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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 
semi tone) . 

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!1 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 t:he key from which it 
proceeds and to/which i-t. returns. 

Final The first degree of a mode, 

Harmonic alternation Two chords sounded alternately, e.g. 
IV - V - IV - V. 

I 

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

Perfect triads Triads ~hat ccintain a perfect fifth, i.e. 
major and minor triads, 

Relative modes Modes based on the same transposition of 
the diatonic scale. 

ill indica tes1 schema tic "r,end·i tion of a passage, with only 
the relevant notes represented. 

r . 
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Introduction 

The complete synthesis of the principles of modality and 

tonality is one of the most remarkable features of the harmonic 

style of Gabriel Faure. This survey primarily deals with 

instances of modal usage, and with their integration into the 

tonal framework. 

Faure was not the first composer to introduce modal elements 

into the nineteenth-cenwry harmonic idiom, Probably the most 
r 

inf~uential 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 
. t l mains ream. 

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. Faure's affinity for 

modal harmony can be attribute? partly to his studies at 

Niedermeyer's music school from 1854 to 1865, where a course in 

modal accompaniment was compulsory. Each of the eight Gregorian 

modes were studied individually, with numerous examples. 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 Faure with a 

solid foundation for his own explorations of modality. 

These explorations were mostly designed to integrate 

diatonic modality with chromatic tonality. Faure strove to 

revitalize the modes, re-interpreting them in terms of nineteenth­

century harmonic practice, rather than to exploit them as a 

l He explored the diatonic modes quite boldly, if 
rather clumsily in his own works, referring to them 
as "gam1nes relatives". See his preface to "36 Fugues 
pour le Piano - Forte composees d'apres un nouveau 
systeme" (Vienna, no date). 
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Opus 

41 Barcarolle 2 
42 Barcarolle 3 
44 Barcarolle 4 
59 Valse - caprice 3 
62 ·valse - caprice 4 
63 Nocturne 6 
66 Barcarolle 5 
73 Theme and Variations 
70 Barcarolle 6 
74 Nocturne 7 
84 Pieces breves l - 8 
90 Barcarolle 7 

• 91 Impromptu 4 
96 Barcarolle 8 
97 Nocturne 9 
99 Nocturne 10 

101 Barcarolle 9 
102 Impromptu 5 
103 Preludes l - 9 
104/1 Nocturne 11 
104/2 Barcarolle 10 
105 Barcarolle 11 
106bis Barcarolle 12 
107 Nocturne 12 
116 Barcarolle 13 
119 Nocturne 13 

I. The diatonic modes l 

Composed 

1885 
1885 
1886 
1887-93 
1893-4 
1894 
1894 
1895 
1896 
1898 

1869-1902 
1905 
1905-6 
1906 
1908 
1908 
1909 
1909 
1909-10 
1913 
1913 
1913 
1915 
1915 
1921 
19 21 

(/l 

ro 
0 
0 
::i 
P., 

'"CJ 
ro 
11 
I-'· 
0 
P., 

1-3 
::r 
I-'· 
11 
P., 

'"CJ 
ro 
11 
I-'· 
0 
P., 

(i) Dorian: Saint-Saens, who joined the teaching staff at 

Ecole Niedermeyer in 1860, used the dorian mode in several 

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

and Marche Royale du Lion, from Le Carnaval des Animaux (1886): 

~ 

~- , -r r fr 

Example l: Saint-Saens, Marche Royale du Lion, bb.38-5l(S) 

l For the purpose of this survey, the Ionion mode, being 
identical to the tonal major, is not regarded as modal. 
As Faure pays little attention to ambitii and dominant 
tones, only the authentic forms of the modes are 
discussed, 



[. 
--' 

The passage has a consciously exotic quality 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. 

Faur~ 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. 

G~: y7 (TI x") III* 
7 

JI1 JY 1I* ➔ I 
E_I, olorio-n: I TIC n (yt Jt::7--:,, nr:) 

Example 2 : Faure, Ballade, bb, 48-50. 

The c-natural in bar 49 mc,ty be interpreted as an allusion 

to the lydian on g-flat (the 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: 

Example 3: Faur§, Ballade, bb, 144-6. 
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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: 

7 \77 
I N ~nf·/ rJ:ps-

Example 4: Faure, Ballade, bb. 118-9. 

A more elaborate version of this alternation occurs in 

the ninth Barcarolle (bb. 74-7): 

._, ' t... 

' J~l l l ' ,9~ ~ -,,;, 
l 

~- ; ------ j 
I "'ocl~ on :IT ot Mo\\o.w- ; I EC7 I:.7 :r: Jr7 :r:.7 

' = 
/tr? t ~_, ·-~~ -~-~~ 

~~ ~-l!__It f!~~f 
i,.t. 

I ' 

:r nz:7 ...,_7 
-i... ae.o:J: 

Example 5: Faure, 9th Barcarolle, bb. 73-82. 
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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). Faure's dorian passages rarely form complete 

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: 

~r- ., l-

t i I I v. ---
1----:J-i J~ 

I 
A z _ _I_ 

,Lr_;_ 
1-

0 c\or:ffi.7 :lC m7 a.eo:J: r:rr:.7 m7 

Example 6: Faure, 5th Prelude, bb. 55-9. 

Faure sometimes precedes the final chord in a modal 

passage with its dominant seventh, thereby bringing it 

closer to a tonality1 : 

c;fo'.or: I 7 J[ ]I (Jr) tr' 

Example 7: Faure,_ 7th Nocturne, bb. 8-10. 

l 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. 
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The above combination of a diatonic melody with 

chromatic harmony/accompanying parts is characteristic of 

Faure, 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 texturei 

as in example 7, goes far beyond the alterations of musica 

ficta, and even further beyond Niedermeyer 1 s rules for the 

accompaniment of ~odal melody. Further examples of dorian 
4. 

with leading notd occur in the late period: 

Example 8: Faure, 11th Nocturne, bb. 13-5. 
i. 

B········· ·' ..... : ........ • ...... : - ---

G cl,or-: I n. I 

Example 9: Faure, 13th Nocturne, bb. 109-12. 

"7 JI. 
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The first three bars of example 9 form the second of 

three sequential phrases, which · constitute the climax of 

this piece. It is interesting to not~ 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 h9f that 

the modal character emerges through the harmonic J~e 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 II, 

which precluded the use of the leading note (Novack-87-8}. 

Torial references to the *ode are mostly restricted to the 

Neapolitan sixth-chord, and to the so-called phrygian 

cadence (IV 6-v in the minor}. Nevertheless, pure phrygian 

writing was revived as early as i854, as can be seen in the 

following passage from Berlioz's L'Enfance du Christ: 

till , L. 
,_.._ • I I I I t'J • I If I , 

I 
l -I• I II - I • - I I I I I I . I j I 

/ I,. I I I I I I I I r I 
r I I I I 1,/ I, I I 

0 ,....:;,_ SL - r<. ck!> roie;, ~ 

0 
') . ~ r> 

I I~ ,,,..---...,. 
' 

,. ,f:'\ 
I A I I/ I _JI 

I ' • '- ,,,,,- , I 
_, . /\ \.'I 

I fl .ll' , Pl I I I I I I -I I -· \. V ,, ' c' - '- .,, I I I I I I I r 
c) 111 "'---t} + +.~:it I 

() 

l + t + l ,/-. 
.,j 't:\ I I t- , . I , . • 

I' '\ • I 
, 

l 1• - - , C I ( 
~ I• I VII - .....- '1 - , -/ I, I , . . 

I I I , 
\_ I' , r;, . . ,. ... ~ " 

l.J '-.....__....,- I.) 

G phr: fl lY ]I[ I I 

Example 10: Berlioz, L)Enfance du Christ, Air d'Herode, 
bb, 35-40. 

I 
7 
l 
I 

-. 
r 
I 
I 
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Faure uses the same phrygian progression in the second 

of the Romances sans parol~s (1863), but the ~ajar Ill in 

the chord on the final almost reducid the progression to 

a tonal imperfect cadence. However, the "dominant" triad 

acquires modal significance through the absence of tonic 

harmony, and the fact that the next phrase starts in a 

different ke_y_: _ _ _ 
_.,. 

• ..... I -I - 1 , ; ~""!-

7 + "' ;. -r 
I ---==---- V • I 

I-:jf ·--- ff 7 :r.-f 
.. 

➔ :rt 
Example 11: ~Faure, 2nd Ro~ance 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 

subrnediant of the key of the fourth degree: 

Ex ample 12: . Faure, _ Ballade, bb, 36-8. 
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."(----

'l 
I 7 I¥ 

(:£"" of i. 
4-

Example 13: Fauri, 1st 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: 

. Aphr: JI YII 
(over C red.o.l) 

:r: :r: 

Ex ample 14: Faure, 7th Barcarolle, bb, 28-32. 

