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Finally, let us look at this first phrase in terms of grammatical structure. It is
‘part one,” of a two-part idea, needing the next phrase to complete it: »linguam
refrenans temperet / ne litis horror insonet.« It is therefore more appropriate that
this initial phrase fall on a tone requiring the melody to proceed—a dissonant tone.
Guido does this, by ending on the second degree of the mode. The original chant
ends on the finalis; prematurely, I believe; and to the detriment both of meaning
and melody.

For phrase two, one needs to say that the setting in the original chant of
the word »horror« on its highest pitch—the sixth—is very effective. How-
ever, there is also a loss: for one thing, the prosody is twisted, with attention
now drawn to the second syllable of the word. Moreover, one can feel this
climax comes perhaps a bit too early—on the 13th of the 32 syllables in this
stanza. The impact is to make the second rhetoric unit (phrases three and
four—»visum fovendo contegat / ne vanitates hauriat«)—seem, a bit, like an
anti-climax.

Guido, on the contrary, manages his choices of pitch so that we are actually
pulled across the rhetorical divide. Far from anticlimax, this second large rhetori-
cal unit begins with this highest of all his notes. Moreover, Guido leaves the climax
alone; it comes only once. In the original chant, the climactic pitch is recapitulated
on the middle syllable of »fovendo.« This is awkward. Were anyone to speak this
phrase, and heighten »fovendo« at the expense of the other two words in it (which
are more important to its meaning), it would indicate the speaker lacked rhetorical
insight.

Here, one might fault Guido a bit, too—for »contegat« would generally be
more accented in a sensitive reading than »visum,« insofar as its sonic structure
needs to be brought out as preparation for the »near-rhyme« with »hauriat.« More-
over, the fall to the »finalis« is as ill-placed here as earlier we observed it was for
phrase one in the chant from the Liber Usualis.

Meanwhile, compared to his other options for setting »contegat,« it is hard to
see how Guido might have chosen better. Every other possibility carries with it
different and, indeed, more fatal weaknesses from a rhetorical point-of-view. In
addition, strictly in terms of the tune, we would lose an important structural dove-
tail—a repetition of a small motivic unit binding the two phrases together—as can
be seen in the following figure:

Figure 11
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We proceed now to another comparison between the two chants. Praise for
the earlier chant can be given in relation to the subtle echo which can be heard, at
the beginning of its fourth phrase, of the incipit of the entire tune. The melisma for
»hauriat«also seems, in this setting, to be very apt—congruent with the sound and
with the meaning of the word. Yet if we turn to Guido’s setting, it becomes clear,
by comparison, that the aesthetic palm should be awarded to him.

Let us go at it word by word. »Ne« for Guido is on the second degree of the
mode, which conveys an energy that the earlier chant cannot convey since the
word, there, was set on the finalis. Negation, as a concept, always requires energy,
not the stasis which the finalis, by necessity, implies to the ear. »Vanitates« is
certainly more ornate in the earlier chant, but by being so it tends to undermine the
expressive power of the melisma on »hauriate.« And visa-versa. The »overuse of
melissma,« of course, is a fault to be encountered in later centuries of songwriting,
too!

Guido manages matters more simply, and more boldly. »Vanitates« begins
with its highest note, and ends on the second degree—both gestures making it
‘unstable,” which is the clear ethical criticism implied by the word. The earlier chant,
interestingly, has »vanitates« beginning and ending on the finalis, which does con-
vey a certain appropriate smugness—but whether this tonal gesture is as telling in
this context as what Guido presents, could be questioned. To my ear, it is not.

Finally, there is the masterstroke of Guido’s setting of »hauriat.« He ends, as
he begins, with the repetition of the finalis. Something similar is done in the earlier
chant, but with much less power, for the penultimate neume is a ‘double-neume,’
whose entrance is on the second degree. Moreover, the finalis is approached en-
tirely from above, which makes it seem far less ‘physically’ appropriate to the
meaning of the word—which implies a deep intake—than does Guido’s melodic
gesture, which begins with a sudden presence of a pitch we have not heard since
the beginning of the chant: the subfinalis.

And here we marvel at another aspect of Guido’s art—for he has so organized
things that the conclusion of his chant is a retrograde of its opening.

Figure 12
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Moreover, a ‘cellular’” analysis of the melody as a whole reveals that it artfully
makes use, once again, of the various structures Guido took pains to outline in
chapters 15 and 16—including inversion and transposition. And it is interesting to
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observe how Guido, having first made available to himself a double series of vow-
els, nevertheless clearly wishes one of them to predominate, using it 72% of the
time—23 of 32 syllables.”

