
plus a second) in Debussy’s ‘Et la lune descend sur le temple qui fut’ (p. 130). In
this example, the ‘sentiment is enforced more by the sonority than by the melodic
contour’ (p. 131), although Rosen does not specify what that sentiment might be.

Rosen mentions several of the obsessive inventions in Berg’s Wozzeck, Act III
(invention on a pitch, on a six-note chord, and on a tonality), but inexplicably
omits the invention on a rhythm that bursts out after the murderous obsession on
a single B, and that so intensively evokes Wozzeck’s unbalanced mental state in
the tavern, where he has staggered after murdering Marie. Rosen’s last example
is also taken from Berg: the different symmetrical pitch collections (diminished
seventh, augmented triad, and whole tone scale) that form unique backgrounds
to individual variations in the first movement of his Chamber Concerto (pp. 139–40).
But by this point, sentiment has become an assumption no longer clarified by the
discussion, in that the symmetrical sets simply provide ‘an identifiably unique
expressive sound’ (p. 140). The ‘competing ideologies’ of the latter half of the
twentieth century are just as quickly dispatched: ‘a representation of sentiment is not
equally efficient in all of these rival trends, but is present in all’ (p. 140).

Rosen’s closural strategy for these lectures is a brief envoi in which he shifts
from a focus on composition to the importance of the performer – the singer who
can make even a wretched melody pleasurable to hear – and with this nod to his
other area of expertise, he gracefully exits:

[T]he greater and the more profound our experience of music becomes, the more we
expect the performers to create more than just a pleasing sound, but to move us by
illuminating and setting in relief what is most significant in the musical score (p. 141).

Music and Sentiment offers a similar kind of performance – both thought provoking
and revelatory. It is a work that brings Rosen’s unique brilliance to the fore, that of a
lecturer whose vivid examples speak volumes, even when there may be more to say.

Robert S. Hatten
University of Texas, Austin
rohatten@austin.utexas.edu
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Jonathan Bellman, Chopin’s Polish Ballade: Op. 38 as Narrative of National Martyrdom
(Oxford: Oxford University Press, 2009). xvi1197 pp. $40.00

Since the time of their original publication, Chopin’s ballades have been subject
to a variety of narrative interpretations. Some of these emerged already during
Chopin’s lifetime; most proliferated during the early twentieth century. This
tendency to attempt a ‘translation’ of these pieces is not surprising: since
Chopin’s rather enigmatic title ‘ballade’ suggests an association with a literary
work, but offers no other hints as to what that association might be. His
audiences have thus sought to interpret it for themselves. As early as 1841, in his
well-known review in Neue Zeitschrift für Musik,1 Robert Schumann made a

1 Robert Schumann, Neue Zeitschrift für Musik 15 (1841): 141–2, English translation in
Robert Schumann, On Music and Musicians, ed. Konrad Wolff, trans. Paul Rosenfeld (New
York: Pantheon, 1946): 143.
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connection between Chopin’s ballades and the works of Polish poet, Adam
Mickiewicz, that was to shape future narrative readings of Chopin’s ballades.
While other Polish poets, including Chopin’s friends Stefan Witwicki and Antoni
Edward Odyniec, produced collections of ballads during the mid-1820s,
narrative interpretations of the ballades invariably invoke Mickiewicz’s works
in this genre.2 The position of Mickiewicz’s ballads as a locus of this tradition is
due not only to Schumann’s reference, but also to their iconic status (upon their
publication in 1822 Ballady i romanse3 became the focal point of early literary
Romanticism in Poland), and to the fact that, unlike the other poets, Mickiewicz
was well known to non-Polish speakers, through his lectures at the Collège de
France (1840–44) and the numerous translations of his works (some were
translated into French as early as 1833).4

A narrative analysis of Chopin’s Second Ballade, op. 38, is the centrepiece of
Jonathan Bellman’s newest book, Chopin’s Polish Ballade: Op. 38 as Narrative of
National Martyrdom, but the author stays clear of the traditional, mostly
unfounded, approaches. Instead, his analysis is carefully prepared and grounded
in contextual studies. In the process, Bellman takes his reader on a journey
through questions concerning genre and form, topical conventions, literary and
political contexts and reception history.

