Introduction

The study of counterpoint has traditionally observed two distinct areas of authority and historical
orientation. “Free counterpoint” customarily denotes an interest in the compositional techniques
of the Baroque period, exemplified particularly in the music of J.S.Bach. “Strict counterpoint”, in
contrast, focuses on the music of the sixteenth century, the central figure being Palestrina.

Under the “strict counterpoint” rubric, however, there is a second division, which reflects sharply
contrasting pedagogical approaches. What is sometimes referred to as the “direct approach” is
anchored in an analysis of actual repertoire, and purports from this analysis to derive a set of
rules and procedures enabling the student to emulate Palestrina’s style with precision. In contrast
to the claims of the “direct approach”, the “species counterpoint” method is decidedly less
engaged with the study of historical exemplars. At the core of “species counterpoint” is a
technique of composition which calls for the addition of one or more parts to a given cantus
firmus, laid out as a series of some eleven or twelve whole notes (semibreves). Consideration of
the details of dissonance treatment and linear design generates a body of rules, some strictly
enforced, some less so, in an effort to steer the student towards a grasp of the fundamental
principles of voice-leading and melodic shape.

Any attempt to decide which of these methods is the better one will begin by admitting that both
fall decidedly short of their goals. In the case of the “direct approach”, the emphasis on
Palestrina and his contemporaries such as Victoria comes at the expense of earlier masters, most
notably Josquin, but including de la Rue, Isaac, Willaert, and many others. The reason for this
emphasis is that the more restrictive handling of dissonance in the later 16th century disposes the
music of that generation more readily to the formulation of systematic prescriptions and
consistent rules. At the same time, it is clear that, however “direct” this approach may be, its
chronological purview is also a narrow one, in that it offers at best only a passing account of such
developments as changes in matters of dissonance over a century-long period of style change,
but a period in which the music itself clearly subscribes to a common, underlying set of
principles. In addition, in modeling itself on the study of actual compositions, whether by
Palestrina or by a wider range of 16th-century musicians, the “direct approach” is necessarily
difficult to absorb, since “real music” so often has an annoying way of resisting presentation in
an orderly manner.

A rigorously ordered exposition of the material is, of course, at the very heart of “strict
counterpoint” and is, arguably, the main reason for the method’s wide acceptance. Nonetheless,
the approach has attracted its own fair share of criticism, from not one, but two historical
perspectives. The central document in the promotion of the species method was J.J. Fux’s
Gradus ad Parnassum, which appeared in 1725, although precedents have been identified some
two centuries earlier. Fux professed a deep admiration for the style of Palestrina, and a
concomitant respect for the ecclesiastical modes, but his methodical progression through the five
species results in musical utterances which frequently offer only a vague simulacrum of late



16th-century polyphony. In Fux’s workings of his own cantus firmus examples, many of them
included here, one detects a palpable tension between the musical language of the model style
on the one hand, and the influence of the major-minor key system and functional harmony on the
other. To put it succinctly, Fux was more a man of his own musical times than his pedagogy was
disposed to admit. This is particularly clear in his use of disjunct motion in the examples he sets
out for the edification of his pupil, Joseph, including melodic leaps which often create an
impression of triadic harmony quite unlike what one would expect to find in Palestrina.
Additionally, many of Fux’s cadence formulations, restricted as they are by his species
requirements, also carry a pronounced dominant-tonic feeling, especially in second species.

As unfaithful as Fux may have been to any historical style - or indeed, perhaps for this very
reason - his treatise was a mainstay in the training of uncounted numbers of composition
students, the most illustrious including Haydn, Mozart, and Beethoven. In recent years, the
species approach has experienced a renewed lease on life, particularly on the part of Schenkerian
analysts, who recognize in its attempted elucidation of the underlying laws of voice-leading a
reflection of their own preoccupation with the background, large-scale unfolding of musical
architecture. And while Fux’s induction as a sort of proto-Schenkerian has been noted and
criticized as a second layer of historical distortion, the species method itself continues to exert a
strong appeal not only within certain constituencies of the analytical community, but also in the
teaching of counterpoint at the undergraduate level.

