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227 gebe AR el Z(Guido d’Arezzo 991/992 74-1033d ol¥)
o FAlRE A EFER e BHEEF, AR & v MW &E
& AHse fojoldt. ey A X7 Helele folo AF AAE
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AE 29 oty AL ojEo AAER PP Fule o]EXNE
< 2o BHHog F45o T FXF o] g oyt BAREHA
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BEo LU AXNEER o £FE aUE we gtd 23y AR A
o] SHAE BEo|T o o877t 2% ‘AKX &'dx B’o] X3y

1) Stanley Sadie, ed, New Grove Dictionary o Music and Musicians, 2nd
ed.(Washington, DC: New Grove Dictionaries, 2001), s.v. “Musica ficta”, by Margaret
Bent, p443. A9 AlRE=oe BAZ HE Aol ‘BAVE To] ¥HE 9 9 %
&g njate 22 oy 947 & A( F2gelsl dslelett, ez 22 v Ao
{falsus sonus: 7F4 &%) M. Gerbert, ed., Scriptores Ecclesiastici De Musica Sacra
Potissimum, vol. I(Hildesheim: Georg Olm Verlagsbuchhandlung, 1963/Rep. of 1784
edition: o|F GSE E71%, pl77. 221 134714E A7 Helg Fie= Y2 P
ou)e) Ba7t FAHMusica falsa)’t 282w, 5471 Hete 1447188 Uehde 89
olt}. 1A 7ide F-AE} HelE on)dle 2 #Y-EEHconiuncta: AH)@ Hole A
a7 Aztstedl(o] folv ¥ HAalzse A8AE 15 )& tYsle YER ALE
grh), 164719 7kME B Fo] YEH Ue FA7 Hel oAl o] Fojrt dE
2ol A}
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olsh Z& B'ol EFE FAAE HoE 971 FILE(H de St
Amand, 8508 73-930W)e] He|MEE FAdE ALEAM, B’ & gilic
7} 2ekE 7] o] WEE oju] o]&F FAA Qo] TE ] YT

134)7)9F 1 o]|% 9 ‘Axg] £'dle &vigre widjult dalzze] AW
o] AAFo Yded, B Afode F HAZE(EE ‘§F dAZE)9
B3 BYo] ‘A7t el (Musica recta: AT 2[& ¢ SNEAM U
8] BAH o] k4

(2) B® o]9)9] wreEE 727} HEl7t € & YeIP
o] FAv 4 HAEH & Al RAelw, A A whtx U}
A Atejeltt wiztEl WE(M. Bent)$t 9E=F F$=Z(A. Hughes) 59
AL Hhgo] HAlmZE SAA oM YR wet FUHor F3
7t Jeht Hebrk @ 4 e Rol@n FFE dF 5o E'L /8

2) 98], "Hermannus Contractus® Musicz: W4 ¥ A7, , §guista HAES =&,

1987, p.&4.
3) EFadse 409 HESAER °15l"~°1"1 SAAE AR, orld g2 HE AF
e 59 BEZSIS(g-a-b’ -0 BAFHoE HyHck GS, I plle A Traub,
“Hucbald von Saint-Amand ‘De harmonica institutione’™, Betrdge zur Gregorianik
7(1989), p54. EF TAW=9} HLT AV FHHAC ¥ Rx7 As)ejolds, of
AE gAA <o) b'e] BA¥E G. Reese, Music in the Middle Ages(NY: W. W.
Norton, 1940), p.254.

4) G. G. Allair, The Theory of Hexachords, Solmization and the Modal Systern, MSD,
No. 24(Rome: AIM, 1972), pl19 #=. X7} Hele o|&rigel wet Fx7 W
(Musica vera: &9 ), 35 #2ea)2(Musica regularis: 73¢9 &) o2 9%
A 4. K. Berger, Musica Ficta: Theories of Accidental Inﬂeczwn in Vocal
Polyphony from Marchetto da Padova to Gioseffo Zarlino(Cambridge: Cambridge
University Press, 1987), p.12 #&.
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LS8 AFATL AFAle] Yobr] Eoor & WrgEe] A7A € Rojth 1
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5) M. Bent, “Musical Recta and Musica Ficta”, MD 26(1972), p.98.

