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Terms, Symbols and abbreviations

Alteration is indicated in the harmonic analyses by sharps
(raising by a semitone) and flats (lowering by a
semitone) .

Bibliographic references are abbreviated to the name of the
author and the page number and are often inserted
in the text, e.g.(Novack 87),

Chords are figured according to the degree on which they
are based, Inversions and nonharmonic notes
are not indicated. Note that "V¥ indicates the
chord on the fifth degree, but "V of X" indicates
the dominant chord of X,

Degrees of a scale/mode are described according to the
interval that they form with the first degree,
e.g, the minor second degree (minor II). The
terms tonic, dominant and leading note refer to
tonal functions. The seventh degree is not
always a leading note, etc.

Diatonic describes a set of intervals that can be found on
the white notes of the keyboard,

Excursion A series of progressions in a mode with the same
final as the topic of the key from which it
proceeds and tofwhich it returns.

Final The first degree of a mode,

Harmonic alternation Two chords sounded alternately, e.qg.

IV - Vv - IV - V.

Modal progressions Progressions with root movement in
seconds and/or thirds.

Perfect triads Triads ‘that contain a perfect fifth, i.e.
major and minor triads.

Relative modes Modes based- on the same tran5p051tlon of
the dlatODlC scale,
4 .
(S) indicates’schematlcﬁrendition of a passage, with only
the relevant notes represented.

.y .



Introduction

The complete synthesis of the principles of modality and
tonality is one of the most remarkable features of the harmonic
style of Gabriel Fauré. This survey primarily deals with
instances of modal usage, and withitheir integration into the

tonal framework.

Fauré was not the first composer to introduce modal elements
into the nineteenth—cehgpry harmonic idiom, Probably the most
influential pioneer in this field was Anton Reicha (1770-1836),
professor of composition at the Paris Conservatoire. His belief
that modal elements could enrich tonality was vindicated in the
works of his pupils, such as Berlioz, Liszt, Gounod and Franck,
and helped to establish a style that diverged from the tonal

. 1
mainstream” .

Another pioneer was Louis Niedermeyer (1802-61), one of the
first musicians to advocate the use of modal harmony in the
accompaniment of Gregorian plainchant,. Fauré's affinity for
modal harmony can be attributed partly to his studies at
Niedermeyer's music school froﬁ 1854 to 1865, where a course in
modal accompaniment waé compulsory., Each of the eight Gregorian
modes were studied individually, with numerous exémples. Only
the notes of the diatonic scale were used, and all chords had to
be perfect triads in root position or first inversion (Gervais 22).
Questionable as a vertical approach to modality might be, this
system definitely was preferable to the "tonalized"
accompaniments current at the time, and provided Fauré with a

solid foundation for his own explorations of modality.

These explorations were mostly designed to integrate
diatonic modality with chromatic tonality. Fauré strove to
revitalize the modes, re-interpreting them in terms of nineteenth-

century harmonic practice, rather than to exploit them as a

1 He explored the diatonic modes quite boldly, if
rather clumsily in his own works, referring to them
as "gammes ré&latives", See his preface to "36 Fugues
pour le Piano - Forté composées d'aprés un nouveau
systéme" (Vienna, no date),



Opus Composed

41 Barcarolle 2 . 1885

42 Barcarolle 3 1885 0
44 Barcarolle 4 1886 @
59 Valse - caprice 3 1887-93 o
62 "Valse - caprice 4 1893-4 a
~63 Nocturne 6 1894 -
66 Barcarolle 5 1894 o
73 Theme and Variations 1895 S
70 Barcarolle 6 1896 4
74 Nocturne 7 1898

84 Piéces bréves 1 - 8 1869-1902

90 Barcarolle 7 1905

91 Impromptu 4 1905-6

96 Barcarolle 8 1906

97 Nocturne 9 1908

99 Nocturne 10 1908 ?
101 Barcarolle 9 1909 -
102 Impromptu 5 1909 8
103 Preludes 1 -~ 9 1909-10 -
104/1 Nocturne 11 © 1913 o)
104/2 Barcarolle 10 1913 o,
105 Barcarolle 11 1913 3
106bis Barcarolle 12 1915

107 Nocturne 12 1915

116 Barcarolle 13 1921

119 Nocturne 13 1921

I. The diatonic modesl

(i) Dorian: Saint-Saéns, who joined the teaching staff at
Ecole Niedermeyer in 1860, used the dorian mode in several

works, including La Brise, from Mélodies Persanes (1872),

and Marche Royale du Lion, from Le Carnaval des Animaux (1886):
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Example 1: Saint-Saéns, Marche Royale du Lion, bb,38-51(S)

1 For the purpose of this survey, the Ionion mode, being
identical to the tonal major, is not regarded as modal.
As Fauré& pays little attention to ambitii and dominant
tones, only the authentic forms of the modes are
discussed,
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The passage has a éonsciously exotic gquality similar
to that of quotations of ethnic melodies by numerous
nineteenth-century composers, The mode is not integrated
into the tonal system, but functions as a separate entity.
Fauré& does not use the mode in this picturesque fashion,
but rather as an evocative colour within a tonal context.
Brief references of this kind occur already in the Ballade,

op.19.

4 I T

< \E e

I i[, -{— 3‘ : }'4

o et}

L pocerid

. ~ .

dolce subito . -

2 he £ 5,0
Ty ——p Ay o o i o

RN Al SR— SN~ SRS S0 S T AR — [P AR~ W VIR ER ]
e e o o TP E o I o e e B

b V'ﬂg_ﬁ;ﬁ = [P T

Gh: X7 (w I Y) X m¥ Téios T
) Ep dorian: T r WL (¥ IX'-> )
Example 2: Fauré&, Ballade, bb, 48-50.
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The c-natural in bar 49 may be interpreted as an allusion
to the lydian on g-flat (fhe passage resolves onto a G-flat
triad in bar 51), but bar 49 actually relates to two earlier
passages in the same section, that share the same motif and
initial tonic triad (e-flat), and is therefore perceived as
a return to the tonic,

The dorian with leading note is implied in a later

reference to this section:
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Example 3: Fauré&, Ballade, bb, 144-6,




This form of the mode - distinguished from the

ascending melodic minor through the deployment of the
major VI,

which,

in the latter, is used only in conjunction

with the leading note - is also implied in one of the

harmonic alternations in the third section of the work:
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Example 4: Fauré&, Ballade, bb. 118-9.

A more elaborate version of this alternaticn occurs
the ninth Barcarolle (bbb, 74—7);@
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Example 5: Fauré&, 9th Barcarolle,. bb.

73-82,




Of particular note is the modal resolution of one of
the most tonal chords, the dominant ninth {on IV of the
mode) . Bars 78-80 are based on a curious variant of the
dorian, with diminished V, derived from a common alteration
of the relative major, the so-called Molldur (see
Chapter IV). Fauré's dorian passages‘rarely form éomplete
phrases with a dorian cadence. In the above example the
cadence becomes aeolian through the flattening of VI. The
same procedure can be seen in the following, very clearly

defined, dorian passage:
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Example 6: Fauré&, 5th Prelude, bb, 55-9,
Fauré sometimes precedes the final chord in a modal
passage with its dominant seventh, thereby bringing it

closer to a tonalityl:
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Example 7: Fauré&,_ 7th Nocturne, bb., 8-10.

1 The practice probably derives from the use of the
; subsemitonum at cadential points in modal music of
§ the fifteenth and sixteenth centuries, See
Novack 87,




The above combination of a diatonic melody with
chromatic harmony/accompanying parts is characteristic of
Fauré, but the melody is usually tonal, so that the effect
is that of chromatic alterations within a key - one of the
commonplaces of late nineteenth century harmony, However,
to use a modal melody against a freely chromatic texture,
as in example 7, goes far beyond the alterations of musica
ficta, and even further beyond Niedermeyer's rules for the
accompaniment of ?odal melody. Further examples of dorian

with leading noted occur in the late period:
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Example 9: Fauré&, 13th Nocturne, bb. 109-12,




The first three bars of example 9 form the second of
three sequential phrases, which constitute the climak of
this piece. It is interesting to note that the tonic of
the middle section of this work, of which the climax is in
the dorian mode, forms the major VI of the home key (B minor)-
this degree being crucial in distinguishing between the
minor and dorian modes. Strong implications of the melodic
minor result from the use of the major VII in the‘first two
bars of the phrase, and it is only in the third bq; that
the modal character emerges through the harmonic Jée of the
major VI, with the minor VII acting as auxiliary to the
final,

(ii) Phrygian: Of the commonly-used modes, the phrygian
is the only one that resisted evolution into a tonality.
This can be attributed to the fact that it required the
alteration of more than one note in order for it to be
"tonalized", and to the cadential usage of the minor RS
which precluded the use of the leading note (Novack 87-8).
Tonal references to the mode are mostly restricted to the
Neopolitan sixth-chord, and to the so-called phrygian
cadence (IVS-V in the minor). Nevertheless, pure phrygian
writing was revived as early as 1854, as can be seen in the

following passage from Berlioz's L'Enfance du Christ:
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Example 10: Berlioz, L'Enfance du Christ, Air d'Herode,
bbe 35-40




Fauré uses the same phrygian progression in the second

of the Romances sans paroles (1863), but the major III in

the chord on the final almost reduced the progression to

a tonal imperfect cadence. However, the "dominant" triad
vauiies modal significance through the absence of tonic
harmony, and the fact that the next phrase starts in a

different key:
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Example 11:-Fauré&, 2nd Romance sans paroles, bb. 50-3.

