v . . ; }
erance, which come down from heaven, and blessed is he for having

_m.mmzhnn:mﬂ.nmﬁ.mﬁ F.E.E_Qﬁ_ﬁm:n_ﬂ_ ﬁﬂm..u.ﬂ.?imﬁ;mm.m eowdpuds dan T
TolaiTne katafiolls drabeliog), 2 ’

. We have now come to the point where there is a clear connecs
tion between dindie and dndleln, the latter of which is the second

key concept that exemplifies Evagrian thought, Let us now turn
Lo it,

END OF PART I

1206 e, 12 (PG 70,12130, my emphazizs). [There is a mizprint in tho ori-

inal article; read karntuwdels danbelas for serasiwdelas, Trans.]
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AESTHETICS AS THE CONNECTION BETWEEN
SPIRITUAL PRACTICE AND THE CULTIVATION
OF VIRTUE IN HILDEGARD OF BINGEN'S
THEOLOGY OF MUSIC

Christine V. Paintner

Therefore, let everyone who understands God by fuith fafthfully of
fer Him tireless praise, and with joyfi! devotion sing to Him with-
out eeasing. (Hildegard of Bingen, Seivias, [IT 13,15)

INTRODUCTION

This opening gquotation points the way towards a response to
two central questions [ wish to explore in this paper, The first is a
question of virtue ethics: What is the purpose and end of human
life? The second is a question of theological aestheties: What
moves the human heart?® Both questions are about conversion—
the movement from who we are to whom we should become, and
what it is that inspires the human heart on this transformative
journey. Hildegard's response to bath of these questions suggests
the offering of onpoing praise to God through song, reflecting her
approach to Faul's admonition to "pray without ceasing” She
would claim the experience of giving thanks and praise through
liturgy and worship as that center,

An experience of beauty, whether in music or nature, can hoth
delight and make the invisible visible. It is this revelatory capaec-
ity that makes beauty a vital subject for theology. Theological aes-
thetics recognizes a relipious dimension in the experience of
beauty, an oceasion of understanding divine nature and activity.
The question of what moves the human heart points to the center
of the spiritual quest—a quest for holiness rooted in the capacity
to know God and the transformation of the seul.

ChristineValters Paintner recently completed her PhD in Christian Spiritu-
ality from the Graduate Theological Union in Berkeley. She currently lives
in Seatils where she teaches theclogy and religious atudies at Seattle Uni-

veraity and is a spivitual director and rotreat leader who uses the arts in
her work, 435 Summit Ave, F #301, Seattle, WA 98104,

IAlgjandro Garcia-Hivera, Community of the Beautiful: Theologica! Aes-
thatics (Collegeville, MM Liturgical 1999) 9,
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The ultimate value that one perceives, often revealed through
experiences of beauty, is lived out in particular ways. Spiritual-
ity’s project of life-integration® brings together gquestions of how
to create a way of life that adequately reflects this ultimate value,
a way made up of particular practices and reflection on what is
held to be good and true and beautiful. In the modern discourse
on ethics, there has been a recent return to virtue ethics as a way
of rooting the moral life in the concept of felos, or ultimate end.?
Ethics intersects with spirituality around telos.

The focus of Benedictine spirituality is on a particular way of
life, centered around spiritual practices that orient the imagina-
tion towards development of o more virtuous character. One of
the main practices that form the structure of monastic 1ife is the
singing of the Divine Office. Hildegard of Bingen was a twelfth-
century Benedictine nun who was abbess of her monastic commu-
nity. Over her lifetime she composed a tremendous amount of mu-
sic to be included in the singing of the Divine Office. At age
eighty, she had a conflict with the prelates of Mainz over the
burial of an excommunicated man at her monastery, Hildegard
claimed that he had been reconciled formally to the church before
his death, but the prelates wanted the body removed from the
burial ground, When Hildegard refused to comply with their au-
thority, they imposed an interdict forbidding her community to

sing the Divine Office. Hildegard wrote a letter in response after
enduring several months without music. This response repre-
sents her more formal reflection on aesthetics, particularly the
central role of music in the daily spiritual, moral, and liturgical
life of the monastery. [ will demonstrate how her theory of music
shows the fundamental connection between spiritual practice and
the cultivation of virtue,
To understand the role of the virtues for Hildegard, it is essen-
tial to understand her larger theological vision of the cosmos and

28andra Schneiders, " The Study of Christinn Spirituality: Contours and
Dynamica of a Discipline,” Christion Spirituality Builetin 6 (Spring 1998) 3.

dAlizdair MacIntyre, a professor of philosophy, revived the conversation
around the role of virtue ethics in his book After Virtne (Wotre Dame: U
Notre Dame 19810 In iL, he describes virlue as relying on the congepta of
practice, nurrative, and tradition, Many Christian ethicists have zinee
taken his work and applied it to the feld of Christian morality, and by ox-
amining the roles that spiritual practice, narrative, and tradition play in
fostering the develepment of the virtues,
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history. T begin this article focusing on iﬁw :zﬂcﬁmnﬁ m..mnﬂm MM.
this vision that are essential to understanding her :.d_ﬁ.m.h mﬂ_uﬂrm
music, spiritual practice, and the development of fﬁ.S__“__m. e
drama of salvation hiztory and the harmony Jﬁﬁnmn.,,u.a ¥ oan
soul. Then I will turn to her role s abhess of a _..__.EE_%MH.:E .35“.
unity, and the ways she lived this role out, H”_E,E_E, arly as spi
itual guide, composer of music, EE. gmn#mﬂnm _.,.:E.r. . o