6) K. Berger, Musical Ficta, pp44-47, p64 #=, Gilbert Reaney, “Accidentals in Early
Fifteenth Century Music”, in Renaissance Muziek 1400-1600: Donum Natalicium Rene
Bernard Lenaert(Leuven: Katholieke Universiteit, 1969), p.224 #z. 219 6 - 4% 3
=,

7 D. J. Growt, A History of Western Music, 3rd ed.(NY: W. W. Norton, 1980), p.131, 174
9} 4th ed, p.156 F2,

8) K. Berger, Musica Ficta, p.162 3%,

9) D. J. Grout & C. Palisca, A History of Western Music, 6th ed.(NY: W. W. Norton,
2000), pp.113& B9, o)A oM E(ZE 7 Fx)AM e F2)7t gebe A7t 4EA +
A= o] 3tk Gustave Reese, Music in the Renaissance(NY: W. W. Norton, 1954), p.79
9} K. Berger, Musica Ficta, pl2% %,
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YAES] olgt #2 75 e gAHeR 1 AAFHY 75U FAld 2
dell loMe FUF o7l 3ok FE2E 1547 o|ddE od olg
7 ol diE AFe Heo] QiAttn SAs}I0 1447] B ol
28] YA, (Berkeley Ms, wWa), 1375 A)oME e o] L39
A4 A BAY YAEY AHEL BuE AFen Yok

ojtlel HPH 2ol Ad b, [(AXY] &K He} g& & g F0yA] 5L
‘2 gHof Sk ojdie] YA BoAH AW gt SoAle] HE Lo & %‘_%" =
oA ‘vl'2 Fejo} gl

o714 ‘m'e ‘e dAlEE AA W9 HS(E-F, A-B®, B-C)dl tig
AWE L3l ALRZA, E3] ‘U)'Es LUEI BAR Lo o FAHY
OlEoE(AW HAz=oNY BY), ‘H'E WPEs EAR o WE 4
B JELER(FI AR oMY BY) BelA ®ch

YAE} BF B SH(FEE 22 viy ¢te] LR E)W L1y} Wl
He 22U oride fzHoz, d¥ HAHLY oW, Apel], =9
100 A, Hughes, Manuscript Accidentals: Ficta in Focus 1350-1450, MSD, No. 27(Rome:

AIM, 1972), p.45.

1) 98¢ &3 ZrHM. Bent, “Musica Recta and Musica Ficta”, p.86): “Wherever the
sign # is placed, the recta sound of that note on the hand should be lowered by a
major semitone and called fa. Wherever the sign # is placed the sound of that note
on the hand should be raised by a major semitone and called mi”. ©)g}2le] 2|2 uk
29e} 2 (Giovanni Spataro)7} 1524'del 8 o718l o E& o}&(Pietro Aaron)ol A
B & MAGME o)9)} BAAoE #e Wgo] FA45N, 1 oo ThE o)&@rEe]
AMgdMT §&Hoz A= e AE FF B 4 UHK. Berger, Musica

Ficta, p.39).
12) A. Hughes, Manuscript Accidentals: Ficta in Focus 13501450, pp.44-45.
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Tk RFE b YAE] HES A Rgo] A5, WA Hgel FT b YAE
S 9 A @ Aolck B o] YAE7F e oW Eof HAseieE, 23] 7]
E oulrt AssEe @ Hge 2T b2 EAA 2 Belnh

EY&T)e 164719 SAMEAAR o ojd Y& BAY Re=
BolEHEE A%t

(2) A== &S dEle 7)F

F¥ze A9 GHAM YAEIF £F B X w2 ¢ A¥EG
© AR E7E A} (Mutation)H & 2o x15t3 ke A FE3H,
dAES & B8 7%, §F 2 A8E gEe 7)5E AN o] A%
de YAIE B X AA e uE WA ger

F29 ol Aol s HAEL giRE BAHo|he 1 stey &
HR=2 ZWAE(A. Planchart)e, 28 EHoz JAEE HAs &
AL Z (F29 AAMd) AAE o] thal, 2 JAES AZoE 1 2
A SHY F1E WIATlEd 22 Aon whitdith a8y % 134
719 Fotol&rigl ajhil& = 7HE@tol]. de Garlandia, 12408 72 &
7 AAT dd dsiMe S e 7)15e2MY YAEE 94F

13) W. Apel, “The Partial Signatures in the Sources up to 1450,” AcM 10(1938), p.12; E.
Lowinsky, “Conflicting Views on Conflicting Signatures”, JAMS 7(1954), p.193.

