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General Considerations for melodic writing:

1. Melodies should be diatonic except at cadences.

2. Melodic motion is mostly by steps, though a few well-considered leaps are required for variety.

3. Notes are rarely repeated.

4. The final note must be approached by step. If the final is approached from below, the 7" scale degree
must be raised, except in the case of the Phrygian mode. Thus, in the Dorian mode on D, a C# is necessary
at the cadence. The 6" scale degree may be raised as well to avoid an augmented second between the 6™
and 7" scale degrees as in the case of the cadence in the Aeolian mode in the ascending 5-#6-#7-1 scale
degrees.

5. Permitted melodic intervals are the perfect fourth, fifth, and octave, as well as the major and minor
second, major and minor third, and the ascending minor sixth. When the ascending minor sixth is used, it
must be immediately followed by stepwise motion downwards. Augmented and diminished intervals are
not permissible.

6. If writing a skip in one direction, it is best to proceed after the skip with stepwise motion in the opposite
direction.

7. If writing two skips in the same direction (something which must be done only rarely), the second must
be smaller than the first, and the interval between the first and the third note may not be dissonant.

8. Avoid writing more than two consecutive leaps.

9. There may be no dissonant intervals (tritone, seventh) between any two notes or outlining the
boundaries an ascending or descending melodic segment (for example, an ascending melodic motion F -
A - B natural).

Some other general considerations:

- The melody should be focused with a central climactic note.

- The total range of a line should not exceed a tenth.

- Unbroken ascents or descents should be limited to at most five notes.

- No note should appear more than three times in a line; high and low points are most effective if they
occur only once.

- Avoid anything that might be heard as a repeating pattern (e.g., sequence, motive, contour shape).




Master Syllabus

Course: MUS 171, Music Theory I
Cluster Requirement: Cluster 3 B, Visual and Performing Arts
This University Studies Master Syllabus serves as a guide and standard for all instructors teaching an approved in the University Studies program.  Individual instructors have full academic freedom in teaching their courses, but as a condition of course approval, agree to focus on the outcomes listed below, to cover the identified material, to use these or comparable assignments as part of the course work, and to make available the agreed-upon artifacts for assessment of learning outcomes.

Course Overview:

Music Theory I is an introduction to tonal harmony, including elements of pitch and rhythm, triads, voice leading 

and harmonic progression. This is the first of four courses in music theory required of all music majors.
Learning Outcomes:

Students will review and become fluid in the fundamentals of music theory, develop an understanding of counterpoint and voice-leading and develop an understanding of harmony, harmonic functions and structures.

University Studies Learning Outcomes:

After completing this course, students will be able to:

1. Articulate the cultural context, history and formal and conceptual aspects of the art form studied.

2. Interpret and create informed responses (via writing, presentation, performance or artifact) to the art form studied through the analysis of the form, content, context and methods of production using appropriate disciplinary terminology.

3. Explain the ways in which the art form expresses the values that humans attach to their experiences.                                                                                                                                         
Examples of Texts and/or Assigned Readings:
Roig-Francoli, Miguel. Harmony in Context, 2nd Edition, with Workbook and Anthology. McGraw-Hill, 2011. 
ISBN 0073137944
Assigned readings listed in the Sample Course Outline
Example Assignments:
· Text reading and listening assignments presenting various music theory concepts and their application in various contexts

· Homework assignments 

· Tests
The students are assessed on the level of completion of the above assignments and their adherence to the learning outcomes. 

Students utilize workbook assignments in Harmony in Context by Miguel Roig-Francoli to drill music theory skills. A chapter quiz is given after each unit or combinations of units to evaluate student progress and understanding.  Students also have access to Internet resources linked to the text which support each lesson presented in the book with practice drills and audio examples.  Classroom exercises, lectures and assignments give students an understanding of music theory and how it connects to the music of various periods. 

Sample Assignments and Test Questions: Sample Reading for Music Theory I, MUS 171:
Information explaining Chord Construction and Inversions below:
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Sample Assignments for Music Theory I, MUS 171, continued:
Harmonization (exercise 3) and realization (exercise 4) of progressions. Assessment: Grades (A - F), 
standard 100 point scale. 
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Sample Assignments for Music Theory I MUS 171, continued:
Sample score analysis: Analyze Score passages to identify pitch, intervals, harmony and evaluation of harmonic function. Assessment: Grades A-F, standard 100 point scale.
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Alignment with University Studies Outcomes:

The above sample assignments aligns with University Studies Learning Outcomes 1 and 2. 

Sample Assignments for Music Theory I MUS 171, continued:
Assessment: Grades A-F, standard 100-point scale. 

Listen to and analyze the Bach Menuet in G Major (attached) with respect to form/structure/phrasing issues that we have studied. Indicate the phrasing and create a bubble diagram. Analyze the chords and indicate the NCTs (Non-Chord Tones) as well. Does the phrasing change between the A and B sections? If so, how? How is the phrasing similar to and different from the Schumann example from the Kinderszenen that we listened to and analyzed in class? Does the phrasing in the Bach example elicit a different emotional response than the Schumann example?  Explain your emotional response to the phrasing.
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The above sample assignment aligns with University Studies Learning Outcomes 2 and 3. 
Sample Reading Assignment for Music Theory I MUS 171, continued (Species Counterpoint):
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In first species counterpoint, each note in every line sounds against one note in the cantus firmus. Notes in
all parts are sounded simultaneously, and move against each other simultaneously.