T will then briefly intraduce .ﬁ&m:ﬂg ann:._.-mﬂin;w :H“.ﬁ pz..,_
standing of theological mmmﬂswﬂnm, ﬂm;.n{_ulx his n_wH;wﬂ HM Mcw
of plory and praise as revealing an OnEoing Emu_u.a”a_,: aﬂmw?ﬂ:_::
and response in the ﬂcn_.r:_“:m“.z__wi_“.,”_cﬂm_ﬁﬁ which finds its ult

ate cxpression in the work of the iturgy.
E‘.ﬁwnﬂﬂﬂw L will turn to an _,:..nm_,m,na:E:m of Hildegard's ,n_,:mcnnv._m.w
music using her famous letter in which xrm.mcm:m c__M.r.wmq LM_
thetics explicitly, rooted again in a sense of history and harmony
between hody and =oul,

HILDEGARD OF BINGEN AND THE MEDIEVAL WORLD

(B)y the one thousand and one hundredth year E_._,_NMQH F.Enaﬂmﬂ
tion of Christ, the teachings of the bﬁcmﬂmmm.aq.ﬂ& the zﬁ:_‘_,wh ) )
teousness which He had established in E.:.Emﬁjm and :.“. LH‘_U spLr
itual began to slacken and titrn to watering. iVita, Book

These are Hildegard’s own words describing the n.cq:mx,n af Hﬂa
times in which she was born, ﬁf:.n,_ an.c_ﬁ s.H.__fzmw,i. ._r
twelfth century portray it as a time of renaissance and M.rnms.ﬂ“
Hildegard evakes a sense of decline, .m:m mmmmﬁjcn the :Eu.m B
lived in as “an 'effeminate age’ in which ?n w_nwhznﬁmm .ﬂn.g..rﬁ._wﬂ
glected, the clergy 'lukewarm and m:mmmhm:._ and :S. F _w:m. ,,nm,
people ill-informed.”* The time in which m;ﬂ_mmm..mﬂ_ liw mm wis ,m
period of transition and erisis, .Hrm. unity of Christen c_.:wwm_ﬁ
peared to he threatened with rﬁﬂn_..__m:ﬁ disaster. .q_:_,. EH.H.? :n.
posed a challenge to the old order included the rise .c_u.a;mmw mﬁﬁ
commerce, the intellectual challenge to m_,;:cﬂ_ﬂ of Pe mm
Abelard, and the doctrinal challenge posed by a rampant sprea
. ﬁmw_wﬂwwn was interested in eschatology, and her nxﬁrnm;aﬂ_ of
theology in her visions reveals the way in which she locates her

4Rarbara Mewman, "ntrodoction,” Seivies, Mother Columba Hart,
trons, (Mew York: Paulist 19900 12,
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own birth and prophetic calling in the broad sweep of salvation
history. She was not seeking radical change in the church; rather
she challenged the abuse of authority. She remained entirely or-
HES., in her theology, vigorously defended classical monasti-
cism, supported the aristocratic privileges of her nuns, and was
not sympathetic to the newer spiritual movements of her time.®
She claimed her authority in response to God, whom she called
the “Living Light." The fact that God would have to eall a woman
to take care of what the clergy had failed to do (that is, to teach
the Seriptures and proclaim God's justice) was a sign to Hilde-
gard of just how bad things had become.

HILDEGARD AND THE DRAMA OF SALVATION

But Faradise is the place of delight, which blooms with the fresh-
ness of flowers and grass and the charms of spices, full of fine
.wn.uﬁm nﬂﬁ dowered with the joy of blessed souls, giving invigorat-
ing motsture to the dry ground; it supplies strong force to the
earth, as the soul gives strength to the body, for Paradise is not
darkened by shadow or the perdition of sinners. (Scivias I 2.28)

In the opening Declaration of the Seivias, her famous first book
of visions, Hildegard proclaims: “These are true visions flowing
from God.” She received these visions from the time she was a
young child, and they survey the course of salvation history from
creation and paradise to the final judgment. She doscribes two
-.E.u..._m of seeing: the first is “the reflection of the living Light,” in
E_.:n_... she perceives human forms and architectural models and
then interprets them with a voice from heaven. The world she
sees is symbolic and allegorical, with everything in creation hav-
ing some deeper significance. It appears to her in order to instruct
and to teach, so that her visions might be made visible and audi-
ble to all, The second is “the living Light" itself in which all sor-
row and anguish leaves her. She perveives her visions with inner
eyea and ears so that the invisible realm becomes visible to her
inner spirit. She describes the visible and temporal as a manifes-
tation of the invisible and eternal.

Hildegard's vision is of a primordial paradise from which
}m_u.E and Eve fell and from which the whole history of salvation
gains its reason and impetus, The first book of her visions,

_WMH__M_"_F Sheldraka, 8.., Spirituality and History (Maryknoll, NY: Orbis
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Seivias, centers on the Creator and creation, beginning with the
creation and fall. She describes the fall of Lucifer and his angels
and the fall of humankind. Adam and Eve are cast out of Par-
adise where they were sinless, It was the devil who “cast out
Adam and Eve by his deception from the seat of blessedness and
thrust them into the darkness of deception.”® Human disobedi-
ence causes all of creation to rebel and destroys the original har-
mony that existed. The universe is presented as a cosmic e
which has a symbolic layered structure, in which God sustains
powerfully contesting forces in a delicate balance. God also set
Angels and Archangels, Powers and Principalities, and Virtues in
place for the assistance and help of human beings.

The second book of Scivias focuses on the Redeemer and Re-
demption, She transforms the Genesis narrative by describing a
flower that Adam was supposed to pick, rather than the forbidden
fruit he was supposed to avoid. In this way she focuses on obedi-
ence as n positive good that Adam rejected through the Devil's
eounsel. She deseribes Redemption as proceeding in gradual
stages—beginning with the night of sin illuminated by the patri-
archs, then the prophets, John the Baptiit, and finally Christ
bringing the radiance of dawn. Christ's passion and resurrection
redeem Adam,

The third book deseribes the history of salvation which is sym-
bolized by a building in her visions. This edifice represents the
course of salvation history, as well as the doctrines and virtues
that every Christian must believe in to be saved. She then de-
scribes the last days, the fall of the Antichrist and the last judg-
ment in which a new heaven and new earth are created. She con-
cludes this vision and the Scivias with a Symphony of Praise that
farms an early version of some of her musical compositions and
her morality play.

