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KoM HWirke e el 83 NES Hiko) FENY =3 o] BtE] =3 &EA
= Aot 2 dejiAe EEEL dAZ, AN Ky 25 & Yz 3lEul
A e ekel 9% Hirk (Modal Counterpoint), 42, Bets i (Strict Counterpoint),
Eo2 Ftkol k¥ ¥y (Tonal Counterpoint) Folcth, —ifyo 2 walAl fevkel ket iy
T2 16HAZ Fiell REE Az, BEETES “AEN 28dd BRE T Mg BE
iy JlgR"%o] o, Wikl k¥ #i7E- Invention, Fugue $o4 3= & ##7 Baroque =8}
of #E¥ TkE 2o, :

ALk BEE BT BE Hikd Species ol K3 Hike B%S Ao YD Fux(1e
00~1741)€} “Gradus ad Parnassu”7} 17254 A& WK 2, EAYE RHE A5t 2
3l A o] Fux & [EEhe# (Cantus Firmus) 3 thA 7] <) species & RISt o] FHik
= &Ee REIUL HE BHEN BEEC Y2 98 4 9le Axo4, 18{kf2 Haydn, Mozart,
223 Beethoven T = At A R, 8 HFHE Y HRL 19#RINE, Gradus=
¥hriEe AR M E HEBE St Beethovenol Albrechsberger ol 7| 4 T k3l Hsryso] 18

83 F Fétisr} ZH23R2 MEHUE 9, o Be 92 AFE sHgH o & Cherubini, Berlioz,
Megerbeer, Chopin, Rossini, Paganini 2. 3 Liszt £¢] $1t}®. Mendelssohn % Brahms <2}
B 19#H BAS HFERE, 2oz 20 g FEFEZ, Fux 9 Hikd o8 Tkyd

2 I9HATKE, RE BEEL Fux 9 Jikol #sld SRS E7] #4fFsts, species ol

) Robert 8} Fisher, Handbook of Modal Counterpoint o} e Instructor’s Manual.
@ Mann, A., The Study of Counterpoint. A3 P. xiv
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% KES HE felivte B2 FEC Aotz SIS, &3 AR 2 E5& [EHEA
#Es e AL & Fux 9 Jol=tx, Hugo Riemann & FEF S,

Riemann 8] Bpflel& Fux 9] Fikel ¢ HEEw ATt BhRE v &R “BM S
wrol et JrEEE Atk Fuxsl & %5 = & Ed 16 T Bkl HI FHEol v, Fux
B&-& BT Jiko] Palestrina(ca. 1526~1594)9) ¥irikg HBs e & FHolztz £EY
28} Fux 9] L 16 il 28 nods 181tfde) o4 #HEM BERE 295z Yo, =
ez zedolztEs HollA & 9, Gradus & Palestrina &} #0FE Bike RFslA€ g&
Palestrina 2~} 8] Z18-2 Jeppeson & “Counterpoint, the Polyphonic Vocal Style of Sixteenth
Century” (193114 SERE £, Jeppeson & Palestrina & H¥:g HEH & Ve F&
#iE ol A Species & & (MBIt Jeppeson o] Species o k3 AT “BEAVA BXol
2E AL BFEMSY fFlBHROE vl ¥kt 221y} Jeppeson & 16 HHAZ Hfizikst 16t
1T fRiiAlel o] " B4r& el W dE #FE Hx UA9°,

16 fitfg Eirgsol #3F = o2 Jjiko] Soderland &) “Direct Approach to Counterpoint in 16th
Century Style” (1947) |4 ZiEs 9}, Soderland += Fux & 5 “HF#E S+ 9lvh. & Cantus
Firmus & E#HIHEA, modes o} BREH SEHFEAA, RIE o Fo] el LEY,
HE5Y SEEE BRATGE AL A T3] ABelz, 16ihic Bk HES T 28 3
oA AR o]Fo] Yt Aold®, "t HiFH cl. Soderland = HE HIEE EX, otste &
#¢ HEP . 2z2l=2 Cantus Firmus &} species & #A3FA ket

