[DnAc,Nos-rcc.] # widdle > ve Fo goul
#below widdle line > up, stem on right

NoTATION: * 2bove Mmiddle 3 dlowwn, stem own (e€f

o R N
|

. I
/
/7

OCTAVE #: g ¢y # C sopremacy

N

/ ® Cc3
7 be
— A®2
®C2 ®e
ENHARMONIC : be -
\J/J 35S E.but DRAWN ot¢,
s DX6
+ies goes wi
RHYTHM: see where Strong beat+s are noteheads
11 N N - . ] .
— . Z . "
VP . '
O LE Tz—ww;ﬂ—.@ﬁﬂ%’—ﬁ:—'l—.ﬂ?ﬁﬂi
: H 1 :
+ie across
the *folds”
Strong beat on 1 & 4
com (. H - 12 .
pound G 3 : 2 M P = il 1117 # will never see
ouPLE 8 ~— i~ idJd ¥ 8 oo 4JJddd 2 g8th wotes
for 8+h nolesS
) 8 1ess . : . . .
TRI\PLE g " : l/ al . . : : ) 4 )
METER ﬁHﬁ%ﬁH%%%:
! ’ O ¢ ’ A d ! H . '
[2/5/25]7 ALTO CLEF: natural miner
o [ ) -
! o ©
) o ®
A3 83 (4 DY EY Fq 64 A4
do re me £2 sol le +e do . ) .
#Cor m:v\o’h! Wharmonic ‘:v\:\ol‘: raise te >+
= #1eading towne
% creatres more fevnsfon
% augmented 2ncd 000
welodc mivor: ascending-> harmownic G#Y
descend ing-» natoura) +i

#o*’i’.

natoral: WHWWHWW

—
> harmonic: WHWWH 3H H

srepPs S metodic: WHWWWW H
[

12 +/ do

RELATIVE KEYS: same keylsign (C & Awm) ParacLer: Same tonc (A & Am)
Lk MmAjOr -> down minor 2ol = relaHve minor * remove 3 sharps or
% major->scale degree & (‘la based do”) % 244 3 Flaks

KEY SIGNATURES -» use circle of EGiffhs!

nnnnn

SHARPS: downm UHh, vp S+h FCGDAESB

pattern N o+ #
Q-_#J—mks T Ty B
e 5 bad Vi # =  »
/ = =/ (q - e
/ &+ J

#8 m2j—> half step dlown = AR Wl be last #

fusicCrashCourses.com
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H-minor:
W HWwH 3H H

M- minor:
WHwwwWWH



FLATS: Start on B —» up Hih, down SHH5BEADGCF

6 ) / b b
I A b b /1 b I b
/ b b (4 b
/ b ¢ b b =
% name of key Sig. iS 2wnd +o las+ fla+ (ex: 8k > B8b maj.)
NUMBERS INS MUSIC THEORY (lessow Q) b | .
cromawn numerals - reilate chords to keys b b J Db u
. scale degrees - reiate notes +o keys b s .
- Chord clegrees - reiate wotes +o chowels ( b I 8b 2
. intervals - reiate no+eS fo ofher viotes L/ |
- figured b2ass - relate notes +o +he bass voice J
P
% be specific 25 possible in mosce! ex: 7+h S chordal 7+, o~ scale degree 7?? .J Ev S ®
Ex: Ab:V 2 - A ®
AQMMMM_S_&MQ&E_LG'J_E_._AK—L(_E_MB oL () - P 7 ®
| .els abbreviates 6/s/3 /- b ®
-m + £ 6) iS basSs inst : b 6 / b b
4 - b
first inversion V7 in root
[LecTurE 2n0125] dearee Sy , ~ in Fgured bass pos: hon
EX: §: v:;‘;’ £ L s @ L Q'.éc' winov key: raise |eading jove 4o get rigwnt quality
- £ minor (A:€€. keq) - T # ® - @ - (s)
. bottom-ve: £ 94 6 /. H® v #® C
# ® C V.l
/ ~—
QUESTIONS: kHOW-TO: €gure out wotes a_c.a:
c roman Numerals -» writing - circle of SHas tells you gh,gh nwotes fo make b & &
s gigured bass/chovd IO +ricks
®o-— 6 2bove
CHorRD DEGREES/FIGURED BASS - *é— 4 3pove
&) [ ] ® <. % vool S D1waus C,
v ]. e ) Cotiom but bottowm note Chanals
/ [ ] wote -
/ roo+t Is¢ 6 Z“d
R(s) inversion 3 inversion 6
. 3 i H
: ® % inversions 2add +e 91
&\ F ex. 2 & 7
] 2& o
// b | | etc.
E: T Vi|'°6 vi A
roo+t 3~ & H
(vo F.’suf‘e) 6+ 2bove
15\
iad: (3)
A: (%
: w339
+rcad: 6 >
kz"“" q - -
P .E Q@ '@ ® by connvenkon, some F"S“"ed
<\ © ® @ [ ] bass #S acre ophonal +o
. ® ® tnclude — in_ paren
ITI % good +hning o ™"Mewmorize
@ I =
- 7 . [ (6) (c=E) (
=vroot inverts G)
O g) to 2 (g) 4 (6-0) U ov 2 “ [
[ 2 . q
ROO T IST (V. zuso .‘Ny_? e) 3R0 1NV, (€ 7+L) Ex: 3> W 4
- (3 u s A
pval s T3 XTI AKA IZ* s 2 24
A\ > A — ¢c.-6 B O F
——
M7
es
TNTERVALS: | — R BE OUR GUEST key cwhawnges:
n L) M) - = e - ~
- . I - b F C = C Db
4 ./\Tz 1 - U ] | — | — s
AU wm3 w2 M2 PS M6 wm3 m2
Py
1 1 (aogmen\-eo\ (3 stees X e
HomEwWoRK: MG unisen) b/+) rampeing vp (r_].'m'ax) ™3 (EV\Ve"S"OV\)