The drama of salvation has two perspectives: the first is set in
time and focuses on the soul’s exile in a fallen werld and the
struggle of the elect against evil. The second is the inherent struc-
tures of latent goodness of the natural world and of life itself. Her
visions point to instruction in how to work towards the final
regtoration of the harmony of divine order in which Christ and
the virtues play a centyal role.

6Sciviay 12.10.
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HILDEGARTYS VISION OF BODY ANT SOUL

But o person has within himself three paths. What are they? The
soul, the body and the senses; and afl human {ife is led in these,
How? The soul vivifies the body and conveys the breath of life to
the senses; the body draws the soul to itself and opens the senses:
and the senses toueh the soul and draw the body. (Scivias [ 4.18)

As did many medieval writers, Hildegard celebrates harmony
in the different aspects of her work. For her, this harmony ex-
tends all the way to the relationship between the soul and the
body with its five senses, which for many in medieval times was
an inherently antagonistic relationship, Hewever, her visions re-
veal an understanding of how the integration of the body and the
soul i total, yet still helds tension. In addition, they reveal the
body and the senses as inherently good and offer the human crea-
ture the capacity to receive divine beauty and rocognize God,
while the senses can also be seduced by evil.” Like her medieval
contemporaries, she condemns acts of the flesh which put a love
of the world and flesh above love for God. Body and soul can be at
pdds with each other and weaken a person's faith, Despite the
denigration of the flesh and its desires, Hildegard's writings are
also filled with examples of the body and soul acting in unity.

In the celebration of the sacrament of Communion, she de-

seribes the integration of both the visible and invisible aspects of
the human heing:

The human soul, which is invisible, invisibly receives the zacrament,
which exiats invisibly in that oblation, while the human body, which is
visible, visibly reeeives the oblation that visibly embodies that zacra-
ment. But the twe are one, just as Christ is God and Man, and Lhe ra-
tional soul and mortal flesh make up one human being.*

The two are one; body and soul are interdependent. The soul
laments over the body's strugples, its “filth, licentiousness and
wantonness of conduct,” but alse recognizes its life-giving link to
the body: “T am the living breath in a human being placed in a
tabernacle of marrow, veins, bones and flesh, giving it vitality and
supporting its every movement.”? The problem of sin is not inher-

1Jan. 8. Emerson, “A Pogtry of Seience: Relating Body and Soul in the

Scivias” Hildegard of Bingen: A Book of Ersays. Maud Burnett Melnerney,
ed. (Mew York: Garland 1908) 77,

ASeivias 11 6.14.
ASeivins [ 4.4,
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ent in the body or the senses, but in how :5_,., are used, In this
sense she has a very positive anthropology, w_E”f__Em that T:EE.H
beings were created with the ability to choose God freely, H.T._u Fal
was the result of a transgression, the :.,d_Eﬂ: person deceived by
the Devil, perverting the five senses from their true purpose.
“The Holy Spirit breathed on them ithe five senses) mn.;. ﬂ_EE_m.m
good; for with the five senses people can regard the j.:.:mwﬁ of Thi-
vinity and discern both good and evil."1" In EEz,ﬁﬁ.. vision, she .&m-
acribes the five wounds of Christ as _EE.WE.U.N the _._;..m
senses. M Both the Holy Spirit and Christ play a mﬁﬂ&nmnﬁ rale in
sanctifying the scnses, making them capable of goodness and
working with the soul towards its proper gaal, |

Hildepard uses the image of sap flowing through a tree .5 n__.c-
seribe the ways in which the soul rules the body by .ﬂ.,:m.;ﬂn it.
The self is redeemed through the bady and ,q.EE working together
in cooperation. Deeds were important for m_.EmmE.%. the ncEEﬂ..
tion of a person with their five mmﬂmmm_ﬁza with the virtues results
in the person who would “bear fruit.’

HILDEGARD AS ABBESS

And I heard a voice from the true light naa.wa.m to me: ,H._}._w_.ﬂn__m.f
Spirit effected most brilliant gifts and mystic inspirations n m,_
Benedict, so that his mind glowed with the love af God, a.:_”m by his
virtues he shone like the dawn. (Introduction, Explanation of the
Rule of 5t. Benedict)

In her visions, Hildegard extols St. Benedict with highest
praise; “For Benedict is like a second ﬁﬁ¢w. R Eu.q mﬁ.ﬁﬁw
Benedict by the sweetness of the Holy Spirit's 5&33?:5 mace
the plan of this arder a separate and _n.,:.w_H,_._EEU which _unwc.qm him
was an exceedingly hard way of life.”"" His Rule provided a
framework for monastic discipline and the mﬂ.nn#s.wm M.:E .m.cmmm m.:,
her spiritual life. Her praises of his virtue lends insight inta H.H_m
significance for her. In the opening of tﬁ Prologue ta his Rule,
Benedict hegins with the command to “Listen E.E.E:H my £om,
to the master's instructions, and attend to them with the ear of

105eipias 111 2,22,
UEeivins [ 6:3,
1280 fvins 111 3.3,
135 pipfas 11 5.20.
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your heart.” Hildegard ends each vision in Book 111 of her Scivias
with a similar command: “But let the one who has ears sharp to
hear inner meanings ardently love My reflection and pant after
My words, and inscribe them in his soul and conscience. Amen."
At the heart of Benedicline spivituality is an ohedience to the
command te listen deeply to the Word of Gad and to allow what
one hears to transform one's heart and soul.

