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Pyotr Ilyich Tchaikovsky 
Hungarian Dance and Spanish Dance from Swan Lake 
 
Completed in 1876, the year of the Slavonic March 
(Marche Slav), the tone poem Francesca da Rimini 

and the Rococo Variations for cello and orchestra, Swan Lake is 
the first of the composer’s three ballets. Though premiered by the 
Bolshoi Ballet in 1877 with choreography by Julius Reisinger, it is 
best known today for the 1895 revival choreography of Marius 
Petipa.  Based on Russian folklore, Swan Lake tells of Princess 
Odette being turned into a swan by a sorcerer’s curse. The 
selections for this performance are taken from Act III--set at a 
grand ball in the royal hall of a castle ‘somewhere in Germany.’ 
Guests include delegations from Hungary, Russia, Spain, Italy and 
Poland, all in their national attire. Each then dances his own 
national dance, including the Hungarian Dance (Czardas) and the 
Spanish Dance (Tempo di bolero). 
 

Bedřich Smetana 
Má vlast (My Country), Nos. 3 Šárka , 2 Vltava 
 
The legend of Šárka has long resonated with Czech 
women and the composers who admire them. The old 
Bohemian tale dates back to the 12th century, 

describing Šárka as the militant leader of Czech women out for 
bloody vengeance against the men who sought to overturn their 
civil rights. Fearless and cunning, Šárka used deceit in exacting her 
revenge, beguiling the knight Ctirad, giving him and his men 
drugged mead to drink and then calling down her sister warriors to 



slaughter them. Ultimately martyred, Šárka looms as the symbolic 
champion of equal rights for women, celebrated in this third tone 
poem of the Má vlast collection and in operas by Zdenĕk Fibich 
and Leoš Janácek. The work, completed in early 1875, sustains a 
bold character as it recounts the legend of the Czech Amazon, with 
marches separated by a central lyrical episode, and a horn call that 
signals the women to attack the sleeping men in the final scene. 
 
Vltava (also known as the Moldau) was composed two months 
earlier than Šárka and tells its story in the form of a tour down the 
river, from its headwaters in the Šumava Mountains north to 
Prague before “it vanishes into the distance” on its way to join the 
Elbe. The memorable melody, in the minor key, comes from an old 
Czech folksong, The Cat Crawls through the Hole. (It is also well-
known as La Mantovana, attributed to a 16th century Italian singer, 
Giuseppe Cenci.) Flutes signal the rise of two springs as the 
journey begins. As the river swells, horns call attention to a 
hunting party, followed by a polka at a country wedding. Night 
falls and river nymphs dance in the moonlight to a gently swaying 
round. The river then enters the swirling St. John Rapids as the 
main melody returns, only to be torn apart by the rocks. Suddenly 
the theme returns, now in the major key, as the river enters Prague 
beneath the ancient Vyšehrad castle. The ensuing chorale that rings 
out comes from the opening of the first of the Má vlast tone poems, 
named for the castle itself. 
 
Smetana began to lose his hearing in the summer of 1874 and, 
shockingly, had gone completely deaf by the time he wrote these 
works.  
   

Gabriel Fauré/orch. Henri Rabaud 
Dolly Suite 

Fauré’s Dolly Suite, like Bizet’s Children’s Games, 
Chabrier’s Picturesque Pieces and Debussy’s 



Children’s Corner, can trace its origins to the miniature character 
studies by the great Baroque harpsichordists—clavecinistes—
Couperin, Royer, Rameau and others. Those Baroque masters’ 
keyboard suites not only celebrated the French craving for dances, 
but took witty, often wicked, delight in making musical cameos of 
prominent personalities—to say nothing of insects, animals, 
flowers and sex. The brittle, plucking harpsichord was perfect for 
such Baroque caricatures (which also explains why the piano 
sounds a fish out of water in that repertoire). Fauré composed 
Dolly originally for piano four-hands.   

Enter the singer Emma Bardac: wife of the banker Sigismond 
Bardac, mother of Hélène “Dolly” Bardac, barely discrete mistress 
of Fauré, and finally wife of Debussy and mother to Debussy’s 
adored daughter, Claude-Emma “Chouchou.” Fauré spent much 
time with the Bardac family in the mid-1890s and cobbled the 
various movements, individually, as gifts for the little girl, their 
parts all suitable for well-schooled students to play. In 1899, the 
pianist Alfred Cortot arranged the suite for solo piano. Henri 
Rabaud, who succeeded Fauré as director of the Paris 
Conservatoire, wrote the popular orchestral arrangements in 1906. 
Rabaud went on to serve as Music Director of the Boston 
Symphony Orchestra in 1918. The movements as titled by Fauré 
are Berceuse (Lullaby, a reworking of a piece written originally in 
the 1860s), Mi-a-ou (Dolly’s attempt to pronounce the name of her 
older brother, Raoul), Le jardin de Dolly (Dolly’s garden), Kitty-
valse (named for the Bardac family dog), Tendresse (Tenderness) 
and Le pas espagnol (Spanish dance, in the spirit and colors of 
Chabrier’s España). Hélène “Dolly” Bardac, later Madame Gaston 
de Tinan, died in 1985 at the age of 92. 

Zoltán Kodály 
Dances of Marosszék 
 
The composer wrote, “The well known Hungarian 
Dances by Brahms are representative for urban 



Hungary of 1860 and come mostly from indigenous composers 
living at that time. Dances of Marosszék go back much further in 
time; they conjure up for us a picture of the ‘fairytale country’ 
called Transylvania.” That Carpathian region, located within the 
redrawn borders of Romania after World War I, has for centuries 
been home to the ethnic Hungarian Székely (many of whom claim 
Attila the Hun as their communal ancestor). From the 13th century 
until the mid-20th century when they were abolished, some nine 
self-governing regions called szék (administrative seats), among 
them the Marosszék, occupied three counties in Transylvania.  
 
Kodály composed the Dances of Marosszék for piano in 1927 and 
orchestrated them in 1930. While folk-melody inspired like the 
subsequent Dances of Galánta (a town located in present-day 
Slovakia), Kodaly used a form largely of his own design but based 
on 19th century Austro-Hungarian musical conventions, not least 
the free-wheeling Hungarian Rhapsodies of Franz Liszt. The result 
is a rondo form (recurring main theme with fresh material 
sandwiched between iterations) plus an extended coda.  
  

Enescu 
Romanian Rhapsody No.1 
 
Enescu was a prolific composer of many fine and 
original works though he is known today for a relative 
few including this work, a favorite among American 

orchestras. Composed in 1901, in Paris, when the legendary 
violinist (and later the teacher of Yehudi Menuhin) was just 19, it 
is the first of two such works published as Opus 11. “Just a few 
tunes thrown together without thinking about it,” the composer 
wrote. Its use of modal scales in the Romanian lăutărească 
tradition gives the impression of slip-sliding between major and 
minor tonalities. While the piece alternates slower and faster 
episodes, like Kodály’s Marosszék and Galánta dances, it 
ultimately becomes a furiously spinning whirlwind. At the outset, 



the woodwinds introduce a folksong whose subject is the pleasure 
of spending money on drink. The orchestra takes up the tune, but 
soon settles on a slower, heavier pace for a new theme that erupts 
on the violins, while the winds play vertiginous roulades. The 
section expands with colorful variety, fresh ideas and accelerating 
tempo as the winds chase each other with gypsy inflections and 
spirit. Faster and faster with more Roma bravado, the work begins 
to sound like a competition. One might imagine a beautiful dark-
eyed prize. Though the pace finally slows a bit, the energy remains 
hot right to the end.     
 
 
  


