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 CD 1 Timing 64’12’’ 
 

Deux premières compositions (1835) 
The two earliest pieces for piano 

1 Esquisse N°1    00’51” 
2 Esquisse N°2     01’04” 
 

Grande Sonata op. 10 (1835) 
3 Larghetto - Allegro moderato       08’42” 
4 Andante moderato  02’25” 
5 Rondo. Allegro vivace 02’24” 
 
6 Eglogue (Hirten Gedicht) op. 3 (1842)   17’27” 
 
7 Premier Grand Caprice op. 5 (1843)                     15’33” 
 
8 Ballade op. 9 (1844) 15’43” 
 

 

PATRICK DHEUR concert pianist composer 

 

His career as a concert pianist took off at the end of his studies at the Royal Conservatory of Liège 

(Belgium), his hometown. He won various competitions and international awards, including first prize in 

the Szymanowski Competition. Selected by Leon Fleisher, he studied with him in Baltimore. The United 

States became a privileged place for his activities.  

Currently he leads an international career as a concert pianist and composer with more than 20 tours in the 

USA and an emblematic concert at Carnegie Hall in New York in November 2016. He performs through-

out China, Japan, Russia, Italy, France, Norway, Austria, Germany, Africa, South America... 

He is invited as a soloist with many orchestras (the Scottish Chamber Orchestra, the Moscow Soloists, the 

National Orchestra of Belgium, the Philharmonic Orchestras of Liege, Grenoble, Hong Kong, Jerusalem, 

the Springfield Symphony, the Norfolk Symphony, the Orchestra “G. Enesco” Orchestra of Bucharest, the 

Wiener Sinfonietta, La Camerata de Lausanne, the Royal Chamber Orchestra of Wallonia, the Symphony 

orchestra of the Royal opera house of Liège among others). 

He collaborates with the greatest artists in Belgium and on the international scene (the composer Alfred 

Schnittke, Frank Braley, Pierre Amoyal, José van Dam, Yuri Bashmet, Irina Tseitlin, Lola Bobesco, 

Ronald Van Spaendonck, Gergely Madaras, Roger Salander...) and regularly sits on the jury of internation-

al competitions. 

At the same time, his discography is growing and his catalog includes 20 CDs to date. 

His activity as a performer is coupled with an intense creative activity. His production as a composer 

includes about forty opuses (symphonic works, for piano, chamber music, concertos, a Cantata, 

melodies...). 

Finally, Patrick DHEUR is the author of two literary works: “Composer avec le monde. Sept notes pour 

se comprendre” (Editions Snel) is dedicated to his vision of musical composition and “La musique du bout 

des doigts”, evoking the life of a concert performer today (Editions Luc Pire). The latter book has been 

translated into Chinese, in support of his Asian tours. 

A monograph was dedicated to the artist under the title “Le piano dans l’âme” (Edition de la Province de 

Liège) written by José Brouwers, playwright, writer and actor. 

Honorary citizen of the City of Liège, his native city, he invests himself in the preservation  and the devel-

opment of the musical heritage of Liège, in particular through his mission as Curator of the Grétry 

Museum and through his numerous recordings in connection with the music and the museum collections 

of Liège. Patrick Dheur is Commissioner of the City of Liège for the commemoration of the bicentenary 

of the birth of César Franck. 

 

All information about Patrick Dheur is available on the website http://dheur.org
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CD 2                   Timing      55’10” 
 

Trois petits riens op. 16 (unpublished) (1844)  
Three little things op. 16 

1 Duettino 03’49’’ 
2 Valse 02’02’’ 
3 Le songe 04’57’’ 
 

16 short selected pieces for harmonium (1858-1863) 
4 Chant de la Creuse 00’55’’ 
5 Poco lento  00’56” 
6 Andantino quasi allegretto 01’22’’ 
7 Chant béarnais  00’51’’ 
8 Prélude pour l’Ave Maris Stella 01’07’’ 
9 Canon                                     00’39’’ 
10 Poco allegro  00’46’’ 
11 Poco allegretto    01’01’’ 
12 Noël angevin   00’58’’ 
13 Poco maestoso    01’13’’ 
14 Allegretto amabile 00’55’’ 
15 Allegretto moderato  01’00’’ 
16 Lento     01’22’’ 
17 Allegretto 00’32’’ 
18 Canon  00’50’’ 
19 Poco allegro 00’51’’ 
 
20 Prélude, Fugue and variation op. 18  (1860-1862) 11’16’’ 

Transcription by Harold Bauer 
 
21 Les plaintes d’une poupée (1864)  01’58’’ 
 
22 « Les Djinns » poème symphonique pour piano et orchestre (1884)   

Allegro  molto 12’59’’  
Patrick Dheur, piano. Orchestre de l’Opéra Royal de Wallonie.  
Roger Rossel, direction 

 
23 Danse lente (1865)  02’40’’ 

the principal key, after a fresh development of the two themes, to blend in colors expressively softened with 

the elements of the Aria - finally to close gently in a sort of evaporation of the melody which seems to wing 

forth into space.  