More advanced examples from the first period also
employ the major III to suggest a dominant function of the
final. This procedure helps to integrate the minor II
] into the tonal framework by making it a secondary

submediant of the key of the fourth degree:
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Example 12: Fauré, Ballade, bb, 36-8.
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Example 13: Fauré, lst Nocturne, bb. 116-8,

Example 12 is a bold instance of the combination of
modally based harmony and melodic chromaticism, The other
example reverses this arrangement - the harmony can be
analysed in terms of conventional tonal alterations, but
the melody is entirely phrygian (cf. example 7), Similar
practices can be found in later works as well:
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Example 14: Fauré, 7th Barcarolle, bb, 28-32.
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Example 15: Fauré&, 9th Barcarolle, bb. 23-6.
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Example 16: Fauré&, 4th Prelude, bb, 47-51,

The first example, like example 12, is based on modal
harmonies, with tonal chromaticism used melodically. The
progressions are more modal than in the earlier instance,
where the roots move up in fourths in tonal fashion, That

the fusion of modality and chromaticism was, for Fauré, a

¢
conscious process, can be seen quite clearly in the second
example, where a phrase is first stated in pure phrygian

with tonal cadence and then restated with chromatic additions,




Both these examples avoid the harmonic use of the raised
third. <t
The third example shows a rare excursion to the
phrygian from the major, with chromaticism used both
melodically and harmonically, - )
Several of the above examples show the introduction of |

the tonal dominant seventh before the cadence, a practice

already observed in some dorian passages,

frequently in the late period:

It occurs quite;
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Example 17: Fauré, 8th *Barcarolle, bb. 36-8.
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Example 18: Fauré, 10th Barcarolle, bb. 19-21,

An interesting feature of example 17, based on an
alternation between the ionian and phrygian modes, is that

the "sharper" mode is used in a descending line and the




"flatter" in an ascending linel. This is contrary to
normal tonal practice (e.g. the melodic minor) and serves
to heighten the contrast in modal colour. Example 18
features parallel harmonic movement, related to medieval .
organum, and to the fauxbourdon style of the early
Renaissance, The most exhaustive treatment of the tonal
dominant in the cadence of a phrygian phrase occurs in the
ninth Barcarolle, The beginning of an eighteen-bar section,
consisting entirely of such phrases, is quoted in
example 15, F
The triad on the fifth degree of the phrygian is
problematic, as it is diminished in its natural form. In
the following phrase, Fauré uses triads on all the degrees
of the mode, altering the triad on the fifth degree to a
major triad, the tonal dominant. The chord is not used
cadentially, which might indicate that the use of the
dominant in the above examples is not dictated solely by
its tonal cadential function, but also by the imperfect
natural triad on the fifth degree: )
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Exémple 19: Fauré&, Theme and Variations, Theme, bb:; 5-6.

1 The modes can be arranged according to the number of

"sharp" degrees that they contain. In the lydian, all
the degrees form the largest possible diatonic interval
with I; in the locrian, the smallest. More simply,

the modes on B, for instance, can be arranged according
to the number of sharps that they contain: 1lydian (6),
ionian (5), mixolydian (4), dorian (3), aeolian (2),
phrygian (1) and locrian (0).



The natural seventh chord on the fifth degree is used.

in some harmonic alternations in the late period:
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Example 20: Fauré, 1llth Nocturne, bb., 4-7.
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Example 21: Fauré&, 13th Nbcturne, bb. 46-9.

A harmonic alternation usually involves two chords
alternating at regular intervals, Both examples are
slightly exceptional. The first dispenses with metrical
regularity, and the second involves alternation between a
chord and a variety of chords containing ¢ and e
(o it el

It is notable that-in both cases the use of the natural
chord is preceded by that of a tonal dominant function,
However, neither returns to the key on I at the end of the
alternation, so that they are not merely excursions to the

phrygian.

(iii) Lydian:; The most famous piece "in the lydian mode"

is probably Beethoven's Heiliger Dankgesang eines Genesenen

an der Gottheit, in der lydischen Tonart, from the string

quartet in A minor, op. 132:
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Example 22: Beethoven, String Quartet in A minor,
Molto Adagio, bb, 1-30.

As can be seen from the first statement of the
Dankgesang (example 22), it is modal in name only, Only

the fourth of the five phrases cadences onto F (the final

of the mode). Although Beeéhoven restricts himself to the
notes of the mode (except on the last chord), he rarely
ventures beyond the most elementary tonal progressionsl

The augmented fourth degree is always heard and resolved
as part of a dominant fupctiqn (V?, VII6, III) of the
dominant and never resolves down onto III. The work ends
on the tonic triad, but Beethoven is careful to avoid any

reference to the augmented fourth degree in the last ten

1 The only exceptions being VI -V éflrst phrase),
VI-III (third phrase) and V/-1v® (fifth phrase),



r — Y
! ~ ™ & i NeelL BT P s e
— = mh e ) !IIIJ T =1L yol P S A | o Y o 6
s S 7 VR I LI o 725 5 0 { o U B | —: =
= 8 P PR S N A
| I Ll H
y o
dotﬁuwgarm -~ - ‘e o
i ""F.ﬁ EF il
9 A T 4 P — - T
g 5 P s O B P— el i
e 7 0 5 7 AT 0 O 4 | { T =
faLY M LY A B 0 T A O LA { 1 1 1 J
S =y B i | t 1 e e .
= ega ’ = |
d - LT » -~
Xt el ol 2 r2ln
i a r s 1 rFA B T
3 t 1 I nt 1‘-‘-' ;‘{lv- yB 1 ° 0 o
i 1
. j A OI L] _E _lh_:} - e
o
1 A reg feln
1 A R R R
= |
= i g — B 7S L] P A
i £l ]~ s o) |
Ij 1L — — = o e " T
g \""'-—-’4- o '9\‘\-._.__../'0-""‘--—-_-—-"-‘ o

Example 23: Beethoven, String Quartet in A minor,
Molto Adagio, bb. 201-11,.

Fauré does not try to disguise the augmented fourth
degree as a leading note to V - on the contrary, he

emphasizes it as the distinctive characteristic of the

lydian mode. This can be seen in his first piece of piano:
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Example 24: Fauré&, lst Romance sans Paroles, bb. 65-69.

Note especially that IV is not treated as auxiliary to
VvV, but to III. Its being a tone away from the main note
strengthens its position as a degree of the scale, as
altered auxiliaries are usually a semitone away from the
main note, There are also no major fourth degrees insthe
last seven bars to contradict the lydian character.

Several harmonic alternations in the Ballade suggest the
same mode:
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Example 25b: Fauré&, Ballade, bb. 221-2.

The harmonic pattern of the last example recurs in the

late period: ¥
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Example 26: Faur&, 8th Barcarolle, bb, 28-9

=

I

as does the alternation of I and II7 seen in examples 23

and 24, albeit in a more involved form: “
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Example 27: Faur&, 10th Barcarolle, bb. 48-51.
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Example 28: Fauré&, 1lth Barcarolle, bb. 26-31.

The IV7—chord is used.in both example 25b and example
26 to lead away from the final to a remote key on the third
degree of the mode, Fauré uses this versatile chord
(exploited by Wagner in "Tristan und Isolde") to link two

lydian modes a minor third apart in the sixth Nocturne:
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Example 29: Fauré&, 6th N6cturne, bb. 64-8,

The chofds in bar 66 may be interpreted chromatically,
as the melody stays in A lydian, but bar 68 is clearly in
C lydian, so that the effect of alternating modes is

probably intentional,

- As can be seen from the above examples, lydian
passages in the late périod are often more extensive than
those in the earlier periods, which are usually defined by

only two chords. The opening of the seventh of the

Piéces Breéves forms one of the longest lydian passages in

L

Fauré's oeuvre:
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Example 30: Fauré&, 7th Piéce Bréve, bb. 1-10,

Cd

The 8-bar melodic period is entirely lydian, and -
apart from the tonal dominant at the end, which resolves
onto the tonic thfough an extension of the last phrase -
there is only one instance of a foreign note in the harmony

(g-sharp, bar 8) and all the harmonic movement is modal,




Parallel harmonic movement can be seen in the following
lydian phrase (cf. example 18), although the effect is

softened by a suggestion of tonal root-movement onto the

beats:
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Example 31: Fauré, 9th Barcarolle, bb. 45-7,

It is perhaps at the opening of the fourth Prelude
that Fauré& comes closest to Beethoven's pseudo-modality - the
raised fourth is treated as leading note to the dominant.
That this single instance is exceptional, and not
indicative of his attitude, can be seen from the subsequent
variants of this passage,ywhere the fourth degree is used
as part of the seventh chord on the fifth degree, resolving
onto the tonic triad, In a tonal work, this last
progression is perhaps the clearest statement of lydian
intentions, as it places the raised fourth in the context

in which the natural fourth most clearly reveals its tonal

tendéncies:
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Example 32a; Fauré, Prelude, bb, 1-3,



Example 32b: Fauré&, 4th Prelude, bb., 39-42,

Fauré was particularly fond of exploiting the tri-
tonic tension between tonic and raised fourth in the lydian
formula 12_3. Although this appoggiatura is especially
characteristic of his late period, it appears as early as
the Ballade: :
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Example 33: Fauré, Ballade, bb, 4-6,
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Example 34: Fauré, 7th Nocturne, bb., 95-7.