It may also be worth pointing out that both the “direct approach” and the “species approach”, as
distinct as they may be, might with equal justification be taken as instances of the pedagogical
“tail wagging the dog”. As already suggested, it is hardly an accident that, for both, Palestrina’s
music has been accepted as a sort of ideal. The control of dissonance found there is such that this
repertoire lends itself more readily than the music of other composers to the formulation of a
fairly strict set of rules and directives. Human psychology being what it is, it is not surprising
that one is drawn to teach what is teachable, and in the process to validate one particular style
over others which, this consideration aside, are equally worthy of study and imitation.

The pages that follow represent an attempt to draw on the best of both approaches. On the
species side, there are both rules and examples taking the reader as far as a combination of
second and fourth species for three voices. The decision to stop short of third and fifth species in
three voices is largely related to the fact that this material was generated in response to the
limitations imposed by a single-semester course in counterpoint at York University in Toronto.
But beyond the purely circumstantial background to this decision, my own experience in
working with species counterpoint is such that, in my view, competence in writing in three parts,
with sustained half-note motion in one of the voices, provides sufficient preparation for the study
of harmony to follow.

This said, one should avoid the suggestion that the study of species counterpoint is somehow
merely a preparation for four-part harmony in the major-minor key system. In expressing such a



caution, I also have to acknowledge the role of my personal interests and predilections in
deciding how to approach this study. The reader who is familiar with Fux’s species guidelines
will recognize some significant departures here, particularly with regard to a number of cadence
formulations. To be sure, everyone who has contributed to the discussion of species counterpoint
over the past three centuries or so has had to decide which of Fux’s rules to accept, which to
modify, and which to reject, and in doing so to cultivate a sense of the range of voice-leading
situations in which certain rules might be best applied. In my case, a long-standing interest in
polyphony of the later fifteenth and earlier sixteenth centuries has predisposed me to make
choices in support of what is found there, in the music of Josquin and his contemporaries,
without compromising the realationship with music of later generations. The end result may a
bit less “strict” in certain respects than some readers would prefer, but such tradeoffs are surely
unavoidable.

An appreciation of the rhythmic power and sonic beauty of late 15th- and early 16th-century
polyphony has informed the selection of many of the examples assembled here, and reflects a
desire on my part to acknowledge the value of a somewhat historically expanded “direct
approach” as a fitting partner to the “strict” one. The anthology includes some two hundred
examples of two- and three-voice polyphony, mainly mass movements, but also including Dufay
hymns settings, Lassus’s famous instructional duos, and Zarlino’s bicinia, intended as
illustrations of each of the twelve modes. Chronologically, the pieces more than a century, from
ca. 1475 to ca.1600, and thus afford an abundance of material to anyone wishing to study the
voice-leading techniques not only of the latter 16th century, but of the earlier masters. It is
perhaps significant that the one of the few major studies of dissonance in an individual
composer’s music -- and certainly the best known one -- remains Jeppesen’s work on Palestrina,
published as early as 1922. As already suggested, Palestrina’s music was the obvious candidate
for this sort of in-depth treatment, but it can hardly be denied that compositions by earlier
figures, quite apart from their intrinsic musical beauty, offer an equally rich body of material for
anyone interested in the details of contrapuntal style, as practiced by generations of musicians for
whom it was a regular occupation.

ABOUT THE USE OF SOLFA SYLLABLES.

All of the repertoire examples have been supplied with solfa syllables, according to the “movable
do” system. The addition of syllables is a response to the low level of skill among most of the
students | have encountered. Except for rank novices and the musically bereft, the use of
syllables has proven helpful in anchoring the mind and in securing the intonation; and this seems
to apply even to those who are just familiar enough to be comfortable using the names, but not
quick enough to supply them unaided. For anyone attempting to fast-track a capacity to imagine
what these pieces sound like, the printed “lyrics” are a critical resource.