Hildegard wrote a commentary on the Rule of 8t. Benedict at
the request of another Benedictine comnmunity, as she was a rec-
ognized Benedictine authority in her time. Hor commentary fo-
cuses more on the dimensions of practice in the Bule than its the-
ology. Her comment that “(njothing is lacking in it [the Rule] he-
cause it was done and completed in the Holy Spirit"" reflects the
fullness of the Rule for Hildegard's spiritual life and vision,

Hildegard was an extraordinary woman who has been de-
seribed in a varviety of roles: visionary and mystic, theologian,
prophet, poet, artist, medical writer, correspondent, COMPOsCT,
and dramatist are all titles that can be aptly applied to her. We
might understand the importance of the Rule in her life when we
understand the central role she played: “Hildegard acted in her
world fundamentally as an abbess, Though she spoke as the
mouthpiece of the ‘Living Light, she understood herself as
charged with the care of souls, in her own community and amaong
Christians at large.”'® As abbess she acted in many capacities
that helped her to fulfill her role as a divinely charged guide of
her Sisters in the school of virtue of the munastery. Two central
roles on which I will focus here are Hildegard as a composer of
music and as a teacher of virtue,

COMPOSER OF MUSIC AND THE DIVINE OFFICE

Thus, O hwman, you see the lucent sky, which symbolizes the bril-
liance of the joy of the citizens of Heaven; in which vou hear differ-
ent kinds of music, marvelously embodying all the meanings yon
heard before, You hear the joyous citizens of Heaven, steadfastly
persevering in the ways of Truth, and luments calling people back
to those praises and jovs, (Seivias [T 13:10)

VHildegard of Bingen, Explanation of the Hule of Benedict, Hugh Feiss,
intro. and trans, (Toronto: Peregrina 1990) 18,

15John Van Engen, *Abbess: ‘Mother and Teacher” Veice af the Living
Light: Wildegard of Bingen and Her World, Barhara Newman, ed, (Berke-
ley: U California 19981 30.
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For Hildegard, the heavens were filled with an ongoing nﬁmﬂ.
tia]l concert. The making of music was a n_,:__‘__, E.&. E._.m rmmin. %
praise and joy. One of the defining mn,ﬁ.,Ezm ol E.Eu.ﬁmrn H_E was the
communal singing of the Divine Office, .?,sﬁm.Em 1.5 v?ﬁﬁ%wm
and focus for the nuns' daily lives. The Sisters were 1mmer mmH in
Seripture through the Office. All one hundred and fifty ﬁmw “ﬂm
were sung cach week through E..__n regular _.,_..wwﬂajﬂmuwm M_n_ m
eight daily Offices as E.mmni_.:.wa in the Benedictine m,c e. ; ﬂ“
complish this, the memorization of the psalter was a vil __u_m w.
universal monastic requirement. It was monastic commonplace
that the Office of singing pleases God. ._.EH Ecbwm_ _,Em. HE.:m juin
the choirs of angels who sing God's praise without ceasing:

T ies. as vou hear, are singing with marvelous voices
Wﬁ.%ﬂk*”rcﬂ_ﬁ”HH_MMM::. the Ec:m,n_.m .ﬁ___.Eﬁ Dm__,._. ....::..r.m. in w_r.,mmn.u&.mcﬁw.
by which God is magnificently glovified, For spirits _F.cMmmn u.__M__:EM
power of God make known in the heavenly Emﬁnm. by E_.nm..mz. i
sounds their great joy in the world of Ea_._.._.E. Z..Eﬂ God per ._E.. 3 in ZH“
anints; by which the latter ﬁal.::mq H.._.EMEJ_, T_:_., mn__umﬂ:m i in th
depth of sanctity and rejoicing in the joy of salvation,

Hildegard contributed directly to the shape of this mzsm ﬁncwﬂmﬁ.. ﬂ.,
composing music, despite claiming to sm E.H,E_,ﬁ:w. ._urmm.anum -
ared her music, like her visions, to ,:n Emﬂ:ﬁm by God, Singing
was central to her understanding of what it meant to be a m.mn.¢-
dictine. The Office each day combined " the language of mn.ﬂEE ,
the instruments of the body, and the .,n_wnp#w of .ﬂ.:.. spirit to J..“
struct inwardly"'" so that the nuns might perceive the :mﬁmw 5
harmonies. The celebration :_;..mgamm depended on a priest, but the
v exclusively to the nuns.

Gmﬂnﬁ”“ﬂmﬂﬁ%:ﬂnu “the w.rﬁh..;: goul is aroused to watchful-
neys. "' Music was thought to bring abeut a mﬁﬂmm%mﬂwi aﬁu:ﬂm&._
playing a central role in ﬂwc.ﬁamn.n conversio, Music ﬁnﬂﬂﬁﬁm.

the indispensable function of affecting the ,:?.,:..ﬁ...H: a:wn o :ﬂ, ..:m
gions, Hildegard writes: “For the song of H.ﬂo_n_:m 80 E.wm ! MMHH

hearts, and draws forth tears of Sﬂﬁz:nﬂnz_ and JE.; @M : M
Holy Spirit."!* Thus she provides an image of the ways in whic

168 fpins I 6211,
LTan Fngen 47.
188 twias TIT 13,13,
98 eintas [T 13,14
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music changes people by softening the hardness of hearts, invol-
ing tears and the Spirit.

Hildegard's sacred songs fall into two large categories. One is
the Symphony of the Harmony of Celestial Hevelations, which is
her cycle of all extant liturgical pieces. The second is her morality
play, the Ordo Virtutum. She did not compose much for the Mass,
but mainly antiphons, responsories, and hymns for the Office,*”
Margot Fassler notes that the final responsories Hildegard com-
posed were the most elaborate pieces. It was custom ary for the
abbess to intone these, reinforcing her liturgical role as head of
the community *!

