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Honegger's Symphony No. 2 was begun in 1937 as a commission from Paul Sacher of the Basel Chamber 
Orchestra. But the rising international tensions in the late 1930s and finally the start of the war in 1939 
interrupted its progress and the "Symphonie pour cordes" was not completed until 1941 and was premiered by 
Sacher in 1942. As much as Vaughan Williams' Fourth or Shostakovich's Seventh, Honegger's Second is a 
war symphony. Cast as all Honegger's symphonies are -- in three movements -- the work charts the same 
course as Beethoven's Fifth, the course from darkness to light. The Second opens with a weighty Molto 
moderato wrenched into a bludgeoning Allegro; moves through a "somber, not to say, at times, positively 
hopeless" Adagio mesto; and ends in a climactic Vivace non troppo -- Presto. In the closing pages, Honegger 
calls for a solo trumpeter ad lib who "calls forth a golden sun on the horizon. Joy conquers at last, but only at 
the very last moment." Honegger's language is astringent, but still tonal, his rhythms abrasive and propulsive, 
his forms lithe but monumental, his intentions noble, and his success complete.

M I L H A U D

H o n e g g e r

L a
c r é a t i o n
d u
m o n d e
Suite Provençale

Symphony No. 2
For String Orchestra

BOSTON SYMPHONY ORCHESTRA
CHARLES MUNCH   CONDUCTING

ORCHESTRE DE PARIS
CHARLES MUNCH   CONDUCTING

Charles Munch Born: September 26, 1891 - Strasbourg, Alsace, France Died: November 6, 1968 - Richmond, Virginia, USA
  The eminent Alsatian-born French conductor, Charles Munch (originally, Münch), was the son of the Alsatian organist and choral 
conductor Ernst Münch (1859-1928). His elder brother was the choir-master and professor of music, Fritz Münch. Charles studied 
violin at the Strasbourg Conservatory and with Lucien Capet in Paris. At the outbreak of World War I (1914), he enlisted in the 
German army; made a sergeant of artillery, he was gassed at Peronne and wounded at Verdun; after the end of the war (1918) 
and his return to Alsace-Lorraine (1919), he became a naturalised French citizen.
  Having received further violin training from Flesch in Berlin, Charles Munch pursued a career as a soloist; was also professor of 
violin at the Leipzig Conservatory and concert-master of the Gewandhaus Orchestra there. In November 1932, he made his 
professional conducting debut in Paris with the Straram Orchestra. He studied conducting with Szendrei in Paris from 1933 to 
1940. He quickly rose to prominence; was conductor of Paris's Orchestra de la Société Philharmonique from 1935 to 1938, and in 
1936 became a professor at the École Normale de Musique. In 1938 he became music director of the Société des Concerts du 
Conservatoire de Paris, remaining in that post during the years of the German occupation during World War II; refusing to 
collaborate with the Nazis, he gave his support to the Resistance, being awarded the Légion d'honneur in 1945.
  Charles Munch made his USA debut as a guest conductor of the Boston Symphony Orchestra in December 1946; a 
trans-continental tour of the USA with the French National Radio Orchestra followed in1948. In 1949 he was appointed music 
director of the Boston Symphony Orchestra, which he and Monteux took on its first European tour in 1952; they took it again to 
Europe in 1956, also touring in the Soviet Union, making it the first USA orchestra to do so. After retiring from his Boston post in 
1962, he made appearances as a guest conductor; also helped to launch the Orchestre de Paris in 1967.
  Charles Munch acquired an outstanding reputation as an interpreter of the French repertoire, his performances being marked by 
spontaneity, colour, and elegance. French music of the 20th century also occupied a prominent place on his programs; he brought 
out new works by Roussel, Milhaud, Arthur Honegger, and others. He wrote Je suis chef d'orchestre (1954).
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Milhaud discovered American jazz in a 1920 visit to London, where he encountered Billy Arnold's 
Novelty Jazz Band in a Hammersmith dance hall. By the time he arrived in New York two years 
later for a series of engagements, he was claiming that European composers, including himself, 
were strongly influenced by American jazz (even though the only evidence available consisted of 
very short pieces by the likes of Satie, Auric, and Stravinsky). In New York, he haunted Harlem 
clubs and bought as many jazz records as he could. Upon his return to Paris, Milhaud was 
primed to write a lengthy, jazz-inspired score and saw his chance in a collaboration with Swedish 
producer Rolf de Maré, designer Fernand Léger, writer Blaise Cendrars, and choreographer Jean 
Börlin. The subject was nothing less than the creation of the world, as seen through African myth. 
Léger based his scenery and costumes on African art, and Milhaud took his inspiration from the 
African American music then in the air: jazz. He created a score for 17 solo instruments, including 
saxophone, and made liberal use of syncopation and near-chaotic counterpoint with the feeling of 
jazz improvisation (all the notes were written out, however). The score falls into five sections 
performed without breaks, always underlined by percussion instruments (here including the piano) 
that evoke both African drums and American jazz styles. The more animated the music becomes, 
as in the fugal second section, the more frenetic, syncopated, and outwardly jazzy it grows. The 
slower, quieter passages early on have less to do with African or American styles, aside from the 
occasional blue note. Throughout, Milhaud makes liberal use of polytonality, as is the case with all 
his mature music. The curtain rises on darkness, through which can be dimly perceived in 
inchoate mass of human bodies. Soon, the African gods of creation, Mzamé, Mebère, and Nkwa 
materialize and through their incantations, various forms of life begin to emerge from the mass of 
bodies: trees, animals, and ultimately a man and woman. The couple performs a sassy, 
syncopated dance of creation; the music becomes gentler and the man and woman are left alone 
on-stage to welcome the first spring.

