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INTO THE SATURATED SENSORIUM
Introducing the Principles of Perception and Mediation in the Middle Ages
[ Hans Henrik Lohfert Jørgensen ]
Going Multimedieval
An interdisciplinary group of Scandinavian medievalists met in Aarhus, Denmark in the spring of 2009, to debate the concept of a seminar with a rather outlandish and experimental title: Multimiddelalder. This translates into something like ‘Multiple Middle Ages’, while also implying ‘Multi Media Ages’. It would thus involve the recognition of a multiplicity of media and sense relations beyond established modern categories and across the accustomed thresholds of modern communication. In this sense, the Medium Aevum – originally a modern term for what is in principle not modern1 – can be redefined and offered a new place in media history. Instead of just preceding or contrasting mediatised modernity, the ‘age in the middle’ may be appreciated as pivotal in the on-going development of epochal principles of perception and mediation: an ‘age of the medium’, both historically and in a broader perspective – suggesting diachronic and synchronic implications alike. A ‘multimedieval’, mixed-media culture, that is, of renewed inspiration to late- (or post-)modern fascinations with the transmedial hybridity, intersensorial entanglements, and multimodal cross-overs now challenging modern ontologies of autonomous, self-contained media.
For those no longer adhering to the ever more contested and untenable notions of ‘pure’ art forms, medieval media practices offer a plentiful reservoir of strategies for combining, blending, and fusing media modalities into rich and abundant wholes not forced into a priori categorisations. Here, we do not look for pure optical painting or listen to purely auditory music excluding other modes of sensation or signification. In place of such select ideals, we may hear of ceremonial soundscapes in compound spaces of sensation and mediation; we may reconstruct complex sensescapes of multisensory impressions generated by ritual practices, performers, and percipients; or we may encounter the miscellaneous materiality of touchable and kissable imagery featuring iconic appearances, precious objects, inserted relics, dramatised narratives, and written words to be hymned or read aloud. Here, various classes of media inform and include each other while various types of sense experience permeate and saturate each other. Media of perception and expression coincide and co-operate instead of policing their own inherent boundaries, isolating their own experiential dominions, or seeking to define their own particular properties. Here, we can study theories of, say, musical harmony, which integrate – with an admirable ease – what we are normally used to think of as entirely different arts. Indeed, this could include wholly different domains of existence, ranging from perceptual to mathematical proportion, from physical to spiritual harmony, from psychic to cosmic structures.
Therefore, the manifold multiplicity of medieval notions of music may serve to illustrate the integration and coalescence of areas of life and mediation otherwise seemingly apart or separate. Presently, this sonorous example will allow us to explain the basic idea and aim of the present book, itself intended to be a coherent and amiable amalgamation of several overlapping fields of investigation and facets of social and cultural history – secular as well as sacred, material as well as communicational, embodied as well as mental. It is a book about the senses and their media in the Medium Aevum; about perceptual principles, practices, and paradoxes; about what it implied to perceive and mediate something in given situations and concrete contexts. A series of individual but coordinated and correlated chapters each covers a principal branch of the cultural history of perception and mediation in order to highlight the integrated and unified nature of medieval media and senses. Taking their point of departure in either representative notions and problems signalled by the chapter headings, or in select exemplary cases of these general principles, they explore what sensing was, what it meant, what it did: how sensation operated within each area, how it was conceived, how it was performed, how it was mediated.2 They discuss the multi- and intermediality of cultural or cultic artefacts as well as the sensorial and intersensorial dimensions of a wide array of distinctive concepts and practices within medieval religion, art, material culture, public life, social conventions, monastic living, miraculous events, texts, tales, images, literature, architecture, music, food, ritual, devotion, cognition, corporeality, memory, and thinking. The saturated sensorium nurtured the worldly and unworldly practices of presentation, representation, and mediation; the corporeal and spiritual concepts of sensation, sanctity, and incarnation; the physical and ceremonial spaces of environment, cult, and commemoration; the emotional and intellectual body of love, meditation, and recollection; the material and visual culture of sacraments, celebration, and consumption. Across a number of academic disciplines, these intertwined domains of sensory and media history are addressed from the interdisciplinary, intermedial, and intersensorial perspective informing the book as a whole, thus contributing to a new vision – and a new version – of the Middle Ages, emerging in some of the most recent scholarship: an age of intermedia.
