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The romantic piano literature contains three important 

collections of nocturnes. The nocturnes of John Field 

(1782-1837) were the first to appear, and were followed by 

collections from Frederic Chopin (1810-1849) and Gabriel 

Faure (1845-1924). While the relationship of the nocturnes 

of Field to those of Chopin is well documented, the corres-

ponding relationship between Faure and Chopin is not. 

This study contains a detailed examination of this re-

lationship, and shows the precise nature of Chopin's strong 

influence on Faure's early nocturnes, as well as the nature 

of Faure's growth from that influence. Chopin's influence 

was strongest in the area of harmonic language, as Faure 

carried certain of Chopin's techniques to logical extremes. 

Faure also adopted ternary form as the important form for 

the piece from Chopin. Faure's use of this form shows both 

similarities and differences from that found in Chopin. 

Faure's early nocturnes employ the same basic textures as 

Chopin's nocturnes, but Faure's later works abandon this in 

favor of increasingly contrapuntal writing. Chopin's 



influence is weakest in the area of melodic construction, 

as Faure's melodies often show a rigorous motivic construc-

tion which is not found in Chopin. 



Tape recordings of all performances submitted as dis-

sertation requirements are on deposit in the North Texas 

State University Library. 
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THE NOCTURNES OF FREDERIC CHOPIN 

AND GABRIEL FAURE 

The romantic piano literature contains three important 

collections of nocturnes. The noctures of John Field (1782-

1837) were the first to appear, and established the basic 

nature of the piece. They were followed by collections 

from Frederic Chopin (1810-1849) and Gabriel Faure (1845-

1924). While the relationship of the nocturnes of Field to 

those of Chopin is well documented, the corresponding rela-

tionship between Chopin and Faure is not. It is often 

stated that the early nocturnes of Faure show the influence 

of Chopin, while the later, mature works leave that influ-

ence behind, but when this viewpoint appears, it does so 

with little or no detailed evidence concerning the nature 

of that influence. 

Faure's piano works as a whole clearly show that some 

type of influence from Chopin is present. A glance at the 

titles reveals not only nocturnes, but also waltzes, pre-

ludes, impromptus, barcarolles, a ballade, and a mazurka, 

all of which are familiar from the works of Chopin. These 

titles also separate Faure from his French contemporaries, 

who preferred to give their character pieces for piano de-

scriptive titles. Faure never did this. 



But even though there can be little or no doubt that 

Faure was consciously following Chopin in the titling of 

his works, this by no means shows the extent, or even the 

presence, of Chopin's musical influence. A comparative 

study of the nocturnes of the two composers can answer this 

question, and also place the nocturnes of Faure in their 

proper historical context in relation to the work of Field 

and Chopin. 

Field first published pieces bearing the title "noc-

turne" in 1814. He had considered calling them romances 

and some of his nocturnes were actually published under 

both titles."*' They are simple in style, possessing whal 
p 

Liszt called "a perfection of incomparable naivete." 

Antoine Marmontel, a nineteenth-century French pianist and 

teacher, described them in this manner: 

[Field] was the inventor of short, characteristic 
pieces, kinds of reveries, meditations, in which 
the expression of a tender sentiment, sometimes a 
little mannered, is most often accompanied by a 
rippling bass in arpeggios or in broken chords, 
harmonious cradle rockings that support the melo-
dic phrase and animate it with sudden modulations 
but rarely maintain a dialogue with it.3 

^"Patrick Piggot, The Life and Music of John Field 
(Berkeley, 1973), pp. 115-116. 

2 
Franz Liszt, "On John Field's Nocturnes," John Field: 

Eighteen Nocturnes (New York, 1902), p. iv. 
3 
Bernard Gavoty, Frederic Chopin, translated by Martin 

Sokolinsky (New York, 1977), p. 407. 



This describes well the basic nature of the nocturne as es-

tablished by Field. Of the musical materials it says only 

that a melody is accompanied by a bass in arpeggios or 

broken chords, which is very little indeed. But when this 

is combined with the description of the mood, a good pic-

ture of the nocturne emerges. A reflective, meditative 

mood is one of the most important characteristics of the 

nocturne, being achieved through the relatively slow tempo, 

the infrequency of virtuosic writing (aside from melodic 

ornamentation), the lyrical nature of the melodic lines, 

and the consistent nature of the accompaniment patterns. 

