Sweelinck, “Fantasia Chromatica”, Form Chart:
	Section, measure numbers
	Brief description
	Cadence points*
	Comments

	Section 1, mm.1-46
	Five paired Dux-Comes chromatic tetrachord entries on D-A, A-E, an additional on E-B
(mm.42-46)
	mm.46-47, on A
	

	Section 2, mm.47-69
	Two E-B span entries followed by D-A+A-E stretto
	mm.69-70, on D
	

	Section 3, mm.77-118
            OR:
3A=mm.77-93
3B=mm.99-118
	mm.82-87 and mm.94-118 are “episodes”, but the tetrachord does sound in mm.104-110 

	mm.97-98, “evaded” cadence on A, incongruence with the new texture


mm.118-119, “evaded” cadence on A…..=Cadence on D?!

	94-118 introduce a new motive and a new texture (reduction to quarter-notes, augmented tetrachord in m.104, sixteenth-note diminutions enter in m.106)

	Section 4, mm.119-139
	Paired D-A, A-E augmentations, octave-descent counterpoint
prepares incessant sixteenth-note cpt. to follow
	mm.139-140, Cadence on D
	

	Section 5, mm.140-170
	Augmentations and diminutions of the tetrachord, continuous sixteenth-note cpt.
	mm.170-171, “Phrygian” on A
	

	Section 6, mm.171-197
	Dense stretti, further level of tetrachord diminutions, pedal points on A, D.
	
	


*Cadence under the definition of a paired motion of 7-1 and 2-1 in two of the voices.
Narrative: The piece presents a gradual process of intensification, centered on the descending chromatic tetrachord and a typical contrapuntal combination. The examples below summarize the stages of the process of the piece through the lens of this typical combination.





Example 1, mm.13-17, prototypical contrapuntal combination

[image: ]
· Notice the alternation of 3 and 6 and the invertible counterpoint potential (at the octave) in mm.15-16.

Example 2, mm.22-26 (inverted version)
[image: ]

Example 3, mm.63-66 – diminution applied to one of the contrapuntal lines
[image: ]

· Note that the intervallic pattern 3-4-5-6 is retained despite the diminution.

Example 4,mm.74-78
[image: ]
· The alternating 6s and 3s are particularly clear in this version.
Example 5, mm. 104-110[image: ]

· The fast diminutions in the bass outline a version of the “new” or “episodic” motive for this section, which is delivered in its original form in the soprano.
· My circles suggest that the downbeat of each measure should be taken as the contrapuntal skeleton. Would a “faster” skeleton work better?
Example 6, mm.120-126
[image: ]
· The alternation of 3s and 6s allows an elaborate, “descending octave” diminution to occur in counterpoint with an augmentation of the tetrachord. This is a preparation for the sixteenth-note octave spans to follow.

Example 7, mm.140-144

[image: ]

[image: ]
· Compare to Example 5. One of the original counterpoints is audible underneath the bass diminutions.

Example 8, mm.161-163

[image: ]
· Fast alternation of 6s and 3s.





Example 9, mm. 171-175

[image: ]
· A disintegration of the contrapuntal combination through stretti…?
Exampale 10, 181-183
[image: ]
· [bookmark: _GoBack]…Vs. an accelerated return of the contrapuntal materials (compare to Example 8).
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