
 
 

 
 

 

 

ABSTRACT 

A Comparative Analysis of Frank Martin’s Ballade for Flute  
and Ballade for Trombone 

 
Emily Brandt, M.M. 

 
Mentor: Eric Lai, Ph.D. 

 
 
 Swiss composer Frank Martin (1890-1974) wrote six single-movement pieces for 

six different solo instruments and accompaniment between 1938 and 1972, all titled 

Ballade. The Ballade for trombone (1940) and the Ballade for flute (1939) are the two 

shortest of the six, and they share much in common formally, harmonically, texturally, 

and motivically. Martin portrays the soloist as a storyteller in these compositions, and 

uses several compositional techniques throughout both works to accomplish this. This 

study compares these two pieces and provides insight into the connections that Martin 

draws between them. 

 

 



A Comparative Analysis Rf Frank Martin’s Ballade for Flute  
and Ballade for Trombone 

by 

Emily Brandt, B.M.E. 

A Thesis 

Approved by the School of Music 

__________________________________________ 
Timothy R. McKinney, Ph.D., Interim Dean 

__________________________________________ 
Laurel E. Zeiss, Ph.D., Graduate Program Director 

Submitted to the Graduate Faculty of 
Baylor University in Partial Fulfillment of the 

Requirements for the Degree 
of 

Master of Music 

Approved by the Thesis Committee 

__________________________________________ 
��Eric &��Lai, Ph.D., Chairperson 

__________________________________________ 
Timothy 5��McKinney, Ph.D. 

__________________________________________ 
Francesca Arnone, D.M.A. 

__________________________________________ 
   ����Julie /��Holcomb, Ph.D. 

    Accepted by the Graduate School 
   August 2015     

______________________________ 
�����J. Larry Lyon, Ph.D.,�Dean 



 
 

 

 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

Copyright © 2015 by Emily Brandt 
 

All rights reserved



 
 

iv 

 

TABLE OF CONTENTS 

 
LIST OF FIGURES .............................................................................................................v 
 
LIST OF TABLES ........................................................................................................... viii 
 
CHAPTER ONE ..................................................................................................................1 
    Introduction ......................................................................................................................1 
       Frank Martin: Biography and Compositional Development ........................................1 
       Martin’s Ballades ..........................................................................................................6 
       Ballade for Flute and Ballade for Trombone ..............................................................10 
 
CHAPTER TWO ...............................................................................................................13 
    Form ...............................................................................................................................13 
       Frank Martin on Form .................................................................................................13 
       The Ballades in Literature ..........................................................................................14 
       Ballade for Flute .........................................................................................................16 
       Ballade for Trombone .................................................................................................22 
 
CHAPTER THREE ...........................................................................................................26 
    Texture and Harmony in the Ballades ...........................................................................26 
       Frank Martin on Harmony ..........................................................................................26 
       Texture in the Ballade for Flute ..................................................................................28 
       Tonality and Harmony in the Ballade for Flute ..........................................................36 
       Texture in the Ballade for Trombone .........................................................................46 
       Tonality and Harmony in the Ballade for Trombone .................................................52 
       Comparison of the Ballades ........................................................................................58 
 
CHAPTER FOUR ..............................................................................................................60 
    Motivic Analysis of the Ballades ...................................................................................60 
       Introduction .................................................................................................................60 
       Motivic Material in the Ballade for Flute ...................................................................62 
       Narrative Techniques in the Ballade for Flute ............................................................71 
       Motivic Material in the Ballade for Trombone ...........................................................78 
       Narrative Techniques in the Ballade for Trombone ...................................................84 
       Comparison of the Ballades ........................................................................................88 
 
CHAPTER FIVE ...............................................................................................................90 
    Conclusion .....................................................................................................................90 
 
BIBLIOGRAPHY ..............................................................................................................93 



 
 

v 

 
 
 

LIST OF FIGURES 
 
 
Figure 2.1. Shortall’s Theme H ..........................................................................................19 
 
Figure 2.2. Measures 154-190 of Martin’s Flute Ballade ..................................................19 
 
Figure 2.3. Measures 137-146 of Martin’s Flute Ballade ..................................................21 
 
Figure 2.4. Measures 293-299 of Martin’s Trombone Ballade .........................................24 
 
Figure 3.1. Measures 1-6 of Martin’s Flute Ballade ..........................................................29 
 
Figure 3.2. Measures 95-106 of Martin’s Flute Ballade ....................................................30 
 
Figure 3.3. Measures 200-209 of Martin’s Flute Ballade. .................................................30 
 
Figure 3.4. Measures 242-247 of Martin’s Flute Ballade ..................................................31 
 
Figure 3.5. Shortall’s Theme F ..........................................................................................32 
 
Figure 3.6. Measures 76-84 of Martin’s Flute Ballade ......................................................33 
 
Figure 3.7. Shortall’s Theme C ..........................................................................................34 
 
Figure 3.8. Measures 63-64 of Martin’s Flute Ballade ......................................................35 
 
Figure 3.9. Measures 40-45 of Martin’s Flute Ballade ......................................................39 
 
Figure 3.10. Measures 90-94 of Martin’s Flute Ballade ....................................................40 
 
Figure 3.11. Measures 71-75 of Martin’s Flute Ballade ....................................................41 
 
Figure 3.12. Measures 309-313 of Martin’s Flute Ballade ................................................41 
 
Figure 3.13. Measures 265-272 of Martin’s Flute Ballade ................................................43 
 
Figure 3.14. Measures 260-264 of Martin’s Flute Ballade ................................................44 
 
Figure 3.15. Measures 142-146 of Martin’s Flute Ballade ................................................44 
 
Figure 3.16. Measures 44-45 of Martin’s Flute Ballade ....................................................45 
 



 
 

vi 

Figure 3.17. Measures 13-18 of Martin’s Flute Ballade ....................................................46 
 
Figure 3.18. Measures 1-10 of Martin’s Trombone Ballade .............................................47 
 
Figure 3.19. Measures 293-299 of Martin’s Trombone Ballade .......................................48 
 
Figure 3.20. Measures 137-146 of Martin’s Trombone Ballade .......................................49 
 
Figure 3.21. Measures 16-20 of Martin’s Trombone Ballade ...........................................50 
 
Figure 3.22. Measures 27-30 of Martin’s Trombone Ballade ...........................................50 
 
Figure 3.23. Measures 67-78 of Martin’s Trombone Ballade ...........................................53 
 
Figure 3.24. Measures 52-55 of Martin’s Trombone Ballade ...........................................55 
 
Figure 3.25. Measures 101-105 of Martin’s Trombone Ballade .......................................56 
 
Figure 3.26. Measures 6-10 of Martin’s Trombone Ballade .............................................57 
 
Figure 4.1. Shortall’s Theme A ..........................................................................................62 
 
Figure 4.2. Measures 226-234 of Martin’s Flute Ballade ..................................................63 
 
Figure 4.3. Shortall’s Theme B ..........................................................................................63 
 
Figure 4.4. Shortall’s Theme C ..........................................................................................64 
 
Figure 4.5. Measures 194-199 of Martin’s Flute Ballade ..................................................64 
 
Figure 4.6. Shortall’s Theme D ..........................................................................................65 
 
Figure 4.7. Shortall’s Theme E ..........................................................................................65 
 
Figure 4.8. Shortall’s Theme F ..........................................................................................66 
 
Figure 4.9. Shortall’s Theme G ..........................................................................................67 
 
Figure 4.10. Shortall’s Theme H ........................................................................................67 
 
Figure 4.11. Shortall’s Theme H1 ......................................................................................68 
 
Figure 4.12. Shortall’s Theme I .........................................................................................68 
 
Figure 4.13. Measures 71-75 of Martin’s Flute Ballade ....................................................69 
 



 
 

vii 

Figure 4.14. Measures 314-318 of Martin’s Flute Ballade ................................................70 
 
Figure 4.15. Measures 260-272 of Martin’s Flute Ballade ................................................70 
 
Figure 4.16. Measures 345-352 of Martin’s Flute Ballade ................................................71 
 
Figure 4.17. Measures 226-241 of Martin’s Flute Ballade ................................................73 
 
Figure 4.18. Measures 107-112 of Martin’s Flute Ballade ................................................73 
 
Figure 4.19. Measures 194-199 of Martin’s Flute Ballade ................................................74 
 
Figure 4.20. Measures 51-55 of Martin’s Flute Ballade ....................................................75 
 
Figure 4.21. Measures 61-65 of Martin’s Flute Ballade ....................................................76 
 
Figure 4.22. Measures 154-194 of Martin’s Flute Ballade ................................................77 
 
Figure 4.23. Measures 40-50 of Martin’s Flute Ballade ....................................................78 
 
Figure 4.24. Measures 1-10 of Martin’s Trombone Ballade .............................................79 
 
Figure 4.25. Measures 16-20 of Martin’s Trombone Ballade ...........................................80 
 
Figure 4.26. Measures 27-30 of Martin’s Trombone Ballade ...........................................80 
 
Figure 4.27. Measures 92-100 of Martin’s Trombone Ballade .........................................81 
 
Figure 4.28. Measures 119-123 of Martin’s Trombone Ballade .......................................82 
 
Figure 4.29. Measures 124-129 of Martin’s Trombone Ballade .......................................82 
 
Figure 4.30. Measures 137-141 of Martin’s Trombone Ballade .......................................83 
 
Figure 4.31. Measures 198-203 of Martin’s Trombone Ballade .......................................83 
 
Figure 4.32. Measures 332-343 of Martin’s Trombone Ballade .......................................84 
 
Figure 4.33. Measures 293-299 of Martin’s Trombone Ballade .......................................85 
 
Figure 4.34. Measures 176-186 of Martin’s Trombone Ballade .......................................86 
 
Figure 4.35. Measures 187-191 of Martin’s Trombone Ballade .......................................87 
 
Figure 4.36. Measures 72-78 of Martin’s Trombone Ballade ...........................................88 



 
 

viii 

 
 

LIST OF TABLES 
 
 
Table 2.1. Lori Patricia Shortall’s Analysis of the Form of the Ballade for Flute ............17 
 
Table 2.2. Modified Version of Shortall’s Analysis ..........................................................21 
 
Table 2.3. Form, Ballade for Trombone ............................................................................23 
 
Table 3.1. Tonal Centers, Ballade for Flute .......................................................................37 
 
Table 3.2 Tonal Centers, Ballade for Trombone ...............................................................54 
 



 1 

 

CHAPTER ONE 

Introduction 
 
 

Frank Martin: Biography and Compositional Development 

 “Many great works of this century are admired; few have the privilege of being 

loved. Frank Martin created works which are both admired and loved.”1 Swiss composer 

Frank Martin was born on September 15, 1890. His father was a Calvinist minister, and 

Frank was the youngest of ten children.2 Martin’s third wife, Maria Martin, describes his 

deep love for music that began while the composer was still very young: 

He began playing the piano and improvising even before he started school. When 
he was nine years old he composed charming children's songs that were perfectly 
balanced without ever having been taught musical forms or harmony. At twelve 
he had the chance to listen to a performance of Saint Matthew’s Passion: the 
impression on the child was so deep that it marked the composer’s life, to whom 
Bach remained the true master.3 
 

Maria’s pride in her husband is apparent from her writing; she emphasizes his 

intelligence and talent at an early age. 

 As a teenager, Martin studied “the piano, harmony, and composition, but not 

counterpoint” with Swiss composer Joseph Lauber, who had studied in Zurich and 

Munich. According to Billeter, Martin “knew at the age of sixteen that he wanted to be a 

                                                
1 Paul Badura-Skoda, “Quotations,” Frank Martin, accessed May 16, 2015, 

frankmartin.org. 
 
 2 Bernhard Billeter, “Martin, Frank,” Grove Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/17895. Accessed October 12, 
2014. 
 
 3 Maria Martin. Quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass (Vienna: Universal Edition, 2002), front matter. 
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musician, and already had something to offer as a composer,” but his parents did not 

approve.4 For two years, he studied mathematics and physics at Geneva University “to 

please his parents.”5 After World War I, Martin lived in Zürich, Rome, and Paris, but 

returned to Geneva in 1926.6 While there, he taught at the Jacques Dalcroze Institute and 

the Geneva Conservatory. During this time the composer also founded the Geneva 

Chamber Music Society.7  

 In 1940, Martin married Maria Boeke, his third wife. Maria was instrumental in 

promoting her husband’s compositions after his death. She compiled and edited two 

collections of Martin’s writings, À Propos de: Commentaires de Frank Martin Sur Ses 

Ouvres8 and Un Compositeur Médite sur son Art: Écrits et Pensées Recueillis par sa 

Femme.9 Maria serves as Vice-President in the Frank Martin Society, and she has 

maintained their house in Naarden as a museum, ensuring that “the ground floor of the 

house has not been changed since Frank Martin’s death.”10  

                                                
 4 Billeter, “Martin, Frank.” 
 
 5 Maria Martin, Quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass, front matter. 
 
 6 Billeter, “Martin, Frank.” 
 
 7 Maria Martin, Quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass, front matter. 
 

8 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, ed. Maria 
Martin (Neuchâtel: À la Baconnière, 1984). Unless otherwise stated, all English translations in 
this document are by Adrien Lavergne. 
 

9 Frank Martin, Un Compositeur Médite Sur Son Art: Écrits et Pensées Recueillis Par Sa 
Femme, ed. Maria Martin, (Neuchâtel: La Baconnière, 1977). 
 