Chopin’s Polish Ballade begins with a discussion of three main issues, which
were signalled already in Schumann’s 1841 review and which have continued to
plague the reception of op. 38 into our times. The first question concerns the
existence of an unpublished, radically different version of this piece. The second
pertains to the two-key structure of this ballade, which begins in F major and
remains there for five-sixths of the length of the composition, but shifts to A
minor for its conclusion. The third question relates to its relationship with
‘certain poems of Mickiewicz’, as Schumann puts it. Bellman sets out to
determine ‘how many versions of it there were, the identification of the true
tonic, and whether the ballade is, once and for all, based on a poem by Adam
Mickiewicz (and if so, which one)’ (p. 33). Bellman not only lays out these issues
clearly, but also provides an exhaustive survey of reception history (spanning more
than a century and a half) as it pertains to them. While many of the referenced
responses to Chopin’s ballades are well known, in no other place will we find them
summarized so lucidly. In this clear exposition of the issues, the weaknesses of the
customary explanations and the confusion surrounding the connection between the
Mickiewicz ballad and the Chopin ballade become apparent.

In the following chapters Bellman sets out to prepare his narrative reading, in
the process interrogating numerous other aspects of op. 38. The first step is an
introduction to narrative genres that existed on the boundary between art and
popular music. Characterized by their episodic structure, these genres used
easily recognizable topoi. Musical scores of these works often included verbal
instructions identifying the events depicted by the music, thus reinforcing the
presence of extra-musical narratives. My research shows that during the years
between 1817 and 1833 the Hofmeister and Whistling catalogues list some

2 For extended discussion of Chopin’s Polish literary context see Halina Goldberg,
Music in Chopin’s Warsaw (Oxford: Oxford University Press, 2008).

3 Adam Mickiewicz, Ballady i romanse (Wilno: Józef Zawadzki, 1822).
4 See my chapter ‘ ‘‘Remembering that tale of grief’’: The Prophetic Voice in Chopin’s

Music’, in The Age of Chopin: Interdisciplinary Inquiries, ed. Halina Goldberg (Bloomington:
Indiana University Press, 2004): 54–92.
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30 characteristic pieces of this sort and another 40 pieces in the characteristic fantasy
genre.5 These narrative compositions typically represented the élégie or bataille types.
The latter became particularly popular during the Napoleonic wars, where they
were often used to commemorate the final battles of that conflict. Though mostly
destined for amateur audiences, these pieces were often written by prominent
composers of the time. Today the best remembered of them (though invariably
with some embarrassment) is Beethoven’s Wellington’s Victory or the Battle of Vittoria,
op. 91. Bellman draws attention to these commercial genres, through a discussion of
narrative piano pieces by Daniel Steibelt, Jan Ladislav Dussek, Franz Kotzwara, and
Chopin’s Warsaw mentor, Václav Vilém Würfel. Würfel’s piece is representative of a
whole genre of narrative works that were composed in response to the Polish
military campaigns of the early nineteenth century. During the November Uprising
of 1830–31, in particular, the Polish market was inundated with musical publications
on national tunes and addressing national topics. It is reasonable to expect that
Chopin was familiar with at least some of these compositions.

The interlude (Chapter 3) focuses on the First Ballade, op. 23. Bellman’s
discussion of the First Ballade is both illuminating and necessary, since it explains
the generic and formal precedent without which op. 38 cannot be fully
understood. Given the frequent nineteenth-century references linking op. 23
with Mickiewicz’s Konrad Wallenrod, Bellman maps the poetic narrative onto
Chopin’s ballade. His intention here is to give a sense how these nineteenth-
century listeners were hearing the Mickiewicz’s narrative in Chopin’s music.

