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Guy of Saint-Denis on the tones:
thinking about chant for

Saint-Denis c.1300
CONSTANT J. MEWS, JOHN N. CROSSLEY and CAROL WILLIAMS*

a b s t r a c t. This article examines the thinking of Guy of Saint-Denis about plainchant tones as
formulated in his Tractatus de Tonis (c.1300), preserved as the final item in an anthology of texts
that he prepared (British Library, MS Harley 281). It examines his attitude to each of the major theorists
singled out in this anthology. It argues that Guy’s approach to chant combines the practically oriented
writings of Guido of Arezzo with the Aristotelian perspective formulated by Johannes de Grocheio, but
takes that perspective a step further by reflecting on the ways different types of chant impact on the
emotions. Guy was also much influenced by Peter of Auvergne, a philosopher in the Arts Faculty at
Paris committed to developing the teaching of Thomas Aquinas. Careful corrections to the Tractatus
in Harley 281 reflect this ongoing concern to refine his thinking, possibly stimulated by Jerome of
Moravia. His core conviction is that chant modes each have an affective attribute, and need to be chosen
according to the subject matter of the text being sung. Guy criticised the practice of choosing modes
sequentially in liturgical offices composed by those he calls ‘moderns’. Guy argues his case by drawing
on examples of chant from Saint-Denis. A case can be made, on palaeographic grounds, for identifying
him with Guy of Châtres, abbot of Saint-Denis (1326–42) and author of a Sanctilogium that updates
the traditional monastic martyrology by reference to more recent Dominican collections of saints’ lives
in order to make them more accessible for liturgical use.

Sieglinde van de Klundert’s edition of the Tractatus de tonis by Guy of Saint-Denis
offers an important opportunity to reflect on the contribution of a relatively unstudied
figure, concerned to combine traditional instruction about plainchant with new
thinking about the emotional effect of music being developed in Paris in the early
fourteenth century.1 Of further interest is the anthology of writings, put together
under the supervision of Guy of Saint-Denis and concluding with his Tractatus. The
anthology is preserved in a manuscript formerly belonging to the ancient royal
abbey of Saint-Denis and now kept in London, British Library, Harley 281 (hereafter
referred to as: H ).2 It shows extensive autograph corrections that reveal Guy’s
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1 Sieglinde van de Klundert, ed., Guido von Sankt-Denis: Tractatus de tonis. Edition und Studien, 2 vols.
(Bubenreuth, 1998) (hereafter referred to as: Tractatus, ed. Klundert). This edition with introduction
includes a facsimile of the text from the Harley MS. Klundert’s critical edition is the basis for an anno-
tated English translation of the Tractatus being prepared by the authors. We are indebted to Catherine
Jeffreys and Carol Appelt for discussion of issues in this article.

2 Constant J. Mews, John N. Crossley, Catherine Jeffreys, Leigh McKinnon and Carol Williams, ‘Guy
of St Denis and the Compilation of Texts about Music in London, British Library, Harl. MS. 281’,
Electronic British Library Journal (2008), art. 6, 1–34. www.bl.uk/eblj/2008articles/article6.html.
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concern to clarify his arguments in the light of contemporary thinking about what
was considered permissible in the practice of chant. The present study examines
Guy’s attitude to each of the authors he includes within this anthology as a way of
understanding the originality of his approach to liturgical chant, and the care with
which he composed the Tractatus.

In particular, attention needs to be given to understanding the core criticism,
which Guy makes at the end of the first of two books of his Tractatus, of the practice
he attributes to ‘moderns’ of composing liturgical offices by using the eight modes
sequentially, rather than choosing a mode particularly suited to the text in question.
He singles out various Offices to illustrate his criticism, namely of the Holy Trinity,
Mary Magdalene, St Nicholas, St Augustine, St Catherine of Alexandria and St Louis,
canonised only in 1297.3 Guy objects to the way modes were being used without
specific regard for their expressive potential in relation to particular texts. He comes
to this position only through careful reflection on what various authorities have said,
from antiquity to his time.

The first of the two sections that make up the ninety-two leaves of the Harley
manuscript (fols. 5r–38v, covering four quires) is devoted to treatises written by or
attributed to Guido of Arezzo, followed by a Cistercian Tonale. The second (fols.
39r–96v, copied by the same scribe onto eight quires), begins with the Ars musice of
Johannes de Grocheio ( John of Grouchy), followed by the more practical Tractatus de
tonis by Petrus de Cruce (fols. 52v–58r). It concludes with Guy’s own synthesis of
theory and practice in the heavily corrected Tractatus de tonis, which occupies much
of the second section (fols. 58v–96v).4 While van de Klundert helpfully identifies
Guy’s contribution to thinking about the effect of different modes on the emotions,
and in particular his debt to Peter of Auvergne on the impact of music on the senses,
the present study explores Guy’s relationship to existing thinking about music by
relating his Tractatus to the anthology as a whole. In particular, we consider how
Guy’s attitude to chant combines the traditional teaching of Guido of Arezzo with
two distinct stages of Aristotelian reflection relating to music as it developed in Paris
in the last decades of the thirteenth century. The first of these stages is represented

3 See Tractatus, ed. Klundert, 2:55–6. Cecilia Gaposchkin discusses the various Offices written for Saint-
Louis in ‘Philip the Fair, the Dominicans, and the liturgical Office for Louis IX: New Perspectives
on Ludovicus decus regnantium’, Plainsong & Medieval Music, 13 (2004), 33–61. She observes that the
modally sequential Ludovicus decus regnantium, which replaced the earlier, non-sequential Nunc laudare
at Poissy, may well be that commissioned by Philip IV from Petrus de Cruce in 1298. The Office sung
at Saint-Denis in the mid-fourteenth century (Lauda celestis) is modally sequential, but with modifica-
tions; see Gaposchkin, The Making of Saint Louis: Kingship, Crusades and Sanctity in the Later Middle Ages
(Ithaca, NY, 2008); Blessed Louis, Most Glorious of Kings: Texts Relating to the Cult of Saint Louis of France
(Notre Dame, IN, 2012).

4 The manuscript is described by Michel Huglo and Nancy Phillips in The Theory of Music: Descriptive
Catalogue of Manuscripts, ed. Joseph Smits van Waesberghe, Peter Fischer and Christian Maas, RISM,
B/4 (Munich, 1992), 74–8; and by Dolores Pesce, Guido d’Arezzo’s Regule Rithmice, Prologus in Antipho-
narium and Epistola ad Michahelem. A Critical Text and Translation (Ottawa, 1999), 112–14. See also Mews
et al., ‘Guy of St Denis’ and ‘Introduction’ in Johannes de Grocheio, Ars musice, ed. Constant J. Mews,
John N. Crossley, Carol Williams, Catherine Jeffreys and Leigh McKinnon, TEAMS (Kalamazoo, MI,
2011), 12–14.
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by the zeal of Grocheio, writing most likely in the early to mid-1270s (rather than
1300 as often claimed), for describing different types of music as performed in Paris.5

By contrast, the second stage, developed in the late thirteenth century by Peter of
Auvergne, transferred the innovative ideas of Thomas Aquinas about emotions to
thinking about the effects of music on the soul. Unlike Grocheio, who was concerned
with contemporary practice, Guy was concerned to show how new thinking could
help promote appreciation of the great authors of the past. He argued that the choice
of mode for a chant should reflect the character of the particular text being sung,
rather than rigidly following the standard numerical sequence of modes.

This article is structured around analysis of Guy’s attitude to each of the various
theorists and traditions included in this anthology, namely those of Guido of Arezzo,
the Cistercians, Grocheio and Petrus de Cruce, as a way of considering his own
thinking about chant. We then compare Guy to his contemporaries, including Jerome
of Moravia (Hieronymus de Moravia) and Peter of Auvergne, before examining Guy’s
corrections to the various texts in this anthology. In a final section we compare this
anthology to the Sanctilogium of Guy of Châtres, abbot of Saint-Denis between 1326
and 1342, considering whether Guy can be identified with the fourteenth-century abbot
of that name.

Guy of Saint-Denis and the Guidonian chant tradition

As a monk of Saint-Denis, Guy was exposed to liturgical traditions that had evolved
over many centuries. Little is known for certain, however, about whether Saint-
Denis retained older Gallican chants after Romanising liturgical reforms were im-
posed during the reign of Pepin, crowned by Pope Stephen at Saint-Denis in 754.
The attribution of Roman chant to Gregory the Great was a way of authorising its
use.6 The practice of composing Offices in modally sequential form (assigned by
Guy to moderni) was in fact well established in Latin tradition. Richard Crocker
has identified, in a twelfth-century liturgical manuscript of Saint-Denis, Offices that
are modally sequential or ‘numerical’, such as those of the Holy Trinity, the Finding
of the Cross, St Stephen and St Peter, all of which are known to have been composed
in the late ninth century or later. By contrast, Crocker notes that the Offices of many
Roman and local saints at Saint-Denis (such as Cucuphat, Maurice, Denis, Eustace

5 The treatise was dated to c.1275 by Ernst Rohloff in Die Quellenhandschriften zum Musiktraktat des
Johannes de Grocheio, in Faksimile herausgegeben nebst Übertragung des Textes und Übersetzung in Deutsche,
dazu Bericht, Literaturschau, Tabellen und Indices, ed. Ernst Rohloff (Leipzig, 1972), 117–18, but to c.1300
by Christopher Page, ‘Johannes de Grocheio on Secular Music: a Corrected Text and a New Transla-
tion’, Plainsong and Medieval Music, 2 (1993), 17–41, reprinted in Music and Instruments of the Middle
Ages: Studies on Texts and Performance (Aldershot, 1997). The Grocheio text in the Harley manuscript
is reproduced in facsimile by Rohloff. For further discussion of the date of Grocheio’s treatise, see the
introduction to Mews et al., Grocheio, Ars musice, 10–12.

