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Chapter 1 

BIOGRAPHICAL BACKGROUND 

Gabriel Urbain Fauré was born on May 12, 1845 in Pamiers, a 

little town in the Ariege district of southern France. The first in- 

dication of a special talent in music came at the age of eight through 

his ability for improvisation on the harmonium. A local citizen, after 

heari ng Fauré play, encouraged his father to send him to the Ecole 

Niedermeyer in Paris for concentrated musical study. He began classes 

in 1854 and continued his education, through the aid of a scholarship, 

for the following eleven years. During this formative period, Fauré was 

exposed to a strict, comprehensive musical education with specific 

emphasis on the study of organ, harmony, counterpoint and fugue, piano, 

plainsong, and composition. 

Saint -Säens' appointment at the Ecole Niedermeyer in 1861 as 

instructor of the piano class led to a life -long friendship with Fauré. 

His influence as a teacher proved crucial in the development of Fauré's 

pianistic skills and compositional style. Saint -Säens introduced his 

students to the music of Schumann, Liszt, and Wagner while at the same 

time provided invaluable insight into the style of J. S. Bach. From 

these influences, Fauré developed a di st i ncfiiie style which combined 

classical and romantic principles. 

A year after completion of studies at the Niedermeyer school, 

Fauré was appointed organist of St. Suaveur at Rennes where he remained 

until 1870. An ensuing position as assistant organist at the church of 
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Notre- Dame -de- Clignancourt lasted only a few months being interrupted by 

a short term in the light infantry during the Franco -Prussian War. 

After being discharged on March 9, 1871 he became organist of the 

Parisian St. Honoré d' Eyl au . Later in the same year he again changed 

organ positions, becoming Widor's assistant at Sai r -Sul pice. In 1874 he 

became an assistant organist for Saint -Säens at the Madeleine. After 

Saint -Säens resigned in 1877, Théodore Dubois assumed the head organist 

post and Fauré filled the position of choirmaster. 

Fauré married Marie Fremiet on March 27, 1883 and had two sons; 

Emmanuel (born in December 1883) and Philippe (born in July 1889) . The 

responsibility of supporting a family kept Fauré constantly busy with 

the tedious tasks of giving piano and harmony lessons and arranging the 

daily services at the Madeleine. A lack of time for composition con- 

tributed to mental depression during these years. Summer holidays 

provided the only available time for work on composition projects. 

The 1890's brought a positive change in Fauré' s life. In 1892 

he was appointed Inspector of Music in the provincial Conservatoires and 

in 1896 became chief organist at the Madeleine. In the same year he 

received an official position succeeding Theodore Massenet as Professor 

of Composition at the Paris Conservatory.) 

Fauré' s compositions had previously been esteemed only by the 

Société Nationale, a small organization formed in 1871 for the purpose 

of promoting French music. Recognition as a composer came slowly 

1. During his years as teacher at the Conservatory, Faure in- 
fluenced many of France's greatest composers. Some of the more notable 
include: Maurice Ravel , Florent Schmitt , Charles Koechlin, Louis Aubert. 
Roger- Ducasse, George Enesco, Nadia Boulanger and Emile Vuil l ermoz. 
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because the public considered his music too modern for the concert 

hall. He was readily accepted, however, by the nobility in the grand 

salons where there already existed an interest in the advante garde. 

The salon setting not only provided an outlet for his work but was also 

an indispensable source of friendship and encouragement. 

In 1903 he became music critic of Le Fi garo ; a position he held 

until 1921. His unusually kind and broad- minded nature often influenced 

objectivity in his critiques. 

The year 1905 marked the most important event in Fauré' s career; 

his succession of Théodore Dubois as director of the Paris Conservatory. 

Fauré , although an advocate of traditional styles, had little use for 

the dogmatic traditionalism so carefully guarded by many members of the 

Conservatory. The reforms he initiated led to the resignation of 

certain reactionary professors. 

The position of director marked a sudden rise in fame for Fauré 

with his compositions appearing regularly in important concerts. In 

1905 he left the Soc iété Nationale and accepted the presidency of a new, 

more liberally -based organization. This new group was named the 

Independent Musical Society and ccnsisted mainly of former pupils of 

Fauré . 

Fauré' s late recognition was marred by a growing deafness 

coupled with a hearing distortion which caused high sounds to be heard a 

third lower and low sounds to be heard a third higher. This eventually 

ed to his retirement as director of the Conservatory in 1920. 

At the age of 75, Fauré was finally able to aevote himself 

entirely to composition producing some of his greatest works. National 



recognition came in 1920 when he was a member of the Institute of France 

and a Commander of the Legion of Honor. In the spring of 1922 he 

received his greatest honor; a national tribute at the Sorbonne. The 

following two years marked a decline in health with death caning on 

November 4, 1924. 



Chapter 2 

SURVEY OF PIANO WORKS 

The solo piano works of Gabriel Fauré consist of fifty -seven 

pieces written between the years 1863 and 1924. Fauré follows in the 

Chopin tradition not only in the choice of titles but also through the 

use of the 19th century character piece as a basic form. These works 

project a Romantic character tempered by classical principles of clarity 

and restraint. A refined musical language based on subtle changes of 

mood was preferred by Faure. Absent are the exaggerated modes of 

expression resulting from sentimentality, virtuosic display, and 

programmatic association. In describing Fauré' s style, Charles 

Koechlin wrote: 

Conciseness, clearness, choice of technique. . . Athenian clarity 
in an art which has been likened to "shot silk;" but one had only 
to hear Faure at the piano to grasp that a strict style did not 
preclude nuance of expression.' 

Although extremely respected in France, Fauré' s piano works have 

been slow in gaining widespread recognition in America.2 The majority 

of his works, including many of his finest, remain unexplored. An 

intimacy of style may be a contributing factor for this neglect. 

