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1. Introduction 
François-Joseph Fétis (1784-1871) was one of the most influential Belgian musicians in 19th 

century France and Belgium. Earlier publications have focused on Fétis’s works and his other 
activities from various perspectives, beginning with Robert Wangermée’s landmark study of 1951. 
Subsequent scholarship focused on Fétis’s theories and philosophies of music. Nichols (1978), Arlin 
(1994, 2000), Ceulemens (1990), and others have treated his theories of music in detail, examining 
their relationship with other contemporary theorists. Fétis’s critical writings have also been 
discussed by Bloom (1972) and others. Regarding his teaching activities, Vanhulst (2008) has 
discussed Fétis’s role as a director and as a teacher of composition at the Royal Conservatory of 
Brussels. Although a recent volume by Campos (2013) brought together the fields of all of these 
previous studies and his own Fétis research, Christensen (2019), ⼤迫 (2019), and others have 
continued to study Fétis from points of view of interdisciplinarity or nationalism etc. In spite of this 
rich bibliography, Fétis’s compositions have not been adequately discussed in recent scholarship. 
This is not because Fétis’s works are unworthy of interest, as the criticism of his lifetime suggests 
that his works received a certain amount of recognition. For example, on 7 January 1865, the 
Journal des débats published the following review of his Sextet, composed in 1812: En voici un 
second qui date de l’année 1812 : c’est un sextuor pour piano à quatre mains, deux violons, alto et 
violoncelle, qui a été admirablement rendu par MM. Th. Ritter et O’Kelly pour le piano, et par MM. 
Alard, Franchomme, Casimir Ney, et Magnin pour les autres instrumens. Quand on se reporte à 
l’époque où cette composition a été écrite, époque où Beethoven n’avait pas dit son dernier mot et où 
il était loin encore de cette domination universelle qu’il exerce aujourd’hui sur l’art instrumental, on 
se demande par quelle puissance d’intuition M. Fétis a pu pressentir des formes aussi développées ». 
(D’Ortigue 1865: [2]) 

The aim of this study is to examine typical elements of Fétis’s style and the meaning of his 
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2 Chikako OSAKO 

works by analyzing the Grand duo pour piano et violon (1821), an early instrumental work by Fétis 
written in the period when he was living in Paris. To this end, the present study is organized in 
three parts. First, I review the work’s background by examining a number of documents related to 
it. Then I examine the characteristics of Fétis’s instrumental works as seen through the music 
criticism of his lifetime. Thirdly and finally, I will analyze the Grand duo pour piano et violon using 
techniques from Fétis’s own musical theory. 

2. What is the Grand duo pour piano et violon ? 
2-1. Background of this Work 

The Grand duo pour piano et violon was published in 1821. Table 1 shows that 1821 was the 
year that Fétis, who had “retired” to Douai since 1816, became a professor at the Paris 
Conservatory. The Various primary sources of the period show only three things related to the 
Grand duo pour piano et violon. First, the work is found among newly published books from a list 
published on 6 January, 1821 (Cercle de la librairie 1821: 499), in accordance with an 1820 law 
(Duvergier 1835: 526)1. Second, the work is listed in the “Duo Works” section of the 1822 French 
Bibliography of Music (Gardeton 1822: 32). These two facts indicate that the Grand duo pour piano 
et violon was indeed published and available in France at that time. Third, this work is dedicated to 
Marquis de Lauriston (Jacques Alexandre Law de Lauriston 1768-1828), a French-born soldier, who 
became Minister of the Interior of France on 20 February 1820. As mentioned at the beginning of 
this article, Fétis was appointed professor at the Paris Conservatory on August 22, 1821, following 
the death of André-Frédéric Eler, in the same year that the Grand duo pour piano et violon was 
published. Considering that Lauriston was appointed Minister of the Interior in 1820 (February 20) 
and that Fétis’s letter to Lauriston (Fétis 2006: 28-29) is preserved, we can suggest that this work 
may be related to Fétis’s appointment at this institution2. 

�

1 On April 1 in 1820, the law about permission of publication. 
2 �Eler passed away in April 21 in 1821. Grand duo pour piano et violon was listed newly published books dated 
January 6 in 1821.
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2-2. Music Criticism on the Grand duo pour piano et violon 
There are no documents or reviews concerning the premiere of the work. As far as my 

research is concerned, there are no detailed studies on the Grand duo pour piano et violon nor of 
the compositional techniques of his instrumental works3. Therefore, as a guideline for analysis, I 
would like to grasp what his instrumental works were like from the criticism of the time. However, 
the specific criticisms of his instrumental works that have survived are almost exclusively those of 
his later works. One characteristic of Fétis’s instrumental works that seems to be common to all of 
these criticisms concerns harmony and modulation. The following three reviews were found to be 
pertinent. The first is an article in the Guide musical dated 27 October 1864. 