. I 
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-----------• -;::: 
-=-=---

cresc. 

i, i 

u-- 7 
A p hr: rJIIr r :r: Jfj"SE. 1iIJr rr III: ~:m:7 ::iri I 

~ ,· ·~ . ~ l 1 ~ 
~~ -• -, ~ * 

.:.._,____~---0- -~ 
--- ··-

-- , 

f 

:::'2::!:¥m,;•~7"f 
- I j . \ - " ~L• i 

( :rr/fil) J: • Cnnliq JZ:j .ill 7 I. ..TIC .:!!I ::r: 

Exam:ele 15: Faure, 9th Barcarolle, bb. 23-6. 

JII7 

Example 16: Faure, 4th Prelude, bb. 47-51. 

The first example, like example l2, 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 Faure, 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. 
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Both these examples avoid the harmonic use of the raised 

third. 

The third example shows a rare excursion to the 

phrygian from the major, with chromaticism used both 

melodically and harmonically, · 

\ 
) 
I ...... 
I I 

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: 

phr~ I :rrr' 

Example 17: Faur~, Bth~arcarolle, bb. j6-8. 

I 

It occurs quite ; 

.r 

Example 18: Faure, 10th Barcarolle, bb. i9-21, 

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 

7 
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"flatter" in an ascending line1 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 entirel~ of such phrases, is quoted in 

example 15. 

The triad on the fifth degree of the phrygian is 

problematic, as it is diminished in its natural form. In 

the following phrase, Faure 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; 

nr m lC 1Zr rr .:C 

Example 19: Faure, Theme and Variations, Theme, bb; 5-6. 

l 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 (2), 
phrygian (l) and locrian (0). 
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The natural seventh chord on the fifth degree is used . 

in some harmonic alternations in the late period: 

f 
J .J J 

.I I 

Example 20: Faure, 11th Nocturne, bb. 4-7. 

.-.­
' 

poco fl poco 

marcafo 

I .n.7 I :v::.7 • JI 

Example 21: Faure, 13th Npct:urne, bb. 46-9. . . 

fl:: 

dimi 

....._ 

I 

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 c and e 

(II, II 7 , V 7 ). 

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 rler lydischen Tonart, from the string 
I 

quartet in A minor, op. 132: 



l 

• 
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!1tt,~vr;;· d 

r - ---::= 
;.,/ t.. :;c,~. p ~~ 

:ir:r~:ci1l1:··~r. n r .Il[.J2:U -~TI;:t")z:r~~~ 

t-JJ 

, 
crr.o.;r. I~ "' 

.., 11- [p~ -.-
::;=:::l= 

,-

~ " I .r-
,, 

-
·-

'lSrn.c.. f=- p 

.lr3[n:7.ir.Irll:1[- ]IT y .r rr Y JI ic Jr.){Jr7:r 
~--- -~ . .L-

..,, ==-- }' 

I" 
...__ .. ,,. ~ 'O I"" .,. V • =J 

Crt:£. --3!- ,, 
- =--

cr,,,..c. "' -..._:_7 lrt =--

'\ 20 cr,,,,c_ V ~ p 

Ji'. :V:I ... ::U:?:xz: I If~ I 

~xample 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 Beethoven restricts himself to the 

notes of the mode (except on the last chord), he rarely 

ventures beyond the most elementary tonal progressions1 

The augmented fourth degree is always heard and resolved 

as part of a dominant furction (v 7 , VII 6 , 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 ~en 

1 The only exceptions being VI-V (first phrase), 
VI-III (third phrase) and v7-Iv6 (fifth phrase) 
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bars: 
Ir\ 

._ A""I Fil rr-r--r - '"' .. • - ; . 'I~ ,• , 
\ - r . , , I -n ~ . , - ~ I J ., r 

. ~ 

'--' -· ~ 
,......,, 

cJ 0-=->"" ~orra. +- . 
i'.m t :1=·~~ _._., r."\ 

I) .A"'1R7 rt- - ,, ,.,. ..,,.. 
.,, .-

~ ~ ., ••• D 
r • ...,~ I I I r n , . 

I • - • _, , _.,,., 
V I . - I cJ _,._ ,-. 

I-# I I I 
r.\ 

:ff ... ,, ,, 
" 

. V - ft 

~ 

~ 
~ 

, . - ~ . 
:: II 

n ;; - I I o · ~ 
' C, 

,.._ · I!, - I ··-,,.,,, ..... ...,, "' 
:: . _, - :: - ,r' , - ., .i. rr • - -r , ... r ..., 

4....._+H. - _:::;'4. \., '--' V 
0 

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

Faure 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: 

a tempo 

.:r: I I 

Example 24: Faure, 1st Romance sans Paroles, bb. 65-69. 

Note especially that IV is not treated as auxiliary to 

V, but to III. Its bein,<J 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 in, the 

last seven bars to contradict the lydian character. 

Several harmonic alternations in the Ballade suggest the 

same mode: 
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Example 25a: Faure, Ballade, bb. 213-4. 

Example 25b: Faure, Ballad~, bb. 22l-2. 

The harmonic patter~ of the last example recurs in the 
-/ late period: 

"": JJ__±:_ 
,-, ;.....r:..-

1 r;::::::r::"'-::$:::;:.. • . .--, 

V I 

~ 
,--,- . 

:r 

Example 26: Faure, 8th Barcarolle, bb. 28-9, 

as 7 does the alternation of I and II seen in examples 23 

and 24 1 albeit in a more involved form: 
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I 

F l<;,d..: :r:? :rr7 I7 I[' j:7 ---~ .nr7 

Example 27: Faure, 10th Barcarolle, bb. 48-51 . 

Ep l'jJ.: X 7 

----1 
.:P.· 

l, ":.c 

.:n:. 7 

Example 28: Faure, 11th Ba-rcarolle, bb. 26-31. 

-l ---

l 

7 The IV -chord is u·sed . in both example 25b and example 

26 to lead away from the final to a remote key on the third 

degree of the mode. Faure uses this versatile chord 

(exploited by Wagner in "Tristan und Isolde") to link two 

lydian modes a minor thiud apart in the · sixth Nocturne: 
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p ---------J 

. 01, 1~-J.: rsr.7 . --.r ·- • - R l~c\: 

------J 

~· 

Example 29: Faure, 6th Ncfoturne, bb. 64-8, 

The chords 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 e xamples, lydian 

passages in the late period are often more extensive than 

those in the earlier. piriods, which are usually defined by 

only two chords. The opening of the seventh of the 

Pieces Breves forms one of the longest lydian passages in 

Faure's oeuvre: 



- .C..l. -

--

r7 _· 

1~-----
Q~~+-==--==--==--==--==--=-=_=::_=-t=_:;;==== _.-_-_------=-:....-=--=--f'--g;--=::-~•~·~------,, 

~~==========t:➔. 

.... 

.!ZI:'+& m 

Example 30: Faure, 7th Piece Breve, bb. l-lO. 

The 8-bar melodic period is entirely lydian, and -

apart from the tonal dominant at the end, which resolves 

onto the tonic through 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. 
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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: 

~ 

V l 
~ g::-:JJJ=r·-= 

{iii-7) i: -(.. 

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

It is perhaps at the opening of the fourth Prelude 

p 

that Faure 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 ~assage, } where 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 

te.nd~ncies: 

AllP-g~eti~ m~dcrato cJ-:::: ~ - ~ 
-----.. ,,,.---

fl 
ur)Y I 

Example 32a; Faure, Prelude, bb. 1~3, 
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Example 32b: Faure, 4th Prelude, bb. 39-42. 

Faure was particularly fond of exploiting the tri­

tonic tension between tonic and raised fourth in the lydian 
5 

formula r 4_ 3 . Although this appoggiatura is especially 

characteristic of his late period, it appears as early as 

the Ballade: 

Example 33: Faure, Ballade, bb, 4-6. 

J) •. J) ~~\ "J i I ,,-... ~ ~ 3 ' - ., 
~ ... ~ -

t I 3 t I 

-y v 
I I 

Ft>~d: 1[ :r:1+ - 3 G~l~J: yf7 I4 - "3, 

Example 34: Faur~, 7th Nocturne, bb, 95-7. 

l "J 
ft f: 

etc_ 
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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= 

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

A lydian appoggiatura over flat I can be seen in 

example 113. The appoggiatura i.s often used against seventh 

chords: 

r 
e..t..c. 

--
., '1#-

v 
1-. ~ .:r: k7 L 7 Oy: "SL ~Lt-> "I'l[lt-"> 

Example 36: Faure, 8th Barcarolle, bb, 58-60. 

/ 

/ 
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Example-37: Faure, 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 Faure'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 

his first work for piano: 
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Example 38: Faure, 1st Romance sans Paroles, bb. 1-8. 