Because there are in fact two different methods which go by the name of “movable do”, it seems
in order to offer some further clarification. The “movable do” system in which the tonic note is



consistently labeled as “do” is of virtually no use in dealing with Renaissance music (or a great
deal of other music, besides). Perhaps the main thing to grasp about the system used in these
pages is that any solfa syllable may function as a tonic note. This flexibility, succinctly reflected
in the statement that any solmisation syllable may represent any scale degree, would have been
completely transparent to any musician of the time. Central to this approach is a psychological
theory of sorts, according to which the solfa names function fundamentally as reminders or
cognitive “triggers” to indicate the disposition of whole and half steps. In the world of mode-
based music, it is quite possible for a melody to begin and end on, say, “re”, and for the “re” to
sound like the tonic and to “feel” like “note #1”.

For those who have been exposed to the unfortunate “do equals the tonic” approach, the
application of syllables herein may require some mental adjustment. On the other hand, it will be
of some comfort to discover that nearly all of the compositions are notated in one of two “key
signatures”: no accidental or one flat. There are, therefore, only two possible syllables for any
given pitch. Welcome to the world of “movable re”!

For anyone embarking upon the study of counterpoint for the first time, it may challenge the
imagination to suggest that such a project, particularly when it is a curriculum requirement, can
prove both rewarding and intellectually pleasurable. Having survived what must at the outset
appear as a veritable avalanche of rules and restrictions, and having gradually acclimatized
themselves to the vocabulary of voice-leading and dissonance treatment, many students find that
ongoing work in species writing becomes not only enjoyable, but even mildly addictive. On a
rudimentary level, the reason for this may lie in the satisfaction one experiences in discovering
the solution to any puzzle. But counterpoint will always be more than a mere puzzle; it is also a
mystery whose more elegant “solutions” capture the imagination with their beauty, and offer a
window onto a very special world of sound and sound thinking.

A.L., July, 2013
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Species Counterpoint Survival Guide
General rules, terms, and concepts
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Cantus Firmus & Plainchant: Historical examples, ordered by mode:

L’homme armé - chanson - mode 1 (or 7) 46
Dies Irae (phrases 1 & 2) - sequence - mode 1

Victimae paschali laudes - sequence - mode 1

Ut queant laxis - hymn - mode 2

Exsurge Domine - antiphon - mode 2 47
A solis ortis cardine - hymn - mode 3

Inter natos mulierum - antiphon - mode 3

Pange lingua - hymn - mode 3

Conditor alme siderum - hymn - mode 4 48
Te splendor - hymn - mode 4

Christus factus est (phrases 3 & 4) - gradual - mode 5

Dum transiret Dominus - antiphon - mode 5 49
Ego sum Gabriel - antiphon - mode 6

Languentibus - hymn - mode 6

Assumpta est Maria - antiphon - mode 7

Viri Galilei - antiphon - mode 7 50
\eni creator spiritus - hymn - mode 8

Sicut cervus - antiphon - mode 8

vi



Worksheets for Two-part counterpoint:
Mini-CF’s for practicing cadences

6 CF’s from Fux’s “Gradus ad Parnassum”
25 additional CF’s

Worksheets for Three-part counterpoint:
Mini-CF’s for practicing cadences

6 CF’s from Fux’s “Gradus ad Parnassum”
25 additional CF’s
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2-Vvoice compositions:

Nineteen Duos from the ‘s Hertogenbosch Choirbooks
1) Anonymous - Ave maris stella - Monstra te - |

2) Anonymous - Ave maris stella - Monstra te - 11

3) Anonymous - Magnificat primi toni - Esurientes - |
4) Anonymous - Magnificat primi toni - Esurientes - |1
5) Anonymous - Magnificat primi toni - Quia fecit