cale wl 3lterarons

+ :
- pPhrygian (Starts w/ H step)

bﬁ:ra #':I\:P.'



54
< 11Vi.

1. Notation basics:
a. Stems go on the left if stems are down, and on the right if stems are up

together, majority rules on which direction to stem)
c. Accidentals belong on the line or space of the pitch, not above or below,

~ andtheygo to the teft of the pitch ——
~~d. Tiesconnect noteheads, notstems

2. Rhythm: Rhythms should be grouped by the base value of the time signature (so

L.
, /4 , =but 1n

up by fifths
(down by fourths)

down by fifths
(up by fourths)

add 2 then
remove »

add > then
remove £

www.MusicCrashCourses.com
Copyright © Sienna M. Wood, 2015




Tak look at how K 1gnatures work slightly ditterently in ditterent cleTs:

A KEY SIGNATLIRE 'S A GROLUP OF
ACCIPENTALS PLACED AT THE E — I } I R Fcar .
BEGINNING OF EVERY LINE OF MUSIC, L B S—

JUST TO THE RIGHT OF THE CLEF,

D>

— THAT INSTRUCTS THE PERFORMER f L
TO APPLY THOSE ACCIDENTALS TO F g B b
L EVERY CORRESPONPING NOTE N o 1 f t L - o

THE PIECE LUNLESS SPECIFIED

OTHERWISE. H 0 4
Fi FcerPAE
FOR EXAMPLE, THIS KEY T T I T U
SIGNATURE INDICATES THAT I T
EVERY F, C, AND & IN THE
PIECE SHOULD BE SHARPED, 0 - . \ |

REGARPLESS OF OCTAVE! &h — | f BEAPGC b

o
OH/ AND ANOTHER THING: THE A
P’ A

N Il
ACCIDENTALS HAVE TO BE PLACED & H—J—p—p—r—.’ﬁ!’:f: £ p

IN THE CORRECT ORPER, AND
THEY NEED TO FOLLOW A

PARTICULAR PATTERN OF
PLACEMENT THAT VARIES SLIGHTLY % % % e —
DEPENDING ON THE CLEF BEING LUSED! ;

IF YOU DEVIATE FROM THIS, YOU, AS

D) B
A COMPOSER, WILL BE MOCKEPD!
revow cosr sraerer wirs | || TeiE Poige Btie

YOUR PROBLEMZ YOU NEED TO
CONFORM! HA HA... NEVER!

LICENSED LINDER A CREATIVE COMMONS BY-NC-ND LICENSE - VISIT TOBYRUSH-COM FOR MORE

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. SW-H-W-W-W-
0
—— K p—r S ] o—]
[ fan) 1L > (@] ~7 il | |
— sV > IIe] b |
. g © o
ISO: D4 E4 Fi4 G4 A4 B4 C#5 D5
—— Scale degree: 1 2 3 4 5 6 7 8/1
Solfege: do re mi fa sol la 7} do