The major VII is used only twice in the 8-bar period: 

as semi tonal appoggia tura in bar _2 and as unaccented 

chromatic passing note in>bar 7l, 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 Romante 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: 
' 

l The passing capacity of the g-natural is implied despite 
its irregular resolution onto e-flat. 
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Example 39: Faure, 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 Pieces Breves hints at the mixolydian 

on c and on B-flat in its second section: 



, ____________ 

·c. n''II X: .:r 
. (B~l~J.: .II. : • 

~ 
·_,:'-: ~ ·- -::r:..7 

:r: :n/ t 
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BPnii)(:.M · . . .. -- ,-- . -
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CYl'\ix: J: 7 l[ ➔ .:r: 

Example 40: Faure, 2nd Piece Breve, bb. 11-16. 

Bars ll-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. 

Faure alternates between the minor and major VII in the 

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

He uses the minor VII melodically as well as harmonically, 

prevefiting its being interpreted as augmented VI. 

The coda of the eleventh Barcarolle also features 

fluctuations of the leading note, 'but the modal character is 
·i--· 

more pronounced: 

- -.- - - --------~---.--

s~fJr YI[7 miX'; m. CJ:) 3ZlC -:rr :TI QI[ 7 I :rr7 

1 L· 

r 
L _¥: 

I Ji .J. f 
.-. 

-- , 

n:.7 
.... ,> 

"J[_7 I ::c 

Examele 42a: Faure I ll·th Barcarolle, bb, 106-13. 
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Faure, 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, Faure uses all the degrees of the scale except 

the seventh, thus avoiding cancellation of the mixolydian 

minor VII. Of special interest is h1s substitution of I 

for VII in the dominant seventh chord (bar 120) 1 . 

l See also examples 7, 28 and 43-5. 
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(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-Saens, were among the first to use 

it as a mode. Like these composers, Faure used this mode 

with greater facility than the others, probably because of 

its closeness to the minor. His first instrumental work in 

a minor key, the C minor Quartet, op. 15, opens in the 

aeolia~, 

t 
g 

C ~o: I. JlI :R 111. 1v I · N. Y~ W JI. T Yo~Y 1Z 
Example 43: Faure, Piano Quartet· in C minor, Allegro 

molto moderato, bb. 1-4. 

as do several of his earliest piano pieces in minor keys: 

p i i i 

A o.eo: J:. :rr1 

Example 44: Faure, ~1st Barcarolle~ bb. 1-4. 
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Exampl'e 45: Faure, 2nd Impromptu, bb . .1-4. 
4. 
[ 

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 on 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, Faure some,itimes ends in the aeolian: 
'/ 

r r·_ 
'v-· 

::2f I 7 M"7 ]I I' M'I 

' ,, 
l 

Example 46: Faure,· 4th Piece Breve, bb. 56-9, 

Ftnll.-

r r F r U• 

JI.-, I 

Example 47: Faure~ 13th Nocturne, bb. 152-5. 
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In both the cited cases, the minor. VII is f~atured 

prominently as the top part of the penultimate chord, and 

ascends to I. Faure 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: 

Example~48: Faure, 4th Prelude, bb. 42-5. 
~- . ' 
'l 

The bold juxtapositioning of the aeolian and major vr 7 

at the return to the major is a striking instance of Faure's 

exploitation of contrasting modal colours. 

He also expioits the contrast between the two forms of 
' ' 

VII - the crucial difference between the natural and harmonic 

minors - with unparalleled audacity: 

➔ I. 

Exampie 49: Faure, B?llade, bb. 142-3. 
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Example 50: Faure, 5th Nocturne, bb. 35-44. 

Epaeo: I 7 yi-q I 7 Jz:#-q I 7 }elf I 
~.I. ow.r:C ; O<Jer.J:. 

Example 51: Faure, 6th Prelude, bb, 25-7. 

The·use of the minor VII against a tonal dominant chord 

occurs in tonal music, bue in ~uch ~ases the note always 

resolves downward. The minor VII in example 49 ascends to 

I, asserting its mqdal character. Faure uses the two forms 

of VII with such freedom in example 50 that they become 

separate elements of the scale (see Unclassified Modes, p.93) ~- -
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Yet, although the minor VII resolves upwards, it is always 

onto the leading note, not directly onto I. The reverse of 

this procedure can be-seen in example 5l. 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 

mi'nor VII uncancelled (compare example 42b} . Interesting 

copi.bina tions of chroma tici_sm and aeolian modality occur in 

the later Barcarolles: 

•. A ' --- I I I ---\ '- I 

-{ 
tJ r ft( f i f r . f r r- t-"I ,, I I -]> 

>-fl- 11![ 
> > a --- >~ >• 

r I !.-,j I ~ LJ-.-J . • - -> --. , 

"Jl q - s 7· r4 A a.eo: I I:tt - '5 Jz:6 - S" 

(E ,.,,, n: ][ 
..., 

I'- .,liJ .nz: 'F r. w: c.- 5' 
'l 

Example 52: Faure, 9th Barcarolle, bb. 40-l. 

I --------- I .... ~ 

I 

• 1L1.GV I r:&W 
:::; I ~ I 

G ~~o: ::C .JEJ • 1rit7• 3ZICW,-5 I 
(Br~j= 1[~Y Ge. .-· I •• r;~- J) 

-

••• .. : " 
"' 

3 

~) 

Example 53: Faure, l2th Baicarolle; bb. lB-20. 

. .. II • ii. -

I 

V 
., ., 
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Example 54: Faure, 13th Barcarolle, bb. 55-8. 

The first bar of example 52 contains both d-sharp and 

d-natural, but no for 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 - off-sharp, Example 53 forms the second of four 

phrases cadencing onto G (see example 63). The cadence 

itself is therefore aeolian, not ~n interrupted cadence in 

B-flat, although the otheh 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 Suckling (p.148), the 

nee-diatonic idiom of S~ravinsky's later works . . 
(vi) . Locrian: Glareancis mentioned this mode in his 

Dodecachordon (15471, but rejected it because it involved a 

diminished fifth above; the final. It rarely occurs in modal 

practice. Faure employs.. it Jess frequently than• the modes 

discussed above1 , but his familiarity with it cannot be 

doubted, as the f~llowing passage clearly shows: 
< 

l Gervais does not mention it in her exhaustive study. 
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poco rit. -- a Tempo ~J· 
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Example 55: Faure, 10th Nocturne, bb. 68-73. 

. . 
·-

pp 

- -

The perfect fifth degree is used only in the triad on 

the final, which would otherwise have been diminished. Any 
. . 

resemblance to a tonic-Gerpan sixth alternation is cancelled 

by the use of diatonic scale figures that incorporate the . 

a-b-flat dyad, expecially the descending figure in bar 71, 

which prevent the perception of the diminished Vas 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: 

Example 56a: Faure, Ballade, bb. 133-5. \...J: 
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- Example 56b: Faure, Ballade, bb. 144-7. 

The first extract follows on a series of perfect 

cadences, which establish t-sharp ~s tonic (bars 122-7), and 

· alternating phrygian cadences onto F-sharp and C (bars 

l27-3ll, which prepare the way for the locrian mode (the only 

mode on F-shaip 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 mode of F-sharp, rather than as the 
• phrygian on B with tonal ; dominant (cf. example l9). 

The locrian allusion in examp~e 56b is slight, but as 

bars l46-7 are obviously a .modal alteration of bars 144-5 

( in C-sharp dor ian} , c-:sharp is perceived . as final in both 

phrases, even though the cbord...- on the final is diminished 

in the second phrase. 

Example 56 sh~s 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: 



.. 
sf 

:r: 

Example 57: Faure, 2nd Barcarolle, bb. 69-74. 
~ 

poco ril. 

➔ B_p 

[ 
The passage ends with a major triad on the final of the 

locrian on F-sharp, but the listener only realises this when 

he hears the locrian III and V acting as enharmonic leading 

notes to their raised versions. 

Faure'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: 

marca/o 

G,tf loc.: .:r: )ZI. ]l :r:. 

Example 58; Faure, 13th Nocturne, bb. 78-80, 

As with the other ;modes, Faure sometimes returns to the 

final via the tbnal dominant, :even ·_though in this case the 

chord is not b_ased . on a diatonic degree: 
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Example 59: Faure, 8th Prelude, bb, 17-20. 

Example 60: Faure, 9th Prelude, bb, 1-3. 

I -

;--~ 

~i -J- -' 
I • . i 
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In both the above exa.;mples, ~ther 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: ·Faure was fond of alternating 

chord~ (as in example 25), and ·the melodic figuration on 

each chord sometimes su9.gests a discrete modality. 

practice can be seen as ~arly as the Ballade: 

.. 
< 

.. ,, 

This 
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Example 61: Faure~ 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 flattening of this degree), 
~- • •. 