6 Constant J. Mews, ‘Gregory the Great, the Rule of Benedict and Roman liturgy: The Evolution of a
Legend’, Journal of Medieval History, 37 (2011), 125–44.
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and Martin) are not ‘numerical’ in character, perhaps a sign of their antiquity.7 The
composition of such ‘numerical’ Offices suggests that Frankish theorists were think-
ing in modal terms, grouping chants into the eight tones (sometimes called modes),
each with a different final (D, E, F, G), as either authentic or plagal, a process that
happened just as psalmody was shifting away from solo to choral recitation.8 Tonaries
helped monks and clerics to connect antiphons to the appropriate psalm tone for
each mode, but did not offer reflection on their significance.9

Traditionally, the dominant assumption, articulated for example in the Dialogus
de musica (c.1000), erroneously attributed to Odo of Cluny, was that a ‘tone or mode
is a rule that judges any chant by its final’, an assumption repeated by Guido of
Arezzo.10 Although Guido did comment in passing on particular qualities (pleasure,
garrulity, smoothness) associated with certain modes, he did not do so systemati-
cally.11 In the Harley anthology, Guidonian teaching (to which the Dialogus is attached)
is summarised in three books, each with additional prefaces explaining that Guido
of Arezzo was distancing himself from purely philosophical accounts of music to
provide something of practical benefit. Thus Guido’s Micrologus is introduced not
just by his original verses, but also by additional sentences put into the mouth of
Guido explaining that it had pleased Bishop Theodald to recall him from rest and
devote himself to proving ‘whatever of musical utility’ he could offer for common
benefit through rules and figured neumes.12 After Guido’s letter to Theodald there
occurs an additional preface in which Guido is presented as wanting to find a better
way than the Greeks had of presenting the ‘simple reasoning of this art’ for tender
ears, which puts aside complex proportions of numbers:

7 Richard L. Crocker, ‘Matins Antiphons at St Denis’, JAMS, 39 (1986), 441–90. On the practice, see
Andrew Hughes, ‘Modal Order and Disorder in the Rhymed Office’, Musica Disciplina, 37 (1983), 29–
51. See also Hughes, Late Medieval Liturgical Offices, Subsidia medievalia, 23–4 (Toronto, 1994–6); and
Susan Boynton, Cambridge Companion to Medieval Music, ed. Mark Everist (Cambridge, 2010), 23–4.

8 The confusion between the terms ‘tonus’ and ‘modus’ (and sometimes ‘tropus’) is long-standing and can
be traced back to the Musica Enchiriadis. See Charles M. Atkinson, ‘On the interpretation of ‘‘Modi, quos
tonos abusive dicimus’’ ’, in Hermeneutics and Medieval Culture, ed. Patrick Gallacher and Helen Damico
(Albany, 1989), 147–61; and Charles M. Atkinson, The Critical Nexus: Tone-system, Mode, and Notation in
Early Medieval Music (Oxford, 2009), especially 19–22.

9 Michel Huglo, Les tonaires: inventaire, analyse, comparaison (Paris, 1971); Joseph Dyer, ‘The Singing of
Psalms in the Early Medieval Office’, Speculum, 64 (1989), 535–78.

10 Pseudo-Odo, Dialogus de musica, Patrologia Latina, 133:765A: ‘Tonus vel modus est regula, quae de
omni cantu in fine dijudicat. Nam nisi scieris finem, non poteris cognoscere, ubi incipi, vel quantuum
elevari vel deponi debeat cantus.’ The prologue to this text is edited by Michel Huglo, ‘Der Prolog des
Odo zugeschriebenen ‘‘Dialogus de Musica’’’, Archiv für Musikwissenschaft, 28 (1971), 134–46. See
Pesce, Regulae rhythmice, 366 and 398.

11 Guido Aretinus, Micrologus, ed. Joseph Smits van Waesberghe, Corpus Scriptorum de Musica 4
(Rome, 1955), ch. 14, 159: ‘Atque ita diversitas troporum diversitati mentium coaptatur ut unus autenti
deuteri fractibus saltibus delectetur, aliud plagae triti eligat voluptatem, uni tetrardi autenti garrulitas
magis placet, alter eiusdem plagae suavitatem probat; sic et de reliquis.’ See Tractatus, ed. Klundert,
1:129.

12 These texts in H are edited in Mews et al., ‘Guy of St Denis’, 28.
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Turning over the ancient volumes of the Greeks, I have seriously investigated
long and often if, putting aside completely proportions of numbers, the simple
reasoning of this art can be fully adapted to the tender ears of singers. Having
considered many treatises therefore, I have found Boethius better for this, for
showing what and how many are the conjunctions of pitches through modes,
tropes and species of the consonances among themselves; but the way in which
he strives to explain the force and nature of pitches through the science of sound
(armonice) is for philosophers alone and obtuse and difficult for students. For
the older treatise of philosophy, mired in excessive obscurity, sets traps for in-
experienced ears by the weightiness of the words of those proffering arguments.13

The preface illustrates the style of such treatises with a wordy statement as an example
of the verbiage about cosmic music that he wishes to avoid. While presenting Guido
as fully familiar with learned philosophical tradition about knowing how all things
existed ‘by number, weight and measure’ (Wisdom 11:21), the pseudo-Guidonian
preface emphasises that his rules are offered ‘for the sake of modulating well’. These
thoughts are fully consistent with what Guy of Saint-Denis declares at the very outset
of his Tractatus : that he is offering teaching about the tones culled both from the
Musica of Boethius and the writings of Guido of Arezzo and from certain others in
the discipline.14 Guy uses these prefaces to show how Guido explained music theory
on the basis of concrete examples as opposed to the theoretical style of Boethius. He
introduces these explanatory details in the voice of Guido as a way of building up to
his own synthesis in the treatise that concludes the compilation.

The second of the three books of Guidonian teaching in Harley 281 presents the
Regule rhythmice, introduced by an otherwise unknown fictional dialogue between
Guido and his Muse, in which this theme of rejecting abstract argument is developed
further:

I do not think it at all appropriate for you, says the Muse, and no authority of
reason is shown to demand this, by the same way of the philosophers, or by
insisting on the same paths, that music can be passed on to untutored and new
singers by hard proportions of number . . . For I know that tender ears cannot
fully grasp older treatises of philosophy.15

13 H, fol. 5v, ed. Mews et al., ‘Guy of St Denis’, 29: ‘Sepe et multum graviter elaborare perstudui, antiqua
grecorum volumina revolvens si simplex huius artis ratio numerorum proportionibus omnino post-
habitis teneris auribus cantorum plenarie posset accomodari; multorum itaque consideratis tractatibus
ad hoc Boetium inveni meliorem, que et quanta sit coniunctio vocum per modos per tropos per species
inter se consonantium ostendentem, quo vero nititur solis intendere philosophis vim et naturam vocum
armonice querentibus contrarius est et difficilis. Senior enim philosophie tractatus nimia obscuritate
perplexus gravitate verborum argumenta proferentium improvectis tendit insidias auribus.’

14 Tractatus, ed. Klundert, 1, 2:2.
15 H, fols. 16v–17r, ed. Mews et al., ‘Guy of Denis’, 30: ‘Nequaquam inquit tibi reor esse congruum musa,

nullaque rationis auctoritas hoc probatur exigere, eadem via philosophorum, vel eisdem insistendo
vestigiis, duris numerorum proportionibus, rudibus atque novis cantoribus musicam tradere . . . scio
enim quod aures tenere, seniores philosophie tractatus plenarie non possunt percipere.’
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Such phrases reinforce the practical aspect of Guido’s Regule rhythmice to which are
attached excerpts from Guido’s Prologus to the Antiphonarium and his Epistola to
Michael (rendered in H as ‘Martin’).

The Harley manuscript then presents an extended version of the Dialogus, as part
of a third book of Guido, along with a second part of the Epistola.16 Guy of Saint-
Denis introduces this third book with a preface that helps explain why its author
has chosen the genre of dialogue:

For whatever therefore that we have been able to collect for the third part, imitat-
ing moderns by the authority of philosophers about the nature of the modes we
have provided for our listeners in the form of a dialogue through great fore-
thought of facility without the addition of deceit, removing all hateful material.
For what is not understood in the aforesaid volume, either by the rule of neglect
or because music has lain hidden for a long time, is in the final analysis profitably
perceived in an easy collection of rules for the youthful ear.17

This preface, like the other texts attached to the writings attributed here to Guido
of Arezzo, explains the simplicity of its text as a conscious strategy to communicate
the principles of chant to the young in a way that is easier to understand than the
emphasis on rational proportions found in the philosophers, in particular Boethius.

Guy of Saint-Denis and the Cistercians

Guy’s version of the Guidonian corpus is immediately followed by the Cistercian
Tonale, introduced here, but in no other surviving manuscript, as ‘another art about
the tones in the form of a dialogue which is titled by some under the name of
blessed Bernard’. By juxtaposing the Cistercian Tonale with the Guidonian corpus,
Guy of Saint-Denis presented two earlier examples, one Benedictine, the other
Cistercian, of treatises that explained the tones. In the early twelfth century, the
Cistercians sought to reform practice by mandating only what they considered to
be the original forms of plainchant. As an outgrowth of Bernard of Clairvaux’s
involvment with a new phase of liturgical reform, Guy of Eu outlined its core prin-
ciples in a treatise dedicated to his friend, William, first abbot of Rievaulx (1131–41).
His Regulae are attributed to ‘abbot Guido’ in the only surviving manuscript (Paris,
Bibliothèque Sainte-Geneviève 2284), a title that probably reflects his becoming abbot

16 Christian Meyer, Les traités de musique, Typologie des sources du moyen âge occidental 85 (Turnhout,
2001), 122–3. The same combination of Guidonian texts and the Dialogus occurs in Oxford, St John’s
College 188, described by Pesce, 162–3, 166 [O2], but here the Dialogus follows the Epistola, and is not
introduced as a work of Guido.