10 Maria Martin, “The Frank Martin House,” Frank Martin, accessed February 16, 2015, 
http://www.frankmartin.org/index.php/en/frank-martin-house. 
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From 1943 until 1946, Frank Martin was president of the Swiss Musicians’ 

Union.11 In 1946, after gaining “an international reputation,” the composer moved to the 

Netherlands.12 He and his wife lived in Amsterdam, then Naarden, while Frank taught at 

the Staatliche Hochschule für Musik in Cologne. During this time, Martin was also 

actively traveling to perform and promote his works, resulting in his works enjoying “a 

firm place in the repertories of orchestras and choirs.13 In 1958, Martin retired from 

teaching, “preferring to work at home and to make occasional tours with the Swiss cellist 

Henri Honegger and to accept invitations to conduct his own music at many important 

musical centres, including those in the United States.”14 

 In the Grove Music Online article on Frank Martin, Bernhard Billeter addresses 

the Bach performance that Martin heard as a child and its huge impact on the composer’s 

life. “For a long time [Martin] was unable to detach himself from Bach’s harmony; its 

influence is apparent until the Piano Quintet (1919) and reminiscences of it remain even 

in Golgotha (1945–8).”15 The power of that single Bach performance reached well 

beyond Martin’s childhood and lasted throughout his lifetime. 

                                                
 11 Maria Martin, Quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass, front matter. 
 
 12 Ibid. 
 
 13 Billeter, “Martin, Frank.” 
 

14 Maria Martin, “Concise Biography,” Frank Martin, accessed February 16, 2015, 
frankmartin.org/index.php/en/biography. 
 
 15 Billeter, “Martin, Frank.” 
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 In addition to the performance of the Saint Matthew Passion, Martin was 

influenced by seemingly countless other sources. Billeter describes these in his biography 

of Martin: 

The extremely prolonged development of his characteristic style makes 
it impossible to place Martin in any particular school or to compare him 
with any other composer. A great deal of German music was played in 
his family, and this was true of Geneva’s musical life in general before 
the effect of Ansermet’s work was felt (from 1917)…Besides Bach, he 
was influenced by Schumann and Chopin; in the First Violin Sonata 
(1913) the influence of Franck also becomes evident. This resulted in a 
complicated point of departure: a composer who was French in outlook 
was entrenched in a style essentially determined by German 
antecedents, and in a harmonic style to be conquered only by a radical 
upheaval.16 

As Martin moved through his career, he explored “a linear, consciously archaic style, 

restricted to modal melody and perfect triads,” “Indian and Bulgarian rhythms and…folk 

music,” and eventually “the twelve-note technique of Schoenberg.”17 The twelve-tone 

technique was the “radical upheaval” mentioned by Billeter, but Martin only 

experimented with Schoenberg’s techniques and did not, in the end, fully adopt them. In 

a 1970 interview, Martin discussed the influence of Schoenberg’s work, yet also Martin’s 

own unwillingness to fully immerse himself in the twelve-note technique: 

I never used the system as Schoenberg had envisioned it, in a way to destroy the 
sense of tonality, but I tried to work with a set of twelve tones in a rather 
systematic way but without destroying the sense of tonal functions.18 

 

                                                
 16 Ibid. 
 
 17 Ibid. 
 
 18 Raymond Barrat, “Frank Martin,” Personnalités Suisses (Radio Télévision Suisse, 
September 1970), http://www.rts.ch/archives/tv/culture/personnalites-suisses/3463091-frank-
martin-1-.html.  
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Martin seemed to be inspired by Schoenberg to use all twelve tones, but the composer 

was reluctant to fully give up tonality. 

 Billeter continues, “Harmony remained the determining factor for Martin: 

harmony within an extended tonality, with a strong personal stamp…Dissonant chords 

are developed in smooth part-writing, often over a static bass which indicates the 

momentary tonal centre.”19 This became known as Martin’s “mature” style, the style in 

which he had begun to write when he composed the first of his Ballades. Billeter 

describes these pieces: 

The Ballades are one-movement works in several sections for a solo instrument 
accompanied by a piano or chamber orchestra. They are full of dramatic tension 
and dynamism: even ostinato elements are repeated seldom more than twice 
without alteration or development.20 
 

Martin would produce six Ballades throughout his lifetime, finishing the last in 1972, two 

years before his death. 

 Martin’s compositional style continued to develop throughout his later years. The 

composer’s two youngest children introduced him to “the sounds of electric guitars and 

flamenco rhythms,” which Martin incorporated into his works.21 Sacred works, such as 

Polyptyque for violin and two string orchestras (1973) and the Requiem (1971-2), 

“dominate the last years of Martin’s life.”22 Martin continued to compose for as long as 

                                                
 19 Billeter, “Martin, Frank.” 
 
 20 Ibid. 
 
 21 Ibid. 
 
 22 Ibid. 
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possible, finishing the cantata Et la vie l’emporta only ten days before his death in 

November 1974.23 

 
Martin’s Ballades 

 Between 1938 and 1972, Martin wrote six Ballades in the style of a solo concerto 

(“concerto ballades”), each written for a different solo instrument with accompaniment.24 

The six solo instruments are saxophone (1938), flute (1939), piano (1939), trombone 

(1940), cello (1949), and viola (1972). There was another flute Ballade composed in 

1938. However, it was not a new composition, but an arrangement of his Ballade for 

saxophone. The flute and trombone Ballades were written for a competition; these two 

are the shortest in length, and both were originally written with piano accompaniment.25 

The piano accompaniments of both pieces were later arranged for orchestra.26 Scholar 

James Parakilas places great importance on these six compositions: 

The concerto ballade was the specialty of Frank Martin, whose six Ballades for 
different solo instruments with orchestra form the most impressive group of 
ballades since Dvorak…they demonstrate that the instrumental ballade, though 
the product of nineteenth-century imaginations, could still stir new ideas long 
after its heyday; consideration of these new types of ballade, consequently, helps 
in placing the genre within the larger history of musical narration.27 

 

                                                
 23 Maria Martin, Quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass, front matter. 
 
 24 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 277. 
 
 25 Ibid. 
 
 26 The piano accompaniment versions are the ones that I will be using in this study. 
Unless otherwise stated, all musical examples for both pieces are taken from the Universal 
Edition. 
 

27 Parakilas, 274. 
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Parakilas observes that the instrumental ballade lost its popularity long before Martin 

began to compose his six Ballades, yet Martin brought “new ideas” to the genre. 

Parakilas also presents his views on Martin’s compositional process: 

His starting point was not even an abstract model of the ballad as a narrative type. 
Instead, it was the sound of an instrument, an instrument that suggested the 
human voice singing, and because it suggested contrasting expressions of that 
human voice—lyrical as well as voluble, elegiac as well as explosive—Martin 
imagined it to be telling a story.28 
 

Parakilas argues that Martin wanted each soloist to sound like a human voice speaking. In 

his own writings, Martin was very clear in stating that he chose the title “Ballade” 

because he wanted the soloist to tell a story and to have the opportunity to “exercise their 

musicianship”: 

It is neither Ballade in its first meaning, which is music for “hanging loosely (fr. 
baller)”, nor is it the meaning of a poetic form determined with raising “Prince, 
…” as in the Ballades de Villon.  It is in the romantic sense of the term that I 
chose this title Ballade, as in the Ballades d’Ossian.  In this there is an evocation 
of something epic; it is a story that is told.  It is with this meaning in mind that 
one should listen.29 

 
Martin places great emphasis on the idea of each Ballade as a story. In “Ballads 

without Words: Chopin and the Tradition of the Instrumental Ballade,” Parakilas 

describes the narrative quality in music that Martin mentions. He lists several ways in 

which composers use techniques also utilized by poets. One of these musical techniques 

is called “leaping and lingering,” which he describes as “a tendency to initiate a sudden 

act and then to linger hypnotically after the event.”30 This “lingering” could be 

accomplished in many ways: varied repetition, changes in tempo, or suspension of formal 
                                                

28 Ibid., 279. 
 
 29 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43.  
 
 30 Parakilas, 277. 
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time through the use of a cadenza can all slow the progress of a musical work. Parakilas 

compares the manipulation of time to the abilities of a “ballad singer [who] changes the 

form at will, either to hurry the end, or delay it considerably.”31 

 Parakilas also describes “symmetrical structures. These may consist simply of 

‘frames’—complementary stanzas that open and close a ballad or a portion of a ballad.”32 

The idea of a symmetrical structure is found frequently in music; it is not at all 

uncommon for a piece to end with material from the beginning of the work. Parakilas 

uses form as an example of how composers can use symmetrical structures, but he argues 

“such structures [may be] of various sorts and sizes.”33 Symmetrical structures of 

different types will be discussed in later chapters. 

 In “Music and Narrative Since 1900,” Michael L. Klein discusses the 

“constellation” of literary metaphors commonly used to portray music: “agency, 

temporality, plot, and some notion of a narrating voice.”34 Regarding temporality, Klein 

writes that as listeners, “we are alert to musical moments when time-as-meant rushes 

forward or stands still, flows or breaks, previews the future or recalls the past.”35 This 

description is very reminiscent of Parakilas’ idea of “leaping and lingering,” though it is 

broader. Playing with the flow of time is one of the many tools used by both storytellers 

and composers alike. A storyteller can speed up or slow down the action of a story; 

                                                
31 Ibid., 46. 
 

 32 Ibid., 47. 
 

33 Ibid. 
 

 34 Michael Leslie Klein, Music and Narrative Since 1900 (Bloomington: Indiana 
University Press, 2013), 11-12. 
 
 35 Ibid., 12. 
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composers can add changes in tempo or meter, cadenzas, or repetition to control the flow 

of time. 

 Klein also discusses the idea of “musical plot” in detail, relating elements of 

music to those of a story: “it is easy to consider this concept as analogous to functional 

tonality and form, where phrase and cadence types, thematic design, and key structure 

take the place of…[a] chain of events.”36 Martin certainly thought of each of the Ballades 

as a narrative; it makes sense that he might also see each element of the works as an 

“event” in the narrative. The elements described by both Parakilas and Klein appear in 

the Ballades for flute and trombone and will be discussed further in future chapters. 

 In the essay accompanying the Ballade for Trombone, Martin references the 

Ballades d’Ossian, hero tales written primarily by James Macpherson: 

Ossian…legendary Gaelic poet…hero of a cycle of tales and poems that place his 
deeds of valor in the 3d cent. a.d. These traditional tales were preserved in 
Ireland and in the Scottish Highlands, with Ossian as the bard who sang of the 
exploits of Finn and his Fenian cohorts…The name is remembered by most 
people in connection with James Macpherson, who published translations of two 
poems that he said had been written by Ossian; scholars subsequently proved that 
they were actually a combination of traditional Gaelic poems and original verses 
by Macpherson himself.37 
 

Though the origins of the Ossian tales were suspect, the stories were still full of “valor” 

and heroism. Martin hoped that his works would evoke the same kinds of feelings as 

Macpherson’s tales; he wanted the soloist to be a storyteller. These epic stories were an 

inspiration for the composer throughout the creation of his Ballades.  

 
 
 

                                                
 36 Ibid., 13. 
 
 37 Ossian. The Columbia Encyclopedia. New York: Columbia University Press, 2013. 
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Ballade for Flute and Ballade for Trombone 
 

 The third most popular twentieth-century composition chosen for the National 

Flute Association Young Artist Competition between 1985 and 2004, the Ballade for 

flute is a frequently performed piece.38 To my knowledge, any writings by Martin himself 

specifically about the Ballade for flute do not survive, if any ever existed.  

 Fortunately, Maria Martin gives us some insight into her husband’s compositional 

process for this piece shortly after her husband’s death in 1974: 

The present Ballade was written originally for flute and piano at the beginning of 
1939 upon the request of the Concours international d’exécution musicale de 
Genève, to be used as the piece for the flute.  He was asked first to highlight all 
the qualities of flutists competing in this test, especially when it comes to 
technique.  Frank Martin wanted this to not only be an exposition of instrumental 
difficulties, but also be true music, allowing young flutists to also exercise their 
musicianship and artistic qualities.  Even the piano accompaniment is interesting 
and requires a good pianist to realize all the rich musical content.39 

 
Maria wrote little about this piece, but she clearly summarizes her husband’s ideas about 

this composition as she saw them. Her assertion that her husband wanted, first and 

foremost, for the flutist to display his or her artistic qualities is perfectly in line with 

Martin’s conception of each of these Ballades as “a story that is told.”  

 The Ballade for Trombone, Martin’s fourth Ballade, was composed in 1940. 

Concerning this composition, Martin wrote the following: 

I was lucky to be well acquainted with the excellent trombonist of the Romanian 
orchestra, Thomas Morley.  He showed me all the secrets of his dear instrument 
that I like particularly for its noble timbre, but also its archaic nature, completely 
lacking mechanics in its construction: a simple metal tube that is lengthened by 

                                                
38 Christina Bayes, “Twentieth-Century Works for Flute and Piano and Unaccompanied 

Flute Most Frequently Selected to Be Performed on the Final Round of the National Flute 
Association’s Young Artist Competitions from 1984-2004” (Dissertation, D.M.A., University of 
Maryland, 2010). 

 
 39 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 39. 
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means of a slide.  Knowing it completely, I was able to make it sing or give it 
virtuous lines to my heart’s desire.  This ballade, whose form is completely free, 
became conservatory material almost everywhere, as solo trombone literature is 
not the richest.40 
 

Martin highlights his determination to know everything about a solo instrument before 

writing a Ballade for it. He clearly wanted to give the soloist every opportunity to sing 

and demonstrate his ability.  

There have been few scholarly works written about Martin or these two Ballades, 

especially the trombone Ballade. As a flutist, I have heard the Ballade for flute performed 

many times, and I have performed it myself. I was intrigued by the fact that Martin wrote 

five other pieces with the same title, and I wanted to investigate how he relates these 

works to one another, if at all. The lack of research on the Ballades led me to pursue this 

study. I chose these two Ballades in particular because they were written for the same 

purpose, they are similar in length, and they were the first two Ballades to be written with 

piano accompaniment. Though it would take an investigation of all six pieces in order to 

fully understand any connections Martin might have made between the Ballades, I hope 

that my study will provide insight into these two works and Martin’s compositional 

language. 