Examples of alternatjpn betw~en a key and a mode can be 

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

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

period: 

i 

f .. 

-, 
l 
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Example 62; Faure, 4th Pi~ce Br~ve, bb. 52-5. 

Example 62 is based on the same fluctuation as the 

preceding example, but the sixth degree is used in a more 

essential capac~ty 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: 

t I _ 1 ~ 
: . ~,._ . -
'!:,~ ~ 7' 

I I ! i 

t __ , __ _ 

Gphr:I 
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,~-~ 
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Example 63: Faur~, 12th Barcarolle, bb. 16-23. 

All the above examples are balanced, i.e. the modes 

alternate at regular metrical int~rvals. Examples of free 
~ I.. ... '.· 

fluctuation, going beyond ~he concept of balanced chords or 

chord groups and approaching the practices of musica f~~t~r 

can be seen in some works; 

7 D cte.o: I[ 

.,......, 

f'"~ ;~ •·-
( .r "' 1 !--------'-D 

oeo:- E: JJI.7 dor: n 7 .m..7- T. 7 a.eo: JJ.-7 

Example 64: Faure, 5th Prelude, bb. 49-54. 
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·The seventh Nocturne opens with a complex combination 

of modal alternation and tonal chromaticism: 

VI ~t -
p so,lrnuto ~ 

C:.taeo:I. 6 T 

s 
J 

:r: 4- - 3 a.eo: I7 JI . T7 ][7 

Example 65: Faur€, 7th Nocturne, bb. 1-4. 

The melody uses only the notes of the alternating modes, 

against free chroma tic al ~ration,:·. using all 12 notes, in 
t ., 

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, Faur€ often 

ends modal passages wit~ cadences involving the leading note. 

Nevertheless, modal cadences 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 some t imes used in ffna\ cad~nce~ (cf. examples 46 and 47), 

and in the phrygian. The latter riften take the form of 

last-minute inflexions, perhaps owing something to Chopin: 
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Example 66: Faure, l0th Barcarolle, bb. 5-7. 
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Exam:ele -. 6 7: Chopin, Nocturne in C-sharp minor, Op, 27, 
No. 1, bb. 15-8. 

. 
~; 

..... 
"1 

Chopin employs the 
. 't · 

II against the leading note, minor 

creating a chromatic dissonance prohibited in modal 

practice (Novack 87). Faure 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 Piece Breve. It 

resembles the ending of Alban Berg's Piano Sonata: 

J:: 

Exam:ele 68: Faure, 7th Piece Breve, bb. 5-9. 
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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 is~truly modal and the quartal 

harmony occurs just in pas~ing, Faure 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 
. l • 

parts of Faure's oeuvre, lydian cadences do occur in some 

later : piano works (see also examples 31 and 33): 

l 
BPl'lia,: 1ZIC7 I 7 Jr°"~ 

J .. ~ 
< 

I 
I 

Example 70: Faure, 4th Prelude, bb, 16-7. 

l 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. l , 
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4Example 71: Faure, 5th Prelude, bb. i7-9. 
[ 

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: 

Example 72: Faure, Ballade, bb. 52-3 (S}. 

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 cadence. This cadence can also be 

regarded as being in a mode of B-flat minor (seep, 66), 

Certain mod~l char~cteristics were adopted by Faure in 
• 4 . • 

his tonal cadences. The lflOSt_common cadential bass movement 

in early modal music is II _- I (Apel, 119}, which Faure 
- . 

obtains by inverting the dominant seventh and its substitute 
~ 

( see example 4 2b} : • 
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Example 73: Faure, 8th Nocturne, fbb. 31-2. 

t l t .... \ ..... \ 

I 

Ex ample 74: Faure, 13th Barcarolle, bb. 95-8. 

I 

Cadential descents inL thirds;':- fourths and sixths are 
·1 ., 

also derived from modal practice, but can be obtained through 

the use of the dominant seventh and its substitutes: 

t 
'::r:. 

Ex ample 75; Faure, r 4th Piece Breve, bb. 51-2 . . 
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:r: 
r 

Example 76: Faure, 9th Nocturne, bb. 59-6l. 

-rr. 

However, most of the plagal bass movement (fourth/sixth 

degree to tonic) result from Faure's use of II 7 as 

substitute for IV. This cadence, often cited as being 

characteristic of Faure, is closely related to the II - I 

cadential bass movement mentioned above: 

Example 77: Faure, Balla~e,'bb. 3l-2. . . 

tl 
Example 78: Faure, 9th Prelude, bb. 30-3. 



- 49 -

Jr.7 :r:. 
4. 
[ 

Example 79: Faure, 12th Nocturne, bb. 101-3. 

11. Practices related to modality: 

(i) Avoidance of dominant and leadi ng-note functions: 

Even when writing in the major mode, Faure eschews the 

obsession with the leading note that characterizes so much 

gf nineteenth-century tonality. This practice relates to 

the prejudice, in early modal music, against approaching the 

final from a semitone below (Rees~. 156-7). 
~- ·.--

Faure sometimes avoids melodi-c 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): 

@fiii-4 -1 r JJ1 J l tJ J ; J I tr I' f I'. fl tJ } 1• 
-. 

Example 80: Fau~e, Ballade~ bb. 1-S(S). 
'· ' 

Example a1 ·: Faure, 6th Nocturne, bb. l-3(S). 
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E.vrr\<tj: I ti-~°'or-J °"' Y I 
I . --- - - .. 

Example 82: Faure, 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 rnixolydian} mode, as in 

the above examples. 

When Faure uses the leading '. note melodically, it is 

often resolved downwards, contrary to its tonal tendency: 

.\ 111lante mollo moderalo. 
(5tl= J) 

io:7 r,""'< - • .., - ~ 

·.·xci 
y""'~ :rr TII oFJZ" -

I/ p-+ -+ 
CM. _:,.,,S r 13 
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m?- +fjf•: . 
iz:-7.of:llr - Jrri 
~¾ JZ"7o~ Jr 

I 
Example 83: Faure, 4th Nocturne, bb. l-12 . 

... ~ ,,,---...__ 

I. 

~~ ... 
I 

? • 
'fw. *· . . 

Eymaj: I (r) Q!l) 

'Xw. * 'fro. * 
(Y..7 h - ½3) · T 7- J5" . .III 

'· ' 
Example 84: Faure, 6th Bar,c;;arolle, -bb, 1-5. 

Of the nine m~lodic appearances 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, 
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but rieither 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, 

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

so 

The avoidance of dominant sevenths of the home key at the 

opening of the piece (bars l-7} is characteristic of the 

piano music of this time, and can also ·be 'seen in the third 

Impromptu (bars l-8), the fifth Nocturne (bars 1-29) and 

the second Barcarolle (bars l-171. 

It is akin to the modal procedure where a tonal dominant 

chord occurs onl~ at the end of a modal passage, as in the 

opening section of the ninth Barcarolle (bars 1-14) 1 . In 

example 84, the leading note is used with dominant harmony, 

but nevertheless resolves downward, 

In final cadences, Faure 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 music 2 (see also example 42bl: )~1{ 

G0

r,-,aj : · 4~MooY :C 

. (:ii) 

Example 85: Faure, 2nd Barcarolle, bb. l82-3. 

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

2 Quartal harmony occurs in modal music, see Apel 7ll. 
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poco rit. 

lt~(;- t ~ --E . _ ~~-~ .:r:. 
~ --~- -o -==-· I CC >-- • , --- . 0 . - ..,--

:1[:U ' w l •· ~1 • i --- ~ Ll .t !J r Ll !J r- f" !J -
= - . 

. 
' I 

" 
Sl'lll/ll"t' ,{,i/cp,--- I -;.) rv ( "'9- 17'\ 

t"o.JR: ~ 

+; -- I II y-r 'I 

Example 86: Faure, 

4t.+:! e,horJ. on 'ID:, r 
(Y~) , • 

7th Prelude/ bb. 39-41. 

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

progressions (roots moving in seconds and thirds, rather 

, -Ji 
-~ 
1' 
il 

II -
=:a 

than fourths) in his works. He is especially fond of chains · 

of chords a second apart. These are used either in the 

fauxbourdon manner of the fourteenth and fifteenth centurj_es: 

Be- ne..-cl.i- c..i - rnu<;, -l:e • 

Example 87: School of Worcester (fourteenth century), 
Gloria in excelsis. 

or in·. the free contrapuntal style of later modal composers: 

I i 
' I 

-~-£2. ___ -0-_)_ ·---1---.----------""o----,·---.---6r--· -+J_q ....... __c._1-----.-__ 1_._l~J..J--: 

~nr :n:. .I 

Example 88: Vittoria, 0 auam ~loriosum 
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Examples of the first type occur in their purest form 

in the late works ( see also example l8) : 

Example 89a: Faure, 9th Ba~carolle bb, 10-4. 

