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Teacher’s Introduction 
 
This guide is intended as a revision guide, and although it contains comprehensive details of both of the 
prescribed works, it is designed to complement the work of the teacher, not to replace it. 
 
Before working from this guide students should already have listened to both works, and have some knowledge 
of them.  
 
The guide gives students some background about the works, but most of the emphasis is placed upon analysing 
the music, as this is what they will be required to do in the exam.  
 
The guide has lots of activities designed to reinforce your students’ knowledge and understanding, and to help 
them to prepare thoroughly for the IB exam. These can be done individually or in groups, and could be used as 
points for discussion, or homework tasks. Detailed reading of this resource, and working through the tasks and 
activities, is recommended in order for students to gain a secure grasp of the details of these set works. 
 
Both higher- (HL) and standard-level (SL) students can use the revision guide as in Section A of the exam paper all 
students have to answer question 1 or 2, each being a question on one of the prescribed works. The only 
difference in Section A is that SL students don’t have to answer question 3, a comparison of the two works, which 
is dealt with in a separate section of the guide. 
 

 
A quick guide to score editions and recordings 

Brandenburg Concerto No. 2 in F Major (BWV 1047) 
The Bärenreiter Urtext edition of the score has the trumpet part in C rather than F, which makes analysis a little 
more straightforward, and is an edition approved by the IBO. It is also a full-size orchestral score rather than a 
‘pocket’ or miniature score, which gives lots of room for notes and annotations. 
 
A complete set of the Brandenburg Concertos is available as a Dover Miniature Score. The trumpet parts are not 
transposed, but the score is easy to read and it is useful if you intend to listen to or study any of the other concertos. 
 
The score is also available for free from the public-domain website IMSLP. Be careful which edition you choose. It 
would be great to see the original manuscript, which is available on the website, but choose your working score 
carefully. The website also has some interesting arrangements, including for piano and piano duet. Encourage 
students to play sections of the music on their instruments, as this is an excellent way to become more familiar 
with the music. 
 
For an ‘authentic’ recording at the castle where Bach lived, watch this expertly played performance on the official 
EuroArts Music International YouTube channel: https://www.youtube.com/watch?v=3HSRIDtwsfM 
 
There are literally hundreds of recordings of the Brandenburg Concertos available on CD, MP3, iTunes and Spotify. 
This gives you a great opportunity to listen to many different recordings by different ensembles to choose the 
version you like the most. Getting to really know the prescribed works through listening is vital to your success, 
and in this case a very enjoyable experience. 
 
As a starting point try this recording from 1997: 
Bach, J S: The Brandenburg Concertos, Academy of Ancient Music and Christopher Hogwood. Decca Music  
Group Limited 
 
  

Note to teachers: This is the American edition of the resource. This means we have used American terminology for musical 

notation, such as ‘half note’ and ‘quarter note’. A British edition is also available. 

https://www.youtube.com/watch?v=3HSRIDtwsfM
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Dances of Galánta 
The only readily available edition of this work is by Universal Edition. It is a study score and can be bought directly 
from the publisher, or from the usual Internet outlets. 
 
Online there is a fantastic score in the New York Philharmonic Digital Archives, which has been marked up by 
various conductors, and is free to use online. It is fascinating to see how a conductor uses a score, and interesting 
to see their interpretation of tempos, etc. It can be found by using the search bar found on this web page: 
http://archives.nyphil.org/ 
 
There are a number of recordings of the Dances of Galánta, but very few are recent, and there are also videos of 
the work on YouTube. 
 
A recommended recording is by the Budapest Festival Orchestra conducted by Iván Fischer on the Phillips label 
from 1999. As is the case on other recordings, the album also contains a number of other short pieces by Kodály, 
which would also be good for students to listen to.  
 
This recording, along with many others, is available on Spotify. 

 
J Palmer, November 2015 

 
 
 
 
 
 
 
 
  

Free updates 
Register your email address to receive any future free 

updates* made to this resource or other Music resources your 
school has purchased, and details of any promotions for your 

subject. 

Go to zzed.uk/freeupdates 
 

* resulting from minor specification changes, suggestions from teachers  
and peer reviews, or occasional errors reported by customers 

 
 

Tip 
Encouraging students to have their own annotated copy of the scores is very important to them becoming familiar with the prescribed 

works, but don’t forget to keep unmarked copies that can be used in the exam.  

http://archives.nyphil.org/
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Specification Information 
Standard-level and higher-level students have to study musical perception, which is examined in a written paper 
that is externally assessed. 
 
The listening paper is split into two sections, with questions in section A on the prescribed works, and in section B 
previously unheard pieces of music. All questions are worth 20 marks each. SL students must answer four 
questions, and HL five, including a comparison of the two prescribed works. 

Quick overview of the listening paper 
Standard Level 2 hours Higher Level 2 hours 15 minutes 

Section A Q. 1 
or Q. 2 

Questions based on the 
prescribed works 

Q. 1 
or Q. 2 

Questions based on the 
prescribed works 

Q. 3 Prescribed works 
comparison question 

Section B 

*Q. 3 
or Q. 4 

Unheard questions on 
Western art music 

*Q. 4 
or Q. 5 

Unheard questions on 
Western art music 

Q. 5 
Q. 6 

Unheard questions on jazz, 
pop and world music 

Q. 6 
Q. 7 

Unheard questions on jazz, 
pop and world music 

*Question 3 (SL) or 4 (HL) usually has an accompanying score provided. 
 
Study of the two prescribed works 
A thorough study of the two prescribed works forms an important part of the musical perception aspect of the 
course. Two pieces of music are studied in the present syllabus. From 2017–2019 these are the two pieces 
covered in this revision guide, Johann Sebastian Bach’s Brandenburg Concerto No. 2 in F Major (BWV 1047) and 
Zoltán Kodály’s Dances of Galánta. The two pieces encourage students to explore different places, times and 
musical cultures other than their own.  All students must analyse the two works, and higher-level students have 
to compare and contrast them as well. 
 
Students studying the SL course can choose which prescribed work to answer questions on in section A as each of 
questions 1 and 2 are on a different prescribed work. This gives the student, on the teacher’s advice, the option of 
choosing to only study one of the prescribed works, but as there is only one question on each work this will limit 
your choice of questions in the exam. 
 

*Note that apart from the ‘compare and contrast’ question at HL, all of the questions 

are to analyse and examine, which is where the main part of your study, and revision, 

should be focused. 

  

Remember! 
Always check the exam board 
website for new information, 
including changes to the 
specification and sample 
assessment material.  
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Student Introduction 

How to approach the prescribed works 
The prescribed works are a part of the music exam that you can thoroughly prepare for, and you will be expected 
to use your knowledge of the pieces to analyse and examine in detail an aspect of each piece (only one of the 
pieces if you are an SL student). 
 

You must get to know each piece really well through listening, studying the scores, and through activities to 
reinforce your understanding. Background information, and understanding the context of each piece is important, 
but the majority of the marks are awarded for analysing the music with clear reference to locations in the score, 
musical descriptions of what is happening in the music and your use of musical terminology.  
 

If you are an HL student, try to do an equal amount of work on each of the pieces. This will not only give you a 
choice of questions to answer in section A, but will make it easier to answer question 3, which will ask you to 
compare and contrast the two prescribed works. 
 

Reading music scores requires some practice, especially if your theory skills aren’t that advanced. It is easiest 
when starting to concentrate on following the same instrument throughout a piece. If you aren’t confident with 
music theory, at the most basic level you must be able to read treble, bass and alto clefs, know how to work out 
key signature, recognise chords and cadences, and know the technical names of the degrees of the scale. The 
more theory you know and understand the better. 
 

Throughout this revision guide you will find useful facts and information in boxes. These are used to highlight key 
facts, or offer tips and advice, and can be completed by you individually, in groups, or may be interesting points to 
start discussions and debates. You will also find many activities and tasks designed to reinforce your knowledge of 
the pieces, or to help you annotate your score. Solutions to all of the activities can be found on page 74, and a 
glossary of all of the keywords for each of the prescribed works on page 79. 
  

Tips when analysing the prescribed works  
x When approaching any piece of music there will always be many different ways of analysing it. 

Sometimes a standard form might be appropriate, such as sonata or rondo form, but as long as good 
references are made to the actual music there might be different ways of describing how the composer 
has gone about constructing their music. The analysis below is just one way of approaching Brandenburg 
Concerto No. 2, for example. 

x Write as much detail as you can onto your copy of the score. This will be a constant reminder of 
important points as you listen, and will reinforce your understanding of how the work is put together. 

x Check that your score has bars or rehearsal numbers. If it hasn’t got either, write in bar numbers every 5 
or 10 bars. If it has rehearsal numbers but no bar numbers, it is advisable to add them. Accurate location 
of musical features in the score is vital to getting a good exam mark. You can even locate things within a 
bar. This, for example – bar 4² – means the second beat of bar four. 

x Have a go at playing some parts of the score on your instrument. Even if your skills are basic you will get a 
good idea of how melodies and harmonies are put together. You could even rewrite sections of the score 
to play with other members of your class. 

x The IB music exam paper very often focuses on the musical elements, such as melody, rhythm, texture, 
timbre, harmony, etc., and so always try to think about these as you are listening and analysing the piece 
with the score.  

x Below are some quick activities to get you acclimatised with the scores.  
 

  Score Reading Revision Activity I – Bach 
Make sure you know exactly what each of the instruments named at the beginning of your score is.  
Make a list of all the instruments named in the score. (They aren’t as obvious as you might think. Tromba 
sounds like trombone; which instrument actually plays the part marked flauto dolce? What is a violone in  
the ripieno?) 
 

Score Reading Revision Activity I – Kodály 
The opening to this work contains many directions that indicate changes of tempo.  
Write down all of the terms that are connected with tempo, and changes to it, from bars 1–50, and write a 
definition of each term. 
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Coping with transposing instruments 
Being able to read, and understand, transposing instruments is an important part of music analysis. Without an 
understanding of transposition it’s impossible to work out which notes, harmony, etc. are being used.  
 
The only transposing instrument in the Bach is the trumpet in F, but you will encounter transposing instruments 
in many other pieces that you will study.1  
 
A transposing instrument plays at a different pitch to instruments such as the violin and 
flute, which are in C. (Transposing instruments often have the key they are in as part of 
their name – ‘trumpet in Bb’ for example.) Therefore these instruments need to have their 
music adjusted, transposed, so their part fits with other instruments  
 

When reading parts that are written for the trumpet in F, every note is 
written a 4th lower than it sounds. To find out which note you are hearing, 
and to see how it fits into the harmony of the piece, each note must be 
written a 4th higher. 

 
Below is the opening of the first movement as it is written, and as it sounds. Notice that the version on the right 
that has been transposed up a perfect 4th now has the same key signature as all of the other instruments, F major. 
That is because you must also transpose the key signature by the same interval. 
 

Music written for trumpet in F The music you hear 

  
 

 

  
 
  

                                                           
1  As previously mentioned, if you are using the Bärenreiter Urtext edition the trumpet part is in C so doesn’t need to be transposed. 

However, it is still a very important skill to develop. 

Transposing instruments you will 
encounter in the Kodály include 
clarinet in A and horn in F. 

Non-transposing 
instruments play 
at concert pitch. 

Exercise 
x Rewrite the following passage written for trumpet in F at the pitch that it sounds in the empty stave 

below. Don’t forget to change the key signature. 
x Where in the score can you find this extract for the first time? 
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The clarinet in A plays a C but it sounds as an A, a minor 3rd lower. The written part for a clarinet in A must 
therefore be written a minor 3rd higher. 
 

Plays a C Sounds as an A 

 
 
The horn in F plays a C but sounds as an F, a perfect 5th lower. The written part for a horn in F must therefore be 
written a perfect 5th higher. 
 