6) Anonymous - M. Nigra sum - Agnus Dei

7) Anonymous - M. Spes salutis - Et iterum

8) Anonymous - M. Spes salutis - Et resurrexit

9) Courtoys - M. super Emendemus - Agnus Dei

10) Crecquillon - M. Pis ne me peult venir - Crucifixus
11) Hellinck - M. Mater patris et filia - Et resurrexit
12) Moulu - M. de sancto Stephano - Crucifixus

13) Moulu - M. de sancto Stephano - Et resurrexit

14) Mouton - M. D’Allemagne - Crucifixus

15) Mouton - M. D’Allemagne - Et resurrexit

16) Mouton - M. Dictes moy - Benedictus

17) Mouton - M. Tua est potentia - Agnus Dei

18) Mouton - M. Tua est potentia - Pleni

19) Vinders - M. Stabat mater dolorosa - Crucifixus

20) Arcadelt - M. Noe noe - Crucifixus
21) Arcadelt - M. Noe noe - Pleni

22) Brumel - M. De beata virgine - Agnus Il
23) Brumel - M. De dringhs - Agnus Il

vii
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182

202

204



24) Brumel - M. De dringhs - Benedictus

25) Brumel - M. De dringhs - Crucifixus

26) Brumel - M. De dringhs - Pleni

27) Brumel - M. Je nay dueul - Benedictus

28) Brumel - M. Je nay dueul - Pleni

29) Brumel - M. Je nay dueul - Qui venit

30) Brumel - M. Victime paschali - Et resurrexit

31) Clemens non Papa - M.
32) Clemens non Papa - M.
33) Clemens non Papa - M.
34) Clemens non Papa - M.
35) Clemens non Papa - M.
36) Clemens non Papa - M.
37) Clemens non Papa - M.
38) Clemens non Papa - M.
39) Clemens non Papa - M.
40) Clemens non Papa - M.
41) Clemens non Papa - M.
42) Clemens non Papa - M.
43) Clemens non Papa - M.

Gaude lux Donatiane - Et resurrexit
Jay veu - Crucifixus

Jay veu - Pleni

Or combien - Benedictus

Or combien - Crucifixus

Or combien - Pleni

Panis quem - Pleni

Quam pulchra es - Benedictus
Quam pulchra es - Crucifixus
Quam pulchra es - Et iterum
Spes salutis - Crucifixus

Spes salutis - Et resurrexit
Spes salutis - Pleni

44) Crecquillon - M. Congratulamini - Crucifixus
45) Crecquillon - M. Congratulamini - Et resurrexit
46) Crecquillon - M. Congratulamini - Pleni

47) Crecquillon - M. Doulce memoire - Crucifixus
48) Crecquillon - M. Doulce memoire - Domine
49) Crecquillon - M. Doulce memoire - Pleni

50) Crecquillon - M. Doulce memoire - Qui tollis
51) Crecquillon - M. Nisi dominus - Crucifixus

52) Crecquillon - M. Nisi dominus - Et resurrexit
53) Crecquillon - M. Nisi dominus - Pleni

54) Févin, A. - M. de Beata V. - Benedictus
55) Févin, A. - M. Dictes moy - Agnus Il
56) Févin, A. - M. de Feria - Agnus Il

57) Févin, A. - M. de Feria - Pleni

58) Févin, A. - M. Mente tota - Benedictus
59) Févin, A. - Requiem - Virga tua

60) Josquin des Pres - M. Ad fugam - Pleni
61) Josquin des Pres - M. Ad fugam - Qui venit
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62) Josquin des Pres - M. L'Amy Baudichon - Benedictus I-111
63) Josquin des Pres - M. L'Amy Baudichon - Crucifixus

64) Josquin des Pres - M. L'Amy Baudichon - Et incarnatus

65) Josquin des Pres - M. L'Amy Baudichon - Gloria (excerpt 1)
66) Josquin des Pres - M. L'Amy Baudichon - Gloria (excerpt 2)
67) Josquin des Pres - M. L'Amy Baudichon - Pleni