Chopin adopted these characteristics for his own noc-

turnes, but went beyond Field in other areas. These areas 

are indicated by Patrick Piggot when he says of Field's 

first nocturne that "the preference for decoration rather 

than development, the lack of contrast and modulation, and 

the extremely simple formal scheme of the piece are all 

4 

typical of Field's mature style." Chopin did follow Field 

in preferring decoration to development, but the frequent 

use of ternary form, the rich harmonic language, and the 

use of strong contrast are new with Chopin. 

Ternary form does appear in Field's nocturnes, but 

only rarely. For Chopin it became the dominant form for 

4 
Patric Piggot, The Life and Music of John Field 

(Berkeley, 1973), p. 116. 



the piece, providing an excellent opportunity for strong 

contrast of mood. In his ternary nocturnes, the outer sec-

tions maintain the essential character and texture of the 

nocturne as adopted from Field, while the middle sections 

provide the contrast. These contrasting passages are often 

violent and agitated, but take other forms as well, such as 

the simple chordal passage of the G Minor Nocturne, Op. 37, 

No. 1. When the opening material returns, it is always al-

tered in some way. Most often this alteration is merely a 

shortening of the section, but at other times the nature of 

the material is transformed. Notable examples of the latter 

are found in the C Minor Nocturne, Op. 48, No. 1, and the 

B Major Nocturne, Op. 62, No. 1. 

Although ternary form became dominant, Chopin never 

abandoned the single-mood nocturne that he inherited from 

Field. These nocturnes are often structured by the alter-

nation of phrases, a device that is also used in the outer 

sections of some of the ternary nocturnes. A comparison 

of three of them, the E-Flat Major Nocturne, Op. 9. No. 2, 

the D-Flat Major Nocturne, Op. 27, No. 2, and the E-Flat 

Major Nocturne, Op. 55, No. 2, also shows very clearly the 

development of Chopin's harmonic language. The more fre-

quent use of secondary dominants, and the faster harmonic 

rhythm, make the earliest of these, the Op. 9, No. 2, har-

monically richer than the nocturnes of Field. Despite 

this, however, it is relatively simple in its key scheme. 



Most of the piece is securely in E-flat major; only twice, 

and rather briefly, does it modulate to the key of the 

dominant. The D-Flat Major Nocturne, Op. 27, No. 2 pre-

sents a richer key scheme, employing the tonal regions of 

vi, ii, i, and ^VI. There is also a greater use of altered 

and non-essential chords. Chord relationships are almost 

always functional, but there are exceptions. One instance 

of this may be found in Example 1: here the chord relation-

ships are governed by the rising chromatic line in the bass. 

The basic progression is the familiar ii-V-I cadence; the 

sonorities between ii and V are not essential to the pro-

gression and cannot be explained by functional relationships. 

The harmonic vocabulary as such of the E-Flat Major 

Nocturne, Op. 55, No. 2, does not contain anything really 

new, but this nocturne does show further development in two 

areas. First, the entire texture, but especially the left 

hand's accompaniment pattern, contains a large number of 

non-harmonic tones, which obscure the basic harmony. In 

addition to this, the harmonic language is compressed; to-

nal regions are implied and left much more quickly than in 

earlier works. As a result, although this nocturne passes 

through many tonal regions, it never really modulates into 

another key. Both of these characteristics are common in 

Chopin's later work. 
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Ex. 1—Chopin Nocturne Op. 27, No. 2, ram. 42-46 

A more detailed examination of Chopin's last nocturne, 

the E Major, Op. 62, No. 2, will illustrate these character-

istics with specific examples. This nocturne is in ternary 

m LcmATV 
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Ex. 2—Chopin Nocturne Op. 62, No. 2, mm. 1-8 

form, and conforms to the basic pattern of contrasting re-

flective and agitated moods. The lyrical opening is in a 



simple style which does not show either of the character-

istics of Chopin's later writing (Example 2). The texture 

is clear, and the harmonic progression contains nothing 

that cannot be found in Chopin's earlier work. This sec-

tion does, however, contain an example of harmonic compres-

sion which is new. The final appearance of the opening 

motive is followed by a sudden shift to the tonal region of 

bVI, which then quickly returns to the original key (Ex-

ample 3). The shift to bVI in itself is not new; this can 

Ex. 3—Chopin Nocturne Op. 62, No. 2, mm. 25-29 

be found as early as Op. 27, No. 2. It is the brief dura-

tion of the shift which cannot be found in Chopin's earlier 

nocturnes. The new tonal region is present only long enough 

to provide a change in color. 