14) 9F& 5% ZHK. Berger, Musion Ficta, 19): “If it [the sign of the round 5] is
placed at the beginning of the staff, the whole melody will be sung with the soft .
If, indeed, it is placed anywhere else, the melody will be sung with the soft » so
long as the deduction which it prefaces will last.”

15) A. Hughes, Manuscript Accidentals: Ficta in Focus, 13501450, p44. BAls=9] g
o MEg ¥ W shie HAREAN e YAlas=ag oFg Wil Aod.
&, A89 §9¢] 6% o]4delA Bgel Bbgo2 Ex 1 vz vy He AL
g HAlmEe AolBoE uig A7 kg REE Aotk AP Fe 9
A F2Y Yramco] L8 e Sof HEEHE Afojrh o9 e AUse ZElHY)
ol2E YA Hilmz o AHo] 6o Bislr] o Fo A7 Ae|r).

16) M. Bent, “Musica Recta and Ficta”, p.83.
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E YAEY 759 Fie Aojd, BEE Pt S AEEZM Fr2
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A% £QE7 Bol e SEE v 2¥ £ 99, - FyuHE W
£7) 93td, AFSL vre uee Aol wdle] ASx vhdsiA el

@ YANHEI} Bol glou &g WA TR gotof e B o] B
=, gl YRS Bol gl &0l ofn ‘HolH(F, JHEH olv] WwEE
olgm glow) HgE o oA WgA LEte Aol 1 wde Ak
oh374A 7} € '

4. YNZERAMY 7F

227 Heto BEE £ OE AT =AL AR 359 T
wo ohje}, 2ole] ZEAY, RIS FRPE EI FFE R B

17} A. E. Planchart, review of The Theory of Hexachords, Somization and The Modal
System: A Practical Application, by Gaston G. Allaire, in JMT 18(1974), p.217.

18) A. Hughes, Manuscript Accidentals: Ficta in Focus, 1350-1450, p.45.

19) A. Hughes, p.44.
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Ae&dte A2 4HE 21 dde FHo] WiE 3y, agdx
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e 408 2R A A

PAZEY M 5 24 oJErE FAA JdFe] A ge 4
Aozl WEd, ojd ZAx ol&H THE FHAHeE WAE Ut sl
Agrolet, thA}gotol o] YA ZE(ES] FHFE[Partial Signatures]et &
gn, BadMx o] £oj§ AMgsidhel disiMe =98 ¢7 v A
oy g AlHRAE 2R AN uidded B3e Aotk ¥ e
Ao Y@Ee 3 gled, 2 olfe HAHME 28A AHFLEHN F
217} dete HetRo o Bol AHEE £ A WL E FAHGR

(1) BAEINY YANZE

gHgd Boir glE YAZES e gEiME 4T 2o A §
79l A8z} Uk,

O AWE AN AJE J5 WA NES 9% BA59 A
H, WA ol2Fel ZA% A WAE TS e 2ok

20) K. Berger, Musica Ficta, p.58.

21) ARz EE 13~164719 SofolA @ thdelte] 4RSS AEAog ARE ZRE
o] g},

22y B¢} 6 - 5) A%, Thomas ]J. McGary, “Partial Signature Implications in the Escorial
Manuscript V. [OI. 24", MR 40(1979), p.77.

23) T. Brothers, “Musica Ficta and Harmony in Machaut's Songs”, JM 15(1997), pp.507.
2y el sl WAs RAHeth K. Berger, Musica Ficta, pp.139-50 #3=.