17 H, fol. 24v, see Mews et al., ‘Guy of St Denis’, 31: ‘Quicquid igitur auctoritate philosophorum imitando
modernos de natura modorum tertius absque falsitatis additamento colligere potuimus, sublato omni
invido, nostris auditoribus magna facilitatis providentia sub dialogo contulimus. Quod enim supradicto
volumine, aut negligentie regula, vel quia longo tempore latuit musica, non intelligitur, in ultimo, puerili
aure facili regularum compendio utiliter percipitur.’

Constant J. Mews, John N. Crossley and Carol Williams158

https://doi.org/10.1017/S0961137114000023 Published online by Cambridge University Press

https://doi.org/10.1017/S0961137114000023


of Cherlieu (1132–57).18 Rather than determining the tone of any chant by its final,
Guy of Eu defined it as ‘a rule determining the nature and form of regular chants’.19

He spoke more about the way a chant develops within certain fixed limits of pitch, as
either authentic or plagal, according to its various maneriae, a term not used before
the twelfth century.20

The prescriptive Cistercian way of reforming chant differed from that developed
in the eleventh and twelfth centuries by Germanic theorists such as Hermannus
Contractus or Johannes Cotto, who emphasised knowledge of the modes as essen-
tial to the composition, assessment and performance of chant, rather than mathe-
matical thinking. They saw chant as a vehicle through which monastic reform could
be promoted without ever developing the same emphasis on uniformity as the
Cistercians.21 Guy of Eu did not reflect on the specific character or effect of individual
tones, but sought to identify the core principles of chant as he thought they were
known to Gregory the Great, without any of the corruption they had subsequently
accrued.22 His core teaching is summarised in the more widely circulated Tonale,
introduced in the Harley compilation as ‘said to be by Bernard of Clairvaux’.23 It
concludes with the master responding to his student’s request for clarification on
the problem of differentiae and versicles seeming to be of different tones, with the
comment ‘By the prohibition of the Cistercian General Chapter, neither in the
Gradual nor in the Antiphonary can anything be changed’ and for further guidance

18 The Regulae were edited by Claire Maı̂tre, La réforme cistercienne du plain-chant: étude d’un traité théorique
(Brecht, 1995), 108–233. She observes (73) that the first scholar to identify Guy of Eu (Augensis) as
abbot of Cherlieu (diocese of Besançon) was Mabillon on the authority of a manuscript of the Cister-
cian abbey of Foigny (diocese of Laon); see his notes reproduced in Patrologia Latina, 182:1117–20. Guy
of Cherlieu is mentioned by Bernard in Epistolae 197–199, ed. Jean Leclercq, Sancti Bernardi Opera 8
(Rome, 1977), 53–7. Another manuscript with a treatise attributed to Guy of Cherlieu was seen by
Oudin at the Premonstratensian abbey of Bucilly. The suggestion that Guy was abbot of Chaalis
(Caroli-loci), followed by Coussemaker in his edition of the work, has no foundation. Maı̂tre (80)
observes that Guy of Cherlieu witnessed a donation to Foucarmont (a Cistercian abbey after 1147)
near Eu and that certain Meditationes of Guido Augensis survive in manuscripts of Rouen and Besançon.
The Regulae are followed in the sole surviving copy of a short twelfth-century treatise on organum,
also attributed to Abbot Guy. Cecily Sweeney, ‘The Regulae organi Guidonis abbatis and the 12th century
Organum/discantus treatises’, Musica Disciplina, 43 (1989), 7–31.

19 Tonale Sancti Bernardi, ed. Christian Meyer, ‘Le tonaire cistercien et sa tradition’, Revue de Musicologie,
89 (2003), 57–92, esp. 77 (Patrologia Latina 182:1153B): ‘Incipit Tonale. Discipulus. Quid est tonus?
Magister. Regula, naturam et formam cantuum regularium determinans . . . Cognoscis ergo naturam
cantus, si cognoveris cuius dispositionis sit, vel cuius maneriae.’ See also Maur Cocheril: ‘Le ‘‘Tonale
sancti Bernardi’’ et la définition du ton’, Commentarii cistercienses, 13 (1962), 35–66.

20 The term ‘maneria’ captures a nuanced understanding of ‘procedure’ and is used in place of ‘modus’
or ‘tonus’ in this treatise. Guido Augensis, Regulae de arte musica, in Maı̂tre, La réforme cistercienne du
plain-chant, 110: ‘Hunc enim credimus esse fructum huius operis cognoscere de cantu cuius sit
manerie, et cuius forme illud per dispositionem, hoc per progressionem, sive per compositionem.’

21 On this group of writers (Berno and Herman of Reichenau, William of Hirsau, Aribo, Frutolf of
Michelsberg, and Theoger of Metz), which included John Cotton, erroneously identified as John of
Affligem, see Thomas McCarthy,Music, Scholasticism and Reform: Salian Germany, 1024–1125 (Manchester,
2009), 47–50.

22 On the views of Hermannus Contractus and John Cotton, see Tractatus, ed. Klundert, 1:131–6.
23 H, fol. 38r, ed. Mews et al., ‘Guy of St-Denis’, 32: ‘Incipit alia ars de tonis per modum dyalogi que a

quibusdam intitulatur sub nomine beati bernardi.’
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‘consult the Musica of Guy of Eu, which he wrote for his most holy master, William,
first abbot of Rievaulx’.24 In providing the Cistercian Tonale immediately after the
Dialogus, Guy of Saint-Denis was enabling his readers to appreciate the difference
between its definition of the modes and that of Benedictine tradition.

Guy of Saint-Denis and Johannes de Grocheio

Guy decided to balance the monastic focus of the first half of his anthology with a
second section of ‘modern’ authors, beginning with Grocheio’s Ars musice (without
identification of its author). While Grocheio criticises Boethian assumptions about
the music of the spheres espoused by John of Garland because of his lack of aware-
ness of Aristotle’s teaching in the De caelo,25 he never refers explicitly to Aristotle’s
discussion of music in book eight of the Politics – a text first made known in Paris
through the teaching of Thomas Aquinas during his last spell in the city, between
1269 and 1272. Yet comments that Grocheio makes about the social effects of various
types of music, without any explicit discussion of their impact on the emotions,
suggest that he may well have been responding to the ideas of the Politics without his
having had access to the text. While Thomas started a commentary on the first two
books of the Politics in the last years of his life (1272–74), he never reached Aristotle’s
discussion on music, only making a brief comment about the concord between the
teaching of Aristotle and Boethius in his Summa Theologica.26 It was left to Peter of
Auvergne (d. 1304), a regent master in theology in Paris from 1296 to 1301 and a
canon at Notre Dame, to complete this commentary, and to respond to particular
questions about the impact of music on the senses, discussing these issues in a
Quodlibet disputation, delivered in 1301, which was used by Guy of Saint-Denis.27

Unlike Grocheio, who criticized John of Garland perhaps shortly after his death in
1271, Guy of Saint-Denis was writing in the first decade of the fourteenth century,
when the authority of Aristotle’s Politics had become fully recognised. Intellectually,
they belong to distinct generations.

24 Tonale Sancti Bernardi, ed. Meyer, 87: ‘Quod quaeris, non est praesentis negotii, cum prohibente sancto
Cisterciensi capitulo, nec in gradali nec in Antiphonario quidquam mutari jam liceat. Quaere tamen
musicam Guidonis Augensis, quam scribit ad sanctissimum magistrum suum domnum Guillelmum
primum Rievallis abbatem. Ibi de talibus sufficienter doceri poteris.’ Coussemaker’s edition, reprinted
in Patrologia Latina 182:1166D, erroneously reads ‘nec in Guidonis Antiphonario’.

25 See Grocheio, Ars musice, 5.5, 56–8.
26 Thomas Aquinas, Summa Theologica, II.ii, q.91, art. 2: ‘Manifestum est autem quod secundum diversas

melodias sonorum animi hominum diversimode disponuntur, ut patet per philosophum, in viii polit.,
et per Boetium, in prologo musicae.’

27 Tractatus, ed. Klundert, 1.4, 2:51. Frank Hentschel, ‘Der verjagte Dämon: Mittelalterliche Gedanken zur
Wirkung der Musik aus der Zeit um 1300, mit einer Edition der Quaestiones 16 und 17 aus Quodlibet
VI des Petrus d’Auvergne’, in Miscellanea Mediaevalia 27: Geistesleben im 13. Jahrhundert, ed. Jan A.
Aertsen and Andreas Speer (Berlin, 2000), 412–21; Catherine Jeffreys, ‘The Exchange of Ideas About
Music in Paris c. 1270–1304: Guy of Saint-Denis, Johannes de Grocheio, and Peter of Auvergne’, in
Communities of Learning: Networks and the Shaping of Intellectual Identity in Europe, 1100–1500, ed. Con-
stant J. Mews and John N. Crossley (Turnhout, 2011), 151–75.
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Grocheio’s concern is more with the nature of musica in general than with the
ecclesiastical modes. His focus is on the principia or foundational elements of music,
which he defines as consonances (simultaneous sounds) and concords (one sound
after another), rather than tones or modes. Grocheio is thus particularly interested
in intervals as the consequence of harmonic ratios. Rejecting the Boethian division
of music into cosmic, human and instrumental, he postulates that one branch is
musica vulgalis, another regulated or measured music, and the third, ecclesiastical
music, which is created out of these two branches – whether as plainchant or
polyphony.28 After describing the various liturgical offices and parts of the Mass,
Grocheio criticises the traditional definition that the mode of any chant could be
judged by its final. Instead he promotes the view of moderns that it was based on
its beginning, middle and end, questioning the older definition because it implies
that all song (cantus) can be judged from its final, when in fact this only concerns
ecclesiastical chant.29 Grocheio does not go into detail about these modes, other
than suggesting that anyone could ‘find them by himself if he perused the gradual
and the antiphonary and other ecclesiastical books by looking at the variations of
the end, in ascent and descent. For through these 8 modes almost all chant is regu-
lated.’30 (The use of Arabic numerals is a distinctive feature of Grocheio’s text in the
Harley manuscript.)