 

It is difficult to decide which of these two works is the more beautiful; but it may be unhesitatingly affirmed 

that they have given a new flight to piano composition, which was degenerating into a futile virtuosity. 
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CD 3   Timing       58’12’’ 
 
 
1 « Variations symphoniques » pour piano et orchestre (1885)      16’26” 

Poco Allegro - Poco piu lento - Allegretto quasi andante - Allegro ma non troppo 
Patrick Dheur, piano  Orchestre de l’Opéra Royal de Wallonie  
Roger Rossel, direction 

 
2 Prélude, Choral et Fugue (1884)   18’38” 
 
3 Prélude, Aria et Finale   23’07” 

 
 

After an interlude which leads us from Eb minor to B minor (the principal key), the Fugue unfolds its suc-

cessive sections which are subjected to development, and then the design and the rhythm of the concluding 

phrase of the Prelude are brought back. Soon the rhythm alone persists, to accompany a restatement of the 

theme of the Chorale; later the subject of the Fugue itself enters in the principal key, in such fashion that the 

three chief components of the entire work are combined in a superb and triumphant peroration.  

 

The most important of the musical themes, and the one which binds together the various portions of the work 

and gives it such admirable unity, is without question the Subject of the Fugue. This is first encountered in 

the second page of the Prelude in a form which is truly a trifle rudimentary, but none the less entirely recog-

nizable.  

 

It is obvious that in the interpretation of this brilliant climax it is the Subject of the Fugue which should be 

brought into high relief by the performer; for it may be said that it is the key to the entire work, appearing 

throughout at regular intervals, only to rise at the close to the fullness of its victorious stature. 

 

PRELUDE, ARIA AND FINALE  FOR PIANO (1885-1886) 

dedicated to Madame Bordes-Pêne 
Very different from the work analyzed above is the construction of this one, which brings to the sonata form 

the same elements of growth as the preceding composition supplied to the prelude with fugue. 

 

 In the work now being considered the Prelude has for its theme an extended section, consisting of four peri-

ods, an astounding and extended flight of inspiration. It is repeated in the relative key toward the middle of 

the composition and reappears in E major (the principal key) at the end, but slightly modified. 

 

One may recognize here the Andante from the sonata adapted to the Prelude of a suite. The Aria, which is on 

the contrary borrowed from the suite-form where it functions like the Andante in a sonata, discloses and 

repeats a noble and calm melody which moves from Ab major to Ab minor, enclosed between a short intro-

duction and a concluding passage which serves to establish the succeeding Finale. 

 

 The last number presents all the framework of the sonata form, with this exception, that the principal tonality 

does not make its appearance until the reexposition of the second theme. Then it is maintained without mod-

ulation until the close. The effect of radiant light produced by the return of this tonality is as though it had 

laboriously emerged a conqueror through a long series of tonal gradations, marvellously managed.  

 

After the classic development of the themes, the Aria makes a quiet reappearance, without its enfolding fi-

guration, in Db major. Then, as a counterpart, the beautiful melody of the Prelude instals itself vigorously in 
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Patrick Dheur 
p i a n o  

 
Orchestre de l’Opéra Royal de Wallonie  

Roger Rossel  
c o n d u c t o r  

Recording: Luc Baiwir and René Fourré for RCP. Salle Philharmonique de Liège (Belgium) 
Photo cover: Charles-Hamilton Smith "View of Liege around 1814" 

Copyright: © City of Liège - Grand Curtius 

the clavichord by Bach, Haydn and Mozart, and through the sonatas of Beethoven had won its patent of nobil-

ity, was destined, musically speaking, to a sterile decadence. For though great artists ~-specialists of the key-

board had brought manual dexterity and ingenuity to the point of perfection; though Schumann, in order to 

express his thought through genial little pieces, evolved a style rich in novel colorings and intimate tonal gra-

dations; though Liszt, demolishing with a stroke of his wing the scaffolding of classic technique, endowed 

the instrument with hitherto undreamed of combinations, and gave to virtuosity a final flight; still there had 

been no genius who had brought actually new art material to add to the Beethovenian structure.  

 

The sonata form, that splendid and logical outcome of the symphonics development begun in the seventeenth 

century, had progressed not at all beyond the giant strides made by Beethoven in Op. 106 and Op. I10, and 

in the quartets, Op. 127 and Op. 132. Whether through indifference, timidity or a lack of architectural skill, 

neither Mendelssohn, Schubert nor Weber, Schumann, Chopin, Liszt, nor even Brahms, had dared to make 

any innovations in that form of composition. There is nothing more awkward than the 

sonatas of Schumann and of Chopin, unless it be those of Grieg; and, in short, if the technique and the mate-

rial side of piano composition had become absolutely transcendental, the musical content it-self had strongly 

degenerated, and it is a truism that all forms which do not exhibit any progress end in atrophy and ultimate 

disappearance.  

 

The important movement started in France by the Société Nationale de Musique had brought forth but a few 

interesting works for piano alone, as its efforts were directed mainly toward orchestra and chamber music. 

Thus, it was that César Franck, struck by the poverty of serious compositions in this genre, de- voted himself 

with a zeal that was wholly youthful, in spite of his sixty years, to the search for an adaptation of time-hon-

oured forms to the mod- ern piano technique - a search which resulted in some noteworthy modifications of 

those forms.  

 

Having originally the intention of writing a prelude and fugue for piano after the style of those by Bach, the 

idea soon occurred to him of binding these two parts together by a chorale, and thus creating an entirely orig-

inal form in which nothing should be left haphazard but wherein all the material without exception should 

contribute harmoniously to the beauty and solidarity of the entire structure.  

 

The Prelude is cast in the historic mould of the classical Suite. A simple theme is announced in the tonic, then 

in the dominant, and the piece concludes with a phrase that completes the ex-position of the theme. 

