
Dances of Galánta (1933) 
By Zoltán Kodály (Kecskemét, Hungary, 1882 - Budapest, 1967) 
 
Zoltán Kodály made it his life’s work to study the folk music of his native Hungary and to write original 
compositions inspired by the folk tradition.  Yet the Dances of Galánta are more than arrangements of 
folk dances heard during a field trip.  They held deep personal meaning for the composer, for the town 
of Galánta (in Northern Hungary, now Slovakia) was the place where he had grown up, having moved 
there as a toddler with his family. 
 In the preface to the printed score, Kodály wrote: 
 

The author spent the most beautiful seven years of his childhood in Galánta.  The town band, 
led by the fiddler Mihók, was famous.  But it must have been even more famous a hundred 
years earlier.  Several volumes of Hungarian dances were published in Vienna around the year 
1800.  One of them lists its source this way: “from several Gypsies in Galánta.”… May this 
modest composition serve to continue the old tradition. 
 

During his research, Kodály found extensive evidence to show that the fame of those Gypsy 
musicians had indeed spread far beyond the boundaries of their hometown. 
 As a child in Galánta, Kodály not only had ample occasion to hear Mihók’s band; he also 
learned many folksongs, sung to him by servants and schoolmates.  (On another occasion in the 
1930s, he would recall the voices of his “bare-footed companions from the Galánta public school.”)  At 
the same time, Kodály was introduced to Western classical music while in Galánta.  He took up the 
cello and, as his parents loved chamber music, he was soon able to participate in the musical 
evenings at home. 
 Forty-odd years after the initial encounter with the Galánta dances, Kodály returned to them as 
a mature composer and a leading scholar of Hungarian musical traditions.  He took the melodies from 
the early 19th-century Viennese editions mentioned in the preface; these editions had just been 
rediscovered by a musicologist named Ervin Major.  Yet Kodály didn’t have to rely solely on the printed 
notes; he certainly had the sound of the old town band still in his ears when he scored the music. 
 The style of these dances is known as verbunkos, from the German Werbung (recruitment).  
The Austrian army recruiters used to travel around the countryside with dancers and musicians in tow, 
whose performances were meant to entice young men to sign up.  The verbunkos became the 
dominant Hungarian instrumental tradition of the 19th century. 
 Kodály gave the various verbunkos melodies some exquisite musical coloring and arranged 
them in a masterful sequence with alternating moods and tempos.  The pensive introduction 
anticipates the stately principal melody, played by the solo clarinet.  Later on, this melody will return 
several times as a rondo theme.  Two intervening episodes (one played by the flute, the other by the 
oboe) are faster in tempo and lighter in character.  In the second half of the composition, the rondo 
form is cast aside and we hear a string of dance tunes that (with the exception of one slower theme) 
gradually get faster and faster.  The climactic ending is delayed for a moment by the return of part of 
the opening melody, with a short clarinet cadenza added.  The entire second half of the piece is 
dominated by a characteristic syncopated figure (short-long-short) which provides an ending which is 
as striking as it is simple. 
 

Duration of complete work:  15:00 
Last CSO performance of work:  1/11/2004 
with Thomas Wilkins, conductor 

   
 
Concerto in D minor for Two Pianos and Orchestra (1932) 
by Francis Poulenc (Paris, 1899 - Paris, 1963) 
 
Une Américaine à Paris (�An American Woman in Paris”)—reads the title of an interesting biography 