Guy of Saint-Denis and Petrus de Cruce

The theoretically inclined treatise of Grocheio is followed by the more practical trea-
tise about the tones of Petrus de Cruce, a composer identified by Guy of Saint-Denis
as ‘someone who was an outstanding cantor at Amiens’.31 More like a traditional
tonary, this text classifies chant into its various tones without attempting any expla-
nation of their character or effect.32 Petrus repeats the traditional definition of a tone
as a rule that judges every chant by its final.33 Although Guy of Saint-Denis noted
that Petrus de Cruce followed observances at Amiens similar to those of Saint-Denis,
he may have included this tonary for its practical examples, in order to show students
how they could be combined with Grocheio’s analysis of music. Guy presented his
monastic students with a Sic et Non of different approaches to chant as a prelude to
his own effort to combine a theoretical approach to musica with a more practical
identification of the tones. Once students had absorbed the monastic traditions of
chant and what both Grocheio and Petrus had to say, they could appreciate Guy’s
synthesis of their teaching in his Tractatus de tonis.

28 Grocheio, Ars musice, 6.2, 60.
29 Ibid., 25.2, 94.
30 Ibid., 26.8, 98–9.
31 Tractatus, ed. Klundert, 2:133: ‘et magistrum Petrum de Cruce, qui fuit optimus cantor et Ambianensis

ecclesie consuetudinem specialiter observavit’.
32 Petrus de Cruce Ambianensis, Tractatus de tonis, ed. Denis Harbinson, Corpus scriptorum de musica 29

(Rome, 1976).
33 Ibid., 282.
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Guy of Saint-Denis on the tones

Guy’s treatise is divided into two books, the first theoretical in character, the second
devoted to illustrating the practice of chant. The opening letters of the five chapters
of the first book spell out the name GVIDO as an opening rubric to the Tractatus
indicates, matching the acrostic that opens the Micrologus of Guido of Arezzo.34

Tones are, for Guy, the very foundation of music, both as a way of singing and as a
distance between two pitches. Grocheio never referred explicitly to the teaching of
Guido of Arezzo in his Ars musica. While he does refer to discussions he had with
Clement, a monk of Lessay (near Coutances), about the utility of music, there is little
that is clearly monastic in his account. This makes it all the more remarkable that
Guy should think that his monastic students needed to know about what Grocheio
had to say about secular music in relation to both monophonic and polyphonic
cantus. Guy is particularly indebted to Grocheio’s understanding of tone both as the
standard interval on which concord and consonance was based and as the framing
substance of any chant. After mentioning the standard ecclesiastical definition of
a tone as a classification based on the final of any chant, he adopts what he says
is a more subtle definition: that a tone is a rule through which one can judge every
ecclesiastical chant by assessing not just its beginning, but also its middle and end.
He claims he is following those who observe that ‘public and civil chants, such as
songs and rounds and particularly measured chants, such as motets, hockets and
such like’ are neither subject to tones nor regulated by them – a clear reference to
Grocheio.35 Guy took for granted Grocheio’s contribution to the art of music, but
wanted to apply its principles more carefully to the chants of the church.

Perhaps the most enigmatic aspect of Guy’s treatise is his claim about an account
of the tones ‘which I have found in a certain truly old book, in which is also con-
tained Guido’s Micrologus, which I frequently quote in this treatise.’36 He reproduces
a story, told by Walter of Châtillon in his Alexandreis, about two sisters, Scylla and
Charibdis, who became rocks in the sea.37 Guy claims that the tones were first iden-
tified in the different types of melody created by water gushing through eight holes
in the rock, by which Scylla seduced sailors. All melodies were reportedly variants
of these different types. The Greeks, however, plugged these holes so that ships
would not be lured to the potentially destructive rocks. ‘Subsequently, paying atten-
tion to these eight sounds and modes of singing, which are now called tones, they
brought together as many arguments as possible, formulating with great certainty
the ordering of the discipline of music.’38 The eight tones comprised four authentic

34 H, fol. 58v: ‘Qui legis auctoris nomen per quinque priora / Gramata pictoris, hoc scribe celitus ora’. Cf.
Guido of Arezzo, Regule, ed. Pesce, 328.

35 Tractatus, ed. Klundert, 1.1, 2:4: ‘qui cantus publicos et civiles – utpote cantilenas et rotundellos –
et maxime cantus mensuratos – quales sunt moteti, hoqueti et huiusmodi dicunt tonis non subici
nec per eos regulari’. Cf. Grocheio, Ars musice, 25.2, 94, ‘Non enim per tonum cognoscimus cantum
vulgalem. puta cantilenam. ductiam. stantipedem. quemadmodum superius dicebatur.’

36 Tractatus, ed. Klundert, 1.2, 2:22: ‘sicut repperi in quodam libello de tonis ac eorum origine antiquo
valde, ubi et Guidonis Micrologus continetur, quem in isto tractatu frequenter allego’.

37 Walter of Châtillon, Alexandreis III.457 and V.350; Alexandreis. A Twelfth-Century Epic, trans. David
Townsend (Peterborough, Ont., 2007), 214.

38 H, f. 65r–v: ‘ultra protenderet studentes postmodum et per istos octo sonos et cantandi modos qui
nunc toni dicuntur argumenta quamplura certissime conicientes discipline musice seriem congesserunt’.
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tones, each with its own plagal. Guy explains each authentic tone as relating to its
plagal equivalent as like noieane, called from the bow of a ship, but eliciting a re-
sponse, noieagis, from the other end of the ship:

But what those voices signify or of what language they may be, namely noieane
or noieagis or the like, no one as yet knows, as is read in the same place, unless by
chance such a voice or sound, like the tongue of man, resonates through hidden
pipes from the concurrence of water and the breath of the air of the wind. Some
Greeks, however, to free themselves quickly from a question of this kind, inter-
pret these words as words of joy, just as euax is an interjection designating joy
and exultation.39

Was Guy accurately reporting what he found in this ‘ancient book’ or was this a
literary fiction to enable him to offer his own explanation of the tones: not as a spe-
cific sequence of pitches, but as different forms of musical expression? No precedent
can be found in the writings of any previous monastic theorist for Guy’s explanation
that there were holes in these rocks, through which rushing water created eight
tones or types of melody, and without which no type of natural or rational song
could be created. Guido of Arezzo makes no such link to classical learning. Guy of
Eu similarly avoids any association with Greek mythology in his account of the
modes in his Regulae, where he defines the tones as maneriae. Guy of Saint-Denis
expresses his uncertainty about the author of the ‘truly old book’ only by suggesting
that it must be someone who came after Guido of Arezzo, because of a sentence that
it reportedly contained:

Indeed from this, insofar as I put down those things which were written from the
aforesaid old little book about the origin of the tones, [it was] more to quote than
assert, and I am not certain to which author they ought to be imputed or ascribed.
It seems to another who was after Guido, rather than to Guido himself, especially
since in the same place he expressly made mention about himself and the formulae
of his tones in these words: ‘We put the formulae of Guido the abbot, a most
distinguished man in music, below amongst [the section about] the tones.’ For
although Boethius and other more ancient music theorists treated more acutely
and profoundly of the obscure and impenetrable science of music which is clear
in full to God alone, this man, however, mindful of us, composed the most lucid
and useful rules of this art for singing. For the churchman instructed us about the
necessary use of the church giving many examples of the responsories and anti-
phons of offices, since all the others were completely silent in every way.40

39 Tractatus, ed. Klundert, 1.2, 2:24: ‘Sed quid iste voces significent vel cuius lingue sint, ‘‘noieane’’ vide-
licet vel ‘‘noieagis’’ aut consimiles, nemo, ut ibidem legitur, adhuc novit, nisi forte quod talis vox vel
sonus quasi lingua hominis per fistulas occultas ex concursu aque et aeris spiritu ventorum resonat.
Greci tamen aliqui, ut huiusmodi questione se statim liberent, istas voces interpretantur esse voces
letitie sicut ‘‘euax’’ est interiectio letitiam et exultationem designans.’

40 Tractatus, ed. Klundert, 1.2, 2:24–5: ‘A quo siquidem illa, que ex predicto libello antiquo hucusque de
tonorum origine recitando magis posui quam asserendo, conscripta fuerint cuique auctori imputari
debeant aut ascribi, certum non habeo. Videtur tamen potius quod alteri, qui post Guidonem fuerit,
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The reference to the ‘formulae of Guido the abbot, a most distinguished man in
music’ is perplexing because, throughout his Tractatus, Guy has referred to Guido
of Arezzo as monachus. The only ‘abbot Guido’ known in the medieval period as a
theorist of music was the Guido abbas identified as author of the Cistercian Regulae,
now surviving in a single manuscript. According to a catalogue of the Sorbonne,
these Regulae were also preserved in a manuscript once belonging to Richard de
Fournival, chancellor of Amiens and given to the Sorbonne by Gerard of Abbeville
(d. 1272), that also presented the Micrologus of Guido of Arezzo as by Guido
Augensis.41 It is striking, however, that Guy of Saint-Denis never makes more than a
passing reference to Guy of Eu’s use of the term maneriae, even though he included the
Cistercian theory of tones in his own analogy.42 The fact that he quotes a sentence
referring to Guido as abbot rather than using his own words suggests that he may
have had some doubts about the identity of this Guido, since he does not commit
himself elsewhere to describing Guido (of Arezzo) as an abbot. Guy of Eu was identi-
fied as Guido iunior in a Cistercian treatise, perhaps from around 1300, subsequently
reported by the fifteenth-century writer John Wylde.43

In the Tractatus de tonis, Guy of Saint-Denis may relate the mythic origins of the
Greek tones to entertain his reader, but he acknowledges that the story is far from
certain. He explicitly contrasts the knowledge of the ancients, in particular that of
Boethius, with that of Guido, whom he describes as compiling most lucid and useful
rules for the art of singing. He praises Guido not as a monk or abbot, but as a
churchman who provided instruction in the proper usage of the church, giving
examples of liturgical responses and antiphons, something never mentioned by
almost all others. Guy subsequently elucidates the discussion, found in Guido of
Arezzo’s Micrologus, of the distinction between authentic and plagal tones.