Plays a C Sounds as an F 

 

 
 
Clarinet in A 

 
 
Horn in F 

 
 
 
  

Exercise 
x The following are written at concert pitch. Rewrite each piece of music for the instrument 

indicated. Don’t use a key signature but write in each accidental. 
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Brandenburg Concerto No. 2 in F (BWV 1047) 
Background to Brandenburg Concerto No. 2 in F 

Johann Sebastian Bach’s set of six Brandenburg Concertos are today standard 
repertoire for Baroque and chamber ensembles. Written when Bach was 
Kapellmeister (director of music) for Leopold, Prince of Anhalt-Cöthen between 
1717 and 1723, they are considered some of the finest instrumental music of the 
period, and find their way into concert halls throughout the world to this day. 
Composed for the most virtuosic performers of the day with a dedication to 
Christian Ludwig, Margrave of Brandenburg-Schwedt, they remained unperformed, 
and weren’t published until rediscovered in the archive of Brandenburg in 1849, 
100 years after the death of the composer. 
 
The six concertos, for ‘plusieurs instruments’, were presented to the Margrave of  
Brandenburg in March 1721. Bach is believed to have performed for the Margrave, 
who requested a score for his extensive music library.  
 
As Kapellmeister at Cöthen, Bach was lucky to have a patron who was not only a 
proficient musician but was happy to maintain a private band of 18 expert musicians. 
As a Calvinist, Leopold wasn’t interested in music for religious observances, which 
freed up Bach’s time to create secular instrumental works and performances. It has 
been suggested that the set of Brandenburg Concertos were intended as a kind of 
resumé for a new job, writing for such a wide range of different instruments to 
impress a new employer with his versatility, but this is just speculation.  
 

It is thought that the 
Brandenburg Concertos weren’t performed at the 
time they were written because they were much 
too difficult for the modest band at the Margrave’s 
musical establishment in Berlin. It would seem likely 
that the composer intended them for the excellent 
band at Cöthen, with himself as director. If we look 
at the list of permanent and fully professional 
musicians which Leopold established in 1716, the 
Collegium Musicum, the musicians played all of the 
instruments required by the six concertos, and 
records of the salaries of the musicians that were 
soloists suggest they were extremely proficient. The 
poor ripieno players, however, were less well paid, 
and were required only for doubling parts. 

 
Although 1721 is given as the date the works were complete and presented to the Margrave of Brandenburg, it is 
uncertain when Bach actually completed the works, and whether all of the pieces were originally conceived as 
three-movement concertos. It is thought that he adapted pieces that he had previously written for some of the 
concertos, while others were written from scratch. This might explain why the six are such disparate examples of 
the instrumental concerto, which at that time had no fixed rules, and could include a variety of different 
instrumental combinations. Although the six concertos are all quite different, the use of three movements, in a 
fast–slow–fast configuration, hints at the Italian concerto. 
 
The second concerto is one of the set of six which was originally conceived as a complete newly composed piece, 
and an example that takes the form of a concerto grosso.  

The Collegium Musicum, 1716 
y Joseph Spiess, Martin Friedrich Marcus, Emmanuel 

Heinrich Gottlieb Freytag – violin 
y Christian Ferdinand Abel – bass viol 
y Christian Bernhard Linigke – cello 
y Johann Henrich Freytag, Johann Gottlieb Würdig – flute 
y Johann Ludwig Rose – oboe 
y Johann Christohp Torlée – bassoon 
y Johann Ludwig Schrieber, Johann Cristoph Krahl – trumpet 
y Anton Unger – timpani 
y Johann Christian Kreyser – organ 
y Johann Freytag, Wilhelm Andreas Harbordt, Adam 

Ludwig Weber – ripieno players 

Interesting fact 
Prince Leopold of  
Anhalt-Cöthen was a 
capable bass singer and 
played violin, viola da 
gamba and harpsichord.  

Patronage was the system 
where composers were 
employed by the Church 
or the aristocracy. 

J S Bach at the time he worked 

at Cöthen 
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The concerto grosso 
The Brandenburg Concertos are types of concerto grosso, although the first, third and 
sixth have been described as ‘ripieno concertos’2 as each member of the ensemble, 
apart from the continuo players, are both soloists and a member of the tutti, or 
ripieno. This was an instrumental form that developed during the Baroque period (c. 
1600–c. 1750), in which there was a small group of soloists contrasted with a larger 
group of musicians, or an orchestra. The solo group was called the concertino and 
the larger the ripieno or tutti orchestral group. The concertino consisted of more 
virtuosic players and those playing the ripieno parts tended to be less accomplished. 
It was a very flexible genre as the number of musicians required to perform it could 
vary. For example, a concerto grosso could be played by as few as three or four 
musicians by dispensing with the ripieno, or tutti parts, or by as many as 60 if the 
ripieno parts were doubled many times. The ripieno usually consisted of strings, but 
for a large performance woodwind and brass instruments could be added as well.  
 
Arcangelo Corelli was the first composer to use the term ‘concerto grosso’ in the late seventeenth century, and 
his collection of 12 concerto grossos was published shortly after his death in 1713. From this point it became very 
popular and the most notable composers of the period wrote them.  
 
An important part of the concerto grosso was the basso continuo. This literally means ‘continuous bass’ and was 
played by a bass instrument and a chord-playing instrument. The bass was most often a cello, and the chordal 
instrument a harpsichord or organ, although it wasn’t uncommon to find a lute playing the part. The basso 
continuo part in a score from the Baroque period was just made up of a bass line. This was played by the cello, 
and the keyboard player played the bass line with the left hand, and created their own right-hand part based on 
the chords that the written music suggested. In addition to the written bass part there were often numbers below 
the basso continuo part, which was called figured bass. This gave the keyboard player an idea of the type of 
chords to play above the bass part. 
 

The potential for virtuosity was very attractive to the patrons of music in the Baroque 
period, usually the aristocracy in this case, who could take delight in the size and 
technical prowess of the musicians at their disposal. This we have already seen in the 
musicians that Prince Leopold employed in his Collegium Musicum, and the virtuosity 
of the second concerto was an excellent vehicle in which they could shine. 
 

An important element of the concerto grosso was the use of ritornello form, and this is seen in the first 
movement of the second concerto. This is a structural device, which consists of a section of music that is found at 
the beginning of a movement, usually played by the ripieno, and which returns at various points in the piece often 
in related keys. The sections in between the ritornello sections are called episodes, and these are usually 
performed by the concertino, or soloists. This form established shape and coherence in a movement, and tension 
could be created with the use of modulation.  
 
Another important element in the concerto grosso, and particularly this one, is the use of counterpoint. In 
counterpoint the different voices used are independent of each other both rhythmically and melodically.  
Counterpoint is focused on melodic interaction, and in the Baroque period contrapuntal compositional 
techniques included the canon and round, and the most complex, the fugue. These are all examples of imitative 
counterpoint that can be found in Brandenburg Concerto No. 2. 
 
  

                                                           
2  Hutchings, Arthur, The Baroque Concerto (London, 1959, 3rd edn, 1973) 

The concerto grosso 
should be distinguished 
from the solo concerto, 
which obviously uses 
only one soloist. 

Arcangelo Corelli 
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Revision Activity 
x Write a description of what ritornello form is. 
x What name is given to the group of instruments that usually play the ritornello? 
x Which group of instruments play the solos? 
x What are the sections of music in between the ritornello played by the soloists? 
x Which movements of a concerto are most likely to be in ritornello form? 
x Using the plan below, fill each box with either the word ‘ritornello’ or ‘episode’ to outline the 

structure, and ‘tutti’ or ‘solo’ for the instrument(s) playing each. 
 
   Structure 

 
Instruments(s) 

 

*As fascinating as all of this background is, it is just to put the piece into context. Don’t forget the examiner wants to know how well 

you can understand and analyse the piece of music, not how good you are at recalling facts about it, especially if they don’t relate to 
the question. 
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The Analysis – Brandenburg Concerto No. 2 in F (BWV 1047) 
 
Movement I  

The ritornello – bars 1–8 
Brandenburg Concerto No. 2 begins with an eight-bar ritornello played by the 
whole ensemble. It begins with a eighth-note upbeat, or anacrusis, and the first 
complete bar is bar number 1. 
 
The recorder, oboe and violin from the concertino, and the violin 1 ripieno, play 
the main theme (Ex. 1). The harmony in the first two bars is firmly based on the 
tonic chord of F major. Notice that every note that is on each eighth note of the 
bar is in the chord of F major. 
 
Ex. 1 

 
 
Look for these other observations in your score. 

x Violin II at the beginning of bars 1 and 2 plays the theme a 3rd lower. 
x The trumpet plays a simple melody based on an F major arpeggio in the first bar and a half followed by a 

fanfare-like rising scale up to a high C in bar 3. 
x The basso continuo has fast-moving 16th notes that also emphasise the tonic chord. 

 
The harmony of the ritornello is simple, mostly based on the tonic and dominant. After the first two bars firmly 
establish the tonic, bars 3 and 4 make use of the dominant (C) and the tonic. The extract below, Ex. 2, is taken 
from the trumpet, viola and bass parts. (Note that the viola part has been put into the treble clef so it is easier  
to read.) 
 
Ex. 2 

 
 

All of the chords within the boxes are chords of C, and the chords outside of the boxes 
are chords of F. These two chords help to reinforce the key of F as the chords V–I, 
dominant to tonic, form a perfect cadence. 

 
The second half of the ritornello, bars 5–8, are interesting to compare with the first half. 
(See Ex. 3 which is played by the recorder, oboe, solo violin and violin I of the ripieno.) 

 
  

Tip – Writing the notes 

played by different instruments 

and writing them in a closed 

score like this is the best way 

to work out which chords are 

being played. 

Key terms – All notes in 
the scale have a technical 
name. The tonic is the first 
note of the scale, or 
keynote, and the dominant 
is the 5th. 

Important fact – 
The viola plays 
Bb, which makes 
the C chord a 
dominant 7th. 
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x Notice that the opening melodic idea has now been inverted, and uses ascending and descending versions of 
the 16th-note fanfare rising scales heard in the trumpet in bar 3.  

x The trumpet continues to play its arpeggiated melody line, but this time mostly descending, and all of the 
parts are still emphasising the tonic chord. 

x How would you describe the basso continuo and double bass parts in bars 5 and 6? 
 
Ex. 3 

 
 
The ritornello section finishes in bar 8 with a typical Baroque perfect cadence. Below are the basso continuo, 
recorder, oboe and violin parts, with the chords that are played by the rest of the ensemble indicated both as 
chord symbols and figured bass. 
 
This pattern is called a 6/4 cadence which refers to the chords marked Ic, or 6/4. This is a chord of F in second 
inversion, which is followed by a chord of C in root position.  
 
Ex. 4 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Following this cadence, the violin is the first soloist to appear starting in the upbeat to bar 9. This would 
traditionally be an episode, but Bach chooses to do something a little more interesting and creates a new melodic 
idea (Theme A). This is like a solo ritornello, and this together with the original tutti ritornello makes up most of 
the thematic material in the movement. 
 
Ex. 5 – Theme A 

 
 
Like the tutti ritornello, this contains fast-moving 16th notes that keep the music moving throughout. There is also 
a trill, another typical feature of Baroque music.  
  

 
  I  IV   Ic V I 
 6 5 
 4 3  

Important facts – The Roman numerals in 
this example refer to the notes that make up 
the scale of F. I is F, IV is Bb and V is C. 
The numbers underneath, 6/4 and 5/3, are 
figured bass. The numbers are the intervals 
above the bass note that when played 
together make a chord. 5/3 is a root-position 
chord and 6/4 a second-inversion chord.  
Traditionally all chords are assumed to be a 
5/3, unless something else is written, apart 
from in the 6/4 cadence, which is usually 
written as shown. 
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Theme A – bars 9–22 
Between bars 9 and 22 theme A is heard by each of the solo instruments in turn, each entry separated by the 
opening two bars of the ritornello.  
 