In the above examples the fourth is the altered degree.
Often the fourth is a note of the key, and the root is an
altered degree, most often minor II=

o = : s 3wl : - &

Example 35: Fauré&, 2nd Barcarolle, bb, 43-6.

A lydian appoggiatura over flat I can be seen in

example 113, The appoggiatura is often used against seventh
chords:
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Example 36: Fauré&, 8th Barcarolle, bb, 58-60,
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his first work for piano:
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Example-37: Fauré, 13th Nocturne, bb. 62-70.

Chains of "dominant sevenths" with raised fourth
appoggiaturas can be seen in both the above examples and
occur ‘also in the fifth Impromptu and eighth Prelude, all
from the late period. { ‘

(iv) Mixolydian: One of the features of Fauré's style is

his affinity for flat leading notes, but it is usually
associated with the minor modes, He employs the major mode
with minor VII less frequently than the other authentic modes,
despite the bold use he makes of it in the first phrase of
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Example 38: Fauré, lst Romance sans Paroles, bb, 1-8.

The major VII is used only twice in the 8-bar period:
as semitonal appoggiatura in bar 2 and as unaccented
chromatic passing note in$bar 71, while the minor VII is
sounded seven times and occupies an important structural
position as element of the final chord of the first four-bar
phrase.,

The second Romance also contains a mixolydian section,
of which the first part employs chromatic passing notes and

the second part takes the form of a harmonic alternation:

1 The passing capacity of the g-natural is implied despite
its irregular resolution onto e-flat,
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Example 39: Fauré&, 2nd Romance sans Paroles, bb. 21-7.

The quoted section is preceded by a section in A minor
and followed by a section in D minor, so that it is obviously
not an elaborate imperfect cadence in C (a charge which could;
with some justification, be levelled at the "phrygian" cadence
in example 11).

The second of the Pidces Bré@ves hints at the mixolydian

on C and on B-flat in its second section:
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Example 40: Fauré&, 2nd Piéce Breéve, bb., 11-16.

Bars 11-13 can also be interpreted in B-flat lydian (the’
first section of the piece is in C lydian,'cf. example 30).
This ambiguity facilitates the transition from C lydian to
B-flat Mixolydian: :

C lydian — C mixolydian
B-flat lydian - B-flat mixolydian,

&

Fauré alternates between the minor and major VII in the

coda of the sixth Nocturne:
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Example 41: Fauré, 6th Nocturne, bb., 128-33,

He uses the minor VII melodically as well as harmonically,
preventing its being interpreted as augmented VI.

The coda of the eleventh Barcarolle also features

fluctuations of the leading note, 'but the modal character is
P> :

more pronounced :
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Example 42a; Fauré, 11lth Barcarolle, bb, 106-13.
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Example 42b: Fauré, 11th Barcarolle bb, 118-21,

The major VIIs in bars 109 and 111 have the character
of chromatic passing notes and do not form part of a cadence.
After the chord on the minor VII in bar 120, to the end of
the piece, Fauré uses all the degrees of the scale except
the seventh, thus avoiding cancellation of the mixolydian
minor VII. Of special interest is his substitution of I
for VII in the dominant seventh chord (bar 120)1.

i

e

W

1 See also examples 7, 28 and 43-5.




(v) Aeolian: This mode was only introduced into the modal
system in 1547, at the time when tonality was starting to
emerge. It was familiar to tonal composers as the "natural
minor" and was used mostly in descending melodic passages.
Berlioz, Gounod and Saint-Saéns, were among the first to use
it as a mode. Like these composers, Fauré used this mode
with greater facility than the others, brobably because of
its closeness to the minor. His first instrumental work in
a minor key, the C minor Quartet, op. 15, opens in the

aeolian,
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Example 43: Fauré, Piano Quartet in C minor, Allegro
molto moderato, bb, 1-4,
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as do several of his earliest piano pieces in minor keys:
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Example 44: Fauré, ‘1lst Barcarolle, bb., 1-4,
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Example 45: Fauré&, 2nd Impromptu, bb. 1-4.
9
{

All three of,the above phrases end on a tonal dominant
chord, but are distinguished from the minor key through the
ascending use of the minor VII, The last example is the
first of two consecutive statements of a phrase, which, in
the second statement ends 6ﬂ a C minor triad instead of. the
major triad in bar 4, making the 8-bar period more truly
modal. The opening 8-bar period of the ninth Barcarolle is
entirely aeolian, but the next 6 bars lead up to a cadence
onto the tonal dominant chord, as in these earlier examples.

In later works, Fauré sometimes ends in the aeolian:
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Example 46: Fauré&, 4th Piéce Bréve, bb, 56-9,
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Example 47: Faurég 13th Nocturne, bb. 152-5,
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In both the cited cases, the minor VII is featured
prominently as the top part of the penultimate chord, and
ascends to I. Fauré rarely employs the other modes with
'such boldness at the most crucial structural points of a
work, The aeolian is, of course, also used in the manner
of the other modes, for shorter, less independent references,

such as the following excursion:
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Example-48: Fauré, 4th Pre}ude, bb, 42-5,
2 '4': )

The bold juxtapositioning of the aeolian and major VI7
at the return to the major is a striking instance of Fauré's
exploitation of contrasting modal colours.

He also exploits the contrast between the two forms of

VII - the crucial difference between the natural and harmonic

minors - with unparalleled audacity:
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Example 50: Fauré&, 5th Nocturne, bb. 35-44,
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Example 51: Fauré, 6th Prelude, bb, 25-7,.

The "use of the minor VII against a tonal dominant chord
occurs in tonal music, but’ in ‘'such cases the note always
resolves downward, The minor VII in example 49 ascends to
I, asserting its qual character. Fauré uses the two forms
of VII with such freedom in example 50 that they become

separate elements of the scale (see Unclassified Modes, p.33):-
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Yet, although the minor VII resolves upwards, it is always
onto the leading note, not directly onfo T The reverse of
this procedure can be-seen in example 51. The leading note
is lowered before resolving onto I. A fourth chord,
equivalent to a dominant seventh with I substituted for the

leading note, is used in the final cadence, leaving the
minor VII uncancelled (compare example 42b), Interesting
cqﬁbinations of chromaticism and aeolian modality occur in

the later Barcarolles:
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Example 52: Fauré&, 9th Barcarolle, bb., 40-1,
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Example 53: Fauré, 12th Barcarolle, bb, 18-20.
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Example 54: Fauré, 13th Barcarolle, bb, 55-8.

The first bar of example 52 contains both d-sharp and
d-natural, but no f or f-sharp, so that the music remains
poised between A aeolian and E minor. E-sharp, rather than
f, is used in notating the chromatic scale in the second bar,
thereby strengthening the claims - orthographically, at
least - of f-sharp, Example 53 forms the second of four
phrases cadencing onto G (see example 63). The cadence
itself is therefore aeolian, not an interrupted cadence in
B-flat, although the othef chords.in the phrase are chromatic.
The chords of the major that are shared by its relative modes
are thus extended from the diatonic to the chromatic,
furthering the synthesis of diatonic modality and chromatic
tonality. The free use of chromatic passing notes in the
last example suggests, according to Sucklihg (p.148), the

neo-diatonic idiom of Stravinsky's later works.

(vi). Locrian: Glareanus mentioned this mode in his
Dodecachordon (154?),_but rejected it because it involved a

diminished fifth above the final, It rarely occurs in modal
practice, Fauré employs- it less frequently than the modes
discussed abovel, but his familiarity with it cannot be

doubted, as the following passage clearly shows:

1 Gervais does not mention it in her exhaustive study,
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Example 55: Fauré, 10th Nocturne, bb. 68-73,

The perfect fifth degree is used only in the triad on
the final, which would otherwise have been diminished. Any
resemblance to a tonic- Ger@an sixth alternation is cancelled
by the use of diatonic scaie figures that incorporate the.
a-b-flat dyad, expecially the descending figure in bar 71,
which prevent the perception of the diminished V as augmented
IV (root of the German sixth-chord). The mode is used mainly
in the late period, but instances occur as .early as the
Ballade: _
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Example 56a: Fauré&, Ballade, bb, 133-5, | i




- Example 56b: Fauré, Ballade, bb. 144-7,

The first extract follows on a series of perfect
cadences, which establish #wsharp'as tonic (bars 122-7), .and
‘alternating phrygian cadences onto F-sharp and C (bars
127-31), which prepare the way for the locrian mode (the only
mode on F-sharp which contains a C major triad), and for the
eventual return to B major. However, the music returns to
F-sharp major before going to B . major, so that the quoted
extract is heard as a mo@e of F-sharp, rather than as the
phrygian on B with tonalgdominant (cf. example 19),

The locrian allusion in example 56b is slight, but as
bars 146-7 are obviously a modal alteration of bars 144-5
(in C-sharp dorian), C-sharp is perceived as final in both
phrases, even though the chord”on the final is diminished
in the second phrase.

