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. 4.5 Analysis of Outer-Voice Counterpoint
Determine whether the given examples demonstrate primarily first- or sec-
. ond-species counterpoint. Then label each interval. Some examples involve
' two voices, others three to four voices; examine only the outer voices of ex-
E amples with three or more voices. Finally, some examples shift the 2:1 rela-
tionship between voices.
A. Handel, Water Music, Minuet
Tempo di Minuetto
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