1. Begin and end on either the unison, octave, or fifth, unless the added part is underneath, in which case
begin and end only on unison or octave.

2. Use no unisons except at the beginning or end.

3. The penultimate simultaneity must be an imperfect consonance (i. e., a third or a sixth). In most cases
the penultimate note of the counterpoint will be the leading tone, which must be raised in minor.
(Phrygian is the one exception- even though it is a minor mode, because there is only a half-step between
the first and second steps of the scale, the seventh step of the scale is never raised.)

4. Avoid parallel fifths or octaves between any two parts (this includes movement from a PU to P8 and P5
to P12 and vice versa); and avoid “hidden” parallel 5ths or 8ves: that is, movement by similar motion to a
perfect fifth or octave, unless the higher of the two parts moves by step (referred to as “horn 5ths).

5. The harmonic P4 is a dissonance in two voice counterpoint and should be avoided.

6. Avoid moving in parallel thirds or sixths for very long (more than three consecutive times).

7. Attempt to keep any two adjacent parts within a tenth of each other, unless an exceptionally pleasing
line can be written by moving outside of that range.

8. Avoid having any two parts move in the same direction by skip.

9. Attempt to have as much contrary motion as possible.

10. Avoid dissonant intervals between any two parts: major or minor 2nd, major or minor 7th, any
augmented or diminished interval, and perfect fourth (in two voice counterpoint).

11. Avoid overlap or crossing of voices.

Some other general considerations:

- To promote independence of voices, contrary motion is preferred over similar motion or parallel motion,
and similar motion is preferred over parallel motion. Oblique motion should be used rarely as it introduces
a static element into the music. No one type of motion should persist to the point of monotony.

- The climax in the voices should occur at different times.

- Simultaneous leaps in cantus and counterpoint should be avoided.

Two-part counterpoint rules: Second Species

In second species counterpoint, there are two notes (each a half note) in the counterpoint against each
whole note in the cantus firmus. Beat one is considered the metrically stressed beat and beat two is the
unstressed beat. Additional considerations in second species counterpoint are as follows, and are in
addition to the considerations for first species:

1. The opening and closing intervals are the same as those in first species, though it is permissible to begin
on an upbeat, leaving a half-rest in the added voice.

2. The accented beat must be consonant (perfect or imperfect). The unaccented beat may be a consonance
or dissonance. However, the only permissible dissonance is a passing tone (PT), i.e. it must be approached
and left by step in the same direction.

4. If the second half note is consonant, it should stay in the same triad that was implied in the first

note unless it is a passing note.
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the unaccented portion of the bar.

6. Use caution with successive accented perfect fifths or octaves. They must not be used as part of a
sequential pattern.

7. The counterpoint ends with a whole note (as does the c.f.); the penultimate measure of the counterpoint
can be a whole note as well, if desired.

8. No ties or repeated notes are permitted in the counterpoint.

9. Avoid parallel 5ths or 8ves between strong beats.

10. Avoid repeated notes in the counterpoint.

Some other general considerations:

-Avoid a leap into an octave from the weak beat of the preceding measure (this can lead to what is called
ottava battuta).

- A distance of a thirteenth is permitted between voices — as always, use discretion.

- In general, strong beats should still adhere to first species rules.

- It is better to leap within the measure than across the bar line. Indeed, stepping across the bar line is a
highly effective way of generating a sense of melodic fluency, especially when it occurs as part of a
passing motion (with either a consonant or a dissonant passing note).

- Consonant neighbor motions are permitted, but they should be used with care since they can tend to stall
the forward movement of the melodic line.

Two-part counterpoint rules: Third Species

In third species, there are four notes in the counterpoint to each note of the c.f. The first and third beats
are strong, the second and fourth beats are weak.

1. The opening and closing intervals are the same as those in first species and hence consonant.

2. All first beats are consonant; the remaining quarter notes may be consonant or dissonant.

3. The counterpoint may begin on the beat or after a quarter rest.

4. The counterpoint will contain no ties and no repeated notes.

5. Dissonance is acceptable on the 2", 3" and 4" beats (including two successive dissonances) as passing
tones and neighbor tones (NT).

6. As in first species, avoid unisons on beat 1.

7. Avoid parallel 5ths or 8ves on consecutive first and strong beats (beat 3-1 on consecutive measures).
8. Do not outline a 6/4 chord between the two voices.

9. The counterpoint ends with a whole note; the penultimate measure of the counterpoint will have four
quarter notes, the last of which will be scale degree 2 or 7.

Some other general considerations:

- Although unisons are permitted on any beat other than the first, use at most one unison per measure.
- From beat 4 to beat 1 both voices move; motion is then governed by first species rules.