In the final vision of the Scivias, Hildegard incorporates music
te end her work in a symphony of the blessed, a triumphant cho-
rus of praise proclaiming the power of music to move the human
heart.* Following the symphony in her Seivias is an garly ver-
sion of her morality play, the Ordo Virtutum. In it, the queen of
the virtues is Humility, reflecting the emphasis of Benedict's
Rule. The play depicts the microcosmic struggle of the soul, the
process of falling into sin, and conversion to the virtuous life. It is
set entirely to music, except for the devil's speeches sinee he is in-
capable of song as a spirit in opposition to harmony. On one level
the play iz a defense of monastic life and an expression of the im-
portance of chastity to that life. On another level, it presents the
challenges of sin faced by every soul. The virtues are the soul's
guides; repentance and purity of heart matter for everyone, not

just for nuns.® It is the celebration of ohedience following upon a
period of the soul's revolt, In the play, the Anima returns to
Queen Hurmility, with the shouted words of the Devil giving way
to the chanted symphony of the Virtues and the returned soul,

20The genre most fully represented in her musical work is L antiphomn
{well over half of her compositions) related to the practice of pzalmody. Tn
atandard medieval usage, the antiphon is sung Lefore and after each paalm

in the office, The psalms are chanted alternately by two half-choirs, and the
antiphons sung by the full choir,

HMargot Fagalor, “Cumposer and Dramatist: ‘Melodions Singing and the
Freshness of Remorse',” Voice of the Living Light: Hildegard of Bingen and
Her World, Barbara Newman, ed, (Berkeloy: U California 1998) 153,

E2These fourteen pieces include seven antiphons and seven [&8[ONEITIRS

for the Virgin Maory, and the angels and hierarchy of heaven, which were
later included in her Symphonia.

YiFasslor 169,
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TEACHER OF VIRTUE AND THE MONASTERY

This is to say that in this tower, that is in the m_mx,:mﬂ_m of m_mm nm._.,-
clumetsion, there are five strong virtues; :.ﬂ,.wu that Er.__ﬁ. virte {5 m.hz_,
fng form in itself, but a _;__,:_h_mnw:..m?:, given by mc&. thet mbwq.ﬁ_w
forth in human deeds. For humanity ts .ﬂ._m_..___“”mn.nmnw. by virtues, which
are the deeds of people working in God. (Scivias 1T 3.3)

Within the drama of salvation history, God provided the “bril-
liant star” of virtue to be made manifest in _"r.ﬁ deeds of people,
Hildegard saw the monastery as a school for virtue. The purpose
of the virgin life and instroction in the m::... was .,.:.EmE?mﬁ nr.m
virtues in one's own living, Her role as spiritual guide was to di-
rect zouls toward virtue and a love for God, As nvu.nmm she would
have been considered a teacher in the struggle against the seven
vices. She had a realistic understanding of the .,..,mw,..,m.wm:mmm of
humans, She expected and saw in her Sisters the testing of the
will and desire that is a part of religious life.

In her visions, she provides an extensive qnm,nam_,.p. .s.m the
virtues personified, prezenting a ﬁ:mar.._nu__. of the E:wm_ life, “E,qm
Virtues present themselves in her _m.n._..:h.«mh as _.n.n_,n.mn__ in God: “We
virtues are in God, and there we ahide.”** The rmf:. virtus Em_m..:.m
energy or power as well as virtue, H.mr_nm.uﬂ.m sees virtue as a m_.
vine .n_am_E. that becomes operative in ,.E:En m_.uEm and fully in-
carnates itself in right action; it is a synthesis of grace and moral
effort.”* Human cooperation is required for the Virtues to .{..E.r.
Hildegard believes the virtuous life is always a cooperation of
God with human effort.

THEOLOGICAL AESTHETICS

Th the Trinity be praise! God is musie, God is life that nurtures ev-
ery creature in its kind, Qur God s m..___E SONg af the nz..mi. throng
and the splendor of the secret ways hid from all ._ﬂ_ H._E::%EB bt
God our life is the life of all. (Antiphon for the Trinity)

Beauty and the Beauwtifiel

Alejandro Gareia-Rivera describes theological aesthetics as
hest understood in terms of a dialectical vision and process. It w_r
ging with the recognition of Beauty as the radiance that origi-

H&Scivins 111 1359,
UNowman, Scivins 37,
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nates in God. This recognition prompts Hildegard to proclaim
that “God is musie, God is life” as well as “the splendor of the se-
cret ways,” pointing to Beauty’s quality of mystery. Tt is this orig-
inal Beauty that reveals what is invisible through the beautiful
and unveils something of the divine nature. It also points to the
relationship God shares with humankind and our capacity to
know God, Beauty as a noun is the abstract quality of Beauty,
The beautiful is the sensual quality of Beauty.

The mystery of Beauty resides not only in its absolute origins
in a transeendent God, but also in the fact that this Beauty is for-
ever reaching out to the finite human creature, desiring to be
known and loved in intimate relationship, How can the finite
creature name the nameless, perceive the imperceptible, and
make visible the invisible? Human life is seen as worthy in the
human capacity to know God %8

Glory and Praise

The dialectic of theological aesthetics is between the categories
of glory and praise. There i3 an ongoing dialogue in the reception
of the beautiful by the limited human heart, moved to awe and
wonder, thanksgiving and praise. The returning of thanks is the
ultimate aesthetics of human work that may be described as
liturgy. Glory affirms Beauty’s ohjectivity, its original radiance
that cannet be contained, Praise is the human subjective re-
sponse, moved by a power beyond oneself. Liturgy is the human
art that receives glory and returns praise.