Example 56 shows the use of both the diatonic and
altered versions of the chord on the final, An audacious

mixture of the two occurs in the second Barcarolle:
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Exémple 57: Faurég, 2nd'Barcarolle, bb., 69-74,
'l

The passage ends with a mgjor triad on the final of the
locrian on F-sharp, but the listener only realises this when
L he hears the locrian III and V acting as enharmonic leading
notes to their raised versions,

Fauré's last work for piano contains a locrian passage
based on an harmonic pattern similar to that of example 56,

written more than forty years earlier. The fact that the
passage lies in a minor tonal-context gives it a very

different flavour to that of the earlier example:
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Example 58; Fauré&, 13th ﬁoc-turner bb, 78-80,

As with the other .modes, Fauré sometimes returns to the
final via the tonal dominant, .even though in this case the

chord is not based on a diatonic degree:
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Example 60: Fauré&, 9th Prelude, bb, 1-3. o).

In both the above‘exéhples, dther modes of the tonic
are suggested before the locrian is established, so that,
with the tonal endings, the phrases are not completely locrian

but contain excursions to the mode,

(vii) Alternation between modes:  Fauré was fond of alternating
chords (as in example 25), and the melodic figuration on

each chord sometimes suggests a discrete modality, This

practice can be seen as early as the Ballade:
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Example 61: Fauré&, Ballade, bb. 194-7,

Both chords are common to both modes, and the modal

alternation is based purely;on the fluctuating form of the

sixth degree (the only difference between the dorian and

the aeolian lies in the flatteninq of this degree), -
Examples of alternatijpon betwéﬁn a key and a mode can be

found throughout Fauré's oeuvre (see, for instance, example

17), but alternations between modes occur mostly in the late

period;
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Example 62; Fauré&, 4th Pi&ce Bréve, bb, 52-5.

r
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Example 62 is based on the same fluctuation as the
preceding example, but the sixth degree is used in a more
essential capacity harmonically and metrically - it is not

merely an unaccented passing note, In the next example,
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both modes are defined by exclusive chords, containing the
second degree, which forms the point of difference between

the phrygian and the aeolian:
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Example 63: Fauré, 12th Barcarolle, bb. 16-23.

All the above examples are balanced, i.e. the modes
alternate at regular metrlcal 1ntervals Examples of free
fluctuation, going beyond the concept of balanced chords or
chord groups and approaching the practices of musica ficta,

can be seen in some works;
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Example 64: Fauré, 5th Prelude, bb, 49-54,
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‘The seventh Nocturne opens with a complex combination
of modal alternation and tonal chromaticism;
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Example 65: Fauré, 7th Nocturne, bb., 1-4,

The melody uses oniy the notes of the alternating modes,
against free chromatic alberat10n,~u51ng all 12 notes, in
the accompanying parts.

It is notable that all the above examples involve
alternation between the aeolian and a mode "one accidental

removed",

(viii) Modal cadences: As we have seen above, Fauré often

ends modal passages with cadences involving the leading note.
Nevertheless, modal cadepces occur in all the modes, whether
preceded by a modal passage or not: The most frequently
used cadences are in the aeolian, which, in the late period,
is sometimes used in ffna% cadences (cf. examples 46 and 47),
and in the phrygian. Thé.latier often take the form of
last-minute inflexions, pefhaps owing something to Chopin:
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Example 66: Fauré&, 10th Barcarpolle, bb. 5-7.
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Example- 67: Chopin, Nocturne in C;sharp minor, Op, 27,
NO- l, bbo 15—8-

i .o
Chopin employs the mihor II against the leading note,

creating a chromatic dissonance prohibited in modal
practice (Novack 87). Fauré employs the same progression;
but without "tonalized" VII, although he uses Chopin's
version a few bars later in the same work (bb. 11-2).

A phrygian cadence concludes the first phrase in the

lydian opening section of the seventh Piéce Bréve. It

resembles the ending of Alban Berg's Piano Sonata:
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Example 68: Fauré&é, 7th Pi&ce Bréve, bb. 5-6.
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Example 69: Berg, Sonata, bb, 178-81,

Both cadences are modally based with hints of quartal
harmony . Berg employs a more complex fourth-chord, but
'tonalizes' it through a conventional bass, which reduces it
to a variant of the dominant ninth. The Phrygian

implications of the minor II are to some extent undermined

by the introduction of the major II, and the absence of the
minor VII, Example 68 isﬂtruly modal and the quartal
harmony occurs just in pasging. Fauré uses an accented
passing note to suggest parallel fourth-chords.

Gervais (p. 26) singles out cadences in the lydian as
being 'very frequent!. Although this applies more to other
parts of Fauré's Oeuvrel, lydian cadences do occur in some

later.piano works (see also examples 31 and 33):
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Example 70: Fauré, 4th Prelude, bb, 16-7.

1 The lydian mode is used in the final cadences of
several works, including the first movement of the
G minor Quartet, Op. 45 and Salve Regina, Op. 67
NO- ll
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' sExample 71: Fauré&, 5th Prelude, bb. 17-9.
{

An interesting instance of a lydian cadence in a minor
key (based on the aeolian, four accidentals 'flatter' than

the lydian), occurs in the Ballade:
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Example 72: Fauré, Ballade, bb, 52-3 (S).

i L

Bar 53 is perceived as a return to the tonic (e-flat minor),
as it is the fourth of four phrases that start with the same
motif in the tonic, The chord that precedes the tonic is
the lydian supertonic triad, decorated by a flat ninth
(g-flat), which prepares:the way for the surprising use of
minor I in a lydian cadeﬁce. This cadence can also be
regarded as being in a mode of B;flét minor (see p, 66).

Certain modal characteristics were adopted by Fauré in
his tonal cadences. The most. _common cadential bass movement
in early modal music is II,; I (Apei, 119), which Fauré
obtains by invértiné the dominant seventh and its substitute

“

(see example 42b):
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Example 73: Fauré, 8th Nocturne, bb., 31-2,
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Example 74: Fauré, 13th Barcarolle, bb, 95-8.

Cadential descents in thirdsj fourths and sixths are

: 7 5
also derived from modal practice, but can be obtained through

the use of the dominant seventh and its substitutes:

A

0
X
1 =7
=
=r

; [ -ii—
o
bl 30 | A ]
/ Y
e

e r
Emin: YL Y

Example 75: Fauré,,4th Pidce Brave, bb. 51-2.
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Example 76: Fauré&, 9th Nocturne, bb., 59-61.

However, most of the plagal bass movement (fourth/sixth
degree to tonic) result from Fauré's use of IIT as
substitute for IV. This cadence, often cited as being
characteristic of Fauré, is closely related to the II - I
cadential bass movement mentioned above:
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Example 78: Faurég, 9th Prelude, bb, 30-3.
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Example 79: Fauré&, 12th Nocturne, bb. 101-3.

Practices related to modality:
(i) Avoidance of dominant and leading-note functions:
Even when writing in the ma“or mode, Fauré eschews the
obsession with the leading note that characterizes so much
of nineteenth-century tonality, This practice relates to
the prejudice, in early modal music, against approaching the
final from a semitone below (Reese 156-7).
& 3
Fauré sometimes avoids melodic statements of the leading
note in an opening phrase or theme (cf. the first Impromptu,
bars 1-11 and the second Nocturne, bars 1-11):
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Example 80: Fauré&, Ballade, bb. 1-5(S).
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Example 81; Fauré; 6th Nocturne, bb., 1-3(S).
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Example 82: Fauré,

12th Barcarolle, bb. 1-6,

It is interesting to note that the hexachordal system

of medieval theory is based on a six-note scale, omitting
the seventh degree of the major (or mixolydian) mode, as in
the above examples.

_ When Fauré& uses the leading note melodically, it is

often resolved downwards, contrary to its tonal tendency:
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Example 83: Fauré, 4th Nocturne, bb. 1-12.
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Example 84: Fauré, 6th Bargarolle, bb, 1-5,

Of the nine melodic aépearances of the leading note (d)
in example 83, only’ one resolves onto the tonic (bar 7), but
it is not supported by a dominant function harmony. Only

the leading note in bar 8 is'supported by dominant harmony,




but neither melody nor harmony resolves onto the tonic.

The normally resolved secondary leading notes (bars 3-4,

5-6, 9-10) are all cancelled in the chord of resolution, so

that they do not function as leading notes to a tonic. 3

¥ The avoidance of dominant sevenths of the home key at the
opening of the piece (bars 1-7) is characteristic of the
piano music of this time, and can also be seen in the third
Impromptu (bars 1-8), the fifth Nocturne (bars 1-29) and
the second Barcarolle (bars 1-17).

