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21M.301 Fundamentals Review 

1. Notation basics: 
a. Stems go on the left if stems are down, and on the right if stems are up 
b. Stems go up if the note is below/on the middle line and down if the note 

is above/on it (if you have a group of eighth or sixteenth notes beamed 
together, majority rules on which direction to stem) 

c. Accidentals belong on the line or space of the pitch, not above or below, 
and they go to the left of the pitch 

d. Ties connect noteheads, not stems 
 

2. Rhythm: Rhythms should be grouped by the base value of the time signature (so 
in 2/4 we want quarter note groupings, ¾ the same, and so on)—but in 
compound time signatures we group into groups of 3, so 9/8 groups in groups of 
3 eighths and so on. You may not use a dot to cover over one of these groupings, 
but can use ties. Groups should help reflect the integer strong beats (we’ll 
discuss what I mean by this in class). 
 

3. Key signatures: codify the number of sharps and flats used in the key. There’s a 
particular order and required placement; see the circle of fifths below:  
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a. Take a look at how key signatures work slightly differently in different clefs: 

 

b. Each key signature refers to two keys, one Major and one minor (relative 
keys) 

c. Parallel keys share a tonic, not a key signature. 
 

4. Scales 
a. Scales are collections of pitches from which a piece of music is written.  
b. Most Western scales are heptatonic (seven distinct pitches), but there are 

many pentatonic, hexatonic, and octatonic scales in Western and non-
Western musics. 

c. Major scales follow the pattern W-W-H-W-W-W-H 
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d. Minor scales have 3 types (see below) 
i. Natural minor: W-H-W-W-H-W-W 

 

ii. Harmonic minor (for chords): W-H-W-W-H-A2-H 

 

iii. Melodic minor (for melodies that are ascending or 
descending from tonic) 

• Ascending melodic minor (used to approach tonic 
from below):  W-H-W-W-W-W-H 

 

• Descending melodic minor (used if not approaching 
tonic from below): same as natural minor 
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Diatonic modes (often used in jazz/pop/folk/early Western classical music) 

Rotations of a diatonic (white key on piano) scale; can start on any pitch but can be 
easily figured out from their white key rotations: 

• DàD is called Dorian (D-E-F-G-A-B-C-D=WHWWWHW) 
o For example: F Dorian would follow the whole/half step pattern but start on 

F: F-G-Ab-Bb-C-D-Eb-F  
• EàE is called Phrygian (E-F-G-A-B-C-D-E=HWWWHWW) 
• FàF is called Lydian (F-G-A-B-C-D-E-F=WWWHWWH) 
• GàG is called Mixolydian (G-A-B-C-D-E-F-G=WWHWWHW) 
• AàA is called Aeolian (A-B-C-D-E-F-G-A=WHWWHWW)  

o equivalent in sound but not function to natural minor 
• BàB is called Locrian (B-C-D-E-F-G-A-B=HWWHWWW) 

o not often used in classical styles but common in some other traditions) 
• CàC is called Ionian (C-D-E-F-G-A-B-C=WWHWWWH) 

o equivalent in sound but not function to Major scales 

Scale Practice 

1. Write an ascending b melodic minor scale

 

2. Write a descending Bb Major scale 

 
3. Write an ascending G Lydian scale
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4. Write a descending Db Phrygian scale 

 

Key Signature Practice 

1. Identify the following minor keys in the space below the staff. 

 

 

 

 

 

2. Write the indicated key signatures for these major keys. 
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3. Identify the scale-degree names for the pitches below in A minor. 

 

4. Add the correct accidentals to turn these scales into the indicated natural minor.  

 

5. You are given a note and told what scale degree it is. Write the appropriate 
natural minor scale. 

 

6. Identify the minor key signature (lowercase) and its relative major (uppercase). 
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Triads Handout 
Triad Qualities 

 

Triad Names 
Major keys: 

 
Natural minor: 
 

Inversion 
 
 
 

With common alterations for harmonic minor: 

Inversions 
Chord inversion, like interval inversion, involves putting different parts of the chord at 
the bottom (the bass of the chord): 
 
Part of triad in bass Inversion name Intervals over bass note 
Root Root position 5th, 3rd  
Third 1st inversion 6th, 3rd  
Fifth 2nd inversion 6th, 4th  

 
Bolded intervals=shorthand for figured bass (size of intervals over the lowest sounding 
pitch). 
 

