inscriptions was on Saint-Denis’ central
west portal with its gilded bronze door as reproduced in his De rebus in ad-
ministratione sua gestis (more compactly, De Administratione or Gesta) from
1144/45-1148/49. According to Erwin Panofsky’s famous edition of Abbot
Suger the verses on the portal “amount to a condensed statement of the whole
theory of ‘anagogical’ illumination,” inspired by the writings of the Syrian
monk Pseudo-Dionysius, not least through the annotated translation by the
Irish theologian and neoplatonist philosopher John the Scot.! This theory has
been challenged by several later scholars, who point to a broader Western tra-
dition behind Suger’s understanding of light, illumination and the anagogic.”
This essay does not attempt to amplify this discussion to distill what may have
been Suger’s pseudo-Dionysian inspiration; rather, it examines a few places in
Suger’s inscription, which have especially given rise to discussion. In so doing,
I lean towards the view that the vera lumina in Sugar’s verses are not, as in
Pseudo-Dionysius, the lights that can enlighten the mind through any created
thing, but lights which more specifically point to the portal’s golden reliefs and
their content, i. e. the Passion of Christ and His Glorification (resurrectio vel

ascensio).
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The Latin inscription — accompanied by Panofsky’s translation — read:

Portarum quisquis attollere quaris honorem,
Whoever thou art, if thou seekest to extol the glory of these doors,

Aurum nec sumptus, operis mirare laborem,
Marvel not at the gold and the expense but at the craftmanship of the
work.

Nobile claret opus, sed opus quod nobile claret
Bright is the noble work; but, being nobly bright, the work

Clarificet mentes, ut eant per lumina vera
Should brighten the minds, so that they may travel, through the true
lights

Ad verum lumen, ubi Christus janua vera.
To the True Light where Christ is the true door.

Quale sit intus in his determinat aurea porta:
In what manner, it be inherent in this world the golden door defines:

Mens hebes ad verum per materialia surgit,
The dull mind rises to truth through that which is material

Et demersa prius hac visa luce resurgit.

And, in seeing this light, is resurrected from its former submersion.*

The text and Panofsky’s translation have been the subject of much discussion,
especially perceived problems with the second and sixth verses. Obviously, the
second verse relates to Ovid’s topos: Materiam superabat opus used in connec-
tion with his description of Apollos palace and its silver portal at the beginning
of the second song of Metamorphoses.? Its meaning is that the art of the work,
the portal’s reliefs in silver, surpasses the precious material.®

But there is a third element in Suger’s verse, it does not only speak of zx-
rum and laborem operis but also of sumptus. Panofsky’s translation equates
‘gold’ and ‘expense’ (or ‘expenses’), but the question has been raised whether zec
can pre-emptively include aurum.” According to Philippe Verdier this is not
possible,® but his proposal to connect the sumptus and operis laborem, as that
which are to be admired rather than the gold, does not seem satisfactory.” Ver-
dier’s grammatical understanding is taken up by Konrad Hoftmann and some
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other scholars. According to Hoffmann, the viewer is encouraged to admire
the gold and the achievement (Leistung), not the costs of the work — a more
sympathetic reading, which, however, gives a complex sentence structure and
calls for an ez between the two parts of the verse."

Peter Cornelius Claussen opposes this solution and rightly states that zec,
at least according to medieval usage, may concern both aurum and sumptus.™
Therefore, he claims Panofsky’s translation to be the correct one but suggests,
that aurum relates to money rather than to effulgence.'” But this reading clear-
ly weakens the connection to the following verse; thus, a fourth option is sug-
gested here, namely to understand sumprus not just as ‘cost’ or ‘costs’ but as
cost(s) of something, which provides a very simple reading: “Marvel at the
craftsmanship (or better ’achievement’/‘deed’) of the work and not (zec) at the
expense(s) for the gold (sumptus [ad] aurum).*> One can, of course, object
that Suger could have clarified this reading by writing ‘auri nec sumptus.'*

However we untangle the grammar of this passage, it is hard to imagine that
Suger should have wanted to put the gold in a bad light."”> His writings are full
of praise for precious materials as when a passage in De Adminstratione on
the golden crucifix tells us that “we [abbot Suger and others] searched around
everywhere by ourselves and by our agents for an abundance of precious pearls
and gems, preparing as precious a supply of gold and gems for so important an
embellishment as we could find, and convoked the most experienced artists
from diverse parts.”'® The description of the golden doors moreover, begins
with the passage that reads: “Bronze casters having been summoned and sculp-
tors chosen, we set up the main doors [...] with great cost (multis expensis)
and much expenditure (multu sumptu) for their gilding as was fitting for the
noble porch.”"” The gold was obviously central to the whole achievement of the
work.