Dk 2709 HiEg BEd B8, FdAE 35 22 HiEg @Ak

1. 27 74 ¢4 +E Polyphonic modes o] {&& Cantus Firmus ¢} species & {FR3H o},

2. 1617 FgEe] 259 BRI ANAE BES il BREE Aol

& B gixoA: A8 BEEEY TLERMAY i HUEE BT Aol:, modes
o % S8 P BES 5 H5e 8 Ak o BEY Bk BET B4E] 16
i £RERS BREYT & A D8 ole}, Palestrina & Lasso(d. 1594) 59 28d&
A7l AAL fEfel BEAR 7 AA 3 Aol
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o] AL AHox 1404 EAN BEES MERHNAS BET 2Tdolvt 33d FFeiA
Foldoh, 2l 195U 3REMY F @ffie] AX #ED Aot

® Riemann, Gesichte der Musiktheorie 1922.
@ Sulzer Schacter, Counterpoint in Composition. P. xvii.
® Soderland, Direct Approach to Counterpoint in 16th Centurg Style. P. vil
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1) Robert, S. and Fischer, 1, A Handbook of Modal Counterpoint. The Free Press,
New York, 1967.
2) Hardy, G. and Fish, A., Music Literature A Handbook Sor Analysis. Vol. I.
Polyphony. Dodd, Mead Company. New York, 1969.
b) MFEEH
1) BBEAET FARB ML)
2) BEES A% BEMEHE2)
3) REEY R (& 3)
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XX 97—98 PR QD)
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<of o>
BoMC Boyden, D'. D., A Manual of Counterpoint. Based on Sizteenth—century
Practice. New York, Carl Fischer, Inc., revised ed., 1953.
DX - Decca (LP)
HDM Apel, W., Havard Dictionary of Music. London, Heinemann, 1944.
JeCPt Jeppesen, K., 'Count.erpoint. The Polyphonic Vocal Style of the Sizteenth

Century. Translated with an introduction by G. Haydon. Englewood
Cliffs, Prictice-Hall, Inc., 1939.

KrMC Krenek, Ernst, Modal Counterpoint in the Style of Sixteenth Century.
Boosy and Hawekes, 1953.
LPS London (LP) MeSCP Merritt, A. T., Sizteenth-Century Polyphony.

Cambridge, Harvard University Press, 1968.
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MG Mercury (LP)

MiHM Miller, H. M., History of Music. New York, Barnes & Noble, Inc.,
1960.

MM Parrish, C. and Ohl, J.H., Masterpieces of, Music Before 1750. New
York, W.W. Norton &Company, Inc., 1951.

MoCT Morris, R.O., Contrapuntal Techuiqne in the Sixteenth-Century. Oxford,
The Clarendon Press, 1934.

SaCC Salzer, F. and Schachter, C., Counterpoint in Composition. The Study
of Voice Leading. New York, McGraw-Hill Book Company, 1969.

SoDAC Soderlund, G. F., Direct Approach to Counterpoint in 16th Century
Style. New York, Appleton-Century-Croft, Inc., 1947.

v Victor

3R/ Eghe

1/1 MERY—HMD. p.189
$rese] B —HDM, pp. 191~192
—JeCPt, pp. 3~53
(-;—71%- —MM. No.6,7,8, 10,13, 15.
B3 #l  —Hindemith 9] Ludus Tonalis & “Fugue in A”.
I1/2~3 16 AT B —MAY Frtk - 16 HhiC BEHHESE : )5, A &4 (modes), 4,
293 BR—MiHM, pp. 36—40.
#FM —MG 10063, LPS—372, V 35941/4, DX—106, V 4316