1. Charles Koechlin, Gabriel Fauré. Translated by Leslie 
Orrey. London: Dennis Dobson, Ltd. (1946) , p. 76. 

2. Evelyne Crochet has recorded all of Fauré' s piano music in 

2 three -Vox Boxes (SVBX -5423; 5424) , and Grant Johannesen has done it for 
Golden Crest in 3 two -disc sets (S -4030, 4046, 4048). 

r 
J 
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The hidden meaning and beauty of this elusive music cannot be totally 

comprehended in a single hearing. Alec Rowley comments: 

His, is a secret not easily found, but when the discovery is 

made, a new world is opened up and another precious 3 

experience has arrived, which will last beyond desiring. 

Fauré , like many other composers, has the distinction of having 

his music divided into three stylistic periods. These divisions will be 

used in the following chapters of this study as a background for anal y- 

zati on and stylistic comparisons. It should be noted, however, that 

overlap does exist between divisions due to the fact that Fauré' s 

stylistic development occurred gradually as a continuing process 

throughout his career. 

Thomas Weg ren , in his doctoral dissertation on the piano music 

of Faur6, divides the music into the following stylistic periods: 

A first period, comprising the works written from 1863 to 1886: 

Three Romance sans Paroles, Op. 17; the original version of Ballade, 

Op. 19; Mazurka, Op. 32; Impromptu No. 1, Op. 25; Impromptu No. 2, 

Op. 31; Impromptu No. 3, Op. 34; Barcarolle No. 1, Op. 26: Barcarolle 

Flo. 2, Op. 41 ; Barcarolle No. 3, Op. 42; Barcarolle No. 4, Op. 44; 

Valse -Caprice No. 1, Op. 30; Valse- Caprice No. 2, Op. 38; Three 

Nocturnes, Op. 33, Nocturne No. 4, Op. 36; Nocturne No. 5, Op. 37. 

A middle period, including works written in 1886 extending to 

1906: Va l se- Caprice No. 3, Op. 59; Va l se- Caprice No. 4, Op. 62; 

Nocturne No. 6, Op. 63; Nocturne No. 7, Op. 74; Barcarolle No. 5, Up. bo; 

3. Alec Rowley, "The Piano -forte Music of Gabriel Faur6," 
Chesterian , (duly, 1931), p. 227. 
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Barcarolle No. 6, Op. 70; Theme and Variations, Op. 73; Eight Pièces 

Brèves, Op. 84. 

The last style period including works composed from 1906 to 

1:22: Barcarolle No. 7, Op. 90; Barcarolle No. 8, Up. 96; Barcarolle No. 

9, Op. 101; Barcarolle No. 10, Op. 104; Barcarolle No. 11, Ùp. 105; 

Barcarolle No. 12, Up. 1U5; Barcarolle No. 13, Up. 119; Impromptu No. 4, 

Up. 91; Impromptu No. 5, Up. 102; Nocturne No. 9, Up. 97; Nocturne No. 

10, Op. 99; Nocturne No. 11, Op. 104; Nocturne No. 12, Op. 107; Nocturne 

No. 13, Up. 119; Nine Preludes, Op. 103.4 

Works from Fauré' s first style period reveal the influence of 

Schumann , Mendel ssohn , and Chopin. These pieces belong to the salon 

type of composition and have achieved popularity through their charm, 

elegance, and immediate appeal. 

The middle style period is represented by works possessing a 

more mature and distinctive style. Highly expressive lyricism with a 

flexible sense of phrasing and rhythmic treatment characterize this 

period. A wider keyboard range is used with an increased frequency of 

contrasting keyboard articulation accompanied by an expanded dynamic 

range. This period contains some of Fauré's greatest works for the 

piano. The Theme and Variations, Op. 73 and Nocturne No. 6, Op. 63 are 

considered by many critics as masterpieces of piano literature. 

The last style period is characterized by an increases thinness 

of texture with an emphasis on linearity. The elaborate ornamentation 

4. Thomas Joseph Wegren, "The Solo Piano Music of Gabriel 
Fauré," ' Ph. D. dissertation, Ohio State University, 1973) , pp. 92 -95. 
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of earlier works has been abandoned for a simplification of technique. 

These pieces contain highly personal and meditative thoughts of the com- 

poser and do not possess the surface appeal necessary for acceptance by 

the general public. Nevertheless, they remain highly creative and 

intensely expressive. 

The nocturnes and the barcarolles are the two most important 

collections. Both sets were written over the considerably long time 

span of approximately forty years and consequently reflect the entire 

range of stylistic development. The barcarolles are distinguished by 

subtle syncopation, rocking rhythmic patterns of compound meters, and 

oscillating modal harmony. Barcarolle No. 5, Op. 66 is the most 

elaborate of the collection and is marked by increased harmonic and 

rhythmic complexity. 

The nocturnes reveal the intensely expressive and poetic side of 

Faur4. A feeling of seriousness and melancholy prevails throughout the 

collection with this mood increasing in the late nocturnes. "Although 

earlier compositions dwell upon romantic ideas and tender nostalgia, the 

later nocturnes are brooding, tragic poems dedicated to loneliness and 

despair. "5 Nocturnes No. 4, No. 6, No. 7, No. Y, and No. 13 represent 

the ti nest of the collection. 

The four val se- caprices show a radical change of style from the 

nocturnes. They contain a natural pianistic virtuosity not found in 

Fauré' s other pi ano music . El aborate ornamentation , brilliant 

5. John Gillespie, Five Centuries of Keyboard Music. New York: 
Dover Publications, Inc. (1972) , p. 305. 
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passagework, and dramatic conclusions characterize these pieces. A 

stylistic parallel can be drawn to Chopi n' s four scherzos. 