N




d. Minor scales have 3 types (see below)
i. Natural minor: W-H-W-W-H-W-W

— f -
- b O o—i]
[ fan Py (@] A= | |
sV Py (@] b | |
| [Y) O e
— ISO: D4 E4 F4 G4 A4 B4 C5 D5 S
Scale degree: i 2 3 4 5 6 7 8/1
—— Solfege: do re me fa sol le te do
1i. Harmonic minor (for chords): W-H-W-W-H-A2-H
= ) | —
(S P O PO © — {
NV O (@] ~ |
[ O e
——  ISO: D4 E4 F4 G4 A4 B4 C5 D5 ——
Scale degree: 1 2 3 4 5 6 ¢7 8/1 S
~ Solfege: do re me  fa sol le ti do

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

e _Asc

from below): W-H-W-W-W-W-H

o)
- = — e o
[ an O (@] = bl
sV Py O ~7
(Y, O =~
ISO: D4 E4 F4 G4 A4 B4 C5 D5
Scale degree: 1 2 3 4 5 6 M o8i
Solfege: do re me  fa sol la ti do
o De

tonic from below): same as natural minor

w




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 butcanbe

e D-D is called Dorian (D-E-F-G-A-B-C-D=WHWWWHW)

o Forexample: F Dorian would follow the whole/half step pattern but starton
F. F-G-Ab-Bb-C-D-Eb-F

e E-E is called Phrygian (E-F-G-A-B-C-D-E=HWWWHWW)

e F->F is called Lydian (F-G-A-B-C-D-E-F=WWWHWWH)

e G—>G is called Mixolydian (G-A-B-C-D-E-F-G=WWHWWHW)

e B-B 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)

-~ e C=>Ciscalled Ionian (C-D-E-F-G-A-B-C=WWHWWWH)

- Scale Practice

1. Write an ascending b melodic minor scale

2. Write a descending Bb Major scale

T fna.G Lvdi |
A
©
Y
4




4. Write a descending Db Phrygian scale

:ﬂ:

d

Key Signature Practice

i
LS
‘;El_
s
Bt
——

BT
Q_FF"
BT
Jpn
TN
E o
L
nl
——

.

.

.

.
o

— Gb F? Ch Bb
)}
B D F E
& \*
— > ,'o




3. Identify the scale-degree names for the pitches below in A minor.

— 0 —
— p A Py —_—

yF 4% o~ o L [ §]

| o) [ 8] — o [
B — ~Vv 45 O b u e —

D) .

submediant
E minor G minor
I . |
d .. l -

— - - * i' i I 4 ._i—o—‘ i’ i -

¢

|
I g LDI
F/d
- Lh
s - = -
bl v

(o))




Triads Handout

T M Loy
T Uditres

kdefined by quality of 3rch noie

the bottom (the bass of the chord): size of intervais over root notre

2
i
— r(ﬂ vy Jm3 L M3 ()] Jm3 L M3 —
\Q)V E by M3 I—j] 1y Im3 g| by Im3 H Ly IM3 E—
— Major triad is m3 Minor triad is M3 Diminished triadis =~ Augmented triad R
above M3 above m3 m3 above m3 is M3 above M3
w35 3 intervals M3 2 Y intervals, or
2 w3-streps
T mt NI
1 T1add INdITTES
Major keys:
h T i iii ™ X 'H V‘:
— iV o (8] b4 _—
A &> (&) b4 [&) b4
[ Fan) o (8] b4 [w] b= 4 (9] ~y
ANV p=4 LW ] p=4 LW ] —
— QJ -6-‘ 0 - vu - - - - —
L Tonic Supertonic Mediant Subdominant Dominant Submediant Leading tone
Natural minor:
r m* -
- 7 -
L v o [9) )< 4 o
L a £ [& ) =4 43 =4
ANV o (8] b4 [w] )"5 (9] =
J 8 8 Ris o
i ii 11 iv v VI VII —
Tonic Supertonic  Mediant Subdominant Dominant Submediant Subtonic
7 cornwaon \
re e = 4 ™ = 4
{ P4 a4 3 a4
L Eas = e
v alteredto V VII alteredto vii®
I vaager (subtonic) (leading tone)
— Aimn'swe
With common alterations for harmonic minor:
fnversions
NOrd 1nve Ol Ke 1nterva nve Ol VO > 0 floNo erel ors

b — I - I I I
D 4 D PR, T =th ~rd

ROOL ROOL pUblllUll I,

Third 15t inversion 6th 3

Fifth 2" inversion 6th, 4t

BN



LEAD SHEETS:

VI.OU | :C7 = wmajor mivior 7+
. PR .C™ D miner
LLI® P4\ P4 .CYor L° = dim.