The following three verses of the inscription in the portal consequently focus
on the luster of gold as that which is to enlighten the minds of the beholders
and lead them towards the True Light. Nobile claret opus also can be translat-
ed: “Noble shines the work”, followed by: “but the work that shines noble (sed
opus quod nobile claret) should brighten the minds, etc.” So, it does not shine
for its own sake, but specifically to open the minds for the lumina vera, seem-
ingly illuminating lights on a higher level, in this context most likely lights issu-
ing from the redeeming works of Christ depicted in the doors’ golden reliefs.®
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Fig. 2. Master of Saint Giles, The Mass of Saint Giles, detail. Oil on oak, c. 1500. The paint-
ing illustrates an episode from the legend of Saint Giles that took place in the Abbey Church
of Saint-Denis. On the altar stands a golden frontal, donated by the Emperor Charles the
Bald (c. 870) and originally a part of the golden high altar: “We [Abbot Suger] hastened to
adorn the Main Altar of the blessed Denis where there was only one beautiful and precious
frontal panel (anterior tabula . . speciose et preciosa) from Charles the Bald, the third
Emperor; for at this [altar] we had been offered to the monastic life. We had it all encased,
putting up golden panels on either side (utrique lateri aureas . . tabulas) and adding a fourth,
even more precious one (etiam preciosiorem); so that the whole altar would appear golden
all the way round [...] But the rear panel, of marvellous workmanship and lavish sumptuous-
ness (miro opera sumptuque profuso) (for the barbarian artists were even more lavish than
ours), we ennobled with chased relief work equally admirable for its form as for its material
(tam forma quam materia mirabili anaglifo opere), so that certain people might be able to
say: The workmanship surpassed the material (Materiam superabat opus).” (See Panofsky
1946, 01, 63). Photo Wikimedia Commons, The Yorck Project.

Concerning the sixth verse there is a general consensus that in the reference:
Quale sit intus, it is the possible presence of the True Light that is at stake:
“In what manner it [i.e. the True Light] be inherent, etc.” The problem arises
with the following two words: iz bis. Panofsky translates: “in this world” but
emphasizes in his comments that this is “only one of several possibilities.”"” Re-
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lated translations have been suggested.” Among these Peter Diemer suggests
‘Menschen’ as a possibility,*" while Martin Gosebruch suggest “innerhalb der
Kirche”” Edgar de Bruyne and others refer to the portal.” Hans Sedlmayr and
many others completely skip i7 his.** Werner Beierwaltes lets iz his point back
at lumina vera in verse four.”® Conrad Rudolph and others understand lumina
vera as related to the golden reliefs on the portal, or more specifically to the
themes of these reliefs, i.e. Christ’s works of Redemption (cf. above).

Of these various translations, those connecting iz his and vera lumina, un-
derstood as the golden reliefs of the doors and their history of redemption, are
clearly preferable. However, it seems superfluous to ask how or in what manner
the True Light may be inherent in the true lights (in hbis). I would therefore
like to suggest another possibility: 7z his may refer not to lumina vera but to
mentes in the same verse.”” In that case the last triad of verses is about the possi-
ble presence of the True Light in the mind of the beholder and the importance
of this. And the golden door constitutes the frame for this key performance.

The inscription states that the dull mind needs materialia to rise to truth,
and that it “is resurrected from its former submersion” after having seen the
True Light (hac luce visa).?® But how does the portal stage this transmission
from materialia to the True Light? In a reflection on the inseparable connec-
tion between the True Light and lumina vera, Jean-Claude Bonne operates
with different levels from gold as matter (Por-matiére) over processed gold (L'or
auvré) and its light but he also points out that the ornamentally and figura-
tively shaped radiance does not in itself lead to particular motifs — rather an op-
position exists.”” Suger, therefore, proposes, according to Bonne, two different
anagogic movements towards the True Light: an aesthetic-ornamental move-
ment via the gold and an iconographic one via the Christian scenes.”

If one considers the development in Suger’s inscription from aurum via opus
quod nobile claret further to lumina vera and verum lumen in this perspective,
I think that the opposite is rather to be understood as a leap, and that this leap
from one to the other anagogic movement is caused by the nobly bright work
if brightening the minds. Moving through the enlightenment from a physical
sight to an inner spiritual vision, the mind is thus able to understand the mean-
ing of Christ’s redemptive work represented by the reliefs and thereby led to
the True Light by the golden reliefs, the /umina vera.

The opus laboris in Suger’s poem can refer both to the extensive work of

NORDIC REVIEW OF ICONOGRAPHY 1I§
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Fig. 3. Saint Denis, Abbey
Church, the west facade
after the restoration in
2012—2015. Photo Thomas
Clounet (Wikimedia,

CC BY-S4 4.0).

making the portal as well as to the artistry of its golden reliefs. The term thus,
as mentioned above, recalls Ovid’s topos: Materiam superabat opus, to which
Abbot Suger himself refers in his description of the high altar at Saint-Denis.!
Ovid is talking about twin doors in the palace of the Sun that “radiated light
from polished silver.” Still, the “work of art was finer than the material’, but
this fact negates neither the value of the polished silver, nor the value of the
other precious materials of which the palace was constructed.?” Rather, these
materials helped to elevate the artistic expression. As pointed out by Konrad
Hoffmann materia is used as a foil within the rhetorical figure of an escalating
comparison.*
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The relation between the use of gold (materialia) and the True Light (verum
lumen) on Suger’s portal is seemingly the same: the work of golden reliefs 7o0-
bile claret, i.e. the light raised by the excellent work transcends from the mate-
rial light of the gold to another level to clarify the minds and opens them for
the lumina vera. This happens as mentioned when the enlightened mind be-
holds with the gaze of faith the golden reliefs and their talk of Christ’s work of
redemption, the illumination of which outshines the gold, both in its material
and processed form, and leads to the True Light.