24) K. Berger, Musica Ficta, p.58: Marchetto da Padova, in his Lucidarium in arte
musicae planae(1317-18), shows examples of the same first-mode melody
untransposed, that is, without any accidental signature, and transposed a fourth up,
that is, with a b -signature, and comments on the examples as follows: ‘A mode so
transposed will be called “proper with regard to composition,” since it is formed of
its proper melodic species, but “improper with regard to location”, since it is located
on a pitch other than its proper one.’ HW #le|W(Gilbert Reaney)® A&l &9 &3
A A ERFEY RS AYFct “Modes in the Fourtcenth Century, in Particular in
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AR o gRue 28 AN TSR 47 dee o83 &Y, (Lucidarium in
arte musicae planae, 1317-18)e14 & A1y el &g, shvie 287} Qe AHE, &
0E e b*§£7l- it e Re2N 4= AR AYGUE duE AAsEA, ggT
o] =gk ‘olg} o ZH]*"‘%% Age AR ZHe A AA” dustd o
dye AE 8AH FE 292 2a ) ol 22t oY AHe A1 9
AR & R AR Z R F SWAME BFHHG"

AHd Aol 4y 5& %E A& Holx 1 AP IdE £
g =25 ol 9479 Tx&Eay}l dFleleldZ; (Scolica enchiriadis)
AMEE JEhH D 114719 o]&MdqAMe 19 2L AeFHE AsA
T 2¥EY WHES gasitn dFH JUTHGS, 1, p75). 23y b’
ZH7F (REHoE T AAHLE) B2 5 ¥ 6 A¥(EHele} 32
gitiohe] Afole HEES 1647] o]&715] Y3 Ae&HB Ro] of
d A 4219 “‘ﬂ"i =8 ¥ ich®

@ YAREE AYKH Ale 7% HEE, FFEANE HH R, F
A7} 5-’45}9} Heprt E9o wet AR ARYHe Aoer ok I
BHAM, HEE B’ YAZEE i‘}*}‘—’f’——‘:—"’ AU SFHLE HHP F,
HHE7 dAZEEAN A e A9 C HAIZ =AM F dAlzsR
o A &AL Yujste AoEM, E'o] ¥A7} Helr} dokm HE Ao
chge) AeolMel B ol #3). o|s} o] oz, B ®ut olz} E' 9
Aol Bk AFEHAT, Helaxel A Agx AuHez ol
"o Aolth2n

A ZH7 MY Ev YAlAEY A&, v 1 99 5§ 9u)s
A9 gz 2L WErlde o83 FA F83A @t 2uv 4
EL Hox aAe] ofE AAHA #FHE vEAe Aor|Hoe AA
A Helg 1% AHelAdte dde AsE Zo| ok & AFAE A3
AEE k) BE7]) A FHLE o|F3AY e FX7 HetE 9 A}

the Music of Guillaume de Machaut”, in Organicae Voces: Festschrift Joseph Smits
van Waesberghe(Amsterdam: M. M. Instituut voor Middeleeuwse Muziekwetenschap,
1961), pp.137-43.

25) R. Enckson, trans., Musica enchiriadis and Scolica enchiriadis, ed. C. V. Palisca(New
Haven, CT: Yale University Press, 1990), p.43.

26) K. Berger, Musica Ficta, p.60.

27) M, Bent, “Musica Recta and Musica Ficta”, p.98.
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28) E. L. Kottick, “Flats, Modality, and Musica Ficta in Some Early Renaissance
Chansons”, JMT 12(1968), p.270.

29) wl&, “71& FHold AerRg Bata B A wgAd 27 HA", e
11(1991), 85%:.

30) K. Berger, Musica Ficta, p80; Edward Lowinsky, “The Function of Conflicting
Signatures in Early Polyphonic Music”, MQ 31(1945), p.227.

31) W. Apel, “A Postscript to The Partial Signatures in the Sources up to 1400", AcM
11(1939), p.40; Apclel “The Partial Signatures in the Sources up lo 1450", pp.l-13%
.

32) E. Lowinsky, “Conflicting Views on Conflicting Signatures”, pp.188-89.
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% B'z¥7F #7Eddn #4803 a2y gy= 3H(R. Hoppin)L,

ojg} o] HiFHoR NEE F¥HY HEZAe FEAFA} 7| o]

Ao oju] Vel d R0ZAM, EA} gle FAoletn wegt -

@ BAHE FXsle 7% W] 19950dto] WS Asjeolth ZHe
PAZHE7L e AR e AR Aole §90] 5 Ax Apo|r} v
AE AAs Y, & Fo & HYPEC] FAY 2¥AY, Ev & HYe]
Al Eee A9 A &HE ARl 2 Aeg BU36 Iy 2
271¢ 38| Add HHER AFAMT TR o|8d] ¥R Ue 47}
Brhn AFHFPG YES AR Aol 55 AxE L9 o]z} ve
A& AAsY, EH Asd dsiMe FAHFolg. HEE S H
B} SH7F SUEREA 13M719 11 o] &) o]grE(HE B0 afhE =
a2 A L[} de Grocheo, 13008 72 &%] %) 7tvle A& g A
Hel HE AAE AT AT USS FUIA G