I/1 FE#EE—MeSCP p- xvi
—JeCPT pp- 54~58
Modes—MoCT pp. 7~16
—KrMC p.5
—BoMC p. 52

e 2 BERRS) SbT

I/2 AE9 FEAI—SoDAC pp. 7~19
a) WEESE 2] B{E—MoCT pp. 17~32
b) #HF—KMC p.2
c) AE9 #EF—KMC p. 3
"1 & £
a) B 2T, HE, 8K
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FRE—-RDZES AE, B=ES RE
b) A : EERUES LT V8 ZE HRE
T Be) #£47 : Parallel, Oblique, Similar, Contrary
27 BE—SaCC p. 21
Cadence 8] #l—BoMC p. 52
Cantus Firmus: %80 2 o] Fojd He Ao Hl& AE, F old Hikfo] s
A9, o] Cantus Firmus & o}w] st 1d feftolet, = BEL
2 39 28 ¥siAs FE=ch  a) Plainsong Melody ##9
Chorale ¢) 1389 4. d) hexachod V} soggetto cavato o] E&ET
AE. —SaCC pp. 911
V/1 fe5hexr] B2—SaCC p. 47
V/1 #%—BoMC p.58, 24/A,B,C
— [ p.58, 25/A
/1 Z@pk—BoMC p. 183 #l 21/A,B

VI/1 %% #1—BoMC pp. 20, 31, 32 ==l f#i 28/A,B

Tul

VI/1 BoMC pp. 26~28
K/1 Canon—/\E, AE, +E 2 Retrograde

X/1 Motet—BoMC pp. 29~32
SoDAC pp. 67~70

6. ®mEel fi

1L F9 o]go & A FE wed,
2. 1 1o F=g Foad, 2oz ¥ dAE FoaA.

3. Omnipotens genitor, Deus omnium creatorie eleyson, Christe, Deiforma Virtus Patrisque

o

Sophia:eleyson, Amborum sacrum spiramen nexus amorque:eleyson. Purgator culpae,

veniae Largitor Optime, offensas dele, santo Nos munere reple:eleyson.

X/1 SoDAC p.74, pp. 77~78
/1 7t Bol7] B4—SoDAC pp. 109~112

XX/1 SoDAC pp. 117~120
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)

Organization and introduction to the counterpoint.
Notation, modes, melody.
Two-part writing:first species.

:second species.

:third species.

:fourth species.

:fifth species. -
Counterpoint in triple meter. Double counterpoint.
Free writing without text.
Free writing with text.
Three-part counterpoint:first species.

:second and third species.

:third species (cont’d) and fourth species.

EREEFErREESS <=8 =

:fifth species.
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X, :combined counterpoint.
.

X1,

. :triple counterpoint.
. :free writing.

XX. Four-part writing:firstspecies.

X, | fourth species.

Xa. ¢combined species.

X,

XXl :freewriting.

V..

XXV,

XXV

XXVl. More than four-part.

2. BEEE 2T BEAR

Jeppesen, K., The Style of Palestrina and the Dissonance. trns. by M. Hamerik, London,

Humphrey Milford, Oxford University Press, 1927 (Papéerbound available).

Counter point. Trans. by G. Hayden, Englewood Cliffs, Printice-Hall, 1939.
Merritt, A.T., Sizteenth-century Polyphony. Cambridge, Harvard University Presst, 1944.
Morris, R. O., Contrapunal Technique in the Sizxteenth Century. Oxford, the Clarendon

Press, 1922.

Soderlund, G. F., Direct Approach to Counterpoint in the 16th Century Style. New York,

Appleton-Centur);-Croft, Inc. 1947.