The opening section of this nocturne also contains a 

closing theme which is stylistically different from the 



Ex. 4—Chopin Nocturne Op. 62, No. 2, mm. 32-36 

lyrical opening, and clearly shows the other characteris-

tic of Chopin's later style. Here a texture rich in non-

harmonic tones and non-essential chords embellishes the 

relatively simple I-vi-V/V-V-I chord progression (Example 

4). The contrasting middle section shows this same char-

acteristic in the context of a different texture (Example 5) 

Contrapuntal soprano and bass lines make use of non-

harmonic tones for much of their expressivity, while the 

agitation of the passage is provided by the off-beat chords 

in the inner voices. Once again, the actual chord progres-

sions are relatively simple. 

Twenty-one nocturnes by Chopin are extant. Of these, 

only eighteen were published during his lifetime; the 

others, early works, were published posthumously against 



his wishes. The eighteen nocturnes he published were writ-

ten between the years 1830 and 1846. 

I # * * * ' * 

Ex. 5—Chopin Nocturne Op. 62, No. 2, mm. 40-43 

Gabriel Faure produced thirteen nocturnes, written be-

tween the years 1883 

stylistic grounds into three periods. The first period 

comprises the first 

1883 and 1884. The middle period begins with the sixth 

and 1922. They have been divided on 

ive nocturnes, which were written in 

nocturne, which appeared in 1894, and closes 

nocturne, published 4 s o n e of the Pieces brev 

with the eighth 

es in 1902. 

The final five nocturnes followed singly between the years 

1908 and 1922. 

As stated earlier, it is generally recognized that 

Faure's early nocturnes show the influence of Chopin, an in-

fluence which Faure then outgrew. Aaron Copland, for 

example, has written of Faure's piano works as a whole, 
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The striking resemblance to the nomenclature used 
by Chopin is at once apparent, just as his influ-
ence is plainly evident in several of the early 
works . . . It was with the sixth "Nocturne" that 
Faure first fully emerged from the shadow of the 
great Pole.5 

But common though this viewpoint is, it is never accompanied 

with detailed information concerning the nature of that in-

fluence, or of Faure's growth in relation to that influence. 

Two of Faure's early nocturnes contain close parallels 

with individual nocturnes of Chopin. In both cases, the 

Ex. 6—Chopin Nocturne Op. 62, No. 1, mm. 5-6; Faure 
Nocturne No. 2, mm. 5-6. 

resemblance is in the accompaniment pattern. Faure's sec-

ond nocturne resembles Chopin's Op. 62, No. 1, in its use 

of non-harmonic tones to embellish relatively simple chord 

progressions (Example 6). More immediately noticeable is 

Aaron Copland, "Gabriel Faure, a Neglected Master," 
The Musical Quarterly, X (1924), 579. 
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the similarity in accompaniment patterns in Faure's fourth 

nocturne and Chopin's Op. 9, No. 2 (Example 7). 

¥ t u j t 
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m 

Ex. 7—Chopin Nocturne Op. 9, No. 2, m. 1; Faure Noc-
turne No. 4, mm. 1-2. 

Faure's early nocturnes do show the essential charac-

teristics of the nocturne as established by Field and Chopin. 

The lyrical melody, the slow tempo, the consistent accom-

paniment pattern, and the reflective mood are all present. 

These nocturnes are also in ternary form, although Faure's 

use of this form differs from Chopin in certain areas. 

Chopin places the weight of the form in the outer sections; 

the contrasting middle sections are of shorter or approxi-

mately equal length in relation to the opening section. 

Faure reverses this, often placing the weight of the form 

in the middle section. Perhaps more importantly, in Faure's 

early nocturnes, overlapping of thematic material between 

the outer and middle sections is found in all but the second 
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nocturne, something which never occurs in Chopin. The sense 

of contrast is maintained by transforming the material in 

some way. In the fourth nocturne, the opening melodic ma-

terial returns with only slight alterations, but is given 

an entirely new harmonic and textural setting (Example 8). 