,-:::=.1/L.=;=;:::::q- Fj ~ J. I l 

poco poco . crei<c. 17 
"ff_7 

.... \ 

A aeo: ()2) JJI.7 (y) N.7 (11) . C:iIJ 3lI.7 (I.) 
., Gmaj:(Ir) I-, (ID:') ]Zli7~I 

.(~ 
. . 
'-;· 

't J 

Example 89b: Faure, 9th Barcarolle bb, 50-1. 

Faure doesn't appear to use parallel triads in first 

inversion, as in example 87, He uses second inversions 

over a pedal (as in example _89-a and also in the twelfth 

Barcarolle) or chains of seventh chords, In example 89b, 
' , 

the piogression is complicated by a suggestion of root 

movement alternating between desc~nding seconds and 

ascending thirds, which can · also be found in renaissance 

music: 

r 
1 
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I J[ .][" :I. 

Example 90: Palestrina, Adjuro vos. C'"l< q 1. ____,.,, 

Highlt~atic instanc~allel movement, 

involvin~~~vem~nt in seconds J and in alte~nating_. _ 

seconds and thirds, al.so occur (cf. example 71) : 
'"'---~"? \ 

~ ~----~ 
--:J¥~~~-------~ 

~ 
~I 

Cw) I w_ji . ._2[j w!!· 1fNi5-· l[~I 

over_Y _ _ _ _ _ _ _ _ _ ___ _ 

t ~ . 
•• E~co: i -~ -~ hJJ[r ~l?tt5 

cinz:t~ ~~r ii) . .m ][ 
Example 92: Faure, 12th Nocturne, bb. 91-2. 
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Faure sometimes uses parallel harmony in seconds ·against 

a freer part: 

l'.,pres.,iro 

I 
• sl'11:a Prd. 

A\71'Y'r:lj: 12:" . 

Example 93; 
< < . '< < <:. <..:. 

Example ~4; 

l1L Erna.): !:z:. 
Faure<9 3rd Nocturner bb. 44~7. 

1/ 

Faure r .13th Nocturne r .. bb, J.J. ..... 3, . .. 

~ 
~ ...._~...-::,1 ! ,-3;:-:, 
· ~ ~-r-,,.--

Ephr.: I .- J[ Jit • 

Example 95~ Faure, 9th Barcarolle, bb. ~2-3. 

\ . 

Ill. 

Ex~rnples 93 and 9 4 are essential still parallel. In 

the earlier instance, the melodic i'dea embrac es two ,parallel 

chords, but is' r _eally just embroiders them in different 
~- . . 

ways; in the lijtter case;~ the~bass executes the same motion 
\ . 

as the upper parts, but in .rhythmic augmentation. The 
. . 

upper voices id example 95 are entirely independent, 
. r 

foreshadowing pandi'a tonic ism in the audacious simplicity of 

its linear combinations, especially in a later variant of 

the same passage: 
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... 

E phr:I. Jl 

Example 96: Faure, 9th Barcarolle, bb. 54-5. 

As mentioned above, Faure also employs modal 

progressions with freer part movement (cf. example 88): 

:IT 

Example 97: Faure, 2nd Barcarolle, bb. 36-9. 

Exam1;le 98: Fa,ure,' .. 9th Nocturne, bb. 1-2. 

.. . 

. 11 ~· 

5' 
3 

Both triads and seventh chords are used in the first 

example, and all the ~hords except the last are in root 

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

only triads are used, and despite the uncompromising 

4 
1 
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stepwise ascent in root movement, all the parts move freely. ,; 

The chromatic alteration of modal progressions is also 

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

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

in a free contrapuntal style: 

. 7 
fil#S 

# 

3 

a 

Example 99~ Faure, 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,2,v../ 

example 56b) . ~ 11..,...J.. 

A 'modulation' from l°f>crian ~,p lydian yu-i<inv_olve t~,e ~ 
sharpening of all degrees except the final~ A radical i 

I 
I 

application of this principle can be seen in the restatement 

of the first phrase of the sixth Nocturne: \ 

I • f '--" / 
I. l . 1 

~ k' ; • : , • 
[4$ (qr 1¥J. i fi). ,1:t .eliil- ~f \ ~£). 1 14 I I 2 I ~~·:w::::1.. < ~ 

1 I ~ r.• - ' 0 I )-..-0 ('i u.--, rt,,._~ 

k( f 0 c.J rt,- {,,' e.. 2 ~ ,. r •. ;"" ~ l ) l .s._ fo~ ~ (._;..,_, IP l (s l;,~ :•,:vvvt~ (., 4 ' , I j .,., , 1_ J 
•• . . , , ~ -h c."'" ·; J . 

Example 100a and b:~ Faure, 6th Nocturne, bb.1-3 and 8-lO(S). 

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

first and second statements of the tonic, are sharpened. 



59 

Theoretically, the resulting mode is based on the flat 

dominant of G major (see Modes on chromatic degr,~es, _pp. 74 ff.): 

Example 101: 
Q, 
[ 

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 pririciple is extended to a non-diatonic key, 

the harmonic minor: 

3l.7' 

f( . - r·~ r-
FH? m·,n: J!..,. , y7 ·~ • --~ I 

Example 102: Faure, 5th N<?cturne, bb. 19-29. 

The inner pa~ts show the use of the same set of letter­

names in C and A-flat harmonic ~inors consecutively, The 

bass suggests loosely seque_ntial harmony ·between the phrases, 
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while the top part combines modal alteration {throu~h 

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: 

Example 103: Faure, ·1st Impromptu, bbl 44-6 (S) , 

Example 104a: Faure, 3rd Nocturne, bb, 52-5, 
' 

----- -..:~ .. ----..: . ---.._ 
/I. • • 

ExamEle 104b: Faure, 3~d NG~turne, bb. 63-7, 
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Her~ 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: 

~ - -I /""\. "' I" 
'• I• II :J • I , . ,, , . I 0. \\ 0. M O• I 

,/ A ::, . r:, n . M J • l"l n • 1-ifa. A, [J • I.I . 
II I II . I' I u I 

I 

() ' 
• /":\ 

I r,. .... ,.._ "- \. :\. . , . ,, '-1..., r,._ ' '-1 '-f '' 
-./ 

\,f"-f ' " " '-1 '-f ' ... J ...,...., '" ? '1'11'-. ., ,,. l I I -, ... I I I I t" I I I I I I I r I I I I r I I I I 
\. - ,• I 

-
,. I - ,, , I , . I - ll I 

-+- ,-- -+- ..,I. -..1-- -+- + +~ . - - -~ + -i3-:r. I 
. 

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

Faure's use of fluctuating degrees again shows his 

f h f d 1 h • k' l grasp o t e essence o mo a tining . 

(iv) Flattening: Bearing in mind that all the modes except 
2 the lydian are "flatter'' than our major scale , it is 

interesting to note Faure'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.: 

l Wienpahl, in his article "Modality, Monali ty and 
Tonality in the sixteenth and seventeenth centuries"; 
discusses "the horizontal, modal attitude of the 
expressive use of fluctuating intervals" (p,65). 

2 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 sm3.llest. 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 (2), 
phrygian (1) a nd locrian (0). 
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Example 106: Faure, 4th Prelude, 

~ ,- i,5 
•Dip 

•­bb. 28-32. 

Instances in the minor key usually start in the 

aeolian, with VII, III and VI already flattened: 

'. 

Q°ae.o: I 
7i 
>-

JZir.7 

Example 107: Faure, Them~ and Variations, 5th Variation, 
bb . .l-8. 
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r--

T· '7 I T 

:,V ;~ 

~ ,---, 

I 

EP riz:-7 
JI 

> 

., - ~ ;} v 

I 
-- ·b PTt~7 

I b- b::U:\77 ... uq, by~~ .filt, }Z:; r 
Y.. I nz: I 

ExamEle 108: Faure, 5th Prelude, bb. 4-8. 

In both ex@nples 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 9 3} and forms the basis of the following passage: 

Ctl1'./a,.do 

l 
I 

q!I+· .... 

~ - _._Ji 
:·:;;~ t:;;..;i=t 

• ~7 ~- "€:..7 
Ev ma_j:I (fur') k,.W. ( nr;s-) pJZr 

ExamEle 109: Faure, 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: 

="' - -

it - · • - ·· =- - ·- · ··•. 

j) -. 