The impromptus can be divided into two groups, the tirst three 

written in 1883 and the last two written after 1YUO. The later 

impromptus are characterized by increased complexity of melodic and 

harmonic relationships . Impromptu No. 2 utilizes brilliant passage work 

and perpetual triplet motion. Impromptu No. 3 reveals Faur4's fluid 

lyricism at its tines. Impromptu No. 5 is based on the whole tone 

scale. 

The Nine Preludes, Op. 103, are rarely performed, yet, they 

represent an important collection for those willing to expend the effort 

needed in understanding the wide variety of textures and moods 

represented. A versatile piano technique is required. In describing 

the preludes, Charles Koechlin wrote: 

Apart from the preludes of Chopin, it is hard to think of a 

collection of similar pieces that are so important. Richly and 
subtlety concise, they bring us face to face with a human soul. 
Both form and writing are impeccable; but these meansóare at one 
with the inner idea, and seem as it determined by it. 

The Theme and Variations, Up. 73, represents one of the 

outstanding 19th century works in variation form. The French consider 

it a classic. Alfred Cortot described the work as Fauré' s "most 

important composition both in actual dimensions and in character and 

beauty. "7 The character of the theme reveals a close similarity to 

Schumann's theme in his Etudes symphoniques. Fauré' s theme is treated 

6. Charles Koechlin, Gabriel Faur4. Translated by Leslie 
Urrey. . London: Dennis Dobson, Ltd. (1 u7 , p. 36. 

7. Altred Cortot, French Piano Music. Translated by hi l da 

Andrews. London: Oxford University Press. (1932), p. 129. 
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with increasing treeea om tnrough techniques of tree counterpoint and 

fragmentation. Every aspect of Fauré' s style can be found in this work. 



CHAPTER 3 

HARMONY AND MELODY: INDIVIDUALISTIC TREATMENT 

A high degree or refinement and subtlety characterize Faur4' s 

melodic and harmonic language. Through individualistic techniques he was 

able to create a totally tress and unique compositional style while sti l l 

maintaining ties with traditional practice. More than one critic has 

commented that his music contains a quality which seems to defy descrip- 

tion. Aaron Copland described this quality when he wrote: 

Appreciate the contours of the melodic line, the strangely 
individual modulatory process, the suave progressions of the 
bass, which are so characteristic of a l l this composer's work. 
And now let us admit that we have been attempting 1to define the 
undefinable. Magic of this sort defies analysis. 

Harmonic originality in Faur4's piano works can be attributed to 

his varied and unusual progressions. An interchangeability of 

traditional and nontraditional harmonic progressions gives the music its 

spontaneous flexibility which is so characteristic of his harmonic style. 

Nontraditional progressions are created through either the dis- 

guise or negation of the leading tone effect thus liberating the harmony 

from many voice -leading rules basic to 18th and 19th century diatonic 

practice. Compositional techniques based on modal -tonal mixtures, rapid 

modulations, irregular resolutions, and linear conceived harmonies serve 

as inval uab ! e resources tor Faure' s expanded harmonic language. 

1. Aaron Copland, "Gabriel Fauré, A Neglected Master," The 

Musical Quarterly, (October, 1924) , p. 577. 

11 
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Fauré's commitment to traditional harmonic practice cannot be 

overemphasized. Even though tonal ambiguity constitutes an important 

aspect of his style, he never abandons tonality. There is always at 

least a broad scale allegiance to a tonic. Saint -Sáens once commented 

that he was "continually looking for a tonic" in Fauré's music. 

Fauré's skill in recovering a tonic by means other than through the 

typical dominant -tonic progression proved disconcerting to many of his 

contemporaries.2 Emile Vuillermoz, a student of Fauré, wrote: 

Nobody has defended better than Faure the sense of tonality by 
paradoxically feigning to betray it in order to increase our need 
to find it again, intact, after these unending evasion 
tactics. 

Fauré's traditional harmonic orientation is no better revealed 

than through his choice of sonorities. In this area he was not an 

innovator hut rather preferred a vocabulary of simple triads, extended 

triads with few alterations and traditional voicing, and commonly used 

chromatic chords. Non -tertian sonorities are not found .4 

Through the teachings of Ecole Niedermeyer and the practice of 

accompanied plainsong on the organ, Fauré developed an instinctive 

ability for creating unusual progressions derived from modal concep- 

tions. 
5 While tendencies toward modality characterize much of his 

2. Norman Suckling, "Fauré: the Neglected Aristocrat," Music 
and Musicians, (November 1974) , p. 19. 

3. Emile Vuillermoz, Gabriel Fauré. New York: Chilton Book 
Company (1969) , p. 107. 

4. John M. Arnn , "The Harmonic Language of Selected Piano Works 
of Fauré," (M. M. thesis, University of Indiana, 1969), pp. 8 -9. 

5. Robert Dumm, "A Fauré Improvisation," Clavier, (April , 

1976) , p. 14. 
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music, to simply state that the music is modal would be inaccurate. 

"lodally influenced music would be a more accurate description since 

rarely do we find a mode in either its pure form or entirety. 

There is a preference for the aeolian (natural minor) , mixo- 

Lydian, dorian and phrygian modes. They are most commonly expressed in 

ambiguous minor keys where leading tones are often evaded.b The 

following example illustrates a tonal region in the phrygian mode. The 

phrase is set in f sharp minor with the minor vii and the Neapolitan 

chord being modally derived. (example 1.) 

Vit ' 
Example 1. Fauré, Barcarolle No. 3, 0o. 42, meas. 54 -57. 

The aeolian mode was preferred by the ancient Greeks for its 

quality of 'strength resulting from an avoidance of leading tone 

tendency. In the following excerpt, Fauré uses the natural minor mode 

in a texture of descending scalar thirds over and ascending 

6. Charles Kcechl i n , Gabriel Faur. London: Dennis Dobson 
Ltd. (1945) , o. 62. 
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arpeggtation. A tendency toward shifting modality is revealed in the 

use of the harmonic form of minor for the last two chords of each line. 