3. REDItE
el g 7l i+ <] & 7
I . 1-9
P Plainsong 2%7]
I Assignment |
I 11-14 Ex. 16 I
1Y) 17-21 24 V&
v 24-26 ' 29 &V
Vi 28-30 33 KX
! 33-35 40 X &Xi
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Vil 87-89 98, 99, 100. invertible counterpoint. 227}
K 91-92 HFML p.188-180. 5%, 8% Canon 227
X FEAFAHE-
X 394 Ex. 51 Assignment Xi
XI 46-54 55 & 58 W& X
) | 54~-56 66 Assignment X
w 60 67 U]
X 63-71 70, 76, 77 M, X & X
M 73-78 81 & 8 M & X
m 79-86 89-92 W & XXV
i BMC p. 80f, 84f, 85f. 7}AFglo], AR2E F 7]
hid 93 MFML p. 206, 208, 212 & 213. A F-2% FAIS
XX 97 Ex. 108 Assignment XXV
41| 9 110 XX
e 101-102 113 XXX
b 103 114 X
XXV SEGLP p. 140 7FAMg e, AR F
XXV MFML p. 217, FHALEH A AFRE &
219 & 220
XXV A 5 A %)
XXV
XXV SEGLP p. 120,
123-130, 131-135
& 185.

F:1 97, F49 o 28z AAEE A A,
2. 2% FAHEY Fole #EVE £ A

E JOE
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BMC
HFML
MM

SEGLP

week

IL

IIL

XVIII

<F o>

Boyden, D.D., A Manual of Counterpoint. Based on Sixteenth-century Practice.
Hardy, Gordon and Fish, Arnold, Music Literature. Vol. Il

Parrish, C. and Ohl, J.F., Masterpieces of Music Before 1750. (matching
with records)

Soderlun, G.F., Ezamples of Gregorian Chant and Works By Orlandus Lassus,
Giovanni Pierluigi Palestrina and Mare Antonio Ingegneri.

music score or records
Parallel Organum MM p. 16, no.6
Free Organum MM p. 18f, no.7
Melismatic Organum MM p. 20f, no.8
Motet MM p. 27f, no.10
Guillaume de Machaut (c. 1300-c. 1377)
“Agnus Dei” from the Mass MM p. 36f, no.13
Guillaume Dufay (c. 1400-1474)
“Kyrie” from the Mass “Se le face ay pale.” MM p. 43f, no. 15
Paul Hindemith (1895-1963)
“Fugue in A” from Ludus Tonalis. rec. Philips 900-096
Gregorian Chant
“Communio” SEGLP p. 2
“Sanctus” SEGLP p.3
“Agnus Dei” SEGLP p.5
“Gradual” ' SEGLP p.8

AntoineBrumel (c. 1475-c. 1520)
“Sub Diversis Apecielus” from Lauda, Sion,

Salvatorem. - HFML p. 188
Josquin Des Prez (c.1445-1521)
“In Nomine” from Missa; Graudeamus. HFML p. 189

Roland de Lassus (1532-1594)
“Expandi Manus” from the Seventh

Penitential Psalm. BMC p. 76
Tomas Luis Victoria (1549-1611)

“Die Irae” from Requiem. BMC p. 80
Giovanni Pieluigi Palestrina (c. 1525-1594),

“Benedictus” from Missa ad Fugam. BMC p.84
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Apel, W., Harvard Dictionary of Music. London, Heinemann, 1944.

Bassett, L., Manual of Sixzteenth-Century Counterpoint. New York, Appleton-Century-
Crofts, 1967. _

Benward B., Advanced Ear Training and Sightsinging. Dubuque, W.M.C. Brown Co.
Publisher, 1970.

Boyden, D.D., A Manual of Counterpoint. Based on Sixteenth Century Practice. Revi-
sed ed., New York, Carl Fischer, Inc., 1953.

Jeppesen, K., Counterpoint. The Polyphonic Vocal Style of the Sizteenth Century.
Translated with an introduction by Glen Hayden, Englewwod Cliffs, Printice-Hall,
Inc., 1939.

The Style of Palestrina and the Dissonance. With an introduction by Edward

J. Dent, New York, Dover publication, Inc., 1970.

Krenek, E., Modal Counterpoint in the Style of the Sixteenth Century. Boosey and
Hawkes, 1959.

Mann, A., The Study of Counterpoint. From Gradus ad Parnassum By Johann J. Fux,
Revised, ed., New York, W.W. Norton & Co., Inc., 1965.