Points of interest 

x The oboe takes over from the violin in bars 13–14 accompanied this time by the violin, which plays 16th 
notes in a typical string-crossing technique, which emphasises the harmony (still in F major). 

x In bars 15–16 the opening of the ritornello is played by the whole ensemble in C major, with high virtuosic 
scale patterns in the trumpet taken from bars 1 and 2 of the basso continuo part. 

x The recorder takes over solo duties in bars 17–18, this time accompanied by a similar 16th-note pattern to 
the violin in bars 13–14. Theme A is in C major this time. 

x Bars 19–20 are an exact copy of the ritornello interlude in bars 15–16. 
x The final entry of theme in this section is in bars 21–22 by the trumpet, again in C major, and 

accompanied by the recorder.  
 
The ritornello – bars 23–28 
The ritornello returns in the upbeat to bar 23 in C major, but notice that Bach has missed out the first two bars and 
made the section only six bars long. The extract below is the part played by the recorder and oboe in bars 23–24. 
 
Ex. 6 

 
 
Above this the trumpet has a repeated G fanfare rhythm, which can be described as a pedal note. It is a G, which 
played in the key of C is a dominant pedal note. 
 

 
Theme A – bars 28–32  
In bars 28–30 we find theme A played by the trumpet accompanied by the 
recorder and oboe playing eighth-note chords, and the violin a countermelody 
of running 16th notes, but in bar 31 things get even more complicated. 
 
The music suddenly moves to D minor in bar 31. You will notice that the first 
chord of the bar is a chord of D minor, and later in the bar there is a C#, both 
an indication of which key the music has modulated to.  
 
Again Bach has cleverly taken the different parts of the opening ritornello and 
used them in different instruments. 

x Elements of the main theme are played by the ripieno upper strings, 
and the oboe and violin of the concertino. 

x The trumpet has a trill on a high C. 
x The recorder, double bass and basso continuo play the parts originally 

heard in the basso continuo alone in bars 1 and 2, and by the trumpet in 
bars 15 and 16. However, the recorder plays a 3rd higher.  

Quick Questions (Don’t forget the notes of the melodies have been transposed into a different key.) 
x In the original ritornello, which instruments originally played the oboe melody heard in  

bars 25–26? 
x In the original ritornello, which instrument originally played the recorder melody heard in  

bars 25–26? 
x Why are there B§s in this section? 

Observation – Bach is 
brimming with ideas in this 
movement and always 
introduces new musical ideas, 
or develops old ones to keep 
the listener interested. Hardly 
any music is played the same 
way twice.  

Key fact – Taking two 
lines of music composed 
for a higher part and lower 
part and then switching 
them around is called 
invertible counterpoint. 

? 
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Link passage – bars 32–35 
The section of music from the upbeat to bar 33 to bar 35 is a link passage that leads back to the ritornello in D 
minor, but is a passage that deserves some special attention as it contains many features that are typical of the 
Baroque period, and again displays Bach’s skill at creating an ever-changing contrapuntal texture.  
 

Imitation 
x The trumpet plays a figure with a half note tied to an eighth note at the end, which is imitated a 5th lower 

by the oboe as the trumpet holds the half note.  
x The oboe imitates the trumpet three times. 
x Each of the two lines of music descends by one note each time, which is called a sequence. 

 

Ex. 7 

 
 

Suspensions 
x A suspension is when a note is held over into a new chord to create a 

dissonance that then resolves onto a note in the new chord. The suspended 
note must be sounded in the same part in the chord before the suspension 
takes place. 

x The use of suspensions was very common in the Baroque period. 
x The suspensions are played by the ripieno violin I part in long held half notes or whole notes. 
x The ripieno violin part is doubled in the concertino violin part, which outlines the same notes, but in 

repeated 16th notes that alternate with eighth-note chords. 
 

Ex. 8 

  

Key fact – Every 
suspension must 
have a preparation, 
dissonance and 
resolution. 
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x In bar 33 the suspended note is the F, which is heard in both of the violin parts in the bar before, and 
when suspended into the chord of Gm creates the dissonant interval of a 7th. 

x In the second half of bar 33, the F falls down to the E, which is the 3rd of the chord in that part of the bar, 
C. This is the resolution.  

x The same happens in each bar as the parts descend by one note. Like the example concerning imitation, 
this is once again a sequence. The sequence can be easily seen in the cello part. 

 
Circle of 5ths 

x The circle or cycle of 5ths is a harmonic progression that was used often in the Baroque period and has 
been used ever since. There are even excellent examples of this progression in jazz and rock music. 

x It is based on the fact that chord V, the dominant, has a strong need to resolve to chord I, the tonic, which 
creates a perfect cadence.  

x The circle of 5ths is like a series of perfect cadences. The first chord resolves to a chord a 5th lower, which 
then resolves to a chord a 5th lower, or 4th higher, and so on. 

 
The musical extract used in the section on suspensions above has a perfect example of how the circle of 5ths 
works in practice.  
 
The chords used are Gm–C–F–Bb–Em–A–Dm. Each chord is a 5th higher than the next. 
 
All of the above elements – imitation, sequences and suspensions – work on top of the circle of 5ths chord 
progression, and in Baroque music can often be found at the same place in the score. 
 
Ritornello tutti – bars 36–39 
The tutti ritornello returns in bar 36 in D minor but this time starts with the second part found originally in bar 5, 
with the trumpet playing a variation of the main theme ringing out in a high octave. 
 
Ex. 9 

 

 
Ritornello – Theme B – ritornello bars 39–59 
In the passage of music from bars 39–59 Bach creates a lot of excitement through the use of modulation, 
manipulating the themes that we are now really familiar with and taking them through a series of different keys. 
He does this by using several dissonant chords, and adds to the tension by using syncopation at the same time as 
a continuous eighth-note bass line. 
 
  

Quick Task 
Using the example above, write down which note is prepared and suspended in bars 33–35 of the ripieno 
violin part, and which note they resolve to in each case. Alternatively you could highlight them on the 
extract from the score on this page. 

Quick Questions  
x How does this melody relate to the original theme found in the recorder in bar 1? 
x How does this melody reinforce the key of D minor? 
x This melody has appeared once before in the trumpet part. In which bar and in which key? 

? 
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The music can be divided up into three sections. The first section is tutti and based on the original ritornello. The 
second section features the concertino and the third is tutti. A brief outline is below. 
 

Bar 39–49 Bar 50–55 (Theme B) Bar 56–59 

Tutti based on first two bars of the 
ritornello 

Concertino group based on second 
four bars of the ritornello with 
ripieno chordal accompaniment 

Tutti based on second four bars of 
the ritornello 

Circle of 5ths starting with D minor Modulation using 7th chords in 
different inversions Bb major 

 
Bars 40–49 in detail 
The music is divided into two-bar phrases, each based on the beginning of the ritornello.  
 
Find the following thematic material in your score. 

1. In bars 40–41 the 16th-note figure found at the beginning of the ritornello in the basso continuo is played 
by the violin and oboe of the concertino. 

2. The recorder has a similar figure to that played by the violin and oboe, but inverted which creates 
contrary motion. 
 

 
 

3. The trumpet plays the main ritornello theme. 
4. The ripieno instruments play a repeated pattern first heard in violin II in bars 5–6 of the ritornello. 

 
Bars 50–55 in detail – Theme B 
In this section Bach creates a lot of tension using harmony and rhythmic drive. Most of the thematic interest is in 
the concertino instruments that play melodic lines that are derived from the ritornello material but are now 
adapted, or developed. The different lines of fast-paced music are an excellent example of contrapuntal  
texture, and again display Bach’s ability to create extremely exciting music by combining different lines of music 
you have heard before. This passage will be known as theme B. 
 
  

Quick Task 
x In the chart below write down the key of each two-bar section of music. The first is done for you. 

 

Bars 40–41 42–43 44–45 46–47 

D minor    

1. Vn/ob 1. 1. 1. 

2. Recorder 2. 2. 2. 

3. Trumpet 3. 3. 3. 

4. Ripieno 4. 4. 4. 
 

x Now look at each of these sections of two bars, and write down which instruments play the thematic 
material listed in the chart above. The first is done for you. 
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Harmony 
In this section of the music Bach uses one chord per bar. Each chord moves into the next with some chromatic 
movement and every chord is dissonant, usually a 7th chord, but with one bar that is based on a flat 9th. Below are 
the notes that make up each chord (Ex. 10). 
 
Ex. 10 

 
F7 3rd inversion 6 

                               4 
                               2 

Db9 G7 3rd 
inversion 

E7 root 
position A7 3rd inversion 

F7 dominant 

7th in key of Bb 
Bb – new 

tonic 

 
x Some progressions are based on a dominant-to-tonic-type movement. For 

example, D is the dominant of G, and E is the dominant of A. 
x Other chords move very dramatically from one to another by moving by a 

semitone. In bar 50, for example, the Eb moves down a semitone to a D in bar 
51, and the F♮ moves up to F#. You will find other examples by studying the 
other chords in this sequence.  

x Notice that Bach has used 7th chords in their third inversion several times, which 
always requires the downward movement of the bass note by a semitone. 

x The figured bass for a 7th chord in third inversion is shown in the description in 
bar 50, and applies to each of the third-inversion chords. 

x Each chord is played by the ripieno, with some of the notes that create 7th and 
9th chords appearing in the concertino parts. The E of the D9 chord, for example, 
is played by the recorder and oboe. 

 
Rhythm 
As well as harmony, Bach uses rhythm very effectively in this section to drive the music forward, and not only 
with the fast-moving 16th-note runs in the concertino. 
 

x The basso continuo has repeated eighth notes with the double bass playing on each quarter note, which 
emphasises the beat, and pushes the music towards each new bar line. 

x The viola and violin II ripieno parts also play on the beat and just play arpeggios on each chord. 
x The violin I ripieno part plays the notes of each chord, but with a syncopated rhythm which when played 

with the repeated eighth notes of the rest of the ripieno also pushes the music forward. This is illustrated 
in the extract below. 

 
Ex. 11 

 
 
Bars 55–59 
Finally the music returns to a statement of the second half of the ritornello in Bb major. The original theme begins 
in the basso continuo and double bass. The parts played by the rest of the ensemble are taken from either the 
ritornello or sections of melody that we have heard during the movement so far. 
  

Tip – Try using  

post-it notes to annotate 

your score. 
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Theme A returns – bars 59–67 
x Only the concertino play in this section, accompanied by the basso continuo. Each solo instrument takes 

it in turns to play the theme, with a different accompaniment each time.  

 
The ritornello returns – bars 67–71 

x All of the instruments play, so it can be described as tutti. 
x The key is C minor. 
x In bars 70–71 the concertino has all of the melodic interest, using 16th-note patterns that we have 

encountered before. 
x The ripieno in bars 70–71 play only Gs in descending octaves. An interesting rhythmic effect is created by 

the 2nd violins and violas imitating the double bass and basso continuo one eighth note later. 
x The G is also emphasised in the simple rhythmic figure in the trumpet. 
x The repeated Gs could be described as a dominant pedal note. 

 
Theme B reappears – bars 72–74 

 
After two bars of tutti ritornello in bars 74–76, Bach once again uses the circle of 5ths harmony, along with 
imitation and suspensions, that we found in bars 33–35. 
 
This time the harmonic pattern is C–F–Bb–Eb–A–D, and the pattern resolves to G minor, the key of the next 
section of ritornello in bars 80–85. 
 
In bar 86 there is a very abrupt shift from G minor into a chord of A major, with a 7th (G). This is clearly a dominant 
7th of the new key that is found in bar 88, D minor.  
 