(example 2.) 

mi. 
T 

a...---- 

AP- 

t 
rl 

v r !- 7 

Example 2. Fauré, Barcarolle No. 9, Op. 101, meas. 32 -35. 
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Tonal -modal ambiguity can be found in Impromptu No. 3 where the 

melody line implies a transposed phrygian mode while the harmony implies 

natural minor. The omission of either the third or fifth in certain 

chords also contributes to tonal ambi g ui ty. 7 (example 3.) 

Molto meno mosso c i : 92) 
I J 

p espressivo 

ra c 

7 j 

r 

! + ; ! ' 
1 ; 1 

i6W... = 

Y 

Example 3. Fauré , Impromptu No. 3, Op. 34, meas. 53 -62. 

7. Lily Siao Owyang, "The Solo Pianoforte Works of Gabriel 
Fauré," (Doctor of Musical Arts document, Boston University, 1961) , p. 5. 
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Related to modality is the emphasis placed on plagal cadences. 

The nonconclusiveness of this cadence can be traced to the lack of a 

leading tone. A feeling of modality can be attributed to the fact that 

this cadence exists diatonically in both phrygian and aeolian modes 

creating a degree of tonal ambiguity. A plagal function belonging to 

either natural minor or the phrygian mode is illustrated below. 

( ex amp 1 e 4 • ) 

I 
Andante ( • = 84J 

I 

P l __ :..-1- 1 -,--, -~-/'· 1 1' I: ! ~ i 

If. L. ,.+ , 1 . :\ .._ ...... I 11 \. 

1 @ ;/ f,,'> ff ! M • M • - • - ! M • ii • M • c 

l 

i 
.... I 
I i J . '• . ; 

Example 4. / Fa u re , Pre 1 u de N o • _§_, Op • 10 3 , meas • 1-2 • 

While plagal cadences appear as often as authentic cadences, a 

preference is not clearly indicated. 8 Authentic cadences constitute a 

major part of Faure's style but many times are camouflaged by the 

following devices: 1. unresolved suspensions, 2. anission of the 

leading tone, 3. addition of non-chord tones, and 4. absence of 

8. Thomas Joseph Wegren, "The Solo Piano Music of Gabriel 
Faure," (Ph. D. dissertation, Ohio State University, 1973), p. 45. 
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rhythmic emphasis on the dominant chord. The perfect authentic cadence 

is often not given any great conclusiveness. Norman Suckling wrote: 

He never keeps us waiting for resolution of the dominant to the 
tonic cord-, in fact rather the reverse, for he will lead up to 
the cadence by such uncommon steps that the latter of its 

harmonies is sounding ,almost before we realize, that we have 
arrived at the former. 

A cadence including non -chord tones combined with arpeggiation 

lessens the dominant -tonic impact in the following example. (example 5.) 

+ 
J 

J 
dim. 

3 o 
,= l' i 

:---=:---- 
2 

1 3 2 t 

Example 5. Fauré, Barcarolle No. 1, Op. 26, meas. 31 -34. 

9. Norman Suckling, Fauré. London: J. M. Dent and Sons, 

Ltd., New York: E. P. Dutton and Company, Inc. (1946) , p. 138. 
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The foll owi ng cadence contains an added fourth suspension as 

well as a note omission of the leading tone both occurring on the 

dominant chord. (example 6.) 

Example 6. Fauré, Barcarolle No. 2, Op. 41, meas. 179 -183. 

While obvious dominant -tonic functions are often avoided, their 

importance remains crucial in providing overall structural unity. This 

is achieved through prolongation techniques involving both dani nant and 

tonic chords. 

The most frequent prolonging device is the linear projection of 

structural chord tones in the bass line. Scalar lines, arpeggiations, 

and pedal tones are devices which Fauré uses to horizontalize dominant - 

tonic harmony. 



An extended dominant prolongation occurs in the excerpt below. 

Tonal cohesiveness is maintained through the recurring dominant tone 

found at the bottom of the texture. Upper and lower neighboring tones 

enhance this dominant pedal . (example 7.) 

{ 

b 
A r. r 

i t e L -40. 
tPMC iMPY_t . ' ` a 

- 

1." 
1 

i I 

I / 1r 
+ 

1 i : » f x i N ._ t .1, _ i i)f e "Y. e e__ 

: Z :t.L .t=_. ^ :i J I I / /' I I Mt ,+!r4- _ --Z T i 

cresc. i^ F;i 
46 - or 4 i 

.«a 
iXSrZ _16.4i ilpo 

AL 
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Example 7. Fauré, "Variation No. 5," from Theme and Variations, 
Op. 73, meas. 15 -24. 
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A descending step progression outlining a natural minor scale 

creates a tonic prolongation in the following excerpt. Also present in 

this example is an extension of the final cadence chord (tonic) by means 

of broken chord figuration. (example 8.) 

l 

} 

i 9` 

Ti 
. 

~ r 

r 
e" A`- 

Rt.11. 

r 

7\ 
_ _ , 

1 

` ' 
{ 1 / `% V 

f ' 
* arrVr r r r+:7. 

1. _:.,.J ., 
T- - T ä: 

pp ' f , 

; 
- 

v:i 0- 
: . . . . . . . . . . . ., 

. . 

>pz sc a 

Example 8. Fauré, Nocturne No. 13, Op. 119, meas. 148 -155. 

A preference for varied harmonic rhythm is evident in all but 

three works. A favorite device is the contrast of irregular harmonic 

rhythm with regular melodic rhythm,10 

Changes of harmonic rhythm is one of Fauré' s most consistent 

techniques of secti oval i zati on . The majority of works consist of three 

part form where the harmonic rhythm generally is a fast -slow -fast 

pattern. Thematic repetition is usually accompanied by an increase of 

harmonic activity.11 

10. Arnn, "The Harmonic Language of Selected Piano Works by 
Fauré," pp. 29 -30. 

11. Ibid., pp. 32-33. 
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Constant modulation is a trademark ot Fauré' s harmonic style. 

