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EntMt OuiiMon w u bom in Paria in 1S55. Obediendy 
following die wiahei of hia parenti, he iludied law before 
turning to muaic under the guidance of Jules Mauenet at 
die Conaervatory of Paris. Opera and the atage —the 
primary inlereaa of ihia teacher — did not appeal lo the 
younger man, for Chaiuaon'a attention was aroused by 
the more abstract forma of expression, which had re-
Oeired such noteworthy treatment in Germany. The 
Tisionary who later shared Chausson's interest was Ceiar 
Franck. who, at the time, taught organ at the Conserva­
tory. An enduring friendship developed between the two, 
and the steem which Chausson sccorded his teacher was 
to prove significant in the unfolding of Chausson's aenii-
tive spirit. 

Circumitance. might have pl«uid both men in the 
dilettante c W . for neither was dependent upon music for 
Uvelihood. So lofty were their inlenliona. however, that 
they avoided the superficial and can be evaluated today 
as only the most superior-minded of muiiciani. Chaus-
aon's confidence in die polemialily of forma accounts in 
lome way for the prolificnesa of his work. On the other 
hand, a lack of confidence in himself, combined with the 
preoccupation of the French for the fiamboyancy of the 
Mage, was undoubtedly leaponaible for the neglect of hia 
work by the musical public. An untimely and tragic death 
(18991 brought lo an end the work so delicately and 
sensitively defined by Ernest Chauswn. 

Chausson put to test, with hit own methods, almost 
every conventional form of expression — from prelude to 
B) raphonic poem — from vocal solo to an unfinished 
string quartet In his large orchestral works and chamber 
music, hit sound yet refined style — to peculiar to Chaia-
Bon — is revealed. There is great timilarity in the styles 
of Franck and Chauaaon; a rare timplicity and an omni­
present melancholy pervade the works of both. In general 
structural pattern, dauason has followed here the form 
oudined by Franck, a symphony of three, in pUce of the 
usual four movements. But a ttudy of Chauason't work 
reveak an individuality which grew ever more contpieu-
oui. This lymphony. composed in 1890 Itwo yeara after 
Franck's SympAony in D Minor) wai one of his laal com-
poaitiona. It remained practically unknown in thia coun-
try until in 1905 it was performed in PbiladeljAia by the 
Boston Symphony OrcheaUa, conducted by Vincent 

San Francisco 
Symphony Orchestra 

Pierre Monteux 

d'lndy. The work was dedicated to Henry LeroUe, a well-
known painter and friend of Chausaon's-

smbodied in thia symphtmy the musical 
principle with which C îmr Francki name has been 
closely aaaociiled. Cyclic /orm had bem used much earlier 
than the nineteenth century; however, not until Franck 
made it so significant a part of bis work did it gain i u 
more specific meaning: — the recurrence and transfor­
mation of motives or theiiMS throughout the course of a 
composition. The quotation of the theme may be altered 
aa to rhythm, melody, key, etc.. but always it muil be 
recognizable in its rdalion lo the theme aa inidally pre-
aenled. The principle has been uied by many of Franck'i 
foUowera — namely, d'lndy, Dukas. and SalntSaens. In 
the following brief thematic summary, comment wilt be 
made on the more obvious instance* of the recurring 
themes. 

The symphony opens with a alow introduction; the 
subject of the introduction, given out by die clarinet 
first horn, and lower alringi, will become even more 
important in the laal movement. The principal theme is 
slow lo enter, but immediately after its presentation llie 
tempo quickens, and the theme i i voiced again, thii time 
by the full orchestra. A transitional passage leads into 
the second theme. (The ascending and de«:ending stac­
cato figure for woodwind will be lued later on. I De­
velopment begins of the variants of melodies already 
heard, and after a abort working out of the subsidiary 
bridge paaaage, the principal theme is expanded. While 

the horn is MiU engaged wilfa the firet dsetim, the brSMu 
and ciarineu pick up the subject of the introduction and 
play it against the staccato transitional figure. A chro-

ic scale in thirds merges into the ri 
which the composer has given added iileiesl by changes 
of instrumenution. A return lo the principal theme 
provides for a solid and brilliant conclusion. 

The first theme of the second movement i i heard in 
the Btringa with harmonic support A new figure, played 
by the English bom and clarinet, is iitroduced, accom­
panied by the strings in a triplet modve. A s t i ^ l modi­
fication of the principal theme is voiced by the horns; 
then quietly, with a badcground of aipeggioa, a beauti­
fully expressive melody, the second theme, is pUyed once, 
then again by the strings, who expand it into a cBmai. 
at the peak of which the principal theme of die movement 
renirni. demanding the might of the fully-assembled 
orchestrs. The volume drops lo an eflective piano and 
rises hut t litde before the movement is ended. 

Sl.de 2: Third MovamaM 

Woodwinds and trumpets present mi animated modi­
fication of the theme of the finak over a whirling figure 
played by the strings. Twenty-eight bars of introduc­
tion are heard before the principal theme is set forth 
by the braaaes and reiterated by the strings. Suggestions 
of the second theme are given, and finally it is quoted by 
the oboe over s triU provided by two flutes. Developmeut 
begins upon the principal theme of the first movement 
The whirling figure of the finale ii heard, then the 
second theme, which precedes directly a auperbly con­
structed crescendo. The recipilulstion involves the power 
of the whole orchretra, with one crescendo building lo 
another, like the finest rhetorical climax. Suddenly the 
brasses bring in the introductory miterial of the first 
movement but that is not to laM verj long. Fragments, 
hinting at the finale's principal theoe. are pieced to­
gether, and, after a final reference to die first movement 
there comes a concluaion lo Chausaoa's only symphony 
— an expression of the rhapsodic yet restrained — a 
revelation of a mind — inspired yet melancholy, and 
finally, a work of superbly surt.ined beauty. 
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