 

The Chorale is in three periods, shifting from Ep minor to C minor, and presents two distinct elements: a 

beautifully expressive phrase which presages the subject of the Fugue, and the Chorale proper, whose three 

melodic sections are superposed with incomparable majesty.  
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THE DJINNS for piano and orchestra (1884) 

In the collection “Les Orientales” of Victor Hugo César FRANCK chooses the Djinns.The poem suggests in 

a striking way the nocturnal flight of the Djinns, the spirits of the air of the Arab mythology, sometimes ben-

eficial, sometimes maleficent 

The rhythmic cadence of this curious poem bends to the perfect figure of the rhombus, following a metrical 

progression that widens and narrows. It is precisely this shape that Franck translated into the structure of the 

symphonic poem by building up and down the nuances from ppp to FFF and back to ppp. 

He placed the instrument in the orchestra, considering it both as an additional timbre and as a character 

involved in the musical action. The critics praised the new conception and found much pleasure in listening 

to the symphonic poem. 

 

DANSE LENTE, in F minor.(1885) 

In 1885 and 1886 the journal «Le Gaulois” published two music albums, for which it solicited contributions 

of unpublished pieces from contemporary composers of varying excellence. The second of these albums con-

sisted of a collection of dances for piano. It was at the request of M. L. de Fourcaud, who was in charge of 

editing these collections, that Franck wrote this easy little piece, so charming and so characteristic. Today it 

is almost impossible to find it, for the album of “Le Gaulois” for 1886 printed but a small edition, which was 

entirely exhausted; and it was never deposited either with the Bibliothèque Nationale or with the Library of 

the Conservatoire. 

 

THE SYMPHONIC VARIATIONS for piano and orchestra. (1885) 

To thank Louis Joseph Diémer, a pianist and composer (Paris 1843-1919) for playing the piano at the pre-

miere of Djinns, Franck promised this student of Marmontel to compose for him “a little thing for piano and 

orchestra”. Thus was born a pure masterpiece: the Variations symphoniques begun in Azilles and finished in 

Paris on October 2, 1885. This work is closer to the symphonic poem than to the concerto and its classical 

dialogue between piano and orchestra. Franck develops here the formula he had inaugurated with the Djinns: 

the piano participates fully in the development of the work in terms of architecture, color and rhythm. 

The perfect balance of the form (three parts that follow one another with developments in the form of varia-

tions) and the richness of the writing immediately won over the audience gathered for the premiere on May 

1, 1886 at the Société Nationale. Franck was at the baton and the dedicatee at the piano. 

 

PRELUDE, CHORAL  AND FUGUE FOR PIANO (1884-85) 

«dedié à Mademoiselle Marie Poitevin” (Madame Georges Haine). 
When this beautiful work appeared a long period had elapsed, during which composers had neglected serious 

piano composition. After the avalanche of fantasias and the plethora of concertos which marked the first half 

of the nineteenth century, it seemed as though the instrument which had inherited the great works written for 

The pieces which are comprised in the present collection give a virtually complete idea of Franck’s quality 

as a piano composer. We have selected from his early works only those which seemed to us to indicate most 

faithfully that somewhat neglected period in his life, laying aside those which were of slight interest, we have 

included all the piano compositions of his later years.  

From the early works we have chosen the Grande Sonate op 10 (unpublished) written at the age of thirteen 

years, the Eglogue (1842), the Grand Caprice (1843), the Ballade (1844) and Trois petits riens (1846) 

(unpublished) preceding them with César Franck’s three first efforts in composition. 

The mature style of the master is shown in his four most important piano works, the Prelude, Chorale and 
Fugue (1884), Les Djinns for piano and orchestra (1884), Variations symphoniques for piano and orchestra 

(1885), the Prelude, Aria and Finale (1886), and also in two short pieces, Plaintes d’une poupée (1865) and 

Danse lente (1885),written for special occasions. Though the latter are simple in style and technique, they 

show none the less the unmistakable stamp of Franckian melody. 

 

His compositions for the piano are confined to the two extremes of his career. All the works of the first five 

years, from 1842 to 1846, except the four trios, consist of scarcely anything but piano pieces. Then Franck 

suddenly stopped completely for a period of fourteen years to write for the instrument beloved of Liszt and 

Chopin; and it is not till, the closing five years of his life, from 1885 till his death, that he is haunted by the 

desire to create new forms suitable to the piano. Not only did he evolve these forms, but they led him 

inevitably, so to speak, to the invention of aesthetic structures never before utilized, which constitute types 

of perfection that no one after him has yet known how to employ.  

 

If he revived the old form of a Prelude preceding a Fugue so generally used in the eighteenth century, as illus-

trated in the works of J.S.Bach, it is to interpose between these two essential elements a Chorale - an art form 

of a totally different origin, but which is so indispensable in his structure to the other two parts that it can no 

more be separated from them than the key-stone can be removed from the arch. Likewise, the Prelude, Aria 

and Finale, which, though it derives both from the ancient instrumental Suite and the Sonata, is nevertheless 

an entirely novel form in music. 

 

 

 

Each work is analyzed by Franck’s famous pupil and biographer, Vincent d’Indy (Paris 1851-1931) 
unabridged republication of the original (1922) edition, title Piano compositions by César Franck. 
Translated by Charles Fontey Manney 
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THE THREE EARLIEST PIECES FOR THE PIANO. (1835) 

Esquisses 1 et 2 

These three little pieces in song-form are found at the end of the « Cahier des études de contrepoint de César 

Auguste Franck, de Liège. The book written with exquisite neatness, which contains all his counterpoint exer-

cises worked under Reicha’s instruction from 1835 to 1836. Following numerous efforts in melody-writing 

upon themes given by the teacher, there appears toward the last pages this title, written with a triumphant 

flourish, “Chants de moi, réalisés,” at the top of three little melodies in A minor, C major and B minor, the 

latter already showing individuality. These are the first original compositions written by the composer of the 

Quartet in D. At the end of the exercise book is mentioned in a naive manner the death of the teacher, Antoine 

Reicha, who had thus far guided the first steps of the master. 