Age of Intermedia
Returning now to the broad and mixed medium of music – or, as it was perhaps rather perceived and practiced – the intermedium of music, it will allow us to suggest what is at stake in this revision. The medieval perception and understanding of music exceeds and challenges the boundaries that define the realm of aesthetics in the modern sense. For Boëthius (c. 475-524), author of the widely influential De institutione musica, for instance, the three primary kinds of music comprised sensory, extra-sensory, and infra-sensory modes of mediation and sensation. In an extended field of music, a comprehensive continuity of harmonies was linked by the same elemental modulations and proportions, from the microcosm of man to the macrocosm of the universe: 1) the physical, corporeal, and vocal sounds of actually performed music, which would issue from its appropriate instruments (also counting the voice) to be absorbed as “a unified multiplicity” by the external senses, seeking beauty in numerical and emotional relationships alike; 2) the supersonic music of all the world and natural creation, theoretically inherited from antiquity as musica mundana, generated by the spherical motions of celestial bodies and the universal concord of elements; 3) the self-reflective music of man, musica humana, residing in our bodily and mental constitution as an extension of our inner and outer nature, only perceived by the one descending into the depths of himself.3 In this generally accepted trichotomy, comparing and melding music in nature, music in man, and music in art (i.e. music made by man), the audible musica instrumentalis was sounded to accord with – ad imitationem – the higher inaudible kinds of music from which it all originated.4 It was a doctrine of unity in diversity, an axiom, not of purity but of plurality, not of a single sonic modality but of sensory multimodality, not of media autonomy, but of interconnection, interdependence, and intermediality.
Thus, the ample system was reproduced by, among others, Aurelian of Réomé in the ninth century, who observed “that a wondrous harmony [mira harmonia] joins together and unites all creatures. […] music radiates from the whole of creation”.5 Since everything that exists is arranged in an overall conformity, a composite yet concordant composition, “there is music [consonantia] in all things”.6 Sound was sensed to mediate an ultrasonic principle, namely an admirable synthesis of all perceptible things and creatures. Within this totalising synthesis, auditory beauty itself was nothing less than a universal concept including music as well as poetry and literature. These were joined together because they were all intended for instrumental and/or vocal performance, and were hence received by the ear in unison with other senses. “[O]ne kind of music uses instruments”, according to Boëthius, “and another composes poetical works” – seamlessly merging media today belonging to different realms.7 Among the liberal arts, music was considered to be a general property of things and could be found everywhere in the world, not only in chanted carmina, melodious verses, aural poems, oral recitations, and dramatised plays, but also in motion, dance, gesture, bodily posture, architecture, and other visual pleasures. The musical modulatio of contrasting components created a sensible order in structured vocalisations, verbalisations, and visualisations: in arranged words, coordinated movements, pictorial compositions, materialised edifices, and even social bodies, all of which manifested the underlying conception of a manifold whole, a multiple unity. In a deeper institutional sense, everything was saturated with music, harmonising superficial differences into an ineffable concordia. It was a ‘multimedium’ on a very extensive and far-reaching scale, exceeding the modern limitations and classificatory restrictions of the worlds of sound, senses, and media. In a way, the whole sensory sphere was experienced as a medium – or indeed, an intermedium – for God’s comprehensive self-revelation, glimpsed in the divine order, which lended some measure of proportion to all things created, whatever sensorial instrument they played in the grand polyphony of perception. As a result, the world of sensation provided the model for human intermedia of all kinds, exploring their own creative potential within the order of creation.