As a postscript that buttresses this reading, a Danish golden frontal from
around 1200 in Stadil Church may be mentioned. It displays gilded copper
plates with episodes from the childhood of Christ and a row of apostles, or-
ganized around a central area with a Majestas Domini—representation. On its
main frame the following inscription can be read:

Quam cernis fuluo tabulam splendore nitentem

More than by its golden radiance the shining tablet you behold
Plus nitet ystorie cognitione sacre
Shines by knowledge of the sacred story

Pandit enim Christi mysteria quae super aurum

For it spreads the mysteries of Christ which by their radiance
Irradiant mundis corde nitore suo
Outshine the gold for the pure of heart

Ergo fide mundes mentem si cernere lucis

Therefore, purify your mind by faith if you desire,
Gaudia diuine qui legis ista uelis.
You who read this, to behold the joys of divine light.**

* k%

1 want to thank Professor Emerita Jean A. Givens, University of Connecticut,
Sfor linguistic guidance.
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Panofsky 1946, 23. For ‘Stand der Forschung see Speer 2000, 13-18.
For recent discussions of this issue, see Poirel 2001 and Linscheid-Burdich 2004,
espec. 20—6o0.
According to Panofsky 1946, 23f.: “Suger would not have ventured to designate reliefs
as lumina had he not been familiar with those passages which demonstrate that every
created thing “is a light to me”” Lieber Gerson 1970 and Gerson 2014 suggests that
each line of the poem accompanied one of the eight medallions on the doors and that
these showed the Entry into Jerusalem, the Cleansing of the Temple, the Last Supper,
the Arrest of Christ, the Crucifixion, the Resurrection, the Pilgrims at Emmaus (in-
cluding Abbot Suger as donor), and the Ascension. See Gerson 2014, 26—29.
Ed. Panofsky 1946, 46f. — repeated from Panofsky 1944, 108. Panofsky’s translation
is based on ed. Lecoy de la Marche 1867. For a modern edition with translation, see
Suger, ed. Gasparri 1996. See also Suger, ed. Bur 1994 and Suger, ed. Speer & Bind-
ing 2000. The transl. by Cusimano & Whitmore 2018 is still based on ed. Lecoy de la
Marche 1867.
Lib. II, 1-7, see Ovid, ed. Kline 2000.
Claussen 1996, 43—44, proceeds from a somewhat peculiar argument that Suger has
deliberately avoided quoting Ovid, however.
Panofsky’s translation is aligned with and followed by other scholars. E.g. De Bruyne
1946, I, 143: “N’admire pas tant, dit-il [Suger] aux visiteurs, la matiere précieuse
et coliteuse, mais plutdt la beauté du travail” Aubert 1950, 137: “Ne te laisse touch-
er ni par lor, ni par la magnificence, mais plutot par la labeur” Sedlmayr 1950, 240:
“Staune nicht an das Gold und die Aufwand, sondern die Arbeit.” Wixom 1981, 105 —
as Panofsky. Biichsel 1983, 74 and 1987, 12: “bestaune nicht das Gold und die Kosten,
sondern die Miihsal des Werks [however, with a different understanding of operibus
than Panofsky].” Zinn, Jr. 1986, 34: “The poem open with an admonition to marvel
not at the gold and expense but at the labor of the work in the doors.” Biischel 1987, 12:
“bestaune nicht das Gold und die Kosten, sondern die Miihsal des Werks.” McKnight
Crosby 1987, 189 quotes Panofsky’s translation. Rudolph 1990, 52: “Admire the crafts-
manship, and not the gold or expense” Bonne 1994, 32: “Ne tétonne ni de l'or ni de
la dépense, admire le travail de Ieeuvre” Raff 1994, 31: “bewundere nicht das gold und
die Kosten, sondern die Miihe des Werkes. Diemer 1995, 186: “schau nicht auf Geld
und Kosten, sondern auf die Leistung des Werkes.” Kramp 1995, 94: "Bestaune nicht
das Gold und den Wert, sondern die Kunstfertigkeit des Werkes.” Darko Senckovic in
Claussen 1996, 48, n. 28: “Bewundere die Miihe, nicht das Gold oder die Kosten des
Werkes.” Bur 1991, 236 and Suger, ed. Bur 1994, 249: “N’admire pas l'or ni la dépense,
mais plut6t lartifice.” Suger, ed. Gasparri1996, 117: “n’admire nilor nila dépense mais
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le travail de lceuvre” — Gasparri 2006, 119 reuses her translation from 1996 but only
quotes line 3—5 and 7-8. Gerson 2014, 20: “Do not admire the gold or the expense but
the execution of the work.” — T have not had access to Lieber Gerson 1970. Cusimano &
Whitmore 2018, 97: “Admire neither the gold nor the expense, but their craftsmanship.”
Brown 2020, 63: “marvel not at the gold or the expense but at the labor of the work.”
Verdier [1974], 706, note 26: ”Les traducteurs antérieurs, E. Mile, E. Panofsky, E. de
Bruyne, ont compris, comme M. Aubert: “Ne te laisse toucher ni par lor, ni par la
magnificence, mais plutdt par le labour” “Mais zec ne porte pas proleptiquement
sur aurum. 1l a une valeur adversative, qui englobe sumptus et laborem, deux mots
fréquemment liés en une seule expression dans le latin classique, avec, chez les poétes,
la precision de labor operis dans le sens de travail artistique.”
Verdier [1974], 706: "N’en admire pas l'or pour le cotit et le travail.” Von Simson (1956)
1989, 114 carlier made this paraphrase: “the visitor was admonished not to stop at the
admiration of the preciosity and sumptuousness of the work, etc.”
Hoffmann 198s, 36, with note 49, where it is stated in a letter with philological advice:
“Dem Begriff aurum ist sumptus negativ gegeniibergestelle, wihrend ‘operis laborem’
asyndetisch als zweiter positive Begriff folgt. Zur formalen Unterstiitzung dieser An-
sicht wire auf die Verszisur zwischen sumptus und operis hinzuweisen: Die Zisur er-
leichtert den Verzicht auf eine ausdriickliche Verbindung (mit et) zwischen der ersten
und der zweiten Vershilfte” The translation is followed by Haug 1992, 85: “Er bewun-
dere das Gold und die Arbeit am Werk und nicht die Kosten.” Biichsel 1994, 57, 1995,
169 and 1997, 125: “Bestaune das Gold und die Miihsal des Werkes, nicht aber die Ko-
sten.” Markschies 1995, 66: “bewundere das Gold und nicht die Kosten, die Miihe
des Werkes.” Suger, ed. Speer & Binding 2000, 12223 and 325: “bewundere das Gold
- nicht die Kosten! - (und) die Leistung dieses Werkes!” Speer 2001, 73: "n’admire ni
l'or ni la dépense mais le travail de lceuvre.” See also Linscheid-Burdich 2000, 12223
and 2004, s2: “Das Gold, nicht die dafiir nétigen Ausgaben, soll der Betrachter be-
wundern, ebenso den labor operis”
Claussen 1996, 43. Christian Troelsgird, former director of studies at the Institute for
Greek and Latin, University of Copenhagen, is of the same opinion. I thank him fora
clarifying dialogue about the inscription.
Claussen 1996, 43: “Mit der Aufforderung, nicht auf Geld und Kosten zu achten, mag
der auctor in einem Bescheidenheitstopos zudem seinen finanziellen Einsatz und
damit sich selbst zu rithmen.”
Jan Bialostocki 1988, 11, suggests in his paraphrasing reading of the inscription a simi-
lar understanding of ‘sumptus’: “The viewer should admire not the costliness of the
gold, but the workmanship, the ‘art’ in it”
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14 Another possibility is to understand sumzptus as singularis genitive and thereby read:
“not the gold of the expense” But this seems to be an awkward mode of expression if
the weight of what is not to be admired rests on the cost and not on the gold.