This understanding of glory and praise points to the dialectical
nature of worship which begins with the initiation by God and re-
sults in the free respmmse of persons. The human role in and for
ereation is the humdn capacity for praise. Garcia-Rivera de-
seribes redemption as “the fullillment of Glory's demand, i.e., the
entire creation participating in a liturgy of praise.”*” Theological
aesthetics is rooted in a dynamic understanding of God's activity
in the world, and conversion as an ongoing process. The heart's
reception of Beauty moves it to praise, towards what the human
persan was ereated to be, Hildegard's own theology reflects this
positive regard for the human being created with the capacity for

HGarcin-Rivera 11,
Marcia-Rivera 19,
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God. Indeed, for her it is the heart and purpose of the _ﬁ___,E.:n.ﬂ of
salvation for humans to be moved to an unending hymn of praise,

DIMENSIONS OTF HILDEGARD'S THEQRY OF MUSIC

O beloved son whom I bore in my womb by the might of the cir-
eling wheel of the holy God who created me and formed all my
limbs and laid in my womb all manner of musie in all the flowers
of sound: now a flock of virgins follows me and you: help and save
them, dearest son, (Song of the Virgin to Her Son)

In 1178, at the age of eighty, Hildegard had permitted the
burial of a nobleman who had once been excommunicated in the
congecrated ground at Mount St. Rupert. As a result, she would
face one of the most bitter conflicts of her lifetime, The prelates of
Maingz ordered the corpse exhumed and east out of the cemetery,
under threat of Hildegard's own excommunication. Joseph Baird
describes the motives of the prelates as suspect, however, because
of the swiftness of their actions while the archbishop was away in
Rome and Hildegard's own ability to identify eyewitnesses who
could confirm the nobleman’s absolution before his death.”® For
Hildegard, to ohey the prelates and violate the body that was
buried in holy ground would have been to disobey Ged, In ﬂ.:...
“protocol” of her canonization,* it is noted that she made the sign
of the cross over the tomb with her staff, and all traces that would
have identified the tomb's location disappeared,

She received an interdict from the prelates, one of the heaviest
penalties the church could impose, which specifically wa.lumm_u ._ﬂwpm
nuns to celebrate the sacraments or to sing the Divine Cifice
(they were allowed to continue to read the Office). The wﬂ._&ﬂ&ﬁ
had heen in place for several months, During this long silencing
of music, the first since her childhood, Hildegard received visions
and refiected formally on the meaning of music and its place in
the divine plan. She wrote a very stern letter to the prelates at
Mainz, which is about three pages long in its English translation.
Joseph Baird describes this as the most famous and Eﬁlmsmnam_u of
her letters, hecause of the development of her theory of musie™ It

BT Letters of Hildegard of Bingen: [, Joseph Baird, trans, (Mew York:
Oxford 1 1984) T49-H0,

28Hildepurd of Bingen was never formally canonized,

d0Haird T4,
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is significant that, in her letter, she objects more vehemently to
the silencing of chant than to the loss of the sacrament of Com-
munion,

Peter Dronke, who offers one of the more substantial commen-
taries on this letter, emphasizes the public shame Hildegnrd and
her cammunity would have undergono because of the interdiet.
Hildegard’s letters indicate that her reasons for enduring this hu-
milintion were because the Living Light told her that to violute
the body was to disobey God

. She begins the letter by claiming divine authority: it is i ques-
tion of the primacy of her conscience. She describes the vision she
q__..nn_,.__n.n of what would happen if she allowed the nobleman to he
m_m._m_.g_.-,mn_ “a terrible and lamentable danger would come upon
us like a dark cloud betore a threatening thunderstorm.” She does
not wish to be totally disobedient to her ccclosiastical superiors
so she had ceased the singing and roception of Communion in _..3_
monastery. This resulted in making her and her nuns "greatly
distressed and saddened.” ** However, she received another vision
m.:.:_ nmum, describing the serious danger of following the interdict.
This vision prompts her formal protestations to the prelates,

Hildegard charged that the silencing of her community's sony
threatened the stability and purpese of the nuns’ lives, She nlan
offers a prophetic warning that it threatoned {he very souls of the
uﬂnr_.h_wm__eﬁ and his prelates because of their unjust actions. She
im ,_u____.rﬁ that by depriving God of his just praise, the prelates were
a...._:._._w the devil's work. Those wheo unjustly prohibited God's
singing and “despoiled God of His honor and glory will lose their
place among the chorus of angels."™ Dronke says of Hildegard:
"What she will not tolerate is any affront to that symphony of the
heavenly and the earthly which had become consubstantial to her
way of m.n.um?_sm truth."" This letter offors striking proof of the
ﬁmuﬂqa_ importance of ginging for Hildegard and for her commu-
nity.

_,._nq letter goes beyond merely reprimanding the prelates for
acting against God's desires. In the remainder of her letter she

MPetor Dronke, “Hildogard of Bingen,” i
D ; gen,” Women Writers of the Middle
Ages: A Critical Study of Thrts from Perpetua (d, 2031 to b (
fd, 1310) {Cambridge 17 1984) 196, 4 : i L
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describes two primary and interrelated funetions of music: as a
way of understanding history and as cosmic harmony belween
the visible and the invisible, in which human beings can still in-
carnate heavenly beauty in an earthly mode.

MUSBIC AS A WAY OF UNDERSTANDING HISTORY

When we consider these things carefully, we recall that mon
needed the voice of the living Spirit, but Adam lost this divine
voice through disobedience. For while he was still innocent, before
his transgression, his voice blended fully with the voices of the an-
gels in their praise of God., Angels are called spirits from thet
Spirit which is God, and thus they have such voiees by virtue of
their spiritual nature, But Adam lost that angelic voice which he
had in paradise, for he fell asteep to that knewledge which he pos-
sessed before his sin, just as a person on waking up only dimly re-
members what he had seen in his dreams. (Letter 23)

Hildegard's theology of music was rooted in her understanding
of history as the drama of salvation. Barbara Newman desecribes
Hildegard's reflection on the full of Adam as "her most original
contribution to the theology of music.”® In paradise, Adam had
an angelie voice, The voice of fallen humanity is only n dim reflec-
tion: “Ifor, before he sinned, his voice had the sweetness of all mu-
sical harmony. Indeed, if he had remained in his original state,
the weakness of mortal man would not have been able to endure
the power and the resonance with his voice.” Satan drove man
from the celestial harmony and is “terrified” at seeing humans
sing through God's inspiration. The devil, hy eontrast, has no mu-
sie in him at all; he is the ultimate unmusieal spirit. He is always
trying to confound “the sweet beauty of both divine praize and
spiritunl hymns.” She elaims that the devil can even work
through “the mouth of the church itself"™ to thwart human ef-
forts at music, a comment clearly directed at the prelates them-
selves. Hildegard saw music as “quintessentially human;"%" we
were never meant to live without it