The rapid shifting ot tonality provides a fluidness of motion ana a wide 

variety of harmonic color to the progressions. 

Rarely do we find a modulation without logical connection 

between tonal areas. The smoothness of transition from one key to 

another can be attributed to the following modulatory devices: 

1. sequential patterns including seventh chord chains, 2. common tone 

and common chord techniques, 3. enharmonic substitution in conjunction 

with common tone and chord technique, 4. modal interchangeability, and 

5. linear bass movement. 

A clarification of the term modulation should be given at tnis 

point. In many cases where the original key has been obscurred, a new 

tonality is not defined resulting in a degree of tonal ambivalence. 

These instances can be more accurately defined and labeled as tonal 

shifts. Tonal shifts are most prevalent in transitional passagework and 

in the later works where the harmony becomes increasingly linear 

based. 
12 

12. Wegren, "The Solo Piano Music of Gabriel Faurz," p. 45. 
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The following transitional passage illustrates rapid tonal 

shifts effected through a sequence of dominant seventh chords over a 

rising chromatic bass line. (example 9.) 
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Example 9. Fauré, Impromptu No. 2, Op. 31, meas. 17 -31. 
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The most frequent modulatory device is the use of a pivot chord 

or a pivot tone. Enharmonic substitution often is used in conjunction 

with the pivot providing an almost unlimited range of tonalities to be 

explored. Third -related tonalities are a result of this technique. 

Totally unrelated harmonies can be connected into extremely smooth 

progressions. 

The following example illustrates a simultaneous common chord, 

enharmonic modulation where the I V in G flat major functions en- 

harmonically as a I in B major. The common chord in measure 21 is the 

borrowed chord VI in B major and the I in G major.13 (example 10.) 

ti 

.6:14 
GS .2"g _ smile 

Example 10. Fauré, Barcarolle No. 3, Op. 42, meas. 18 -23. 

13. Ibid., p. 45 

tJ 
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An enharmonic, common tone modulation, in the following excerpt, 

links the third -related tonalities of D flat major and A major. Pivot 

tones are circled. Notice the numerous dominant seventh chords which 

avoid regular resolution through tonal shifting. (example 11.) 

- .r --. 

Example 11. Fauré, Nocturne No. 6, Op. 63, meas. 5 -11. 

Modal interchangeability gives Fauré's modulations an added 

dimension. Charles Koechlin wrote: 

His tonalities, clear as they are, sometimes are established very 
quickly and for a passing moment, only --a practice observable in 
the 16th century and favoured by familiarity with the anti grit 
modes, because they allow great flexibility in modulation. 

14. Charles Koechlin, Gabriel Fauré. London: Dennis Dobson 
Ltd. (1945) , pp. 162 -163. 
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While the importance of tonal-modal mixtures has already been 

emphasi zed, it should al so be noted that many modal inflected harmonies 

can be explained just as logically as major -minor borrowings or 

chromatic chords. Subjective judgment is necessary in determining if a 

modal region exists or whether this region could be more logically 

analyzed in the original major or minor key. When only solitary 

fragments of modality are present such as the Neopolitan chord (borrowed 

from Phrygian mode) or a raised fourth scale degree (borrowed from 

Lydian mode) , then the passage probably can be best analyzed as 

containing chromatic embellishments in either a major or minor key.15 

While Fauré remained loyal to traditional technique, he was 

aware of the impressionistic techniques being developed during his time. 

Occasional parallel ism and brief references to the whole -tone scale with 

its resulting tritone root relationships and augmented chords mark the 

extent of his interest in impressionism. Parallelism is utilized in the 

passage below. (example 12.) 

Example 12. Fauré, Nocturne No. 13, Op. 119, meas. 10 -13. 

15. Wegren, "The Solo Piano Music of Gabriel Faur4," p. 50. 
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Long, well-shaped lines characterize Faur6's treatment of melody 

in piano works from his first and second style periods. Melodies tend 

to be triadic. Nonharmonic tones embellish and give shape to lines 

characterized by a wide melodic range. 

A typical texture consists of a right hand melody with either an 

arpeggiated or a chordal accompaniment in the left hand. Fauré's 

concern for rounded contours is evident in his use of arch and wave 

melodic shapes. (example 13.) 

Andante con moto .= 30 
mollo espressivo 
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Example 13. Fauré, Nocturne No. 3, Op. 33, meas. 1 -7. 
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A preference for triadic melodies is clearly shown in the 

following example where every tone is chordal l y conceived. (example 

14.) 

PIANO 

Andante moderato . _ 72 

' 

.24a .4 * 
. 

tta * * 

Example 14. Fauré, Improvisation, Op. 84, meas. 1 -5. 
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The harmonically conceived melody in Barcarolle No. 2 is 

accompanied by left hand rolled chords followed by a scalar passage. 

The melody is triadic with linear motion resulting from nonha rmon i c tone 

embellishments. The melody is six measures in length and has a shape 

characterized by a horizontal wave covering a wide melodic range. 

(example 15.) 
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Example 15. Fauré, Barcarolle No. 2, Op. 41, meas. 1 -6. 
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Melodies from the last style period show a departure from clear 

cut texture of melody and accompaniment. Melodies become more moti v is 

with sequential development effecting linear texture. Increased 

sequential treatment of motives becomes almost excessive in certain 

works .16 (example 16.) 
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Example 16. Fauré, Nocturne No. 10, Op. 99, Meas. 27 -31. 

Functions of harmony and melody become almost inseparable during 

the last style period. The resulting melodic-harmonic fusion contains 

similarities to the harmonic -based contrapuntal style of J. S. Bach. A 

stylistic trait both Bach and Fauré hold in common is the equal concern 

for both linearity and resulting harmonic structures and progressions. 