Merritt, A.T. Sixteenth-Century Polyphony. A Basis for the Study of Counter point.
Cambridge, Harvard University Press, 1968.

Morris, R.O., Contrapuntal Technique in the Sizteenth Century. Oxford, The University
Press, 1934.

Parrish, C. and Ohl, J.F., Masterpieces of Music Before 1750. New York, W. W.
Norton & Co., Inc., 1951.

Roberts, S. and Fischer, 1., Instructor’s Manual to accompany Handbook of Modal
Counter point. London, The Free Press, Collier-Macmillan Led., 1967.

Salzer, F. & Schachter C., Counterpoint in Composition. The Study of Voice Leading.
New York, McGraw-Hill Book Co., 1969.

Soderlund, G. F., Direct Approach to Counterpoint in 16th Century Style. New York,
Appleton-Century-Croft, Inc., 1947.

- Ezamples of Gregorian Chant and Works by Orlandus Lassus, Giovanni Pier-

luigi Palestrina and Marc Antonio Ingegneri. 3rd ed., New York, Appleton-

Century-Crofts, 1965.
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(Abstract)

TEACHING PROCEDURE
OF
16 TH CENTURY COUNTERPOINT

With Ear Training of Music in Modal Polyphonic Texture

By Kynngsun Suh Cho
College of Music, Hanyang Univesity

In teaching counterpoint in schools, there exists a bewildering diversity of approaches
with respect both to content and to method. Also several titles titles are given to counte-
rpoint courses. Each title may mean one of three different styles of the counterpoint: the
modal counterpoint, strict counterpoint and tonal counterpoint. Generally speaking, the
modal counterpoint is isolated to music of the sixteenth century, the strict counterpoint is
“purely pedagogical discipline, based on artificial style,” and the tonal counterpoint is
conceived of as leading to or comprising studies of late Baroque styles in invention, ca-
non, fugue, etc.

There are several methods of approach to counterpoint. With the examination of Fux,
Jeppeson and Soderland, I attempt to approach by the following methods in this work:

1. For the exercise of writing, the use of the Cantus Firmus and Species based on the

‘polyphonic modes.’

2. To understand the style of the sixteenth century music, hearing and analyzing are

emphasised. )

3. For eartraining, the Species are also used.

It is the final desirable goal of this work that the students can understand the 16 th

century polyphonic music, as well as they can reproduce the Palestrina style in their own

writings.
CLASSROOM PLAN

This course aims to be given to sophomore or junior class which has taken at least one
year of basic eartraning and harmony courses, and to be covered in two semester cou-
rses, three hours per week.

Materials:
a) Textbooks: Roberts, S. and Fischer, 1., A Handbook of Modal Counterpoint. The

Free Press, New York, 1967.



Hardy, G. and Fish, A., Music Literature. A Workbook for Analysis. vol. II,
Polyphony, Dodd, Mead & Company, New York, 1969.
b) Supplementary Materials:

Class schedule (see Appendix I)

Reference list for students (see Appendix II)

Assignment schedule (see Appendix IID)

Materals for dictation (Appendix IV)

Analysis material (Listed on Appendix V. Music should be provided by machine-copy
for the class).

Recordings (Appendix V)

. ¢) Equipments for classroom:

Chalkboard, recording tape, tape recorder and record player, piano, overhead-
projector, and chorus which consists of whole class and must be settled for two,
three and four voice chorus.

Teaching in the classroom:
a) Writing and analysis — at the first hour of the week.
b) Dictation - at the second hour of the week.
- dictating from the tapes.
¢) Review of assignment — at the last hour of the week.

GRADING AND EXAMINATIONS

First semester: a) Writing assignment results, every week.
b) Two.part free writing (take-home).
¢) Dictation and analysis examination at the end of semester.
Second semester: a) Every week writing assigmnent results.
b) Three-part free writing — at the middle of the semester.
- take-home.
Four-part free writing - at the end of the semester.
- take-home.

¢) Dictation and analysis examination at the end of semester.