@ dAZ=E 94 A AHEAE AR FAC AHE F dv 7]
5 ESH F929 Asjolck1970dd). o Asiel w=dw, (B*ZE7} 3
E) d4%e B'2E7) Q) 44K ¢ gL He SEE 24 =y
(5-2]-@© =), Aoz A A FA7 Hel2M SHHIL 2Y &E
o] ZojEA ©ck 4%l B'Ul4Al Bgol ow, F4=E 37 8 4
JRolE Fro] stop gt 2l WAE o)g e Haln=el Hel-y
33) E. Lowinsky, “The Function of Conflicting Signatures in Early Polyphonic Music”,

pp.242-43.

34) E. Lowinsky, “Conflicting Views on Conflicting Signatures”, p.191.

35) R. Hoppin, “Partial Signatures and Musica Ficta in Some Early 15th-century
Sources”, JAMS 6 (1953), p.203. =3t 19 “Conflicting Signatures Reviewed”, JAMS
9(1956), pp.97-117% X,

36) R. Hoppin, “Partial Signatures and Musica Ficta in Some FEarly 15th-century
Sources”, p.203.

37) E. Lowinsky, “Conflicting Views on Conflicting Signatures”, p.193.

38) 1wl He] oig olfre, HESQ Ao o, fx71 Heprt dodle My 1PHE
SAude] thE 2} W&Eoltl M. Bent, “Musica Recta and Musica Ficta”, P.83. 154
71 F4re] o]BEL YubHo R tpASotdlMy dyE =oay) AFE, HEs %
Y2 (Harold Powers)® 280 Mg 239 Hag AAMZA/ o) HHEDE &

Fite FUog A Holgtm FA#Y, H Powers, “Tonal Types and Modal
Categories in Renaissance Polyphony”, JAMS 34(1981), p.435.
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g 712qek dtha 23 vk Qo & e AARIE Ao g A
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2R Ay BAFL 3] $PHor FEL Y] oyt

ol s o] AHE JAZE 75 B, AAE oW FAE 14
e =88 FAAI FEIAE @S A B urloz s
FTEAY Ade A5z 943 dUdY Agone FAH £
e AX o] S} wgkRe] - - b #Elo] - b, b HHE AH A=
FYE 2R AT AT 2o Yok

5. 227 Bt Hge) 713} By
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Accidentals: Ficta in Focus, pp51-52.

40) K. Berger, Musica Ficta, p.69.

41) E. Lowinsky, “Conflicting Views on Conflicting Signatures”, pp.195-96.

42) E. L. Kottick, “Flai, Modality, and Musica Ficta in Some Early Renaissance
Chansons”, p.271 #%.

43) E. Lowinsky, “Conflicting Views on Conflicting Signatures”, p.198.
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44) M. Bent, “Musica Recta and Musica Ficta”, p.78.
45) M. Bent, p.78.
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46) BEe thed zth “Some diaphonies or dissonances are acceptable to the ear and
the mind and others are not. The principal oncs which are acceptable are the third,
the sixth, and the tenth. These and those similar to them, are acceptable lo the ear
because, as they approach consonances in contrary motion, they lic in the immediate
vicinity of the consonances. When two voices form a dissonance [that is, an
imperfect consonance], they must move in contrary motion toward the consonance
they seek; and the dissonance must lie as close as possible to the consonance they
approach.” Jan. W. Herlinger, ed, “Lucidarium in arte musicac planae,” in The
Lucidarium of Marchetto of Padua: A Critical Edition, Translation and Commentary
(Ph.D. diss., University of Chicago, 1978), p.335. #39 &3v K. Berger, Musica
Ficta, p.122.

47y K. Berger, pp.122-23.

48) M. L. Mackey, “The Evolution of the Leading Tone in Western European Music to
circa 1600 A.D."(Ph.D. diss., Catholic University of America, 1962), p.85.