Contrapuntal writing was never an obstacle with Fauré . His melodically 

conceived bass lines move in flexible contrast to upper melodic lines 

16. Owyang, "The Solo Pianoforte Works of Gabriel Fauré," p. 81. 
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creating implied harmonies much in the same manner of Bach. Bach's 

traditional harmonic solidity is modified, however, in Fauré's style 

through a more plastic treatment of tonality.17 Canonic treatment of a 

motive is illustrated in a previous example (example 4). 

Fauré's flexible treatment of tonality results from a technique 

referred to by Wegren as "harmonic sliding." Subtle chromaticism and 

enharmonic relationships often effect transitory tonal shifts rather 

than full scale modulations since dominant functions rarely occur. 

Specific techniques include enharmonic- common tone technique, suspended 

harmony technique and harmonic embellishment . 18 When used to a full 

extent, these techniques produce a melodically controlled harmony. 

The enharmonic technique allows the melodic line total 

independence of movement which in turn produces many unexpected 

progressions in the harmony. Any melodic note may function as a tonic 

in one chord and in the next may become a mediant, subdominant, leading 

tone, etc. through an enharmonic common tone. Prelude No. 1 illustrates 

this technique in creating numerous shifts of tonality. While tonality 

17. Wegren, "The Solo Piano Music of Gabriel Fauré," p. 99. 

18. Wegren, "The Solo Piano Music of Gabriel Fauré," pp. 45, 
49, 50. 
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may become vague, the tonic is clearly.establ ished at the beginning and 

end of the section. (example 17.) 
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Example 17. Fauré , Prelude No. 1, Op. 103, meas. 1 -11. 
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Harmonic embellishments reach maturity in Fauré's second style 

period and continue throughout the third period. 
19 They consist of 

unrelated sonorities held together by unifying melodic and bass lines. 

The unrelated chords in the following excerpt are a direct result of an 

ascending chromatic bass line and also the sequential treatment of the 

motive in the upper line. (example 18.) 
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Example 18. Fauré, Nocturne No. 10, Op. 99, meas. 35 -40. 

Suspended harmony results from increased importance of 

nonharmonic tones as they are used in a contrapuntal texture. Instead 

of merely embellishing triadic structures, they become harmonically 

significant in the building of vertical sonorities. This creates a 

suppleness of construction where any note can become a suspension, or 

another nonharmonic tone, as soon as it occurs. Suspended harmonies are 
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not bound by regular resolution but instead prefer resolution into other 

suspended harmonies. Chord progressions are thickened by such sustained 

nonharmonic tones, producing an effect of a succession of harmonies 

rather than a recognizable harmonic progression. 20 (example 19.) 
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Example 19. Fauré, Nocturne No. 13, Op. 119, meas. 1 -9. 



CHAPTER 4 

ELEMENTS OF KEYBOARD STYLE 

The influence of Chopin is clearly evident in Fauré's early 

piano works. Both composers shared a preference for refinement, 

delicacy, and clarity in their keyboard textures while avoiding 

declamatory contrasts, thick doublings, and virtuosic devices common to 

many of their Romantic contemporaries . Specific keyboard style traits 

held in common include: 1. cantabile lines with interpolated 

coloratura figurations, 2. ease and delicacy of passagework -- especially 

at concluding cadences, 3. variety of arpeggiated accompaniments, and 

4. bass tones for harmonic color. 

The bel canto influence on Chopi n' s melodic style can be seen in 

the numerous coloratura passages present in his Nocturnes. (example 20.) 
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Example 20. Chopin, Nocturne No. 3, OD. 33, meas. 25 -30. 
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Faur~ also pursues this technique but to a lesser extent and 

often with a different textural result. While Chopin's melodic elabora-

tions rarely interrupt the flow of melodic and accompanimental textures, 

Faur~'s elaborations appear in a more isolated context, often as an 

extension of a particular phrase. (example 21.) 

Andante quasi Allegretto J = 9 6 

Example 21. Faur~, Nocturne No. i, Op. 37, meas. 1-9. 
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In Faure's Nocturne No. 6, from his middle period, we find even 

less of a correlation with the style of Chopin. Here the texture is 

completely interrupted by interpolated cadenza passagework. (example 22.) 
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Example 22. Fauré, Nocturne No. 6, Op. 63, meas. 79 -81. 
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Chopin is well known for the delicacy of passagework at endings 

of pieces or sections.' The ending of Fauré's Nocturne No. 2 consists 

of an elaborate tonic prolongation giving the work an extra degree of 

finality. (example 23.) 

Allegro moderato r."11# 
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Example 23. Fauré, Nocturne No. 2, Op. 33, meas. 89 -92. 

1. Lennox Berkeley, "Nocturnes, Berceuse, Barcarolle," from The 

Chopin Com.anion edited by Alan Walker. New York: W. W. Norton and 
Company, nc. 966) , p. 170. 
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Chopin's Nocturne No. 2 and Fauré's Nocturne No. 4 reveal 

striking similarities of both melodic and harmonic texture. Both 

contain triadically based melodies in the same register and key with 

almost identical arpeggiated chordal accompaniments. Contrasting meters 

provide the only discrepancy of comparison; however, in many places the 

rhythmic effect is still similar. (examples 24 and 25.) 
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Example 24. Chopin, Nocturne No. 2, Op. 9, meas. 1 -5. 

andante molto moderato (.:56) 
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Example 25. Fauré, Nocturne No. 4, Op. 36, meas. 1 -6. 
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Chopin understood the importance of the bass line for enhancing 

harmonic color. Fauré also makes extensive use of this technique. Bath 

of the following examples illustrate reiterated pedal points at the 

bottom of similar accompanimental textures. The bass tones provide 

indispensable harmonic support for the melodic line above. (examples 26 

and 27.) 
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Example 26. Chopin, Etude No. 9, Op. 10, meas. 1 -6. 
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Example 27. Fauré, Impromptu No. 1, Op. 25, meas. 1 -6. 
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While Robert Schumann's influence on Fauré' s piano writing is 

significantly less than that of Chopin, we do find specific stylistic 

similarities in the areas of texture and rhythm. According to Norman 

Demuth: 

It is worth noting, however, that of all the German hierarchy. 
Schumann is the only one with whom any direct contact can be made 
with the French2Composers of all schools except the 
impressionists . 