{ It is akin to the modal procedure where a tonal dominant
chord occurs only at the end of a modal passage, as in the
opening section of the ninth Barcarolle (bars l~l4)l. In
example 84, the leading note is used with dominant harmony,
but nevertheless resolves downward.

In final cadences, Fauré sometimes replaces the leading

note in the dominant seventh by the tonic. The resulting
) chord represents one of the earliest uses of quartal harmony
in modern musi02 (see also example 42b): ):2{
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Example 85: Faurég, an_Barcarolle,’bb. 182-3,

LS
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1 See also examples 7, 28 and 43-5,

2 Quartal harmony occurs in modal music, see Apel 711,




”‘ poco rit. &
i 1 ! 1 N
s"ge_)(;‘— + — - ’:r—f.;___ " o ._ﬂL_..z': nl e : (33 __'_
AT :?*’“""fw';f’ ORI S

} ) sempire tff.lfcq/—*"‘"'_T__—'_"“ﬂ (o e o {

ey ——y -' y 4 - 3 - TE i

b | ﬁ' iz

A maj: I H? (.'. c."w'rol onm i 5

(¥ ;) s

Example 86: Fauré&, 7th Prelude/ bb. 39-41.

(ii) Modal root movement: Fauré makes free use of modal

progressions (roots moving in seconds and thirds, rather

than fourths) in his works.

of chords a second apart.

He is especially fond of chains-

These are used either in the

fauxbourdon manner of the fourteenth and fifteenth centuries:
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Example 87; School of Worcester (fourteenth century),

Gloria in excelsis.

or in, the free contrapuntal style of later modal composers:
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Example 88: Vittoria, O quam gloriosum




Examples of the first type occur in their purest form

in the late works (see also example 18):
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Example 89a: Fauré, 9th Barcarolle bb, 10-4.
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Example 89b: Fauré, 9th Barcarolle bb, 50-1,

Fauré doesn't appear to use parallel triads in first
inversion, as in example 87, He uses second inversions
over a pedal (as in example 89a and also in the twelfth '
Barcarolle) or chains of seventh chords. In example 89b,
the progression is compllcated by a suggestlon of root
movement alternating between descending seconds and

ascending thirds, which can also be found in renaissance

—

music:

.y
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Highly chromatic instancgs/p&“%érallel movement,
involving root me vement in seconds , and in alternating -

seconds and thlrds, also occur (cf, example 71):
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Example 91- Fauré 5th Barcarolle, bb. 36=7,
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Example 92: Fauré&, 12th Nocturne, bb. 91—2.
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Fauré sometimes uses parallel harmony in seconds against

a freer part:
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Example 94; Faure, l3th Nocturne, bb 11*3
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Example 953 Fauré&, 9th Barcarblle, bb., 32-3,

Examples 93 and 94 are essential still parallel. In
the earlier instance, the melodic idea embraces two parallel
chords, but i really jpst embroiders them in different
ways; in the latter cage,ﬁthehbass executes the same motion
as the upper parts, but in_fhythmic‘augmentation. The
upper voices in exémple 95 are entirely independent,
foreshadowing pandfﬁtonicism in the audacious simplicity of
its linear combinatioﬁs, especially in a later variant of

the same passage:
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Example 96: Fauré&, 9th Barcarolle, bb, 54-5,

As mentioned above, Fauré also employs modal

progressions with freer part movement (cf, example 88):
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Example 97: Fauré&, 2nd Barcarolle, bb., 36-9,
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Example 98: Fauré,. 9th Nocfurne, bb, 1-2.

Both triads and seventh chords are used in the first

example, and all the chords except the last are in root

position, with freer upper parts, In the last example,

only triads are used, and despite the uncompromising
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stepwise ascent in root movement, all the parts move freely.
The chromatic alteration of modal progressions is also

linked to Fauré's use of dominant sevenths a tone apart,

both in parallel motion (cf. examples 37, 147a and 148) and

in a free contrapuntal style:
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Example 99: Fauré, 7th Nocturne, bb, 11-2.

(iii) Modal alteration of melody: A modal melody can be

transposed to another mode with the same final through the
alteration of one or more of the degrees of the mode (see
example 56b). ' M‘ﬂ"* 24
A 'modulation' from lpcrian to lydian wou&//anOlve the m
sharpening of all degrees except the final. A radical ;
application of this principle can be seen in the restatemelt
of the first phrase of the sixth Nocturne: ?
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Example 100a and b:-Fauré, 6th Nocturne, bb.1-3 and 8-10(S).

All the notes of the D-flat major melody, between the

first and second statements of the tonic, are sharpened.
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Theoretically, the resulting mode is based on the flat

dominant of G major (see Modes on chromatic degrees, pp. 74 ff):
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Example 101:

h From a tonal viewpoint, all the modes with the same
final can be regarded as modes of the seven major (diatonic)
keys that contain that note - the same set of letter-names
is heard in various diatonic keys, In the following
example, this principle is extended to a non-diatonic key,

the harmonic minor:
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Example 102: Fauré&, 5th Ngbturne,.bb. 19=295

The inner paxts show the use of the same set of letter-
names in C and A-flat harmonic Minors consecutively, The

bass suggests loosely sequential harmony between the phrases,
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while the top part combines modal alteration (through
flattening) and free alteration (mostly involving downward
transposition by one degree), The second phrase“thus
represents a highly complex combination of several
variational techniques, including the application of a
principle of diatonic modality to non-diatonic material.

Most of the passages involving modal alteration are
shorter than the preceding examples, and are based on
alternating chords:
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Example 103: Fauré, '‘lst Impromptu, bbl 44-6(S).
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Example 104a: Fauré, 3rd Nocturﬁe, bb, 52-5,
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Example 104b: Faurég, 3rd Necturne, bb. 63-7,



Here there is little question of two discrete modes -

the attention is focussed on the modal alteration of single

degrees.

The most succinct expression of this procedure

occurs in the final bars of the twelfth Nocturne (bars 95-
107) and the tenth Barcarolle:

’ o
oo i
==k% = LpP - Lo 1 - 1 g . Lo~
- " - . =1 . . a
U 1 T T 1
|
) ~
fas M 5 A, N
5y Bty M ST L Y A b Gy o T iy | e TS B
7 G A 777 A parlo] A 17
= — ! r r A— 7 4 * 7 =
P -1~3: - 4-3-: —~ -+ + o -
X =3 ﬁL -
qrmn':_I# g e I% i :C:R' X

Example 105: Fauré, 10th Barcarolle, bb. 82-8.

Fauré's use of fluctuating degrees again shows his

grasp of the essence of modal thinkingl.

(iv)

Flattening:

the lydian are "flatter"

than our major scalez,

5 e o

Bearing in mind that all the modes except

interesting to note Fauré's fondness for excursions to keys

on the flat side of the home key,.

The flat degrees are

sometimes introduced gradually in the order of the circle
of fifths,

i.e. minor VII, minor III, minor VI etc.:

Wienpahl, in his article "Modality, Monality and

Tonality in the sixteenth and seventeenth centuries";
discusses "the horizontal, modal attitude of the
expressive use of fluctuating intervals"

(p.65) .

The modes can be arranged according to the number of

"sharp" degrees that they contain. 1In the lydian, all

the degrees form the largest possible diatonic interval

with L

i

in the locrian, the smallest.

More simply,

the

modes on B, for instance, can be arranged according to
the number of sharps that they contain:
ionian (5), mixolydian (4), dorian (3), aeolian (2),
phrygian (1) and locrian (0).

lydian (6),
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Example 106: Faur&, 4th Prelude, bg. 28—32.

Instances in the minor key usually start in the
aeolian, with VII, III and VI already flattened:

.Uh poco piu mosso (d-118)
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Example 107: Fauré&, Theme and Variations, 5th Variation,
bb, 1=8.
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Example 108: Fauré, 5th Prelude, bb, 4-8,

In both examples the flat I- through its enharmonic
function as leading note - is used to return swiftly to the
minor key, Both examples hint at modes "flatter" than the
locrian by leading the listener "from alterations associated
with progressively flatter modes to the modes on the raised
subdominant and tonic (see below, and Chapter III (ii)).
The use of root movement in ascending perfect fourths, as
in example 107, is the simplest way in which to introduce
progressive flattening, A more abrupt way is through
parallel movement or sequence in descending major seconds,
as in the first two bars of example 108 (see also bb, 37-9
of the same Prelude), Parallel movement in descending
major seconds occurs as early as the third Nocturne (see

example 93) and forms the basis of the following passage:
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Example 109: Fauré&, 5th Barcarolle, bb, 69-72,
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Abrupt introduction of flat degrees becomes more frequent

in later works, and often seems to evoke a mode:
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Example 113: Faurg, 13th Nocturne, bb, 22-5,
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Example 111: Fauré, 2nd Prelude, bb, 31-2,
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In example 8la - which belongs to .the middle period -
only four degrees are flattened, and the phrygian
connotations are readily apparent, In the next exafnplelr
all the degrees except V are flattenedl, resulting in the
following mode:

- Example 114

This mode is closely related to A minor, and can be

viewed as the mode on the tierce_ﬁe Picardie (see
Chapter III (ii)). Examples 112 and 113 both evoke the

mode on the sharp subdominant,
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Example 115

-

Note that, in both instances, the flat I is treated as
leading note only at the end of the phrase, thereby

distinguishing this mode from the locrian with leading note:
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Example 116

1 IV is not flattened when used to pass between III
and V, but flat IV forms the root of one of the
chords and is therefore more essential to the mode
(compare the two forms of VI in the minor),



III, Extensions of diatonic modality:

(1) Modes of other tonal scales: Fauré extended the

interrelation of modality and nineteenth-century tonality
by applying the modal principles associated with the
diatonic (major) scale to other tonal scales that only

came into use after the modal era. These scales - the
harmonic minor, Durmoll and Molldur® - each contain one

chromatically-altered degree

The harmonic minor: Modes of this scale are rare,

and are usually suggested through the use of the
augmented second and fourth degrees in the ma jor,
The resulting mode is found on VI of the scale,
(cf. example 34):
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Example 117: Fauré, 7th Prelude, bb, 1-4

A hint of the same mode facilitates the transition
from G major to B-~flat major in the second Barcarolle,
The locrian passage, related to G major, evokes another

mode with the same final, related to B-flat minor:

1 There appear to be no English equivalents for these
terms., (See Wegelin 174 and 176).
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Example 118: Fauré, 2nd Barcarolle, bb, 70-5,

-

A cadence in the mode on the fourth degree of the scale
occurs in the Ballade (see example 72), .