68) Josquin des Pres - M. L'Amy Baudichon - Qui tollis

69) Josquin des Pres - M. Ave maris stella - Benedictus I-11

70) Josquin des Pres- M. Da pacem - Crucifixus

71) Josquin des Pres - M. Da pacem - Et resurrexit

72) Josquin des Pres - M. De Beata Virgine - Agnus Il

73) Josquin des Pres - M. Di dadi - Agnus 11

74) Josquin des Pres - M. Di dadi - Benedictus

75) Josquin des Pres - M. Gaudeamus - Benedictus I-111

76) Josquin des Pres - M. Hercules - Benedictus I-111

77alc) Josquin des Pres - M. Hercules - Pleni (canon)

78a/d) Josquin des Pres - M. L'nomme armé s.v.m. - Benedictus. I-111 (canons)
79) Josquin des Pres - M. La sol fa re mi - Agnus |1

80a/b) Josquin des Pres - M. Mater Patris - Agnus Il (canon)

81) Josquin des Pres - M. Pange lingua - Agnus |1

82) Josquin des Pres - M. Pange lingua - Benedictus

83) la Rue - M. de Feria - Agnus Il 286
84) la Rue - M. de Feria - Pleni

85) la Rue - M. L'Homme armé - Pleni

86) la Rue - M. Inviolata - Pleni

87) la Rue - M. Pascale - Benedictus

88) la Rue - M. Pascale - In nomine

89) la Rue - M. Sancta Anna - Benedictus

90) la Rue - M. Sancta Anna - In nomine

91) la Rue - M. Sancta Dei Genetrix - Benedictus

92) la Rue - M. Septem Doloribus - Pleni

93) Lassus - Auditui me 297
94) Lassus - Beata cuius brachiis

95) Lassus - Beatus homo

96) Lassus - Beatus vir

97) Lassus - Discedite

98) Lassus - Esurientes (1)

99) Lassus - Esurientes (2)

100) Lassus - Expectatio justorum

101) Lassus - Fecit potentiam



102) Lassus - Fulgebunt justi
103) Lassus - Intellectum
104) Lassus - Ipsa te cogat
105) Lassus - Justi tulerunt
106) Lassus - Justus cor suum
107) Lassus - Non avertas
108) Lassus - Oculus non vidit
109) Lassus - Qui sequitur
110) Lassus - Qui vult venire
111) Lassus - Sancti mei

112) Lassus - Serve bone
113) Lassus - Sicut rosa

114) Lassus - Te deprecamur
115) Lassus - Tota die

116) Willaert - M. Christus resurgens - Agnus Il

117) Willaert - M. Christus resurgens - Pleni

118) Willaert - M. Gaude Barbara - Agnus Il

119) Willaert - M. Gaude Barbara - Pleni

120) Willaert - M. Laudate Deum - Agnus 11

121) Willaert - M. Laudate Deum - Pleni

122) Willaert - M. Osculetur me - Agnus 11

123) Willaert - M. Osculetur me - Pleni

124) Willaert - M. Queramus cum pastoribus - Agnus 11
125) Willaert - M. Queramus cum pastoribus - Benedictus

126) Zarlino - duo in Mode 1
127) Zarlino - duo in Mode 2
128) Zarlino - duo in Mode 3
129) Zarlino - duo in Mode 4
130) Zarlino - duo in Mode 5
131) Zarlino - duo in Mode 6
132) Zarlino - duo in Mode 7
133) Zarlino - duo in Mode 8
134) Zarlino - duo in Mode 9
135) Zarlino - duo in Mode 10
136) Zarlino - duo in Mode 11
137) Zarlino - duo in Mode 12

320

330



3-voice compositions:

138) Arcadelt - M. Ave regina caelorum - Benedictus 354
139) Arcadelt - M. De beata virgine - Benedictus

