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Cantus firmus:

a few guidelines

1. The CF is generally written in alto clef, and typically has between 8 and 14 notes. All notes are of equal length; the whole note is typical.

2. The CF begins on the tonic or final of the mode, and ends by step, ^2 - ^1.

3. The CF’s range is generally restricted to an 8ve from lowest to highest note.

4. Only diatonic notes are used.

5. Conjunct motion predominates. Skips include Mm3, P4, P5, Mm6, and P8. Of these, 3rds, 4ths, and 5ths are most common. All skips greater than a 3rd must be recovered by step in the opposite direction.

6. The CF should climax on a pitch which is melodically consonant with the tonic or final (P4, P5, Mm6, P8). This climactic note should occur only once.

7. Try to avoid note group repetition or melodic sequences; these lend a predictability to the CF which is stylistically inappropriate.

8. There should be a good balance between ascending and descending motion, with several changes of direction.

1st Species Counterpoint:


a few guidelines

1. Vocal ranges: 


	Voice part
	Low
	High

	S
	C4
	A5

	A
	F3
	D5

	T
	C3
	G4

	B
	F2
	C4


2. Spacing between cantus firmus (CF) and counterpoint (ctpt) should not exceed a 12th (13th at the most) -- in general, the distance between the voices is much smaller. 

3. Each voice is written in whole notes (or in a 1:1 rhythmic ratio – same note values in each voice). There is one note in the ctpt for each note in the CF.

4. The upper ctpt can begin a Mm3 (rarely), P5, P8, Mm10, or P12 above the CF. The lower ctpt can begin a P1 or P8 above below the CF.  Note that there are fewer starting intervals for the lower counterpoint than for the upper counterpoint. This has to do with reinforcing the mode.

5. In modes which lack a natural leading tone, one should be created only in the penultimate measure, in order to preserve the unique sound of the mode elsewhere.

6. The final intervals between upper ctpt and CF should always be 6th-8ve; between lower ctpt and CF, 3rd-P1 or 10th-8ve. This will happen naturally if you remember to end your counterpoint line with the following scale degrees: ^7 - ^8.

7. The following harmonic (vertical) intervals are permitted between the two voices: P1 (rarely), P5, P8, P12 (rarely); Mm3, Mm10, Mm6, Mm13 (rarely).

8. Melodic intervals can include Mm2, Mm3, P4, P5, m6 ascending only (this is the strictest style), and P8. No other melodic intervals are permitted.

9. Parallel perfect intervals are forbidden in this style
.

10. Hidden (direct) 5ths and 8ves are forbidden in this style.

11. Although the texture is extremely simple, and the intervallic environment restricted to consonant intervals only, try to create smooth and beautiful lines of counterpoint which complement, but do not duplicate, the cantus firmus. Remember that you are not writing intervals, you are writing melodies, which just happen to create intervals.


2nd Species Counterpoint:


a few guidelines
1. The counterpoint (ctpt) may begin on the first beat, or it may begin with a half-note rest. The first interval between ctpt and cantus firmus (CF) must be a Mm3 (rarely), P5, P8, Mm10, or P12 (upper counterpoint), or P1 or P8 (lower counterpoint), whichever beat the counterpoint begins on.

2. The ctpt's last two notes will be ^7 - ^8, forming the intervals 6th-8ve with the CF (upper ctpt) or 3rd-unison (10th-8ve) with the CF (lower ctpt).

3. The ctpt's penultimate note may be either a whole note or a half note. The ctpt's last note (^1) will always be a whole note. All other notes in the ctpt will be half notes. No ties are permitted in the 2nd species ctpt line.

4. Dissonant intervals may now be formed between ctpt and CF on the 2nd beat in the measure (only on the 2nd beat), as long as they are created by proper passing tones in the ctpt. A passing tone is a stepwise connection between two different tones a 3rd apart.

5. Neighbor notes may be formed only if they create consonant intervals with the CF. Dissonant neighbors are not permitted in 2nd species ctpt.

6. Leaps are permitted in the ctpt line as long as all intervals (harmonic and melodic) are consonant. Leap treatment follows the same rules as in 1st species ctpt. A large leap (5th or greater) may be broken into two smaller leaps thus:



5th = 3rd+3rd; 6th = 3rd+4th; 8ve = 4th+5th or 5th+4th.

7. Leaping to or from a dissonant interval is absolutely forbidden.

8. Contain large leaps (leaps > 3rd) within the measure when possible; leaping from strong beat to weak beat (within the measure) has a less obtrusive effect than leaping from weak beat to strong (over the barline).

9. Repeated notes, tied notes, and repetitions of note groups are forbidden in 2nd species.


3rd Species Counterpoint:


a few guidelines
1. This species involves four notes in the counterpoint (quarter notes) against every note in the cantus firmus (CF). 

2. The ctpt may begin with a quarter note rest, or it may begin immediately on the first beat of the measure. Once it is underway, it must contain only quarter notes (no rests) until the final measure which, as always, contains whole notes in both the ctpt and in the CF.