The music in bars 88–102 is a section of music that leads us back to the final statement of the ritornello, and 
alternates between passages for the concertino, with the ripieno accompanying, and the tutti ensemble. As you 
will now have encountered almost all of the musical material in the movement it is a good opportunity to practise 
using your analytical skills.  
  

Quick Task 
Study the music in bars 60–67 and use your observations to complete the chart. (You might want to copy 
this out to give yourself more room to write the descriptions.) The first column is done for you. 
 

Bars 60–61 62–63 64–65 66–67 
Which soloist? Recorder    

Describe the 
accompaniment 

Violin plays string-
crossing 16th notes 
based on one 
chord per beat 

   

What key is the 
music in? 

    

 

Quick Task 
Bars 72–74 are very similar to the music analysed in bars 50–55. 
 
Using the analysis of bars 50–55 as a model, write down the chord that you think each bar is based on, and 
describe the music that each of the concertino instruments plays. 
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The final ritornello – bars 102–118  
Traditionally the final ritornello would be a straightforward repeat of the 
opening, but in this movement we have become used to Bach not really 
following the conventions of the form. 
 
There is a clean break before the anacrusis into bar 103, then the ritornello 
begins in F major with the theme that we would expect, but for only four bars! 
 
In bars 107–112 Bach uses a similar passage to the unstable modulations found in bars 50–55, theme B. (Some 
versions of the score have the figured bass printed at this point in the score.) 
 
Like before, the harmony is based upon 7th chords in third inversion with elements of the ritornello theme, 
repeated eighth notes in the bass, and syncopation in the ripieno 1st violin. 
 
An interesting chord to investigate from this section appears in bar 112. 
 
Ex. 12 

 
The chord on the left, heard in bar 112, is a diminished 7th on a B♮. This is a very dramatic chord to finish this 
section on, but it has some properties that make it a good chord to have before a chord of G major in first 
inversion, which is the dominant of the C major chord heard in bar 113 (the dominant of the key chord, F major). 
 
The diminished 7th is a four-note chord, the interval between each note being a minor 3rd. (This is different to 
major or minor chords which are both based on intervals of a major and minor 3rd.) 
 
The diagram above, Ex. 12, shows how the Ab has a strong inclination to fall a semitone to G. 
 
This is a good strong progression to return to the ritornello, which after two bars of dominant 7th harmony, 113–
114, returns to the tonic of the movement, F major, finishing on the typical I–IV–Ic–V–I cadence that we 
encountered at the end of the original ritornello. 
  

Analyse bars 88–102 using the questions below as a guide 
It would help to listen to the music first. 
 
1. How does Bach create counterpoint between the basso continuo and trumpet in bars 88–90? 
2. Find another example of this type of counterpoint. 
3. Find an example of a sequence. 
4. Identify at least one progression that could be described as a circle of 5ths. 
5. Which keys does this section begin and end in? 
6. Name an instrument that plays suspensions. 
7. In bars 94–95 where does the musical figure played by the bass continuo originally come from, and how 

has Bach adapted it here? 
8. Describe the chords used in the cadence in bar 102. 

Interesting fact – The 
eighth-note rest in bar 102, 
before the anacrusis, is the 
first moment of silence 
since the beginning of  
the movement. 

Additional information – In many ways the diminished 7th 
behaves like the dominant 7th. This is because the interval 
between the lowest note and the 5th is also found in the 
dominant 7th. The interval is a diminished 5th, and is found 
in the chord G7. 
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Movement II – Andante 

The first movement is unusual in that it is often difficult to distinguish between the concertino and ripieno, but in 
the second movement the ripieno is dispensed with altogether. The trumpet is also omitted, leaving three soloists 
and continuo. 
 
The movement is a contrast with the first and last movements, in that the tempo 
is slow, andante, and the key is D minor, the relative minor of F major.  
 
It is a minuet, a medium-paced dance in triple time, 3/4.  

Bach’s use of the thematic material is very economical, with the first six beats of 
music played by the violin providing all of the musical material for the movement, 
and the counterpoint that it then creates with the oboe’s repetition of it. A third 
musical idea appears in the violin part when the recorder enters in bar 5.  

The moving bass line is the only aspect of the movement that doesn’t have its origin in the opening violin theme, 
and it helps the movement flow throughout, as well as establishing the harmonic progression.   
 
Ex. 13 

 

In this extract you can see the three melodic ideas used throughout the movement, here played by the violin, along 
with the entries by the oboe and recorder, which show how Bach uses the themes to create a polyphonic texture. 

Many of the features found in this movement have already been encountered in the first movement, and are 
typical of music composed during the Baroque period; for example, suspensions, sequences, 6/4 cadences and 
the circle of 5ths. There are also other musical features, which you will be able to add to your musical vocabulary. 

Suspensions and appoggiatura 
A figure which is very prominent in the movement is the falling eighth note seen at the beginning of the third and 
fourth bar in theme B. It is very effective as it often creates dissonance that then resolves in the first beat of the 
bar. It creates a mournful sound. 
 
The falling F to E in bar 4 is a suspension, as it has been prepared in the chord before, and the falling E to D in bar 
5 has the same effect, but it is an appoggiatura as it has not been prepared. 
 
Some of these are more dissonant than others. The suspension in the violin in bars 8–9 for example creates a very 
dissonant effect as the F at the beginning of bar 9 clashes with the E in the bass line. This creates an interval of a 
semitone, which then resolves to an E.  
 
  

Key fact – D minor is 
the relative minor of F 
major. This means it has 
the same key signature, 
but the 7th note, C#, 
must be added to the 
music as an accidental.  
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Appoggiaturas, literally meaning ‘to lean’, can also be written in an abbreviated form, and these occur at several 
points in the movement. 
 
Ex. 14 

 
These, however, are played more like ornaments, with the first note being a 16th note. 
 
Sometimes suspensions resolve upwards – these are called retardations – and on other occasions there are 
suspensions, or appoggiaturas, happening in two parts simultaneously, this example in bar 7 for example. The C# 
and E create dissonance with the D in the continuo and the F in the recorder. 
 

Ex. 15 

  

 
Development of the opening theme 
Theme A, played by the violin at the beginning, occurs many times during the movement, but it is also developed 
so there is variety, and Bach can introduce different keys. 
 
In bars 9–11 the oboe uses the theme but with a difference in the intervals between the two 16th notes. Compare 
this version with the original. Notice that the interval between the fourth and fifth note was originally a 3rd, and in 
the example played by the oboe is a 5th. (It is the melodic outline that is important, not the individual notes, as 
the example is in a different key.) 
 
Ex. 16 

 
 
Another change to the main theme appears in bars 15–17, where the theme rises and 16th notes replace the 
eighth note after the dotted quarter note. 
 
Ex. 17 
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The themes played in harmony 
On many occasions in the second movement the main theme, or parts of it, are played in harmony using the 
intervals of 3rds or 6ths. Both of these intervals create consonant and pleasant-sounding harmony. 
 
A good example is in bar 12 where the oboe and violin play theme A in 3rds and the end of bar 18 where the 
recorder and oboe play part of theme B in 6ths. 
 
Ex. 18 

 
 
Harmonic structure 
The movement begins and ends in D minor, but as you would expect passes through various keys in between. In 
order to keep the music interesting Bach very often moves straight onto a new key after a modulation has 
occurred, so like the first movement the music very rarely pauses. 
 
The main tonal areas in the movement are defined by 6/4 cadences, which are used to firmly establish a new key. 
 
Look at your score and you will find a 6/4 cadence each time there is a downward octave leap in the bass part. 
These occur in the following bars and establish the keys indicated. 
 

Bars 14–15 Bars 22–23 Bars 32–33 Bars 42–43 
A minor C major Bb major G minor 

 
These cadences are made even more interesting with the use of passing notes and appoggiaturas. Here is the 
cadence in bar 22 in detail, which should help you analyse the others. 
 
Ex. 19 

 
  

Quick Task 
Find another place in the score where one of the 
themes is doubled in harmony. 

Explanation 
The notes of the second-inversion chord 
of C, 6/4, are in squares, and the root-
position chord of G, 5/3, are in circles. 
Notice that the notes of the chord don’t 
all occur at the same time as the bass 
notes. The note labelled ‘acc’ is an 
accented passing note and the note 
labelled ‘appog’ is an appoggiatura. The 
two notes labelled with arrows are notes 
that anticipate the note that will appear 
in the next chord. 
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Circle of 5ths and 4ths 
The circle of 5ths can be found towards the end of the movement in bars 50–57. The progression begins on a 
chord of D major and goes right through the cycle of keys to end on D minor. Here is an outline of the 
progression. 
 

Bar 50 51 52 53 54 55 56 57 
D major G major C major F major Bb major Emb5 A major D minor 

 
The melodic material played by the concertino at this point is a good example of Bach manipulating theme C. 
Each of the soloists enters one at a time with the theme, sometimes with the addition of an additional note 
before it, creating a sequence of suspensions above the circle of 5ths. Here is an extract from the sequence. 
 
Ex. 20 

 
 
In bars 33–37 there is a circle of 4ths. This is similar to the circle of 5ths, but the sequence goes in the opposite 
direction, so the interval between each chord is a 4th. 
 
The chords used are Bb–F–Cm–Gm–D. 
 
The concertino play another sequence that is based upon the falling eighth-note figures found in themes B and C. 
 
Sequences 
Bach uses sequences four times in the bass, each using a descending pattern based on an arpeggio. The first 
sequence is in bar 10. 
 
Ex. 21 

 
 
 

 

  

Quick Task 
x Where are each of the other bass sequences? 
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The final cadence 
Rather than finishing with a straightforward perfect cadence, Bach extends the cadence by two bars, and as well 
as a 6/4 cadence uses a rhythmic device called hemiola to broaden the cadence out.  
 
The hemiola creates an almost syncopated effect and was most often used when the metre of the music was 
three in a bar. Essentially the hemiola changes the metre to two but within the context of three, so the beat goes 
across the bar line. 
 
This is illustrated in the continuo part for bars 63–65. 
 
Ex. 22 

 
This extract also demonstrates how the other instruments’ music is also arranged into groups of two beats, in this 
case the oboe. 
 
As well as being rhythmically interesting, Bach makes use of diminished 7ths to create instability before a final  
6/4 cadence.  
 
Bar 62 is based on the dominant chord and this could be the first part of a perfect cadence, but instead of falling 
to a D the bass line rises up a semitone to Bb at the beginning of bar 63, like an interrupted cadence, but the 
chord Bach uses is a diminished 7th. It is a diminished 7th on a C# in third inversion. 
 
The second chord in the sequence, with B§ in the bass, is a diminished 7th on a G# in first inversion. 
 
This bass then continues to descend to an A, which is the 5th of the tonic chord and is therefore the 6/4 chord.  
 
Below is the outline of each chord in the progression in short score, including figured bass.  
 
Ex. 23 

 
The best way to learn how this kind of progression works is through listening while reading the score. 
 
In listening to the movement, you will also notice that although the piece has been predominantly in D minor, the 
final chord is D major. This technique was very popular during the sixteenth and seventeenth centuries, and is 
known as a tierce de Picardie, or Picardy 3rd. In a movement that has been in a minor key it adds brightness to the 
end, and in this case prepares the way for the triumphant final movement.  
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Task 
x Having studied each of the features covered in the analysis of this second movement, write as  

much detail as you can on your score. 
x Choose a section of 10 bars, 24–33 for example, and describe how Bach has used each of the three 

thematic ideas in the concertino, and highlight anything of interest in the continuo. 
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Movement III – Allegro Assai  
The final movement of the concerto sees the return of the trumpet and its presence 
is felt from the first note. The ripieno strings, on the other hand, have a minimal role 
to play. They aren’t actually heard until bar 47, and their main purpose is to add light 
support at cadences. They could be omitted completely without any real loss. 