 

GRANDE SONATA OP 10. (1835) 

Composed in late 1835 or early 1836 and dedicated to his brother Joseph, this sonata is conceived in three 

movements. Without presenting a significant originality, this work nevertheless shows a very interesting tech-

nical skill, a pearled and brilliant virtuosity which is reminiscent of the necessary work required of young 

pianists who wish to become masters of their keyboard. 

The sonata is introduced by a short adagio. This particular introduction is used by Beethoven in his Grand 

Pathetique Sonata op 13. composed 36 years earlier in 1799. 

The 2nd movement is a Cantilena with a nice naivety, a little scholastic, but which already shows the idea of 

the birth of long musical phrases. This 2nd movement is found in his book of counterpoint studies made under 

the direction of  Anton Reicha  in Paris. Located at the end of this one and following the attempts of melodic 

constructions on given themes, appears calligraphed “Songs of me, realized”. 

The final Rondo is brilliant and cheerful and allowed the young student Franck to demonstrate promising 

technical qualities.  

 

EGLOGUE (Hirten Gedicht), Op. 3. (1842) 

« composée pour le piano par César Auguste Franck, de Liège, et dédiée à Madame la Baronne de 
Chabannes, » 1842. (Published by Schlésinger.) 
An introduction of twenty-six measures in Eb major, which is suggestive of certain themes in Ruth, leads to 

a long exposition, also in Er, which gives place (especially in the second part) to some novel experiments in 

piano technique-evidences of which we find even in his later compositions. Franck, like Weber, had a very 

large hand; consequently he frequently wrote chords which demand a very wide stretch between the thumb 

and fifth finger. By reason of these stretches there are many passages which are extremely difficult to write 

on two staves, particularly so when, as in this Eglogue, there is an added melody divided between the two 

hands. At that time Liszt alone was bold enough to employ three staves in the writing of piano music, and 

beginners, like the young César Auguste, would never have dared permit themselves such a liberty. 

TROIS PETITS RIENS OP 16  (1846) (unpublished) 

Three little things OP 16  

Duettino- waltz - nocturne (Le songe) 

These three pieces are dedicated to a young pianist from Liège, Marie-Clémentine De Soer (1828-1886). The 

manuscript is dated March 18, 1846. It has remained unpublished. 

From an aesthetic point of view, these three pieces can be considered as salon repertoire. 

If these pieces are simple, they are nevertheless of a natural beauty thanks to an absolutely convincing melod-

ic inspiration.  Each piece contains its own character, its own craftsmanship and is carefully crafted. The sty-

listic finishes are superb, and an expressive depth emerges that will become César Franck’s emotional signa-

ture. 

Maria De Soer, the dedicatee, was a student at the Conservatory of Liège. She was the daughter of Liège per-

sonalities involved in the development of the local press, founder of “La Gazette de Liège” and enlightened 

music lovers.  

Her grandfather Charles Desoer, burgomaster of Liège from 1813 to 1814, bought in 1824 the house where 

Grétry was born. This house was given to the City of Liege in 1859 in order to perpetuate the memory 

attached to the house and will become the current Museum.  

 

16 SHORT SELECTED PIECES FOR HARMONIUM  

César Franck left two books of compositions for harmonium, which sound equally well on the piano. Neither 

book was issued during the life time of the composer, and his son, in writing about them, said that they were 

written to illustrate advice given to a pupil, a village organist, and were composed between the years 1858 

and 1863. 

 

PRELUDE, FUGUE AND VARIATION (1864) 

Dedicated to Camille Saint-Saens 
Fluidity characterizes the Prelude, fugue and variation op18. It was composed for harmonium in 1864. It is 

in this particular framework of the tryptic that Franck will cast his great later works.  

Bach’s principle of continuum of sound is combined here with the airy lightness of perpetual motion, rejuve-

nating the old form of the Prelude and Fugue. The steady flow, the secret and intense expressiveness of the 

discourse were new for the time. The work was transcribed for piano by Harold Bauer (1873-1951). 

 

THE DOLL’S LAMENT (1865). 

dedicated to her student Gabrielle Oeschger, 
It was for a young girl of twelve years, to whom he gave piano lessons, that Franck composed this bluette, 

which, in its two-voiced writing, recalls the melodic simplicity of the charming Inventions by J. S. Bach. 
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Nevertheless, how much clearer for the reader would the exposition of the second theme have appeared if 

noted thus: 

After a short development of the theme of the introduction and of the above melody a thunderstorm inter-

rupts, which brings back the second theme, first in C minor, then in C major; and finally the same part reap-

pears for conclusion in its original form and tonality. 

In this piece Franck, who later became one of the most expert technicians that ever lived, seems to have been 

afraid to modulate, and the tonality of E grows much too insistent. 

 

PREMIER GRAND CAPRICE  Op.5. (1843) 

“composed for the piano by César Auguste Franck, of Liège, and dedicated to Madame Cordier,”  
(Published by Henri Lemoine, Paris) 

Like the Eglogue, this Caprice is divided into three parts, commencing with the double exposition of two 

themes which are both announced in the key of G7 major, but one in 4/4 and the other in 6/8 time. It proceeds 

with a lively movement in F* minor; then follows a return of the two opening themes, developed as in the 

first part, and a concluding section brings the piece to an end. Though musicianly enough, this Caprice 

addresses itself chiefly to lovers of virtuosity. 

