Example 1. Johannes Tinctoris, example from Liber de arte contrapuncti, bk 3, ch. 2, illustrating the permitted use of parallel fifths in three-part counterpoint.
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Example 2. Thomas Morley, A Plaine and Easie Introduction to Practicall Musike (I.ondon: Peter Short, 1597), 96-97.
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Example 3. Guillaume de Machaut, ballade Amours me fait: (a) hypothetical contrapuntal basis, (b) the completed song.
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Example 4. Franchino Gaffurio, Missa De tous biens playne, Sanctus, mm. 1-27: (a) putative contrapuntal basis, (b) the completed Mass section.




Example 5. Josquin des Prez, Missa Une mousse de Biscaye (¢.1490), Kyrie I, mm. 7-16, (a) as it survives, with prominent minim-against-minim

movement, and (b) recomposed with more extensive breaking, to illustrate the compositional choices available to the composer.
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Example 6. Josquin des Prez, Missa Une mousse de Biscaye (¢.1490), Benedictus, mm. 1-32, drawing special attention to the cantus-firmus-based entry in the top voice, mm. 17-23.
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Example 7 (a) to (d). Josquin des Prez, Missa Une mousse de Biscaye (¢.1490), examples of

the musically effective use of minim-against-minim movement.

Example 7. Examples of unconventional dissonance treatment in (@) and (#) Josquin des Prez,

Missa Une mousse de Biscaye, and (c), (d), and (e) Gaffurius, Missa De tous biens playne
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Example 9. Franchino Gafturio, Missa De tous biens playne (¢.1490), Gloria, mm. 1-107, with putative contrapuntal basis (“middle ground”).
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Ex. 9 continued (2 of 4)
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Ex. 9 continued (3 of 4)
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Ex. 9 continued (4 of 4)
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