A different procedure is found in the third nocturne, where 

* A 

J? JTI ^ 
C l u w A ' M j i O 

Ex. 8—Faure Nocturne No. 4, mm. 1-2, 40-41. 

a motive taken from the closing cadence of the opening sec-

tion (Example 9a) generates the main theme of the middle 

section (Example 9b). It is perhaps due to this transforma-

tion of material within the middle section that the returns 

of the opening sections are fairly literal. Unlike Chopin, 

Faure retains the structure of these sections in unchanged 

form; in most cases, only small textural changes are made, 

such as writing the melody in octaves, or arpeggiating a 

previously chordal bass. 
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28-35. 
Ex. 9—Faure Nocturne No. 3, a) mm. 22-25, b) mm. 

This developmental aspect of Faure's writing points to 

an important characteristic of his melodic construction: 

even in these early nocturnes it is essentially motivic. A 

good example of this has already been shown in Example 9, 

where a two-measure motive generates an eight-measure phrase, 

This type of melodic construction is found in all of the 

early nocturnes. It is not totally without precedent in 

Chopin. The opening motive of his Nocturne in E Major, Op. 

62, No. 2, plays an important role in the piece, and is 

particularly important in generating the third phrase of 
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Ex. 10—Chopin Nocturne Op. 62, No. 2, mm. 1, 17-21 

the opening section (Example 10). The use of this motive, 

however, is not nearly as rigorous as that found in Faure, 

and Chopin's melodies often do not show this type of moti-

vic construction at all. 

Faure's melodic writing also differs from Chopin's in 

the almost total absence of ornamentation. The preference 

of both Field and Chopin for ornamentation over development 

has already been noted; Faure preferred development. 

The harmonic language of Faure's early nocturnes con-

tains little that is not found in Chopin. Chord relation-

ships are almost always functional, and Faure, like Chopin, 

makes extensive use of secondary dominants. The harmonic 

language of the early nocturnes differs from Chopin only in 

its occasionally richer use of chromatic non-harmonic tones 

and non-essential chords. A good example of this may be 

found in the middle section of the third nocturne, where 
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the relatively simple I-V/V-V-I progression is expanded and 

enriched by the presence of chromatic appoggiatura chords 

(Example 11). 

Ex. 11—Faure Nocturne No. 3, mm. 36-43 

Thus the influence of Chopin is to be found in every 

aspect of Faure's early nocturnes. This influence is 

strongest in Faure's harmonic language, which is separated 

from Chopin primarily in its use of more chromatic non-

harmonic tones and non-essential chords. This is a logical 

development from Chopin, for one of the important 
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characteristics of his later writing was a richer use of 

these elements. 

Faure also adopts ternary form, yet with important dif-

ferences from Chopin. As in Chopin, the essential character 

of the nocturne is found in the outer sections, with some 

type of contrast in the middle sections. But Faure alters 

the balance of the structure by giving more weight to the 

middle sections. He also develops thematic or motivic ma-

terial taken from the opening sections within the middle 

sections; this thematic overlapping is not found in Chopin. 

Faure's melodic construction shows the least influence 

of Chopin. The rigorously motivic construction employed by 

Faure is never present in Chopin, although similar proce-

dures applied less rigorously are occasionally to be found. 

Faure's sixth nocturne is clearly distinguishable on 

stylistic grounds from the early works, but this difference 

results from development, in directions indicated by the 

early nocturnes, rather than any clear change in direction. 

Thus the influence of Chopin is still very much present. 

Parallels exist between Faure's sixth nocturne and Chopin's 

Op. 27, No. 2, both of which are in D^flat major. The 

opening themes of both are noticeably similar in contour 

(Example 12). Faure's emphasis on chromatic mediant key 

relationships, especially in the region of bVI, may also 

have been suggested by Chopin's employment of this region 

in his Op. 27, No. 2 nocturne. 
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Ex. 12—Chopin Nocturne Op. 27, No. 2, m. 2; Faure 
Nocturne No. 6, m. 1. 

Faure's use of ternary form in his sixth and seventh 

nocturnes is also closer to Chopin than in the early noc-

turnes. Both nocturnes contain three clearly differentiated 

themes; two are introduced in the opening section, while the 

third is introduced in the contrasting middle section. The-

matic overlapping between sections is still present, but it 

is only the second of the opening section's themes which re-

appears within the middle section. Although thematic over-

lapping is never found in Chopin, the use of three clearly 

defined ideas is present, most notably in both of the noc-

turnes of Op. 62. 