In order for us to grasp this syncretistic sensibility, we may just lend an ear to the Speculum musicae, that is, a voluminous treatise of music theory from the early fourteenth century: “Music in the general, objective sense applies in a way to everything [quasi ad omnia se extendit] – to God and His creations, incorporeal and corporeal, heavenly and human, and to the theoretical and practical sciences”.8 Or we may listen to Grosseteste (c. 1168-1253) on the liberal arts: “It is not only the harmony of the human voice and movements which is subject to musical examination, but also the harmony of instruments and everything which, by sound or movement [in motu sive in sono] affords pleasure”.9 Or we may take a dance to the visible music of Roger Bacon, presented in his monumental Opus Maius around 1267: “Apart from those branches of music which concern sounds, there are others dealing with visible things, that is, human movements [gestus] which include movements in the dance and all bending of the body”.10 In such an audio-visual and kinaesthetic conformity of categories, the consonance of movable man, visual world, and somatic sound was manifested to the senses – at least ideally – in a synaesthetic symphonia of sensory values. Emblematic of this concomitance of perceptual values, Johannes Cotton in his early twelfth-century De musica expressed the emotional and sensorial effect of one sense modality spilling over into the other: “The organic tonus and its accompanying feeling are intensified by certain tastes and odors, weakened by others. This is true of colors as well as of sounds”.11 In other words, sensory impulses were actually felt to permeate and inundate one another across their assumed areas of perception, olfactory and gustative stimuli able to effect visual and auditive responses, and vice versa. Within this sensual synaesthesia – which may be perceived as one subordinate variant of a greater pattern of multimodality – perception, so it seems, was experienced as polymorphous and peripatetic. Likewise, Guido of Arezzo observed that music crossed modalities and had certain qualities in common with colour, odour, and savour. In his Micrologus, “Short treatise on music”, written around 1025, he sings out loud the copious concordance of this entire paradigm of intermingled and interchangeable sensation:
It is no wonder that the ear [auditus] should take delight in the variety of sounds, just as the eye [visus] takes pleasure in the variety of colours, the nose [olfactus] is excited by the variety of smells, and the tongue [lingua] rejoices at different tastes. The sweetness of delightful things penetrates wondrously, as through the window of the body, into the depth of the heart.12
Sight, hearing, olfaction, and gustation come together in touching body and heart with the “sweetness” so often hailed as a unifying feature of both physical and spiritual experience. A suggestive vocabulary of sweet sounds and perfumed sensations (“suavitas”, “dulcis”, “dulcissimum”, “florata” etc.) bears witness to the polyphonic communion of sensory values so deeply felt by past percipients. In the saturated sensorium, the sweet senses blended into each other and saturated one another, just like the perception of music was saturated with feelings and savoury suggestions, with sensuous motions and emotions, with odoriferous smells and tastes, with flowery tones, colours, and chromatic shades coupling nuances of vision and audition. Offering a continuous window onto the perceptible world, the bodily senses inundated the overwhelmed recipient with interrelated impressions, hearing saturated with feeling and flavour, seeing and moving saturated with phonics and rhythm. In the end, there was far more to perceptual experience than indicated by the reductive Aristotelian systematisation of the five ‘classical’ senses.13 However neat and tidy, the sensory order of visus (sight), auditus (hearing), tactus (touch), olfactus (smell), and gustus (taste) did not – and does not – describe the compound and braided operation of human sense perception.