Most dramatic, still, is what occurs on the pitches »a« and »c.« The first (»a«)
is used for nine syllables in this chant; and eight of these are given to the vowel
»e.« The second (»c«) is used for six syllables; and it, too, has a near consistency of
vowel—»o0« being used five times. If we examine the exceptions, the following
emerges: the vowel consistency which has just been described is disrupted pre-
cisely in words having a disruptive meaning: the accented syllable of »horror,« and
the melodically most prominent syllable of »vanitates.«

It is not only musically, but ethically acute of Guido thus to subtly relate the
concept of »horror« and »vanity.« Perhaps, it is only coincidence—but I choose to
think, or at least to hope, it was part of Guido’s over-all artistic plan. In either case,
what we hear is lovely, subtle, and tellingly appropriate.

Another Look at Guido’s Vowels

It is a curious fact that when one analyses the vowel structure of the »Linguam
refrenans temperet« as it appears in the Liber Usualis, (Figure 9) that structure hints
at the kind of vowel-pitch layout Guido develops in the Micrologus—or, to be more
precise, the type of double-vowel series presented by Johannes Affligemensis: one
in which neighboring pitches share a common vowel.’

Figure 13
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This suggests the possibility that Guido, innovative as he was in Chapter 17,
might yet have been influenced by aspects of prior practice. I have begun looking
into this, but lacking a super-computer capable of analysis the astonishing amount
of data involved,  hesitate to present my very tentative preliminary findings, which
do tend to suggest the validity of the aforementioned hypothesis. More research

¥ John's practice seems different, here, than Guido’s. In his setting of »Vox clamantis« the 28 sylla-
bles are more nearly equally divided between the two vowel-series: 16 and 12.

% Whenever a syllable is set melismatically, I am considering only the initial pitch in this analysis.
The restriction seems reasonable.
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plainly is needed. Given Guido’s praise of the particular loveliness of Ambrosian
chant,® that body of song, perhaps, deserves special investigation.®*

Since we have been considering Guido’s thought about melody and vowels, it
seems only right to add a brief word about »Ut queant laxis,« the chant which
inaugurated the concept of solfege, and whose melody he almost certainly com-
posed—at least in the form it has come down to us. In keeping with the idea of
separate pitches being represented by separate vowels, we note that the syllables
which lay out the hexachord do exactly that—albeit in a somewhat different order
than that suggested in the Micrologus.

Figure 14
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Moreover, when a sixth vowel must be found for the sixth note, the one cho-
sen for repetition (»a«) is placed a third away from the earlier use of that vowel;
exactly as recommended in chapter 17.%°

Echoes of Guido

I conclude this consideration of Guido’s marvelous, strange, controversial
chapter with a few remarks as to its impact on later music. As we saw, few writers
picked up on it in the immediate decades and centuries which followed its compo-
sition. By the time of the Summa musice, which dates, according to Christopher

61 Ch.15:43, where he calls these »praedulcis.« Also to be noted is that, once again, in this passage,
Guido is calling for the oneness of opposites. He wants similarity and difference at once: »similitudo
dissimilis.«

62 Another possible source for Guido’s thought could be the various tonaries influenced by the
Hartkner Antiphonary (Monumenta palaeographica gregoriana, iv/1-2. Miinsterschwarzach, 1988) for in
it vowels—both Latin and Greek—are used to indicate the psalm tone for an antiphon.

% When the placement by Guido of all the vowels in this chant is analyzed relative to its melody,
one can get a further sense—an even more breath-taking one—of the boldness and richness with which
he marshaled »double melody.« To keep this paper from venturing beyond gargantuan to truly mon-
strous proportion, I purposely held myself back from including this analysis. But it is available upon
request!
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Page, around 1200, we have, for instance, very extensive comments on how to
create new chant (lines 2097-2294), many of which plainly derive inspiration from
Guido and John—and yet no reference at all to the matter of coordinating pitch
and vowel.®

Perhaps the reason for the lack of interest is that composers and theorists in
Guido’s own day were increasingly interested in wrestling with the new problems
brought forth by polyphony. And as was mentioned before, Guido’s method is
singularly inappropriate for it; at least so long as one requires that the voices coor-
dinate around a single text.

However, beginning in the late medieval period, and into the Renaissance,
we do see a conscious attempt to make use of Guido’s core concept—albeit, as I
think, without an understanding of his own deeply flexible approach to it, let alone
its fundamentally heuristic purpose. One of the first is Jean Charlier de Gerson
who, in his Collectorium super Magnificat, aligns sol, fa, mi, re and ut to the vowels
a,e,i,0,and u.*® Others include (chronologically) Eustacius Leodiensis, John Lloyd,
and Romano Micheli—all of whom create musical designs through coordinating
vowels to a fixed pitch-series. The practice (or variants of it) was common enough
that Zarlino, by 1558, felt the need to coin the term »sogetto cavoto« in his Le
institutioni harmonische to describe it.