Guy then explores an issue not previously dealt with by theorists in any great
detail, namely their ‘effect or virtue’. How can different tones provoke different
passions of the soul, and thus shape behaviour? While Grocheio had repeated a

quam ipsi Guidoni, presertim cum ibidem de ipso eiusque tonorum formulis fiat expresse mentio sub
his verbis: Formulas Guidonis abbatis viri in musica preclarissimi subter inseruimus inter tonos. Quam-
vis namque Boecius et ceteri antiquiriores musici acutius atque profundius traverint de obscura et im-
penetrabili musice scientia, que soli deo ad plenum patet, iste tamen nobis condescendes lucidissimas
et utilissimas ad canendum composuit regulas huius artis. Ecclesiasticus enim homo de necessario usu
ecclesie nos instruxit, dans plurima officiorum responsoriorum vel antiphonarum exempla, quod omnino
pene omnes alii tacuerunt.’

41 Léopold Delisle, Le Cabinet des Manuscrits de la Bibliothèque Impériale, 4 vols. (Paris, 1868–81), 2:527:
‘Guido Augensis liber de musica ad Willermum Rievallis abbatem. Item eiusdem micrologus ad
Theobaldum, Arethiane civitatis episcopum. Item dyalogus ecclesiastice cum octo modorum formulis,
demum eorum regule generales. In uno volumine cuius signum est littera E.’ See Richard H. Rouse,
‘Manuscripts Belonging to Richard de Fournival’, Revue d’histoire des textes, 3 (1973), 253–69. Meyer,
‘Tonaire’, 66, notes that the Micrologus is also attributed to Guido Augensis in a twelfth-century manu-
script, Rome, Biblioteca Apostolica Vaticana, Reg. lat. 1616.

42 Tractatus, ed. Klundert, 1.4, 2:49: ‘Licet autem secundum diversitatem regionum morumque hominum
tot vel plures videantur esse maneries et modi cantandi.’

43 John Wylde, Musica manualis cum tonale, ed. Cecily Sweeney, Corpus scriptorum de musica 28
(Neuhausen-Stuttgart, 1982), 62, 70, 77, 90; see Maı̂tre, La réforme cistercienne du plain-chant, 68.
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tradition established by Boethius that music in general can have an effect on people,
giving as an example the way different kinds of secular song can affect the young or
those who work in the fields, Guy now applies this principle to the different tones.44

As Klundert has demonstrated, Guy draws on ideas developed by Peter of Auvergne
to argue that the soul’s appetitive or desiring part is stimulated by the senses in
the same way as the will (or intellectual appetite) follows the intellect.45 The sensi-
tive appetite varies in individual people according to their particular disposition of
qualities.46 Just as some people are hotter, others colder, in disposition, thus some
are bold, some jealous and some wrathful.47 By the various proportions making up
different kinds of music, so is there an impact on the differing constitutions of the
human soul, mediated through varying moods.48 Thus one particular type of chant
has the power to make one sad, another to make one happy. Guy is aware that this
is in conformity with the teaching of both Boethius and Guido, going back to the
teaching of Pythagoras, but here he explains the effect of music in Aristotelian terms.
He claims that in the ‘certain truly old book’ that he mentioned in the second chapter,
the third mode was described as being like a horseman riding with hair dishevelled
or erect in the wind (fol. 75r). This is Guy’s way of being original, identifying, as
from an ancient authority, an image that illustrates the particular quality of a type
of chant.49 While Guido had commented briefly on the effect of chant, he had not
gone into this level of detail about the power of different modes of chant. Even if
Guy never engaged in depth with the ideas of Peter of Auvergne, he was going
much further than Grocheio in reflecting on the impact of tones on the emotions.

These reflections lead Guy to conclude his first book with serious criticism of
many of the chants long practised at Saint-Denis, namely the practice of ‘moderns’
in composing a liturgical office by applying modes in their numerical sequence with-
out regard to their distinct emotive qualities. Guy prefers the compositions of an
older style of liturgical office, in which he believed modes were chosen because
they were appropriate to the text.50 Just as Aristotle had written that discourse had
to match its subject matter, so ecclesiastical chants had to be suited to their subject
matter.51 Although Guy referred to this practice of modally sequential offices as
‘modern’, it was originally a late ninth century practice, as Crocker and other scholars
have observed in the case of the feast of the Trinity. It became widely developed for
new feasts in the twelfth and thirteenth centuries.52

44 Tractatus, ed. Klundert, 1.4, 2:38.
45 Ibid.
46 Ibid., 1.4, 2:39.
47 Ibid., 1.4, 2:40.
48 Ibid., 1.4, 2:41.
49 Ibid., 1.4, 2:52.
50 Ibid., 1.4, 2:55–6.
51 Aristotle, Ethics 1.3.1094b27, trans. William of Moerbeke: ‘Sermones inquirendi sunt secundum mate-

riam de qua sunt.’
52 Stephen of Liège, Officium sanctae Trinitatis, ed. Ritva Jonsson, Historia. Études sur la genèse des Offices

versifiés (Stockholm, 1968), 221–4. The attribution to Stephen (rather than to Hucbald) is affirmed by
Florence Close, ‘L’Office de la Trinité d’Étienne de Liège (901–920). Un témoin de l’héritage liturgique
et théologique de la première réforme carolingienne à l’aube du Xe siècle’, Revue belge de philologie et
d’histoire, 86.3–4 (2008) 623–43.
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Guy singled out for criticism not just the offices for the feast of the Trinity, but
others that were more recent, such as those of St Nicholas, Mary Magdalene and St
Louis.53 Attuned to new currents of thinking about music, he wanted to reassert the
primacy of the text in determining the choice of mode against the increasingly standard
pattern of composing ‘numerical’ offices. He was responding to the compositional
style adopted in offices such as the modally sequential Ludovicus decus regnantium,
which was very likely the office commissioned by Philip IV from Petrus de Cruce
in 1298 in honour of St Louis, observed at the royal chapel and taken over in certain
court-connected Dominican houses, such as at Poissy. It can be suggested that, in
his treatise, Guy was responding to the compositional practice of moderni such as
Petrus de Cruce in arguing that tones should be chosen because of their appropriate-
ness to the text rather than just adopted sequentially within an office.

In the second book of his Tractatus, Guy reflects on the distinction between the
neuma (or wordless chant) that could follow an antiphon and neumes through which
chants were recorded. He knew that antiphons were an ancient liturgical practice
going back to the time of Ambrose. Guy was unsure whether the neumes that Guido
had reportedly mentioned as transmitted by Gregory were actual records of nota-
tion.54 While common usage ascribed the eight tones to Gregory, Guy confessed
that he had been unable to find the source of his teaching in any of the ancient
manuscripts of his monastery:

But I have not been able to find the book about the tones, which, as has been
said, certain musicians claim was produced by him [Gregory], although I have
carefully looked at a work attributed to him. Yet I have not departed from the
path of Guido and the rules of other subsequent musicians, who followed the paths
of the venerable doctor. Perhaps I have held the very book among the many and
varied treatises that I have seen on this subject and read it carefully, ignorant
however or unaware whose it was.55

This was the lament of someone who loved to peruse the ancient treasures of Saint-
Denis seeking the sources of the chant he loved. In lieu of finding the original texts
of Gregory he provided samples of the chant of his abbey to demonstrate the varied
character of the chants that he considered loyal to his inspiration.

Guy of Saint-Denis and Jerome of Moravia

Guy of Saint-Denis’s selection of texts in Harley 281 stands in sharp contrast to that
of the Dominican, Jerome of Moravia (possibly Moray, Scotland) in his Tractatus de

53 See Crocker, ‘Matins Antiphons at St Denis’.
54 Tractatus, ed. Klundert, 2, 2:60–1, quoting Guido, Regule 262–4, ed. Pesce, 382.
55 Ibid., 2, 2:61–2: ‘Librum autem de tonis, quem, ut dictum est, ab ipso editum quidam musici asseverant,

etsi diligenter quesitum sub ipsius intitulatum nomine repperisse hucusque nequiverim, a Guidonis
tamen vestigiis et aliorum sequentium musicorum regulis, qui ipsius venerandi doctoris imitati sunt
vestigia, non recessi. Fortassis etiam inter multos variosque tractatus, quos de ista materia vidi, librum
ipsum tenui et attente legi, ignorans tamen aut nescius cuius esset.’
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musica, completed perhaps soon after 1271.56 Whereas Guy focused his anthology
around the teaching of Guido, Jerome refers to Guido sparingly, providing only a
single quotation from his writing, and criticising him for referring to modes as tones
(distorting a comment made earlier by John Cotton).57 By contrast, Jerome gave
particular authority to the De musica of Boethius, along with more recent treatises
about both monophonic and polyphonic chant, notably by John of Garland, Franco
of Cologne and Peter of Picardy (Petrus Picardus). Jerome’s attempt to come to terms
with new philosophical ways of thinking about sound is illustrated by the way he
introduced the ideas of Aristotle into his compilation. He interpolated an extract
from the commentary of Thomas Aquinas on a controversial passage in Aristotle’s
De caelo, which seemed to challenge the Pythagorean notion of music of the spheres
that had been taken for granted by Boethius in his De musica.58 Jerome, who would
have been at Saint-Jacques during the years 1269–72, when Thomas was in Paris
starting to work on his commentary on the De caelo, had previously quoted a series
of authors who took for granted the notion of the music of the spheres. Jerome re-
fused to offer his own view of the question, instead presenting the commentary of
Thomas as the view of Aristotle. This was very different from Johannes de Grocheio
who, in his Ars musice, explicitly criticised both Boethius and John of Garland for
supporting the notion that cosmic music existed, even if it could not be heard.59

Compared to Guy, Jerome was much more cautious about applying the insights of
Aristotle.