Euphony of Sense and Media Modalities
From the perspective of media interaction it is not just what Edgar de Bruyne, when speaking about the Carolingian intermediality of rhythm and proportion, has termed “the perfect unity of dance, song, and poetry” – hence anticipating one of the chapters in this book (on the intermediality of the medieval popular ballad).14 It is also that these media and forms of expression were conceived of as more or less the same thing, or at least that they conformed to the same rules and the same domain, bridging variable modes of signification and sensory stimulation: music usually consisted of both melody and meaningful words, lyric was habitually intoned or sung, and texts typically recited as oral–aural compositions in a social space of embodied sensory presence. When responding to the plural impact of what Werner Faulstich has called “Menschmedien”, percipients could readily see, hear, feel, and smell the performers’ present bodies, regardless of whether these communicated through vocal, verbal, gestural, rhythmical, theatrical, or other corporeal means.15 In a media history, not of mutual segregation and compartmentalisation, but of reciprocal interchange and fusion, “[…] there was no poetry unaccompanied by music, nor music without words”.16 In the resonant proclamations of Guido, this medial and modal interrelationship explains the sensual charm of congruous plural forms – the mixed melody of multimodality, so to speak:
Consider, then, that just as everything that is spoken can be written [omne quod dicitur scribitur] so everything that is written can be made into song again. Thus, everything that is spoken can be sung [canitur omne quod dicitur] for writing is depicted by letters [scriptura litteris figuratur]. […] So a sweet blending [suavis concordia] is found in the different parts. In verse we often see such concordant and mutually congruous lines that you wonder, as it were, at a certain harmony of language [symphoniam grammaticae]. And if music be added to this, with a similar interrelationship, you will be doubly charmed by a twofold melody.17
This is a remarkable “euphony” – as Guido terms it – of basic media modalities: song, speech, writ, language, and their figuration or depiction, one leading to or containing the other, as when depicted letters (exemplified by the vowels) were pronounced and made into notes, transmitted back and forth between the sensory domains of the eye, the ear, and the mouth. In an almost cyclical intercommunication, these modes were all functionally interdependent and operationally interlaced, sometimes absorbing and assimilating each other, sometimes sustaining and underpinning each other. Written letters figured images of script harbouring both the euphonic intonations of spoken language and the diaphonic movements between sounding syllables and exclaimed neumes.
Accordingly, there was also an iconic, figurative, or even pictorial component of this entangled media matrix – a visual or ‘intervisual’ element in the amalgam of communicative configurations. In the first instance, there was neither music without acoustic images nor images without acoustic resonance. Likewise, there were no pictures without words, either those painted in them (e.g. speaking scrolls or inscriptions), those narrated by them (e.g. biblical accounts or stories), or those preached before them (e.g. sermons, prayers, or readings). In a performative culture of oral intermediality, music was always also a tale, a tale was always also music. Moreover, an image was always also a tale; a tale was always also an image, performed by a living body. In addition, there was another dimension as well to this prolific and untroubled amalgamation of basic media. In a corporeal culture of material intermediality, an image was always also a text, and a text was always also an image, due to the physically inscribed materiality of both handwritten texts and handmade imagery. In principle, both manual script and crafted pictures were concrete objects or vehicles of representation transmitting their semantic information or content by graphic marks – that is, visible and readable signs – materialised in a solid palpable form. The perceptual tangibility of spoken words was crystallised into the physical image of writ in stone, metal, ivory, mosaics, manuscripts, or dyed parchment, in order to be treated as ornate pictures of words. “Writing is depicted by letters”, so Guido says: visualised, shaped, carved, incised, engraved, illuminated, coloured, gilt, and adorned with calligraphy to achieve the visual and tactile materiality of writing that Rosario Assunto has labelled “objektive Anschaubarkeit des Geschriebenen” and “Schrift als Schaubild”.18 As a ‘Schau image’, a display object, a sensory manifestation, the tangible text was meant both to be seen as a body (i.e. displayed like an image) and to be vocalised by a body (i.e. read aloud and voiced like music). In the age of intermedia, writing, picturing, speaking, singing, and performing joined each other and formed part of a continuous communicative repertoire aimed at inundating all the bodily senses “to the point of saturation”.19
Thus the verbal and the visual, paramount in modern media hierarchies based on representation and referentiality, were employed as contact media as well. Both words and images provided perceptible and palpable presence alongside their encoded semantic utterance, hence challenging any notion of a monochord homo spectator, allegedly sustained by a Western civilisation of spectacles and printing. Both integrated and interwove two complementary principles of transmission to the recipient: intelligible reference and signification, operating mostly in the ‘higher’ representational senses, as opposed to transference of corporeal or incorporeal contact, operating mostly – but not exclusively – in the bodily proximity senses. When the ill sought cure by absorbing the sensory power and presence of holy books, either through the touch of their skin, through the kiss of their mouth, or through the oral consumption of liquids in which the powerful books had been washed, they deliberately confused sense and media domains that we today tend to consider distinct and separate.20 Pictures for their part were expected to address their beholders not just visually, as shimmering scenes of sight and optical perception, but also in a highly corporeal, tactile, textural, aural, and even olfactory manner. It was not unusual for images to manifest the perceptual presence of the figured prototype across the threshold of representation – sometimes embracing, caressing, or sounding a voice to the onlooker, sometimes exuding, bleeding, or emitting a sweet-smelling odour of sanctity.21 Such sensory mediations and materialisations transgress logical thresholds and eclipse fundamental conceptual and ontological distinctions: between representation and presentation/presence, between signifying and being, between the sign and the thing, between the medium and the mediated, between mediality and reality, between mediate distance senses and immediate contact senses, between reading/viewing and consuming/absorbing. A book of Christ or an image of Christ also was Christ and should be perceived and taken in as such. This interweaving of seeming opposites let the real be present in mediation, the senses in the medium, the haptic in the optic, the somatic and sensual in the visual and textual.