definedbyquality of 3rd note

m3 3intervals m3 intest3s or

I it in I vi viio

It

common

major
diminished

size of intervals over root note
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Practice exercises: 
 

1. Given the root, build the following triads, then identify them using chord symbols 
(e.g., if built on C: CM, cm, c+, c°) 

 
 

2. Given the fifth, build the following triads, then identify them using chord symbols. 
 

 
3. Given the key name and written triad, identify the Roman numeral and inversion 

(figured bass) for each chord below).  
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4. Identify the chords used in this music:  
1. Rewrite these chords in the bass clef (this is called reduction). 

a. Write the lowest note where it is 
b. Stack all additional pitches on top of it (do not move below the 

lowest note) 
c. Don’t duplicate any pitches 

2. Identify the chord you have written—this is the harmony for that beat. 
3. If the chord is not a root position triad, please use figured bass to identify its 

inversion 
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Modal Scales
Commonly used in jazz harmony, the modal scales are a series of seven different scales each 
with their own pattern of whole and half steps. To make them easier to understand we can 
relate these patterns to the white notes of the piano and the C major scale.

:KHQ�\RX�SOD\�DOO�WKH�ZKLWH�QRWHV�RQ�D�SLDQR� this time starting on D and ending on D, you 
have a different order of whole and half steps. Therefore we have a different scale. This is 
called the Dorian mode.

There is a different modal scale starting on each of the seven differently named white notes 
of the piano, each with a distinctive sound. Over the next few pages we will explore the 
different modes. 

All the white notes starting on E is the Phrygian mode

And all the white notes starting on F is the Lydian mode

        
:    H:    :    :    :    H

        
:    H:    :    :    :    H

        
:    H :    :    :    :    H

        
:    H:    :    :    :    H

6WDUWLQJ�RQ�*�LV�WKH�Mixolydian mode

        
:    H :    :    :    :    H

:KHQ�\RX�SOD\�DOO�WKH�ZKLWH�QRWHV�RQ�D�SLDQR��VWDUWLQJ�RQ�&�DQG�HQGLQJ�RQ�&�\RX�KDYH�D�&�
major scale. This pattern of whole and half steps is also called the Ionian mode.

everymodalscale is a half step off from natural minor maj scale

I
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 Starting on A is the Aeolian mode, which is the same as the natural minor scale.

7KH�ÀQDO�PRGH�VWDUWLQJ�RQ�%�LV�WKH�Locrian mode.

        

        

Complete this table:

Scale commences on: Name of mode: Half steps occur between degrees:

C

D

E

F

*

A

B

:ULWH�RXW�WKH�VHYHQ�PRGDO�VFDOHV�VWDUWLQJ�RQ�HDFK�RI�WKH�ZKLWH�QRWHV�RI�WKH�SLDQR�EHJLQQLQJ�RQ�&��
Label them with their modal name, and mark the half steps with slurs.

G

G

G

G

G

G

G

C _____________

D _____________

E _____________

F _____________

*�BBBBBBBBBBBBB

A _____________

B _____________
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Seventh Chords 
Seventh Chord Types 

 

Seventh Chords in Keys 

 

Inversion 
 
Part of seventh chord in 
bass 

Inversion name Intervals over bass note 

Root Root position 7th, 5th, 3rd  
Third 1st inversion 6th, 5th, 3rd  
Fifth 2nd inversion 6th, 4th , 3rd 
Seventh 3rd inversion 6th, 4th, 2nd  

 
Bolded intervals=shorthand for figured bass (size of intervals over the lowest sounding 
pitch). 

a

MAJOR

7

June

roman numeralshere
do not distinguish bit
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Practice exercises: 
1. Identify the quality of these seventh chords and identify their roman numerals in 

the given key. 
 

 
 
 
 

2. Given the roman numeral and figured bass, write the specified chord. 
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SPECIES COUNTERPOINT 

RECIPE FOR A GOOD CANTUS FIRMUS 

INGREDIENTS: 

• A good mode/key (and a good mood!) 
• Pencil 
• Staff paper 

STEPS: 

1. Begin and end on the tonic 
2. Using only whole notes, write a melody of 8–16 notes 
3. Use a mix of primarily stepwise and some leaping motion to approach a high or low point 

(apex) and return from it 
4. Approach the final and penultimate (second to last) pitch via stepwise motion. 
5. Play or sing your CF and check if it sounds good and has a clear arc toward/away from 

the melodic apex. 
6. Enjoy! 

