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Example 1: Handel, Suite in F minor, Courante
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Example 1 (Handel, F minor Courante), continued Beethoven and Handel: The
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Example 2: Handel, Courante, middleground reduction
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Example 3: Handel, Courante, form and durational reduction
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Example 3 (Handel, Courante, form and durational reduction), continued Beethoven and Handel: The
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Example 4

a) Beethoven, Sonata, Op. 54, II: Allegretto, bars 1-20, sentence structure and pace reduction
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Example 4, continued

b) Beethoven and Handel, sentence and ritornello structures

A (presentation)

B (continuation)
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C (cadential closure)
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Example 5: Beethoven and Handel, sequential similarities

b) Beethoven, Allegretto, bars 96-99 2

a) Beethoven, Allegretto, bars 9-132
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¢) Handel, Allemande, bars 1-2 and 3-42

Handel, Allemande, bars 23b-25
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d) Beethoven, Allegretto, bars 105-112
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Example 6

a) Handel, Courante; Beethoven, Allegretto: bars 1-24
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a) Beethoven, Allegretto: bars 1-3
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b) Handel, Fugue, bars 1-5
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a) Handel, Courante, bars 17-23
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Example 10

Beethoven, Allegretto, bars 37-40
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a) Beethoven, In tempo d’un Menuetto, bars 142 Handel, Prélude, bars 3—42 and 13-142
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Example 12: Beethoven, Allegretto, bass plan
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Example 13: Beethoven, Allegretto, pace reduction

page 15
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Example 13 (Beethoven, Allegretto), continued
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Example 15: Handel, Suite in F minor, thematic relations
a) Prélude, bars 1-2% and 15-182
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¢) Allemande, bars 1-2 and 3-52
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