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ABSTRACT

FANTASIA

MARK J. BIRNBAUM

FANTASIA is scored for a chamber orchestra of
thirteen, consisting of flute, oboe, clarinet in Bb,
bassoon, French horn in F, trumpet in C, bass trombone,
piano, two violins, viola, violoncello and double bass.
The work is approximately fourteen minutes in duration.
The score is in C; the double bass sounds an octave
lower than written.

The essay is divided into chapters on form,

instrumentation, motives and harmony, and piano.
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INTRODUCTORY REMARKS

The backdrop for this piece is a twelve-tone row

divided into two hexachords.
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Often, permutations of the two hexachords are used
independently. Each hexachord functions both as a "har-
monic control" and a "motive." Also, each hexachord is

sometimes divided into two trichords. In addition, two




rhythmic motives further unify and integrate this
piece.

Let me emphasize that the twelve pitches are in
no way meant to be equal. FADFABPE (motive 1) is
treated as the principal hexachord; CC#GIBD#G (motive 2)
is of secondary importance and is used as a contrast to
motive 1. In addition, enharmonic spellings are often

substituted to facilitate easier reading.




FORM

I would like to state the overall structure of
FANTASIA, the individual character of each movement and
how the movements are connected to one another.
FANTASIA's structure is related to both the classical
symphony and romantic tone poem. There are four move-
ments: measures 1-135, 136-184, 185-231, and 232-374
respectively. There are no breaks between movements.
Although each movement has independent characteristics,
the movements are part of a greater whole.

The first movement is in four sections and uses
the full ensemble. In the first section (m. 1-60),
the flute introduces the material (P?) that is to become
the basis of the piece (at measure 7). The first sec-
tion stresses motive 1 (F#DFABPE); an important thematic
statement occurs at measures 41-46. The second section
(m. 61-78), which is slower (J = 48), serves as a
development of the important thematic material; it
stresses IU. The third section (m. 79-108), at a much
faster pace (J== 90), is a development of motive 2
(CC#G#BD#G) and serves as a contrast to the preceding
sections. The fourth section (m. 109-135) restates

motive 1 in various forms at the original tempo (J = 60).



The second movement is quite different from the
first; it is stately, lyrical, slower moving and scored
for a small ensemble of clarinet, piano and strings.
Indeed, it pays tribute to the second movement of a
classical symphony.

The second movement is in three sections. The
first section features the clarinet against the strings
(m. 136-153). The piano dominates the second section
(m. 154-168). Finally, in the third section (m. 169-184),
the clarinet and strings are prominent again. Even with
the piano's activity, this movement is much more static,
harmonically speaking, than the first movement.

In the third movement, the full ensemble returns.
The instruments are used primarily in groups of similar
timbre. On the whole, this movement is dominated by
quick tempos, scherzo-like rhythms and frequent har-
monic shifts. The structure resembles the classical
Minuet and Trio: Minuet I - m. 185-201, Trio - m. 202-216,
Minuet II - m. 217-231.

The following is a diagram of Minuet I:

A A B a B' reference trans.
to move-
ment 2
7 9 7 2 7 4 4
Brass Winds Brass & Winds Strings Strings Piano

185 188 192 185 196 199 201



A material is made up of the two rhythmic motives,

l J- and J J.j. A' and a are further developments of
-3 e -

A material. The numbers refer to the number of beats.

The Trio at measure 202 and the second Minuet at measure 217
have structures similar to the first Minuet. The third
movement is the most self-contained of the movements.

The fourth movement develops material from the three
previous movements, acting as a recapitulation for the
entire piece. The movement is divided into an exposition
(m. 232-311) and restatement (m. 312-374). It is dominated
by frequent changes of tempo, use of the full ensemble and
the second motive (CC#GBD#G) as the principal harmony.

I would like to examine the transitions from move-
ment to movement; they are intended to keep the flow of
the music constant.

The transition from movement 1 to movement 2 at
measures 134-135 uses the clarinet, violin, and piano.

This transition is composed of F#, the pitch common to
both movements and a timbre modulation on that pitch from
violin to piano to clarinet. The clarinet at measure 135
ties over into the next movement.

The transition from movement 2 to movement 3 occurs

at measures 182-184. A common trichord, BPDB (an inver-

sion of F#DF) connects these two movements (at m. 184-185).,



The piano cadenza acts as the transition, setting up
this trichord to be picked up by the French horn, trumpet
and trombone. Note that BP in the 'cello and double
bass acts as a pedal point for the cadenza.

The next transition is the most dynamic one. A
thematic statement unites the third and fourth movements
at measures 229-231. The "theme" is the prime of the
row; movement 4 begins with its retrograde.

A further method of unifying the movements is to
have them refer to one another, either by suggesting
the next movement to come, or by referring back to pre-
vious movements. A little section in the first movement
is a suggestion of the second movement at measures 61-63.
It is lyrical, slower, features the inversion F#BbLGEPDG#CBEC#AF
in canonic imitation and is scored for a small ensemble as
is the second movement. This can be seen by comparing
measures 61-63 with 136-137. Similarly, another reference
occurs in the second movement. Right before the transition
to the third movement at measures 179-181, the first violin,
viola and double bass emphasize the triplet rhythm that
becomes the basis of the next movement.

The fourth movement contains numerous references to
the previous movements in terms of pitch content and timbre.

The most striking is the use of the flute, oboe and clarinet



in unison as in the first movement. These three wood-
winds are in unison at measures 232-235 and 314-316
which are the beginnings of the exposition and restate-
ment, respectively. In both instances, important
thematic material taken from movement 1 is stated.

As a variation of the above reference, flute and
oboe minus the clarinet are doubled quite often through-
out measures 284-310. Other references smaller in
nature, yet worthy of mention, are the clarinet and
strings as in movement 2 at measures 244-247 and 325-327,
and the woodwind quintet as in movement 1 at measures
275-279 and 330-332.

I have detailed the highlights of the form of
the individual movements. Since these chapters are not
really severed from one another, the formal ideas in
FANTASIA will be further clarified by the conclusion

of the chapter on motives and harmony.



INSTRUMENTATION

A few words should be said concerning instrumenta-
tion as a compositional factor. Firstly, each movement's
properties will be examined. 1In addition, characteristics
of certain instruments and the results of blending instru-
ments will be stressed. Finally, a section of the fourth
movement devoted to timbre modulation will be examined.

In the first movement, all the instruments are
used; the treatment of the instruments is soloistic.
Basically, I tried to vary the colors as much as possible
throughout the movement. Nevertheless, certain ensembles
are noteworthy. The woodwind quintet governs measures
29-34 and 41-46; the woodwind and brass instruments
govern measures 11, 49-50, 79, 83-84 and 106-107; and
the strings dominate throughout measures 36-40, 51-54,
57-59, 92-94 and 98-100.

The second movement features the clarinet and
piano as soloists against a backdrop of strings. The
first section of this movement (m. 136-153) features the
clarinet with the strings, often pizzicato in unison,
providing a pulse. The second section (m. 154-168)
features the piano with the clarinet and strings accom-

panying. The third section starts when the piano



