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SYMPHONY

Ernest Chausson was born in Paris in 1855. Obediently
following the wishes of his parents, e studicd law before
turning lo music under the guidance of Jules Massenet ot
the Conservatory of Paris. Opera and the stage — the
primary interests of this teacher — did not sppeal to the
younger man, for Chausson's attention was aroused by
the more sbetract forms of expression, which had re-
ceived such noteworthy trestment in Germany. The
visionary who luter shared Chausson's interest was César
Franck, who, at the time, taught organ at the Conserva-
tory. An enduring friendship developed between the two,
and the esteem which Chausson sccorded his teacher was
to prove significant in the unfolding of Cheusson's sensi-
tive apirit.
Circumstances might have placed both men in the
dilk lass, for neith upon music for
livelihaod. So lofty were their intentions, however, that
they avoided the superficial and can be evalusied today
as nly the most superior.minded of musicians. Chaus-
son's confidence in the potentiality of forms sccounts in
some way for the prolificness of his work. On the other
hand, s lack of confidence in himself, combined with the
presccupation of the Freach for the flamboyancy of the
stage, was undoubtedly responsible for the neglect of his
work by the musical public. An untimely and tragic death
{1899} brought to an end the work so delicately and
sensitively defined by Ernest Chausson.

Chausson put to test, with his own methods, almost
every conventional form of expression — from prelude to
symphonic poem — from voesl solo to sn unfinished
string quartet. In his large orchestral works snd chamber
music, his sound yet refined style — so peculiar to Chaus-
son — in revealed. There is great similarity in the styles
of Franck and Chauson; s rare simplicity and an amni-
present melancholy pervade the works of both. In general
structural pattern, Chausson has followed here the form
outlined by Franck, s symphony of three, in place of the
weual four movements. But a study of Chausson's work
reveals an individuality which grew ever more conspicu-
ous. This symphony, composed in 1890 (two years sfter
Franck's Symphony in D Minor) was eoe of his last com-
positions. It remained practically unknows in this coun-
try until in 1905 it was performed in Philsdelphia by the
Boston Symphony Orchestra, conducted by Vincent
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@'lndy. The work was dedicated to Henry Lerolle, a well-
known painter and friend of Chausson's.

Side 1, Band 1: First Movemant

Chausson has embodied in this symphony the musical
principle with which César Franck's name has been
closely associated. Cyclic form had been used much carlier
than the nineteenth century; bowever, not until Franck
‘made it so significant . part of his work did it gain its
more specific meaning: — the recarrance and transfor-
mation of motives or themes throughout the course of &
composition. The quotation of the theme may be ahtered
&s to rhythm, melody, key, etc., but slways it must ba
recognizable in ils relation to the theme as initially pre-
seated. The principle has been used by many of Franck's
followers — namaly, d'Indy, Dukas, and Saint-Seéns. In
the following brief thematic summary, comment will be
made on the more obvious instances of the recurring
themes

The symphony opens with a slow introduction; the
subject of the introduction, given out by the clarinet,
first horn, and lower strings, will become even more
important in the last movement. The principal theme is
slow to enter, but immediately after its presentation the
tempo quickens, and the theme i voiced sgain, this time
by the full orchestra. A transitional passage leads into
the second theme. (The ascending and descending stac-
cato figure for woodwind will be used later on.) De-
velopment begins of the variants of melodies already
heard, and after a short working out of the subsidiary
bridge passage, the principal theme is expanded. Whils
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the horn in still engaged with the first theme, the brasses
and clarinets pick up the subject of the introduction and
play it against the staccato tramsitions] figure. A chro-
matic scale in thirds merges into the recapitulation, to
which the composcr has given added interest by changes
of instramentation. A return to the principal theme
provides for u solid and brilliant conclusion.

Band 2: Second Movement

The first theme of the second movement is heard in
the strings with harmonic support. A new figure, played
by the English horn and clarinet, s istroduced, accom-
panied by the strings in & triplet motire. A slight modi-
fication of the principal theme is voiced by the horns;
then quietly, with a background of arpeggios, a besuti-
fully expressive melody, the second theme, is played once,
then again by the strings, who expand it into u climax,
8t the paak of which the principal theme of the movement
returns, demanding the might of the fully-ssembled
orchestrs. The volume drops to an efective pisna and
rises but a little before the movement is ended.

Side 2: Third Movamant

Woodwinds and trampets present an animated modi-
fication of the theme of the finale over & whirling figure
played by the strings. Twenty-sight bars of introduc-
tion are heard before the principal theme s st forth
by the brasses and reitersted by the strings. Soggestions
of the second theme are given, and finally it is quoted by
the oboe over a trill provided by two flutes. Development
beginis upon the principal theme of the first movement.
The whirling fgure of the finale is heard, then the
second theme, which precedes diectly & superbly con-
structed crescendo. The recapitulation involves the power
of the whole orchestra, with ane crescendo building 1o
another, like the finest rhetorical climax. Suddenly the
brasses bring in the introductory material of the first
movement, but that is not to last very long. Fragments,
hinting at the finale’s principal thene, are pleced to-
gether, and, after a final reference to the first movement,
there comes & conclusion 15 Chaussor's oaly symphony
— an expression of the rhapsodic ret restrained —
revelation of & mind — inspired yei melancholy, and
finally, & work of superbly sustained beauty.
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