When he returns to op. 38, Bellman continues to interrogate its context, genre
and form. In the scholarly literature, Chopin’s ballades are often considered
sonata movements of sorts. Earlier scholars’ desire to discuss the Polish
composer’s single-movement compositions in terms of sonata form likely grew
out of the need to remedy the unstable position that his œuvre occupied within
the canon of Western music after his death. The reception of Chopin’s music in
the second half of the nineteenth century was burdened by his choice of solo
piano as the primary medium for his compositions. This was further impacted by
the absence of the ‘master’ genres of opera and symphony, and the paucity of
large compositions in general among his works. Moreover, Chopin’s detractors
emphasized his predilection for virtuoso and salon genres: mazurkas and
waltzes in particular. By the early twentieth century, his devotees set out to shore
up his position as a canonic composer, first in the German-language studies
of Hugo Leichtentritt and Heinrich Schenker (both culturally affiliated with
Poland – Leichtentritt was born near Poznań; Schenker near Lwów), followed by
numerous Polish scholars led by Adolf Chyliński. This meant removing Chopin
from the salon and virtuoso traditions and grounding him in the German
analytical discourse. Thus, his supporters downplayed the narrative qualities of
his works, in favour of expounding on sonata form and emphasizing organicist
features of his compositions. However, while recapitulatory elements are very
strong in all the ballades, their structures fit uneasily into the sonata form
template.

5 See my articles ‘Chopin’s Late Fantasy Pieces in the Context of Nineteenth-Century
Fantasy Genres’, in Chopin’s Musical Worlds: the 1840s, ed. Artur Szklener (Warsaw:
Narodowy Instytut Fryderyka Chopina, 2007): 157–68, and ‘Nationality and Narrative in
Polish Fantasias of the First Half of the Nineteenth Century’ in Topos narodowy w muzyce
polskiej pierwszej po!owy XIX wieku, ed. Wojciech Nowik (Warsaw: Akademia Muzyczna im.
Fryderyka Chopina, 2006): 275–96.
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The problems arising from analysis of the ballades as sonata movements have
been explored in the excellent studies of Chopin’s ballades by Jim Samson6 and
James Parakilas.7 Parakilas’s book, in particular, offers a persuasive alternative to
viewing the ballades as defective sonata movements. He proposes that the
organizational principle behind these works is the ballade process, in which the
episodic structure, the lingering and leaping pace, the bardic opening signalling
the presence of a narrator, and a conclusion that has a character of a ‘reckoning’
(a tragic resolution to events set into motion by a moral transgression) are all
derived from generic characteristics of literary and folk ballads. Bellman
summarizes Parakilas’s ideas about the ballade genre and form and then moves
on to explore the connection between operatic ballades and Chopin’s composi-
tions, relying to a great degree on the work of David Kasunic.8 It is the topoi
commonly found in these pieces, along with those recurring in the amateur
narrative piano works, that provide the vocabulary for his analysis of op. 38.

Bellman’s narrative analysis of the Second Ballade relies on ‘identifying topics and
styles in the Ratnerian sense’ (p. 33).9 Moreover, it is carefully grounded in an
understanding of Polish historical circumstances and the prevailing émigré
narratives that stemmed from them.10 He eschews the customary (though much
later) connections to specific ballads of Mickiewicz, instead taking seriously a
reading by a French contemporary and acquaintance, of Chopin’s, Félicien
Mallefille,11 which received attention from Karol Berger, in an article contextualizing
the First Ballade within the intellectual climate of the Polish émigré circles in Paris
during the 1830s.12 Mallefille’s dramaticized hearing of Chopin’s ballade and
Mickiewicz’s two Parisian-period works, Księgi narodu polskiego i pielgrzymstwa
polskiego13 and Pan Tadeusz,14 along with topical analysis and contextual cues, lead
Bellman to read op. 38 as a narrative of national martyrdom – hence the title of the
book. Such a reading of this ballade was suggested a decade ago by Dorota
Zakrzewska, and it is here that one would want Bellman to engage in a dialogue
with Zakrzewska’s perceptive reading: what elements of her interpretation does he
find persuasive; what needs to be expanded on; what aspects of her approach need
correction?15 Clearly Bellman’s interpretation takes us further: not only does his
book provide a much broader context for his narrative reading but he alone relates
Chopin’s narrative of the Second Ballade specifically to Jankiel’s Concert – the

6 Jim Samson, Chopin: The Four Ballades (Cambridge: Cambridge University Press, 1992).
7 James Parakilas, Ballads Without Words: Chopin and the Tradition of the Instrumental

Ballade (Portland, OR: Amadeus Press, 1992).
8 David Kasunic, ‘Chopin’s Operas’, in Chopin and his Work in the Context of Culture,

ed. Irene Poniatowska (Warsaw: Narodowy Instytut Fryderyka Chopina, 2003) and Chopin
and the Singing Voice, from the Romantic to the Real (PhD diss., Princeton University, 2004).