 

BALLADE  Op. 9. (1844) 

It is written in the key of B major, for which «le père Franck” had a special affection, and which was always 

conducive to his inspiration from the first trios to the sublime Adagio in the string quartet. The Ballade com-

mences, after an introduction of forty-nine measures, with a series of developments in the same tonality of a 

theme whose personal traits are already marked traits of which one finds the essential character much later 

in the works of the composer’s maturity. There follows an Allegro in B minor, very pianistic in its idiom, 

which modulates prudently only to the dominant, and which brings a return of the opening theme for the third 

section, but ornamented with torrents of sixteenth notes after the fashion then prevailing.  

 

It is interesting to observe that all the early piano compositions of the master are cast in the same mould: an 

allegro interposed between two expositions of an identical theme, the whole preceded by a short introduction. 

They likewise exhibit a conspicuously uniform tonality, owing to the almost complete absence of modulation, 

and they seem to have virtuosity for their sole objective. However, on closer examination, one finds frequent-

ly, as I have said, an inspiration derived from the great works of the past; and the desire to exploit a brilliant 

pianistic style often yields to the search for ideas which are purely musical.  

Evidently Franck was at that time under pressure from his father to compose rapidly such pieces as would 

sell readily, and he wisely adhered to a simple plan that was easy of comprehension.  

 

 
Patrick Dheur consults César Franck's harmony homework book, an autograph manuscript dating from César 
Franck's youth at the age of 11. Collection des Fonds Patrimoniaux - Bibliothèque Ulysse Capitaine. City of Liège
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THE THREE EARLIEST PIECES FOR THE PIANO. (1835) 

Esquisses 1 et 2 
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Auguste Franck, de Liège. The book written with exquisite neatness, which contains all his counterpoint exer-

cises worked under Reicha’s instruction from 1835 to 1836. Following numerous efforts in melody-writing 
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Quartet in D. At the end of the exercise book is mentioned in a naive manner the death of the teacher, Antoine 

Reicha, who had thus far guided the first steps of the master. 

 

GRANDE SONATA OP 10. (1835) 

Composed in late 1835 or early 1836 and dedicated to his brother Joseph, this sonata is conceived in three 

movements. Without presenting a significant originality, this work nevertheless shows a very interesting tech-

nical skill, a pearled and brilliant virtuosity which is reminiscent of the necessary work required of young 

pianists who wish to become masters of their keyboard. 

The sonata is introduced by a short adagio. This particular introduction is used by Beethoven in his Grand 

Pathetique Sonata op 13. composed 36 years earlier in 1799. 

The 2nd movement is a Cantilena with a nice naivety, a little scholastic, but which already shows the idea of 

the birth of long musical phrases. This 2nd movement is found in his book of counterpoint studies made under 

the direction of  Anton Reicha  in Paris. Located at the end of this one and following the attempts of melodic 

constructions on given themes, appears calligraphed “Songs of me, realized”. 

The final Rondo is brilliant and cheerful and allowed the young student Franck to demonstrate promising 

technical qualities.  

 

EGLOGUE (Hirten Gedicht), Op. 3. (1842) 

« composée pour le piano par César Auguste Franck, de Liège, et dédiée à Madame la Baronne de 
Chabannes, » 1842. (Published by Schlésinger.) 
An introduction of twenty-six measures in Eb major, which is suggestive of certain themes in Ruth, leads to 

a long exposition, also in Er, which gives place (especially in the second part) to some novel experiments in 

piano technique-evidences of which we find even in his later compositions. Franck, like Weber, had a very 

large hand; consequently he frequently wrote chords which demand a very wide stretch between the thumb 

and fifth finger. By reason of these stretches there are many passages which are extremely difficult to write 

on two staves, particularly so when, as in this Eglogue, there is an added melody divided between the two 

hands. At that time Liszt alone was bold enough to employ three staves in the writing of piano music, and 

beginners, like the young César Auguste, would never have dared permit themselves such a liberty. 

TROIS PETITS RIENS OP 16  (1846) (unpublished) 

Three little things OP 16  

Duettino- waltz - nocturne (Le songe) 

These three pieces are dedicated to a young pianist from Liège, Marie-Clémentine De Soer (1828-1886). The 

manuscript is dated March 18, 1846. It has remained unpublished. 

From an aesthetic point of view, these three pieces can be considered as salon repertoire. 

If these pieces are simple, they are nevertheless of a natural beauty thanks to an absolutely convincing melod-

ic inspiration.  Each piece contains its own character, its own craftsmanship and is carefully crafted. The sty-

listic finishes are superb, and an expressive depth emerges that will become César Franck’s emotional signa-

ture. 

Maria De Soer, the dedicatee, was a student at the Conservatory of Liège. She was the daughter of Liège per-

sonalities involved in the development of the local press, founder of “La Gazette de Liège” and enlightened 

music lovers.  

Her grandfather Charles Desoer, burgomaster of Liège from 1813 to 1814, bought in 1824 the house where 

Grétry was born. This house was given to the City of Liege in 1859 in order to perpetuate the memory 

attached to the house and will become the current Museum.  

 

16 SHORT SELECTED PIECES FOR HARMONIUM  

César Franck left two books of compositions for harmonium, which sound equally well on the piano. Neither 

book was issued during the life time of the composer, and his son, in writing about them, said that they were 

written to illustrate advice given to a pupil, a village organist, and were composed between the years 1858 

and 1863. 