 In the next chapter, I will outline and compare the forms of the two Ballades. 

Although they are similar in their average performance time and number of measures, 

their structures are not identical. Like all of Martin’s Ballades, these two are single-

movement compositions, but Martin often provides clear stylistic changes to delineate 

sections within each piece. In Chapter Three, I examine the textural and harmonic aspects 

of both pieces. Martin makes use of several discrete musical textures throughout both 
                                                
 40 Ibid., 42. 
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Ballades. I will also discuss Martin’s distinctive harmonic language and analyze the tonal 

structure of each Ballade. In Chapter Four, I will focus on the melodic and motivic 

material that appears in the two Ballades. Here I will reference Lori Patricia Shortall’s 

analysis of the flute Ballade’s motives and present my own motivic analysis of the 

trombone Ballade. In Chapter Five, I will draw conclusions about the two pieces.  
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CHAPTER TWO 

Form 

 
Frank Martin on Form 

 Regarding the form of his Ballades, Frank Martin wrote that they are meant to 

feel free, as if the soloist were telling a story: 

Why use Ballade in the title, which is found so frequently in my works, Ballade 
pour saxophone 1938, pour flûte 1939, pour piano 1939, pour trombone 1940 
and later pour violoncelle 1949?  It’s because I had found in this title the 
expression that fit free-form instrumental works of narrative character.1 
 

This feeling of freedom is enforced by the fact that all of Martin’s Ballades are single-

movement works; to the audience, the music never stops, though there are frequent tempo 

and textural changes. In addition, Martin rarely writes rests that are longer than a measure 

for the soloist, giving the impression of constant action in the “storyline.” 

 Despite Martin’s belief in a “free-form” style, though, the composer does provide 

some structural divisions within the flute and trombone Ballades. Both works feature 

clear changes in tempo, texture, and style, which mark the beginning and end of each 

section. The form of the two pieces has been analyzed by several people other than 

Martin, and viewed in many different contexts. I will discuss each of these 

interpretations, followed by my own analysis. 

  

 

 
                                                
 1 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, ed. Maria 
Martin (Neuchâtel: À la Baconnière, 1984), 42-43. 
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The Ballades in Literature 

 Because of Martin’s assertion that the Ballades are “works of narrative character,” 

the pieces have often been compared to various forms of literature. Martin set the 

precedent for this, referencing the Ballades d’Ossian in his essay accompanying the 

Ballade for trombone.2 When drawing these comparisons, scholars and performers have 

often focused specifically on the similarities between the Ballades and medieval texts. In 

her critical edition of the Ballade for flute, flutist Paula Robison describes her experience 

with the piece and medieval texts: 

[I] heard an amazing sound: the opening bars of a newly commissioned work by 
Frank Martin…written to ballades by the 15th century renegade genius poet 
François Villon…a colleague standing with me said, “Oh yes — he loves to set 
medieval texts to music.” What if I read a Villon ballade aloud to the opening 
chords of Martin’s Ballade? I found a copy of Galway Kinnell’s wonderful 
translations of Villon and tried it (with the help of my bemused pianist). It 
worked! The music opened up to us.3 
 

Robison shows how relating Martin’s Ballade for flute to literature helped her as a 

performer, but she does not address the form of the piece. The main similarity that she 

points out between the two art forms is the “talking quality” prominently featured by the 

flute solo part, evoking the idea of “one of those medieval poets who wandered from 

castle to castle singing stories of love won and lost.”4 

 In his book, Ballads Without Words: Chopin and the Tradition of the Instrumental 

Ballade, James Parakilas also connects Martin’s Ballades to literature. His main focus, 

however, is Martin’s interest in the sound of each instrument: 

                                                
 2 Ibid., 43. 
 
 3 Paula Robison, quoted in Frank Martin, Ballade Pour Flûte et Piano, Paula Robison 
Masterclass (Vienna: Universal Edition, 2002), front matter. 
 
 4 Ibid. 
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His starting point was not even an abstract model of the ballad as a narrative type. 
Instead, it was the sound of an instrument, an instrument that suggested the 
human voice singing, and because it suggested contrasting expressions of that 
human voice - lyrical as well as voluble, elegiac as well as explosive - Martin 
imagined it to be telling a story.5 
 

Parakilas draws a similar comparison to that of Robison. He focuses mostly on the 

narrative quality present in all six of the Ballades, without trying to fit them into the form 

of any specific literary work. 

 Despite the frequent connections made, there are few who actually relate the form 

of the pieces to that of literary works. Flutist Bridget Castillo provides a rather detailed 

account of how the flute Ballade fits into the structure of a medieval ballade: 

The introduction of the Ballade is that of a medieval ballade. It has the quality of 
a voice speaking: The continuous eighth note rhythm is stretched beyond a talking 
quality when the flute starts to jump octaves: switching from the human to a more 
inhuman, unnatural timbre of voice. The opening can be said to invoke the 
medieval ballades: a voice telling a folk story. (In fact, the trombone Ballade 
itself is an allusion to folk: The trombone is the voice of Ossian, who is a 
legendary Gaelic hero and bard of the third century A.D.) The poetic verse form 
for a ballade has three stanzas of eight or ten lines. Each is followed by a brief 
envoy.  (An envoy is a short closing stanza or refrain which dedicates the poem to 
a patron or summarizes the main idea.) The first “stanza” of the flute Ballade 
spans from m.1-43.  It is characterized best by the gypsy-like, undulating line of 
eighth notes that become an important forward-moving tool. The opening phrases 
expand by increments:  the intensity increases and expands systematically, just as 
the piece as a whole will.6 

 
Castillo goes on to assert that the first envoy is in measures 44-47, with the second stanza 

spanning measures 48-193; the second envoy is measures 194-196, and the third stanza 

                                                
 5 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 279. 
 
 6 Bridget Castillo, “Modern Flute at Its Classiest: My Programmatic and Score 
Interpretation of Frank Martin’s Ballade for Flute and Piano,” Whether You Split Atoms or 
Infinitives, This Is the Place That You Want to Be, May 19, 2012, accessed October 6, 2014, 
http://bridgetcast.blogspot.com/2012/05/frank-martins-ballade-for-flute-and.html. 
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begins in measure 197.7 Castillo makes a clear and convincing argument, with each of her 

stanzas beginning and ending at or near major textural changes. 

 Overall, it makes sense to think of the Ballades in terms of literature, especially 

given Martin’s description of the “narrative character” of the works.8 It seems that 

performers have benefitted the most from comparing the Ballades to poetry. Drawing 

connections between the two art forms allows the soloist to “tell a story” with each 

performance. Thinking in terms of literature can, as Castillo demonstrated, help to 

identify the major structural divisions in a work. Whether or not Martin was actually 

thinking of a three-stanza medieval ballade is unknown, yet Castillo’s suggestion of a 

three-part form fits both the flute and trombone Ballades.  

 
Ballade for Flute 

 In her program notes for this work, Maria Martin wrote very little about form. She 

focuses mainly on how demanding the piece is for the flutist, as an “exposition of 

instrumental difficulties…[and] true music, allowing young flutists to also exercise their 

musicianship.”9 Her only comment on structure is that the form of this particular Ballade 

is“as the forms of other Ballades by Frank Martin, rather rhapsodic and of epic 

character.”10 

 In “Thematic, Harmonic, and Formal Aspects of Frank Martin’s Ballade for flute 

and Piano,” Lori Patricia Shortall divides the piece into three parts, or “supersections,” 

                                                
 7 Ibid. 
 
 8 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
 
 9 Ibid., 39. 
 
 10 Ibid. 
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labeling them X, Y, and Z.11 The first of these, X, consists of measures 1-153, all material 

up to the cadenza. Section Y is made up of only the cadenza, measures 154-193. Section 

Z is measures 194-258, all material after the cadenza until the end of the piece. Sections 

X and Z are then divided up into two smaller sections. I have summarized her analysis of 

the form in Table 2.1. 

Table 2.1. Lori Patricia Shortall’s Analysis. 

Supersection Section Measure Numbers 

X I 1-43 

II 44-153 

Y III 154-193 (cadenza) 

Z IV 194-282 

V 283-358 

Because the cadenza contains a continuation of the melodic and thematic material 

from the section before it, it should not be its own section, let alone its own 

“supersection.” The term “cadenza” “can refer to…any accumulation of elaborate 

embellishments inserted near the end of a section or at fermata points,” 12 and Martin’s 

cadenza is no different. Formal time does not progress, because the cadenza serves to 

embellish the end of the previous section, providing variation on the melodic material 

that was just introduced. The cadenza slows musical progress through “lingering,”13 but it 

11 Lori Patricia Shortall, “Thematic, Harmonic, and Formal Aspects of Frank Martin’s 
‘Ballade’ for Flute and Piano” (M.Mus.: The University of Western Ontario, 1996), 128. 

12 Eva Badura-Skoda, Andrew V. Jones, and William Drabkin, “Cadenza,” Grove Music 
Online. 

13 Parakilas, 277. 
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does not function as its own independent section. Martin does place a double bar between 

measure 153 and measure 154 (the beginning of the cadenza), yet the double bar 

functions only to mark the change in texture, not a change in melodic material. Shortall, 

however, labels measure 154 as the beginning of Supersection Y. 

Shortall’s formal analysis is primarily built around nine themes, which she 

identifies and analyzes.14 These themes, which will be further discussed in future 

chapters, appear throughout the piece, usually in the flute part. Her division of the 

Ballade is mostly based on which themes each section contains. This methodology is 

flawed, however, as the themes seem to be arbitrarily chosen. All nine themes do appear 

prominently throughout the Ballade, but they are not the only melodic material making 

up the piece.  

The cadenza serves to embellish the material immediately preceding it, making 

isolating it as “Supersection Y” inaccurate. Shortall’s Theme H is first introduced in 

measure 143 in the flute part (A, G#, E, C#, D, D#). Figure 2.1, which is from Shortall’s 

thesis, shows this passage with Theme H in brackets. The first two measures of the 

cadenza (measures 154-155) present this motive again, transposed down a perfect fourth 

(E, D#, B, G#, A, A#). This varied statement of Theme H is then repeated and varied 

throughout most of the cadenza (Figure 2.2). With this cadenza, Martin embellishes and 

varies the melodic material that first appears in measure 143. However, Shortall labels 

the cadenza as a completely new supersection. 

14 Shortall, 60-62. 
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Figure 2.1 Shortall’s Theme H. 

Figure 2.2 Measures 154-190 of Martin’s Flute Ballade. 
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 Martin wanted his Ballades to be “free-form instrumental works.”15 Because of 

this, it is unlikely that he would have used double bar lines to place strict divisions in 

these pieces. The most obvious piece of evidence for this is that Martin writes two double 

bar lines within three measures of each other: at measures 142 and 145 (Figure 2.3). 

These are clearly not large-scale formal divisions, so Martin placed them there for 

another reason. Throughout the flute Ballade, Martin places double bar lines in places 

that would bring the performer’s attention to various changes in the music, such as shifts 

in tempo or meter. Martin seems to use double bar lines only as an aid to the soloist and 

the pianist. The double bar lines at measures 142 and 145 bring attention to the changes 

in meter, which can be easily missed at a tempo of 192 beats per minute. Measure 154 

marks the beginning of the cadenza, an obvious change in texture and tempo.  

I agree with Shortall’s analysis that the flute Ballade is in five smaller sections 

and three major parts, but I do not agree with the placement of some of the structural 

divisions. My analysis of the form of this piece is shown in Table 2.2. It is similar to 

Shortall’s in that there are three supersections and five sections, but the divisions between 

the middle three sections are moved slightly to reflect my interpretation of the work. I 

have also renamed the sections of the piece with letters to better reflect the material 

contained in them. 

My table differs in several ways: the middle section, Section C, is considerably 

longer, in order to incorporate the material before the cadenza. I used letters to refer to 

each section to indicate that melodic material returns in Supersection Z. I labeled the 

                                                
 15 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 42. 
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sections beginning at measure 194 and 283 A’ and B’ because after a short transition, the 

melodic material from the first two sections does return, slightly varied.  

Figure 2.3 Measures 137-146 of Martin’s Flute Ballade 

Table 2.2. Modified Version of Shortall’s Analysis. 

Supersection Section Measure Numbers 

X A 1-43 

B 44-94 

Y C 95-193 

Z A’ 194-282 

B’ 283-358 
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 Most of the divisions occur at points of tempo or textural change. The shortest 

supersection is X (94 measures), and the longest supersection is Z (165 measures). 

Supersection Y is close in length to X, with 99 measures. With Supersection Z, Martin 

spends over a third of the work recapitulating the material from the first supersection. 

 Overall, this Ballade, written in three large sections, does fit in with Castillo’s 

analogy of three stanzas. It is impossible to know whether this was the idea that Martin 

had in mind while composing this Ballade. However, the fact that the work is actually 

divided into three parts could certainly help performers to evoke the narrative character 

that the composer wanted. 

 
Ballade for Trombone 

 
 In his writings about the trombone Ballade, Martin only mentions form in 

passing, and almost completely dismisses the idea of form: 

This ballad, whose form is completely free, became conservatory material almost 
everywhere, as solo trombone literature is not the richest.16 
 

Regarding the flute Ballade, Maria Martin mentions that the piece is “rhapsodic.” Frank 

Martin takes this one step further with the trombone Ballade, implying that he wrote the 

piece with no clear concept of form in mind. However, there are some very clear stylistic 

changes that happen throughout the piece. 