Si l’on compare les nouvelles compositions de M. Fétis avec ses œuvres antérieures, on est 
frappé de prime abord de la supériorité relative de ses récents ouvrages. A quoi attribuer cette 
supériorité après ce long silence, sinon aux vives lumières que lui ont apportées ses études 
philosophiques ? S’il en est ainsi, ses compositions doivent offrir le reflet exact de ses théories, et 
il est dès lors important que ces théories soient bien appréciées (Samuel 1864a: [2]). 

From this critique, we can see that Fétis’s later works were considered superior to his earlier 
works, and that one of the reasons for this “supériorité” is attributed to the benefits of his 
reflections of his musical theory to his musical practice. There are two more critiques that mention 
specific features of Fétis’s instrumental later works. The first is an article in the Guide musical 
dated 12 March 1863. 

Il [Fétis’s symphonic work] a comme eux [Haydn’s and Mozart’s works] la pureté de la 
forme, la logique de la facture, l’élégance et le charme du style, toutefois ce n’est que par ces 
côtés, purement esthétiques qu’il est semblable aux grands auteurs du siècle dernier ; (...) Quant 
aux procédés qu’il emploie, ce sont ceux mêmes de l’art moderne. Ainsi il en a adopté les formes 
étendues, les longs développements, les richesses harmoniques, les modulations compliquées, les 
ressources variées de la nouvelle instrumentation (Anon. 1863: [1]). 

Next is a review in the Journal des débats politiques et littéraires dated 7 January 1865. 

M. Fétis père a donné, dans les salons de Pleyel, une soirée de musique instrumentale dans 
laquelle il a fait entendre deux quintettes et un sextuor de sa composition. (...) Ce premier 
morceau est remarquable par la conduite du plan général, la sévère élégance du style, la richesse 
des modulations et le caprice des jeux de rhythme [sic] (D’Ortigue 1865: [2]). 

One of the common characteristics of Fétis’s instrumental works mentioned in these two 
reviews is the complexity and richness of the modulations4. Furthermore, the Guide musical of 3 
November 1864 points out the moderate use of the “omnitonique”5 in Fétis’s modulation theory in 
his instrumental works (Samuel 1864b: [2]). Based on the above, we will analyze Fétis’s usual 

�
3 �Concerning Fétis’s works written in same period, i.e. L’Amant et le mari (1820), we can find critique on premiere in 
Journal des débats politiques et littéraires in 1820 (A*** 1820). Concerning Grand Sextuor, the purpose of composition, 
place of premiere is mentioned (Bibliothèque royale Albert Ier 1972). Concerning critiques on Fétis’s instrumental 
works, we can only see about his later works.

4 �MODULATION. s. f. T. de Musique. Passage d’un ton, d’un mode à un autre, dans le chant ou dans l’harmonie. Une 
suite de modulations. L’ordre des modulations. Préparer une modulation. Il se dit aussi de L’action de moduler le 
chant ou l’harmonie, et de L’effet qui en résulte. Les règles de la modulation. La modulation de cet air est fort 
agréable (L’Institut de France 1835: 216) 

5 See Nichols (1978), Arlin (1994, 2000), Ceulemens (1990). 
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technique in the Grand duo pour piano et violon focusing on its relation to tonality and modulation. 

3. Musical Analysis of the Grand duo pour piano et violon 
3-1. Form 

The Grand duo pour piano et violon is a duo piece for piano and violin in three movements. 
Table 2 shows the key, measure, tempo, and form of each movement. 

Table 2. General information of Grand duo pour piano et violon 

1st movement 2nd movement 3rd movement

Key G major C major G major

Measure 6/8 3/4 2/4

Tempo Allegro Adagio Allegro

Form “Sonata” Form Capricious “Sonata” Form6 Compound Binary Form

Total Measures 
(measure of the highest note) 305 (98) 118 (32) 326 (214)

3-2. Analysis 
In the first and second movements, the first and second subjects are presented respectively. 