15 Cf. note 32 below.

16 Panofsky 1946, 57. De Adm. also notes an inscription on a votive vase: “Since we must
offer libations to God with gems and gold, I, Suger, offer this vase to the Lord.” (p.
79)

17 Panofsky 1946, 46.

18 Linsceid-Burdich 2000, 123 suggests that lumina vera refer to Peter and Paul and mar-
tyrs in general, leading to Christ through their intercession.

19 Panofsky 1946, 165. Quoted by McKnight Crosby 1987, 189.

20 Haug 1992, 85: “Im welcher Weise es im Irdischen wirke, etc” And Kramp 1995, 94:

“Auf welche Weise es dieser Welt innewohnt, etc.” Zinn, Jr. 1986, 3435 leaves the ques-
tion open but states that “the thrust seems to be clear: the golden doors defines or de-
termines how it, the True Light, is present and understood through the vehicle of ma-
terial reality” Bur 1991, 236 and Suger, ed. Bur 1994, 250: “Comment la vraie Lumicre
est présente en ce/au monde, etc.” Cusimano & Whitmore 2018, 98 suggest just the
‘material: “The golden doors reveal the material inherent in them.”

21 Diemer 1995, 187: “Die goldene Tiir driicke aus, wie es [das wahre Licht] in diesen
[Menschen?] ist.” Neuheuser 1994, 160 talks in a discussion of verse 3—s about the ‘in-
habitant’ (Bewohner) of the portal.