God reatores souls by “infusing them with the light of truth,” It
is through Ged's outpouring of the prophetic spivit and interior il-

FBarbora Newman, “Introduction,” Symphonia, (Ithaca: Cormell U
1988) 25,

Bl atter 23,

ITNewman Symphonia, 25,
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lumination that humans are able to recapture a fraction of
Adam's knowledge and voice before the Fall, Indeed, for Hilde-
gard this was the calling of the prophets—to be inspired by the
Spirit to compose psalms and canticles “by which the hearts of
listeners would be inflamed."® Music could both express and
awaken the prophetie apirit,

Hildegard also saw music as the supreme embodiment of joy
and the way to re-integrate the lost human-heavenly connection,
Music allows one to “recall to mind that divine melody of praise
which Adam, in company with the angels, enjoyed in God before
his fall,"* Hildegard describes music as “a reminiscence of Eden
and a foretaste of heaven.”** To silence music was to create an ar-
tificial rift between heaven and earth.

Central to this re-intepration of human and heavenly iz the In-
carnation: Christ himself incarnates musie. The Incarnation is
the embodiment of music itself, bringing together what nover
should have been separated. Her letter points to music as central
to redemption, the beginning of salvation and the return to Par-
adise. Christ's role is made more explicit in the music she com-
posed. Her hymns to Mary celebrate the celestial musie contained
in Mary's womb. In her Hymn to the Virgin, she proclaima:

And your .iaﬂ,n. held joy when heaven's / harmonies rang from you,fa
maiden with child by God, / for in God your chastity blazed, . . . Eccle-

aia, flush with rapture! Sing / for Mary's sake, sing ¢ for the maiden
sing / for God's mother. Sing| u

mm:._.m_mlﬁ in the Song of the Virgin to Her Son, Mary is singing in
praise of God who “laid in my womb / all manner of music.” From
the moment of conception, the Christ child embodied the heay-
enly harmony. In the Antiphon for the Redeemer Hildegard peti-
tions: “0, life-blood of the maker, / searlet music, salve our
wounds.” Christ's very blood is music that acts to heal human sin-
fulness, The mystery of the incarnation in the child of Mary is a
foundational theme for Hildegard. What she celehrates in her
music is “the mystery of God-become-man in the child of Mary.”4!
It is in the act of singing that the incarnation is celebrated and
experienced. This emphasis on the incarnation is deeply con-
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nected to Hildegard's other emphasis on the role of music in her
letter: the union of body and soul in praising God,

THE SYMPHONY OF VISIBLE AND INVISIBLE, INTERNAL AND EX-
TERNAL

And berause sometimes a person sighs and groans at the sound of
singing, remembering as it were the nature of celestial harmaony,
the prophet, aware that the seul is symphonic and thoughtfully re-
flecting on the profound nature of the spirit, urges us in the psaim
to confess to the Lord with the harp and o sing o psalm to him
with the ten-stringed psaltery. His meaning iz that the harp,
which s plucked from below, relates to the discipline of the body;
the psaltery, which is plucked from above, pertains to the exertion
of the spirit; the ten chards, to the fulfillment of the low, (Letter 23}

This passage speaks to Hildegard's understanding of human
nature and our capacity for music as rooted in the symphonic na-
ture of body and soul, reflecting the symphonic erganization of
nature, For Hildegard, the experience of the divine unfolded in
the manner of music: “She saw the entire universe as one great
celestial symphony from whose tones one could intuit divinity
and life directions.”** The human sympheny of voices reflected
this reality, and directed heavenwards was a means of bringing
the lost human-heavenly condition alive again, Music “leaps up
to God," not by overcoming its physical components, but in the act
of affirming them.*

This points to the other important dimension of her aesthetics,
which is the harmony between body and soul as central to mak-
ing the invisible visible. In this relationship external, physieal,
sensual things can teach about internal ones, In referring to
Paalm 150 commanding praise with trumpet and harp, Hildegard
reflects; “These words use outward, visible things to teach us
about inward things. Thus the material compesition and the
quality of these instruments instruct us in how we ought to give
form to the praise of the Creator and turn all eonvictions of our
inner heing to the same”** Words and music unite to create an
aesthetic whole and ean form us in virtue. In her Grdo Virtutum,
the virtues were personified and expressed themselves in song,

“2Emerson 92.
AlDronke 198-990.
i etter 23.
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the antithesis of the devil, In her visions, “the words symbalize
the body, and the jubilant music indicates the spirit; and the ce-
lestial harmony shows the divinity, and the words the humanity
of the Son of Gad,"** Music uses the hody and its senses to teach
about the nature of the soul. Body and soul, when integrated, act
toward their fitting end: “The body is the vestment of the spirit,
which has a living voice, and so it is proper for the body, to he r.H
harmeny with the soul, to use its voice to sing praises to God,"*"
Vocal chords and musical instruments help to unite the body with
the soul in the act of praise, In this way sensual reality can teach
about the interior life, and art serves o didactic funection, Unlike
many patristic and monastic writers, Hildegard was untroubled
by the sensual beauty of music, Barbara Newman describes Au-
gustine’s attempts in his Confessions, to distinguish between the
wholesome text of psalmody and the “dangerous seductive
melody.” He was unable to separate the henefits of one {rom the
perils of the other and eventually gave up his effort. Hildegard
however, never even tried,?’ _