Fauré& occasionally bases a mode of a non-diatonic
tonal scale on the diatonic degree that undergoes alteration,
In the case of the harmonic minor, this mode is based on
the minor seventh degree, and stands halfway between a mode
of this scale and the mixolydian of the relative major,
An application of this curious interrelation of modal
(diatonic) principles and chromatic tonality can be seen
in his first work for piano (see example 38), where the

following mode is employed:
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Example 119

Durmoll: Fauré had a predilection for modes of this

scale, probably, as Gervaisl points out, because of the

1 Gervais (p.39) calls this scale "eschelle ad trois
formes", recognising only the modes on I, IV and V,
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wholetone segment that it contains:
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Example 120

In tonal music, this scale, which differs from the
melodic minor only in its descéPding form, is used mainly

melodically in a passing capacﬂ%y:
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Example 121: J.S.Bach, Partita in A minor, Courante,
bb- 5'6»

When used harmonically, the sixth degree almost always
ascends to the leading note, with the harmony moving from

subdominant to dominant function:
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Example 122a and b: J.S,Bach, 2 Chorales, Riemenschneider
187, bb, 5-6 and 267, bb, 5-6.,




Fauré uses the mode on I as dorian with leading note

(cf. examples 4 and 7).

The sixth degree, used harmonically,
does not rise to the leading note, or pass between VII and
V‘

The mode on II (with leading note) is evoked in the

following progression, which leads up to the recapitulation
in the thirteenth Nocturne:
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Example 123

Fauré&, 13th Nocturne, bb,

118-27 (S)

The main section of the fifth Nocturne ends with a

cadence in the mode on III of the Durmoll:
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Example 124: Faurég,

A suggestion of the same mode occurs in

Nocturne:

5th Nocturne,

bb,

65-70 ;
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Example 125: Fauré, 9th Nocturne, bb, 5-6.
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Note particularly the use of the augmented triad on the
first degree of the mode in the last example,

The mode on IV is expressed mostly in some form of
harmonic alternation (see also the last six bars of the

first movement” of the G minor quartet):
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Example 126: Fauré, Ballade, bb. 117-8(5).
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Example }27: Fauré, 3rd Impromptu, bb, 108-12(S).

A clear instance of the mode on VI forms the opening
phrase of the eigth Barcarolle:
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Example 128: Fauré, 8th Barcarolle, bb, 1-4,

The two seventh chords which define the mode in the
above example, ' are reversed in a brief reference to the

mode in the thirteenth Nocturne:

Example 129: Fauré&, 13th-Nocturne, bb, 148-9,

The same wholetone motive features in a passage in
the mode on VII:
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Example 130:; Fauré, 13th Nocturne, bb, 37-9,
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The cadential progression in bars 39-40 evokes the mode
on VI, using the chords of examples 128 and 129, Both the
restatements of the first section of this work are ﬁreceded
by progressions involving modes of the Durmoll scale
(examples 123 and 130)., -

The mode on the minor sixth degree of the Durmoll is
evoked in the eleventh Nocturne:
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Example 131: Fauré&, 11th Nocturne, bb, 18-20,

The final is, strangely enough, a minor triad, creating
enharmonic tension between the augmented II (the leading
note in the relative Durmoll) ‘and the minor III.

Molldur: The Molldur is a major scale with minor VI.
Fauré, like many nineteenth-century composers, used the

mode on I of the Molldur as variant for the major:
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Example 132: Fauré&, 2nd Nocturne, bb, 33-4.




i e

This scale is more obviously non-diatonic than the

Durmoll, as it contains an augmented step, and Fauré rarely
uses modes based on itl, When he does, the effect is quite
startling, as in bars 78~80 of example 5, which are based on
the mode on II. The tonic triad would be diminished, and

is therefore avoided, but the tonal centre is nevertheless
clearly established through the melody and the context.

The following example is based on the mode on III, but employs

the dominant seventh and tierce de Picardie as well, Faurég,

always fond of enharmonic ambiguity, makes a feature offthe

LS

contrast between the diminished IV of the mode and the

tierce (bars 9-10 for instance):
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Example 133: Fauré, llth Bafcarolle, bb, 8-13,

The same ambiguity is heard in a brief excursion to this
mode in the Ballade (see example 77), but the perfect IV is

introduced just before the tierce. Both examples emphasize

the enharmonic functions by followihg;the major III in a

1 Gervais does not mention this scale in her study.




chord on I by the diminished IV, heard as ninth ‘in a chord
based on the minor III, '

As mentioned above, Fauré occasionally bases a mode of
a non-diatonic tonal scale on the diatonic degree that
undergoes alteration, In the case of the Molldur, this mode
is plaéed on the natural submediant:
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Example 134: Fauré, 2nd Nocturne, bb, 44-5.

In the above progression, Fauré exploits the fact that
it is possible to construct an artificial "dominant seventh"
on the third degree of the scale, by interpreting the
minor VI as augmented V (the same enharmonic alteration as

in example 133),

(ii) Modes on chromatic degrees: In the preceding section

we encountered modes on notes foreign to the scale, but

these notes were the 'diatonic "originals" of altered degrees.
Fauré also employs modes based on a chromatic note in a
diatonic scale. This is a logical extention of, rather than
a radical departure from diatonic modality. Consider the
following. The finals of the modes of C major scale form

a series of ascending fifths, if arranged in order of

decreasing “sharpness“l: JEEFRG T G = DO SRS

1 The modes can be arranged according to the number of

"sharp" degrees that they contain, In the lydian, all
the degrees form the largest possible diatonic interval
with I; in the locrian, the smallest, More simply, the

modes on B, for instance, can be arranged according to
the number of sharps that they contain: lydian (6),
ionian (5), mixolydian (4), dorian (3), aeolian {237
phrygian (1) and locrian (0),
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The final of a mode in C major that is "flatgér" than
the locrian would be a perfect fifth above B, on F-sharp.
Similarly, the final of a mode "sharper" -than the lydian
would be on B-flat, etc, The concept of a chromatically-
rooted final chord is an extension of the use of
chromatically altered final chords in, for instance, the
locrian.

Fauré illustrate§ the derivation of the mode on the

flat leading note in the following sequential passage:
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Example 135: Fauré, 9th Barcarolle, bb, 46-9,

It is obvious, in comparing the first bars of each two-
bar phrase, that the second phrase in a diatonic seguence,
a fourth higher, of the first phrase. Had the first phrase
been in any other diatonic mode than.Ehe lydian, the second
phrase automatically would have been one mode "sharper"
(final « perfect fifth lower), However, the diminished
fifth between subdominant and leading note is the point at
which the diatonic system short-circuits the circle of

fifths, jumping from the final of the "sharpest" mode to that of the




"flattest", Thus the second phrase, of which the first bar.

is clearly one mode "sharper" than the preceding phrase,
would have ended in the "flattest" mode, the locrian. To
overcome this problem, Fauré flattens the final of the mode,
making it a perfect fifth below the subdominant. A more
chromatic reference to the mode on the flat leading note

occurs in the fifth Nocturne:
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Example 136: Fauré&, 5th Nocturne, bb. 29-34

Especially noteworthy is the use of the lowered third
in the triad on the final (cf. example 72) and the
enharmonic interplay of this note and the augmented second
degree of the mode. This passage can almost be interpreted
in E-flat minor, the only key to which both the tonic triad
of the relative major (B-flat) and the triad on I of the

mode belong, _
In practice, Fauré rarely goes beyond the first two

raised or lowered degrees as flnalsl. There are the only
chromatic degrees which, if introduced singly, do not .
create augmented seconds in the scale. Theoretically, he

goes as far as is possible, by implying a mode on the
lowered. dominant (see pp. 58-9). ‘The final of the next
"sharper" mode completes the circle of fifths, being

enharmonically equivalent to the final of the "flattest"

1 The expanded table of finals in C major would therefore
read: E-flat B~flat F C G D A E B F-sharp C-sharp,



diatonic mode.