22 Gosebruch 1954, 254 (1979, 29).

23 DeBruyne 1946, 11, 143: "Ce qui rayonne ici au dedans, etc.” Aubert 1950, 138: “Ce qui
trouve caché I3, etc.” Markschies 1995, 66: “Wie beschaffen es sei in seinen (Werken)
(in his operibus) inwendig, grenzt die goldene Pforte ab: etc.” See also Brown 2020,
63: “In what manner it may be here, within, etc”

24 Sedlmayr 1950, 42: “Welcherart es im Inneren sei, etc” Kimpel & Suckale 198s, 9o:

“Wie (der Bau) innen sei soll, zeigt die goldene Pforte.” Raff 1994, 31: “Welcherart es
dahinter sei, deute dieses goldene Portal an: etc.” Darko Senckovic in Claussen 1996,
48, n. 28: “Welches (Licht) sich inwendig befindet, das bestimmt (besagt) die goldene
Tur” Suger, ed. Gasparri 1996, 117: “Qlielle est cette lumicre intérieure, la porte dorée
la définit ainsi: etc.” — for Gasparri 2006, see note 7 above. Suger, ed. Speer & Bind-
ing 2000, 325: “Welcher Art dieses (wahre Licht) innen ist, das gibt die goldene Tiir
hiermit an” Gerson 2014, 20: That which is within the golden door reveals: etc.”
25 Beierwaltes 1976, 238: “Wie sehr (das wahre Licht) in diesen (Lichtern) ist, etc.”
26 Rudolph 1990, s2: The golden door indicates in what way it [the true light, i.c., the

»

divine] may be within these things [the lesser lights, i.c., the artworks].” Biichsel 1987,

20 ICONOGRAPHISK POST NR 3/4, 2020

“QUALE SIT INTUS IN HIS” — A NOTE ABOUT ABBOT SUGER’S BRONZE DOORS

12, 1994, 57, 61, 1995, 169, and 1997, 125: “Wie das Licht in seinen Werken [die opera
der Erl6sung, auf der Tiir dargestellt] gegenwirtig ist, zeigt das goldene Tor.” See also
Bonne 1994, 32: “De quelle manicre elle [la lumiére] y est immanente [aux lumiéres],
etc.” Linscheid-Burdich 2000, 123: “Zugleich differenziert Suger damit [by uerum [u-
men and ianua vera) zwischen der materiellen Kirchentiir und dem in ihrem Bildpro-
gramm dargestellten Christus. Das Bildprogramm belehrt iiber das Leben Jesu und
gibt damit Aufschlufl uber das uerum lumen; die Angabe in bis lif3t sich damit auf
die Reliefs der Tiir bezichen.” Speer 2001, 74 follows Gasparri’s translation in Suger ed.
1996 but makes a comment very similar to that of Linscheid-Burdich.

27 Diemer 1996, 187 mentions the possibility but rejects it: ”Es liegt nahe, dort 7z his auf
mentes zu bezichen, [..], doch bleibt die Aussage mehrdeutig und wage””

28 Panofsky and others translate hac visa luce as “in seeing this light”. But the grammati-
cal construction rather dictates a view of the light in the immediate past. See e.g. Kim-
pel & Suckale 198s: “der zuvor (ins Irdische) verstrickte (Geist) wird wieder aufgerich-
tet, wenn er dieses Licht geschen hat.” Markschies 1995, 66: steht, nachdem er dies
Licht geschen hat, wieder auf.” Darko Senekovic in Claussen 1996, 48, n. 28: “nach-
dem er dieses Licht gesehen, etc.” Suger, ed. Speer & Binding 2000, 325: "ersteht er neu,
wenn er dieses Licht erblickt hat” Linscheid-Burdich 2004, 56: “ein Wieder-Erstehen
wird ihm [der Mensch] méoglich, weil er das Licht geschaut hat. Mit der Wendung hac
visa luce wird erneut die bereits zuvor gebrauchte Licht-Metapher fiir Christus aufg-
enommen.”

29 Bonne 1994, 32: “Et la porte dorée, ce nest pas seulement “lor de la porte” en tant
que tel, ni, inversement, la seule iconographie des panneaux, cest o7 en tant qu'il est
euvré sur la mode ornementale et sur le mode figuratif, et, réciproguement, les scenes
christologiques en tant queelles sont zaillées dans la matiére lumineuse de [or. Mais
les deux choses ne sauraient coincider: le scintillement de l'or sculpté ne fait pas image,
il est, au contraire, en tension avec les scenes — [etc.].” Cf. Biichsel 1987, 13: “Die Be-
wunderung des Materials gibt jedoch nicht dem ,mos anagogicus’ seine theologische
Bestimmung.”

30 Bonne 1994, 32: “La porte dorée et inscription de Suger proposent donc deux ana-
gogies différentes vers la Lumiere, lune, esthético-ornementale par lor, l'autre, icono-
graphique par les scenes.”

31 Cf. fig. 2.

32 Cf. Raff, "Materia” 1994, Biichsel 1997, 86—91 and Reudenbach 2002.

33 See Hoffmann 1985, 36: "Materia ist als Folie innerhalb der rhetorischen Figur eines
steigernden Vergleichs eingesetzt.” See also Branner 1965, 57—58.