The overall structure of both of these nocturnes also 

more nearly resembles Chopin. Faure now places the weight 

of the structure in the opening section, and, as a result, 

no longer repeats the opening section in such a literal man-

ner . 

The eighth nocturne, due to its inclusion in the Pieces 

braves, is of necessity smaller in scope, and reverts to the 

single-mood type of nocturne. But although it differs in 
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structure from the sixth and seventh nocturnes, its harmonic 

language clearly places it in Faure's middle period. 

In these middle-period nocturnes Faure also begins to 

abandon the strictly motivic melodic construction which is 

m m W m 

E 

Ex. 13—Faure Nocturne No. 6, mm. 1-3 

so frequent in the early nocturnes. This type of construc-

tion is still to be found, as in the opening of the sixth 

nocturne (Example 13). Even this example, however, differs 

from the early nocturnes in lacking the overly symmetrical 

structure which often results from the recurring rhythm of 

the motive. In this example, a motive which implies a 2/2 

meter appears within the context of a 3/2 meter; the resul-

tant conflict breaks down any tendency toward extreme sym-

metry . 

At other times motivic melodic construction is simply 

not present at all, as in the opening of the seventh nocturne 
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(Example 14). The opening of this nocturne is also impor-

tant in that it marks Faure's first break from the tradi-

tional texture of the nocturne. In the early nocturnes 

rr it * iMtT I 
% ~~ **• 1 

Ex. 14—Faure Nocturne No. 7, mm. 1-2 

* 

Faure follows Field and Chopin in using some type of arpeg-

giated or bass-chord accompaniment pattern. Faure abandons 

this in favor of increasingly contrapuntal textures, yet 

he does so without denying the essential nature of the noc-

turne. The seventh nocturne illustrates this; lyrical 

melody, consistent accompaniment pattern, and slow tempo 

are still present, but are achieved with new musical materi-

als . 

The harmonic language of the middle-period nocturnes 

is largely an enrichment and development of that of the 

early nocturnes. It is typically late romantic in its high 

degree of chromaticism, and in its promotion of harmonic am-

biguity. Secondary dominants are still prominent, but they 

frequently resolve to non-diatonic chords (Example 15), thus 

contributing both chromaticism and tonal ambiguity. Secon-

dary dominants often resolve deceptively as well; Example 16, 
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Ex. 15—Faure Nocturne No. 7, mm. 28-31 

Ex. 16—Faure Nocturne No. 7, m. 11 

taken from the seventh nocturne, shows a passage in which 

considerable instability results from a chain of deceptive 

resolutions. 

The use of chromatic non-harmonic tones and non-

essential chords also becomes richer in the middle-period 

nocturnes. This is amply illustrated in Examples 14 and 15. 

The seventh nocturne also contains the remarkable cadence 
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shown in Example 17, where the resolution of V/V to V is de-

layed by two non-essential chords. 

U m £ & § 

Ex. 17—Faure Nocturne No. 7, ram. 33-34 

Chord relationships in the middle-period nocturnes are 

usually functional, but Faure begins to experiment with non-

functional relationships as well. This is important, for 

Faure's later harmonic innovations lie in the area of chord 

relations rather than vocabulary. Faure's harmonic vocabu-

lary, that is, the actual vertical sonorities used, contains 

nothing that cannot be found in Chopin. Faure's harmonic 

syntax, on the other hand, is very innovative, although it 

also is a logical development of certain techniques found 

in Chopin. 

As noted earlier, there is an emphasis on chromatic 

mediant key relationships in Faure's sixth nocturne. The 

middle section of the nocturne contains a passage where 

this becomes not a contrast of two key areas, but simply a 

non-functional chord progression (Example 18). Chopin had 

contrasted two key areas in a short space of time to pro-

vide color; Faure carries this a step further and simply 
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Ex. 18—Faure Nocturne No. 6, mm. 65-66 

contrasts the two sonorities, without implying any shift in 

tonal center. 

The middle-period nocturnes also show an increased use 

of non-dominant, common-tone resolutions of major-minor 

seventh chords. A good example of this is found near the 

beginning of the seventh nocturne in a passage somewhat ob-

scured by non-harmonic tones (Example 19). Here the 

' U l ) 

Ex. 19—Faure Nocturne No. 7, m. 3 

resolution is controlled by the common-tone C-sharp. Such 

non-dominant resolutions, however, remain infrequent; major-

minor seventh chords usually function as dominants. 