 
The use of the ripieno at cadences is the only indication of there being 
a ritornello, but the movement is more a fugue and less a ritornello. 
 
The movement contains some of the main features of a fugue, a 
subject, answers, countersubject, and the soloists entering in turn with 
the fugue subject.  
 
The movement can be divided into three sections: the exposition, 
middle entries and the final entries. 
 
As we’ve come to expect, the movement also contains sequences, 
suspensions, 6/4 cadences and trills. 
 
Exposition 
The first section of a fugue, where the themes are first heard, is called the exposition. Below is the subject that 
opens the movement in the tonic, F major. 
 
Ex. 24 

 
 
The trumpet plays the subject in its bright high range. The only accompaniment is the basso continuo, which  
plays a bass line that emphasises the harmony, but is like a melody, some of its rhythms being very similar to  
the theme. 

 
The answer and countersubject 
After the subject has been stated the first time, each instrument takes it in turn to play it. The second repetition 
of the subject is usually in the dominant, and this is true in this case. The second repetition of the subject is called 
the answer, which here is played by the oboe in C major.  
 
The answer in a fugue can be real or tonal. A real answer uses exactly the same intervals as the first statement of 
the subject, and a tonal answer uses different intervals. 
  

Definition 
A fugue is a composition founded upon 
one subject, announced at first in one 
part alone, and subsequently imitated 
by all the other parts in turn, according 
to certain general principles to be 
hereafter explained. The name is 
derived from the Latin word fuga, a 
flight, from the idea that one part starts 
on its course alone, and that those that 
enter later are pursuing it.  
 

Definition from Fugue, Greenwood Press, 
New York. 1969. ISBN 0-8371-1872-7 

Observations to put in your score 
x The subject is mostly based on the tonic chord. 
x There is a descending sequence in the second half of bar 4 until the end of bar 5 consisting of a 16th-note 

figure. 
x The final bar of the subject, bar 6, leads to the key of the answer, C major the dominant. 
x Trills are used in bars 1 and 3. 

Definition – Allegro 
assai is an Italian 
tempo marking 
meaning very fast. 
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At the same time as the oboe answers the subject in bars 7–13, the trumpet continues to play, and its new theme 
is called the countersubject. 

x The countersubject has a repeated C like a pedal note. 
x In bars 10–11 there is syncopation, which creates suspensions. 
x The continuo from bars 7–9 plays the same material as bars 1–3, but transposed into the dominant. 

 
Bars 13–20 are a short episode that leads into the next entry in the exposition. 
 
The music here keeps momentum with the contently flowing 16th notes. Bach cleverly combines elements of the 
subject and countersubject.  

x The falling 5th followed by the leap up one octave first seen in bar 13 is like the beginning of the 
countersubject. 

x The eighth note followed by two 16th notes in bar 14 is like the second bar of the subject. 
x The trumpet imitates the oboe in this section, which creates an effect like a canon. 

 
The next answer is made by the violin in bar 21. It plays the subject in the tonic and is accompanied by the 
countersubject in the oboe. 
 
At the same time the trumpet plays a line that is similar to the part played by the continuo at the beginning of  
the movement. 
 
This is another example of invertible counterpoint. 
 
The final instrument to enter with the answer is the recorder in bar 27. It is accompanied by the oboe playing the 
opening continuo line, just heard in the trumpet, and the violin with the countersubject. 
 
The end of the exposition, bars 33–56 
The episodic material in this section makes use of sequences, an entry of the subject and the ripieno make their 
first entrance. 
 
Bars 34–37 feature a rising sequence of a one-bar pattern. The recorder and violin have an interesting question-
and-answer phrase using 16th notes and ties. 
 
  

Quick task 
Compare the answer that the oboe plays in bars 7–13. 

x Is it a real or tonal answer?  
x Give the reason for your response. 
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Ex. 25  

 
 
The trumpet plays the subject in bar 41 in the dominant accompanied by the rest of the concertino playing the 
countersubject. Bars 41–46 are unusual in that the continuo doesn’t play.  
 
The ripieno enter for the first time in bar 47, but the musical interest still lies in the concertino. The ripieno play 
eighth-note chords on each beat until bar 53, where they have some of the thematic material from the opening of 
the movement in the approach to the cadence in bars 56–57, and establish the key of C major. 
 
In bars 48–51 there is another sequence. This time the sequential phrase is two bars long and descends in all of 
the parts. 
 
Ex. 26 

 
The middle entries, bars 57–79 
The middle entries begin with the violin in bar 57 in C major. The continuo has a tonic pedal and the original bass 
line is now played by the recorder. 
 
The 16th notes at the end of the subject are extended and accompanied by syncopation in the recorder in bar 60.  
 
C# is introduced in bar 64 to create a modulation into the answer, which is played in bar 66 by the oboe in D 
minor. The countersubject is played by the recorder directly after it has stated the subject. 
 
The final answer in this section appears in bar 72 and is played by the continuo and is centred on a chord of A 
major, the dominant of D minor. It is accompanied by the entire ensemble which includes an A pedal note in the 
trumpet, and string-crossing 16th notes in the concertino violin, which not only outlines the harmony but contains 
a repeated high A, which is another pedal note. 
 
Bars 80–84 contain similar sequential material to bars 48–51.  
 
This is followed in bars 88–96 by a canon, similar to the one we heard earlier in the movement, but this time it is 
played by all four instruments in the concertino group, and the harmonic progression is a circle of 5ths.  
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The extract below shows the melody that is used for the canon, in the oboe, and the continuo for the first part of 
the circle of 5ths progression. 
 
Ex. 27 

 
 
Note that the first interval in the oboe part is an octave. Subsequent entries are a 4th and appear in the recorder, 
bar 89, violin, bar 91, and trumpet, bar 93. 
 
The continuo has the same two-bar rising pattern each time, and passes through the keys of D minor, G minor, C 
major and F major. Interestingly each of the minor patterns, D and G, are raised to major in the second part each 
time, which gives the sequence a stronger movement towards the next key area of the circle of 5ths.  
 
The ripieno return in bar 97 and launch into a descending sequence with suspensions in the violin, which lead into 
the final entries in bar 107. 
 
Ex. 28 

 
 
  

I 

II 
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Final entries, bars 107–139 
The movement, and the concerto itself, finishes with final entries of the subject, the answers and the 
countersubject.  
 
The entries are as follows: 

Subject – Ob (Bb) Answer – Rec (F) Answer – Bc/Db (C) Subject – Tpt (F) 
Bar 107 113 119 136 

 

 
The ripieno joins the concertino with the continuo answer in bar 119, and material similar to bar 72. This section 
of music is in C major, which as dominant of F major is preparing for the movement to finish in the tonic. Notice 
how the trumpet has a C pedal note throughout this section. 
 
This is followed in bars 127 with material similar to the suspensions and descending sequence found in bar 98. 
 
In bar 135 there is a 6/4 cadence, which leads to the final entry of the subject in the tonic by the trumpet.  
 
x The texture is less complex for this final entry with all of the parts playing eighth-note chords apart from the 

concertino violin, which plays a line similar to the continuo part that opened the movement. 
x The continuo and double bass play a tonic pedal to firmly root the music in the key of F major. 
x The cadence in the final bar is a plagal cadence as the chord progression is Bb to F, chords IV–I. 
x The use of Eb in bars 136–138 creates a chord F7 which acts as a secondary dominant chord to Bb, chord IV of 

F major. 
x Both of the chords of the plagal cadence have F as the bass note, so the chord IV is in second inversion. 
  

Quick Task 
Study your score and for the final entries decide which instruments play the other parts that have been 
identified in the movement. (For example, subject, answer, pedal note, suspensions, etc.) 
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Key Features (Revision Summary) 
 

Movement 1 

Structure 
Ritornello form based on the theme heard in the first eight bars. 
 

Bars 1–8 Ritornello F major 

9–22 Theme A interspersed with parts of the ritornello 
Soloists – violin, oboe, recorder, trumpet F major 

23–28 Ritornello C major, dominant 
28–30 Theme A – trumpet  
30–32 Ritornello D minor 

32–39 Passage with suspensions, sequences, modulations, circle  
of 5ths  

39–49 Ritornello – modulations every two bars D minor, G major, C major, F major 

50–55 Theme B – tutti with use of syncopation, based on elements 
of the ritornello F major 

55–59 Ritornello – the second half Bb major 

59–67 Theme A 
Soloists – recorder, violin, oboe, trumpet Bb major, Eb major, C minor 

67–71 Ritornello C minor 
72–74 Theme B – modulation ending in G minor  
74–76 Ritornello G minor 
76–102 Passage with suspensions, modulations, circle of 5ths  
102–118 Final ritornello interspersed with ideas from theme B F major 

 
Instrumentation 
Concertino instruments – Trumpet, recorder, oboe, violin 
Ripieno instruments – Violin I, violin II, viola, double bass, basso continuo (cello and harpsichord) 
 
Trumpet is a trumpet in F, which needs to be transposed, unless you are using a score with the trumpet part is 
written in concert pitch. 
 
The ripieno instruments are mostly used for playing the ritornello, and leading into cadences. 
 
Melody 
Melody lines are often clearly based on triads, the theme played by the flute in bars 1–2 for example, or running 
scale passages such as bars 1–2 in the double bass and cello.  
 
Ornaments are used in the form of trills in the concertino parts (trumpet bar 3). 
 
Melodic sequences are used – bars 33–35 in the viola for example. 
 
Harmony 
The harmony is diatonic, using the conventional major and minor keys. The movement begins and ends in the key 
of F major. 
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Phrases often end with perfect cadences, often using a sequence of chords including the cadential 6/4. Look out 
for the distinctive bass line with the octave leap shown in the example below. 
 
Ex. 29 

 
 
The circle of 5ths is used as a harmonic progression, often at the same time as suspensions. 
 
Pedal notes are used, particularly where the harmony is quite static – for example, bars 70–71 in the trumpet and 
lower strings. 
 
Texture 
The texture in the tutti, ritornello sections tends to be homophonic, but many passages are contrapuntal, with 
many different melody lines appearing at the same time. Good examples can be found in bars 33–36. 
 
Counterpoint is often created by using imitation. Look at the trumpet and oboe parts in bars 33–36. 
 
Rhythm, metre and tempo 
The first movement is in cut-common time, or 2/2, and has a fast tempo and begins with an anacrusis. Much of 
the movement is in eighth and 16th notes. 
 
Syncopation is featured at the end of the ritornello and where there is modulation such as bars 50–55 in the  
1st violin.  
 
Dynamics 
There are very few dynamic markings in the entire piece. This is because in the Baroque period dynamics would 
be left up to the performer. Any dynamic markings in a contemporary edition of a piece of Baroque music are 
almost always editorial and not written by the original composer. 
 
However, due to the tutti and solo nature of the piece, the dynamics that occur because there are a greater or 
fewer number of musicians playing could be described as terraced dynamics, a feature of the Baroque period. 
 
Movement 2 – Andante 

Structure 
The second movement is a minuet, a medium-paced dance in triple time, 3/4, and in D minor. 

All of the melodic material comes from the first six bars played by the violin. The thematic material appears 
several times, with some development of the melodic ideas in each new statement. The constantly moving bass 
line gives the movement a feeling of movement. 

After opening in D minor, the dominant is explored up to bar 15, C major in bar 23, Bb major in bar 32 and G 
minor in bar 43. The movement finishes in D minor. 

Instrumentation 
The movement dispenses with the trumpet and the ripieno players, leaving the solo violin, oboe and recorder 
with the basso continuo. 
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Melody 
Melody lines are legato and continuity is achieved by instruments constantly overlapping as they take over from 
each other.  
 
Ornamentation consists of trills and appoggiatura.  
 
Melodic sequences occur in the bass parts in bars 10–12, 30–32, 38–40 and 58–60. 
 