- Ca7-» 7 chord

Root position (g) First inversion (g)

Second inversion (2)

Ia)
[®)
# L9 ] L9 ]
A3V )= 1 8 ©
) © indicates
H ers:
C ~C/IE :;'slase: O_G ::f:-.c,
bass note E
4}
= o
[ an) =1 gﬁ =
ANV P4 > P-4
QJ - -
E E/G2 E/B

0 H ) ) (@)
~¥e — ) ) b8 3 (O)
V4
= (@) 3
-~ 4:F,¢, 6.8 lowered OAER v
Gwm- Bbmaj b:8.E E>¥:FCC. A2C st C# > FC6 Fm-> G »Ab-> bi BEAD
Mivior o —
6m EM 72 &M Cd” 3% cuA G Fm I

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

A eoabgeE

(figured bass) for each chord below).

— # i O — - 2 pPe.cB
POy Ab > b 8 [
A\ — o X2 e S -0
¢ HE S rane
M D d 6m &M Fm AbLA

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

ex. 1 2 3 4
1 0 [a)
" A\ o : SV I
) D)) D)) —
Ab: vii® Eb: : fi: iv E: vii® g s

N




Y

. {)

R s S
@ cec

@ F: z= G: €2 ¢ ﬁ

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

a A lvrita
d. WIItc

+h lAawac
L

+ nAte whara i+ ice
IS 1IOWCESLU TTIOLIE WTICTE 1L 1S

lowest
c. Don'td

ote)
uplicate any pitches

3. If the chordis not a root position triad

lease use figured bass to identify its

inversion

“Nun danket,” mm. 1-4 Q)

1 2 3 4
6) | | | | i .
I | | I | I i
| = =i o = T | I
| o WL BN Y T4 - 4 — bR Y =i 1
ANAV4 Ay = = . \ 2 X6 ) ==
S S RN
—— ge ,I |71 J J J@ a
"' q [ - i g || €D =/ N/ )
o | 1 A\l J [0 X0
Z K | (9 ) 1 ~ LN\ s
L A ~] U o [\ 1~ .
p= “ [' | < ]9
— ~
L oS €
8
s = et e i
v_1J
—  Triad
L quality: M M M
Roman
numeral: Eb: I I I¢
F
PERFELT 5TH: 7 intervals 2bove (8 Lalf steps counting current note) A A o
M6 PS + 2 intervad) F A
M6 > PS + | inrerval AG- 10 int. D ma2j [ D e
m7-> PS5 +3 interval m3a 3 int. F reor T g
MTD PS + U interva) M3 DY ing .
M2-> 1 inrerval above I .'.;.’\)
M2 2 intervals above
PU 5 § intrervals
) o bO & O
/ o #O o
/ o o o 3
octave A8 A8 AL m2

Reount Steps & frgure out how far it (St d/mim/Aa

(1 interval aveve)



INVERSIONS -

other wok

-Start on bass (lowest) wnote

|+ count inrervals

om

00

000




¥ every modal scale S 1 wWalf Step off from watura) miner/may scale

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.

When you play all the white notes on a piano, starting on C and ending on C you have a C
major scale. This pattern of whole and half steps is also called the lonian mode.

Py O
P O =
O O =T
©

o O

W wW H W W W H

QQSSJD

When you play all the white notes on a piano, 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.

g\
o Py O =

VYV S

e O —~

W H W W W H W

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

g O O ~
y A\ P (@] N

[ fan) O O =

DR

W W W H W W H

Starting on G is the Mixolydian mode

(@) O

QQ;’ND
)

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

p——— O O ~
P (@] ~
(@) O
O e
— O © 7
O O
P O ~ I
O

Complete this table:

Scale commences on:

Name of mode:

Half steps occur between degrees:

C

| >O|m|m|O

53) )
o) 'y

D A

A A
f) (
| | | |

y il I y il I
({an i ({an i
o) o)

E B

0) 0)

A I £ I
[ fan | [ an) |
S~V | | SV | |
o) o)

F

A

2 i
[ an | |
S~V | |
o)

Printable Music Theory Books - Level Four Page 8
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C major/Tonian D dorian (similar +o Owm) E Phrygian (similarie Em) F Lydian (similar to