Neither did Jerome expand much on the effects of music. He reports what Boethius
had to say on the subject, recognising that the senses, whether of children, young
people or the elderly, are stirred by sensory experience. Here, however, he speaks
of the modes, as he had absorbed them from Boethius, being potentially lascivious
or austere.60 He explained these effects by allusion to the Platonic notion of the

56 Jerome of Moravia (Hieronymus de Moravia), Tractatus de musica 20, ed. Christian Meyer and Guy
Lobrichon, Corpus Christianorum Continuatio Mediaeualis 250 (Turnhout, 2012). This edition supplants
that of Simon M. Cserba (Regensburg, 1935). Guy Lobrichon discusses (pp. xii–xiii), the possibility
raised by Michel Huglo that the epithets Moravo and de Moravia given to Jerome indicate that he was
from the region of Moray, Scotland, where a Dominican convent was founded at Elgin in the 1220s,
without committing himself to this possibility: ‘La Musica du Fr. Prêcheur Jérome de Moray’, Max
Lütolf zum 60. Geburtstag: Festschrift, ed. Bernhard Hangartner and Urs Fischer (Basle, 1994), 113–16.
We retain Moravia (which did not exist as a Dominican province until 1298), although this may well
be Moray.

57 Jerome, Tractatus de musica, 140: ‘Deinde quicquid de armonia diximus ad tonorum metas uolentes
reducere, sciendum est quod VIII sunt modi, quos Guido abusiue tonos dicit appellari.’ Meyer and
Lobrichon identify only a single passage from Guido (Regulae Rhythmicae) as quoted by Jerome,
Tractatus, 4.

58 Jerome, Tractatus de musica , book 7, 23–31, quoting the commentary on the De caelo by Thomas Aquinas,
In Aristotelis libros De caelo et mundo, De generatione et corruptione, Meteorologicorum: expositio, ed. R. M.
Spiazzi (Turin, 1952), 210–11. See Constant J. Mews, ‘Questioning the Music of the Spheres: Aristotle,
Johannes de Grocheio, and the University of Paris 1250–1300’, in Knowledge, Discipline and Power in the
Middle Ages, Essays in Honour of David Luscombe, ed. Joseph Canning, Edmund King and Martial Staub
(Leiden, 2011), 95–117. The interpolation implies that at least this section of the work might have
already been completed by 1271.

59 Grocheio, Ars musice, 5.6, 58.
60 Jerome, Tractatus 8, 33; Jerome, Tractatus, ed. Cserba, 35.
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world-soul as held together by music in the same way as is the human person. Only
towards the end of his treatise does he consider tones as designating the melodic
categories of plainchant, judged by the finals on which they end, but without any
extended analysis of their character. A section (Omnis igitur cantus) from near the
end of Jerome’s Tractatus, declaring that all ecclesiastical chants have to end on a spe-
cific set of finals (D, E, F, G), was subsequently attached to copies of the Dominican
Antiphonal.61 This forms part of a broader discussion of two ways of determining
the tone of a particular chant that were current in his own day, namely the tradi-
tional view (for which he gives John of Garland as his authority, but which goes
back to the Dialogus of Pseudo-Odo), that a tone is ‘a rule that judges every chant
by its final’, the other is that it is a rule through which one can know the tone
through the beginning, middle and final of any chant.62 The terminology of analys-
ing chant into these three elements had been promoted in the eleventh and twelfth
centuries by Berno of Reichenau and other German theorists in the twelfth century,
and surfaced in the Summa musice, a German treatise from before 1236.63 The claim
that one could not know a tone before hearing its beginning, middle and end was
taken for granted in the Practica musice (c.1271) by Amerus, an English theorist
writing in Italy.64 A Parisian teacher, Lambert, writing perhaps in the 1260s, did not
use the ‘modern’ definition but referred to ‘a certain rule by which a chant is ruled,
discerned and regulated’, as if wanting to emphasise that a mode was governed
by much more than its final.65 While this tripartite analysis of any chant had a long
history among German theorists, Jerome considered it as ‘modern’, perhaps because it
had not been followed by John of Garland. In surviving reports of his teaching on
musica plana, John summarised Boethian teaching about intervals, but never refers
to tones as modes. In the Introductio musice plane secundum magistrum Johannem de
Garlandia, the eight tones are mentioned in terms of their finals, summarising the
teaching of the Dialogus, without any reference to any tripartite analysis of specific
chants, such as was adopted by Grocheio and Guy of Saint-Denis.66 In formulating

61 Jerome, Tractatus 21, lines 21–160, 147–8: ‘Omnis igitur cantus. . . erit cantus ille toni paris.’
62 See ibid. 20, 142: ‘Tropus autem secundum Johannem de Garlandia est regula, quae de omni cantu

in fine dijudicat. Aliter tropus est species uniuscujusque diapason. Aliter adhuc tropus est, per quem
cognoscimus principium, medium et finem cujuslibet meli.’

63 Berno of Reichenau, Prologus in Tonarium, Patrologia Latina 142:1102; Johannes Cotto, De musica cum
tonario, ed. J. Smits van Waesberghe, Corpus scriptorum de musica 22 (Rome, 1950), 142. See also The
Summa Musice: A Thirteenth-Century Manual for Singers, ed. Christopher Page (Cambridge, 1991), 186
(trans. Page, 107). Chapter 25 (Page, ibid., 206) includes references not just to the Franciscan and
Dominican Orders, but to the Order of the Sword, which he identifies as flourishing in Livonia
between 1202 and 1236. Page (9–12) argues that this chapter, which reflects on the meanings of musica,
was added after the original composition of the work by Perseus, whom he identifies with a figure
of that name at Würzburg, who died between 1215 and 1217, and Petrus, perhaps a disciple who
completed the work c.1225–36. On allusions to Aristotle within the treatise, see Page, ibid., 224–6.

64 Amerus, Practica musicae, 17, ed. Cesarino Ruini, Corpus scriptorum de musica, vol. 25 (Rome, 1977), 77.
65 Pseudo-Aristoteles, Tractatus de musica, ed. Edmond de Coussemaker, in Scriptorum de Musica Medii

aevi a Gerbertina altera (Paris, 1864), 1:277: ‘Unde vero dicitur esse modus in cantu regula quedam qua
cantus regitur, discernitur et moderatur.’

66 Christian Meyer observes this point in his edition of these texts, Musica Plana Johannis de Garlandia.
Introduction, edition et commentaire (Baden-Baden 1998), 127–8; cf. Introductio, ed. Meyer, 87. Although
Meyer in his introduction (130–1) to the Introductio doubts that the latter text reports a further stage in
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the rules of chant, Jerome was following the Cistercian practice of laying down strict
rules about the permissible pitch ranges of chants.67 Among thirteenth-century theo-
rists, Jerome is the most careful to acknowledge that certain chants could ‘by licence’
(licentialiter) extend both above and below the regular range.68 This is a term that
Guy of Saint-Denis would find particularly useful in his analysis of chant. His
anthology of texts about music differed from that of Jerome, not just in relying on
the authority of Guido of Arezzo (rather than Boethius), but also because it
included Grocheio’s Art of Music, with its outspoken criticism of John of Garland for
not taking account of the Aristotelian criticism of Pythagorean doctrines of cosmic
music. Nevertheless, Jerome’s anthology of ancient and contemporary writing may
well have stirred Guy to produce his own compilation of texts in Harley MS 281.

Guy’s corrections in Harley 281

The hand (H2) responsible for many of the corrections made to the texts in Harley
281 certainly seems to be that of Guy of Saint-Denis. While, with a few major excep-
tions, the vast majority are minor, namely emending the main scribe’s errors or
inserting omitted words, they occur throughout the whole codex. Guy also seems
to be responsible for the musical notation and the diagrams, which are drawn in
red ink. Surprisingly the straight lines involved in the diagrams are not ruled but
quite crudely drawn, although a compass was used to draw circles. Further, the
pitch letters used in explaining musical examples are written in the same hand.69

Guy made numerous corrections to the Micrologus (fols. 5r, 6v, 7r, 8r–v, 12rv, 13r,
14v, 15v, 16r), the subsequent Prologus (fol. 23v), the Dialogus (fols. 26r–v, 27v, 29rv,
30r–v, 31v) and to the Tonale Beati Bernardi (fols. 35v, 36v, 37r), including a gross mis-
calculation on fol. 38r of the spaces required for the music and text. He also added
frequent corrections to the text of the Ars musice of Grocheio (fols. 40r, 41r, 42rv, 44v,
45r, 46r, 47v), usually by inserting a missing word. As a result the quality of the text
in this manuscript is far superior to that found in our only other copy (Darmstadt,

John’s teaching, the absence of any allusion to tripartite analysis of chant suggests that it is unlikely to
date from the late thirteenth or early fourteenth century, as suggested by Pamela Whitcomb, ‘Teachers,
booksellers and taxes: reinvestigating the life and activities of Johannes de Garlandia’, Plainsong and
Medieval Music, 8 (1999), 1–13.

67 For example in Omnis igitur cantus ecclesiasticus the range was so constrained by rule that ‘no ecclesias-
tical chant can ascend above its final more than eight notes or descend below its final more than four
notes’. (‘Et hoc est, quia nullus cantus ecclesiasticus supra suam finale plus quam VIII notis potest
ascendere vel sub sua finali descendere plus quam IIII notis.’)