Ex. 30 

 
 
Harmony 
The movement is in D minor.  
 
Perfect cadences use tonic 6/4 chords.  
 
The circle of 4ths can be found in bars 33–37 and the circle of 5ths in 50–55. 
 
Suspensions appear throughout the movement, particularly in the second melodic idea found in the violin in bar 4.  
 
Texture 
The texture is contrapuntal throughout. Each of the three melodic ideas is interchangeable so they make 
appearances in each of the three instruments, and in different inversions. 
 
Rhythm, metre and tempo 
The movement is in triple metre, 3/4, and in a slow tempo, andante. 
 
The final cadence uses a hemiola, where the emphasis of the beat moves from a triple to duple metre in bars 63–64. 
 
Ex. 31 
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Movement 3 – Allegro assai 

Structure 
The third movement is a fugue in duple metre, 2/4, and in F major. 
 

Bars 1–57 

Exposition 
Subject in trumpet, bar 1, oboe, bar 7, violin, bar 21, 
and recorder 
Answer is a real answer and in the dominant 

Begins in F major 

57–107 
Middle entries 
Subject in violin, bar 57, oboe, bar 66, basso continuo, 
bar 72 

Begins in C major (dominant) 

107–139 
Final entries 
Subject in oboe, bar 107, recorder, bar 113, basso 
continuo, bar 119 and trumpet, bar 136 

Begins in Bb major (subdominant) 

 
Fugue subject – trumpet bars 1–7 
 
Ex. 32 

 
 

Instrumentation 
The full ensemble play this movement, although the ripieno don’t enter until bar 47, and their role is mainly to 
reinforce the harmony. 
 

Melody 
Most melodic material is derived from the subject, its accompaniment and the answer. 
 
There are many examples of sequences, including a falling 16th-note sequence in the subject, and a rising 
sequence in the concertino instruments in bars 33–37. 
 

Harmony 
The movement is in F major, with modulations to related keys – dominant bar 57 and subdominant bar 107. 
 
A dominant pedal, in the key of D minor, can be found in bars 72–79. 
 
The circle of 5ths is heard in bars 88–95 (D minor, G minor, C major, F major). 
 

Texture 
The texture is contrapuntal, and as each of the parts is interchangeable it can be described as triple invertible 
counterpoint. 
 
 

Further Reading 
	 Bach: The Brandenburg Concertos (Cambridge Music Handbooks) by Malcolm Boyd 
	 The Cambridge Companion to Bach (Cambridge Companions to Music) by John Butt 
	 Brandenburg Concertos 1–3 BWV 1046/1047/1048 – Nr. 1 F-Dur/Nr. 2 F-Dur/Nr. 3 G-Dur – 2 – orchestra – 

study score + CD – (Eulenburg) by J S Bach and Karin Stoeckl 
	 The Social and Religious Designs of J.S. Bach's Brandenburg Concertos (Princeton University Press) by  

Michael Marissen  
	 Music in the Castle of Heaven: A Portrait of Johann Sebastian Bach (Penguin) by John Eliot Gardiner 
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Dances of Galánta 
Background to Dances of Galánta  

 
Zoltán Kodály (16th December 1882 – 6th March 1967) was an important musician 
in the twentieth century through his work as a composer, ethnomusicologist and 
educator. As a collector of Hungarian folk music at the beginning of the century, 
using the most basic of recording devices, the phonographic cylinder, he 
developed a lifelong friendship with the renowned Hungarian composer Béla 
Bartók. Their collection and analytical study of folk music was the first of its kind 
and the pair can be seen as founders of comparative musicology, which later 
became known as ethnomusicology. 

 
Kodály’s passion for the music of his homeland had a big impact on 
his work as a composer and music educator. He was quite a prolific 
composer and his work displayed originality in form and content. He 
had a command of Western art music through his study of Classical, 
late Romantic and modernist traditions, and he combined these 
skilfully with his knowledge of the folk music of Hungary. The 
international success of Kodály’s music, particularly pieces such as 
the Dances of Galánta (1933), represented an authentic Hungarian  

national style, and as well as giving it international prominence, guaranteed the preservation of a musical style 
that may have otherwise become lost.   
 
Kodály’s orchestral music was mostly written in the decade 
and a half between 1924 and 1940, and it was during this 
period that he completed the Dances of Galánta. Galánta is 
a small Hungarian town on the route from Vienna to 
Budapest, and it is where Kodály lived for seven years of his 
childhood as his father had a job on the railway. At that 
time there was a local gypsy band that had existed in the 
area for at least a century and was renowned far beyond  
Galánta. The band had even been mentioned in several works of Hungarian literature published in the eighteenth 
century, and had appeared in engravings made in the 1770s by Johann Martin Stock. These depicted a fiddle, 
cimbalom and double bass player. The gypsy band had a profound influence on the young Kodály, and when 
asked to compose an orchestral piece for the Budapest Philharmonic Society in 1933 to celebrate the 80th 
anniversary of its foundation, it was their music that he turned to for inspiration.  

Kodály also had access to an edition of Hungarian dances, which included the repertoire performed by the gypsy 
band at the beginning of the nineteenth century, and published in an arrangement for piano in 1803 by ‘Sauer’s 
K.K. priv. Kunsthandlung’. Additionally, the Originelle Ungarische Natioltänze was published in 1927 and was 
another important source to access the history of Hungarian music. 
 
The Dances of Galánta were first performed by the Budapest Philharmonic Society Orchestra under the baton of 
the famous pianist and conductor Ernst v. Dohnányi on 23rd October 1933, in a programme that included new 
pieces by Belá Bartók. According to the diary of Kodály’s wife Anna, the Dances were only sketched out by 16th 
September, and the final orchestral score not prepared until 13 days before the first performance! 
 
  

Definition – Ethnomusicology can be 
described as a holistic investigation of 
music in its cultural contexts. It can 
combine aspects of folklore, psychology, 
cultural anthropology, comparative 
musicology, music theory, and history. It 
has tended to focus on forms other than 
Western art music. 

Commemorative stamp featuring 

Kodály using a phonograph 

Galanta located in 
the Trnava region in 
present day Slovakia 
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Verbunkos 
The dances that Kodály would have heard in his childhood, and encountered in 
publications, were verbunkos, which was a dance form that had developed from 
military recruiting music. These dances were used as a method of enlisting 
recruits, were performed by a group of hussars led by a sergeant, and consisted of 
slow figures alternating with lively ones. The dances were impressive and 
designed to catch the attention of spectators, some of whom might be 
encouraged to join up and share in the fun. The music was often provided by 
gypsy bands, who would perform elaborate improvisations over the basic tunes.  
 
The Hungarian rhapsody 
In many ways the Dances of Galànta share some characteristics with the Hungarian rhapsody. Composed by 
composers such as Liszt, these were nineteenth-century works based on Hungarian folk themes, which were often 
actually based on tunes transcribed by composers and played by Roma or gypsy bands. This is very similar to the 
Dances of Galánta in which Kodály had been inspired by the music of the Galántian gypsy musicians, and used 
transcriptions from a volume of transcribed piano arrangements from 1803. The Hungarian rhapsody was a single-
movement large-scale work with contrasting fast and slow sections and was also influenced by the verbunkos. 
 
The Dances of Galánta evoke the old Hungarian tradition but are much more than just arrangements of the 
original tunes. As we will discover, Kodály selected the tunes very carefully, often only taking just short motifs, 
and used structural devices, harmony, thematic development and instrumentation from the twentieth century to 
create pieces of contemporary music that would introduce ears the world over to the delights of a truly 
Hungarian musical sound. Their success can be measured by the fact that they are the most popular of Kodály’s 
orchestral works, and regularly appear in the repertoire of the world’s most renowned orchestras to this day. 
 
Approaches to studying the Dances of Galánta 
This piece can appear to be quite complex compared to the Bach, and is likely 
to be a less familiar sound than you are used to. It is therefore very important 
to listen to it many times, and get used to reading the score. Many sections 
of the score are very fast which requires quite a lot of skill to successfully 
keep up. As suggested before, choose one instrument to follow to begin with, 
and be prepared to stop the recording that you are listening to if you get lost, 
or discover something interesting in the music. 

x The Dances of Galánta has many memorable, interesting melodies,  
which are not too difficult to play. Getting familiar with the melodies  
by playing them on your instrument, or singing them, is a great idea. 
You could also get together and play them in groups with your 
classmates and experiment with bass lines and chords. Some ideas for 
compositions could follow if you are an HL student, or an SL composer. 

x Some recordings split the music up into five movements, which 
doesn’t work well in establishing the continuous flow of the piece, but 
this may be useful when studying the piece as you can start  listening 
from five different places in the piece rather than always beginning at 
the start. 

x The names of the instruments in the Universal Edition of the score are 
quite easy to translate. Flauti, oboi and clarinetti, for example, are all 
quite obvious. However, check that you know what the corni and 
trombe are. The percussion section contains an instrument called 
campanelle. They are tubular bells.  

  

Interesting facts – 
Verbunkos comes from 
the German word 
Werbung, meaning 
‘recruiting’. The slow 
part of the dance is 
called lassú, and the fast 
part friss. 

Tip – Familiarity with what the 

music sounds like is especially 

important as you will not have the 

actual music to listen to in the 

exam, only the score. To write a 

musical answer you must have an 

idea of what the music sounds like. 

Orchestral tubular bells. These are referred to 

by the Italian name in the score, Campanelle 
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The clarinet is featured several times in the Dances, and is an instrument 
commonly used in Hungarian folk music. In traditional Hungarian music an 
instrument called the tárogató is used, which is very similar to a modern clarinet, 
but has a loud and raucous sound, which could carry over a typical 
accompaniment of double bass, cimbalom and violin. It originates from the 
‘Turkish pipe’, and was used as a signal to enter battle. With a soft reed, however, 
it can be played subtly with a mellow tone. 

 
 
 
  

Task – Check that you know the names of each of the instruments and write them in your score. Reread  
the section on transposing and do the exercises for the clarinet in A and horn in F if you haven’t already. 
 
*Note that in this piece the trumpets are in C so their parts don’t need to be transposed. 
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The Analysis – Dances of Galánta 
 
There have been many different ways of tackling the analysis of the Dances of Galánta, and unlike a piece of 
orchestral music from the Classical period, music from the twentieth century does not tend to follow a ‘set’ form. 
When looking at a symphony by Beethoven, for example, it can be assumed that at least one movement will be in 
sonata form, and will have certain elements present in the structure.  
 
This analysis is therefore just one interpretation and there are many others that will be equally valid. What is 
important is to draw conclusions about elements such as form, orchestration, harmony and texture through 
careful study of the score and listening, as we did with the Bach. Don’t forget that anything that you write in your 
exam on the piece will need to be backed up with clearly located evidence from the score. 
 
Overall structure 
The Dances of Galánta are in a single movement that lasts around 15 minutes and can broadly be divided into 
two sections, framed by a slow introduction and a coda. After a slow introduction, there is a melody, which is 
used like a theme in rondo form. This appears several times and is separated by two episodes, each based on a 
melody inspired by a piece of Hungarian folk music. This forms the first section. The second section is a 
continuous string of Hungarian folk melodies, which gradually get faster and come to a sudden halt for a brief 
rendition of the rondo theme, followed by a very swift coda. A syncopated theme dominates the rhythm in the 
second half, which drives the music forward and can be seen to be like the friss section of the verbunkos, the first 
section forming the lassú. 
 
Introduction 

Bars 1–18 
The piece opens with a theme played by the cellos that is based on a melody from the set of Viennese scores of 
dance music by the Galánta gypsy band. This creates a monophonic texture, and the double-dotted quarter  notes 
are typical of Hungarian folk music, and particularly verbunkos. The tempo is slow and a rich sound is produced by 
using the cello in the top of its range. Maybe this sound is similar to the string players Kodály heard as a child. The 
final fall of a 5th from E to A, and the absence of a key signature, could suggest the key of A minor, although the 
use of G§ rather than G# makes a mode more likely. The intervals of the suggested scale are the same as the 
Dorian mode. 
 