The subjects of the first movement are shown in Example 1. In both movements, the first subject is 
shown in the principal key and the second subject written in the genitive key. In the recapitulation, 
both subjects are heard in the principal key. Both of these subjects progress chromatically, but 
there is a contrast in key, dynamics, etc. In this sense, the first and second movements are written 
in the 19th century first movement style, i. e. “Sonata” form7. 

Ex. 1 Subject of First Movement 
1-1 First Subject［mm. 1-11］ 

�
6 There is not a development section. 
7 ボンズ 2018: 52-53, 59
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1-2 Second Subject［mm. 72-80］ 

Analyzing the work from the perspectives of tonality and modulation, Fétis’s usual 
compositional techniques are as follows: it is a method that brings about harmonic diversity within 
tonal unity by using modal changes and “modified” chord changes within the tonal structure based 
on the tonal “ordre” of his theory. 

3-2-1. Outline of the Tonal Structure of the Work 
Figure 1 shows the relationship of the key of the first movement. In Fétis’s theory, the parallel 

key is considered to be a key with different modes (Fétis [1837]: 30). Modes, here actually means 
major and minor scales. The gray area in the figure 1 indicates the key to which the measure 
belongs, and the minor scale is marked in black where the mode has changed. The dots areas are 
short tonal transposition that are considered modulations in Fétis’s theory. The light gray areas are 
not considered modulations in his theory, but are clearly modulations in the contemporary 
understanding of the term. In his treatise 1837, Fétis lists four types of keys to which we can 
proceed at a modulation: genitive, subgenitive, parallel, and parallel to the genitive. Except for the 
several parts of development section of the first movement, modulation in the work is basically 
made by these keys. The parts that could be considered as modulating to a distant key were, for 
example, in the presentation and development sections of the first movement, where modulating 
between keys related by thirds is found. 
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Fig. 1 Relationship of the Key of the First Movement 

In his harmonic theory, Fétis proposed his own system of modulation. This is a step-by-step 
diagram of the historical progress of modulation techniques, starting from the age of plain-chant to 
19th century, i. e. from “ordre unitonique”, “ordre transitonique”, “ordre pluritonique”, and then to the 
“ordre omnitonique”. The modulations in Fétis’s Grand duo pour piano et violon could be 
interpreted based on this “ordre transitonique”, that is a system in which modulations are possible 
via the V7 [dominant seventh] chord and its inversions, or the early “ordre pluritonique”, that is a 
system in which modulations are possible via the minor V9 [dominant nineth] chord and its 
derivative chords. However, there were some passages that could be interpreted as glimpses of a 
later “ordre pluritonique” i.e., a system of possible modulations based on the minor V9 chord and its 
enharmonic derivatives. See Example 2. 

Ex. 2 Modulation by “ordre pluritonique” [3rd movement mm. 157-163] 

In Example 2, there is an alternation between d minor and D major. Then, in measure 159, the 
music rests on E♭8. If we replace the E♭with the D♯, it suggests the first inversion form of V7 or 
V9 in e minor on this note. Then a chord of V9 in e minor is clearly showed, and finally, for a brief 
moment, the key is modulated to e minor, then back to the main key of G major. Fétis describes in 
his theory this method of modulating by an enharmonic single note, using Haydn as an example, 
and describes it as the stage in a “ordre pluritonique”, where harmony is imaginatively 
supplemented by “le sens musical” and it makes the modulation possible. This can be interpreted 
that he used this “pluritonique” technique in the early works. 

�
8 �While in the 3rd movement, modulation from d minor to e minor in mm. 159-160 includes enharmonic E♭=D♯,  
modulation from b minor to a minor in mm. 231-232 includes enharmonic. A♯=H♭, etc. these are rather caused 
by techniques of modulation than instrumentation. 
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3-2-2. Modal Changes 
Example 3 is a technique considered an alternation of modes in Fétis’s theory (Fétis 1844: 91, 

98, Fétis [1837]: 29)9. The entire piece is in D major, but at measure 53, after the first inversion (or 
diminished) chord of V7 in d minor, it resolves to the tonic chord of D major, indicating that the 
major and minor scales are used interchangeably. Such mode alternations can be found throughout 
the work10 and can be considered a favorite technique of Fétis. 