Schumann and Fauré share the following compositional devices: 

1. the distribution of a melody between the thumbs of two hands making 

a strong cantabile line in the singing register of the piano and 2. 

rhythmic complexities resulting from displaced accent, syncopated 

phrasing, and the use of hemiol a . 

2. Norman Demuth, French Piano Music. London: Museum Press 
Limited (1959) , p. 83. 

3. Martin Cooper, "Some Aspects of Fauré' s Technique," The 
Monthly Musical Record, (May 1945), p. 76. 
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The following examples contain melodic lines in the middle of an 

accompanimental texture. In the Schumann excerpt we find a duet shared 

between the thumbs while the Fauré excerpt contains a single melodic 

line shared between the hands. (examples 28 and 29.) 
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Example 28. Schumann, Romance No. 2, Op. 28, meas. 1 -4. 
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Example 29. Fauré, Barcarolle No. 1, Op. 26, meas. 1 -7. 



The importance Fauré attached to left hand writing is further 

illustrated in the example below where a textural exchange occurs 

between right and left hands. The melody in the middle register is 

again shared between the thumbs. (example 30.) 

Lo tessso tempo i_f04) 
,y - 

n eswI.. 1 sto i piTSS Nr i. --ra- - 7 Tri 

Example 30. Fauré, "Variation No. 4," from Theme and 
Variations, Op. 73, meas. 1 -4. 
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A symmetrical balance of texture between the hands characterizes 

the following excerpt. (example 31.) 

Quasi adagio ( = 48 ) 

Juice - :# 

Example 31. Fauré, "Variation No. 9," from Theme and 
Variations, Op. 73, meas. 1 -2. 
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Fauré, like Schumann, enhances both rhythmic and harmonic 

interest through the technique of rhythmic displacement and phrase 

syncopation. A favorite pianistic texture is the imitation or echo of 

a left hand melody in the right hand on the off beat causing a slight 

blurring of harmonic rhythm.4 (examples 32 and 33.) 

Pili presto, molto espressivo 

Example 32. Schumann, "Estrella," from Carnaval, Op. 9, 

meas. 9 -18. 

r, - -, 
, 
. 

Example 33. Fauré, "Variation No. 2," from Theme and 
Variations, Op. 73, meas. 5 -6. 

4. Ibid., p. 76. 



Hemi of a usage was rediscovered in the 19th century by both 

Schumann and Brahms. The following excerpts by Schumann and Fauré 

reveal similar application of this technique. (examples 34 and 35.) 
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Example 34. Schumann, "Soaring," from Fantastic Pieces, Op. 12, 
meas. 1 -13. 

Example 35. Fauré, Impromptu No. 2, Op. 31, meas. 76 -85. 
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Fauré preferred arpeggiation over full sounding chords in his 

accompan4imental textures . Accordi ng to Cortot: 

He has a habit of frequently writing broken chords to replace 
simultaneous harmonies, but there is a diversity in the method 
which constantly renews the interest of an idiom in itself a 

little monotonous. The linked chords thus written, often shared 
between the two hands, take on a plastic, astonishing, suppleness 
which seems to arrest the curve off a melody emerging from5them 
in mid air, and to form a gossamer veil of sound about it. 

Fa uré' s arpegg i ati ons provide a continuity of texture which must 

be maintained by the performer. Extreme care is needed in concealing 

the fact that these figures are broken between the hands. At the point 

of juncture, an absolute equality of touch is needed. Another 

performance consideration is the danger of the melody becoming 

5. Alfred Cortot, French Piano Music. London: Oxford 
University Press (1932) , p. 113. 
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obscurred or distorted, especially when it is implanted in an arpeg- 

giated texture. In all cases the melody should project clearly above 

its accompaniment. The middle section from Nocturne No. 6 contains 

Fauré's most successful writing using the broken arpeggiation technique. 

(example 36.) 

Allegro moderato ( d =84 L, 
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Example 36. Fauré, Nocturne No. 6, Op. 63, meas. 64 -68. 

Fauré attached great importance to his bass notes with respect 

to attack and volume. His experience as an organist taught him that 

lower parts must be given more volume for a fuller balance of tone. 

Vuillermoz, who had the privilege of hearing Fauré play the piano, 

wrote: 

As a matter of fact, the bass was for him the generating cell for 
harmonic creation, the trunk of a tree which unfurled its consec- 
tive thirds, arpeggios, appoggiaturas and passing notes. If all 
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this ornamentation were not solidly attached6to the roots, his 
compositions would have lost their meaning. 

Even when the theme is in the bass it still provides a strong harmonic 

foundation. (example 37.) 
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Example 37. Fauré, "Variation No. 6, from Theme and 
Variations, Op. 73, meas. 1 -2. 

A simultaneous double melody occurs when both parts move in 

parallel motion, rhythm and expression. This texture requires an even 

balance of tone between the two parts with coinciding expressive 

inflections.7 (example 38.) 

Example 38. Fauré, Barcarolle No. 3, Op. 42, meas. 127 -128. 

6. Emile Vuil ïermoz, Gabriel Fauré. New York: Chilton Book 
Company (1969) , p. 102. 
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In Fauré' s later works we find combinations of a principal 

melody, subordinate melody, and accompaniment. In many instances the 

accompaniment is melodically conceived. Tonal balance is difficult 

since each part must receive its own characteristic treatment. This 

layering of tonal levels requires independent finger technique. The 

following example illustrates not only a layering of three tonal levels 

but also a layering of contrasting keyboard articulations. (example 39.) 