Ex. 33 

 
 
This short five-bar phrase is the only melody taken directly from the nineteenth-century piano arrangement 
without any changes.  
 
At the end of the phrase the final note is sustained for five more bars and acts as a tonic pedal note. This is 
doubled in the clarinets from bar 7. On top of this the strings have a fast 32nd-note rising scale passage which 
builds to include all of the strings and 1st flute in bars 8 and 9. 
 
After the loud, intense opening theme, these bars are marked pp with an accelerando followed by a ritardando in 
bar 9. 
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The notes used in this scale pattern can be analysed as using the notes of the scale of E harmonic minor over an A 
pedal note.  
 
Ex. 34 

 
 
As can be seen from the example above, the 32nd-note figure is treated in canon with the 2nd violin entering after 
an eighth-note rest. This creates a contrapuntal texture, and contrary motion between the two parts. 
 
Also interesting to note is the use of tempo markings. The piece begins lento 
(slow), accelerates in bars 6–8, and slows down in bar 9. This creates an effect like 
rubato, which has to be written in the score in detail so that all of the musicians 
can play together under the direction of the conductor. 
 
In bar 10 the horn takes the opening solo melody, again high in the range and 
forte. The written notes are the same as the cello at the beginning, but as the horn 
is a transposing instrument the theme is this time played in D minor.  
 

 
The rest of the passage is the same as the previous version but it is interesting to note that there is no 
preparation for the change of key from A minor to D minor. After the pause at the end of bar 9 the music just 
restarts in D minor.  
 
Bars 19–44 
In this passage Kodály takes both the opening theme and the 32nd-note scale passage and skilfully intertwines 
them using several instruments of the orchestra to create another complex contrapuntal texture. The original 
theme has, however, been extended so it continues seamlessly for 15 bars.  
 
The melody line begins as a solo in the oboe beginning on an F, but instead of moving back to an F in the third bar 
it moves down to D and the flute continues with the oboe in unison. At the same time the 2nd violin and clarinet 
enter in bar 20 with the first two beats of the 32nd-note figure. 
  

Rubato – This term gives 
the performer the 
expressive and rhythmic 
freedom to slightly speed 
up and then slow down 
the tempo of a piece to 
enhance the emotional 
feel of the music. 

Task – Transpose bars 10–14 of the horn part into concert pitch. (This will be useful to see how the 
harmony fits with the other concert-pitch instruments.) 

II 
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Ex. 35 

 
 
The harmony is passing through different keys, but notice that the melody is using the notes of the scale of D 
harmonic minor. This is particularly evident in the augmented 2nd interval between the final two notes of the 
extract above. 
 
Continuity of the melody line is achieved at the end of the extract as the bassoon and viola also play the Bb in bar 
23, and play an extended version of the third and fourth bar of the opening theme with the clarinet and cello 
playing the 32nd-note figure. 
 
In bar 27 the viola plays the original falling 5th interval, E to A, over an A bass note, but again the momentum isn’t 
lost as the two violin parts start the theme again on a C♮.  
 
At this point the cellos start a half-note descent and, in addition to the 32nd-note figures in the clarinet, there is a 
new countermelody played by the 1st bassoon and viola. 
 
You can find all of these elements in the extract below from bars 27–29. (The clarinet part is written in concert 
pitch.) 
 
Ex. 36 

 
 
In bar 31 the clarinet joins the violin in playing the main theme and in bar 33 plays a trill on a D# which leads into 
two short cadenzas. The first flourish of 32nd notes is over a dominant 7th flat 5 chord (B D# F A), and the second 
an A minor chord with dissonance provided by the D# trill in the clarinet which adds a sharpened 4th. 
  



Music IB Diploma Study Guide: Set Works for 2017–2018 Page 40 of 76 © ZigZag Education, 2015 

The opening theme is restated in bar 37 by the clarinet, but the tempo is pushed forward by the strings and wind 
who have short alternating rising and falling 32nd-note scale patterns over flowing 32nd-note patterns in canon in 
the 2nd violins, similar to the material found in bar 6. The increase in tempo is indicated in the score by the work 
poco stringendo (gradually getting a little faster). 
 
The music finishes on a tonic chord of A minor in bar 44 but with some angular shifts in harmony in the preceding bars.  
 
Ex. 37 

 
Bar 41 – F major Bar 42 – B dominant 7th Bar 43 – A minor 

 
The descending bass line leads to A but the chord of F isn’t related to the B dominant 7th, and this doesn’t 
function and resolve as we’d expect. It is used purely for its colour, a feature of twentieth-century art music.  
 
The melodies above these chords outline the notes of each chord, with the addition of the sharpened 4th in bar 
42. The melody lines used in bar 43 are taken from the Dorian mode transposed to A (A B C D E F# G). 
 
Bars 44–49 
This section of music is an extended clarinet cadenza. This starts with a falling series of arpeggios based around A 
minor ending on an Eb pause in bar 45. 
 
The cadenza then continues in a rising sequential pattern characterised by the interval of a rising 4th at the start of 
each pattern. All of the notes in this sequence are in the scale of C major when transposed to concert pitch, 
although the C is not emphasised, which creates a modal feel.  
 
The strings join the clarinet for a chord of F# major in first inversion followed by pizzicato chords of B major which 
is the dominant of E minor, the key used for the andante maestoso starting in bar 50. 
 
Summary – In the introduction Kodály has used a simple melody, accompanied by complex harmonies and 
countermelodies, to create music that expands the boundaries of folk music. He has taken traditional melodic 
ideas and put them in a twentieth-century orchestral context, while at the same time firmly cementing his 
Hungarian musical heritage. In orchestration he very successfully used rich contrapuntal textures, but always light 
enough, or with precise enough dynamic markings, to ensure the melody is always heard. 
 
Section 1 – Rondo (bars 50–235) 
The first section of the piece after the introduction is like a rondo. It is made up of a principal theme, andante 
maestoso, which alternates with two episodes. All three parts are based on Hungarian folk melodies. Below is a 
brief outline of the structure. 
 

Principal theme 
Andante maestoso Episode 1 Principal theme Episode 2 Principal theme 

Bar 50 Bar 93 Bar 151 Bar 173 Bars 229–235 

E minor Ab minor A minor D major 
Modal melody over 
a Bb pedal note 

 
  



Music IB Diploma Study Guide: Set Works for 2017–2018 Page 41 of 76 © ZigZag Education, 2015 

Andante maestoso / principal theme – bar 50 
The principal theme is another melody derived from the 1800 set of piano transcriptions. This melody is not 
exactly the same as the ‘original’. The melody retains the basic shape but is more ornamented with the use of 
double-dotted rhythms. The original is in 2/4 but Kodály retains the original key of E minor. 
 
Compare the first section of the two melodies. 
 
Ex. 38 
1.  Melody from piano transcription  

 
 
2.  Theme from Dances of Galánta as played by the clarinet (transposed to concert pitch) 
 

 
 

x Kodály’s version emphasises the first note of each bar by making it longer, and in the first four bars these 
notes outline the key chord of E minor. 

x The third beat of each bar has an accent, which is a feature of the verbunkos style. 
x The third beat is further emphasised by the use of a scotch snap in most bars. This is a rhythmic effect 

which consists of a dotted note that is preceded by a shorter note on the beat. It is a characteristic found 
in many forms of folk music, particularly Scottish music as the name suggests. 

x The melody uses the scale of E minor, and the convention of sharpening the 7th degree when it is rising 
(bars 52–52), and flattening it when falling (bars 53–54). 

x The two parts of the melody are each eight bars long, typical of folk dance music. 
 
The accompaniment is homophonic and quite simple. 

x The horns play a tonic pedal, E, for six bars, while the double bass has a typical falling scale on the first 
beat of each bar falling from E to A, before dropping to an F# and finishing the eight-bar phrase on the 
dominant, B. 

x On top of the bass the strings play a chord of E minor for three bars and in bar 53 a chord of the tonic 
major, E, signalled by the use of G#.  

x In bars 57–58 the strings play a rising syncopated rhythm, which emphasises the dominant chord of B 
major, but the final chord of the bar, C# E G B, behaves like a dominant into the next section of the 
melody, which begins in D major.  
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The second half of the melody, bars 58–65, makes further use of scotch snaps, and accents on the third beat of 
each bar.  
 
The first four bars are interesting as the notes of the bass part suggest a circle of 5ths. (You should remember the 
circle of 5ths from the analysis of the Bach.) The extract below shows all of the string parts compressed into short 
score to make analysis easier. 
 
Ex. 39 

 
 
The chords played in the string parts are a little less conventional. In bar 58 the upper string parts play a chord of 
D with a 4–3 suspension in the 1st violin. In bar 59 the chord above the G is a major 9th, bar 60 a C major 
augmented 5th chord, and bar 61 an F major 7th. 
 
The principal theme is played again with a lead-in starting on the final beat of bar 65.  
 

 
In bars 82 to the end of the section, bar 93, Kodály cleverly creates a different texture again by using the double 
bass and 2nd bassoon to play bass notes alternating with offbeats from the flutes, oboes, and 3rd and 4th horns. At 
the same time the violins play chords in a scotch snap rhythm, and the clarinet, 1st bassoon, viola and cello have 
an extended version of the second part of the principal melody. 
 
  

Task  
1. Describe how the texture in bars 66–73 is different to the original statement of the theme in  

bar 50.  
2. Which instruments have the melody in bars 66–73?  
3. Describe the rhythm of the horn chords in bars 66–69. 
4. What kind of ornaments are used in the oboes in bars 66–69? 
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Episode 1 – bar 93 
The first episode starts slowly in 2/4 with an accelerando and begins with three bars of introduction. The key is Ab 
minor, but the introduction and first part of the melody uses a dominant chord, Eb major.  
 
Ex. 40 

 
 
The extract above features the flute melody and a short-score version of the string parts. The theme stands  
out clearly above the simple accompaniment and is composed of just four notes that are part of the melodic 
minor scale. 
 
This is another adaptation of the nineteenth-century piano transcriptions, and like the principal theme is  
more complex.  
 
The theme starts on the second beat of the bar, which is unusual, and the key of Ab minor is completely 
unrelated to the previous section of music. 
 
A dotted rhythm is featured here, as is syncopation in bar 99.  
 
The melody is repeated immediately by the flute and piccolo, and finishes on a bar consisting of a single quarter 
note which pushes the music forward into the second part of the melody. 
 
The second part of the melody, starting in bar 109, is more assertive and is played by the clarinet, 1st violin and 
viola. The dynamic is forte and the legato style gives a real contrast with the much lighter first part of the melody.  
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Like the first part it is eight bars long, the second four bars surprisingly ending in Db major. This is short-lived, 
however, as in bar 119 the music of the introduction to the first episode returns to the dominant of Ab minor, Eb. 
 
Ex. 41 

 
 
The melody uses the notes of the Ab harmonic minor scale. The distinctive augmented interval can be found in 
bars 111 and 115. 
 
The melody is stated once more and with some interesting changes to the melody line and accompaniment. Like 
Bach, Kodály keeps the listeners’ interest by constantly creating variations on thematic ideas.  
 

 
Andante maestoso / principal theme second statement – bar 151 
The restatement of the principal theme returns the key to A minor. Unlike the original version, it is played by the 
full orchestra with the melody appearing in unison played by the upper strings and wind, while the bass 
instruments and horns play the harmony, the horns’ syncopated rhythm contrasting with the bass parts which are 
on the strong beats.  
 
The texture is quite simple with only three different parts, and it makes for a very grand rendition of the theme.  
 