140) Arcadelt - M. Noe noe - Benedictus

141) Arcadelt - M. Noe noe - Et resurrexit

142) Brumel - M. Berzerette savoyenne - Agnus Il 362
143) Brumel - M. Berzerette savoyenne - Pleni

144) Brumel - M. Je nay dueul - Crucifixus

145) Brumel - M. L’Homme armé - Benedictus

146) Brumel - M. L'Homme armé - Pleni

147) Brumel - M. Ut re mi fa sol la - Qui tollis

148) Clemens non Papa - M. A la fontayne - Benedictus 377
149) Clemens non Papa - M. A la fontayne - Pleni

150) Clemens non Papa - M. Caro mea - Benedictus

151) Clemens non Papa - M. Caro mea - Domine Deus

152) Clemens non Papa - M. Caro mea - Et resurrexit

153) Clemens non Papa - M. Gaude lux Donatiane - Benedictus
154) Clemens non Papa - M. Gaude lux Donatiane - Domine fili
155) Clemens non Papa - M. Gaude lux Donatiane - Pleni

156) Clemens non Papa - M. Jay veu - Benedictus

157) Clemens non Papa - M. Jay veu - Christe

158) Clemens non Papa - M. Jay veu - Domine fili

159) Clemens non Papa - M. Jay veu - Et resurrexit

160) Clemens non Papa - M. Or combien - Domine fili

161) Clemens non Papa - M. Or combien - Et ascendit

162) Clemens non Papa - M. Panis quem - Benedictus

163) Clemens non Papa - M. Panis quem - Crucifixus

164) Clemens non Papa - M. Panis quem - Domine Deus

165) Clemens non Papa - M. Panis quem - Domine fili

166) Clemens non Papa - M. Pastores quidnam - Benedictus
167) Clemens non Papa - M. Pastores quidnam - Domine Deus
168) Clemens non Papa - M. Pastores quidnam -Et resurrexit
169) Clemens non Papa - M. Quam pulchra es - Domine Deus
170) Clemens non Papa - M. Quam pulchra es - Pleni

171) Clemens non Papa - M. Spes salutis - Benedictus

172) Clemens non Papa - M. Spes salutis - Domine fili

173) Crecquillon - M. Congratulamini - Benedictus 426
174) Crecquillon - M. Doulce memoire - Benedictus
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175) Crecquillon - M. Je prens en gré - Benedictus

176) Crecquillon - M. Kain in der Welt so schdn - Benedictus
177) Crecquillon - M. Nisi dominus - Benedictus

178) Crecquillon - M. Nisi dominus - Et iterum

179) Dufay - Hymn: Aures ad nobis 438
180) Dufay - Hymn: Conditor alme siderum

181) Dufay - Hymn: Hostis Herodes

182) Dufay - Hymn: Nobis datus

183) Dufay - Hymn: Veni creator

184) Févin, A. - M. Ave Maria - Benedictus 444
185) Févin, A. - M. Dictes moy - Benedictus

186) Févin, A. - M. O quam glorifica luce - Pleni

187) Févin, A. - M. Sanctorum meritis - Pleni

188) Isaac - M. Charge de deul - Agnus Il 453
189) Isaac - M. Comme femme desconfortée - Pleni

190) Isaac - M. Comme femme desconfortée - Qui tollis

191) Isaac - M. Comment peult avoir joye - Agnus Il

192) Isaac - M. Comment peult avoir joye - Qui tollis

193) Isaac - M. De confessoribus - Gratias

194) Isaac - M. Een vrolic wesen - Pleni

195) Josquin des Pres - M. Ad fugam - Agnus 11 471
196) Josquin des Pres - M. Ad fugam - Pleni

197) Josquin des Pres - M. Di dadi - Pleni

198) Josquin des Pres - M. Faysant regretz - Pleni

199) Josquin des Pres - M. Hercules - Agnus 11

200) la Rue - M Cum iucunditate - Benedictus 481
201) la Rue - M Cum iucunditate - Pleni
202) la Rue - M. Sancta Anna - Pleni