 

PRELUDE, FUGUE AND VARIATION (1864) 

Dedicated to Camille Saint-Saens 
Fluidity characterizes the Prelude, fugue and variation op18. It was composed for harmonium in 1864. It is 

in this particular framework of the tryptic that Franck will cast his great later works.  

Bach’s principle of continuum of sound is combined here with the airy lightness of perpetual motion, rejuve-

nating the old form of the Prelude and Fugue. The steady flow, the secret and intense expressiveness of the 

discourse were new for the time. The work was transcribed for piano by Harold Bauer (1873-1951). 

 

THE DOLL’S LAMENT (1865). 

dedicated to her student Gabrielle Oeschger, 
It was for a young girl of twelve years, to whom he gave piano lessons, that Franck composed this bluette, 

which, in its two-voiced writing, recalls the melodic simplicity of the charming Inventions by J. S. Bach. 
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THE DJINNS for piano and orchestra (1884) 

In the collection “Les Orientales” of Victor Hugo César FRANCK chooses the Djinns.The poem suggests in 

a striking way the nocturnal flight of the Djinns, the spirits of the air of the Arab mythology, sometimes ben-

eficial, sometimes maleficent 

The rhythmic cadence of this curious poem bends to the perfect figure of the rhombus, following a metrical 

progression that widens and narrows. It is precisely this shape that Franck translated into the structure of the 

symphonic poem by building up and down the nuances from ppp to FFF and back to ppp. 

He placed the instrument in the orchestra, considering it both as an additional timbre and as a character 

involved in the musical action. The critics praised the new conception and found much pleasure in listening 

to the symphonic poem. 

 

DANSE LENTE, in F minor.(1885) 

In 1885 and 1886 the journal «Le Gaulois” published two music albums, for which it solicited contributions 

of unpublished pieces from contemporary composers of varying excellence. The second of these albums con-

sisted of a collection of dances for piano. It was at the request of M. L. de Fourcaud, who was in charge of 

editing these collections, that Franck wrote this easy little piece, so charming and so characteristic. Today it 

is almost impossible to find it, for the album of “Le Gaulois” for 1886 printed but a small edition, which was 

entirely exhausted; and it was never deposited either with the Bibliothèque Nationale or with the Library of 

the Conservatoire. 

 

THE SYMPHONIC VARIATIONS for piano and orchestra. (1885) 

To thank Louis Joseph Diémer, a pianist and composer (Paris 1843-1919) for playing the piano at the pre-

miere of Djinns, Franck promised this student of Marmontel to compose for him “a little thing for piano and 

orchestra”. Thus was born a pure masterpiece: the Variations symphoniques begun in Azilles and finished in 

Paris on October 2, 1885. This work is closer to the symphonic poem than to the concerto and its classical 

dialogue between piano and orchestra. Franck develops here the formula he had inaugurated with the Djinns: 

the piano participates fully in the development of the work in terms of architecture, color and rhythm. 

The perfect balance of the form (three parts that follow one another with developments in the form of varia-

tions) and the richness of the writing immediately won over the audience gathered for the premiere on May 

1, 1886 at the Société Nationale. Franck was at the baton and the dedicatee at the piano. 

 

PRELUDE, CHORAL  AND FUGUE FOR PIANO (1884-85) 

«dedié à Mademoiselle Marie Poitevin” (Madame Georges Haine). 
When this beautiful work appeared a long period had elapsed, during which composers had neglected serious 

piano composition. After the avalanche of fantasias and the plethora of concertos which marked the first half 

of the nineteenth century, it seemed as though the instrument which had inherited the great works written for 

The pieces which are comprised in the present collection give a virtually complete idea of Franck’s quality 

as a piano composer. We have selected from his early works only those which seemed to us to indicate most 

faithfully that somewhat neglected period in his life, laying aside those which were of slight interest, we have 

included all the piano compositions of his later years.  

From the early works we have chosen the Grande Sonate op 10 (unpublished) written at the age of thirteen 

years, the Eglogue (1842), the Grand Caprice (1843), the Ballade (1844) and Trois petits riens (1846) 

(unpublished) preceding them with César Franck’s three first efforts in composition. 

The mature style of the master is shown in his four most important piano works, the Prelude, Chorale and 
Fugue (1884), Les Djinns for piano and orchestra (1884), Variations symphoniques for piano and orchestra 

(1885), the Prelude, Aria and Finale (1886), and also in two short pieces, Plaintes d’une poupée (1865) and 

Danse lente (1885),written for special occasions. Though the latter are simple in style and technique, they 

show none the less the unmistakable stamp of Franckian melody. 

 

His compositions for the piano are confined to the two extremes of his career. All the works of the first five 

years, from 1842 to 1846, except the four trios, consist of scarcely anything but piano pieces. Then Franck 

suddenly stopped completely for a period of fourteen years to write for the instrument beloved of Liszt and 

Chopin; and it is not till, the closing five years of his life, from 1885 till his death, that he is haunted by the 

desire to create new forms suitable to the piano. Not only did he evolve these forms, but they led him 

inevitably, so to speak, to the invention of aesthetic structures never before utilized, which constitute types 

of perfection that no one after him has yet known how to employ.  

 

If he revived the old form of a Prelude preceding a Fugue so generally used in the eighteenth century, as illus-

trated in the works of J.S.Bach, it is to interpose between these two essential elements a Chorale - an art form 

of a totally different origin, but which is so indispensable in his structure to the other two parts that it can no 

more be separated from them than the key-stone can be removed from the arch. Likewise, the Prelude, Aria 

and Finale, which, though it derives both from the ancient instrumental Suite and the Sonata, is nevertheless 

an entirely novel form in music. 