 As in the flute Ballade, Martin adds double bar lines to the trombone Ballade to 

denote major changes in texture and tempo. The first one, at measure 18, marks the 

change in tempo from “Andante” (72 quarter notes per minute) to “Tranquillo” (54 

quarter notes per minute), with a difference of 18 quarter notes per minute in these two 

                                                
 16 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 42. 
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tempi. The even more drastic tempo change at 58 (to “Allegro giusto,” 116 half notes per 

minute) also has a double bar line. Martin tends to use the double bar line at tempo or 

meter changes, but not always at larger structural divisions. For example, at measure 294 

the trombone restates the pitch material from the very first measure of the piece. Martin 

does not place a double bar line at this measure because there is no tempo change, yet this 

repetition of the opening melody heralds the beginning of the final section of this 

Ballade. 

Table 2.3 shows the major divisions within the piece. Most of these divisions are 

marked by sudden changes in tempo, meter, or both. Like the flute Ballade, this piece is 

made up of three major parts and five smaller sections. The shortest supersection is X (57 

measures), and the longest is Y (218 measures). 

Table 2.3. Form, Ballade for Trombone. 

Supersection Section Measure Numbers 

X A 1-57 

Y B 58-201 

C 202-275 

Z D 276-293 

A’ 294-353 

Though this Ballade and the one written for flute are very close in length, they are 

structured very differently. In the trombone Ballade, the middle section is the longest by 

far, leaving much less recapitulation at the end. It is not until the last sixty measures that 

Martin begins to repeat material from the beginning of the piece, which is a huge contrast 
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from the flute Ballade, which restates material from the beginning starting at measure 

194. 

 The first section is made up of a short introduction (measures 1-17) and the 

“Tranquillo” passage. The fermata at measure 57 brings closure to the end of the first 

Supersection, and the change into cut time, drastic tempo change, and the fact that the 

piano is playing alone at measure 58 all bring the listener’s attention to the beginning of 

the next. The second part of Supersection Y begins at measure 202 with a change in style 

and meter. Martin writes a very light, bouncy passage in the trombone part as well as a 

meter change into 6/8. Supersection Z begins with the tempo change at measure 276, 

where the piano plays alone until the trombone restates the material from the opening at 

measure 294, beginning the final section of the work (Figure 2.4). 

 
 

 Figure 2.4 Measures 293-299 of Martin’s Trombone Ballade. 
 

 These two Ballades do have several aspects in common regarding form: both are 

made up of the same number of supersections, and they are nearly identical in overall 

length, both in number of measures and in average performance time. Martin restates 

material from the beginning of each of these works in their final supersections—a sort of 

recapitulation in both Ballades. With three major sections, both works fit Castillo’s idea 
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of a three-stanza medieval ballade. In a medieval ballade, however, the number of lines in 

each stanza was often predetermined, and the “stanzas” in these two pieces vary greatly 

in length. It seems that Martin may have had similar ideas in mind concerning the 

structures of each of these two pieces, but he executed them slightly differently. The 

following chapters will delve more deeply into the similarities and differences in each 

aspect of these two Ballades.
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CHAPTER THREE 

Texture and Harmony in the Ballades 

 
Frank Martin on Harmony 

 In his essay Défense de L’Harmonie (“Defense of Harmony”), Martin discusses 

his views on harmony and its role in a composition: 

I personally do not believe that the great masters of music would have thought 
“melody first”. I am, on the other hand, also completely convinced that they 
would neither have thought “harmony first”. Let’s say that one would find many 
cases where, visibly, the melody preexisted the harmony, and just as many where 
harmony led to the finding of melody. The composer who would not know how to 
use these two techniques would be a poor musician. But as a general rule, these 
two constitutive elements of music, rhythm set aside, form an indivisible whole.1 

 
Martin argues that the best composers know how to begin to write a piece in two different 

ways: with either a melody or a harmonic idea in mind. He stressed the interdependence 

between melody and harmony and believed that they were inseparable. Concerning the 

flute Ballade, Maria Martin wrote that “even the piano accompaniment is interesting and 

requires a good pianist.”2 This shows that even though Frank Martin wrote of his desire 

to emphasize the musical abilities of the soloist, he still valued the accompaniment and 

the “indivisible whole” formed by the two instruments working together to create 

melodic and harmonic unity.3  

                                                
 1 Frank Martin, Un Compositeur Médite Sur Son Art: Écrits et Pensées Recueillis Par Sa 
Femme, ed. Maria Martin, (Neuchâtel: La Baconnière, 1977), 81. 
 
 2 Maria Martin. Quoted in Frank Martin, À Propos de: Commentaires de Frank Martin 
Sur Ses Ouvres, ed. Maria Martin (Neuchâtel: À la Baconnière, 1984), 39. 
 
 3 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
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Frank Martin’s statements in a 1970 interview concerning tonality shed light on 

some of the characteristics of his writing that may have made the accompaniment for the 

flute Ballade so “interesting.” The composer described his own unique ideas on tonality 

and tonal functions: 

I never used the [twelve-tone] system as Schoenberg had envisioned it, in a way 
to destroy the sense of tonality…I managed to write music with tonal 
functions that never or hardly has a specific tonality. Of course, during some brief 
moments, you will find a positive tonality, but in general it is variable. They are 
not modulations, but there are simply several tonalities at once, but you keep the 
sense of tonal functions.4 

Martin’s views on tonality seem to be very flexible. He maintains “the sense of tonal 

functions” but makes it clear that tonality in his music is “variable.” Bernhard Billeter 

builds on Martin’s description, describing how Martin’s unique harmonic language fits 

with the composer’s views on tonality. Billeter writes that “harmony remained the 

determining factor for Martin: harmony within an extended tonality.”5 In his Preface to 

the Universal Edition of Martin’s Ballade for Flute, editor Gerhard Braun writes about all 

six of the Ballades, focusing on the harmonic elements that these works have in common: 

These compositions blend twelve-tone technique and functional harmony, 
frequent use of ostinato and pedal point, the incorporation of perfect major and 
minor triads and the exploitation of the melodic and harmonic tensions generated 
between the leading note and the tonic.6 

4 Raymond Barrat, “Frank Martin,” Personnalités Suisses (Radio Télévision Suisse, 
September 1970), http://www.rts.ch/archives/tv/culture/personnalites-suisses/3463091-frank-
martin-1-.html. 

5 Bernhard Billeter, “Martin, Frank,” Grove Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/17895. Accessed October 12, 
2014. 

6 Gerhard Braun. Quoted in Frank Martin, Ballade Pour Flûte et Piano, ed. Gerhard 
Braun (Wien: Universal Edition, 1944), front matter. 
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All of these elements combined cannot be described with one single stylistic term. Martin 

wrote that “harmony, more than a lot of other notions, is not easily defined,” and the 

blend of different compositional ideas in his Ballades reflects this philosophy.7 Martin’s 

use of multiple textures plays a large part in his harmonic language. The “interesting” 

piano accompaniment described by Maria Martin is the result of a variety of textures and 

sonorities found throughout each Ballade. In Braun’s description of Martin’s harmonic 

language, he includes some of the techniques that the composer uses to create these 

textures: ostinato and pedal point.8 In the analysis below, I will compare these and other 

textures found in the flute and trombone Ballades. I will also discuss tonal centricity and 

harmony in each of these works, examining how the composer uses his own 

compositional language to create the “story that is told.”9  

 
Texture in the Ballade for Flute 

 
 In the Ballade for flute, Martin utilizes several discrete textures, four of which are 

most prominent. The first texture, the most common by far, is homophonic. This usually 

involves dyads or block chords played by the piano and much more active melodic lines 

in the flute part. The first example of this occurs at the beginning of the work. The 

opening section (measures 1-43) consists of moving eighth notes in the flute part, 

accompanied by dyads in the piano. The piano part becomes increasingly more active, 

especially after measure 17, but the flute remains prominent. Figure 3.1 shows the first 

six measures of this passage.  

                                                
 7 Frank Martin, Un Compositeur Médite Sur Son Art, 80. 
 
 8 Braun, front matter. 
 
 9 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
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 Figure 3.1. Measures 1-6 of Martin’s Flute Ballade. 

Another instance of this texture occurs in measures 95-141. In this passage, the 

flute plays a melody comprised mostly of quarter notes, beginning with Shortall’s Theme 

G (measures 95-99 of Figure 3.2).10 The piano sustains an F# in the bass, with quarter 

note chords in the upper voices throughout this passage. The marking “dolce cantabile” in 

the flute part allows the soloist to experiment with tone colors and pacing, contrasting 

noticeably to the piano part. 

The homophonic texture also appears in measures 200-242. Throughout this 

section, the piano plays a series of block chords in dotted half notes, usually with octaves 

in the bass, while the flute plays an increasingly active melody, rising in pitch and 

becoming more agitated. Figure 3.3 shows the first ten measures of this passage. 

Beginning at measure 242, Martin adds another element, but maintains a similar texture: 

the right hand of the piano plays the flute melody from measure 200, transposed up a half 

step. The flute remains prominent, though, playing quick eighth notes in the upper 

register. Figure 3.4 shows the first six measures of the passage beginning at measure 242. 

10 Lori Patricia Shortall, “Thematic, Harmonic, and Formal Aspects of Frank Martin’s 
‘Ballade’ for Flute and Piano” (M.Mus.: The University of Western Ontario, 1996), 62. 
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Figure 3.2. Measures 95-106 of Martin’s Flute Ballade. 
 
 

 
 

Figure 3.3. Measures 200-209 of Martin’s Flute Ballade. 
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Figure 3.4. Measures 242-247 of Martin’s Flute Ballade. 

The homophonic texture plays an especially important role in the form of the 

Ballade for flute. The passages at measures 1-43, 95-141, and 200-271 all occur at or 

near the beginnings of each of the three supersections (the three supersections begin at 

measures 1, 95, and 194). The melodic and harmonic material is not identical each time, 

but the sonorities that Martin creates are very similar. The composer uses specific 

techniques to give the flute “the quality of a voice speaking.”11 At the beginning of these 

passages, the soloist plays repetitive figures, mostly comprised of pitches in the staff. 

With few leaps larger than a third, this steady playing in the lower register further 

enforces the idea of a storyteller. Bridget Castillo argues that this type of writing “can be 

said to invoke the medieval ballades: a voice telling a folk story.”12 Martin uses this 

homophonic texture to establish the idea of a single storyteller at the beginning of each 

11 Bridget Castillo, “Modern Flute at Its Classiest: My Programmatic and Score 
Interpretation of Frank Martin’s Ballade for Flute and Piano,” Whether You Split Atoms or 
Infinitives, This Is the Place That You Want to Be, May 19, 2012, accessed October 6, 2014, 
http://bridgetcast.blogspot.com/2012/05/frank-martins-ballade-for-flute-and.html. 

12 Castillo, “Modern Flute at Its Classiest.” 
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supersection. The composer repeatedly reminds the listener of the “narrative character” of 

each work by evoking the sound of one person telling a story.13  

 Polyphonic textures, the second type that Martin uses, also appear occasionally in 

the Ballade for flute. One of the few clear instances of polyphony in the Ballade for flute 

is in measures 76-88. The flute plays dotted quarter notes followed by Shortall’s Theme F 

(beginning with the last note of measure 80), while the piano plays Shortall’s Theme C 

beginning with the triplet at measure 81. Three distinct voices are heard as these two 

melodic lines are accompanied by a quarter-note ostinato in the left hand of the piano 

part. Figure 3.5 shows Shortall’s Theme F, in brackets, while Figure 3.6 shows the 

passage beginning at measure 76. This polyphonic texture is not at all common in this 

Ballade, but it appears more often in the trombone Ballade, which will be discussed later 

in the chapter. In his biography of the composer, Billeter writes that for Martin, “Bach 

remained the true master,” so it is to be expected that Bach’s influence might show in 

Martin’s use of polyphony.14 However, the polyphony in the flute Ballade has shown that 

Bach’s influence on Martin seems to be peripheral. Martin’s polyphony in this work is 

rarely ever imitative or fugal, and it does not occur very often. 

Figure 3.5. Shortall’s Theme F.15 

                                                
 13 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
 
 14 Billeter, “Martin, Frank.” 
 
 15 Shortall, 52. 
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Figure 3.6. Measures 76-84 of Martin’s Flute Ballade. 

Previously, I have discussed texture in terms of musical structure, rather than in 

terms of instrumentation. However, Martin does make use of changes in instrumental 

texture, especially when he calls for the accompanist to play alone. Though the flute has a 

prominent melody throughout much of the work, Martin writes a few passages in which 

the piano is the only instrument playing. In the flute Ballade, the solo piano usually 

serves one of two purposes: it either functions as a transition, or it provides interjections, 

interrupting the flute melody. The first major instance of solo piano in the work is the 

beginning of Section B (measures 44-51), which introduces a new, much faster tempo. It 

also presents Shortall’s Theme C (Figure 3.7 shows Shortall’s Theme C in brackets). The 

piano provides a transition into the next section of the work, establishing the new tempo 

and style as well as introducing new melodic material. 
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Figure 3.7. Shortall’s Theme C.16 
 
 

 Another passage of solo piano appears in measures 272-286. This descending 

passage leads to the final section of the work, where the piano once again presents Theme 

C. Martin uses the solo piano to transition away from the first section and, much later in 

the piece, into the last section. The piano sets apart the first and last sections; this is very 

reminiscent of Parakilas’ idea of “symmetrical structures,” which may “consist simply of 

‘frames’—complementary stanzas that open and close a ballad or a portion of a ballad.”17 

                                                
 16 Ibid., 47. 
 
 17 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 47. 
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Passages in which the piano provides interjections or interruptions are often very 

short. In measures 63-64 and 302-303, the flute imitates the two-note figure played by the 

piano immediately after the piano interjects (Figure 3.8).  

Figure 3.8. Measures 63-64 of Martin’s Flute Ballade. 

In measure 88, the piano imitates the triplet played by the flute in the previous 

measure. In measures 142-144, the piano plays staccato quarter notes after each half note 

in the flute part. With these interjections, Martin makes very intentional use of the solo 

piano, creating a dialogue between the piano and the flute. The piano and flute respond to 

one another with short figures that mimic the sound of two people conversing or arguing. 