Ex. 3 Modal Changes [1st movement mm. 48-53] 

3-2-3. The Use of “Modified” Chords 
Finally, in terms of chords, the work incorporates chords that Fétis’s theory considered to 

bring diversity within tonal unity (Fétis 1844: 59), that is, chords that have been “modified” from 
their natural chords in Fétis’s theory. In his theory, there are fundamental or natural two types 
chords, i.e., perfect chords and V7 chords, and other chords formed by “modification” of the natural 
chords by prolongation, substitution, or displacement. For example, in Example 4-1, a g minor 
diminished seventh chord is used. This progresses to a G major V7 chord with the modal change 
which we mentioned earlier, and finally terminates with a G major perfect chord. According to 
Fétis’s theory, this diminished seventh chord can only be interpreted as a change in the first 
inversion of the V7 chord, a substitution in the minor scale. Thus, it is an unprepared V9 chord, 
which is thought to have come into use in the late 18th century (モッテ 1980: 160)11. Also, in example 
4-2 is the so-called seventh chord on the II-degree, which Fétis considered to be a chord that could 
exist only by the “modification” of the prolongation of the principal note from the fundamental 
perfect chord to a substitution chord (the V9 chord or its derivative chords) as seen in this example. 
It seems that this chord is used in a manner consistent with Fétis’s theory. Modified natural chords, 
such as in Example 4, were also found throughout the piece. 

Ex. 4 Modified Chords 
4-1. Substitution chords 

�
9  �cf.）Les modulations par les changements de mode d’un même ton sont considérés comme régulière. Elles sont 

fréquemment dans les morceaux dont le ton principal est en mode mineur, beaucoup de ces morceaux se terminent 
dans le mode majeur du même ton. Lorsque ce changement de mode a lieu au milieu d’une phrase, et avant que la 
cadence finale de la basse soit faite, il est d’un effet plus vif et plus piquant（Fétis [1837]: 30）. 

10 �The first movement, mm. 45-46, 116-120, the second movement, mm. 15-18, 34-35, the third movement, mm. 236-
239 etc. 

11 cf.）シャイエ 1968: 59。 
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4-2. Prolongation and Substitution Chords 

4. Conclusion 
Through analyzing the Grand duo pour piano et violon focusing on matters related to 

harmony, tonality, and modulations, we were able to confirm that Fétis used a method of bringing 
diversity of harmony within tonal unity by using modal changes and “modification” chords within 
the basic tonal structure between related tones based on the “ordre transitonique” and “ordre 
pluritonique” of his theory. 

In the critique mentioned at the beginning of this paper, the connection between his theory 
and practice in his later works and his use of the “ordre omnitonique” were also pointed out. My 
analysis show that this was not yet clearly evident in his early works, and that in his later works, 
by developing the modulations, modal changes, and harmony of his early works, he has arrived at 
the final stage of his “quasi omnitonique” or Fétis’s final “ordre” and that it is a rich and complex 
system that is consistent with his theory. This may suggest that Fétis’s “ordre” has been the basis 
for the rich and complex modulations that are consistent with his theory12. 

Finally, we would like to present some future issues related to the chronological position of 
Fétis’s compositional techniques. Today it seems unlikely that Fétis’s use of modulations between 
related and partial third-degree keys, modal changes, and the use of chords such as the unprepared 
V9 were unique and novel to Fétis. These techniques alone suggest a relationship to the Viennese 
classical composers, I would like to compare Fétis’s works with those of other contemporaries, 
including those that we were not able to discuss in this paper, such as rhythm and form, as well as 
those that could be interpreted as not conforming to theory, in order to clarify their unique 
characteristics and position in French-speaking countries. 
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作曲家としての F. -J. フェティス 
フェティス理論から見る《ピアノとヴァイオリンのためのグラン・デュオ》（1821） 

要旨 
本研究の目的は、F. -J. フェティス作曲《ピアノとヴァイオリンのためのグラン・デュオ》に見ら

れる彼の常用的な作曲手法を明らかにし、その意味するところについて読み解くことである。この目
的を遂げるため、1．本作品の背景と、当時の音楽批評に見られるフェティスの器楽作品の特徴を整
理し、2．その音楽批評でフェティス作品の特徴として共通して挙げられていた「和声、調、および
その変化」に着目し、フェティス自身の音楽理論に基づいて同作品を分析する。これらの手続により、
フェティスの音楽理論における「移行主音的システム」・「複主音的システム」内の関係調間での調構
成を基本としつつ、旋法の交替、和音の〈変化〉等を使用するという「調的な統一の中で和声の多様
性をもたらす手法」が、本作品における彼の常用的な手法であったことを指摘したい。