Perhaps the most distant echo of Guido’s conception can be found in the se-
rial procedures of many 20th-century composers. Might Thomas Mann have been
aware of the Guidonian roots lying quietly underneath some of the technical ideas
employed by his devil-driven genius of a composer, Adrian Leverkiihn?¢

Meanwhile, if the central argument of this essay is correct, and Guido’s core
purpose in the 17th chapter of the Micrologus was to convey to other musicians the
necessity of respecting the word in its fullness, and loving all the possible ways
words can be beautifully coordinated with »musical« sounds—then Guido’s en-
during legacy is far more extensive. One would find it nearly everywhere a musi-
cian in the Western tradition had achieved excellence in songwriting.

 The ‘Summa Musica’—A Thirteenth-Century Manual for Singers. (Cambridge: Cambridge Univer-
sity Press, 1991) Page 12.

 See pages 118-124 of PAGE, 1991; op. cit.

% Notice, apropos of our earlier discussion, that Gerson aligns the implicit »pitch-levels« of the
vowels in parallel to his musical pitches—just the opposite of Guido’s procedure.

 Insofar as Leverkiihn was affected by Kretchmar’s lectures about Conrad Beissel, this is plausi-
ble. Such »linkage« was also posited by Julian HERBAGE in his review of Thomas Mann'’s novel Doktor
Faustus for the August, 1949 issue of The Musical Times. (Vol. 90, pages 279-280).
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Sazetak

O CEMU SE RADI U 17. POGLAVLJU GUIDOVA MICROLOGUSA?
PRIJEDLOG ZA NOVI ODGOVOR

Micrologus Guida iz Arezza (oko 1025.) je relativno brzo shvacen kao nezaobilazan
tekst. Medutim, njegovo 17. poglavlje srednjovjekovni su komentatori uglavnom zaobilazili.
Promisljeni pokusaj da se rehabilitira ovo proturje¢no poglavlje napravio je Josef Smits van
Waesberghe u svojem znamenitom ¢lanku iz 1951, »Guido of Arezzo and Musical Improvi-
sation« (Guido iz Arezza i glazbena improvizacija). Njegova je teza bila da je Guido cijeli
Micrologus prozeo pedagoskim namjerama, a da je 17. poglavlje namijenio upucivanju ucenika
u umjetnost improvizacije s pomocu inovativne metodologije: redanjem niza samoglasnika
a, e, i, 0, u duz ¢vrstih tocaka ljestvice, tako da pjeva¢ moze odmah na njih improvizirati
melodiju ¢im ugleda ili ¢uje bilo koju skupinu rijeci.

U ovome se ¢lanku istrazuje mogucnost da bi 17. poglavlje moglo imati vece znacenje
od onoga koje mu je pripisao van Waesberghe. Je li moguce da ga je Guido shvacao kao
klju¢ni aspekt svojega naucavanja? Daleko od pomisli da ga namijeni kao gotovo samostalni
odsjek o umjetnosti improvizacije, nije li ga mozda koncipirao kao logi¢ni nastavak tematike
koju je obradivao u 15. i 16. poglavlju: naime estetike pjevanja? I ne poklapa li se Guidovo
poimanje estetike s onim sto je veliki filozof 20. stoljeca Eli Siegel objasnjavao kao univerzalno
u svjetskoj estetici, naime da je »sva ljepota u ¢injenju jednoga iz protivnosti«.

Shvatimo li poglavlja 15-17 kao cjelinu (a 14. poglavlje kao njihov »preludij« i kao
draZestan prijelaz iz onoga $to im prethodi), ono sto se neustrasivo javlja jest ovo: Guido u
tim poglavljima stvara uvodni tekst za »pisanje pjesama«. On nije toliko zainteresiran za
improvizaciju per se, koliko za stvaranje novoga pjeva: jedinstva rijeci i melodije koje je
relativno »fiksirano«.

Donose se dokazi kojima se sugerira da su pravila u 17. poglavlju ustvari niz »uputa
za trening«, odnosno nacina kojima se u¢enika navodi da po¢ne cijeniti izrazajni utisak sto
nastaje ponavljanjem samoglasnika, osobito utisak onog »timbarskog« ponavljanja na jednoj
tonskoj visini. Pravila pokazuju smisao kao heuristicko sredstvo. Dokazi proizlaze iz dubljeg
proucavanja ne samo Guidova teksta i njegovih glazbenih primjera, nego i iz tekstova i
glazbe koji se nalaze u djelima De musica Johannesa Affligemensisa i Liber Argumentorum
nepoznatoga autora.