34 See Norlund 1926 (1968), 18687, Kaspersen 2003, 53 or Kaspersen et al. 2006, 111.

NORDIC REVIEW OF ICONOGRAPHY 2I



SOREN KASPERSEN

Bibliography

Aubert, Marcel. Suger. Rouen: Editions de Fontenelle, 1950.

Beierwaltes, Werner. “Negati affirmatio: Welt als Metapher — Zur Grundlegung
einer mittelalterlichen Asthetik”, Philosophisches Jahrbuch, 83 (1976): 237-265. —
Reprint with Postscriptum, idem. Eriugena — Grundziige seines Denkens, 115—158.
Frankfurt am Main: Vittorio Klostermann, 1994.

Biatostocki, Jan. “Ars auro prior”, Mélanges de littérature comparée et de philologie
offerts & Mieczyslaw Brahmer, ss—63. Warschau: PWN — Editions Scientifiques
de Pologne, 1967. — Reprint in idem. The Message of Images — Studies in the His-
tory of Art, 9—13 and notes. Wien: Irsa Verlag, 1988.

Bonne, Jean-Claude. “Pensée de l'art et pensée théologique dans les écrits de Suger”,

Artistes et philosophes: éducateurs?, ed. Christian Descamps, 13—50. Paris: Editions
du Centre Pompidou, 1994.

Branner, Robert. St. Louis and the Court Style in Gothic Architecture. London: A.
Zwemmer, 1965.

Brown, Elizabeth A. R. “Suger and the Abbey Church of Saint Denis, 114455, Gesta,
59, n0. 1 (2020): 43-72.

Bur, Michel. Suger: abbé de Saint-Denis, regent de France. Paris: Perrin, 1992.

Biichsel, Martin. “Ecclesiaec symbolorum cursus completes”, Stidel-Jahrbuch, N.F. 9
(1983): 69-88.

—. “Die romanischen Portale im Geiste Clunys’, Stidel-Jahrbuch, N.F. 11 (1987):
7-54.

—. ”Die von Abt Suger verfafiten Inschriften — Gibt es eine dsthetische Theorie der
Skulptur im Mittelalter?”, Studien zur Geschichte der europiischen Skulptur im
12./13. Jahrhundert, eds. Herbert Beck & Kerstin Hengevoss-Diirkop, 57-74.
Frankfurt am Main: Heinrich Verlag, 1994.

—. Die Skulptur des Querhauses von Chartres. Berlin: Gebr. Mann Verlag, 1995.

—. Die Geburt der Gotik — Abt Sugers Konzept fiir die Abteikirche Saint-Denis
(Rombach Wissenschaft — Reihe QL'LCHCI’I zur Kunst, 3). Freiburg i. Br.: Rombach,
1997.

Claussen, Peter Cornelius. “materia und opus — Mittelalterliche Kunst auf der Gold-
waage”, Ars naturam adinvans — Festschrift fiir Matthias Winner, eds. Victoria
von Flemming & Sebastian Schiitze, 40—49. Mainz: Philipp von Zabern, 1996.

Conant, Kenneth J. Carolingian and Romanesque Architecture: §oo-1200. Balti-
more: Penguin Books Inc., 1959.

Cusimano, Richard & Eric Whitmore, transl. & ed. Selected Works of Abbot Suger of
Saint Denis. Washington D.C.: Catholic University of America Press, 2018.

22 ICONOGRAPHISK POST NR 3/4, 2020

“QUALE SIT INTUS IN HIS” — A NOTE ABOUT ABBOT SUGER’S BRONZE DOORS

De Bruyne, Edgar. Etudes desthétique médiévale, 11: Lépoque romane. Briigge: "De
Tempel’, 1946.

Diemer, Peter. "Abt Suger von Saint-Denis und die Kunstschitze seines Klosters”,
Beschreibungskunst — Kunstbeschreibung: Ekphrasis von der Antike bis zur Ge-
genwart, eds. Gottfried Boehm & Helmut Pfotenhauer, 177-216. Miinchen: Wil-
helm Fink, 1995.

Gasparri, Francoise. “Le programme iconographique de l'abbaye de St.-Denis’,
Limage dans la pensée et [art au Moyen Age (Rencontres Médiévales Européennes,
6), ed. Michel Lemoine, 115-134. Turnhout: Brepols, 2006.

Gerson, Paula. “Abbot Suger’s Central Portal Bronze Doors: A Study in Text and
Image”, “Per una severa maestra” dono a Daniela Romagnoli, ed. Vittorio Scotti
Douglas, 19—29, and illstr. Fidenza: Mattioli, 2014.

Goscebruch, Martin. “Hans Sedlmayr: Die Entstehung der Katedrale”, Gottingische
Gelehrte Anzeigen, 208, no. 1-2 (1954): 232—265. — Reprint in idem. Unmittel-
barkeit und Reflexion — Methodologische Beitrige zur Kunstgeschichtswissen-
schaft, 9-39. Miinchen: Wilhelm Fink, 1979.