{ 
,--,,,--__ 
I 

4JIIZ-
.., 

O~m~: I t=>hr: JZ: 3 Jr VV\O.J: .J[ Lt - 3 
-1, 
[ 
Ez9n\Qle 110: Faure, 6th Nocturne, bb. 12-3, 

"'iS" ... 
dolce 

- -:7 
JI[ 

.. 
Example 11.1: Faure, 2nd Prelude, bb_. 31 .... 2. 

< 

~ -::::::::::=---

~xarnple 112: Faure, .11th Nocturne, bb. 40-3, 

:II...., 

Example .113: Faure, 13th Nocturne, bb. 22-5, 
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In example 81a - which belongs to .the middle period -

only four degrees are flattened, and the phrygian 

connotations are readily apparent. In the next example, 
l all the degrees except V are flattened, 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 de Picardie (see 

Chapter III (ii)). Examples 112 and 113 both evoke the 

mode on the sharp subdominant. 

~ Q 0 

0 
0 :t• I I 

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: 

0 0 
0 0 

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), 

/ 
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III. Extensions of diatonic modality: 

(il Modes of other tonal scales: FaQr€ 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 Molldurl - each contain one 

chromatically~altered degree · . 

The harmonic minor: Modes of this scale are rare, 

and are usually suggested through the use of t~e 

augmented second and fourth degrees in the major. 

The resulting mode is found on VI of the scale, 

(cf. example 34): 

I I ~ 

.J 

]I[ p7 7 
JlI~..:..p]th· 

Example 117: Faure, 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: 

l There appear to be no English equivalents for these 
terms. (See Wegelin 174 and l76), 
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Example 118: Faure, 2nd Barcarolle, bb. 70-5. 

A cadence in the mode on the fourth degree of the scale 

occurs in the Ballade (see example 72). 

Faure 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: 

0 . - I 

Example 119 

Durmoll: Faure had a predilection for modes of this 

scale, probably, as Gervais1 points out, because of the 

l Gervais (p.391 calls this scale "eschelle a trois 
formes 11 , recognising only the modes on I, IV and V, 
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wholetone segment that it contains: 

)o 0 ~eJ:! I 
-- - - --- --- -

Example 120 

In tonal music, this scale, which differs from the 

melodic minor only in its desc~nding form, is used mainly 
4. 

melodically in a passing capac~ty: 

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: 

Example 122a and b; J.S.Bach, 2 Chorales, Riemenschneider 
187, bb, 5-6 and 267, bb. 5-6, 
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Faure 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: 

Example 123: Faure, ~3th Nocturne, bb. ll8-27(S). 

The main section of the fifth Nocturne ends with a 

cadence in the mode on III of the ' Durmoll: 

Example 124: Faure, 5th Nocturne, bb, 65-70, 

A suggestion of the same mode occurs in the ninth 

Nocturne: 

-.-. 

Example 125: Faure, 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): 

Example 126: Faure, Ballade, bb. 117-8(5). 

- /, '\ :-7 'l 7 7 (ll:7) G moJe.. on N \.°"";:I Jr I. .I[' I I. 

Example .127: Faure, 3rd Impromptu, bb. 108-12(5). 

A clear instance of the mode on VI forms the opening 

phrase of the eigth Barcarolle: 
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Example 128: Faure, 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: Faure, 13th -Nocturne, bb, 148-9. 

The same wholetone motive features in a passage in 

the mode on VII: 