DOS AND DON’TS: 

• DO keep the range small: 10th or less. Shorter CFs have smaller ranges 
• DO use only consonant melodic intervals (M/m/P 2nds, 3rds, 4ths, 5ths, 6ths) 
• DON’T use dissonant melodic intervals (7ths, diminished or augmented) 
• DON’T use intervals larger than an octave or chromatic half steps (C and C#) 
• DO create an arch shape with your melody: motion must be toward an apex (DO choose 

an apex that creates a consonant interval with the final) which is not repeated (after the 
apex, moves toward close of CF) 

• DON’T outline a dissonant interval 
• DO Use mostly stepwise motion 
• But DON’T write more than 5 steps in the same direction 
• DO include two to four leaps. Leaps larger than a third must be followed by a stepwise 

change in direction. 
• But DON’T outline dissonant intervals in your leaps (any 7ths, augmented or diminished) 
• DON’T write two consecutive leaps in the same direction 
• And DON’T more than two consecutive leaps. 
• DON’T use sequential repetitions of melody (i.e., predictable patterns) 
• DON’T use any oblique motion (e.g., repeating notes) 

  

K ti do on re do
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SAMPLE CANTUS FIRMI 

 

  

1h

A B C D E F G

top B C D E E E D C B A

u Id Id In Srd it 5th 3rd 5th 58th I
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FIRST SPECIES COUNTERPOINT CATECHISM 

Avoid your cardinal  s ins (a lways)  and venial  s ins (when possible)  and t ry  for  supererogat ion!  

CARDINAL SINS  

(YOU’VE BROKEN A COMMANDMENT IF YOU DO THESE) 

• Thou shalt not: open with an interval other than PU or P8 (or P5 if CPT is above the CF) 
• Though shalt: close with an interval other than PU or P8 
• Thou shalt not: end with a clausula formalis (final cadence) that does not use stepwise 

contrary motion (thou shalt: use the cadence formula m3-U/m10-8 or M6-8) 
• Thou shalt not: write parallel/contrary/similar/direct/hidden octaves or fifths1 
• Thou shalt not: use melodic dissonances (augmented or diminished intervals, 7ths) 
• Thou shalt not: use harmonic dissonance on strong beats2 (augmented/diminished 

intervals, 2nds, 4ths, 7ths) 
• Thou shalt not: approach or leave leaps (≥P4) by anything other than stepwise motion 
• Thou shalt not: use adjacent leaps that outline a dissonant interval 
• Thou shalt not: use note values that do not belong in the current species of counterpoint 
• Thou shalt not: use the leading tone unless it immediately resolves to the mode’s tonic3 
• Thou shalt not: cross voices 

 

VENIAL SINS (PLEASE TRY NOT TO DO THESE!) 

• Avoid too many perfect intervals 
• Avoid simultaneous leaps/skipsin both voices (especially if in the same direction) 
• Avoid too small or large ranges (4th or smaller=too small; 8ve or greater=too large)  
• Avoid having the voices be more than two octave  
• Avoid too many parallel imperfect consonances (more than three in a row of either 3rds 

or 6ths) 
• Avoid leaps (≥P4) that are not followed by a stepwise change in melodic direction 
• Avoid stasis/repetition (e.g., repeating notes or circling around one note) 
• Avoid having only parallel/similar motion 
• Avoid repeating the apex/placing it in the same position as the cantus firmus’s apex 
• Avoid P8-P5 or P5-P8 (allowed but not in excess) 

 

1See next page for samples of allowed and disallowed direct/hidden fifths. 

2In 1:1 counterpoint, this means every note! 

3This includes not raising the leading tone in the clausula formalis (and approaching the leading tone by 
whole step, not A2 in minor modes). 
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SUPEREROGATION (TRY TO DO THESE!) 