Haug, Walter. ”Grundformen religioser Erfahrung als epochale Positionen: Vom
frihmittelalterlichen Analogiemodell zum hoch- und spitmittelalterlichen Dif-
terenz-modell’, Religidse Erfabrung — Historische Modelle in christlicher Tradi-
tion, ed. Walter Haug & Dietmar Mieth, 75—108. Miinchen: Wilhelm Fink 1992.

Hoffmann, Konrad. ”Zur Entstchung des Konigsportals in Saint-Denis”, Zeitschrift
fiir Kunstgeschichte, 48 (1985): 29—38.

Kaspersen, Seren. ”’De Gyldne Altre’: Struktur og Materialitet”, Songs of Ossian —
Festschrift in Honour of Professor Bo Ossian Lindberg, red. Asa Ringbom & Renja
Suominen-Kokkonen (Konsthistoriska Studier, 27), 43—s8. Helsinki: Taidehisto-
rian seura, 2003.

Kaspersen, Soren, Karen Stemann-Petersen & Ulrich Schnell. “Technical investiga-
tions of the Danish ‘golden altars”, Medieval reliquary shrines and precious metal-
work — Chasses-reliquaires et orfévrerie médiévales (Proceedings of a conference
at the Musée dart et d’histoire, Geneva, 12—15 September 2001), ed. Kilian An-
heuser & Christine Werner, 109—117. London: Archetype Publications, 2006.

Kimpel, Dieter & Robert Suckale. Die gotische Architektur in Frankreich 1130—1270.
Miinchen: Hirmer Verlag, 198s.

Kramp, Mario. Kirche, Kunst und Konigsbild — Zum Zusammenhang von Politik
und Kirchenbau im capetingischen Frankreich des 12. Jahrhunderts am Beispiel
der drei Abteien Saint-Denis, Saint-Germain-des-Prés und Saint-Remi/Reims.
Weimar: Verlag und Datenbank fiir Geisteswissenschaften, 199s.

NORDIC REVIEW OF ICONOGRAPHY 23



SOREN KASPERSEN

Lecoy de la Marche, Auguste, ed. (Euvres completes de Suger recueillies, annotées et
publiées dupreés les manuscrits pour la Société de ’Histoire de France. Paris: Jules
Renouard, 1867.

Licber Gerson, Paula. The West Facade of St. Denis: An Iconographic Study. Ph. D,
Columbia University 1970.

—. “Suger as Iconographer: The Central Portal of the West Facade of Saint-Denis’,
Abbot Suger and Saint Denis: A Symposium, ed. Paula Lieber Gerson, 183-198.
New York: Metropolitan Museum of Art, 1986.

Linscheid-Burdich, Susanne. “Beobachtungen zu Sugers Versinschriften in De ad-
ministratione, 1I: “Versus portarum,” Suger, Abt von Saint-Denis. Ausgewihlte
Schriften: Ordinatio - De consecratione - De administratione, ed. Andreas Speer &
Gunther Binding et al., 120—-125. Darmstadt: Wissenschaftliche Buchgesellschaft,
2000.

—. Suger von Saint-Denis: Studies on his Texts Ordinatio — de Consecratione — de
Administratione / Untersuchungen zu seinen Schriften Ordinatio — de consecra-
tione — de Administratione. Berlin & Boston: De Gruyter, 2004.

Markschies, Christoph. Gibt es eine "Theologie der gotischen Kathedrale”? — Noch-
mals: Suger von Saint-Denis und Sankt Dionys vom Areopag (Abhandlungen der
Heidelberger Akademie der Wissenschaften, Philos.-hist. KI., 1995/1). Heidel-
berg: Universititsverlag C. Winter, 1995.

McKnight Crosby, Summer. The Royal Abbey of Saint-Denis from its Beginnings to
the Death of Suger, 475-1151, ed. Pamela Z. Blum. New Haven & London: Yale
University Press, 1987.

Norlund, Poul. Gyldne Altre — Jysk Metalkunst fra Valdemarstiden. Kobenhavn:
Henrik Koppel, 1926. — Reprint with postscript by Tage E. Christiansen, Arhus:
Wormianum, 1968.

Oursel, Raymond. “Pierre le Vénerable, Suger et la lumitre gothique”, Annales de
[Academie de Magon, 54 (1958/59): 53—56.

Ovid’'s Metamorphoses, transl. Anthony S. Kline, 2000. See https://ovid lib.virginia.
edu/trans/Ovhome.htm (webside consulted 12.12.2020)

Panofsky, Erwin. “Note on a Controversial Passage in Suger’s De consecratione eccle-
siae sancti Dionysii”, Gazette des Beaux-Arts, 6th ser., 26 (1944:11): 95—114.

—. ed. Abbot Suger on the Abbey Church of St.-Denis and its Art Treasures.
Princeton/N. J.: Princeton University Press, 1946. — Republished by Gerda Pan-
ofsky-Soergel, Princeton/N. J.: Princeton University Press, 1979.