( 

~i· 
~~~~~~-~~~~t§~f~~brf[~-~·111~11~1~-'-::-,,_[[[[[~ __: :, 

G r,iode. o ri 'ill (D»v: rt~ ~5 (Yr) .Y 7 

Example 130; Fa ure, 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 preceded ­

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: 

Example 131: Faure, 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. 

Faure, like ma ny nineteenth-century composers, used the 

mode on I of the Molldur as variant for the major: 

P-

i -
> q -- - - ~ . 

D V\J: TI Y.. I JZ![.,. I 

>-
~ i 
-1 
- I 

(o r,,~j: ~:LJ.. ~~'l :r: JZI[!77 I..) 

Example 132: Faure, 2nd Nocturne, bb, 33-4. 
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This scale is more obviously non-diatonic than the 

Durmoll, as it contains an augmented step, and Faure rarely 

uses modes based on it1 . When he does, the effect is quite 

startling, as in bars 78~80 of example S, 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. }faure, 

always fond of enharmonic ambiguity, makes a feature of ,the 
[ 

contrast between the diminished IV of the mode and the 

tierce (bars 9-10 for instance}; 

,, 

i 
I-!\: 

--

' 11I. 1\ 

Example 133: Faure, 11th Barcarolle, 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 following ; the major III in a 

l Gervais does not mention this scale in h~r study. 



chord on I by the diminished IV, heard as ninth in a chord 

based on the minor III. 

As mentioned above, Faure 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 placed on the natural submediant: 

Mode_ @ . 110 ° D p. § • II 
. - . -.t~ 0 . . . . ; 

JI 

111.g. 
:> :> 

l~ Ii ;~ 
,B mode oYl llf(M!): ~#/4- VTr7 

crcsr. 

Example 134: Faure, 2nd Nocturne, bb. 44-5. 

In the above progression, Faure 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. 

Faure 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 a,rranged in order of 

decreasing "sharpness 111 F - C - G - D - A - E - B. 

l The modes can be arranged according to the number of 
"sharp 1' 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 (2), 
phrygian (1) and locrian (0). 
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The final of a mode in C major that is "flatter" 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. 

Faure illustrates the derivation of the mode on the 
• 

flat leading note in the following sequential passage: 

i 

Fl_r:(IY:7) .u:7 CTL; .]I' uze> JJI./ .J._ (, IS 

·-=---------
V V 

p· 

i i 

6~ r>icJe <n ~fil :@[) IT 1 (v7) l[ 7 (w: 7 ) rr7 I b 7 

Example 135: Faure, 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 sequence, . 
a fourth higher, of t he first phrase. Had the first phrase 

been in any other diatonic mode than the lydian, the second 

phrase automatically would have been one mode '' sharper 11 

(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" m:x:le to that of the 
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"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, Faur~ flattens the final of the mode, 

~aking it a perfect fifth below the subdominant. A more 

chromatic reference to the mode on the flat leading note 

occurs in the fifth Nocturne: 

= 

-

lH, mod~ on ~w:: Jlr JIL 7 JL7 Ir JZ:~ m.7 y' T.P (JII?s- JZ() 

(Er Min: I Y~fY :r; N I >£7 £ Jl T7 -1f X e}Mo.j, J[ ;s Jl') 

Exam2le 136: Faure, 5th Noc-turne, bb. 29-34. 

Especially noteworthy is the use of the lowered thi rd 

in the triad on the final (cf~ examp le 72) and the 

enharmonic interplay of this note a nd the augme nted second 

degree of the mode. This pas sage can a l most be interpreted 

in E-fl a t minor, the only key to which both the tonic triad 

of the relati ve maj or (B-flat) and the triad on I of the 

mode belong, 

In practice, Faure rarely goe s beyond the first two 

rai s ed o r l owered degrees as finals 1 . There are the ~nly 

chromatic degree s which, if introduced sing ly, do not 

create augmented seconds in the sca le. Theoretically , he 

goes as f ar as is possible , by implying a mode on the 

l owe red dominant (see pp. 58-9). 'The final of the ne xt 

"sharper" mode completes the circ l e of fi f t hs, being 

enharmonically equivalent to the final of the "flattest" 

l The expanded table of finals in C major wou l d the refore 
read: E-flat B~flat F CG DAE BF-sharp C-shar p, 



- 77 -

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 Faure's predilection for flattening, 

Two . instances of the mode on the sharp subdominant have 

already been quoted (examples 112 and 113). The Theme and 

Variations contains numerous instances of a gradual 

flattening of the minor key. When the flat first degree is 

reached, there is always a swift return to the tonic triad 

via the dominant seventh, using flat I as enharmonic leading 

note, which implies ·the following mode: 

c{phr: llr7 

' 
Example 137 a : Faure, Theme and Variations, 

bb . 4-8, 

\oc..: Il7 

if'1 - 'i1 

#It; - 'o 
4 - 3 

4th Variation, 

Example 137b: Faure, Theme and Variations, 9th .Variation, 
bb. 3-4, 

(See also example 107). 
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In the tenth variation, Faure 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: 

-c.~ ~~d~ o~f I: (tI b) JI. 
{D dor:~w.b :r 

JJ[ 

]II 

JZ[ 

}Z) 

mo/to JJ' 
>-

Example 138: Faure, Theme and Variations, 10th Variation, 
bb. 14-20. 

With dominant seventh, it forms the final cadence of 

the eleventh Nocturne: 

~ 

r.,. . 

-ExamEle 139: Faure, 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} . . -~he following example 

from the same work suggests a complex reference to this 

mode; 
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r 

r . . r· il{i"' i*;---·--- ·· i?Ji:-i . 

Y. 7 !1#5" 'SE"' 

V 

.. . 7 

JZI.7 ~ r.,h .... ~n:I 

.rt"' ~J[f- frj' 

Example 140: Faure, 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 tria~, 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 ,ori 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 o f the locrian on 

F-sharp - raised II in the relativ~ major, The mode on the 

r ais ed superto nic is four modes " f latter" than the "flattest" 

diatonic mode: 

/ 

Ex ample 141 : 
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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: 

® i• 0 jl• ' V\oJe. i• 0 _e O f e 
O II 

s ,1 •• ·-· ·---···\;f m~~~~~: I .. 

Jrr_ 

Example-142: Faure, 13th Nocturne, bb 55-8. 

IV. Symmetrical modes: 

A symmetrical stale consists of adjacent statements of 

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

as a whole has no single tonal centre. 

following scales in his piano music1 : 

Faure uses the 

- \ 
Ton'2.-se.w,;t:ovie.- ,;~n,;t:011<2.. 

-e-

Example 143 

l Gervais mentions only the first two of these scales. 
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T~e 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: 

@ Whol,-t:one 

~ I O Po O II 
0 0 0 0 :: 

- o o L [ -e,-0 
. Tone.-se.mitoV'le. 

Example 144_ 

(i) Whole-tone: Faure 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: 

• ---~ 

JI[-#'5" 

Sc.q I<:'..: c* rhr.-with #:IT an~ {f w. ( (. f Me.I. min.) 

:::,.. 

! 
.If----: 

i 

Example 145: Faure, Theme and Varia.tions, 10th Variation, 
bb. 80-5. 
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Example 146; Faure, 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 

impression of sharp Ii. 

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: 

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

l Faure's notation is often unorthographic, and of 
little value in determining enharmonic identity. 

etc.) 
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,. 4 

i 
[ 

I. 

Example 147b: Faure, 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, All the notes of such chains, except for the 

fifth of each dominant seventh (the lease important note of 

the chord} belong to one whole-tone scale: 

. :ja• 
.b .. , 

, C~mqj: ][; 
IJ,1 ~fil~7 b!Ct~ 

J 7 7 ~ ~7 -:y_~ ~ wf.s- ]I{ 1ft Jrps-'7' . -i 
~oot"::>: J.t ct\:- b a. f>< e4f J{{: 

Example 14 8 ; Faure, 4th Impromptu, bb. 135-9. 

In example 147b, the melodic ~tatement 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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Exam}?le 149: Faure, 7th Barcarolle, bb. 69-70. 

Example 150: Faure, 1st Prelude, bb, 5-6, 

but Faure sometimes uses whole-tone chords with non-whole­

tone root moveme nt: 

J 1 

3 

I 
,,L 

1 

Ex ample 151: Faure, 6th Nocturne, bb. 101-2. 

1 • - - . -r-r-#::- . 

-:-=-c . 

~ . , i I 
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The following passage contains both kinds of root-movement, 

a nd also shows the use of diatonic passing notes against 

whole-tone chords: 

poco a poco 

.:rrr ot .:12: ➔ .I 

Example 152: Faure., 12th Nocturne, bb. • 33-4. 

Whole-tone chords are tonally ambiguous, but a:ce 

defined by the ir resolutioris, unless the chord of resolution 

is in the same mode.r in which case the indefiniteness 

increases . Faure appears to have realised that a 

completely whole-tone har:rr:onic passage would jar in the 

context of his harmonic ;-:;tyle 1 which , despite its 

exploita.tion of tonal ambiguities, is ri2ver vague and 

undirected (atonal ) . in the ma·nner of t-rhole-tone moaaJ.i t:y1 

(ii) Tone-semitone: The tone-semitone scale is more cseful . 

in a tonal style, as it offers four major and fc1.1r miner 

triads, as well as four dominant sevenths 1 on notes a minor 

third apart. These chordal relationships facilitata 

chroma tic progressions within cl tonal framework.: 

l Deb ussy, for instance, us ed this mode to - in his own 
words - "drown the key 11 , (Gervais 101} . 
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.. . 

i 
[ 

G Gi 3t~f Jl G ~ ][:+v 
(➔3r) 

Example 153a: Faure, 2nd Nocturne, bb. . . 42-3(S). 

ExamEle 1 53b : Faure, 2nd Nocturne, bb. 48-9. 

GG 
Example 153c: Faure, 2nd Nocturne, 'bb. 52-4. 

Examp le 153b is. especia lly inte.resting as the complete 

scale is used both melodically 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 t he diatonic chords within this mode 

to s uggest shifting tonal/modal centres. A later 
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sequential development of this passage is based on a tonal 

progression (VII 7 - G6l that contains all the notes of the 

mode: 

Em itj : JJl 

Example 154: Faure, 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: 

Example 155 

The principle is exploited as early as the Ballade: 

i§( 6( Gl§f =uu~'' C( GI i fIJJfJJ]I 
6m",n:Y.~ 3Zt ~}:IL .1z:r ~W G~ JE..7 I 

0 m<il' ID: li% 12I: JI.if Ge:, 

Example i~6a; Faure, Ballade, bbl ll7-20(S). 
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sequential development of this passage is based on a tonal · 

progression (Vrr 7 - G6} that contains all the notes of the 

mode: 

Example 154: Faure, 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 b e found in the diatonic scale: 

Example 155 

The principle is exploited as early as the Ballade: 

G I f tLll f fi i I 
I 

Om,il'K liit ]Z[. Xi G(;. 

Example i~6a; Faure, Ballade, b bl ll7-20(S), 