Darius Milhaud is known for his keen sense of balance -- his ability to infuse his experimental 
tendencies with an appropriate measure of restraint. Likewise, his playful, post-Dada persona 
finds a partial foil in the composer's devout Jewish identity. Such balance plays out in his 
compositional output as well: often, as an exercise in compositional discipline, he would compose 
a technically demanding, detailed chamber work on the heels of a lyrically ambitious vocal or 
operatic work. In this regard, Milhaud's Suite provençale serves as a microcosm of the composer's 
style and oeuvre. Its eight movements alternate rousing marches and fanfares with more somber 

and introspective themes, creating a work that, though characteristically austere and emotionally 
somewhat disengaged in its individual moments, creates a dramatic framework in which emotions 
held at arm's length nonetheless draw in the listener and focus one's sensibilities.
The work takes inspiration from eighteenth century Provençal themes, several of which are woven 
into the textures of the various movements. Among these are themes by André Campra, a French 
composer active in the late 1600s and early 1700s who, like Milhaud, hailed from 
Aix-en-Provence. Though this work draws on numerous historical topics and sounds, it would be 
only partially accurate to call it neoclassical. Here, Milhaud does utilize familiar musical ideas, but 
employs them for their immediately evocative properties, not simply for their referential possibili-
ties.
The fanfare that begins the work ("Animé") is surprisingly rousing, the polytonal resistance 
between the upper and lower brass adding a dramatic edge rather than the sneer of pastiche. 
This partitioning is realized in the rhythms too, with some instruments following a straightforward 
beat while others anxiously leap forward with continual syncopations.
The pensive strings and winds of the second movement ("Trés modéré") recall the opening strains 
of Milhaud's La Création du Monde. Its cadential resolutions are heightened by familiar, but still 
effective, techniques. As the cadence approaches, polytonal distances increase. Likewise, 
resolutions to tonic chords are often punctuated further by the employment of two leading tones, 
both a lowered and a raised seventh, which combine in shimmering dissonance before resolving to 
the tonic root.
Similar textural and temporal juxtapositions characterize the rest of the work. Gestures are 
sometimes exaggerated, as in the absent downbeats and overheavy upbeats that drive some of 
the subsequent march materials, but never to the point of grotesquerie. Rather, such intentionally 
awkward structures have a propulsive effect, one that is enhanced by Milhaud's innovative and 
extensive use of percussion instruments. Likewise, the last movement juxtaposes harmonically 
meandering contrapuntal materials with a clearly evocative fife and drum texture, whose familiar 
surface is moiréd with grumbling dissonances in the bass and stuttering offset rhythms.
Still, one doesn't get a sense of parody or self-effacement from this music, but a sense of 
multidimensionality, where uncommon harmonic and rhythmic practices are employed to highlight 
those points that traditional rhythmic and harmonic structures tend to emphasize. Neoclassic 
shapes are retained while their edges and surfaces are ornamented with modern musical 
language.
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(Milhaud) Recorded 1961 at Boston Symphony Hall
Engineer – John Crawford and Lewis Layton    Producer – Max Wilcox

(Honegger) Released by EMI records 1968

Milhaud
Suite Provençale 16:40
Le Création Du Monde 15:38
Honegger - Symphony No. 2
For String Orchestra And Trumpet
1st Movement: Molto Moderato - Allegro 10:24 
2nd Movement: Adagio Mesto 7:47 
3rd Movement: Vivace, Non Troppo Presto 5:11
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