Poirel, Dominique. “Symbolice et anagogice: I'école de St.-Victor et la naissance du
style gothique”, Labbé Suger, le manifeste gothique de Saint-Denis et la pensée

24 ICONOGRAPHISK POST NR 3/4, 2020

“QUALE SIT INTUS IN HIS” — A NOTE ABOUT ABBOT SUGER’S BRONZE DOORS

victorine — Actes du Colloque organisé i la Fondation Singer-Polignac le mardi 21
novembre 2000, ed. Dominique Poirel (Rencontres Médiévales Européennes, 1),
141-170. Turnhout: Brepols, 2001.

Raff, Thomas. Die Sprache der Materialien — Anleitung zu einer ITkonologie der
Werkstoffe, Miinchen: Deutsche Kunstverlag, 1994. — Reprint Miinster et al.:
Waxmann, 2008.

—. 7 ’Materia superat opus’ — Materialen als Bedeutungstriger bei mittel-alterlichen
Kunstwerken”, Studien zur Geschichte der europiischen Skulptur im 12./13. Jahr-
hundert, ed. Herbert Beck & Kerstin Hengevoss-Diirkop, I, 17-28 & 11, illstr.
Frankfurt/Main: Stadtische Galerie Liebighaus, 1994.

Reudenbach, Bruno. ”’Gold ist Schlamm’: Anmerkungen zur Materialbewertung im
Mittelalter”, Material in Kunst und Alltag, ed. Monika Wagner (Hamburger For-
schungen zur Kunstgeschichte, 1), 1-12. Berlin: Akademie Verlag, 200:.

Rudolph, Conrad. Artistic Change at St.-Denis — Abbot Suger’s Program and the
Early Twelfth-Century Controversy over Art. Princeton/ N.J.: Princeton Univer-
sity Press, 1990.

Sedlmayr, Hans. Die Entstehung der Katedrale — Beitrige zu ihrer Entstehung und
Bedentung. Ziirich: Atlantis-Verlag 1950. — Reprint Graz: Akademische Druck- u.
Verlagsanstalt, 1976.

Simson, Otto von. The Gothic Cathedral. Origins of Gothic Architecture and the
Medieval Concept of Order. Bollingen Series, 48. New York: Princeton University
Press, 1989. [1956; rev. ed. 1962; later reprints]

Speer, Andreas. "Kunst als Liturgie — Zur Entstehung und Bedeutung der Kathe-
drale’, . . . kein Bildnis machen: Kunst und Theologie im Gesprich, ed. C. Dah-
men & T. Sternberg, 97-117. Wiirzburg: Echter, 1987.

—. ”"Abt Sugers Schriften zur frinkischen Kénigsabtei Saint-Denis’, Suger, Abt von
Saint-Denis. Ausgewihlte Schriften, eds. Andreas Speer & Giinther Binding, 13-
66. Darmstadt: Wissenschaftliche Buchgesellschaft, 2000.

—. ”"L’abbé Suger et le trésor de Saint-Denis: une approche de 'expérience artistique
au Moyen Age”, Labbé Suger, le manifeste gothique de Saint-Denis et la pensée
victorine — Actes du Colloque organisé 4 la Fondation Singer-Polignac (Paris) le
mardi 21 novembre 2000, ed. Dominique Poirel (Rencontres Médiévales Euro-
péennes, 1), 59-82. Turnhout: Brepols, 2001

Suger. La Geste de Louis VI, et auntres eeuvres, ed. Michel Bur. Paris: Imprimerie
Nationale, 1994.

Suger. (Euvres, transl. & ed. Francoise Gasparri, 1—2 (Les Classiques de I'Histoire de
France au Moyen Age, 37). Paris: Les Belles Lettres, 1996-2001.

NORDIC REVIEW OF ICONOGRAPHY 2§



“QUALE SIT INTUS IN HIS” — A NOTE ABOUT ABBOT SUGER’S BRONZE DOORS

SOREN KASPERSEN

Suger, Abt von Saint-Denis, Ausgewdhlte Schriften: Ordinatio - De consecration - De
administratione, ed. Andreas Speer & Giinther Binding, Darmstadt: Wissen-

schaftliche Buchgesellschatft, 2000.
Verdier, Philippe. “Réflexions sur l'esthetique de Suger — Apropos de quelques pas-
sages du de Administratione”, Etudes de Civilisation Médiévale (IXe-X1le siécles)

— Mélanges offerts a Edmund-René Labande, 699—709 & pls. Poitiers: C.E.S.C.M.

[1974].
Vulgata = Douay-Rheims version: <http://www.drbo.org/lvb/> — with English

transl.: <hcep://vulgate.org> (both websites consulted 25.10.2020).
Zinn Jr., Grover A. “Suger, “Theology, and the Pseudo-Dionysian Tradition”, Abbor
Suger and Saint Denis: A Symposium, ed. Paula Lieber Gerson, 33—40. New York:

Metropolitan Museum of Art, 1986.

NORDIC REVIEW OF ICONOGRAPHY 27

26 ICONOGRAPHISK POST NR 3/4, 2020



