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(Abstract)

THE GUIDONIAN HAND

Shinhee Park

“The Guidonian Hand,” invented by Guido d'Arezzo for teaching
solmization, superbly organaizes the core of music theories available
throughout the Medieval and Renaissance periods.

This article seeks to explain the logical and coherent arrangement
of locus, vox, deduction, and clavis which are all 73 different pitch
functions in “The Hand,” with references to the symbolism of the

Trinity, that is, the concept of perfection in that period.
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