Lo stesso tempo (Ni: 50 ) 
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Example 39. Fauré, "Variation No. 1," from Theme and 
Variations, Op. 73, meas. 1 -4. 

7. Thomas Joseph Wegren, The Solo Piano Music of Gabriel 
Fauré," (Ph. D. dissertation, Ohio State University, 1973), p. 73. 
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Contrasting keyboard articulations between phrases is 

illustrated by the example below where two lines of staccato are 

followed by two legato lines. (example 40.) 

Più mosso (i _ 88) 
leggtero ` 

TTT 

s " l r 
_ 

M iM 
' ' ' 

' 
Z o / sv si»i rr -i,s,mt mw- 

SOT. -. - - - - - :WWIEU.J.MM s41 111.As 

Example 40. Fauré, "Variation No. 2," from Theme and 
Variations, Op. 73, meas. 1 -8. 
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An organ -style texture of writing and spacing becomes evident in 

many works from Fauré's last style period. Idiomatic problems of 

keyboard texture arise from these works. Many passages require 

fingering techniques common to the organ idiom. They include: finger 

substitutions, finger sliding, and the redistributions of notes between 

the hands in awkwardly spaced chords. In the following excerpt from 

Theme and Variations, the linear texture is more idiomatic to the organ 

than to the piano. The bass line could easily be placed in the foot 

pedals of the organ. The previously mentioned fingering techniques are 

all needed in effecting a smooth linearity in the upper parts. 

(example 41.) 

Andante molto moderato espressivo (J= 56) 

7'1 

1 

dolce 

ua poco marcalo 

I 1 M 

ti 

Example 41. Fauré, "Variation No. 11," from Theme and 
Variations, Op. 73, meas. 1 -6. 



51 

The linear textures of Fauré' s last style period often reveal a 

part- writing approach which can easily be identified in the music by the 

direction of the note stems. Stepwise melodic movement with many tied 

and held notes characteri ze these textures. A balance of tone requi ring 

independent finger control is necessary in providing clarity to 

melodically conceived inner lines. While one part often predominates, 

other parts must maintain their individuality and autonomy. The 

following example illustrates a three part linear texture. (example 42.) 

PIANO 

Adagio (. = 5 K) 

p espressivo 
At. r. i - - 

` 

Example 42. Fauré, Prelude No. 9, Op. 103, meas. 1 -4. 

The part -writing texture in the following example contains 

numerous tied and held notes functioning as various nonharmonic tones. 

The sustaining power of the piano can only be realized th rough 
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organ -based fingering techniques. An 'added problem in achieving clarity 

exists due to the use of the middle register of the piano making 

individual lines difficult to follow. (example 43.) 

Example 43. Faure, , Nocturne No. 13, Op. 119, meas. 40 -45. 

Pedaling becomes an important consideration in maintaining 

textural clarity in the later works. Fauré left few pedal indications, 

leaving the main responsibility with the performer. A parallel can be 

drawn to the subject of pedaling in the keyboard works of J. S. Bach 

where a discriminate usage of the pedal is based upon a knowledge of the 

harmonic, melodic, and phrase content of the music. Clear -cut pedal 

changes are not practical in Fauré' s linear textures which are 

characterized by fast harmonic rhythm and suspended harmonies. In these 

cases finger legato in cooperation with the techniques of spot pedaling 

and intermediate pedal positions should be used in achieving linear 

clarity (see examples 22, 23, 24) . 
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The fact that Fauré abhorred exaggeration and sentimentality in 

the interpretation of his music has led certain performers to give dull 

performances resulting from a limited dynamic range and an avoidance of 

well -defined dynamic contrasts. A wide dynamic range and rhythmic 

flexibility of phrasing are both needed in achieving the virile and 

muscular interpretations preferred by Fauré.8 

8. Jean -Paul Sevilla, "Gabriel Fauré," Clavier, (April 197:. 
p. 15. 



Chapter 5 

CONCLUSION 

While Gabriel Fauré remains better known for his output of 

French songs, he has also contributed a significant body of piano works 

which reveal every aspect of his highly creative and subtle style. For 

the most part these works represent completely idiomatic writing for the 

piano. Conspicuously absent are the expressive effects and virtuosic 

display often associated with other Romantic composers. The essence of 

Fauré's style is based upon pure musical invention for its expressive 

purposes. 

Fauré's originality lies predominantly in the areas of melody, 

harmony, and texture. His expressive lyricism results from an emphasis 

on purity and proportion of line. The harmonic background reveals an 

unique approach to chromatic writing where modal implications and 

enharmonic technique not only lessen the tension of diatonic resolu- 

tions, but also provide fluidity for shifting tonality. Textural 

treatment is marked by an equal sharing of material between the hands. 

Prevalent throughout the works is a strict adherance to i near clarity 

in textures consisting of arpeggiati on or broken figures and free 

counterpoint. 

Many of Fauré's greatest works remain unexplored territory for 

the modern pianist. The most popular pieces come from his early, salon 

style period. These works possess an immediate appeal but do not 

4r 



represent his most creative writing. The later works are rarely 

performed; partly due to their inaccessible quality on first acquaint- 

ance. The hidden beauty and expressive depth found in the later works 

offer a challenge of musicianship for pianists willing to patiently 

study their musical content. Norman Suckling said it well 

when he wrote: 

Fauré is the kind of composer found to be all the more rewarding 
in direct proportion to the extent that one is acquainted with 
him, but it lis difficult to persuade many people to make that 
acquaintance. 

1. Norman Suckling, "Fauré: the Neglected Aristocrat," Music 
and Musicians, (November, 1974), p. 18. 
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