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Example 156b: Faur~, Ballade, bb. 242-4. 

?. 
In the first/example, 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 

• I '1 

tendencies of individual degrees. The £-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, ~ased on a German sixth on the leading note, 

heard over a tonic pedal foreign to the mode. The 

£-natural functions tonally as leading note, but is treated 

modally, withe and gas 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): 

Example 157: Faure, 2nd Nocturne, bb~ 59-61. 
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Example 15r(contd.): Faure, 2nd Nocturne, bb. 62-3. 

As in the preceding example, an f-sharp pedal, 

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

key}. In the following examples, based on the same 

version of the mode, the added dominant is incorporated into 

the part movement: 

r r 
Brnin: ~ 7 fil7 .I. 

Example 158: Faure, 10th Nocturne, bb. 6-7. 

y7 I?- - I 

Example 159: Faure, 11th Nocturne, bb, 59-61, 
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The integration of Vis so complete that these 

passages can be said to be based on a nine-note mode (~ee 

Unclassified Modes}~ containing both · the minor scale and 

the tone-semitone mode: 

Jr'H f [J II 

Example 160 

Example 161: Faure, 1st Impromptu, bb. 108-15. 
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poco rJt. 

T :r: 

E.xamble J.62 Faur~, 7th Barcarol le, bb, 71- 86 , 



•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 t hree different modes, which can be abbreviated 
~ · 

as the t-s-s, s-t-s and s-s-t modes, {Example 162 is 

b a sed 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 extraordinary 

harmonic procedures, such as the non-resolution of the 

d- s har p in bar 82. The only note not belonging to the 

s ca l e i n the last 14 bars of the work, is the c in bar 79. 

Because of this extended use of the mode, one can, with 

some legitimacy, find earlier refer e nces to the scale in 

pas sage s that might otherwise have b een regarded as purely 

tonal : 

Example l63a: Faure, 7th Barc arolle, bb. 37-9, 



' 
']> 

'. ~fie)'. 
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'v 
3 

.J/1.. -~. 

G . TIT 5" - tf 5"' 
h?aJ: ll. 

I -s- - :»:s-

Example 163b: Faure, 7th Barcarolle, bb, 61-4. 

I 
12..-:-------...___ 

)J-

I. 

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 163b). 

V. Unclassified Modes: 

The use of unclass i fied 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 i nstances occurs in the fifth 

Nocturne, which employs various nine-note modes: 
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-- • • • - - I ,P.c . ·- -- '\._ 
crr·sr. t t J . 

, ...... c;~r-L>-+._,,_-+--.~~r--1.,.,._~;,; d 4 ~ ~~g~a§s;ftE[iJi~~~~~~~~~~~·.,_ :;§_g1_ili 

( .. . 2 _ _., 

. ...L -

------------- rJ------- ----------~ 
Example 164a: Faure, 5th Noctur ne , bb. 71-4. 

. ~ 

IT r L 0~0ko\u;~ \.....,.,.____~~~g~~:2'~~~~•~~5g~~E~~~~~ 
~~c,o~o~ 0 , ) 

{ _J; b = 
5 - 12 I ' 1 I ~i- ,. --i· 

}32[~7 yts-I • y 
4--~ 

-----i 
~JI[(;~►1Iflx#-;- • .I - -I[ ~.JI[(,~~m~7:0t~crJ:mt = s ¥"-vr ►i ]I J[7 

Example 164b: Faure, 5th Nocturne, bb, 37-44. 
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o~o§oo~oqo 

i I. 
' Example'l64c: Faure, 5th Nocturne, bb. 81-4(S). 

Mode p, based on the harmonic minor scale, and exposed 

melodically earlier in the piece. (examp l e 102, bb, 25-9), 

is used for a curious exc ursion from B-flat minor in: 

exampl e 164a. I t is notabl e t hat a l l t he notes of the 

mod e ar e t rea ted as being equa l, Sh ar p IV and sharp VII 

( the t wo non-diatoni c degrees ) are not treated merely as 

leading notes t o V a nd I re s pectively (see examp l e 102 ) but 

actually become flat V and flat I . This independence 
0 xr) ·1 -- 1· n­~ J:. ... ct . ::::, how Faur~ can cadence on a minor triad on the toni c 

of the relative major. 

rapid transitjons from D-f l at mino r to C-flat Molldur and 

back t.-, B-f lat minor. 

The same freedom can be seen i n example lf4b , based o~ 

the aeolian with !:_~~.£.'::.~. and leading note , wL{:~re. the f l at III 
' • 

and the fl?!.t VII are of ten treated as sharp degr ees, i.e., 

thi'?y. a.o nc ~ only r esolve according to thei r tona l function 

as Llattei·ed degrees , but are trea t ed as j_ndependent 

degrees with numerous poss i b l e resolu tion s , 

Mode t is b a sed on the Molldtlr p lus augncnt ed I V and 

ma j o r · VI, a nd i s used to evoke the mode on I II o f the 

harmonic minor1 , It is di s tingu ished from th is mode 

l The main section of the work e nd s with a c a dence on 
III of the (me lodic) mi nor. See ex ample 124. 
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t hrough the treatmen t of c-sharp a s d-flat in certain 

contexts, 

Ni ne different nine-note modes a re e mp loyed in the 

tenth Nocturne , including the tone-semitone mode with added 

dominant (cf. example 1 60}, which in the following 

application closely resembles the melodic minor: 

j_J 1 4=:J:-P ~ ~ 
-;-~ ~2~~~ 

II -, .,_ T if ·. -~ ' 
V ]IT_ I 

Example .J.65: Faure, .10th Nocturne , bb. 3 2-4 . 

In fact, mos t of the nine-note modal passages ma~nly 

use t he chords o f o ne key with occasiona l (moda l ) 

inflections, 

Freer harmonic associations occur in a passage based 

011 an ej_gh t-note mode, consisti ng of t he harmonj_c minor 

with ti~rc e de Picardie: 

Emin; Y fN 
Example .166: Faure, .10th Nocturne, bb. 19-20, 
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through the treatment of c-sharp as d-flat in certain 

contexts , 

Nine differen t 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 c l osely resembles the melodic minor: 

Example -165 : Faure, .1 0 t h Nocturne, bb . 32- 4. 

I n fa c t, most of the nine-note modal passage s mainly 

u se t he chords o f o ne k e y wi t h occas iona l (moda l ) 

inflections, 

Freer harmonic associations occur in a passag e based 

011 an ei.gh t-note mod e, co nsis ting of t h e harmon j_c mi nor 

with ti~rc e de Pi cardie: 

JIT~ 
(III) 

Example .166: Faurer .10th Noctur ne, bb . 19-20, 
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I JZ[Y 

Example '16.6 (contd.): Faure, 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: 

Example 167 

The middle section of the first Prelude is based 

entirely on three closely related eight~note modes: 

Example 168 

The i nte rr e la t ion of these modes can be seen in the 

following table: 

Example 169 -



/ 
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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: 

>- >-

- --
• T I ---------- • 

7 

>-

JZJI. 7 01"1 T 

Example 170a: Faure, 1st Prelude bb. l6-7. 

r 
- ~t,T T r I I 
p 

f=;; ~.I ;l 
-e-

(Arna)?: blIT~; ¥.7 b W 177 '.?7 
~ vr t?, -7 

Example l70b: Faure, 1st 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); 

., 

c-.:,.. 
I 

~ 
tMI'-

I~1) 
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'iT 

dolce 

{ 
:::-r==, 

• r-:J__t r~r--:.______ r (#)- . 

>-

]l · ·Jl17 JI.} -. y, # _w\: #rJ~ 

' -l 
dim. 

r------r~r 
' . - ll, 

le~: I tfj .. E Jr~ ·vr7 

Exami,le 17.l: Faure, 2nd Prelude, bb, '31-4 4. 

Bar :; 31-4 are based on the "mode on the tierce" ( see 

p, 7 8} • Thi s mode is identical to mode x plus s harp III 

(see example 168 1 and is, in fact , a relative of mode p 

(example J.64al: 
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Example 172 

Bars 35-6 are based on a mode that cc,ntains modes y 

and z (the f-sharp before the cadence is part of a dominant 

function} 1 

Exa.nmle" .l 7 3 
•-----· -"v -•--

'\-:hilc the mode is a relative of mote o 

E,·ample 174· 

If one does not take the t~erce at the 8nd of the. 

:r•hrase into account (cf. diatonic rn0des) , the mode o'E the 

la.st six bars L, a cransposition of mode p (:extJnple 164a): 

Examole 175 
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The completeness of the realization of these modes is 

remarkable. In some earlier cases, certain notes of the 

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: 

* -::t o o o _lo o o , ;o ' -

Example 176 

II t 

A ten-note mode based on the locrian mode with tonal 

dominant triad, is used extensively in the f irst and final 

sections o f the thirteenth Nocturne: 

Anduntc (d = 63) 

-Example 177a: Faure, 1 3 th Nocturne, bb, 1-8. 
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,~,._I -~ I I ~ 

V . 

- ,~~~~~~ 
b u=-

Am~j?~-J[~ HIT~ W:7 Y.1 N7 1fX-7 
- t3 rMf: ncb7 ~.[[.b" JZ[ 7 

Example 177b: Faure, 13th Nocturne, bb. i9-20. 

Example 177c: Faure, 13th Nocturne, bb, 22-6. 
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Example i77d: Faure, 13th Nocturne, bb. 148-55, 

The- first example treats the mode as aeolian with 

leading note and locrian inflections (bb.l-4), then uses a 

relative mode of the transposed scale to move from E aeolian 

to E dorian. 

The next two examples use mode won f-sharp to suggest 

"the mode on the raised fourth degree 11 ( see p. (, 5 ) . 

In example i77a, the penultimate note of the mode 

always became the tona l leading note, but here it is also 

t r eated as flat tonic. This is also the case in the last 

example (bb, 148-9), where the mode suggest a variety o f 

o ther modes including the phrygian (b. 150), the aeolian 

(bb. i52-3} and the mode on the s ixth degre e of th~ 

Durmo ll (bb, 148-91. 
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Conclusion 

Faure enriched the vocabulary of music through a complex 

integration of modality and tonality. He adapted t h e diatonic 

modes to his purpose by exploring their harmonic possibi!ities; 

by introducing free c hromatic alteration, often related to the 

key on the final, or even to the relative major; by using 

chromatic h a rmony and/or passing notes against a modal melody; 

by adding notes . to the modes t~emselves, creating 8-, 9-, and 

1 0-no te modes ; by basing modes not on the major' scale, bu t on 

other (non-diatonic} ton~l scales and by extending the diatonic 

system o f seven modes .through the radical concept of c hromatic 

finals. 

Passages based on the inccrpcirat.ed 

wi th unsurpassed ea~;e into a tonc.:d. framework tha i.._, despite its 

complex chromaticism, reveaJed F2u:r:e 1 s.2,f:finity for moda l . 

practices, such as the uvo.i'.:lance of oorni.n~:1nt o,nd le.2.ding-note 
.. 

functions and of ( tonal} x oot :m ·>vcmc::Dt • tn f oU!'."ths; the use of 

px cdi lee tio.n .[ t;r f J.a ttcr~i tlt;. 

ambig ... wus and very bTie:f' ••• no ;;:io:•:'r:; th,:cn r,;,_J:,tle LfVo:::atjons tha:t., 

enhance the r ichnes r3 of the \:8;-:.s.l }an9u-29e.., 

• I 

Fa ure 1 s use of modality wtt.1,in a ; __ opal f :·2·,;;-r:~ v;(J:';.:.-k -5.s not &n 

attempt. to fi:1d facile t t lte::·na.t.:ivcr; i:o' tor:.a15.ty , bnt ):·a.tl:e:r: an 

affirmation of his belied: 5n ~:.he u rd.:f-y)ng- fo 2-c ,c, of thE: tonaJ. 

sys Lc~1rL, 

I' 
i 
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