- It is better to leap within the measure than across the bar line.
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Fourth species counterpoint introduces suspensions (syncopations, or what were called syncopes in the
period). The counterpoint is written in half notes, with the syncopes (tied pairs) written across the bar line,
spanning beat two (weak) of one measure and beat one (strong) of the next. The syncopes may be
consonant or dissonant. If a syncope is consonant, both beats are consonant with the c.f. If the syncope is
dissonant, its weak half is consonant, but its strong half is dissonant and it is thus a suspension. The
suspension figure has three parts: a preparation, (always consonant and on the weak beat), the suspension
(dissonant and on a strong beat), and the resolution (consonant and on a weak beat). The resolution of a
suspension is always by step and always descending.

1. The counterpoint always begins after a half measure of rest (to promote independence of the voices),
and ends on a whole note.
2. The opening and closing intervals are as previous species.
3. Tied notes are preferable throughout the counterpoint; however, it is possible to break the succession of
tied notes occasionally in order to improve voice leading. The counterpoint then follows second species
rules.
4. The first note of a syncope is always consonant.
5. If the second note (on the strong beat) is consonant, the counterpoint is then governed by second
species rules; this is a consonant syncope. If the second note (on the strong beat) is dissonant, the
dissonance must be resolved downward in stepwise motion; this is a dissonant syncope, which we
conventionally call a suspension. (A syncopated dissonance that resolves upward is called a retardation;
this figure was not used in the style associated with species).
6. With counterpoint above the c.f., 9-8, 7-6, and 4-3 suspensions (and their compounds) may be used
(when a series of the same type of suspension is used in succession, this is called a chain of suspensions).
The only suspension in the bass is a 2-3.
7. 9-8 suspensions can lead to parallel octaves — these may be used only singly (they cannot be used in
chains of suspensions).
8. The consonant of 6-5 and 5-6 may be used as well, particularly in a series.
9. 2-1 suspensions should be used only in extenuating circumstances.
10. With counterpoint below the c.f.

-2-3 and 9-10 suspensions may be used liberally (they can be used in chains of suspensions).

-4-5 and 7-8 suspensions are not permissible.
11. Avoid repeating the same type of suspension more than three times (break the chain of suspensions
after the third instance of a particular type).
12. Parallel 5ths on strong beats separated by consonances are permitted (i.e. 3 |5 8|5 3 | 5 6|). The same
applies to 8ves, but no more than two in a row.
13. Cadences must incorporate a clausula vera, or a “true cadence,” with a movement of scale degrees 2-1
or 7-1 with the raised leading tone (except in Phrygian) in the two voices. (Refer to p. 99, ex. F.16e in
Harmony in Context.)

Some other general considerations:

- If two unisons, fifths or octaves occur in adjacent measures with only a dissonant suspension in between,
the voice leading will be unacceptable. Thus, 9-8 and 4-5 suspensions will not occur in series. On the
other hand, 6-5 and 5-6 in series are fine.




The Reading Assignment aligns with University Studies Learning Outcomes 1 and 2.
Assignment:

Write a fourth species counterpoint exercise with the above considerations in mind. Furthermore, listen to the Palestrina movement uploaded on myCourses. In what ways is your piece similar to and different from the Palestrina? Do you think the complexity of the Palestrina movement is a function of the complex art reminiscent of the Renaissance, or more a function of the guidelines of contrapuntal writing at the time, and are the two ideas one and the same? Explain.

The above assignment aligns with the University Studies Curriculum Cluster 3B.

Species Counterpoint Test: Assessment: Grades A-F, standard 100-point scale. 
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Chapter Tests: Alignment with University Studies Outcomes:

The chapter tests such as the above require the students to demonstrate their understanding of musical rhythm, melody, harmony, timbre, texture and form, while applying musical terminology and procedures appropriate to the approaches to music theory and musical composition from several historical periods. Test assignments of this nature align with University Studies Learning Outcomes 1 and 2.

Sample Course Outline:

Sept. 7 – 9: Intro, Chapters A & B: Notation and Intervals; Rhythm and Meter.

(ALL Friday classes are online – check Blackboard Vista for information, assignment and/or test.)

Sept. 12 – 16: Chapters C & D: Scales and Keys

Sept. 19 –23: Chapters C & D cont.; Test on chapters A-D.

Sept. 26 – 28: Chapter E: Labeling Chords and Figured Bass

Oct. 3 – 5: Chapter F: Intro to Species Counterpoint

Oct. 10: No Class (Columbus Day)

Oct. 11 (Tues!): Chapter F cont.

Oct. 12: Chapter F cont.

Oct. 17: Test on chapters E-F.

Oct.  19 – Nov. 4: Chapters 1 & 2: The Connection of Chords; Tonic and Dominant Triads in Root Position 
(note that we will meet on Nov. 9)

Nov. 7 – Dec. 2: Chapter 3 & 4: Harmonic Function; Subdominant Triads in Root Position; 
Triads in 1st Inversion Test on chapters 1-4.

Dec. 5 – 9: Chapter 5: The Supertonic; Melody Harmonization

Dec. 12 – 14: Chapter 6: Nonchord Tones

Dec. 19: Exam 2 (Final Exam) 3:00 PM - 5:00 PM