• Variety of intervals (melodic and harmonic), motion, steps and leaps 
• Singability of individual lines 
• Independence of lines (nice contours, distinct apexes) 
• Primarily imperfect consonances 
• Primarily contrary motion 
• Skips/leaps that move in the same direction outline a triad (preferably, I or V) 
• Approach and leave perfect intervals by contrary stepwise motion 
• Begin and end lines in the same octave 
• Smooth contours (mostly conjunct with a couple leaps for variety) 
 

DIRECT/HIDDEN 5THS AND OCTAVES 

 
 

 

 

 

SECOND SPECIES (2:1; PASSING TONES) ADDITIONS 

1. Dissonances are allowed on weak beats as part of passing notes only. 
2. Consonant skips must be to U, 3, 5, 6, or 8, and should be followed by stepwise change 

in direction. 
3. Avoid putting octaves or fifths within three half-notes of one another, but they can occur 

on successive 2nd beats (not on downbeats—note that I am stricter than Fux!) 
4. Penultimate note can be a whole note rather than two half notes. 
5. Opening can start with a half rest. 
6. Avoid leaps across barlines. (Stepwise motion across barlines is preferred.) 
7. Avoid melodic sequences (predictable patterns). 
8. Ending must contain clausula formalis on the penultimate beat, and end on a whole 

note, though you may use whole notes in the penultimate measure. 
9. Avoid oblique motion across barlines 

THIRD SPECIES (4:1; PASSING, NEIGHBOR, CAMBIATA) 
ADDITIONS 

1. May begin with a quarter rest followed by three quarter notes 
2. Penultimate measure must have four quarter notes 

ex start end on Cy etc

whenbossjumpsgoodto rest then stjetacrossbarlines

landtolast
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3. Acceptable dissonances on weak beats (2 and 4) are again via passing motion only 
4. The only situation under which dissonance on beat 3 is allowed is in a double-neighbor 

construction (see next page for examples) OR if the entire measure is passing tones and 
beats 2 and 4 are consonant (see next page) 

5. The only situation under which one may leap from a dissonance is in a cambiata 
construction 

6. No unisons on downbeats 
7. Fifths and octaves may be used if there are three or more tones in between, but if neither 

occurs on a downbeat, only one intervening tone is necessary (e.g. a measure of 6-5-6-8) 

FOURTH SPECIES (1:1 OFFSET; SUSPENSIONS) ADDITIONS 

Fourth-species and second-species are related: when we “break species” we revert to 2:1 
counterpoint. 

1. Dissonant suspensions can only take the form of: 9-8, 7-6, 4-3, 2-1 when 
counterpoint is above, or 2-3, 4-5, or 9-10 (compound) when the counterpoint is 
below. 

2. Suspensions must be prepared by step and resolved downward by step 
3. Suspension preparations must be consonant. Usually suspensions are dissonant, 

meaning that the resolution must be consonant, but if the suspension is not a 
dissonance, one may break species and do not need to resolve. Instead, do a 
passing, neighbor, or consonant skip. 

4. Start with a half rest. 
5. You may break species once during the counterpoint (but keep it primarily fourth-

species) 
6. When you see descending steps in the cantus firmus, try chaining suspensions—only 

4-3, 7-6 above or 2-3 suspensions below. 6-5 or 4-5 suspension chains count as 
parallel fifths, and 9-8 or 2-1 counts as parallel octaves.  

 

FIFTH SPECIES (FLORID) ADDITIONS 

1. Use a mix of 2nd, 3rd, and 4th species approaches that create a good melodic line that 
has a clear direction and arc that is independent from the cantus firmus. Follow the rules 
associated with the species for the note value you are currently writing. 

2. Approach downbeats using oblique motion/suspensions or stepwise motion 
3. Use a fourth-species cadence to close (7-6-8 or 2-3-U). 
4. Begin as in second or fourth species, using a half rest. 
5. Try not to use quarter-quarter-half as a rhythm unless you suspend the half note across 

the next barline; if that isn’t an option use half-quarter-quarter or all quarters (add a 
consonant skip) 

6. Eighth notes may only be used in pairs on beat 2 or 4, and should be used sparingly. 
They must form a neighbor or passing figure. (See example 1) 

7. You may delay the resolution of a suspension by one beat if the intermediate note is also 
consonant with the CF. (See example 2) 
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8. Avoid repeated rhythmic patterns (just like you avoid melodic sequences) 
9. Longer note values should land on stronger beats (so half notes are more prevalent at 

the beginnings of measures than later unless both notes in the measure are half notes) 
10. Change note values within measures, not between 
11. You may ornament a suspension such that you can use eighth and quarter notes on beat 

2 before the resolution on beat 3 (seec example 3) 
12. Create a rhythmic arc: longer note values at beginning and end, shorter in the middle 
13. Precede large leaps by longer note values (as a kind of preparation) 

FIFTH SPECIES: USING EIGHTH NOTES AS PASSING OR 
NEIGHBOR FIGURATION 
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