F mag.)
lo te °.'° - ® °
Y Sot L) L)
© €2 ° pa
P hd do e ";3 o ° .
- ° s
G Mixolydian: te A Aeolian
SevENTH CHoroS:
-four note chordsS built from 3 stacked +hwirds (H4riads wl extra wote’)
BRASE TRIAD: ADDEOD 3vdl: BulLT UP fvom A: QUALITY: o7
dimished minor Hhird %‘3 ddTHh € himmmished THL :ol
diminished m3ajor +hird A Am 7+h & half-dim. 2+ d-z inside +he
w? Chvomat'c
minov mivor +hird wm Tth Ewinor 7Hn mm scale
m2j ; | R Mfoa
jor mMinov  fhle Mwm T+ cdominant 74, A
major m2ior thiedh MM T+h 6— m2jor THh M7
MM
T+n Chords in major:
Ty Mwm mm MM M wmwm dA""
1 2 g § & ¢ T
I’ i W IV VT it vi??
7+ Chords in wminor:
mm dwm MM v Mm  mm M ddl
i 2 s & & ¢ 19
i7 97 T v v vx? vix? viie?
chorda)
7ta
TNVERTING 7TH CHORD chordal &fth 1)
bass cword 21 2l TO #0
O o°
H H# #‘8
# -3
RoOOT 1sT 280 3RO
position inversion inuersion inversion
2 [~} 6 6
F{Bi"sgfo s s u u
3 3 2 2
FIGURED = & y y
8ASS . s 3 2
5\\0?*“3‘"&'

-
major M : minov w'

-ha2pPPY ‘bittersweet
- bright -nostalgic

- noStalgic -jazay
cjate : not rly sad

DISTINGUISH® M1 vS. wm?

M7 Was more M3; mT has more m3
-M7_leading +tonme UP; mT |eading +tone DOWN

DIsTiNGuISH: @1 vs. o7

covier voice - @7 has some Stability

- @1 sounds wmore hopefol

half -diminished @ZT:

-j222Yy/Classical

c empty

- unstable

- unfinished

(usually the beginning
of swmthg, will resolve)

-dveamy

- bittersweet

DISTINGUISH: M7 vS. Mm7 -

diminisned oT:

-1l Ssometning bad happening

- creepy /discord
-used trope in €arly drama sounds
- Confusion - Sth should be higher
© 2 iritones- no perfect Sths
-dark but doesnt want o move

-ignore Tth- listen +o triad qualty
-listen +o 3rd (Mm2jor VS. minoen)

EAR TRAINING:

DISTINGUISH: B vs. m7:
-tritone (quality of S+w)

PT 2°
@1 Vv M7
w1l X Mwm7 triad-dimn'shed
ol v @7
M7 Vv m7
MwT? X m7

triadh - major



Seventh Chords

Full name: Major-major Major-minor Minor-minor Diminished-minor Diminished-diminished
Common name: Major Dominant  Minor Half-diminished Fully diminished
Chord symbol: pmaj7 D’ Dm’ p*’ e’
— fn Dat ) o
I AV 4 1l 1 —
:@)uﬁ I b o
oY oY
d AU S T . . .
Triad quality: M M m d d
——— Seventh quality: M m m m d —
Seventh Chords in Keys
Tonic Supertonic Mediant Subdominant Dominant Submediant Leading tone
Q . - y EP‘
MATOR s z z 3
AN
e -+ U =
—— 1/ i’ iii’ v’ v’ vi’ vii®
[ Cmﬂ_’7 Dm7 Em7 Fmaj7 G7 Am7 BB7
MM mm?7 mm MM Mm mm dm
| . s ' E i . . rize!
Tonic Supertonic Mediant Subdominant Dominant Submediant Leading tone reme
—— _f
o s 5
MINOR: a%) = s IS
Y N 2 RS - : '
worée z
varierd Y i/ m’ iv/ v’ v’/ vii?
Am7 B"7 Cmaﬂ Dm7 E7 Fmaﬂ G=o7
L mm dm MM mm Mm MM dd
% YOMM2N Mumevais wevre
relilan do NOT d-'sl-;v\guu',sh b/+
—Inversion wajor £ mors
Part of seventh chord in | Inversion name Intervals over bass note
bass
Root Ront noacition 1th Rth Qrd
N\UOUUL NOUL PYUSTUOT 7 y I
Third 1St s nvarcion gth gth ord
mnrru I nmIrvociroivll U 9 v y M
Fifth 2" inversion pih 4th  3rd
Seventh 3" inversion gih _4th 2nd
.~ Bolded intervals=shorthand for figured bass (size of intervals over the lowest sounding

pitch).

