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D’INDY 

Symphony On A French'Mountain Air 

for Orchestra and Piano, Op. 25 
ROBERT CASADESUS. Piano, 

with CHARLES MUNCH conducting the 
PHILHARMONIC-SYMPHONY 
ORCHESTRA OF NEW YORK 

Two important and beautiful French works 

of the late Nineteenth Century are con¬ 

tained on this single record. The composi¬ 

tions have more in common than their 

nationality. (Although he actually was a 

Belgian by birth, Franck and his music are 

generally credited to the French school.) 

Both are for piano and orchestra, and they 

were written less than a year apart, the 

Franck Symphonic Variations being dated 

1885, the d’lndy Symphony On A French 

Mountain Air bearing the date 1886. Nor 

is that their only relationship. Vincent 

d’lndy was a pupil and friend, a devoted 

disciple, and the illuminating biographer of 

Cesar Franck’s, d’lndy follows Franck in 

his eloquent use in music of the cyclic form 

in which themes heard early in a symphony 

or concerto or sonata recur in various guises 

throughout all the movements, thus bind¬ 

ing the entire work together closely and 

dramatically. 

The theme on which d’lndy’s composi¬ 

tion is based is a melody most frequently 

heard in the famous Cevennes mountains 

of France. Julien Tiersot might have been 

writing of this particular one when he said, 

“The high mountains give to folk-airs that 

become acclimated to their altitude some¬ 

thing of the purity of their atmosphere. It 

seems as though there were in these moun¬ 

tain songs — they are generally songs of 

shepherds — something fluid, ethereal, a 

gentleness that is not found in folk-songs 

of the plains.” 
Lawrence Gilman, obtaining his informa¬ 

tion from the composer himself, wrote of 

the work as follows, “The three movements 

of d’lndy’s symphony are based on the 

‘mountain song.’ In the main part of the 

FRANCK 
* 

Symphonic Variations 

ROBERT CASADESUS, Piano, 

and THE PHILHARMONIA ORCHESTRA 

conducted by GEORGE WELDON 

and living only for it.” 

Ignored by the audiences of his time, 

hearing his music only rarely in public per¬ 

formance and then badly played, forced 

to give music lessons to young ladies of little 

talent, Franck still found happiness in his 

deeply-felt religion, in the friendship of 

such pupils as d’lndy and Chausson, and 

above all in the writing of his music and 

in his organ-playing at the Church of Sainte 

Clothilde in Paris. 

Alfred Cortot, a pupil of the pianist who 

gave the first performance of the Symphon¬ 

ic Variations, has called the work “the most 

perfect . . . the most lucid and finished of 

Franck’s artistic realizations.” 

Tovey makes the interesting point that 

the Symphonic Variations is in fact “a finely 

and freely organized fantasia with an im¬ 

portant episode in variation-form.” Tovey 

declares further that the variations “are a 

single flowing series forming little more 

than an episode placed between an intro¬ 

duction about half as long and a finale more 

than twice as long. The introduction and 

finale are on a totally different theme from 

that of the variations, this variation theme 

being only hinted at in the introduction and 

being only brought in as a bass counter¬ 

point in two passages in the finale.” 

Following the introduction, the piano 

announces the variation theme, a melody 

which recalls certain moments in the sec¬ 

ond movement of Franck’s D Minor Sym¬ 

phony. There are six variations. Then oc¬ 

curs a slow passage of great poetic, almost 

mystical, power. This leads into the final 

section which Tovey calls “quite reckless 

in its innocent gaiety.” 

Notes by MORRIS HASTINGS 

first movement, the folk-tune is metamor¬ 

phosed into the lively chief theme (for the 

bassoon and strings). This is developed 

conjointly with a second theme in B Major 

(flute, horn, and harp). The piano begins 

the second movement with a variant of the 

mountain song, which later becomes a horn 

fanfare above a drum-roll and a tremolo for 

the violas, and then is heard on a stopped 

horn, with suggestions of a funeral-like 

rhythm in the basses. A tranquillizing song 

of the clarinet, accompanied by the piano 

and chords of the wind and strings, ends 

the movement. The piano and harp, which 

in this score are often consorted, open the 

third movement with still another trans¬ 

formation of the mountain song. Except for 

an episode that recalls the graver mood of 

the second movement, the Finale is im¬ 

mensely vigorous and high-spirited. M. 

d’lndy himself has said that the last move¬ 

ment expresses Vallegresse de la montagne. 

The work ends with a final return of the 

mountain song, fortissimo, for the trumpets 

and piano.” 

Franck’s fame rests on a comparatively 

small amount of music, and the best of that 

(such works, for example, as the D Minor 

Symphony, the Quintet in F Minor, the 

Symphonic Variations, and The Beati¬ 

tudes) was composed after Franck had 

passed his fiftieth birthday. 

As with all the finest of Franck’s works, 

the Symphonic Variations is indelibly 

stamped with his own idealism, thus bring¬ 

ing to vivid life the devout, self-effacing, 

loveable man of whom Philip Hale wrote 

that he “went through this life as a dream¬ 

er, seeing little or nothing of that which 

passed about him, thinking only of his art, 
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