The “interesting” piano part always serves a purpose, whether it is to transition between 

sections, to interrupt the “story that is told,” or to initiate a dialogue.18 

The final techniques that Martin uses to create his textures are pedal point and 

ostinato. Pedal point is much more common than ostinato in this Ballade, but the two 

perform a similar function. Shortall observes that the tonal centers of the flute Ballade are 

18 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
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“accentuated” by pedal point and ostinato basses.19 Billeter writes that Martin often uses 

a “static bass which indicates the momentary tonal centre.”20 Notable uses of pedal point 

in this Ballade occur in measures 89-106 (F# in octaves), 243-255 (moving down 

chromatically from D to C), and the last thirty-four measures of the piece (E). Figure 3.4, 

discussed earlier in this chapter, shows the first part of the passage beginning at measure 

243, including the pedal tone D. Each of these is presented in a different way, but all help 

to define the tonal center of the passage, especially the E in measures 325-358. It occurs 

repeatedly in the left hand of the piano, finally culminating in the E major triad that ends 

the work. Martin uses pedal point in the Ballade not only to add to his distinctive 

textures, but also to establish a tonal center without functional harmonies. Overall, Martin 

uses each texture in the flute Ballade with a purpose, sometimes to reinforce the 

“narrative character” of the work and other times to provide a sense of tonal centricity for 

the listener. 

 
Tonality and Harmony in the Ballade for Flute 

 
 Though Martin rarely composes using functional progressions, there are several 

discernible tonal centers within the flute and trombone Ballades. Sometimes they 

overlap, and other times they are blurred by the composer’s use of chromaticism; Martin 

himself said that often “there are simply several tonalities at once.”21 In her thesis, 

                                                
19 Shortall, 102. 

 
20 Billeter, “Martin, Frank.” 

 
 21 Barrat, “Frank Martin.” 
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Shortall identifies the tonal centers in each section of the flute Ballade.22 Table 3.1 

summarizes her analysis. 

Table 3.1. Tonal Centers, Ballade for Flute. 

Supersection Section Measure Numbers Tonal Center(s) 

X A 1-43 E 

B 44-94 Bb (44-94) 
F# (89-94) 

Y C 95-193 F# (94-153) 
E (154-193) 

Z A’ 194-282 E (194-199) 
C# (200-242) 
D (243-255) 
E (256-282) 

B’ 283-358 Bb (283-309) 
E (310-358) 

As discussed in Chapter Two, the piece ends with melodic material from the first 

sections of the work. Shortall’s analysis shows that the Ballade also ends in the same 

tonal center in which it began. She shows that the Ballade moves through many different 

tonal centers, but that nearly every section except for section B ends in E.  

Shortall writes that Martin used many different techniques to imply tonal 

centricity, most of which have been described in this chapter. She discusses his ideas on 

tonality: 

Martin saw tonality as an organized relationship of tones with reference to a 
definite centre but not necessarily a diatonic scale. This definite tonal centre is 
often emphasized by the frequent use of pitches that surround it. For example, if 

22 Shortall, 104-105. 
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E is the tonal centre, the music may employ almost as many of the pitch classes 
D, D#/Eb, F, and F#/Gb as of the tonal centre E but the E would stand out as the 
centre.23 

Shortall addresses the idea of half steps around the tonic. Contrary to what Braun wrote, 

however, the half step may be anywhere around the tonal center, not necessarily between 

the leading tone and the tonic. In general, Shortall’s decisions about tonal centricity are 

based on pedal points, ostinati, and half steps around a commonly played pitch. She 

shows that Martin can still create effective tonal centers without functional harmonies. 

As mentioned earlier, one way that Martin emphasizes a tonal center is through 

repetition and pedal tone. Without using a functional chord progression, the composer 

repeats a pitch often enough that the listener hears it as a tonal center. For example, in 

measures 89-106, Martin implies the tonal center using the pedal tone in the bass voice of 

the piano (Figure 3.2). The repetition of the F# pedal tone in octaves reinforces the pitch 

as the tonal center of this passage. Martin also often uses the pitch or chord on which a 

passage ends to indicate its tonal center. In measures 1-43, there are no functional 

progressions suggesting E as the tonal center, but the passage ends on an E7 chord with 

an added second, with E as the lowest pitch and G# in the flute part (Figure 3.9). The 

fermata over this chord emphasizes its significance as the end of this section. The E7 

chord is where the passage comes to rest, so Shortall identifies E as the tonal center. At 

the end of the final section of the work, Martin uses both repetition and the ending of the 

passage to indicate tonal center. Beginning in measure 325, Martin consistently writes an 

E in the left hand of the piano. The E occurs in every measure at first but becomes less 

frequent as the piece draws to a close. The final chord of the work is an E major triad, 

23 Ibid., 101. 
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with the piano playing the root and fifth and the flute supplying the G#. With few major 

triads appearing throughout the work, this major triad definitely has an impact on the 

listener. With the repeated E and the major triad, Martin has shown E to be the tonal 

center of this passage. 

Figure 3.9. Measures 40-45 of Martin’s Flute Ballade. 

According to Shortall’s analysis, there is one passage of bitonality: measures 89-

94. Here Shortall identifies both Bb and F# as tonal centers. In 89, the F# pedal begins,

presenting a strong argument for F# as the tonal center. However, the flute phrase ending 

in measure 94 builds to a Bb. These six measures could therefore be interpreted as having 

both tonal centers. Figure 3.10 shows measures 90-94, which include both the pedal tone 

on F# and the phrase ending on Bb. 

As observed by Braun, Martin uses a wide variety of harmonic resources 

throughout the flute Ballade. One of these resources is “perfect major and minor 

triads.”24 Though they are rare, Martin does make use of triads and seventh chords. 

However, he virtually never uses them in a way that implies functional harmony. The 

24 Braun, front matter. 
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composer’s use of triads and seventh chords is unusual. If there is a passage made up of 

major and minor triads, Martin tends to use only root movement by second, minor third, 

or tritone. While root movements by second or third appear in more functional 

progressions, they do not strongly tonicize a specific pitch. With little to no root 

movement by fourth or fifth, Martin makes it difficult for the listener to hear any kind of 

dominant - tonic relationship. 

 
 

Figure 3.10. Measures 90-94 of Martin’s Flute Ballade. 
 
 

One example of triadic succession in this work occurs in the piano part of 

measures 71-74, which contain the following triads: E minor, Eb major, C major, A 

major, F# major, E minor, Eb major, A major, Eb major, and A major (Figure 3.11). This 

series of triads does not strongly suggest any particular tonic or tonal center. The repeated 

root movement by tritone at the end of the passage especially thwarts the listener’s 

expectations regarding functional tonal progressions.  

 A similar passage occurs in measures 310-314 (Figure 3.12). Martin writes the 

following triads in this passage: E minor, Eb major, C major, A major, F# major, E 

minor, Eb major, C major, F# major, E minor, Eb major, A major, Eb major, A major, Eb 

major, A major, E minor, Eb major, A major, then C major. This progression is longer 
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than that in measures 71-74, but Martin demonstrates many of the same techniques. Root 

movements by tritone and minor second are common. Martin also makes frequent use of 

chromatic mediant relationships between the triads. In both passages, Martin plays with 

the listener’s expectations even further by writing a highly chromatic, fast moving flute 

line above the triads. Between the lack of functional progression and the chromatic nature 

of the flute part, Martin makes these series of triads function in an unusual way. 

Figure 3.11. Measures 71-75 of Martin’s Flute Ballade. 

Figure 3.12. Measures 309-313 of Martin’s Flute Ballade. 
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 Seventh chords are much rarer than triads in the flute Ballade. When they do 

appear, they are often major or minor-major seventh chords. In the same way that Martin 

unexpectedly uses triads, the composer tends to stay away from dominant seventh chords, 

which would heavily imply tonic - dominant relationships. One example is in measures 

268-272 (Figure 3.13). Underneath another highly chromatic flute part, Martin writes a 

repeated C# minor-major seventh chord in third inversion in the piano. The passage 

culminates in a symmetrical [01478] pentachord in the piano at measure 272. This 

movement from the minor-major seventh chord to the symmetrical pentachord does not 

clearly imply any specific tonal center.  

Martin uses a similar technique beginning in measure 261. While the right hand of 

the piano echoes a melody previously presented by the flute (measures 217-224), the left 

hand presents an F minor-major seventh chord followed by two F major seventh chords. 

The left hand then moves to a [014] trichord built on an A. This succession of chords, 

like the one at measure 272, does not suggest any specific tonality. Figure 3.14 shows this 

passage. 

 In addition to using triads and seventh chords, Martin makes use of chromaticism 

in an interesting way by occasionally adding pitches to major or minor triads, as in 

measures 142-148. Figure 3.15 shows the first few measures of this passage. Beginning 

in measure 142, the composer writes the following series of major and minor triads in the 

piano part: Eb major, C major, F major, G major, E major, C# minor, Bb major, C major, 

B major, A major, B minor, A minor. However, Martin adds an F# (or Gb) pedal to each 

of these triads.  For some triads, such as the B major triad on the first beat of measure 

147, the quality is not affected at all. Other triads, such as the C major triad at the end of 
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measure 142, are affected much more. The F# in the C major triad creates dissonant 

intervals with the members of the chord. The succession of chords in this passage (Eb 

major, C major, F major, G major, E major, C# minor, Bb major, C Major, B major, A 

major, B minor, A minor) would not be a functional progression on its own, but Martin 

obscures the series of triads even more by writing it over the F#/Gb pedal tone. The 

percussive nature of the piano in this passage serves to make these dissonant chords even 

more jarring. 

Figure 3.13. Measures 265-272 of Martin’s Flute Ballade. 
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Figure 3.14. Measures 260-264 of Martin’s Flute Ballade. 

 

 
 

Figure 3.15. Measures 142-146 of Martin’s Flute Ballade. 
 
 

 Another element of chromaticism in Martin’s writing is his use of certain 

symmetrical tetrachords. The prime forms of these tetrachords are made up of pairs of 

half steps separated by at least a whole step. These tetrachords include the pitch class sets 

[0134], [0145], [0156], and [0167], though the most frequently used are [0134] and 

[0167]. In both the flute and trombone Ballades, these tetrachords usually occur 

melodically. Martin rarely writes them as simultaneities, but they sometimes appear in 

the ostinati. For example, the quarter notes in the left hand of the piano beginning in 
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measure 44 form two overlapping [0167] tetrachords (Bb, F, B, E, then E, A, Eb, Bb). 

Figure 3.16 shows the first statement of this ostinato. 

Figure 3.16. Measures 44-45 of Martin’s Flute Ballade. 

Although Martin never writes these symmetrical tetrachords harmonically, he 

uses trichord subsets of these tetrachords harmonically quite often. One notable example 

of this begins in measure 17 in the piano part (Figure 3.17). The first beat of measure 17 

is the first time Martin writes three pitches sounding simultaneously in the piano part, and 

the composer writes four consecutive [013] trichords (A, B, G# and A, Bb, G) followed 

by a [015] trichord (A, D, Bb). The flute part begins in measure 1 (Figure 3.1) by 

outlining a [0134] tetrachord (G, A, Bb, F#), and the first trichords played by the piano 

are subsets of that tetrachord.  Overall, Martin’s harmonic language in the Ballade for 

flute is unique in that he never makes use of “traditional” elements like triads or seventh 

chords in “traditional” ways. The composer has his own methods of using each of the 

elements that combine to create the sonorities found in this Ballade. 
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Figure 3.17. Measures 13-18 of Martin’s Flute Ballade. 
 

  
Texture in the Ballade for Trombone 

 
 The Ballade for trombone uses textures similar to those of the flute composition. 

The beginning of the work is monophonic until the accompaniment enters at measure 7, 

where Martin writes a homophonic texture (Figure 3.18). The rising and falling trombone 

line in this first passage parallels that of the flute in its respective Ballade in that it has 

“the quality of a voice speaking.”25 The steadily descending and ascending contour is 

predictable, especially in the first six measures. There is a steady rhythmic pattern and 

there are no leaps larger than a perfect fifth. Compared to some of the much more 

complex trombone writing in the work, this beginning passage, marked “largamente,” 

could definitely be interpreted as “a voice telling a folk story.”26 As this first section 

(measures 1-57) progresses, the piano part becomes increasingly complex, but much of 

the accompaniment is still block chords.  

 At measure 18, the piano part becomes rhythmically repetitive, allowing the 

listener to continue to focus on the trombone soloist. For the rest of this section, the 

trombone stays in a relatively small range, rarely playing leaps larger than a third. In 

                                                
 25 Castillo, “Modern Flute at Its Classiest.” 
 
 26 Ibid. 
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measures 294-299 (Figure 3.19), the trombone restates the melodic material from the 

opening in augmentation, heralding the final section of the work. Here, too, Martin writes 

for trombone alone for a few measures before the piano enters. The rest of the passage is 

not identical to the beginning, but the melodic material and texture remind the listener of 

the narrative quality from the opening measures of the piece as the work draws to a close. 

Figure 3.18. Measures 1-10 of Martin’s Trombone Ballade. 

Martin also uses polyphonic textures in the trombone Ballade. We have seen that 

Martin made very little use of Bach’s style of polyphony in the flute Ballade. However, 

he treats polyphony slightly differently in the trombone Ballade. In measure 125, the 

trombone introduces a melodic idea that has not been heard previously in this piece, 

while the piano plays accompanimental figures. At measure 137 (Figure 3.20), the 

trombone continues to develop the melody, but the right hand of the piano begins to play 

the trombone’s material from measure 125, transposed up a perfect fourth. Bach’s 
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influence is still peripheral, as it was in the flute Ballade. This passage is not imitative, 

but the restatement of the melodic idea in measure 125 soon after its first appearance 

hints at the imitative style of the man that Martin always saw as “the true master.”27 

 

Figure 3.19. Measures 293-299 of Martin’s Trombone Ballade. 
 