RN




21M.301

Practice exercises:
1. Identify the quality of these seventh chords and identify their roman nu

the given key.

merals in

(1) \a EM (2) [\
Ayt < 0 i — 48
T ia <3 T D I3 <+ > <4
{71+ © Z b (@) S h=d
XV L IJ.S 5
D) 8 ~ O A r
E 17 v’ vii®7? ~ g
mm7 Mwm7 Am’ MM’
(@)
@ 4) wa
DN : S - S : f 8 3
7 LDi P <L Y PS4 4 ‘qiT ¥ (@] S =d
1N D by b4 ~7 P4 7z b hot
OV L ~ 5 - v
)]
Dt’ d I-’ ||¢7 I-' III-'
Mw! dwm wm MM
2. Given the roman numeral and figured bass, write the specified chord.
o - X 9 e = ] -
s —vetaser o5 108 e #o ey g S
o 7
o 2nd 3rd ISt inv.
F: i V3 vs  viif§ e: Vi viio§ 1113 iv8
Bb 3
G BbDE CcE€EGBL DO EceD
COUNTERPOIN T2 how Chords work +ose+he¢‘-vh&\od-‘e$ +hat work well +ose+hev~
COMMON CHARACTERISTICS OF MELODY:
-melodies have 3 Specific comtour (pitch-vared) -single line
-tonal vocab (what scale ?) .Some _duration
“rhythm - medivm/siow Speech sepeed
-Singability -contoor  (be abvle to draw!)
cmemorability - piteh
. leave rhythm to sidle - focvs on wnotes
- $onal vecdb
CONTOURS: s Colturally - specific motifs
rising rerraced ———_ or __—~1 . patterns
lel-'ns\ oscillatory /NN
tombling 7~ arcwead P
V-shape \/ . wWavy
centric _— —— _
4sT SeecieS COUNTERPOINT
*begin wl _cantus firmus (pre-existing melody) & compose new Iine dbove or below i+
=18+ note Shovid be do or SOl 2bove cawnius
-&in2al note do 2above cantus.
cCounterpt. 1ine hads 4 clivmax, Sim'ld~ +to canius
- dvoid voice crossing/overlap
. avoid Unisons uniess Ist & 1ast intervals
2N0 SPECIES CouNTERPT:
:Counterpeint ine moves 2» as fast 2as Cantus
= Strong vS. weak bea+s, passing +one dissenawnce
- move dominated by sStepwise moton
- begin de or Sol 3bove. End ! do, but 2nd +o 125+ Should be re or ' (depend own cantus)
- several disonant & consomant weak beats
AK EAWANS:
-good for chord progressions
-geod for 2 part dance music
mpWnasSis on Steps
. independence of |ine 2
.chmsz d that k toqether bot wnot locked +ogether
. F ] £ on wo oc
weile melod:es +hat 3 3 composers Studied 1hs)

cthis Style of writing became +the ‘norm’ ;n 1800S (manyg Classical




<A AWH

3131257

MAIND 1 0EAS:

-independent melodies

a»key sopport

- Sing 3bility + Simplicity

- balance

cvariebry
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CHORD CoONSONANCE

2 C:D harmonic minor Eb Ab gb

L) -3k St 8

0 ()%

: 3lw La)
. ve +ocheck
SHa

. M/m3, PS, MIimb
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™
¢ Similar~ motion
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J Similav ok! veeer
moton voice move
X by steps.
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RECIPE FOR A GOOD CANTUS FIRMUS

INGREDIENTS:

e A good mode/key (and-a good mood)—— — — —

e Pencil
e Staflt paper

STEPS:

S 2. Using only whole notes, write a melody of 8-16 notes
s/v 3. Use a mix of primarily stepwise and some leaping motion to approach a high or low point
j I f .

v the melodic apex.
6. Enjoy!

DOS AND DON'TS:

S e DO keep the range small: 18" or less. Shorter CFs have smaller ranges

(e DON'T use intervals larger than an octave or chromatic half steps (C and C#)
v e DO create an arch shape with your melody: motion must be toward an apex (DO choose

A apex a cadlesS d O Olld nterval' w c a W O ecpealed (d

$ e DO Use mostly stepwise motion
vV e But DON'T write more than 5 steps in the same direction
change in direction. :
S e But DON'T outline dissonant intervals in your leaps (any 7ths, augmented or diminished)
° w

¢ DON'T write two consecutive lea_ps in the same direction 1eap 2z 4
. Kk =
. .
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SAMPLE CANTUS FIRMI

Cantus firmus 1 ‘Q,

(Fux, adapted)