Conversely, these integrated media manifestations substantialised and texturised the senses, bringing them “to the point of saturation” – that is, “the point of integration.” In a communal production of perception, integrated senses and intermedia invoked an integrated sensorium. (The anthropological designation ‘sensorium’ is here taken to mean the perceptual system as a whole, in its social situation, cultural construction, and historical formation).22 Discussing a medieval mixed-media context amalgamating all of the available perceptual channels into a mesmerising multisensory enactment, Bissera Pentcheva has recently pointed out that the time has now come for investigations of the full spectrum of sensation and for assessing sense experiences in their mutual interaction: “[T]he Eastern Orthodox liturgy maintained its late antique tradition of saturation of the senses. This synaesthetic experience is characteristic of Byzantium, yet it is rarely discussed in medieval studies”.23 In order to meet this scholarly shortage, she herself takes on the Byzantine icon – that exemplary archetype of medieval cult medium – showing how its shifting material and sensory appearance was affected by the solemn and reverent words said to it, by the reverberation of liturgical music and prayer in front of it, by the radiance of oil lamps reflected from its gilded surfaces, by the changing highlights and shadows of flickering candles stirred by the approaching percipient’s breath and proskynesis, by the bodily movements and kisses of prostrate devotees, and by wafting scents of holy fragrance, ceremonial smoke, or burning incense enveloping the animated apparition. Its inspiriting effect resided in “the simultaneity of senses”:
The icon is in fact a surface that resonates with sound, air, light, touch, and smell. […] In saturating the material and sensorial to excess, the experience of the icon […] offers us a glimpse into what vision meant: […] a synesthetic vision […] in which the whole body is engaged. […] This performance inundates and saturates the human corporeal apprehension. The effect of sight and touch is coupled with hearing and smell [culminating in] taste. Through it emerges the climax: partaking in the sacred.24
Confronted with the dense materiality and mediality of such an appealing object, generating such intersensorial excesses in such a condensed ambience, icon perception inevitably became mixed and multimodal. Sight was experienced also as touch, hearing, smell, and taste – all integral to and part of “seeing” an eikon.25 Even if the title and concept of the present volume are not expressly inspired by Pentcheva, and even if its focus is not Byzantine, it still shares the same ambition of exposing medieval cultural production in all its riveting richness of multimedial, intersensorial, and synaesthetic saturation. The saturated sensorium was permeated by a proliferating interchange of media and sense modalities that interacted, fused, and blended into a coherent, if complex, continuum: a multimodal system of sensation and mediation, a sensory apparatus defined by its functional multimodality (a term designating a composite operation consisting of several perceptual and communicative resources, multiple sensory and semiotic modalities of transmission, and manifold material modes of mediation – either intersensorially fused into each other or multisensorially combined with each other).26
The defining property of this aesthetic, medial, and sensory syncretism, it should be added, was not the lack of ability to make and recognise distinctions between diverse phenomena due to some flaw in a critical attitude. It represented rather a deliberate (if not necessarily always conscious) co-operation of various forms of experience based on an all-encompassing sense of media inclusion and sense integration: a synthesising and synaesthetic sensibility – a preference for consonant and concomitant sensation. If we follow Eco, it expressed an “integrated sensibility […] within a unitary scheme of values – […] an integrated culture whose value systems are related to one another by mutual implication. […] Medieval taste was concerned neither with the autonomy of art nor the autonomy of nature. […] Life appeared as something wholly integrated”.27 The historical voices cited in the preceding pages abstained from discriminating, separating, and isolating mutually exclusive categories, not because they could not, but because it would apparently have been a reductive simplification of the enriching complexities of sensory and extra-sensory experience. Their ‘project’ was not to distil the reified essence and proper particularities of self-sufficient media, but to grasp a more wide-ranging truth in their structural interrelations, experiential overlaps, and fundamental compatibility at a deeper level. The mutual incorporation of moral and sensory values was not so much a philosophical problem as a social and perceptual practice. Without trying to unduly idealise or exaggerate the praised “concept of integration”28 into a smooth harmonisation elevated above ideological tensions, cultural contrasts, or socio-historical differences, the chapters that follow each take on a central feature of the integrated perception and mediation of life in the Middle Ages.