Such non-dominant resolutions are not without prece-

dent in Chopin, although they occur in Chopin's nocturnes 

only in passages where linear considerations control the 
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progression. An illustration of such a passage has been 

given above in Example 1. Passages such as this, in which 

a chromatic ascent or descent in the bass controls the pro-

gression, are much rarer in Faure than in Chopin, but one 

is found in Faure's sixth nocture (Example 20). 

Ex. 20—Faure Nocturne No. 6, mm. 126-128 

It is apparent that the middle-period nocturnes show 

as much influence of Chopin as the earlier works. Faure 

does abandon the traditional texture of the nocturne in his 

seventh nocturne, although without abandoning the essential 

character of the piece. Both the sixth and seventh noc-

turnes, however, are much closer in their use of ternary to 

Chopin than are the early nocturnes, and their harmonic 

language proves to be a direct development from Chopin. If 

Faure has emerged "from the shadow of the great Pole" in 
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these works, he has done so by reaching his maturity as a 

composer, and not by escaping the influence of Chopin. 

Faure's late nocturnes depart radically in several 

areas from his earlier work. This is true even in the area 

of mood, where the final nocturnes take on an air of tragedy 

that is not present in the earlier pieces. The keys of the 

nocturnes imply this: of the early- and middle-period noc-

turnes, all but the seventh are in major keys, whereas all 

five of the late nocturnes are in minor keys. Faure makes 

this tragic mood explicit in the eleventh nocturne, which 

i§ ^ ?le|y written jfl m m y gf f i I e Q | 

Faure's friend Pierre Lalo. 

The late nocturnes abandon the long melodies which had 

been characteristic in the nocturnes of Field and Chopin, 
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as well as in the early nocturnes of Faure himself. In 

their place are found short, terse ideas which are often 

fragmented into even smaller motives. The opening of the 

eleventh nocturne illustrates this; its opening is frag-

mented into three motives (labelled in Example 21) which 

are developed throughout the piece. At times this develop-

ment consists of allowing one of the motives to generate a 

longer phrase. This is the role of motive c in Example 22. 

The development may also consist of re-combining and trans-

forming the motives, as in Example 23. 

i 

Ex. 22—Faure Nocturne No. 11, mm. 12-15 

Ex. 23—Faure Nocturne No. 11, mm. 47-48 
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A strict use of sequence is one of the chief character-

istics of the late nocturnes to emerge from this develop-

mental type of writing. Example 24 illustrates this with a 

Ex. 24—Faure Nocturne No. 11, mm. 27-34 

passage taken from the eleventh nocturne. Sequence is ex-

tremely important in all of the late nocturnes, yet it is 

only occasionally found in the earlier works. 

Faure also abandons sectional form in nocturnes nine, 

ten, and eleven, returning to the single-mood type of noc-

turne. The form of these works is dictated by the phrase 

structure. Faure worked out the techniques of his new mo-

tivic style in these nocturnes, then in his final two 

nocturnes applied them to sectional form. The twelfth noc-

turne is in a five-part form which is unique among Faure's 

nocturnes, but the thirteenth nocturne returns to the 
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three-subject ternary form which Faure developed in his 

middle-period nocturnes. 

As in those earlier works, in the thirteenth nocturne 

two of the subjects are presented in the opening section, 

while the third first appears in the contrasting middle 

section. Each of these subjects is reduced to a small mo-

tive. All three motives are subjected to strict sequences 

in the contrasting middle section, both singly and in com-

bination. All three also appear at the conclusion of the 

piece. 

The contrast between the outer and middle sections in 

this piece is provided entirely by the texture. The open-

ing twenty-two measures are written strictly in four parts, 

a contrapuntal texture which often returns (Example 25). 

Ex. 25—Faure Nocturne No. 13, mm. 1-4 

This type of contrapuntal writing is typical of all of 

Faure's late nocturnes. 

The contrasting middle section of the thirteenth noc-

turne establishes a texture of arpeggiated chords which, 

with only slight modifications, is maintained throughout 
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the section, and which results in a violent and agitated 

mood. Here more than in any other nocturne, Faure follows 

Chopin in contrasting reflective outer sections with an agi-

tated middle section. 