A
{
o - [ )
ﬁ} = (@ ] [ ] =
LY [ @ ] = [ @ ] Py [ @ ] [ @ ] =~ [ @ ]
) O =
Cantus firmus 2 §{) (Jeppesen)
’ [ @]
LAV ] ¥ [® ] P £y P
Y] O = O = O
Cantus firmus 3 .ﬂ, (Schenker)
la)
g = —
[ @ ] ©> [ @ ] == ~ O
¢ © O e e o ©
Cantus firmus 4 §) (Fux)
A
=
7 = [@ ] P
A [® ] —~ -~ [ ® ] -~ [® ) P
Y] O = O = O
Cantus firmus 5 §{ ) (Kirnberger)
A
i Pes [ @ ] P
\7 X Pa =7 £y >
J © -~ e © o
Cantus firmus 6 § ) (Kirnberger)
A
* [@ ] — (@ ] [ & )
J £ .0 o [® ] Y P
ANNY] Ly - [ @ ] Py
) o—vuv &
Cantus firmus 7 § ) (Fux)
2 = —
SN2 73 Py Y =~ © ~= © [® ] Py
J e et O ©
C D E F 6
8 c ) E E 3 > c B A
& A 6 c F A 8 (5 8 A
3rd 3rd  Sth 3rd v Sth 3ed Sth Sth v



CARDINAL SINS

— (YOU'VE BROKEN-A COMMANDMENT IFYOU DO THESE)

" C e Thou shalt not: open \{vith an. interval other than PU or P8 (or P5 if CPT is above the CF) ‘,s‘.aﬂ. & end

on od\o

T/K e : i 1 i i -do [ *+i-do
contrary motion (thou shalt: use the cadence formula m3-U/m10-8 or M6-8)

I/K o Thou shalt not: write parallel/contrary/similar/direct/hidden|octaves or fifths'(want 2 veices reinforcing key)

\ intervals, 2nds, 4ths, 7ths) -net consonant. on simng bears CANT vse 2awd. Y ths, T+hs
S f e Thou shalt not: approach or leave leaps (=P4) by anything other than stepwise motion

e Thou shalt not: use adjacent leaps that outline a dissonant interval (passing/neighber boes)
NO Na NOL:. e noite A e hat do not belona. in the en pecie O ounternoin Ist -» whole
o1l a ot U O atu at-GO-HOL-PCIOHY v ~ = o i 29d> haif

I e TJhou shalt not: cross voices

~  VENIAL SINS (PLEASE TRY NOT TO DO THESE!)

V e Avoid too many perfect intervals
vV e Avoid simultaneous leaps[sklpsm both yolcaiLeSpemaﬂthhisameﬂmecmm—
s/v e Avoid too small or large ranges (4" or smaller=too small; 8ve or greater=too large)
v e Avoid too many parallel imperfect consonances (more than three in a row of either 3rds
or 6ths) ex: 3rd 3rd 3rd... or GHi. bth, &th...
siv_e Avoid leaps (=P4) that are not followed by a stepwise change in melodic direction
VIT e Avoid having only parallel/similar motion
vViTz e Avoid repeating the apex/placing it in the same position as the cantus firmus’s apex
V_e Avoid P8-P5 or P5-P8 (allowed but not in excess)

'See 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, n(g A2 in minor mades).
J d

/- ~
/ @) ~ [®) 3
A —
BAO! hidden 8 romwz Stepwise
§ —» 2

reinforces key we're in.



e Independence of lines (nice contours, distinct apexes)
e Primarily imperfect consonances

. Begln and end llnes in the same octave ex: srart & end on CH, etc.
e Smooth contours (mostly conjunct with a couple leaps for variety)

DIRECT/HIDDEN 5THS AND OCTAVES

[Ok! Soprano moves by step| [Bad! Soprano doesn't move by step |
A | |
P4 (o) n I T T
7\ (o) = I = | I | |
[ Fan) 1 1 T 1 I 7 () |
ANE"4 | | | | = e
S I I = #
6 5 3 5 3 5 6 5
rax 77 i " I I t
J (o) I I T 1 | |
7 T Il [} T (o) = () =
} T =i i =

=

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

on successive 2““ beats (not on downbeats—note that I am stricter than Fux')
4. Penultimate note can be a whole note rather than two half notes.

8. Ending must contain clausula formalis on the penult1mat<=5~ beat, and end on a whole
note, though you may use whole notes in the penultlmate measure.

9. Avoid oblique motion-across bartines ——— —+ — — — — —

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

—h
=
=
o
D
D
2
D
=
=
oy
QD
2




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 it the entire measure 1s passing tones and

construction
6. No unisons on downbeats

/. Fitths and octaves may be used 1t there are three or more tones in between, but 1T neither

?

bealowr
MCTLIOUVV,

passing, neighbor, or consonant skip.