 

 

 

Each work is analyzed by Franck’s famous pupil and biographer, Vincent d’Indy (Paris 1851-1931) 
unabridged republication of the original (1922) edition, title Piano compositions by César Franck. 
Translated by Charles Fontey Manney 
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the clavichord by Bach, Haydn and Mozart, and through the sonatas of Beethoven had won its patent of nobil-

ity, was destined, musically speaking, to a sterile decadence. For though great artists ~-specialists of the key-

board had brought manual dexterity and ingenuity to the point of perfection; though Schumann, in order to 

express his thought through genial little pieces, evolved a style rich in novel colorings and intimate tonal gra-

dations; though Liszt, demolishing with a stroke of his wing the scaffolding of classic technique, endowed 

the instrument with hitherto undreamed of combinations, and gave to virtuosity a final flight; still there had 

been no genius who had brought actually new art material to add to the Beethovenian structure.  

 

The sonata form, that splendid and logical outcome of the symphonics development begun in the seventeenth 

century, had progressed not at all beyond the giant strides made by Beethoven in Op. 106 and Op. I10, and 

in the quartets, Op. 127 and Op. 132. Whether through indifference, timidity or a lack of architectural skill, 

neither Mendelssohn, Schubert nor Weber, Schumann, Chopin, Liszt, nor even Brahms, had dared to make 

any innovations in that form of composition. There is nothing more awkward than the 

sonatas of Schumann and of Chopin, unless it be those of Grieg; and, in short, if the technique and the mate-

rial side of piano composition had become absolutely transcendental, the musical content it-self had strongly 

degenerated, and it is a truism that all forms which do not exhibit any progress end in atrophy and ultimate 

disappearance.  

 

The important movement started in France by the Société Nationale de Musique had brought forth but a few 

interesting works for piano alone, as its efforts were directed mainly toward orchestra and chamber music. 

Thus, it was that César Franck, struck by the poverty of serious compositions in this genre, de- voted himself 

with a zeal that was wholly youthful, in spite of his sixty years, to the search for an adaptation of time-hon-

oured forms to the mod- ern piano technique - a search which resulted in some noteworthy modifications of 

those forms.  

 

Having originally the intention of writing a prelude and fugue for piano after the style of those by Bach, the 

idea soon occurred to him of binding these two parts together by a chorale, and thus creating an entirely orig-

inal form in which nothing should be left haphazard but wherein all the material without exception should 

contribute harmoniously to the beauty and solidarity of the entire structure.  

 

The Prelude is cast in the historic mould of the classical Suite. A simple theme is announced in the tonic, then 

in the dominant, and the piece concludes with a phrase that completes the ex-position of the theme. 

 

The Chorale is in three periods, shifting from Ep minor to C minor, and presents two distinct elements: a 

beautifully expressive phrase which presages the subject of the Fugue, and the Chorale proper, whose three 

melodic sections are superposed with incomparable majesty.  
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CD 3   Timing       58’12’’ 
 
 
1 « Variations symphoniques » pour piano et orchestre (1885)      16’26” 

Poco Allegro - Poco piu lento - Allegretto quasi andante - Allegro ma non troppo 
Patrick Dheur, piano  Orchestre de l’Opéra Royal de Wallonie  
Roger Rossel, direction 

 
2 Prélude, Choral et Fugue (1884)   18’38” 
 
3 Prélude, Aria et Finale   23’07” 

 
 

After an interlude which leads us from Eb minor to B minor (the principal key), the Fugue unfolds its suc-

cessive sections which are subjected to development, and then the design and the rhythm of the concluding 

phrase of the Prelude are brought back. Soon the rhythm alone persists, to accompany a restatement of the 

theme of the Chorale; later the subject of the Fugue itself enters in the principal key, in such fashion that the 

three chief components of the entire work are combined in a superb and triumphant peroration.  

 

The most important of the musical themes, and the one which binds together the various portions of the work 

and gives it such admirable unity, is without question the Subject of the Fugue. This is first encountered in 

the second page of the Prelude in a form which is truly a trifle rudimentary, but none the less entirely recog-

nizable.  

 

It is obvious that in the interpretation of this brilliant climax it is the Subject of the Fugue which should be 

brought into high relief by the performer; for it may be said that it is the key to the entire work, appearing 

throughout at regular intervals, only to rise at the close to the fullness of its victorious stature. 

 

PRELUDE, ARIA AND FINALE  FOR PIANO (1885-1886) 

dedicated to Madame Bordes-Pêne 
Very different from the work analyzed above is the construction of this one, which brings to the sonata form 

the same elements of growth as the preceding composition supplied to the prelude with fugue. 

 

 In the work now being considered the Prelude has for its theme an extended section, consisting of four peri-

ods, an astounding and extended flight of inspiration. It is repeated in the relative key toward the middle of 

the composition and reappears in E major (the principal key) at the end, but slightly modified. 

 

One may recognize here the Andante from the sonata adapted to the Prelude of a suite. The Aria, which is on 

the contrary borrowed from the suite-form where it functions like the Andante in a sonata, discloses and 

repeats a noble and calm melody which moves from Ab major to Ab minor, enclosed between a short intro-

duction and a concluding passage which serves to establish the succeeding Finale. 

 

 The last number presents all the framework of the sonata form, with this exception, that the principal tonality 

does not make its appearance until the reexposition of the second theme. Then it is maintained without mod-

ulation until the close. The effect of radiant light produced by the return of this tonality is as though it had 

laboriously emerged a conqueror through a long series of tonal gradations, marvellously managed.  