9 Leonard Ratner, Classic Music: Expression, Form and Style (New York: Macmillan, 1985)
10 I explored this topic at length in ‘Remembering that tale of grief’.
11 Félicien Mallefille, Revue et gazette musicale de Paris 5/36 (9 September 1836): 362–4.
12 Karol Berger, ‘Chopin’s Ballade Op. 23 and the Revolution of the Intellectuals’, in

Chopin Studies 2, ed. John Rink and Jim Samson (Cambridge: Cambridge University Press,
1994): 72–83.

13 AdamMickiewicz, Księgi narodu polskiego i pielgrzymstwa polskiego (Paris: A. Pinard,
1832).

14 Adam Mickiewicz, Pan Tadeusz (Paris: A. Pinard, 1834).
15 See Dorota Zakrzewska, ‘Alienation and Powerlessness: Adam Mickiewicz’s

‘‘Ballady’’ and Chopin’s Ballades’, in Polish Music Journal 2 (1999), accessible at http://
www.usc.edu/dept/polish_music/PMJ/issue/2.1.99/zakrzewska.html#chopin.
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centrepiece of Mickiewicz’s epic poem Pan Tadeusz of 1834. In his musical
improvisation Jankiel, a Jewish innkeeper, Polish patriot and dulcimer virtuoso,
narrates the recent history of Poland. Bellman notes that the topoi of Jankiel’s
improvised narrative can be understood in terms of the commercial music-narrative
genres and even provides an outline of such a fictitious composition (p. 131). Finally,
he sets out to show how the topoi employed in Jankiel’s musical narrative and its
overall dramatic trajectory translate well to op. 38. Bellman pulls together all the
clues he gathered from his generic, literary, political and narrative explorations, to
posit the theory that Chopin’s composition was not inspired by a specific ballad of
Mickiewicz, but rather that more generally ‘the Second Ballade can be heard to
reflect much of Mickiewicz’s anguish about the Polish Pilgrims’ (p. 172).

Having addressed the relationship between Chopin’s and Mickiewicz’s works, the
author returns again to the remaining two questions that have troubled the reception
of this piece: the second version and the tonic key. He arrives at the conclusion that the
opening siciliano (bars 1–46) is what Chopin’s contemporaries denoted as the other
version, that Chopin performed this version in public, and that this version belongs to
the salon ballade tradition (as opposed to the narrative ballade, the genre of the
published version). The peculiarity concerning the shift away from the tonic F major
key, Bellman asserts, arises from the narrative meaning of the ballade: ‘It is a tragic
narrative, a story incompatible with a happy ending and a return to the tonic’ (p. 171).
While discussing the question of the key he also revisits the debate concerning the
ballade’s form: like the unusual key plan, the musical form reflects the narrative, and
although the final return is denied, the design of the piece is still perfectly coherent.

Jonathan Bellman’s brilliantly written study brings together existing scholarship on
Chopin’s op. 38 and the newest contextual studies to provide a foundation for his
persuasive topical analysis of this work. It is a splendid example of how one can spin
a web of multiple scholarly explorations around a single musical composition.
Bellman’s prose is lucid and engaging, his arguments are carefully structured, and his
discussions of the music insightful. He brings together the strengths of an excellent
writer (after all, he is the author of A Short Guide to Writing About Music)16, skilled
scholar, and performing pianist. This book is destined to become essential reading for
every scholar of nineteenth-century narrative genres and every pianist and piano
enthusiast seeking a deeper contextual understanding of Chopin’s ballades.

Halina Goldberg
Indiana University

goldberg@indiana.edu
doi:10.1017/S1479409811000309

Mark Ellis, A Chord in Time: The Evolution of the Augmented Sixth from Monteverdi to
Mahler (Aldershot: Ashgate, 2010). xvi1249 pp. £60.00.

We understand that it is not absolutely necessary for such chords to appear just in
the function their derivation calls for, since the climate of their homeland has no
influence on their character —Arnold Schoenberg1

16 Jonathan Bellman, Short Guide to Writing about Music, 2nd ed. (New York:
Longman, 2006).

1 Arnold Schoenberg, Theory of Harmony, trans. Roy E. Carter (Berkeley: University of
California Press, 1983): 258.
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