227} Hepe oj@8F A FY 295

olF & 2 UXT L33 2#F olfy WEel w3t AuF
o2 g MaHdn® ny EFura9 EfdE A& DAk e
o] o] F & T thg &5 FA9} Yeprt vepdth ZuE g
o]UY(G. Reaney)® 53| ©] 7] M&Sdw} ole Yol Myute] #yAd
FE3l0, oyl o|FEE ZF CAR AV AW ARG5S I
FAEL o]F 9 Atgo] AYd R & vAdn FAY, o

2 #¥oge B 2EJ e ol AY(F, AREA)E ojw Ay wd
—"4 Z7] SARH L}E}‘zﬂh: Holl =3 B %ﬂE Ut

@ tAdeotolMg o]FEE 1441719 gAgdaMe olFFo] olv &
jFo g Jehdo, ¥ @]i 718 E vl&(G, de Machaut 1300-1377)9] Al
Ex (4238 AHRY o] 7}EH 45%(19F/423)7F AAH ol F&& Tt
i e oleyo} ﬂ’ﬁﬁi so] glem, Uy g 7hEdedx 80%
el Fol o] F-&e] H7I7t T@HO AT 2oUE HIRE o8 A&
< A& gAxYAANEE B7HY YeuE olFEE F-dx EHY
Z2doM 9% 842 By 9 Evlx A4 (T, McGary)e o]F S0
FA F7lo A Y] i3t o]E7HESY FH (M AF3 7HF FHkE
Aglel o3 WA AdF)o] FiFol wet YA oJEFHeR FZ}
57 ARG Aoz oS SEHE FAQHE JdMe 4 A¥A

49) M. Mackey, p.240.

50) P. Aubry, Trouvéres and Troubadours, trans. and ed. Claude Aveling, from the 2nd
French Edition of 1910(NY: Cooper Square Publishers, 1969), p.148.

51) G. Reaney, “Modes in the Fourteenth Century, in Particular in the Music of Guillaume
de Machaut”, in Organicae Voces: Festschrift Joseph Smits van Waesberghe
(Amsterdam: M. M. Instituut voor Middelecuwse Muzickwetenschap, 1961), p.139.

52) o8 £9, saukys 2EGEA(Hermannus Contractus, 1013~54)8) TA Rulelelg
13t O}HE"}J (Alma redemptoris Mater). PIALRSR  TelwlE $5del2, (Liber
usualis)®] 273%e] F#5o] ¢tk Richard Hoppin, ed, Anthology of Medieval
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“Final and Internal Cadential Patterns in G rogonm Chant”, JAMS 17(1964), p.75.

53) Ael%, (18 guold AetRg Fale B A - WEAY &v) dd,, T@egeh,
11(1991), 93-95%,
54) T. McGary, “Codex Escorial MS V. [I. 24: An Historical~analytical Evaluation and

Transcription”, vol. 1{Ph.D. diss., University of Cincinnati, 1973), pp.100-101.
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56) M. Bent, “Musica Recta and Musica Ficta”, p.90.

57) K. Berger, Musica Ficta, pp.143-44.

58) K. Berger, pp.117-18,
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62) Don M. Randel, “Dufay the Reader”, in Music and Language, Studies in the History
of Music, vol. 1(NY: Broude Brothers, 1983), p.78; David Fallows, Duyfay(London: J. M.
Dent and Sons, 1982), p.100; Willem Elders, “Guillaume Dufay as Music Orator”,
TVNM 31(1981), pp.l-15 %=, Brothers, T., Chromatic Beauty in the Late Medieval
Chanson:  an  Interpretation of Manuscript  Accidentals(Cambridge: Cambridge
University Press, 1997), p43.
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63) J. Wolf, trans. and ed,, Musiaa practica Bartolomei Rami de Parcia(Leipzig: Breitkoph

i‘; B}E{artel, 19015 rev. 1968), p.47; Mackey, “The Evolution of the Leading Tone”, p.120

64) K. Berger, Musica Ficta, pp.48-49.
65) Stanley Sadie, ed, s.v. “Musica ficta”, by M. Bent, p.445.
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66) L Young, “Franchinus Gaffurius, Renaissance Theorist and Composer, 1451-1522"
(Ph.D. diss., University of Southern California, 1954), pp.122, 249.
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69) EE& o&# ZoHE. Lowinsky, “The Function of Conflicting Signatures in Early