68 Jerome, Tractatus 21, 145: ‘Licet autem toni conveniant in finalitatibus, differunt tamen in intensionibus
et remissionibus. Nam omnes toni impares supra suam finalem VIII notis et licentialiter IX possunt
ascendere, sub sua vero finali non plus quam unam descendere possunt. Pares autem toni supra
suam finalem V notis et [106b] licentialiter VI possunt ascendere, sub sua vero finali IIII descendere
possunt, quod patet inducendo per singula.’ While used fourteen times by Jerome in this one chapter,
licentialiter is used only once in the Introductio musice attributed to John of Garland, in Scriptorum de
musica medii aevi nova series a Gerbertina altera, ed. Edmond de Coussemaker (Paris, 1864), 1:168. It
also occurs once in De musica mensurata: The Anonymous of St. Emmeram, ed. and trans. Jeremy Yudkin
(Bloomington, IN, 1990), 158.

69 Mews et al., ‘Guy of St Denis’ and Table 1.
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Universitäts- und Landesbibliothek 2663, fols. 56r–69r, copied in the mid-fourteenth
century and belonging to the Carthusian abbey of St Barbara, Cologne), in which an
added note reveals that its author was Johannes de Grocheio, ‘a regent master at
Paris’.

Guy made one erasure that has not been corrected, namely on fol. 39v. Here
Grocheio is discussing the numerical ratios corresponding to musical intervals. In
writing about the diapente he says: ‘with the result that for the one in sesquialiter
as 12 is to 8, which rendered the diapente’.70 The ratio is a sesquialter one (3:2) but,
although the 6 has been erased, the 8 has not been inserted, perhaps a sign that,
although diligent in correcting the Latin text and music, Guy was not as adept with
the newly introduced Arabic numerals. This is also consistent with his being more
interested in texts and liturgical practice than with the more scientific aspects of
Grocheio and Boethius. In the next text, Petrus de Cruce’s Tractatus de tonis, there
are two changes on fols. 52v–53r, one of them a crossing out in red ink of evovae,
written above the music. He also added the detail Ambianensis on fol. 58r, imme-
diately after the closing rubric Expliciunt toni a magistro petro de cruce, reflecting
Guy’s own knowledge of Petrus de Cruce’s origins.

The greatest part of the activity of this correcting hand (H2) is devoted to correct-
ing the text of the final Tractatus de tonis (fols. 61rv, 66v, 67rv, 68rv, 69r, 70rv, 72rv,
73r, 75rv, 77r, 79v, 80r, 87r, 89r, 90v, 94r, 95v) in such a way as to leave little doubt
that this is the hand of its author. Some of these corrections occupy several lines, in
one case a whole chapter. Further, Guy of Saint-Denis cooperated with the rubricist
since he says, on fol. 58v: ‘You who read the name of the author through the five
first letters of the rubricist, pray this to be written from heaven.’71 The opening ini-
tials of the five chapters spell out GVIDO. Finally, at the end of the Tractatus (fol.
96v) is appended the note: ‘Here ends the Tractatus de tonis gathered together by
brother Guido, monk of the monastery of Saint-Denis in France.’72

When words are simply struck through with a line, it is impossible to be certain
whether this was done by the main copyist (H) or the senior corrector (H2). There
are so many cases, however, of H2 adding words over an erasure or adjacent to
a deletion, that there can be little doubt that Guy is himself responsible not just
for ensuring that his text is of the highest quality, but for introducing significant
editorial modifications. These editorial changes, particularly extensive on fols. 66v–
67r and 89r, deserve close attention. Given that certain passages that have been
struck through contain passages that Guy had already corrected by writing over an
erasure, the final manuscript must incorporate revisions made over a period of time,
and reflect the author’s continuing desire to improve his text.

When correcting his treatise, Guy of Saint-Denis was particularly interested in
the discussion, of great importance to Jerome of Moravia, about when chants could

70 H, fol. 39v, Grocheio, Ars musice,1.3, 45: ‘Ita quod ad unum in sexquialtera sicut 12 ad [8] qui dyapente
reddebant.’

71 H, fol. 58v: ‘Qui legis auctoris nomen per quinque priora Gramata pictoris, hoc scribi celitus ora.’
72 H, fol. 96v: ‘Explicit tractatus de tonis a fatre [sic] guidone monacho monasterii sancti dionysii in

francia compilatus.’
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exceed by licence (licencialiter) the specific ranges to which they were conventionally
(regulariter) confined. That Guy developed his ideas on this concept after the first
draft of his Tractatus was complete is suggested by the fact that all but two of the
seventeen appearances of the term licentialiter are added in his hand over careful
erasures. He may have been a little unsure about how to work with this relatively
unfamiliar concept, as can be seen from his treatment of the possible ranges for the
first tone. The sample passage in Figure 1 is taken from fol. 66v of Book 1 of Guy
of Saint-Denis, Tractatus de tonis, at the first appearance of the term licentialiter. As

Fig. 1 Guy of Saint-Denis, Tractatus de Tonis, fol. 66v.
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stated in the preceding section, Guy may well have been influenced by Jerome’s
work, particularly as it was expressed in the influential preface to the Dominican
Antiphonal. Comparing Jerome and Guy on the permitted ranges of the tones shows
that although they are both very particular about what is allowed by rule and what
by licence, the outcome, in terms of the actual range of the tones, is little changed
from the definition of Guido of Arezzo. This is demonstrated in Table 1.

The deleted chapter in Guy’s Tractatus occurs on fol. 67r within the discussion
of the first tone. It demonstrates at least three layers of correction before the final
decision to excise it completely was made. First a part of the text was erased, and
then a long insertion over the erasure was made, but this was then separately
crossed out, see Figure 2. After this, essentially the whole chapter was excised by
putting lines at the top and bottom of the offending sections and drawing a very
large cross spreading right across the page, together with a vertical line down the
middle. While the content of this passage is difficult to interpret, it seems to mean
that when any chant of the first tone ends on G, it can be brought back to its proper
final on D by a transposition that is indicated by the B flat sign at the clef. This may
be a response from Guy to the process of transposition of modes proposed by the
Cistercian Guy of Eu in his Regulae. The Cistercian chant reform used this method
to avoid all use of B flat, so perhaps Guy was nervous about his proposed use of

Table 1 Modal ranges by rule and by licence: Guido, Guy and Jerome.

Mode Final Ext. below Range Extension above

1 D Guido
Guy
Jerome

(C)
(C)
(C)

D E F G a b c d
D E F G a b c d
D E F G a b c d

(e)
(e) L
(e) L

(f )

2 D Guido
Guy
Jerome

(G)
(G) L

A B C D E F G a
A B C D E F G a
A B C D E F G a

(b)
(bfa/bmi) L
(bfa) L

3 E Guido
Guy
Jerome

(D)
(D)
(D)

E F G a b c d e
E F G a b c d e
E F G a b c d e

(f )
(f ) L
(f ) L

(g)

4 E Guido
Guy
Jerome

(A)
(A) L

B C D E F G a b
B C D E F G a b
B C D E F G a bmi

(c)
(c) L
(c) L

5 F Guido
Guy
Jerome

(E) L
(E)

F G a b c d e f
F G a b c d e f
F G a b c d e f

(g)
(g) L
(g) L

(aa)

6 F Guido
Guy
Jerome

(B) C D E F G a b c
C D E F G a b c
C D E F G a b c

(d)
(d) L
(d) L

7 G Guido
Guy
Jerome

(F)
(F) L
(F)

G a b c d e f g
G a b c d e f g
G a b c d e f g

(aa)
(aa) L
(aa) L

(bb)

8 G Guido
Guy
Jerome

(C)
(C) L

D E F G a b c d
D E F G a b c d
D E F G a b c d

(e)
(e) L
(e) L

Note: Pitch letter names in parentheses are extensions; L marks extension by licence.
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the B flat as it would be frowned upon in the strictest circles, and thought it best
to completely delete the passage. That he tried to justify his position is clear from
the examples of the responsories Germanus plenus spiritu sancto and Pater insignis,
Deus omnipotens and the antiphon Oramus te, all of which can be found using B flat,
which he draws on. Nonetheless he comes to the conclusion that these are probably
‘irregular’ and may have acquired the B flat through the fault of scribes or careless-
ness in correction. That the process of correction is very much on his mind is clear

Fig. 2 Harley 281, fol. 67r. The excised passage and translation. The whole of this passage, after
Sciendum est is crossed out, see the main text.
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from the final version, which indicates that Guy is hunting through his text, perhaps
while proofreading it, as we would say, in order to pick up ‘errors’ of this kind that
need to be corrected. In the succeeding passage of the Tractatus, Guy considers trans-
position again but this time associates it with the use of the affinal.

Guy of Saint-Denis and Guy of Châtres, abbot of Saint-Denis

Can Guy of Saint-Denis be identified with Guy of Châtres (d. 21 February 1350),
abbot of Saint-Denis from 1326 until 1342? In 1336, Guy of Châtres would be asked
by Jacques Fournier (1280–1342), former master at the College of St Bernard, and
now Pope Benedict XIII, to reform the Benedictine Order as a whole.73 Guy and
Jacques could well have known each other in the early fourteenth century. An illus-
tration of Guy’s educational zeal is offered by his Sanctilogium, a massive synthesis
of lives of saints, preserved in London, British Library, MS Royal 13.D.IX, copied in
the mid-fourteenth century, perhaps while its author was still alive. Guy of Châtres
describes in his opening prologue how he had commenced the work while estab-
lished in a lesser Office at the abbey, abbreviating the historical materials about the
saints ‘into a better order’. The difficulty with the Legenda Aurea of the Dominican
Jacobus de Voragine was that it is structured around the temporal cycle of the litur-
gical year, beginning with sections on Advent, Christmas to Lent, and Lent to Easter,
but combines these movable feasts with the saintly cycle, according to which saints
were commemorated on specific days of the year. Guy was also aware that Vincent
of Beauvais had provided a large amount of historical information about individual
saints, but without reference to the liturgical calendar. Guy’s inspiration was to
separate the saintly from the temporal cycle, by structuring his selection of various
saints’ lives (often, though not wholly based on Jacobus de Voragine and Vincent of
Beauvais) into twelve books, structured around the days of the year, rather than the
more traditional Roman calendar (defined by Kalends, etc.), as in the Martyrologium
of Usuard. In the Royal MS., these twelve books are followed by an index (fols.
302ra–305ra) that provides in Roman numerals both the month and the day of the
feast of any particular saint, as well as reference to those 103 saints (eighty-seven
men and sixteen women) documented in book thirteen, for whom no specific feast
day was recorded.74 The fourteenth book provides extracts from the sections of the
Legenda aurea relating to the feasts of the temporal season. From the perspective of
someone concerned with the liturgy on a day-to-day basis, the Sanctilogium is a
much more useful anthology, organised in a similar way to the later Acta Sanctorum,
than the Legenda aurea. Rather like the anthology in Harley 281, the Sanctilogium
updates the material offered by a traditional monastic treatise with new material. In
this case, Guy updated Usuard’s Martyrologium with new materials that he found,

73 See Donatella Nebbiai-Dalla Guarda, ed., La Bibliothèque de Saint-Denis en France du IXe au XVIIIe siècle
(Paris, 1985), 51–2.