written by Michel de Cossart, published in Paris in 1978.  (The English translation is called The Food  
of Love.)  The book’s heroine, the remarkable Princess Edmond de Polignac, née Winnaretta Singer 
(1865-1943), was the hostess of one of the last great Parisian salons, where the crème de la crème of 
the aristocracy mingled with the most celebrated artists of the time.  An heiress to the Singer sewing-
machine fortune and first a countess and then a princess by her two marriages, Winnaretta used her 
exceptional status to play fairy godmother to generations of composers and painters.  Her friendships 
with composers ranged from Gabriel Fauré in the 1890s to the young Benjamin Britten 50 years later.  
She was particularly close to Stravinsky, and Ravel dedicated his Pavane for a Dead Princess to her. 
 Francis Poulenc started to make a name for himself as a young composer, barely out of his 
teens, in the years just after World War I.  Having studied piano with Ricardo Viñes (the foremost 
interpreter of Debussy and Ravel) and having befriended Erik Satie and the poet Jean Cocteau, he 
became known as a member of �Les Six,” a more nominal than real association of promising young 
composers.  Naturally, he soon became a regular in the Polignac circle.* 
 Poulenc, who in his early years had focused on songs, ballets, and chamber music, turned to 
concertos as a direct result of his contacts with the Princess.  It was at the Polignacs’ that he met 
Wanda Landowska, who revived the harpsichord as a 20th-century instrument, and he wrote a 
concerto for her in 1929 (Concert champêtre).  In 1932, the Princess commissioned the Concerto for 
Two Pianos, in which (as Poulenc’s biographer Benjamin Ivry remarks) he �tried to capture the joyous 
conviviality of the Princess’s salon.”  (The Organ Concerto would follow seven years later.) 
 In a way, the Double Concerto is like a glittering cocktail party where the great luminaries of 
music history rub elbows and clink their champagne glasses.  Mozart is certainly one of the guests of 
honor:  a �modernized” passage from the slow movement of his D-minor Piano Concerto (No. 20) 
appears early in the first movement, and the second movement includes an extended visit to 
Mozartland.  Next to him, we glimpse Maurice Ravel, whom Poulenc of course knew in person and 
whose two piano concertos, brand new in 1932, were a direct influence—especially the effervescent 
G-major work.  The great singer-songwriters of the Parisian cabarets and music halls were also invited 
to the party.  Yet Poulenc, like a good master of ceremonies, always remains firmly in control.  He 
gives the guests their turn to speak (or to play), and fashions what might otherwise be unconnected, 
rambling episodes into a compelling structure, with a perfect balance between classical recapitulations 
(to help us find our bearings) and musical surprises (to make us lose our place again). 
 Among the biggest surprises, or apparent incongruities in the concerto, are long lyrical 
passages in a slow tempo within the opening movement (the rest of which moves fairly fast) and an 
unmistakable allusion to the sound of the Balinese gamelan ensembles (which Poulenc had just heard 
in Paris) just before the end of that movement.  The cocktail party was evidently an �open house”:  
people were welcome to drop by even for a few minutes. 
 The second movement combines Mozart (or rather, a Parisian evocation of him from the early 
20th century) with a more romantic middle section, in a faster tempo and with harmonies perhaps 
closer to those of Rachmaninoff.  When Mozart answers back to his Russian colleague, we know that 
he was listening carefully, as some of the most recent harmonies seem to have rubbed off on him. 
 The last movement opens as a playful romp, with melodies that are more cabaret-like than 
anything we have heard so far.  In the words of the late Klaus G. Roy, longtime annotator for The 
Cleveland Orchestra, �there are ‛bad boy’ dissonances, march-like sequences with a frilly garter 
visible here and there, sentimental interludes, and at the close a charming tribute to Ravel—cut of by 
the wittiest of endings, in which the two pianos have a one-measure argument, emphatically settled.” 
 Not surprisingly, this concerto became one of Poulenc’s most popular works.  The composer 
himself performed it often.  On a number of occasions in England during the 1950s, his soloist partner 
was his younger colleague, also (as noted above) a former Polignac protégé:  Benjamin Britten.  But 
Poulenc also continued to perform the Concerto with his original partner, Jacques Février, and 
recorded it with him no fewer than three times between 1958 and 1962.  Another member of this circle 
was Sergei Prokofiev, whose music follows that of his friend Poulenc on tonight’s program. 
 