=

The modes on the "flat" side of the locrian are used

more frequently than the "sharp" modes.

This is usually a

product of Fauré's predilection for flattening,

Two instances of the mode on the sharp subdominant have

already been quoted (examples 112 and 113),

Variations contains numerous instances of a gradual

flattening of the minor key.

reached,

there is always a swift return to the tonic triad

The Theme and

When the flat first degree is

via the dominant seventh, using flat I as enharmonic leading

note, which implies the following mode:
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Example 137b; Fauré, Theme and Variations,

bb,

(See also example

3-4,
107) .

9th.Variation,
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In the tenth variation, Fauré evokes the even "flatter"
mode on the raised first degree in the final cadence,
dispensing with the dominant seventh to create one of the

most extraordinary cadences in his oeuvre;
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Example 138: Fauré, Theme and Variations, 10th Variation,
bb., 14-20.

With dominant seventh, it forms the final cadence of
the eleventh Nocturne:
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Example 139: Fauré, 11th Nocturne, bb, 69-72,

A variant of this mode is the mode on the tierce de
Picardie of the minor - the tierce being raised I in the
relative major (see example 111), The following example

from the same work suggests a complex reference to this
mode;
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Example 140: Fauré&, 11th Nocturne, bb, 44-50,

Bar 49 appears to be in F-sharp minor with chromatic
passing notes, but is preceded by B-flat minor (bar 47) and
cadences onto a B-flat minor triad, thus suggesting the
mode on the tierce (A-sharp) of F-sharp minor, However,
the altered degrees in bar 49 are flat II and flat V, and
these notes are used as degrees of the scale in bars 45-6,
implying the locrian.on F-sharp, with dominant seventh,

In retrospect, the last three quavers of bar 49 will

probably sound like a recapitulation of the locrian cadence
on the last three quavers of bar 46, so that the‘cadence-
moves, in both cases, onto the tierce of the locrian on
F-sharp - raised II in the relative major, The mode on the
raised supertonic is four modes "flatter" than the "flattest"

diatonic mode:
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A simple instance of the use of the mode on the tierce,

based on the harmonic minor, can be seen in the 13th

Nocturne: _
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Example -142: Fauré,

13th Nocturne, bb 55-8,

Symmetrical modes:
A symmetrical scale consists of adjacent statements of

a single interval or group of intervals, so that the scale

as a whole has no single tonal centre. Fauré& uses the

following scales in his piano music :

b ]

Tone—cemitone Tone-semitone-cemibone

JY} Wheole-tone.
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1 Gervais mentions only the first two of these scales,




The first two were used by Russian composers from
C,1850, and, although they are essentially atonal, large
fragments of them appear in tonal scales, so that they can

be fitted into a tonal framework:

whole-tone
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Example 144 =

(i) Whole-tone: Fauré was fond of the whole-tone colour and

often emphasizes the whole-tone segments of tonal scales in
his melodies. His free use of the augmented triad is one
of the best-known features of his style, and this triad, as
well as other whole-tone combinations, is sometimes

decorated by a complete whole-tone scale:
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Example 145: Fauré&, Theme and Variations, 10th Variation,
bb. 80~5,
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Example 146; Fauré, 5th Impromptu bb. 4-5,

In both the above cases, the whole-tone passage is
based on the ascending melodic minor with flat II, the
latter being introduced a few bars earlier to cancel any
- : A b
impression of sharp I.

The fifth Impromptu features many complete whole-tone
scales in its melodic line, but, although the root movement

is often whole-tone, the chords are rarely so:

'l .
[OF % las s, — L L .
—"’—i—l—;"-—:—-é"l—w { 'I "r'
¥ v l ‘
nut Al A S N A
' d L) l’hr’ =1 | R | 1 1% o |
f:‘f\% a X SF 1 bd | L s
& o = —4 =
d X ¥ _ b4 7
1 #s #7 7 7
maj: L 5 |V #5 5
(Fal:} ) #’Ifr 141[_*_ ln:# E’.’cc.)

Example 147a: Fauré, 5th Impromptu, bb, 24-28,

1 Fauré's notation is often unorthographic, and of
little value in determining enharmonic identity,
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‘Example 147b:

Fauré, 5th Impromptu, bb, 154-7,

The penultimate example is just a more explicitly

whole-tone statement of the chain of dominant sevenths a

major second apart, of which numerous examples occur in the

piano works,
fifth of each

All the notes of such chains, except for the

dominant seventh (the lease important note of

the chord) belong to one whole-tone scale:
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Example 148; Fauré, 4th Impromptu, bb, 135-9,

In example 147b, the melodic ‘statement of the scale is

harmonized by non-whole-tone chords, but the root movement

is whole-tone,

Progressions involving whole-tone chords

and root movement are rare,
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Example 149: Fauré, 7th Barcarolle, bb, 69-70,
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Example 150:; Fauré&, lst Prelude, bb, 5-6,

but Fauré sometimes uses whole-tone chords with non-whole-
tone root movement:

Example 151: Fauré, 6th Nocturne, bb. 101-2,




The following passage contains both kinds of root-movement,
and also shows the use of diatonic passing notes against
whole-tone chords:
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Example 152: Fauré, 12th Nocturne, bb, 33-4.

Whole-tone chords are tonally ambiguous, but are
defined by their resolutiong, unless the chord of resolution
is in the same mode, in which case the indefiniteness
increases. Fauré appears to have realised that a
completely whole~tone harmonic passage would jar in the
context of his harmonic style, whlch, despite its
aexploitation of tonal ama:gultlea, is never vague and

undirected (2tonal). in the manner of whole-tone mo&alityl

(ii) Tone-semitone: The tone-semitone scale is more useful.
in a tonal style, as it offers four major and four mincr
triads, as well as four dominant sevenths, on notes & minor

L]

third apart. These chordal relationships facilitate

chromatic progressions within a tonal framework:

1 Debussy, for instance, used this mode to -~ in his own
words - "drown the key"., (Gervais 101),




— N3 6

4 .-| i j J\ ®] ] A n
Vi Are % 1 1 AT | A 9 §
i i allf 1A P2 il " htih | 4’ h:ﬂ L:l g
o o F0 C 6y S RS, = 1,
- I { l}! 5 l? W B der BT B,

A~
i

S

T

1 7 Y | P % o = L i
| i BeSW £ s | 4 s 1 4¥
L1 I # g L : : e
; T Ce - R Go Wi
' X))

4
Example 153a: Fauré} 2nd Nocturne, bb. 42-3(5).
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Example 153c: Faurég, 2nd Nocturne, bb, 52-4,

Example 153b is-especially interesting as the complete
scale is used both melocdically and harmonically, The
complete whole-~tone mode is never used as exclusively as
here, ' ‘

Example 29, with its lydian overtones, is another
instance of the use of the diatonic chords within this mode

to suggest shifting tonal/modal centres, A later
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sequential development of this passage is based on a tonal-
progression (VII? - G6) that contains all the notes of the

mode :
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Example 154: Fauré, 6th Nocturne, bb, 106-7,

The German sixth is often associated with the use of
this mode, as it provides all the degrees of the mode that

cannot be found in the diatonic scale:

Gt
Q it m)
WA\ ! s T 0o AP 7
%ﬁ}, e f
] |
2 B h‘lajdl_"

Example 155

1

The principle is exploited as early as the Ballade:
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Example 156a: Fauré&, Ballade, bbl 117-20(S),.
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sequential development of this passage is based on a tonal-

7

progression (VII' - G6) that contains all the notes of the

mode ;
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Example 154: Fauré, 6th Nocturne, bb, 106-7,

The German sixth is often associated with the use of
this mode, as it provides all the degrees of the mode that
cannot be found in the diatonic scale:
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Example 155

1

The principle is exploited as early as the Ballade:
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Example 156a: Fauré&, Ballade, bbl 117-20(S),
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Example 156b: Fauré, Ballade, bb, 242-4,

- ]
L

In the firstfexample, the harmony is not based on the -

mode, but the use of the German sixth facilitates the
melodic use of the mode, without interfering with the modal
tendencies of individual degrees. The f-natural in bar 118,
for instance, is treated as a degree of the mode, not as

the root (e-sharp) of the German sixth. This dichotomy
between tonal and modal function is emphasized in the

second example, based on a German sixth on the leading note,
heard over a tonic pedal foreign to the mode. The
f-natural functions tonally as leading note, but is treated
modally, with e and g as auxilliaries, In both the above
examples, the mode is evoked through the use of auxilliary
notes to tonal harmonies. A more advanced application,
featuring startling linear combinations within the mode

occurs in the second Nocturne (compare example 153);:
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Example 157: Fauré&, 2nd Nocturne, bbi 59-61,
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Example 157(contd.): Fauré&, 2nd Nocturne, bb, 62-3,

the preceding example, an f-sharp pedal,

As in
to the mode, acts as tonal centre (V of the home

extraneous
In the following examples, based on the same

key) .
the mode, the added dominant is incorporated into

version of
the part movement:
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Example 158: Fauré, 10th Nocturne, bb. 6-7, g
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Example 159: Fauré&, 1llth Nocturne, bb, 59-61,