203) Lassus - M. O passi sparsi - Et resurrexit 487
204) Lassus - M. Puis que j’ay perdu - Benedictus
205) Lassus - M. Sidus ex claro - Benedictus

206) Morales - M. De Beata Virgine a 5 - Benedictus 493
207) Morales - M. Si bona suscepimus - Agnus Il

208) Morales - M. Vulnerasti cor meum - Agnus 11

209) Morales - M. Vulnerasti cor meum - Benedictus
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210) Mouton - M. Alleluia - Christe 501
211) Mouton - M. Ecce quam bonum - Benedictus
212) Mouton - M. Faulte d’argent - Benedictus

213) Palestrina - M. Ad coenam agnum - Pleni 508
214) Palestrina - M. Aeterna Christi munera - Benedictus

215) Palestrina - M. Ave Maria - Crucifixus

216) Palestrina - M. Ave Maria - Pleni

217) Palestrina - M. Ave regina caelorum - Benedictus

218) Palestrina - M. Ave regina caelorum - Crucifixus / Et resurrexit
219) Palestrina - M. Benedicta es - Pleni

220) Palestrina - M. Brevis | - Benedictus

221) Palestrina - M. De Beata Virgine Il - Pleni

222) Palestrina - M. Descendit angelis Domini - Benedictus

223) Palestrina - M. Emendemus - Benedictus

224) Palestrina - M. Esse sacerdos magnus - Benedictus

225) Palestrina - M. Esse sacerdos magnus - Crucifixus

226) Palestrina - M. Esse sacerdos magnus - Pleni

227a/b) Palestrina - M. Gabriel archangelus - Benedictus (canon)
228) Palestrina - M. Gabriel archangelus - Pleni

229) Palestrina - M. Iste confessor - Benedictus

230) Palestrina - M. O magnum mysterium - Benedictus

231) Palestrina - M. O magnum mysterium - Pleni

232) Palestrina - M. O regem caeli - Benedictus

233) Palestrina - M. O regem caeli - Crucifixus

234a/b) Palestrina - M. O rex gloriae - Benedictus (canon)

235) Palestrina - M. Repleatur os meum - Benedictus

236) Palestrina - M. Sanctorum meritis - Pleni

237) Palestrina - M. Spem in alium - Benedictus

238) Palestrina - M. Veni Sponsa Christi - Pleni

239) Palestrina - M. Virtute magna - Benedictus

240) Palestrina - M. Virtute magna - Crucifixus

241) Palestrina - M. Virtute magna - Pleni

242) Victoria - M. Ave maris stella - Benedictus 574
243) Victoria - M. Dum complerentur - Crucifixus

244) Victoria - M. Gaudeamus - Domine Deus

245) Victoria - M. O quam gloriosum - Benedictus

246) Victoria - M. Quam pulchri sunt - Benedictus

247) Victoria - M. Quam pulchri sunt - Domine Deus

248) Victoria - M. Simile est regnum caelorum - Benedictus

249) Victoria - M. Surge proprea - Benedictus
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250) Victoria - M. Surge proprea - Domine Deus

251) Vinders - M. Fit porta Christi pervia - Domine deus 591
252) Vinders - M. Fit porta Christi pervia - Et resurrexit

253) Vinders - M. Fors seulement - Benedictus

254) Vinders - M. Fors seulement - Pleni

255) ?Vinders - M. Mijns liefkens bruijn ooghen - Et resurrexit

256) ?Vinders - M. Mijns liefkens bruijn ooghen - Pleni

257) Vinders - M. Stabat mater dolorosa - Benedictus

258) Vinders - M. Stabat mater dolorosa - Et resurrexit

259) Vinders - M. Stabat mater dolorosa - Pleni

260) Willaert - M. Christus resurgens - Benedictus 609
261) Willaert - M. Laudate Deum- Benedictus
262) Willaert - M. Osculetur me - Benedictus

Tests from 2012 615
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Test #2
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