300 o3 9% ABE

Ve AR GastEe REofte] widch 15 453 nHEAR g BRE o
Adgete] ARd delz B'e ¥ o] HE L FAHD HgHNE ¢ B A
H3 gopriabe 2 7)e nANAE o Bk .. BE ARl WY EA Aol §
o 22E HgolE BYRAUY BEB| RE Hgugsd YoM F YA 2§ o
274 8 Rold.

olE o] HIWE SY3 Hgo] dBHA AP HA gon, 12 <l
SEPE 99} ol o) whE-Eo] UX3A G o o Aok

AA AN, olgle]rt o9 BEE AR UL HoFoh 1540
ddle] 288 MZgole & Z#(C. de Rore 15154 73-1565)9) w352t
TP E AR2E A e @ 28y vk A7)Y 1550
G EZ=2(REYT)NN 208 F4d2 = %3HC. non Papa 1512
Jd A-1555/6) 5o BubE oy w3y e BY ARzEE R

o] 33l @ol 5ol .0

7. 9

ol AR AWE FA7t Heke] Abgel] A FA e I Y
& g go] A A A2 FE 7 U

AAE, FA ol&rtEd g3 n@ - ZHE FA7 Hepe 1T ERA,
A4 458 ¢ Y WEEoth IR 4, FADYAM HA
EFHOVE A oloiAE BAY), o]FE, HEY AgHE A% ¢
sozxe ga4de AAPD o] heH olE &L U FAVY o
3 1447) disigol 89 LA A Fzhs 7] AR Aotk

e

Polyphonic Music”, p.259) “I oppose also the carelessness of some composers who,
without deeper consideration, place a B-flat in one part of their polyphonic work,
mostly in the lowest part. I say that such license is forbidden and not permitted, it is
not even taken into consideration by the true musician. . . . use the signature of a
flat for all other parts too, and all melodic progression and consonances will be
immaculate, concordant, and harmonious together, where first some of them were
dissonant.”

70) E. Lowinsky, pp.256, 258, 260. =% 19 “Conflicling Views on Conflicting
Signatures”, p.198% #=,
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Diverse Theoretical Clarifications On Musica Ficta

Kim, Mi-Ock

This study deals with the subject of musica ficta together with diverse
theoretical clarifications made by early theorists and recent scholars,
since it has been one of the most puzzling topics in the twentieth
century in relation to the examination of Medieval and Renaissance
music, and since clarifications of some problems are necessary.
Musica ficta, originally a by-product of the hexachord which was
designed for monophonic plainsong, began to be taken for granted
in polyphonic music for a number of melodic and harmonic reasons
from the 13th century. Influenced by this change, early theorists
became attentive to clarify its functions theoretically. And in some
cases, they even went too far to reconcile with other independent
theories, especially the church modes. In result, diverse
interpretations on the use of musica ficta came out and in turn
they caused much of the recent debate on the same subject.
Diverse theoretical clarifications on the use of it in early and recent
times can be summarized in 3 ways as follows:

1)Explanations on the function of musica ficta made by early
theorists which are easily understandable: correction of dim./aug.
intervals, best contrapunctal progressions in the cadence, leading
tone, transposition of melody, and so on.

2)contentions on the function of musica ficta suggested by
recent scholars, due to the lack of theoretical explanations in early
treatises: mutation of the hexachords, cases when accidentals do
not mean the alteration of notes, rhetorical means, partial
signatures, etc.
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Ilnterpretations made by early theorists which also caused the
recent debate, due to their diverse views or joining with other
independent theories: the role of accidental signatures, relationship
between the church modes and the hexachord, rejection of the concept of
the church modes in polyphony with musica ficta.

In spite of the heated debate, scholars generally agree on that almost
all the functions of musica ficta came from the importance of linear
structure, and that, from the 15th century, the “modern Meaning” of
accidentals(alteration of individual pitches, rhetorical means) began to
take precedence over other traditional one, in accordance with the
growing feeling for the simultaneous control of sonority. These
agreements can be supported- by new theoretical suggestions made
around that time(an octave scale with new syllables or with twelve
modern chromatic steps, appearances of A#, newly coined terms for
musica ficta, etc.) and stylistic changes in music itself(the change in the
pattern of partial signatures, and decline on the use of itself).