 

After the classic development of the themes, the Aria makes a quiet reappearance, without its enfolding fi-

guration, in Db major. Then, as a counterpart, the beautiful melody of the Prelude instals itself vigorously in 
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CD 2                   Timing      55’10” 
 

Trois petits riens op. 16 (unpublished) (1844)  
Three little things op. 16 

1 Duettino 03’49’’ 
2 Valse 02’02’’ 
3 Le songe 04’57’’ 
 

16 short selected pieces for harmonium (1858-1863) 
4 Chant de la Creuse 00’55’’ 
5 Poco lento  00’56” 
6 Andantino quasi allegretto 01’22’’ 
7 Chant béarnais  00’51’’ 
8 Prélude pour l’Ave Maris Stella 01’07’’ 
9 Canon                                     00’39’’ 
10 Poco allegro  00’46’’ 
11 Poco allegretto    01’01’’ 
12 Noël angevin   00’58’’ 
13 Poco maestoso    01’13’’ 
14 Allegretto amabile 00’55’’ 
15 Allegretto moderato  01’00’’ 
16 Lento     01’22’’ 
17 Allegretto 00’32’’ 
18 Canon  00’50’’ 
19 Poco allegro 00’51’’ 
 
20 Prélude, Fugue and variation op. 18  (1860-1862) 11’16’’ 

Transcription by Harold Bauer 
 
21 Les plaintes d’une poupée (1864)  01’58’’ 
 
22 « Les Djinns » poème symphonique pour piano et orchestre (1884)   

Allegro  molto 12’59’’  
Patrick Dheur, piano. Orchestre de l’Opéra Royal de Wallonie.  
Roger Rossel, direction 

 
23 Danse lente (1865)  02’40’’ 

the principal key, after a fresh development of the two themes, to blend in colors expressively softened with 

the elements of the Aria - finally to close gently in a sort of evaporation of the melody which seems to wing 

forth into space.  

 

It is difficult to decide which of these two works is the more beautiful; but it may be unhesitatingly affirmed 

that they have given a new flight to piano composition, which was degenerating into a futile virtuosity. 
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CÉSAR FRANCK 
(Liège 1822 - Paris 1890) 

     

 

 CD 1 Timing 64’12’’ 
 

Deux premières compositions (1835) 
The two earliest pieces for piano 

1 Esquisse N°1    00’51” 
2 Esquisse N°2     01’04” 
 

Grande Sonata op. 10 (1835) 
3 Larghetto - Allegro moderato       08’42” 
4 Andante moderato  02’25” 
5 Rondo. Allegro vivace 02’24” 
 
6 Eglogue (Hirten Gedicht) op. 3 (1842)   17’27” 
 
7 Premier Grand Caprice op. 5 (1843)                     15’33” 
 
8 Ballade op. 9 (1844) 15’43” 
 

 

PATRICK DHEUR concert pianist composer 

 

His career as a concert pianist took off at the end of his studies at the Royal Conservatory of Liège 

(Belgium), his hometown. He won various competitions and international awards, including first prize in 

the Szymanowski Competition. Selected by Leon Fleisher, he studied with him in Baltimore. The United 

States became a privileged place for his activities.  

Currently he leads an international career as a concert pianist and composer with more than 20 tours in the 

USA and an emblematic concert at Carnegie Hall in New York in November 2016. He performs through-

out China, Japan, Russia, Italy, France, Norway, Austria, Germany, Africa, South America... 

He is invited as a soloist with many orchestras (the Scottish Chamber Orchestra, the Moscow Soloists, the 

National Orchestra of Belgium, the Philharmonic Orchestras of Liege, Grenoble, Hong Kong, Jerusalem, 

the Springfield Symphony, the Norfolk Symphony, the Orchestra “G. Enesco” Orchestra of Bucharest, the 

Wiener Sinfonietta, La Camerata de Lausanne, the Royal Chamber Orchestra of Wallonia, the Symphony 

orchestra of the Royal opera house of Liège among others). 

He collaborates with the greatest artists in Belgium and on the international scene (the composer Alfred 

Schnittke, Frank Braley, Pierre Amoyal, José van Dam, Yuri Bashmet, Irina Tseitlin, Lola Bobesco, 

Ronald Van Spaendonck, Gergely Madaras, Roger Salander...) and regularly sits on the jury of internation-

al competitions. 

At the same time, his discography is growing and his catalog includes 20 CDs to date. 

His activity as a performer is coupled with an intense creative activity. His production as a composer 

includes about forty opuses (symphonic works, for piano, chamber music, concertos, a Cantata, 

melodies...). 

Finally, Patrick DHEUR is the author of two literary works: “Composer avec le monde. Sept notes pour 

se comprendre” (Editions Snel) is dedicated to his vision of musical composition and “La musique du bout 

des doigts”, evoking the life of a concert performer today (Editions Luc Pire). The latter book has been 

translated into Chinese, in support of his Asian tours. 

A monograph was dedicated to the artist under the title “Le piano dans l’âme” (Edition de la Province de 

Liège) written by José Brouwers, playwright, writer and actor. 

Honorary citizen of the City of Liège, his native city, he invests himself in the preservation  and the devel-

opment of the musical heritage of Liège, in particular through his mission as Curator of the Grétry 

Museum and through his numerous recordings in connection with the music and the museum collections 

of Liège. Patrick Dheur is Commissioner of the City of Liège for the commemoration of the bicentenary 

of the birth of César Franck. 

 

All information about Patrick Dheur is available on the website http://dheur.org
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