3. The proper beginning intervals are the same as always: Mm3 (rarely), P5, P8, Mm10, or P12 for the upper ctpt; P1 or P8 for the lower ctpt. As with all five species, the ctpt ends with scale degrees ^7 and ^8, forming the usual intervals with the cantus firmus (6th-8ve for upper ctpt; 3rd-P1 or 10th-8ve for lower ctpt).

4. Because there are so many notes in 3rd species, it is advisable to sketch out a climax before you begin writing. This will help to guide your line.

5. Voice leading techniques available in 3rd species include:


a. passing tones, ascending and descending: x P y. x and y must be consonant with the CF.


b. double passing tones: x P P y. x and y must be consonant with the CF.


c. complete upper and lower neighbor figures: x N x. x must be consonant with the CF.


d. double neighbor: x UN DN x or x LN UN x. x must be consonant with the CF.


e. nota cambiata (n.c.): x (2 (3 (2 (2. 1st, 3rd, and 5th intervals must be consonant with the CF.


4th Species Counterpoint:


a few guidelines
1. The object of this species is to use as many suspensions as possible in the counterpoint (ctpt) against the cantus firmus (CF). A suspension consists of preparation (P), which is consonant against the CF, strong-beat suspension (S), which is usually dissonant, and resolution (R), which is consonant against the CF.

2. Dissonant suspensions always resolve downward by step to consonant intervals. An exception to downward stepwise resolution is found in the 5-6 suspension, where the suspended tone, a P5, is not dissonant against the CF and can therefore move up without bad effect. One can also leave a consonant suspension by skip.

3. If the consonant suspension is left by leap, the interval formed when the leap is completed must also be consonant.

4. The ctpt begins with a half-note rest, after which the ctpt begins on one of the acceptable intervals (Mm3 (rarely), P5, P8, Mm10, or P12 for upper ctpt, 8ve or unison for lower ctpt). As with all five species, the ctpt ends with scale degrees ^7 and ^8, forming the usual intervals with the cantus firmus (6th-8ve for upper ctpt; 3rd-P1 or 10th-8ve for lower ctpt).

5. The last note in the ctpt will always be a whole note.

6. Use as many dissonant suspensions as possible. The best suspensions are 7-6 and 4-3 (upper ctpt), and 2-3 or 9-10 (lower ctpt). NB: these numbers represent intervals between the bass and upper voices. Use 2-1 and 9-8 rarely, if at all, since these suspensions sound hollow. 4-5 and 7-8 suspensions (lower voice only) should be avoided.

7. Two identical perfect intervals (1, 5, 8) should be interrupted by an imperfect consonance (3, 6, or 10), not by a dissonance -- otherwise the effect will be of thinly veiled parallel perfect intervals.

8. Sometimes you will want to, or will have to, "break species," by stopping suspension activity and moving into a 2nd-species-like succession of half notes instead. Avoidance of excessive repetition, or downward motion, may cause this. If you do break species, get back into a suspension frame of mind quickly. Suspensions are the essence of 4th species counterpoint.

5th Species Counterpoint:

a few guidelines
1. 5th species counterpoint is the closest species to free composition. The following rhythmic values are available: whole notes (reserve for last measure), half notes, quarter notes, and eighth notes. Half notes may be tied to quarter notes or to half notes. No rests may be used except an optional half-note rest in the first measure.

2. The proper beginning intervals are the same as always: (Mm3 (rarely), P5, P8, Mm10, or P12 for upper ctpt, 8ve or unison for lower ctpt). The ctpt’s last two notes will always be ^7 – ^8, and the final intervals between the upper ctpt and the CF will always be 6th – 8ve; between lower ctpt and CF, 3rd – P1 or 10th – P8.

3. The two typical 8th-note idioms are passing tones connecting notes on beats 1 and 3 which are a P4 apart, or neighbor notes connecting two notes a step apart. Note that the approach to and departure from an 8th-note pair is completely stepwise, and the 8th notes themselves are step-related. There are no skips, and no repeated notes, in the 8th-note idiom.

4. Eighth notes only occur on beat 2 or beat 4, and should not be overused. Use only one pair of 8th notes in a measure.

5. Begin with long values, preferably with a suspension, and gradually increase the rhythmic intensity by introducing quarter notes and eighth notes. Your penultimate measure should contain a suspension into the leading tone where possible.

6. Ties should only come from half notes. Half notes may be tied to half notes or to quarter notes.

7. Suspensions may now be embellished in four different ways:

a. The resolution can be anticipated by a quarter note on beat 2 (causing the suspension’s duration to be shortened to a quarter note)

b. The anticipation of the resolution can itself be embellished with an 8th-note lower neighbor figure

c. The suspension itself can be embellished by its upper neighbor (escape tone or échappée)

d. The suspension can be temporarily abandoned with a descending consonant leap to a consonant interval (1st and 2nd quarters) before leaping back up to the expected resolution.

8. Regardless of the presence or absence of embellishment, the suspension’s preparation still begins on the 3rd quarter of the previous measure, and the suspension’s resolution must be placed on the 3rd beat of the suspension measure. Embellishment always takes place on the 2nd quarter of the suspension measure.

� See Gauldin, Harmonic Practice in Tonal Music, pp64-66, to review.


� See Gauldin, p68, or Aldwell and Schachter, Harmony and Voice Leading, vol. 1, p75, to review.