Duration of complete work:    19:00 



Symphony No. 4, Op. 112 (1947) 
by Sergei Prokofiev (Sontsovka, Ukraine, 1891 - Nikolina Gora, nr. Moscow, 1953) 
 
It is by no means uncommon for a composer substantially to revise an earlier work.  Among 19th-
century composers,both Franz Liszt and Anton Bruckner were known for creating multiple versions of 
several of their compositions, and Johannes Brahms went back to his youthful piano trio, op. 8, thirty-
five years after first writing it, making extensive changes in the work.  In all these instances, the basic 
nature of the works was unaffected by the revision:  the composers wanted to improve on what they 
had written, and to do the same thing they had done in the first version, only do it better and more 
effectively. 
 The case of Prokofiev’s Fourth Symphony is different.  It was first written during the 
composer’s lengthy sojourn in the West in 1929/30 and performed in Boston, Brussels and Moscow—
with only modest success everywhere.  The revision took place after Prokofiev’s return to the Soviet 
Union and after the ordeal of World War II.  It was a completely different world, and in trying to adapt, 
Prokofiev gave a new answer to the very question of what a symphony should be all about and what it 
should express. 
 In the effervescent atmosphere of interwar Paris, the prevailing musical trend was neo-
classicism, which involved an elegant recreation of classical models using thoroughly modern means.  
A symphony was not burdened with the expectation to express any political or ideological content and 
could simply be a symphony.  Not so in Soviet Russia, where the Composers’ Union held lengthy 
debates about �symphonism,” prescribing the ways orchestral music should reflect, and support, the 
building of a new society and a new type of individual.  Both Shostakovich’s Fifth (1937) and 
Prokofiev’s Fifth (1944) conformed to this trend in important ways.  Accordingly, in revising his Fourth 
in 1947, Prokofiev transformed it from a neo-classical symphony into a socialist-realist one.*  He not 
only enlarged the orchestra but also increased the length of the work by adding new introductions, 
transitions and other musical commentary to the existing score.  In the process, the tone of the entire 
symphony changed and became the vehicle of an entirely new message.  In particular, Prokofiev 
composed some an introduction, a kind of invocation that opens the first movement and returns to 
close the entire symphony. 
 Even the first version of the symphony was derived from an earlier work, the ballet The 
Prodigal Son, premiered by Diaghilev’s Russian Ballet in Paris in 1929.  Prokofiev reused themes from 
the ballet in the first version of the Fourth Symphony without claiming any connections with the ballet 
itself:  he simply said he wanted to develop these themes more extensively than was possible in a 
ballet.  (He even cited the relationship between Beethoven’s Prometheus ballet and the Third 
Symphony as a precedent.)  By the time the Fourth Symphony was revised, the ballet had receded 
even further into the past, and Prokofiev certainly wasn’t anxious to remind his Soviet audiences of 
this �decadent” product of his years of emigration. 
 In the form in which we are going to hear the symphony tonight, it is a vast musical panorama 
in which heroic, lyrical and playful moments combine to form an orchestral fresco of monumental 
proportions.  But Prokofiev’s bad luck with his Fourth did not end with the revision.  Soon after he 
completed it, the Soviet Communist Party issued its infamous resolution in January 1948, condemning 
the �formalism” in the music of Prokofiev, Shostakovich and others.  A performance of the new work in 
Russia was out of the question.  The world premiere was given in 1950, in a radio broadcast of the 
BBC Symphony Orchestra under Adrian Boult; the first performance in Russia could not take place 
until 1957, four years after Prokofiev’s death (and Stalin’s, who died on the very same day as 
Prokofiev).  By that time, Nikita Khrushchev had delivered his famous speech denouncing Stalin, 
ushering in what has become known as the �thaw”—too late for the composer who could never live 
down the devastating blow of the Party resolution. 
 
 
*The present remarks are indebted to the in-depth discussion of the symphony by Marina Frolova-
Walker in Sergey Prokofiev and His World, ed. Simon Morrison (Princeton University Press, 2008). 

Duration of complete work:  34:00 



 