 

 The third major type of texture, solo piano, also appears in this Ballade. As in the 

flute work, the piano alone usually serves one of two purposes: it is either a transitional 

tool or it functions to interrupt the melody played by the soloist. Overall, Martin tends to 

write for piano alone more in this Ballade than in the one written for the flute. The first 

instance of solo piano acting as a transitional device occurs in measures 58-72. This 

passage’s function is almost identical to measures 44-51 of the flute Ballade. It falls at 

the beginning of the second section of the work, and the pianist introduces the new, much 

faster tempo. The next section that features the solo piano occurs in measures 190-201. 

This serves the same purpose as the passage in measures 58-72. It introduces section C of 

the work and functions as a transition into the new material. The final passage in this 

Ballade that features the piano alone is in measures 276-293. This is unusual in that this 

is an entire section of the work, as mentioned in the previous chapter (see also Table 3.2 

                                                
 27 Billeter, “Martin, Frank.” 
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below). This passage, marked “Grandioso,” is the last section before the trombone 

restates the Ballade’s opening material in measure 294. It consists of material not 

previously heard in the other sections, and brings the listener’s attention to the 

recapitulation of the opening material.  

Figure 3.20. Measures 137-146 of Martin’s Trombone Ballade. 

The piano as an interruption or interjection is more common in this work than in 

the flute Ballade. These interruptions also tend to last longer than those in the flute 

Ballade. Every time the piano interjects, it repeats a short gesture previously presented in 

the trombone part. The first example of this occurs in measures 28-29. The highest voice 
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in the right hand of the piano (G, F#, A, Bb) briefly plays the melodic material introduced 

by the trombone at measure 18, transposed up a major third. Figure 3.21 shows the 

trombone part beginning at measure 18, and Figure 3.22 shows the piano interjection 

from measure 28-29. 

 
 

Figure 3.21. Measures 16-20 of Martin’s Trombone Ballade. 
 

 
 

Figure 3.22. Measures 27-30 of Martin’s Trombone Ballade. 
 
 

 In measures 110-111 and 114-115, the piano interjects again, imitating the 

material that the trombone introduced in measures 99-100. While the pitch material 

differs, the rhythm remains intact. The trombone line ascends a ninth from F3 to G4 the 

first time the material is presented. In both the passages at measures 110-111 and 114-
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115, the right hand of the piano part descends for one measure, then ascends for the 

second. The contour is not the same, but the piano interjection still clearly restates the 

material from the trombone part. Later, in the passage beginning at measure 116, the 

trombone imitates the piano’s contour; the line descends for the first measure then 

ascends for the second. Here Martin’s use of the piano to interject varies the material 

previously introduced by the trombone and foreshadows the soloist’s upcoming material. 

The last types of texture analyzed in the flute work, pedal tone and ostinato, also 

appear in the trombone Ballade. In contrast to the flute Ballade, in which pedal tone is 

more common, Martin makes more use of ostinato in the trombone piece. Neither 

technique is very common in this Ballade, however. One notable instance of ostinato 

begins in measure 67 in the left hand of the piano (Figure 3.23). In this passage, Martin 

writes a relatively strict ostinato, but the first pitch of the measure slowly descends by 

half step. In measure 67, the first pitch is G, but the first pitch of measure 73 is F#, and 

Martin writes an F natural in measure 77. After this, there is not a strict ostinato, but 

Martin still writes short, staccato quarter notes in the piano part. The first note of the 

ostinato pattern continues to descend, with an E in measure 78, an Eb in measure 83, and 

a D in measure 89. This long descent from G to D in measures 67-89 is Martin’s way of 

transition to a section in which the tonal center is D.28 

Overall, Martin uses similar textures in the flute and trombone Ballades. The four 

main textures from the flute work all appear prominently in the trombone piece as well. 

Martin often uses these textures in slightly different ways, but it is clear that much of his 

compositional language is similar in these two works.  

28 This passage will be further discussed in the section on centricity in the Ballade for 
trombone. 
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Tonality and Harmony in the Ballade for Trombone 

Shortall’s analysis of tonal centers for the flute Ballade was based on repetition, 

pedal tone, and formal placement. I have used the same criteria in my analysis of tonality 

and centricity for the trombone Ballade. The tonal centers of this composition, shown in 

Table 3.2, are very different from those of the flute Ballade. While the flute piece centers 

around Bb, F#, and E, the trombone work is primarily in C, D, G, and A. 

The first phrase of the trombone Ballade ends as the piano enters, presenting a C 

major seventh chord. The rest of the first section moves through two other tonal centers, 

ending with F then Bb in the bass of the piano and the trombone part (measures 56-57). 

The second section, as the longest of the five, has the most tonal changes. As discussed 

earlier in the chapter, this section makes use of the ostinato in the left hand of the piano 

that descends from G to D (measures 58-88). Using repeated notes in the left hand of the 

piano, Martin moves through several other tonal centers in this section. 

Martin begins a circle-of-fifths pitch pattern, establishing centricity around A, D, 

then G in measures 137-177. However, the composer thwarts the expectation of the next 

passage having a tonal center of C. Ending with only C# in both hands of the piano, 

measures 178-201 are centered around C#. Section C is marked by repeated C#’s in the 

left hand of the piano, then G’s beginning in measure 212. Section D begins with the 

trombone finishing a phrase on an A, and ends as the trombone enters again on an A. The 

final section is marked by more circle-of-fifths motion, implying centricity around A, D, 

then G. However, the work ends on a very clear A major triad. 
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Figure 3.23. Measures 67-78 of Martin’s Trombone Ballade. 
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Table 3.2. Tonal Centers, Ballade for Trombone. 

Supersection Section Measure Numbers Tonal Center(s) 

X A 1-57 C (1-17) 
D (18-50) 
Bb (51-57) 

Y B 58-201 G (58-88) 
D (89-124) 
C (125-136) 
A (137-144) 
D (145-146) 
G (147-177) 
C# (178-201) 

C 202-275 C# (202-211) 
G (212-275) 

Z D 276-293 A 

A’ 294-353 A (294-299) 
D (300-325) 
G (326-342) 
A (343-353) 

This Ballade is different from the flute work in that it does not end with the same 

tonal center with which it begins. Martin uses more circle-of-fifths motion in this Ballade 

as well. This is established from the very beginning, when the trombone plays alone. The 

melody is comprised mostly of eighth notes, with the soloist playing dotted quarter notes 

on A, D, G, then finally sustaining a C for four beats as the piano enters. This original 

circle-of-fifths motion is mirrored and expanded in the series of tonal centers that Martin 

establishes in other sections of the piece.  

Though the tonal centers of the Ballade for trombone are very different from 

those in the Ballade for flute, Martin uses many of the same harmonic resources to 

establish these centers or to create sonorities. Triads, which he utilized in unusual ways in 
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the flute piece, similarly appear in this work. However, while we have seen Martin use 

tertian progressions in the piano part to accompany the flute, he rarely writes such 

material to accompany the trombone. Martin writes triads, he often alters them with some 

other musical element, such as an unrelated pedal tone. 

One example of this begins in measure 53. Figure 3.24 shows the first four 

measures of this passage. The right and left hands of the piano play a series of triads (Eb 

major, E diminished, E minor, E major), but Martin adds an A, then an F# in the left hand 

in measures 54 and 55. Though these two pitch classes do not sound for the whole 

measure, they do overlap with the triads. The series of triads does not create a functional 

progression, but Martin’s addition of these extra bass notes further obscures the triads. A 

similar technique appears in Figure 3.25. The right hand of the piano alternates between 

G# minor and E major triads, but the left hand ostinato alternates between F and C. The 

ostinato obscures the triads in the right hand, making them sound much more dissonant.  

Figure 3.24. Measures 52-55 of Martin’s Trombone Ballade. 
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Figure 3.25. Measures 101-105 of Martin’s Trombone Ballade. 

Seventh chords are much more common in this Ballade than in the piece for flute. 

The very first sonority created by the piano as it enters in measure 7 is a C major seventh 

chord. Martin even occasionally uses dominant seventh chords in this Ballade, but he 

does not resolve them in expected ways. For example, the composer writes a G7 chord in 

first inversion in the right hand of the piano in measure 73, but it “resolves” to an A# 

half-diminished seventh chord in measure 74 (Figure 3.23). The voice leading in these 

measures is especially notable. All of the voices move by a half step away from the G7 

chord. Martin uses the same voice leading technique in measures 76-77, where the 

material from measures 73-74 is transposed down a tritone (Figure 3.23). The composer 

writes a C#7 chord, and all voices move by half step into the next chord. Neither of these 

seventh chords functions as “normal” dominant seventh chords.  

Martin’s use of chromaticism in the trombone Ballade is very similar to his use of 

it in the flute Ballade. The composer sometimes writes triads over unrelated pedal tones, 

creating much more dissonant sonorities. As discussed earlier, the passage at measure 54 

makes use of this technique. 
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As in the flute Ballade, the symmetrical tetrachords [0134], [0145], [0156], and 

[0167] are found throughout the soloist’s part, presented in the form of melodic motives. 

Martin also introduces trichord subsets of these tetrachords, frequently presenting them 

harmonically. One notable example of this occurs in measure 9 in the piano part (Figure 

3.26). The piano plays a [016] trichord, then the upper voices move by step to form an E 

major triad. Without using a functional progression, Martin uses this dissonant trichord 

and major triad to create harmonic tension and release in the piano part. Throughout the 

trombone Ballade, Martin shows his distinctive harmonic language and his different ways 

of utilizing it to create “progressions” between different sonorities. 

Figure 3.26. Measures 6-10 of Martin’s Trombone Ballade. 

Comparison of the Ballades 

Martin has a very interesting compositional language, and through the use of 

different textures and harmonic ideas, he creates tonal centers in each Ballade while 

never using functional harmonic progressions. From what we have seen, these two 

Ballades have much in common both texturally and harmonically. Concerning texture, 

Martin focuses on the same four types of texture in both works. Each serves the piece in 

its own way, whether it is melody and accompaniment featuring the soloist as a “voice 
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telling a folk story,” or the piano simply serving as a transitional tool.29 Martin writes 

each texture with a purpose that adds to the “story that is told.”30 There are, of course, 

slight differences in Martin’s use of each texture. The composer features the piano more 

in the trombone Ballade, in addition to using a much more imitative form of polyphony. 

The flute Ballade makes much heavier use of pedal point, utilizing the technique for very 

long stretches of music, including the piece’s last thirty-four measures.  

Though there are differences, Martin’s use of texture in relation to form is similar 

in both works. Homophonic textures appear near the beginnings and ends of both 

Ballades. This fits in with Parakilas’ ideas on “frames,” “symmetrical structures,” and 

“complementary stanzas that open and close a ballad or a portion of a ballad” that were 

discussed earlier in the chapter.31 Martin uses similar textures and material at the 

beginnings and endings of both of these Ballades, and this use of “frames” serves to 

further enforce the “narrative character” that Martin wanted to achieve in these works.32 

Regarding tonality, there are obvious differences in the specific tonal centers of 

these two pieces, but Martin uses a similar harmonic language to establish the centers in 

both works. The composer does not use functional progressions in these two Ballades. 

Instead, he creates tension and repose in different ways. Root movements by tritones and 

minor seconds create confusion and tension, obscuring any expectation of tonic - 

dominant relationships. Adding dissonant pedal tones to series of triads results in the 

29 Castillo, “Modern Flute at Its Classiest.” 

30 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 

31 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 47. 

32 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, 43. 
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same effect. The half steps in symmetrical tetrachords ([0134], [0145], [0156], and 

[0167]) create even more tensions, the type normally found “between the leading note 

and the tonic,” as Braun has observed.33 Contrasted with all of these ways to create 

harmonic tension, Martin’s use of octaves, pedal tones, or ostinati makes certain pitches 

stand out as relatively stable tonal centers to the listener. Through the above analysis, we 

have seen how Martin uses his distinctive textures, harmonic language, and “strong 

personal stamp” to create tonal focus in his music.34

33 Braun, front matter. 

34 Billeter, “Martin, Frank.” 
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CHAPTER FOUR 

Motivic Analysis of the Ballades 

 
Introduction 

 As quoted in the previous chapter, Martin believed in neither “melody first” nor 

“harmony first.” The composer also saw the two musical elements as an “indivisible 

whole.”1 Although Martin wrote about his views on harmony and tonality in broad terms, 

he did not leave any writings about harmony and tonality specifically concerning the 

Ballades. When other scholars and Martin himself discuss the Ballades, the main focus is 

often the melodic aspect of these pieces, including the thematic material played by the 

solo instrument and the narrative character of that material. 

 Martin wrote that the Ballade for piano, composed around the same time as the 

flute and trombone Ballades (1939), is “almost constantly driven by a long melody…it 

stays there as a central theme. Thus why use Ballade in the title, which is found so 

frequently in my works, Ballade pour saxophone 1938, pour flûte 1939, pour piano 1939, 

pour trombone 1940 and later pour violoncelle 1949? It’s because I had found in this title 

the expression that fit free-form instrumental works of narrative character.”2 Parakilas 

also discusses the melodic material of the soloist, arguing that Martin’s inspiration “was 

the sound of an instrument, an instrument that suggested the human voice singing, and 

because it suggested contrasting expressions of that human voice—lyrical as well as 

                                                
1 Frank Martin, Un Compositeur Médite Sur Son Art: Écrits et Pensées Recueillis Par Sa 

Femme, ed. Maria Martin, Langages (Neuchâtel: La Baconnière, 1977), 81. 
 
2 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, ed. Maria 

Martin (Neuchâtel: À la Baconnière, 1984), 42-43. 
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voluble, elegiac as well as explosive—Martin imagined it to be telling a story.”3 The 

focus in writings on the Ballades is most often the soloists’ melodic lines and the motivic 

material that make them unique. 