Mediation and Mediators
Before our immersion into medieval matters, we should, however, make one final clarification – or rather, integration or saturation – which was also eventually recognised by the group behind this book. As the research project evolved from the described premises, it became increasingly clear to the group that mediation was indeed a central principle of medieval perception, integral to the function of its internal and external faculties. While the modern category of ‘media’ involves the risk of a certain entrapment within contemporary notions of representation and communication, the broader concept of ‘mediation’ may be more appropriate in relation to historical understanding of such transmissions. Nowadays, media in the most elemental and general sense are taken to be codified systems of communication transmitting – through representational techniques and semantic codification – some sort of information, meaning, or message between two parties, each of whom is usually human. In the medieval tradition on the other hand, mediation also entailed something else, implying a more inclusive and far-reaching conception of exchange and transference more akin to the transgressive embodiment of presence observed in cult texts and images. As noted by Richard McBrien, mediation is one of the constituent principles of universal Catholicism, including medieval Christendom. It is the corollary of a sacramental world-view, where the perceptible, the material, the tangible, the worldly, and the mundane always possess a latent potential for actualising and manifesting the imperceptible, the immaterial, the intangible, the otherworldly, or the divine, revealing itself in either space or time. What lies beyond the senses can nevertheless become available to perception and realise itself for the earthly percipient through the mediation of sensory apparitions and intermediaries: persons, beings, places, sites, events, acts, rituals, words, visions, bodies, objects, media, matter etc.29 Sacramentality in this very expansive sense is a vital axiom to Catholic culture, religion, practice, and inevitably perception. It entails an acute sensibility for the power of all sorts of material vehicles and ‘media’ to reproduce and substantiate – or even transubstantiate – featured things, values, and virtues in order to make them present to the senses. The mediated experience is a productive and real experience – not just a second order signification or re-presentation. Far from just reproducing their content, the intermediate signs themselves produce and substantiate what they signify. All sensory reality, both animate and inanimate, is potentially the instrument and mediator of an ineffable presence, realised in – or through the means of – this perceptible world. Sensory matter nurtures the ability to convey extra-sensory matter, mediating both physical and metaphysical entities, powers, and presences into a discernible form.