The integration of V is so complete that these
passages can be said to be based on a nine-note mode (see
Unclassified Modes), containing both the minor scale and

the tone-semitone mode:
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Example 160

(iii) Tone-semitone-semitone: There are only a few clear

instances of the use of the tone-semitone-semitone scale -
others probably being obscured by the ease with which Fauré
adapted this scale to his tonal language:
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Example 161: Fauré, 1lst Impromptu, bb, 108-15,
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Example 162;

Fauré,

7th Barcarelle, bb,

TE=BE6
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-In example 161, the use of the mode is based on a
typical post-cadential alternation, employing a dominant
ninth on flat VI (an extention of the German sixth, which
resembles a dominant seventh), which provides all the
degrees of the mode not found in the diatonic scale. It
is interesting to note that both examples use the same
transposition of the scale, but have different finals,
Each transposition of the scale provides 9 possible finals,
but only three different modes, which can be abbreviated
as the t-s-s, s-t-s and s-s-t modes, ?Example 162 is
based on the s-t-s mode, which is established by the
sounding of all the notes in the'first four chords, already
heard earlier in the piece (example 149), The need to
avoid certain notes gives rise to some exXtraordinary
harmonic procedures, such as the non-resolution of the
d-sharp in bar 82, The only note not belonging to the
scale in the last 14 bars of the wofkt 1's the ¢ in bar 79,
Because of this extended use of the mode, one can, with
some legitimacy, find earlier references to the scale in
passages that might otherwise have been regarded as purely

tonal:
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Example 163a: Faur&, 7th Barcarolle, bb. 37-9,
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Example 163b: Fauré&, 7th Barcarolle, bb, 61-4,

The fact that the mode contains a complete whole-tone
scale is exploited in various ways : through melodic whole-
tone segments (example 161), whole-tone root movement

(example 162) and whole-tone chords'(example 1635 .,

Unclassified Modes:

The use of unclassified modes is difficult to trace
in a style that makes such free use of chromaticism in a
tonal context. Most of these modes are based on diatonic
scales with added notes, which become elements of the scale
through frequent and independent usage. '

One of the earliest instances occurs in the fifth

Nocturne, which employs various nine-note modes:
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Example 164a: Fauré, 5th Nocturne, bb, 71-4.
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Example 164b: Fauré&é, 5th Nocturne, bb., 37-44,
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Example~164c: Fauré, 5th Nocturne, bb. 81-4(S).

Mode p, based on the harmonic minor scale, and exposed
melodically earlier in the piece. (example 102, bb, 25-9),
is used for a curious excursion from B-flat minor in. . -
example 164a. It is notable that all the notes of the
mode are treated as being equal, Sharp IV and sharp VII
(the two non-diatonic degrees) are not treated merely as
leading notes to V and I respectively (see example 102) but
actually become flat V and flat I, This independence
explains how Fauré can cadence on a minor triad on the tonic
of the relative major, Overlapping 9-note modes facilitate
rapid transitions from D-flat minor to C-flat Molldur and
back to B-flat minor.

The same freedom can be seen in example 164b, based on

the aeclian with tierce and leading note, where the flat IIX

5

and the flat VII are often treated as sharp degrees, i.e.,
they do not only resolve according to their tonal function
as flattened degrees, but are treated as independent
degrees with numercus possible resolutions,

Mode t is based on the Molldur plus augmented IV and
major VI, and is used to evoke the mode con III of the

harmonic minorl. It is distinguished from this mode

1 The main section of the work ends with a cadence on
III of the (melodic) minor. See example 124,
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through the treatment of c-sharp as d-flat in certain
contexts,

Nine different nine-note modes are employed in the
tenth Nocturne, including the tone-semitone mode with added
dominant (cf. example 160), which in the following .
application closely resembles the melodic minor: .

Example 165: Fauré, 10th Nocturne, bb. 32-4,

In fact, most of the nine-note modal passages mainly
use the chords of one key with occasional (modal)
inflections,

Freer harmonic associations occur in a passage based
on an eight-note mode, consisting of the harmonic mincr

with tierce de Picardie:
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Example 166: Fauré, 10th Nocturne, bb. 19-20,




through the treatment of c-sharp as d-flat in certain
contexts,

Nine different nine-note modes are employed in the
tenth Nocturne, including the tone-semitone mode with added
dominant (cf. example 160), which in the following .
application closely resembles the melodic minor: |
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Example 165: Fauré, 10th Nocturne, bb, 32-4,

In fact, most of the nine-note modal passages mainly
use the chords of one key with occasional (modal)
inflections,

Freer harmonic associations occur in a passage based
on an eight-note mode, consisting of the harmonic minor

with tierce de Picardie:
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Example 166: Fauré, 10th Nocturne, bb. 19-20,
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Example 166 (contd.): Fauré, 10th Nocturne, bb. 21-23.

!

The curious progressions in bars 20 and 22 are based

on a symmetrical mode that contains minor triads a major

third apart:
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Example 167

The middle section of the first Prelude is based

entirely on three closely related eight-note modes:
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Examplé 168 ’

The interrelation of these modes can be seen in the

following table:
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The following extracts show some of the harmonic

exploration of these modes,.

The whole-tone flavour of

modes y and z, both of which contain a whole-tone scale,

is particularly noticeable:
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Example 170b: Fauré, lst Prelude, bb.

22=3,

The coda of the next Prelude is based entirely on

nine-note modes,

except for two instances of the tonal.

dominant at the end of a phrase (a practice often found

in the diatonic modes) ;
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Example 171: Fauré, 2nd Prelude, bb, ‘31-44,

Bars 31-4 are based on the "mode on the tidrce" (see
p, 78), This mode is identical to mode x plus sharp III
(see example 168) and is, in fact, a relative of mode p

(example 164a) :
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Example 172

Bars 35-6 are based on a mode that contains modes Y

and z (the f-sharp before the cadence is part of a dominant
anctlon),
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Example 173

while the mode of bars 37-8 is a relative of mode 9
(example 164a) 3

Example 174-

If one does not take the tierce at the end of the

phrase into acceunt (cf, diatonic medes), the mode of the

last six bars is a transposition of mode p {example 164a):

Example 175
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The completeness of the realization of these modes is
remarkable, In some earlier cases, certain notes of fhe
mode occured only in a non-harmonic capacity, but here each
note is heard as a harmonic constituent at least twice in
every phrase, The coda as a whole uses an eleven-note
which can be regarded as the mode on the tierce of A minor

plus tonal dominant seventh:
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Example 176

A ten—-note mode based on the locrian mode with tonal
dominant triad, is used extensively in the first and final

sections of the thirteenth Nocturne; -
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~-Example 177a: Fauré&, 13th Nocturne, bb. 1-8,.
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Example 177b: Fauré, 13th Nocturne, bb, 19=20.
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Example 177c: Fauré&, 13th Nocturne, bb, 22-6, !
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Example 177d: Faurg&, 13th Nocturne, bb. 148-55,

The- first example treats the mode as aeolian with
leading note and locrian inflections (bb,1-4), then uses a
relative mode of the transposed scale to move from E aeolian
to E dorian.,

The next two examples use mode w on f-sharp to suggest
"the mode on the raised fourth degree" (see p.65).

In example 177a, the penultimate note of the mode
always became the tonal leading note, but here it is also
treated as flat tonic. This is also the case in the last
example (bb. 148-9), where the mode suggest a variety of
other modes including the phrygian (b. 150), the aeolian
(bb. 152-3) and the mode on the sixth degree of the
Durmoll (bb, 148-9), '
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Conclusion

Fauré enriched the vocabulary of music through a complex
integration of modality and tonality, He adapted the diatonic
modes to his purpose by exploring their harmonic possibilities;
by introducing free chromatic alteration, often related to the
key on the final, or even to the relative major; by using
chromatic harmony and/or passing noteé against a modal melody;
by adding notes to the modés themselves, creating 8-, 9-, and
10-note modes; by basing mecdes not on the major scale, but on
other (non-diatonic) tonal scales and by extending the diatonic
system of seven modes through the radical concept of chromatic
finals, X

Passages based on ‘the above practices were incerporated
with unsurpassed ease into a tonal framework that, despite its
complex chromaticism, revealed Fauré's affinitf for modal
practices, such as the aveidance of dom nant anﬁ'leéﬂing—nﬁte
- functions and of (tonal) root movement in fourths; the use of

fluctuating melodic degrees — the essence of modal thinking -

]

both individually and on & more extended scale;  and &

K=K

predilection for flattening, The modal passages are Gftﬁ
ambiguous and very brief - no'more tha n subtl

@ evocations that
enhance the richness of the tonal angucg“,' 8 :
The combination of chromatic and modsal ruce&dreﬂ
facilitates :he'integraticn-nf symmetrical and unniﬁ&gifie&
modes into an idiom that remains Fur Sum;nta,lv *énal} , 1
Fauré's use of medality within a tonal Framawork 1§ not an
attempt to find facile alternatives teltcnality, but rather an
affirmation of his belief in the unifyving force of +the tonal
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