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Second-species counterpoint follows 2ost of the rules of first-species counterpoint4 but 
there are two i2portant differences.  8irst4 there are two notes in the added voice for each 
note in the can$us (irmus : a rhyth2ic relationship so2eti2es described as 2:> 
counterpoint.  Second4 har2onic dissonances are allowed under certain circu2stances.  
?ou will notice that the added voice beco2es a little freer overall:  leaps are 2ore 
acceptable4 and the range 2ay be eApanded a bit if necessary Bas long as the counterpoint 
re2ains easily singableC. 
 
Dere are the rules4 2any of which you will recogniEe fro2 first-species counterpoint. 

>. 8or every note in the can$us (irmus4 write two notes in the added voice Bbut see 
guidelines F>4 and F>H : the ending need not be 2:>C.  Traditionally4 the can$us 
(irmus uses whole notes Bone note per 2easureC and the added voice 2oves in half 
notes until the last 2easure.   

2. The lower voice al2ost always begins on >J4 while the upper voice 2ay begin on >J4 
KJ4 or H J.  The added voice 2ay begin with a rest worth half the duration of the 
can$us (irmusLs first note.  Mf you decide to start with a rest4 the first note will still 
be one of these choices.  No rests are allowed in the 2iddle of the eAercise.  

K. Oost intervals between the two voices will be consonant.  Dowever4 passing tones 
are allowed on weak beats.  No other use of dissonance is acceptable. 

4. Qeware of perfect intervalsR  They stand out and therefore reSuire special care. 

T. Uarallel 2otion between perfect intervals is always illegal. 

Q. Vo not approach a perfect interval by si2ilar 2otion unless the upper voice 
2oves by step Bthis is referred to as WdirectX or WhiddenX fifths/octavesC.  
Zontrary 2otion to perfect intervals is acceptable4 although we still prefer 
to hear the higher voice 2oving by step.  [bliSue 2otion to perfect 
intervals is also acceptable4 even if the upper voice leaps. 

Z. \Acept for the first and last notes4 generally avoid perfect consonances 
Bespecially octavesC on strong beats.  They tend to stick out and under2ine 
the sense of forward 2otion.  Uerfect intervals on weak beats are less 
proble2atic4 although we still tend to prefer i2perfect consonances. 

V. Qecause strong-beat perfect consonances are especially attention-grabbing4 
they de2and even 2ore care.  Vo not write parallel fifths and octaves on 
successive strong beats.   

H. Zontrary 2otion is always good.  Uarallel 2otion is acceptable4 assu2ing that the 
interval between the two voices is an i2perfect consonance.  The added voice will 
necessarily involve a lot of obliSue 2otion Bfro2 strong beats to weak beatsC4 
which should cause no proble2s. 

]. Tvoid si2ultaneous leaps in both voices. 

7. Never allow the voices to cross.  Tlso avoid overlap Bfor eAa2ple4 the bass should 
not go higher than the previous note in the 2elodyC. 
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