In this chapter, I will point out some of the more common motivic ideas in the 

flute and trombone Ballades. As mentioned previously, Lori Patricia Shortall identifies 

nine main “themes” in the flute piece and I will address these as well.4 For both Ballades, 

I will also discuss how Martin uses these motivic ideas in conjunction with some of the 

narrative ideas from Parakilas and Klein discussed in Chapter One. One of the narrative 

techniques that Martin frequently references is the manipulation of time. Klein argues 

that in pieces like the Ballades, “we are alert to musical moments when time-as-meant 

rushes forward or stands still, flows or breaks, previews the future or recalls the past.”5 

Shortall explains how Martin accomplishes this in his Ballades, and I will expand on her 

analysis. Another narrative technique outlined by Parakilas is “leaping and lingering.” 

Parakilas defines this as “a tendency to initiate a sudden act and then to linger 

hypnotically after the event.”6 The last narrative technique I will discuss is the use of 

“symmetrical structures,” as mentioned in Chapter Two.  

3 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 279. 

4 Lori Patricia Shortall, “Thematic, Harmonic, and Formal Aspects of Frank Martin’s 
‘Ballade’ for Flute and Piano” (M.Mus.: The University of Western Ontario, 1996), 44-57. 

5 Michael Leslie Klein, Music and Narrative Since 1900 (Bloomington: Indiana 
University Press, 2013), 12. 

6 Parakilas, 46. 
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Motivic Material in the Ballade for Flute 

 In her thesis, Shortall identifies nine “themes” that make up the primary melodic 

material in the flute Ballade.7 Most of them appear several times throughout the piece. 

She labels them Themes A-I. Shortall refers to these figures as “themes,” but this term is 

not appropriate in my opinion. Though Shortall writes that she does not mean to use the 

term “theme” “in the traditional sense,” these passages still would be better described as 

motives.8 Most are only one or two measures long, and none is the length of a full phrase. 

The term “theme” is inaccurate, but to avoid confusion in this chapter I will use the labels 

that Shortall has assigned to her motives.9 

 Theme A (Figure 4.1) appears at the very beginning of the Ballade (measures 1-2) 

in the flute part. It is comprised of a repetitive series of eighth notes (G, A, Bb, F#). 

Theme A is repeated in a variety of ways throughout the Ballade. In measures 229-231, 

Martin writes Theme A, but the note values are tripled. Figure 4.2 shows this augmented 

version of Shortall’s Theme A. 

 
 

Figure 4.1. Shortall’s Theme A. 
 

 

                                                
7 Shortall, 44-57. 

 
8 Ibid., 43. 

 
9 Figures 4.1, 4.3, 4.4, and 4.6-4.12 are taken from Shortall’s thesis, and any bracketing 

and annotations in these figures are hers. In Shortall’s thesis, these are Figures 2.10-2.18. 
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Figure 4.2. Measures 226-234 of Martin’s Flute Ballade. 

Theme B also first appears in the flute part (measures 17-19). It is comprised of 

eighth notes and quarter notes, with substantial leaps (all larger than a perfect fifth) 

between the pitches. Figure 4.3 shows the first occurrence of Theme B in the Ballade. 

Figure 4.3. Shortall’s Theme B. 

Theme C, discussed in previous chapters, appears in the Ballade more times than 

any of Shortall’s other themes.10 It is unique in that it is first heard in the piano part in 

measures 44-45 and is repeated immediately in measures 46-47. Figure 4.4 shows these 

two statements. Theme C is not heard in the flute part until measures 194-199 (transposed 

up an augmented fourth). Here Martin uses a much slower tempo, but the rhythm is 

identical to the motive’s first appearance (Figure 4.5). 

10 Shortall, 46. 
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 Figure 4.4. Shortall’s Theme C. 
 
 

 
 

Figure 4.5. Measures 194-199 of Martin’s Flute Ballade. 
 
 

Theme D first appears in measures 61-64 in the flute part. It is comprised of 

eighth and sixteenth notes separated by sixteenth rests. Shortall writes, “the short duration 
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of pitches in the high register in theme D render [sic] it especially distinct from all other 

themes.”11 Figure 4.6 shows the first occurrence of Theme D. Shortall has also bracketed 

a statement of Theme C (measure 61) in the piano part. 

Figure 4.6. Shortall’s Theme D. 

The flute introduces Theme E in measures 66-67. Shortall describes this theme as 

comprised of repeated notes interrupted by “small fluctuation[s]…with movement up a 

major third and down a minor third.”12 Figure 4.7 illustrates the first appearance of 

Theme E in the composition. 

Figure 4.7. Shortall’s Theme E. 

11 Ibid., 48. 

12 Ibid., 50. 
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Theme F, “the shortest of all nine themes, is simply an ascending major second 

and three minor thirds in a triplet rhythm.”13 It is heard first in measures 80-81. This 

motive will be discussed later in the chapter, as Martin often uses the “three minor thirds 

in a triplet rhythm” as a cadential figure in this Ballade and the trombone Ballade. Figure 

4.8 shows Theme F. 

 

 Figure 4.8. Shortall’s Theme F. 
 
 

Martin only uses Theme G three times, and all three statements are in the second 

supersection of the piece. Shortall writes that this motive “is quite different from themes 

A through F with its use of long rhythmic values.”14 This motive appears only in the flute 

part. Figure 4.9 shows measures 95-98, where Martin first introduces this motive. 

Theme H is played only once in the entire composition and occurs in measure 143 

in the flute part. Figure 4.10 shows this single statement. Though Theme H is not restated 

anywhere in the piece, Shortall writes that the cadenza of the flute Ballade is entirely 

“developed from the six notes of Theme H,” which first appear shortly before the 

cadenza.15 As discussed in Chapter Two, the cadenza (measures 154-193) is an extension 

                                                
13 Ibid., 51. 

 
14 Ibid., 53. 

 
15 Ibid., 54. 
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of the material immediately preceding it. It is partially comprised of varied restatements 

of Theme H. In fact, Shortall calls measures 154-190 “Theme H1” (Figure 4.11). 

Measure 155 (E, D#, B, G#, A, A#), the second measure of the cadenza, is a transposed 

version of the first statement of Theme H in measure 143 (A, G#, E, C#, D, D#). 

 Figure 4.9. Shortall’s Theme G. 

 Figure 4.10. Shortall’s Theme H. 

Shortall’s ninth theme, Theme I (Figure 4.12) is “quite similar to a transposed 

inversion of Theme G, the main difference lying in the last interval of the theme.” 

Shortall continues, 

Theme G consists of an ascending minor third, a descending minor third and a 
descending minor second. Theme I consists of a descending minor third, an 
ascending minor third and a descending minor second as opposed to the ascending 
minor second.”16  

16 Ibid., 56. 
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 Figure 4.11. Shortall’s Theme H1. 

 Figure 4.12. Shortall’s Theme I. 
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Though its use of the label “theme” is inaccurate, Shortall’s study does show the 

most common motivic material used throughout the piece. I agree with her selection of 

these motives as the main ones that appear in this Ballade. However, I would make one 

addition to her list. There is a notable figure that Shortall does not mention, yet it occurs 

several times throughout the flute part. In measures 73-75 (Figure 4.13), the flute plays a 

short chromatic motive in triplets (B, Bb, A). Martin uses this motive to signal phrase 

endings. This particular phrase comes to an end just one measure later in measure 76. The 

motive appears again in measures 314-318 (Figure 4.14). This time, Martin transposes 

the material up an octave. The flute plays chromatic material in triplets several other 

times throughout the piece. Measures 264-272 in the flute part (Figure 4.15) are 

comprised entirely of ascending and descending chromatic triplets. The same applies to 

the Presto section at the end of the piece in measures 346-352 (Figure 4.16). The rising 

and falling contour of the chromatic lines builds tension and drives the Ballade to an 

exciting conclusion. Fragments of the chromatic scale are an important recurring motive 

in this piece, but Shortall does not mention them.  

Figure 4.13. Measures 71-75 of Martin’s Flute Ballade. 
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Figure 4.14. Measures 314-318 of Martin’s Flute Ballade 

Figure 4.15. Measures 260-272 of Martin’s Flute Ballade. 
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Figure 4.16. Measures 345-352 of Martin’s Flute Ballade. 

Narrative Techniques in the Ballade for Flute 

As I indicated earlier, one of the most common narrative techniques that Martin 

uses in his Ballades is the manipulation of time, referred to by Parakilas as “leaping and 

lingering.” The soloist, or “the ballad singer,” “changes the form at will, either to hurry 

the end, or delay it considerably.”17 With motivic material, Martin usually delays the end 

of a phrase or formal section. This can be accomplished through augmentation of a 

motive or even by varied repetition of that motive. One of the most noticeable examples 

of this occurs in the cadenza of the flute Ballade. Through repetition and varied 

restatements of Theme H (see Figures 4.10 and 4.11 above), the cadenza delays the end 

17 Parakilas, 46. 
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of the formal section and allows the soloist to “linger” on this theme, slowing the musical 

progress of the piece.  

On a smaller scale, Martin frequently uses augmentation or diminution to 

manipulate the perception of time in the flute Ballade. As mentioned earlier in this 

chapter, the material from the very beginning of the Ballade (Shortall’s Theme A, Figure 

4.1) is transposed and augmented later in the piece (Figure 4.2). Martin triples the length 

of each eighth note, writing dotted quarter notes in measures 229-231. However, after 

this, Martin begins to shorten the note lengths to quarter notes, then dotted eighth notes, 

then eighth notes again (Figure 4.17). The composer uses the same motivic material to 

“hurry” or “delay” the flow of time.18  

Another example of this technique is found in Shortall’s Theme F. The first time 

this motive occurs, Martin writes eighth note triplets (Figure 4.8). In measure 107, the 

flute restates this motive in eighth notes (Figure 4.18). This augmentation is slight, but it 

suffices to slow the motive. 

Martin applies the same technique to the most prominent of Shortall’s themes, 

Theme C. Theme C (Figure 4.4) is always written with the same rhythm, but one 

statement of this motive is much different than the others. Nearly every time it is played, 

the tempo is relatively fast. The first time this motive is played, the tempo marking is 192 

quarter notes per minute. However, the only time the flute plays Theme C, measures 194-

196 (Figure 4.19), the tempo is 72 quarter notes per minute. At less than half the speed, 

the motive sounds very different. To the listener, it is as if Martin has augmented the note 

values themselves.  

18 Ibid. 
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Figure 4.17. Measures 226-241 of Martin’s Flute Ballade. 

Figure 4.18. Measures 107-112 of Martin’s Flute Ballade. 
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Figure 4.19. Measures 194-199 of Martin’s Flute Ballade. 
 
 

 Until now, I have discussed the idea of “lingering” in terms of manipulating the 

listener’s sense of time within a piece. The “leaping” described by Parakilas can refer to 

Martin’s occasional use of different intervals or registers at different tempos. For 

example, at the beginning of the flute Ballade (Figure 4.1), the soloist has a relatively 

small range (within a perfect fifth until measure 7). The flute also stays within the lower 

register, which, as I observed in the previous chapter, allows the instrument to better 

portray a human voice. Once the second section of the piece begins in measure 44, 

however, the soloist’s part changes completely. The flute enters in measure 51 (Figure 

4.20) with an octave (C-C) as its first interval. Afterwards, the flute continues to play in 

the upper registers much more frequently than in the first section. The flute “leaps” at the 

faster tempo. With these drastic changes in register and tempo, Martin creates even more 

contrast between the piece’s sections. 

 The other narrative technique described by Parakilas is the use of symmetrical 

structures. Although these were mentioned in Chapter Two in connection with form, 
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Parakilas writes that “such structures [may be] of various sorts and sizes.”19 Motivically, 

these appear as the symmetrical tetrachords [0134], [0145], [0156], and [0167], the most 

common of which is [0134]. 

Figure 4.20. Measures 51-55 of Martin’s Flute Ballade. 

Martin uses these tetrachords to tie the various motivic ideas together, drawing 

connections between motives that might not seem similar. In the first measure of the 

piece, the flute part uses Shortall’s Theme A to establish the [0134] tetrachord as an 

important motive (Figure 4.1). Martin then transposes this figure and restates it six 

additional times in the first section of the piece: measures 3-4 (E#, F#, G#, A), measures 

11-12 (A, Bb, C, Db), measures 13-14 (C#, D, E, F), measures 22-23 (A#, B, C#, D), 

measures 24-25 (D, Eb, F, Gb), and measures 32-33 (B#, C#, D#, E). Martin continues to 

employ this tetrachord throughout the piece, and it appears in several of Shortall’s other 

themes. 

The first four pitches of Theme C (C, B, A, Ab) form a [0134] tetrachord (Figure 

4.4). This is the most frequently-used of Shortall’s themes, and it appears throughout the 

19 Ibid., 47. 
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piece in the piano part. This tetrachord also appears in Theme D. In Figure 4.21, this 

theme begins on the last pitch of measure 61 in the flute part (Eb). Here Martin writes a 

series of eighth and sixteenth notes tied together in pairs. The first, fourth, and seventh 

pairs of notes are all larger leaps (perfect fourth or diminished fourth), but the remaining 

pairs all form half steps (Eb and D, F# and F). The latter form two [0134] tetrachords 

within Theme D (Figure 4.21). 

 

  
 

Figure 4.21. Measures 61-65 of Martin’s Flute Ballade. 
 
 

Trichordal subsets of this tetrachord also appear in Shortall’s themes. The three 

pitches of the first statement of Theme F (Figure 4.8) form a [013] trichord (A, B, G#). A 

[014] trichord (Bb, Db, A) is created by the three pitches in the first occurrence of Theme 

G (Figure 4.9). Theme I (Figure 4.12) is also comprised of a [013] trichord (D#, B#, D). 

Shortall identified nine main motives that appear throughout the flute Ballade, and the 

[0134] tetrachord, or its trichordal subsets, appears in six of them. 