4, Start with a half rest.
qppripq)
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

associated with the species for the note value you are currently writing.
2. Approach downbeats using oblique motion/suspensions or stepwise motion

'v-No O e (Jd 2] er-gd rrer-na 2] N Nnm Nnie O benag ne-n N

the next barline; if that isn’t an option use half-quarter-quarter or all quarters (add a
consonant skip)
3F|g F Y 'SII I. . (S T I 9y
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)




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)

2 before the resolution on beat 3 (seec example 3)

13. Precede large leaps by longer note values (as a Kind ot preparation)

FIFTH SPECIES: USING EIGHTH NOTES AS PASSING OR

- n .
- | |
gi o

6 /78 |10

|
i
10 () 8 9 10|10 3153 3

[

6




(3110125] - 280 SPecies CounTerepoinT

ANALYSIS:
-Strockore it around ‘what do you want avdience to takeaway?”
-4e2ch your piece 8 Show how i+ works

MOZART - DwwERTIMENTO

- eStablish independent voices (4)

- majority of movement 'S stepwise excépt bass
- balanced high & low notes

cvpper 2 'nes Similar paraliel movement

- oblique motion
. s:v\ggulns iS questionable (orcwestration-look C P2y 3bilty 8 get Feedback)

‘Strong beats
‘StePwise motionn When Wharmony thanges across measures
-generally d'ssonant/Passing jones on weak beals

CL3Nn2i2s])-lectvre - AnAcYSIS
| | -mod2l mixture T » iv
2 |.secondavy dominant - Tayviar
ITHIX/vidvid T
3 [[linear chromaticism » taking melody & uSing Chromat'c motion instead of roman numerals
-Switch to chord Symbols

- =
#— — =

C: o X/ vi vi

2ND SPECIES:
-can have 2 Successive octaves/si.s onNey if weak +o weak beat

[3121/28] - Stamne QuarTET!
-Simple isn’4 2i1ways bad
-balawce blt varieigy & repetition
cMmin 24, max Y8 meEe2sores -» 1 min each
- 4evenary, periods & sentences
‘@ 1e2s¥ 3 AifF. parts .
(Reite in both majer & minor (relakive or W3IP step ©p) DROP 24U SpaciNG:

‘opHons: terenary or VC

cinstroments: vielin X2, viela, Ctlle
~pretty S/imilar +imbre ~ R
-iry do keep independent voices

- REQULIRED: rest bl+ p:22. & Arco. -

+give articulaton markngs, NOT bow mar k..'—.ss
cwhal environment do you wantk o create? how will you use instruments +o poriray?

[412/258] - ComprosinG

susudlly ppl write melody Ffirst, but can de e’then

cthere iS a2 balance of 182pS. Steps, ChromaticiSm= trust nruition
-don‘t Ffeel ke itS chaotic Or boring

Ex:

-viola 3 cello helping €ill in gaps

cviolin | 8 2 melody- work together in counierporat

-8 violin 2 8 celle conversahon (C Echos): Viokn 2 & viola = harmony
cmany textures & +imbre

HARMONIC ComposiTION:

1) Harmeonic Bnatysis: G 7

2) non-chord tones: chovdal 7+h ¢
3) phrase Siructure

4) +exture

* minor key Chords have o be inverteodl . not played in veot peos.
- OniIeSS vl chowvd.



white
keys
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ks

(ulalzs?)

mon

MOOES: Ex: 6 Phryqian

C-C: Tonian ~ ~ -

O-0: Dorian #G Ex: Ar the Purchaser’s Ophion ‘). o
| E-E: Purysidn (ran) lowered b2 EX: am then b 2s / o ©
F -F:Lydian #d / o O =

G-6: Mixolydian bl
A-A: Aeolian .
8-8: Locrian b2 bF

- :A' : half rest ~ e n s ?

. PS Yo 4!
|-a2pex

L+ paranel Sths

- can lgap from consondnt Strong beats
-leap +o vnson, 3rdl, Sth, Gtk

- Step 2cross barlines

- CANT consonant skip 3+ measures
. voi ' [ lowest/h:ghest notes in parts around)

own't
% Wwith‘n octave leave out move by
SHh (no sense Sl—ep
] for ‘J 2l4v) — ’
(@) et (@]
{‘ ™
H
J or sop takep,
' Will be doubled
#
O\
) O
/ ] o
A o |
Ce: ie r;z’ i

Is+ inv: dovble bass CS chords i

or Sop.
/ minor: RAISE <

/ Y
(([82ding temet

N~

A B ¢c 0O E F G

MA JoR:

I, i, i, 2, %,vi,vi
MINOR

i, %, T, iv, v, WL, VI

st 2
—

3 phrases build on each other; 3rd longer usualiy- presentation & cont

SenvenCE:
to0: Wr, S Witk 2ntecedent on ol

veSfion

wer