Despite the passion and poetry of her words, the prelates per-
sisted with their interdiet. Upon receiving no resol utien, Hilde-
gard wrote a letter to Christian, the Archbishop of Maing, e did
finally reply in March of 1179, six months before Hildegard's
death, Writing from Rome, he allowed the interdict to be lifted.
He turned it into a legalistic question, requiring Hildegard to pro-
cure witnesses to testify that the man had died in prace with the
church, This relief did not come without his own chastisement of
Hildegard's actions, He claimed that she “disregarded the outery
of the clergy and acted as if this would cause no seandal which in
the Church is a very dangerous act, since the statutes of the holy
fathers are inviolahle

CONCLUSION

We .H.mE_.m now to the two questions with which we hapan:
What is the purpese and end of human life? What maves the hu-

man heart? Both questions are rooted in an understanding of con-
version as the heart of the spiritual life: the moral moveneanl
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from who we are to whom we should hecome, and the aesthetic
mavement of what it 15 that inspires the human heart towards
this transformation, Conversion was contral to the moenastic life,
as it continues to be, Hildegard's vision of the seul as symphonie,
created to praise God, integrates spiritual, moral, and aesthetic
coneerns. Our opening quoetation from Hildegard suggests that
the ongoing praise in song of the liturgy was her understanding of
the whole of life as consummated in worship. The heart of the re-
lationship between Creator and created is this dialectie of glory
and praise, forming the human person in virtue,

Alisdair Moclntyre ends his work After Virtue by drawing
some parallels belween our own age in Burope and North Amer-
ica with the period in which the Roman Empire declined into the
Dark Apes, He claims that we have reached a similar turning
peint to the one that inspirved the development of monasticism, in
which we need to construct local forms of community to sustain
the moral life in a “new dark ages.” His concluding statement is
that we are waiting “for another, doubtless very different, St.
Benediet.” ¥ Yet, perhaps the Benedict we are searching for is not
an different. In recent times, there has been a remarkable appro-
priation of Benedictine spirituality in eontemporary life for lay
people outside of 2 monastic setting, This is witnessed by a Nouar-
ish of books published on the subject; monasteries are baoked up
months in advance by lay people seeking lime for retreat. The
practices of the monastic tradition are still vital both within and
beyond the monastery walls, The framewurk provided by the
Rule provides a model of & way to center our lives on God in a sec-
ular world, integrating the experience of beauly in the Divine Of-
fice with the development of virtue.

This integrated vision of the spiritual, moral, and aesthetic di-
mensions 15 complemented by a holistic vision of the role of hody
and soul in spirituality. Hildegard provides us with insight into
an incarnational spirituality that truly reflects the sensual and
gpiritual az unified in creating a way of life that moves ux to-
wards our fefos of praising God.

The spiritual life iz also seen as dynamic with its ongoing
movements of glory and praise and relationship belween the in-
vigible and visible, Music has the power to evolke an expanded
state of awareness beyvond what seems most apparent, peinting to
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the importance of multiple modalities of Christian spiritual cxpe-
ricnce. Hildegard's spirituality reveals a God who wishes to be
known and loved by human creation, a God who created us with
the capacity to praise God. Hildegard invites us to re-imagine our
lives in terms of our potential for beauty and goodness, “(hler use
of language reflects . . . . her exultant sense of the beauty of the
physical world, the beauty of music, the beauty that is possible in
men and women.” *” She invites us to consummate our whale lives
in prayer, to offer God “tireless praise, and with joyful devotion
sing to Him without ceasing.”

i Dronke 200,
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THE EARLIEST COMMENTATOR ON RE:
SMARAGDUS ON BENEDICT'S PROLOGUE

Terrence G, Kardong, 0.85.1.

Smaragdus? of Saint-Mihicl (near Verdun in northeastern
France) is usually considered the carliest commentator an the
Rule of St. Benedict.? The present article will cover only his re-
flections en the Prologue of the Rule; since il covers 44 pages in
the modern eritical edition, this is still o considerable body of ma-
terial.® In what follows, T present a brief biography of Smaragdus,
and then discuss his work on the Benedictine Prologue, Special
emphasis will be laid on his use of the Bihle, but there will also be
notes on the literary style as well as the theological aspects of the
Expositio,

ALTHE LIFE OF ABBOT SMARAGDUS

Smaragidus was probably u Goth from northern Spain or seuth-
western France.! He was born about 770, since he had written a

I'r, Terrence G, Kardong is a monk of Assumption Abbey, Richardton, North
Dakota. He is Bditor of The American Henedictine Revime.

1Emaregdus, referring to o class of green gems, especially the emerald,
is [rom the Greelk, The accent is on the first, net the second, sytlahle (0xford
Latin Divtiornary),

hceording Lo the editors of Sraragdi Abbetis Evpositio in Regulam S,
Benedicti, cd, Alfred Spanoagel and Pius Eogelbert) Corpus Consue-
tudinum Monasticaram (CCM VI (Sicgburg, Germany: T Schmidt 1974)
sxr-nnnd, the work was written shertly after 817, Altheugh a few frapments
of earlier commentariez on BB have been Toamd, the Expositio is the earliest
complete work we have, Bince we have os yet ne Enplish version, all trans-
lationg given here are my own, Fr, David Barry of New Noreia Abbey, West-
cen Austealia, informs me Lhat his Lranslation of the Sxposifio hos been ac-
cepted for publication by Cistereian Studies.

AZinee the entive work runs to 331 pp. in CCM V1L this means the com-
ments on the Prologue eome to 13% of the whele, Seeing that the Prolegue
ameunts to only about 4% of the Rule itself, this means that Smaragdus is
much more exponsive in the early parts than he is in the late ones. See note
57 helow,

“Apparently Smaragdus was a Golhic surname, L. Troube,
Textgeschichie der Regaloe 5. Benedict? (Munich 19100 114, thought Ardo of
Aniune was the author of the Fypositio hecavze he alse bore the name
Smarapdus. The editors of COM VIIT deny this: For one Lthing, Ardo was not
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