The harmonic language of Faure's late nocturnes empha-

sizes those aspects of his earlier harmonic language which 

led to ambiguity. Harmonic compression and increased am-

biguity through non-harmonic tones and non-essential chords, 

both of which are characteristics of Chopin's later style, 

are carried to their logical extreme. The excerpt from the 

thirteenth nocturne shown in Example 26 is best understood, 

t * t f 

Ex. 26—Faure Nocturne No. 13, mm. 13-16 

when stripped to its essentials, as a series of chromatic 

mediant relationships. It cannot be satisfactorily ex-

plained by a functional analysis. This progression is the 
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logical result of the consistent compression of chromatic 

mediant key shifts which has taken place through the works 

of both Chopin and Faure. 

Many other factors contribute to harmonic ambiguity in 

these late nocturnes, including consistent root movement by 

second and third, cadential root movement by third, descep-

tive resolutions of secondary dominants, and frequent non-

dominant resolutions of major-minor seventh chords. All of 

these techniques are found in Faure's middle-period noc-

turnes, but they occur with much greater frequency in the 

late works. Despite this ambiguous harmonic language, how-

ever, overall key schemes are well-defined and not unusual 

in their key relationships. In the thirteenth nocturne, 

for example, the important tonal areas are v and vi. The 

tonic/dominant relationship is largely reserved for con-

firming key areas at important cadences. 

Secondary dominants are relatively infrequent in the 

late works, but they do play an important role in the modu-

latory sequences. These sequences add to the instability 

of the harmonic language, due to the rapid shifts in tonal 

centers. 

This harmonic language is a logical development not 

only from Faure's earlier works, but also from Chopin. The 

harmonic compression of Chopin's later style is further 

compressed. Chopin's extensive use of non-harmonic tones 

and non-essential chords becomes still more frequent and 
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more richly chromatic. Enharmonic key shifts are compressed 

into enharmonic chord progressions. Deceptive resolutions 

of secondary dominants, and non-dominant resolutions of 

major-minor seventh chords, both of which occur in Chopin 

only at rare moments of harmonic instability, become a com-

mon part of Faure1s harmonic syntax. It would be incorrect 

to say that these techniques show the influence of Chopin, 

but they do show a logical growth from that influence. 

The motivic nature of the thematic material, on the 

other hand, is a development from Faure's early work with-

out any real antecedent in the work of Chopin. In Faure's 

early nocturnes, long melodies are constructed from a single, 

short motive. In his late nocturnes, he reduces his thema-

tic material to the motive alone, which is often further 

fragmented. This tendency toward fragmentation is found in 

much of the music contemporary with Faure's late nocturnes, 

especially in the late works of Debussy. 

Generalizations about the form of the late nocturnes 

are made impossible by the variety of the forms used. The 

monothematicism of nocturnes nine, ten, and eleven is not 

entirely without precedent in Chopin; Faure's eleventh noc-

turne shows many similarities of structure with Chopin's 

Op. 55, No. 2. The five-part form of Faure's twelfth noc-

turne also compares with the similar structure of Chopin's 

Nocturne in G Major, Op. 37, No. 2. But it is in his final 
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nocturne that Faure returns to the ternary form most fre-

quently used by both Chopin and Faure. 

Chopin clearly influenced Faure!s early nocturnes, and 

Faure's later development of the nocturne never entirely 

leaves that influence behind. Chopin's influence is most 

apparent in the harmonic language, which Faure developed in 

directions indicated by the work of Chopin. It is also pre-

sent in Faure's use of form, as he adopted, with some modi-

fications, the ternary form which Chopin had brought to the 

nocturne. Faure's early nocturnes also show the influence 

of Chopin in their texture and long melodic lines; it was 

this influence which Faure later discarded, replacing the 

melody and accompaniment texture with increasingly contra-

puntal writing, and replacing long melodies with brief 

mot ives. 

Although Faure abandons the traditional texture of the 

nocturne, he does not abandon its essential nature. The 

lyrical melodies are shortened to motives, the consistent 

accompaniment pattern becomes a consistently contrapuntal 

texture, while the slow tempo and reflective mood remain. 

Faure's nocturnes thus stand, not as mere imitators, but as 

worthy successors to the earlier work of Field and Chopin. 
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