 Although [0134] occurs most frequently in the motivic material of the flute 

Ballade, other symmetrical tetrachords also appear. As has already been shown, the 

cadenza is composed of varied repetitions of Shortall’s Theme H (Figure 4.10). When 
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this theme is repeated, the connecting points between two statements of the motive form 

symmetrical tetrachords. This appears throughout the cadenza. Figure 4.22 shows these 

tetrachords in labeled boxes. Here the tetrachords [0134], [0145], [0156], and [0167] all 

appear where varied restatements of Theme H meet. Later in the chapter, I will show how 

Martin uses the same technique to create symmetrical tetrachords in the trombone 

Ballade. 

Figure 4.22. Measures 154-194 of Martin’s Flute Ballade. 

There is one prominent occurrence of the [0167] tetrachord that is not part of one 

of Shortall’s themes. In measures 44-47, the piano begins a pattern in the bass of a perfect 

fifth, a tritone, and perfect fourth. These intervals repeat to create a series of interlocking 

[0167] tetrachords (Bb, B, E, F then A, Bb, Eb, E). Figure 4.23 shows this passage. This 

pattern appears again in measures 54-57, 75-78, 81-83, 194-197, 283-286, and 293-296. 
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Figure 4.23. Measures 40-50 of Martin’s Flute Ballade. 
 
 

The pitch class sets within each motive reveal clear trends in Martin’s 

compositional language. His use of the four symmetrical tetrachords gives insight into the 

composer’s method of connecting many different recurring motives. 

 
Motivic Material in the Ballade for Trombone 

 The trombone Ballade also contains several motives that appear regularly 

throughout the piece. I have labeled these Motive A-F. The first prominent motive in the 

piece, Motive A, occurs in the first two measures (Figure 4.24). Martin then transposes it 

two more times by fourths in measures 3-6. This motive appears throughout the Ballade, 

most noticeably in measures 294-300. 
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Figure 4.24. Measures 1-10 of Martin’s Trombone Ballade with Motive A 

The second common motive to occur, Motive B, first appears in measure 18 

(Figure 4.25). Out of all of the prominent motivic ideas in this Ballade, this is the one that 

appears the most within the composition, and it is heard in both the trombone and piano 

parts. It appears throughout the first and third supersections. The trombone plays a four-

note figure (Eb, D, F, Gb), repeating it twice. The top voice of the piano plays a 

transposed version soon after in measures 27-28 (Figure 4.26). This motive is comprised 

of the same pitch class set as Theme A from the flute Ballade (Figure 4.1). The Eb, D, F, 

and Gb form a [0134] tetrachord.  

Motive C first occurs in measures 92-93. It is then repeated in the top voice of the 

piano in measures 98-99 (Figure 4.27). This motive is almost identical to Shortall’s 

Theme F from the flute Ballade (Figure 4.8). Both Theme F and Motive C feature minor 

third triplets, though Theme F uses eighth note triplets. These two motives serve the same 

purpose: they are only used near phrase endings as cadential figures. 
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Figure 4.25. Measures 16-20 of Martin’s Trombone Ballade with Motive B. 
 
 

  
 

Figure 4.26. Measures 27-30 of Martin’s Trombone Ballade with Motive B. 
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 Figure 4.27. Measures 92-100 of Martin’s Trombone Ballade with Motive C. 

The next motive, Motive D, is only heard in the second section of the trombone 

Ballade. It first appears in the trombone part in measures 120-122 (Figure 4.28) and is 

restated in measures 177-189. In both passages, the motive is accompanied by staccato 

quarter notes in the piano part. 

The motive in measures 125-128 of the trombone part, Motive E, is also 

important in this composition. It appears first in the soloist’s part (Figure 4.29) and is 

restated in the top voice of the piano part in measures 137-140 (Figure 4.30). Like Motive 

D, it is only heard in the second section of the trombone Ballade, and it is often 

accompanied by staccato quarter notes in the piano part. 
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Figure 4.28. Measures 119-123 of Martin’s Trombone Ballade with Motive D. 

 
 

 
 

 Figure 4.29. Measures 124-129 of Martin’s Trombone Ballade with Motive E. 
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Figure 4.30. Measures 137-141 of Martin’s Trombone Ballade with Motive E. 

Measures 202-203 of the trombone part comprise the first statement of Motive F 

(Figure 4.31). Though the note values are different, the rhythm of this motive is highly 

reminiscent of Shortall’s Theme D (Figure 4.6). In both motives, Martin writes a long-

short pattern of attacks. This motive could also be considered a transposition of the 

motivic idea first presented in measure 18; the rhythm is different, but the pitch material 

is the same.  

Figure 4.31. Measures 198-203 of Martin’s Trombone Ballade with Motive F. 
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Narrative Techniques in the Ballade for Trombone 

As in the flute Ballade, Martin uses various techniques in the trombone Ballade to 

manipulate the listener’s sense of time. One of the most notable instances of this occurs 

with Motive B (Figure 4.25). This material is restated beginning in measure 333 (Figure 

4.32), but Martin triples the note values. Motive B is almost identical to Shortall’s Theme 

A, and Martin augments the former in the exact same way as the latter. Another similarity 

between these two motives is their location in the two Ballades. In both the flute and 

trombone pieces, the original statement is in the first supersection, and the augmented 

version is in the third (and final) supersection. 

 Figure 4.32. Measures 332-343 of Martin’s Trombone Ballade. 
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Martin also augments Motive A (measures 1-2, Figure 4.24). When it returns 

later, it appears in the top voice of the piano in measures 110-111. The rhythm is 

different, but the pitches (A, G#, E, C#, C, F, D#, F#, A#, B, D) are the same as those in 

the beginning of the piece. Martin also employs this motive to herald the last section of 

the composition. In measures 294-299, the trombone plays the same pitches from 

measures 1-3, but the note values are tripled (Figure 4.33). 

Figure 4.33. Measures 293-299 of Martin’s Trombone Ballade. 

Martin also uses varied repetitions to “delay” the end of a phrase. The first time 

that Motive D is heard, it is only heard once. However, as mentioned earlier, the motive 

appears again in measures 177-189 (Figure 4.34). Here, Martin writes several varying 

restatements of Motive D, delaying the arrival of the material in measure 190. The motive 

occurs three times in the trombone part. It begins on C# and is then transposed up a 

diminished third. The third occurrence of the motive in this passage begins on an A, 

transposed up an augmented fourth from the previous appearance. 
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Figure 4.34. Measures 176-186 of Martin’s Trombone Ballade. 

 
 

 As in the flute Ballade, Martin includes symmetrical tetrachords in the motives 

that make up the trombone piece. However, the tetrachords are not as prominent in this 

composition as in the flute Ballade. While the tetrachord [0134] makes up the vast 

majority of the motivic material in the flute piece, it is only heard occasionally here. The 

first important appearance of a symmetrical tetrachord occurs in Motive B (Figure 4.25). 
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The Eb, D, F, and Gb form a [0134] tetrachord. This tetrachord is restated in the piano in 

measures 27-28 (Figure 4.26). Martin also augments the motive in measures 333-341 

(Figure 4.32). 

Martin writes another motive containing a [0134] tetrachord in measures 58-60, 

but this one only appears in the piano part. The top voice of the piano plays a four-note 

figure, then repeats it twice (Figure 4.35). The pitches A, G#, F#, E# form a descending 

[0134] tetrachord. This exact same figure also appears in measures 189-191. Though the 

rhythm is different, it is similar to Shortall’s Theme C, as was mentioned earlier in the 

chapter (Figure 4.4).  

Figure 4.35. Measures 187-191 of Martin’s Trombone Ballade. 

Motive E also contains a symmetrical tetrachord (Figure 4.31). The four pitches 

that make up this figure (C#, B#, D#, and E) also comprise a [0134] tetrachord. Another 

passage that showcases Martin’s symmetrical tetrachords is measures 73-77 (Figure 

4.36). In these measures, the trombone plays a 12-note chromatic motive three different 

times. The first time, the motive begins on an F. The second time, it is transposed and 

begins on C; the final time, the motive begins on F again. The transitions between these 

three statements of the passage create symmetrical tetrachords. The F, E, C, and C# in 
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measures 74-75 make up a [0145] tetrachord, and the C, B, F, and F# make up a [0167] 

tetrachord. Figure 4.36 shows how these tetrachords are formed between the statements 

of the 12-note motivic idea. The symmetrical tetrachords do not appear in the trombone 

Ballade as often as they do in the flute piece, but they make up some of the most 

commonly used motivic material, such as Motive B.  

 

 
 

Figure 4.36. Measures 72-78 of Martin’s Trombone Ballade. 
 

 
Conclusions 

As I have shown, Martin incorporates motivic material of similar configurations 

in these two compositions. Shortall’s Themes A, C, D, and F are stated in various ways in 

the trombone Ballade. Martin uses some of the narrative techniques described by 

Parakilas, especially when he manipulates the listener’s sense of time through 
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augmentation or diminution. The composer also connects motives that do not seem alike 

by making use of similar pitch class sets. Symmetrical tetrachords are found throughout 

the flute Ballade, and though they are not as common, they are still prominent in the 

trombone Ballade. The majority of Shortall’s themes and several of the motives that are 

most common in the trombone Ballade are comprised of these tetrachords. Overall, 

Martin uses similar pitch class sets to draw connections not only between motivic ideas in 

the same composition, but also between these two Ballades. 
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CHAPTER FIVE 

Conclusion 
 
 

As we have seen from this study, Martin draws many connections between the 

Ballade for flute and the Ballade for trombone, often relating aspects of both pieces 

to narrative techniques. Klein writes that there is a “constellation of metaphors” that 

enables us to compare Martin’s pieces to literary works, and this study of form, texture, 

harmony, and motives has shown that these two Ballades fit many of these metaphors.1  

 These two Ballades are structured in very similar ways, as was shown in Chapter 

Two. Because these works were both written for the same purpose, it makes sense that 

Martin would use a similar formula when determining each piece’s overall structure. He 

likely had a specific length in mind for both compositions. The structures used for these 

Ballades allow for a wide variety of tempos and styles even within a one-movement 

work, which certainly suits the composer’s wish for the soloist to “exercise their 

musicianship and artistic qualities.”2 Bridget Castillo points out that the flute Ballade 

closely resembles a three-part poem. The trombone Ballade parallels this structure. There 

are, however, differences in how each piece’s three supersections are structured. For 

example, in the trombone Ballade, the middle supersection is the longest by far, and the 

final supersection is considerably shorter. In the flute Ballade, the third supersection is 

the longest, spanning over a third of the work while recapitulating the material from the 

                                                
1 Michael Leslie Klein, Music and Narrative Since 1900 (Bloomington: Indiana 

University Press, 2013), 11. 
 
2 Frank Martin, À Propos de: Commentaires de Frank Martin Sur Ses Ouvres, ed. Maria 

Martin (Neuchâtel: À la Baconnière, 1984), 39. 
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first supersection. In both pieces, though, Martin marks the beginning and end of each 

section with significant changes in tempo or texture. In addition, the three-part form 

allows the composer to draw connections to literature. In both pieces, melodic material 

from the beginning appears again in the final section, fitting in with Parakilas’ ideas of 

“symmetrical structures” and “frames—complementary stanzas that open and close a

ballad or a portion of a ballad.”3 

In Chapter Three, I have shown how Martin uses many of the same musical 

textures throughout both pieces. The two Ballades are largely homophonic, but I have 

also shown Martin’s use of polyphony, solo piano, ostinato, and pedal point. These varied 

textures “can enable the soloist to imitate the sound of the human voice—lyrical as well 

as voluble, elegiac as well as explosive.”4 Functional progressions are absent in these two 

Ballades, though triads and seventh chords appear throughout. Martin makes heavy use 

of chromaticism, and dissonant chords are “developed in smooth part-writing.”5 Various 

tonal centers are created throughout the two Ballades with the composer’s “strong 

personal stamp.” Tonal centers are not always clear in these two Ballades, but when they 

are, Martin uses a “static bass,” an ostinato, or simply a repeated pitch to suggest 

centricity for the listener without the use of functional harmonic progressions.6  

3 James Parakilas, Ballads without Words: Chopin and the Tradition of the Instrumental 
Ballade (Portland, OR: Amadeus Press, 1992), 47. 

4 Ibid., 279. 

5 Bernhard Billeter, “Martin, Frank,” Grove Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/17895. Accessed October 12, 
2014. 

6 Ibid. 
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 Martin uses several recurring motives in each piece, often connecting them with 

the use of symmetrical tetrachords, as shown in Chapter Four. Most of these motives are 

transposed and restated several times throughout the piece. Several motives are found in 

both Ballades, especially those comprised of symmetrical tetrachords, the most common 

of which is [0134]. Though [0145], [0156], and [0167] also appear, they are not used as 

frequently. Through augmentation or varied restatements of his motives, Martin can give 

the listener the feeling that time “rushes forward or stands still, flows or breaks, previews 

the future or recalls the past.”7 These varied restatements reinforce the image of a ballad 

singer who can change aspects of a story “at will, either to hurry the end, or delay it 

considerably.”8 Overall, recurring motives and pitch class sets are the most noticeable 

way in which Martin connects the flute and trombone Ballades. 

 As mentioned in Chapter One, it would take an investigation of all of Martin’s 

Ballades to see any connections that the composer draws between the six pieces. This 

study on form, texture, harmony, and motives in the Ballade for flute and the Ballade for 

trombone provides a foundation for analyzing these elements in all six of the Ballades. 

Overall, Martin’s “strong personal stamp” makes it nearly impossible to place him in 

“any particular school,” 9 but his compositional language and use of narrative techniques 

allow each soloist to tell a story through the Ballades.  

 

                                                
 7 Klein, 11-12. 
 

8 Parakilas, 46. 
 

9 Ibid. 
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