74 In the Sanctilogium Arabic numerals are supplied as a running title, to indicate the number of the book.
Its form is very close to that given in Harley 281, in which Arabic numerals are often used, alongside
Roman numerals (e.g. fol. 41), as part of Grocheio, Ars musice.
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not just in the writing of two Dominicans, Vincent of Beauvais and Jacobus de
Voragine, but also in his own library.75

While the principal scribe of the Sanctilogium is not that of the Harley anthology,
the two works share very similar decorated initials, suggesting that both were pro-
duced in the same scriptorium. On the top verso of the opening flyleaf of the Sancti-
logium, a note has been added in a hand very similar to that of H2 in the Harley
anthology: kalendarium librorum sequitur, quere ad finem libri xii (Figs. 3 and 4). It is
also similar to the hand in which annotations to particular sections of the Sanctilogium
are made, drawing attention to significant details in texts about particular saints
(Fig. 5).76 Given the difference in time (perhaps twenty or thirty years) between
Guy’s drafting of his Tractatus and the redaction of the Sanctilogium, it is impossible
to be certain about whether a single hand is responsible for these annotations. It
does seem, however, that both manuscripts were produced in the same workshop.

Perhaps even more important is the parallel between the Tractatus de tonis and
the Sanctilogium. In both cases, an established monastic genre (the tonary and the
Martyrologium) was revitalised by combining ancient texts with those that were
much more modern. Just as in the Tractatus de tonis, Guy was emphasising that
musical modes should be chosen to serve the subject matter of chant so, in the
Sanctilogium, Guy of Châtres was providing the foundation texts to be read or
studied on the occasion of any feast. Guy may not have seen himself as an innova-
tive intellectual, but he was conscious of the contribution he could make as guardian
of the treasures of Saint-Denis.

The multiplication of new liturgical offices in the twelfth and thirteenth centuries
generated the composition of many new liturgical offices prior to the completion of
the magnificent nave at Saint-Denis by Abbot Matthew of Vendôme in 1281.77 Guy,
troubled by the increasing use of ‘numerical’ offices, wanted to reassert the teaching
of Guido of Arezzo to explain the particular emotional effect of specific modes and

75 On the Sanctilogium, see Constant J. Mews ‘Re-structuring the Golden Legend in the Early Fourteenth
Century: The Sanctilogium of Guy of Châtres, abbot of Saint-Denis’, Revue bénédictine, 120 (2010), 129–
44. Sanctilogium sive Speculum legendarum (L London, British Library, Royal 13.D.IX) in which Guy
expanded upon or supplanted the legendary of Jacobus de Voragine by drawing on resources available
to him at St Denis. See also Henri Omont, ‘Le Sanctilogium de Guy de Châtres, abbé de Saint-Denys’,
Bibliothèque de l’école des chartes, 86 (1925), 407–10, which contains a transcription of the prologue of the
Sanctilogium.

76 These are some of the annotations in L, distinct from corrections to the main text by its scribe:
[Macharius] fol. 8ra de sene petentem monachatum; [Epiphany] fol. 11rb nota pro regibus et prelatis;
[Vincent] fol. 15rb pro raptoribus; [Anthony] fol. 18ra De uirtute familiaritatis ; fol. 18rb contra proprie-
tarios . . . quod monachos post orationem debent operari . . . quod vere viderunt sanctos suos; [Louis]
fol. 173ra pro plurima postulanda; fol. 173rb commendatio sancti Ludovici . . . remedium contra guerram;
fol. 175rb nota de beato martire. . . cave pericula . . . de cibo et corpore Ludovici; [John the Baptist]
fol. 182rb nota de iuliano apostato; fol. 192rb de furo liberando per beatam mariam. Other notes (not
always legible) occur on fols. 144r, 166v, 168r, 168v, 169v, 170r, 185v, 186r, 192r, 192v, 212v, 219v, 241r,
255r, 256r, 260v, 277v, 310v, 313v, 345v, 346r, 346v. On fols. 353ra–rb and 354ra, on the temporal cycle,
the same hand seems to have added Arabic numerals, very similar in form to those identifying indi-
vidual books of the Sanctilogium and to those used in Harley 281.

77 Anne Robertson, ‘The Reconstruction of the Abbey Church at Saint-Denis (1231–81): The Interplay of
Music and Ceremony with Architecture and Politics’, Early Music History 5 (1985), 187–238.
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to urge that any mode should echo the message of the text. Guy’s decision to write
about the tones and include his text within an anthology of writings ranging from
the treatises of Guido of Arezzo to the non-monastic Ars musice of Johannes de
Grocheio reflects a parallel desire to ensure that the plainchant traditions of Saint-
Denis were understood in ways that were fully consistent with the intellectual revo-
lution of the thirteenth century.

Unlike most other surviving manuscript books from Saint-Denis, the Harley
compilation does not carry any of the shelf-marks of the abbey. Possibly it was pre-
served at the College of Saint-Denis, an institution for which Guy of Châtres had

Fig. 4 Annotation to Sanctilogium flyleaf, BL Royal 13.D.IX. Reproduced by permission of the
British Library.

Fig. 5 Annotation to Sanctilogium, BL Royal 13.D.IX f. 70r. Reproduced by permission of the
British Library.

Fig. 3 H2 (authorial) correction to BL Harley MS 281 f. 70r. Reproduced by permission of the
British Library.
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particular concern as abbot, as revealed by its account books. These show that, since
at least 1284, the monastery paid for two external masters: the magister puerorum de
cantu and the magister iuvenum.78 Whether Grocheio was a secular master employed
at the College of Saint-Denis in the late thirteenth century is a possibility that cannot
be pursued here. Yet it is noteworthy that Guy of Saint-Denis had access to Grocheio’s
Ars musice, a text that was copied a second time (much less accurately) in the mid-
fourteenth century, in a manuscript that could have belonged to Heinrich von Kalkar
(1328–1408), who studied in Paris in the 1350s, before becoming a Carthusian monk
at Cologne in 1366.79 The possibility arises that von Kalkar might himself have come
across the original manuscript (from which H was copied) during that time, and
learned the identity of the author of the Ars musice, never explicitly revealed by
Guy of Saint-Denis within his anthology.

Guy was dissatisfied with liturgical offices that were composed simply by going
through a cycle of different tones in sequential order, without respect for their in-
dividual character. He wanted the melodies of chant to suit the particular subject
matter of the text in question. He believed that what Guido had to say about chant
was fundamentally in accord with Aristotelian ideas of thinking about how our
understanding is always awakened through the senses. Just as Jerome of Moravia’s
anthology of musical treatises may have inspired Guy to produce his own compila-
tion of writings about chant, so he was prompted by his difficulty in using the com-
pilations of Vincent of Beauvais and Jacobus of Voragine to create his own synthesis
of texts about the saints in his Sanctilogium. In both cases he was able to incorporate
treasures of monastic tradition into a synthesis that suited the needs of the monks of
Saint-Denis in the early fourteenth century.

In the Harley compilation, Guy brought together classic texts of Benedictine and
Cistercian tradition about chant, placing them alongside the writings of two figures
with secular clerical backgrounds, Johannes de Grocheio and Petrus de Cruce. Guy
emulated the Cistercians in seeking to reform the liturgical traditions of the most
venerable Benedictine abbey in France by reference to the oldest sources of chant to
which he had access. In particular, he sought to reassert the authority of Guido of
Arezzo in the teaching of chant. Whether Guy succeeded in his desire to modify
the dominance of modally sequential offices in the liturgy at Saint-Denis has still to
be established. The financial records for the period in which he was abbot show that
he was committed to renewing the intellectual life as well as the physical resources
of its College, the Parisian home of its abbot and educational centre of its brightest
students.80 The College would continue to function in this way until the turbulent

78 Nebbiai-Dalla Guarda, La Bibliothèque de Saint-Denis, 337–55. The account books of Saint-Denis reveal
that from 1284 a magister iuvenum and a magister puerorum were each paid 32 soldi per annum, raised
to 40 soldi from 1320.

79 See the Introduction of Mews et al., to Grocheio, Ars musice, 14–16.
80 The accounts (referred to in n. 78 above) reveal that there was a trickle of expenditure on book pur-

chases (never more than 8 libri in one year) from 1280/81 (when accounts begin after a break of fifty
years) until 1328, when there was a sudden surge, which continued until 1339. During this period an
average of more than 20 libri was spent per year with a maximum of nearly 74 libri in 1329–30. This
interval coincides almost exactly with the time when Guy of Châtres was abbot of Saint-Denis (1326–
42).
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decades of the sixteenth century, when Jean Gosselin (1506–1604), keeper of manu-
scripts in the French Royal library, came across the compilation that Guy had put
together, perhaps while it was stored (along with the treasure of the abbey) at the
College of Saint-Denis.81 By that time, the ancient traditions of Saint-Denis were in
danger of becoming just a historical memory.

81 See Mews et al., ‘Guy of Saint-Denis’, 25–6.
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