From this point of view, the ‘medium’ may be considered a channel, vessel, or instrument – an intermediary vehicle or body – for transferring an efficacious message (e.g. prayer, blessing, act of consecration, oath, legal announcement), quality (e.g. healing power, divine grace, holiness), or substance (e.g. the sacrament, spiritual or bodily presence, the Word of God incarnate in some shape of mediator or mediatrix). This kind of transport or transmission transcends signification and requires a much more substantial mediation between two parties, amounting to incarnation and embodiment. The medium itself may be a non-representational artefact or material, even a physical person, living or dead, and not merely a symbolic technology of representation. First and foremost, this is the case with Christ, the archetypal mediator of Christianity communicating the natures of God and man, and hence a paradigmatic model for a Christian media culture saturated with mediators at all levels, from human flesh and bones to Holy Spirit. The culture of immanent incarnation and sensory concretisation (rather than abstract and transcendent signification) constitutes a contagious matrix of mediation where media are empowered and animated by the very thing or entity they transmit. In the conflation of thing and sign, the mediated property or presence itself cannot be wholly distinguished from the medium carrying it or (re)presenting it. This ontological transfer is most notable, but in no way exceptional, in the instituted sacraments, whose exchange of substance – body in bread or wine, spirit in oil or water – would not be possible within our more prohibitive and restricted conceptualisation of media today. By way of exemplification, the mediation of sanctity and miracle-working power in saintly bones also conflate symbol with reality, the dead sign of the saint perceived as instrumental to the living thing signified, endowed with his or her actual presence. The little piece of stuff in the metal receptacle is not only a token of sanctity; it is the saint – not just a revered reference to some bygone personage, but a concrete relic of him or her, which actively participates in the production of his sacred presence and the execution of his thaumaturgical deeds. Similarly, other instruments of sensory mediation – staged consumption of food and alcohol, enacted celebrations, processions, pronouncements, scriptures, figures, plays, and so on – were not simply signs, but relics and partakers of what they represented; not merely significative reproductions of a given reality, but also instruments for production, construction, and codification of that very reality.
For a more thorough discussion, exemplification, and saturation of these matters, the reader must now turn to the subsequent sections of the palpable body of writing in her hand. One chapter discusses principles of representation, another addresses instances of incarnation and medieval materiality, a third evokes the mechanisms and mediations of memory. One chapter reviews remediation, while others deal with the sensory operations of sacraments and rituals, all of which were each in their own way underpinned by this potent potential for mediation, itself contributing to the enthralling realities it communicated. Whether in practices of consumption, devotion, or sanctity – explored in other chapters – multisensory performance produced social and cultural forms of incarnation and embodied presence; whether in the perceptual environment or in liturgical space – examined in other chapters again – a constellation of multiple mediations ingrained the experience of sensory saturation and embedded it deep in the history of medieval sensation. This process required the institution of a suitable paradigm of perception enabling the senses to apprehend such saturating mediations and access their mediated matter. As a whole the volume may be seen as an attempt to describe and understand this sensorial paradigm in a representative variety of its principal domains and functions. In the following chapter, a critical definition of medieval perception is proposed in the shape of a historical sense model, termed: hagiosensorium. The ‘sacred sensorium’ indicates a perceptual system aimed at sensing the property of holiness in its multimodal manifestations across the whole range of the sensory continuum. It describes an apt and purposeful organisation of the culturally construed apparatus of perception, empowered to grasp, confirm, enliven, and authenticate the incarnation of divine phenomena, thereby also taking part in the sensory sanction and sanctification of those phenomena. While some chapters apply the hagiosensorial perspective to their particular field of investigation, showing the many facets of its culture and history, others emphasise secular sensation and mundane media, often structured in similar ways. They all have in common an interest in the integrated, hybrid, and pluriform character of past perception and mediation. To study the saturated sensorium is to open up a privileged window into the cultural history of the multiple Middle Ages: the ‘Multi Media Ages.’
Notes
1 According to Hans Ulrich Gumbrecht’s entry in Geschichtliche Grundbegriffe on the historical concept of modernity, the “Epochenbezeichnung Mittelalter” had its “Lateinische Erstbelege” in media tempestas (1469), media aetas (1518), and medium aevum (1604); Gumbrecht 2004, p. 98. The ‘Middle Ages’ is an early modern concept, in other words, whereas ‘modernus’ and ‘modernitas’ are medieval notions. This just goes to show the epochal relativity of these very terms and makes it possible to suggest redefinitions and reinterpretations like the one undertaken here.
2 As the reader will observe, the material chosen for exemplification is often of Scandinavian origin, but neither exclusively nor necessarily so, since it has been elected for its representative value to the more general topics dealt with, e.g. sensory consumption, devotion, or remediation.
3De institutione musica
4 Tatarkiewicz 1970, p. 81.
5Musica 
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