There are just slight variations in the melody – the addition of the two 16th notes in bar 151 and the syncopated 
rhythm at the end of bar 154, for example.  

 
  

Quick task – Describe how the second part of the theme, beginning in bar 159, differs from the original  
in bar 58. 

Check these points of interest in your score. 
x The oboe and piccolo play the first part of the episode melody in an interval of parallel 4ths from bar 123, with 

the bassoon playing an octave lower than the oboe. This creates quite a primitive sound. 
x Lots of extra ornaments are added. 
x The trumpets play muted from bar 129. 
x 32nd notes are sometimes used to replace the dotted rhythm. 
x The second part of the melody is played in 3rds in the string parts from bar 134. 
x The Db figure originally found in bar 117 appears in diminution, and played antiphonally between the oboe 

and clarinet parts, in bar 142. A version of this figure is also played in the transition back into the principal 
theme in bars 147–149. 
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Episode 2 – bar 173 
The second episode is quite similar to one of the nineteenth-century piano arrangement in melodic shape and 
rhythm, and both are in D major. The melody is taken by the oboe and is eight bars long. 
 
The melody is quite straightforward, and the harmony even more so, all being based on a chord of D. 
 
Ex. 42 

 
The interest in this episode lies in the accompaniment. This section has much more to it than the homophonic 
accompaniment of the opening statement of the first episode. 

x Colour is added to the texture by the use of harmonics in the violins from bar 181. 
x The clarinet has a repeated one-bar syncopated figure. 
x In bar 181 the clarinet has a 16th-note ostinato idea. 
x The 2nd oboe has offbeat eighth notes preceded by two grace notes, and the piccolo has a similar figure 

but on the second beat of each bar. 
x The 2nd violins have pairs of offbeat 16th notes from bar 181. 
x The tubular bells have open 5th chords on the second beat of each bar. 

 
This all goes to create a contemporary orchestral style from a simple folk melody. 
 
In bar 189 Kodály has created a variation on the original melody played by the oboe, along with a countermelody 
in the flute.  
 
This uses the same accompaniment as the first statement of the melody, but with differences in the syncopated 
bar at the beginning, and the running 16th-note passage at the end. 
 

 
 

 
Ex. 43 

 
 
This variant on the second episode theme is used from bar 205 to create a transition back into the principal theme.  
 
  

Task – Compare the melody from bar 189 with the original melody in bar 173. 
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In bar 205 the theme in the extract above is divided in half. The wind takes the first four bars, and then the strings 
complete the melody from bar 209.  

 
The section from bars 205–208 is over a chord of D major, but the section where the strings take over the 
harmony is more interesting. 
 
Although the melody remains the same as the extract above, instead of all being over a chord of D major in bars 
209–212 the harmony shifts though the chords of G major, D major, A major and ending on Bb major. This is 
another way in which Kodály creates variety. 
 
Kodály also uses and extends the melody from bar 189 to create the transition back into the principal theme in 
bar 229. 
 
Andante maestoso / principal theme third statement – bar 229 
The final statement of the principal theme is only seven bars long, and after the theme is played once by the 
whole orchestra there is a short three-bar transition into the second section of the piece.  
 
As we’ve come to expect from Kodály, the theme is rhythmically different to the first time it was heard. It is heard 
over a Bb pedal note and the theme is altered and sounds modal.  
 
The music is simplified even more in bar 232 where all of the wind and strings play the melody in unison with no 
accompaniment.  
 
The final two bars of the section are also in unison and played by the clarinets, 1st bassoon, viola and cello which 
slowly work their way down to a pause on a D.  
 
Section 2 – bars 236–565 
The second half of the Dances of Galánta dispenses with the rondo form of the first half, and introduces a series 
of Hungarian folk-dance-style melodies that become more and more exciting as the music gradually accelerates. 
Like the first half of the piece, Kodály skilfully creates a continuous flow of music without pauses between the 
different sections. 
 
He varies the accompaniments like in the first section, although on the whole the melodies are less developed, 
and the interest comes from the swift move onto new musical ideas, and the constant change of pace. 
 
  

Look at bars 205–209 – you will also find some of the different accompaniment figures discussed above.  
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Bars 236–334 Dance 1 
The second part begins in A minor with an interesting bass and cello line moving by step, with the 1st and 2nd 
violin playing the same thing but in canon one eighth beat later. This creates a syncopated effect and really 
pushes the music forward. This is further enhanced by the addition of accents on each note of the syncopated 
parts. The viola has the same rhythm as the upper violins but plays a dominant pedal note (E). 
 
Ex. 44 

 
 
The second time this theme is played starting in bar 242, the oboe and clarinet take the syncopated part and the 
upper strings play a 16th-note figure, which mirrors the melody with accents in the same places in the bar as the 
syncopation.  
 

  
A second four-bar melodic idea appears in bar 268 in the flute and oboes. This is based on an E major scale, but 
with some interesting use of A# which gives a feel of B major. The harmony in this section, however, is firmly 
rooted in a chord of E major, and the texture is homophonic. 
 
Ex. 45 

 
               Flute and oboe 
 
From the second rendition of this melody in bar 272, it alternates with the syncopated melody first heard in  
bar 236.  
 
  

Task – Look at bars 252–265 and describe how Kodály creates different accompaniments for the  
syncopated melody. 
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From bar 276 Kodály creates variants of the two melodic ideas. Here are few examples: 
x An extended version of the syncopated idea in the bassoon and double bass in bars 283–298. 
x A melody line similar to the running 16th note in bar 268 appears in the middle of a different melody from 

bar 283 in the upper strings. 
x The syncopated melody is transformed from bar 299 to repeated 16th notes in the 2nd violin, while 

appearing in its original rhythm in the trumpet. Both parts are played in a harmony consisting of parallel 
4ths. This can be described as quartal. 

x In bar 303 the oboe and the 2nd clarinet played the 16th-note melody while the 1st violins have a 
countermelody, which is in the style of a simple folk melody. 

 
These are just a few of the many ideas that you could describe in this section of music. 
 
The final section from bar 322 makes use of the syncopated melodic idea and gets faster and faster until the next 
section starts in bar 334 with the tempo marking poco meno mosso, with a little less motion! 
 
  
Bars 334–361 Dance 2  
The second dance melody in this section is based on another of the Roma tunes from the nineteenth-century 
transcriptions.  
 
It is in the key of Bb major and in 2/4, and the melody along with the accompaniment creates the feeling of a 
march. The violas and 2nd clarinet have a descending quarter-note ostinato and the bass instruments a tonic 
pedal note with a fast three-note upbeat every other bar.  
 
Ex. 46 
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The melody line makes use of the dotted rhythm we have often encountered in this piece, and is a gently  
lilting melody. 
 
Kodály again keeps the music flowing by starting the melody immediately after the first statement in bar 354, and 
uses the arpeggiated 16th-note figure of the final bar of the tune as an accompaniment. 
 
Also notice the use of the E§ in the melody line, which emphasises the switch to an F major chord in every  
other bar. 
 
Bars 362–420 Dance 3 
The third dance is a contrast to the slower double-dotted rhythm of dance 2 and the music returns to another 
fast-flowing 16th-note melody. A characteristic of this melody is the descending octave leap, which occurs in the 
second, fourth and sixth bars. 
 
Ex. 47 

 
 
The key suggests Bb, Bb minor if you take the Db in the melody into account, although Kodály uses some 
interesting harmony in the accompaniment, and a Bb chord is never actually used.  
 
Ex. 48 

 

Gm7b5 Db Ab7 Db GbM7–Ebm Bbc 6–7 
sus 

Em7b5 / F7 Gb#6 

 
This extract shows the harmony in short score. Some of the chords behave quite conventionally – the Ab7 moving 
to Db, for example. The final cadence, however, suggests the final chord will be Bb but then instead the harmony 
falls a semitone from the F dominant 7th to a chord of Gb. This creates an effect like an interrupted cadence. 
 
Each repeat of the melody has a different accompaniment with some very inventive use of the melodic material.  
 
For example, in bar 370 the melody is used in canon, and in bars 375–38 the first bar of the dance tune is used in 
a repeated pattern before fragmenting in bar 383.  
 
Bars 403–409 are very interesting and feature some twentieth-century compositional techniques. 

x The double bass and timpani play an ostinato on a tritone, C–Gb. 
x The 1st and 2nd horns play a short fragment of melody in bar 405, which is played in canon by the bassoon 

and piccolo at the tritone (an augmented 4th higher). 
x The dissonant effect created is reinforced by the fact that the horns, bassoon and piccolo all hold on the 

final note of their phrase, creating a sustained tritone chord.  
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The orchestration at this point is also very interesting, with the use of the bassoon in its upper range playing in 
unison with the piccolo, which creates an unusual orchestral colour. 
 
This section finishes with a brief restatement of the second dance melody from the upbeat to 394, and from bar 
405 we hear snatches of the melody that will appear in full in the next section. This helps create continuity 
between the different sections. 
 
Bars 421–442 Dance 4 
Dance 4 has two different elements. The first is a simple repeated melody in quarter and eighth notes, which 
appears in canon between the two violin parts, and then continues as an ostinato, and another fast-moving 
melody based on 16th-note scales. 
 
Ex. 49 

 
 
The accompaniment for this is made up of an alternating F–C ostinato bass line. This again creates an interesting 
effect as the melody uses the scale of A melodic minor with the characteristic raised 6th and 7th degrees of the 
scale, F# and G#.  
 
The F–C bass line continues into the second statement of the melody by the oboe in bar 429. Here the melody 
begins on Eb, which creates a very dissonant sound. This is created by the use of two keys at the same time, a 
twentieth-century technique called bitonality. The viola plays in A minor at the same time as the piccolo, oboe I, 
clarinet II, and violins I and II play in Eb minor. These two keys are a diminished 5th apart, again emphasising a 
tritone. 
 
In bar 434, still with the same bass line, the melody is heard again in D minor. The first two bars are played in 
canon between the two violin parts, while the viola plays the simple melody. 
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Bar 443–490 Dance 5 
Dance 5 begins with a falling octave figure like the one previously found in the third dance. This is another fast-
paced melody that will speed the music along to the end of the section.  
 
The music returns to the key of A minor, and although the melody doesn’t begin with the tonic chord a strong 
dominant–tonic cadence is produced in the seventh and eighth bars. 
 
Ex. 50 

 
 
Notice the use of accents to reinforce the syncopation in the first, third and fifth bars, and the use of acciaccaturas 
before the second and third octave drops. Both of these features are typical of Hungarian folk music. 
 
The violin plays the first statement of the melody with the wind adding rising chromatic scales leading up to the 
high Ds, and the clarinet reinforcing the second part of the melody. 
 

 
Bars 490–542 Return of dance 1 
Dance 1 is made even more exciting with the use of trills in the upper wind and timpani, and the trumpets and 
upper strings using quartal harmony in bars 502–505. Kodály also uses contrasts in dynamics very effectively. Bars 
502–505 are fortissimo followed by four bars that are piano. 
 
Bars 543–565 Return of dance 5 
Dance 5 reappears after a pause on the final beat of bar 543, the first occasion the music has shown any sign of 
stopping for quite some time. 
 
You can find snippets of other dance melodies in this passage. Look at the wind parts in bar 54, for example. This 
figure is like the second bar of the second part of the first dance tune. 
 
The tempo continues to increase until the pause in bar 565. This is known as a general pause, which means that 
the whole orchestra stops playing. 
 
Bars 566–578 Short statement of principal theme of the rondo 
The principal theme enters as a real contrast to the accelerando of the second section. The theme has alterations 
to the original melody, including the use of syncopation in the first bar, and provides a link back to the first 
section of the piece. 
 
The melody rings out above the shimmering string parts and begins in the key of G# minor. It is passed from the 
flute to the oboe before the clarinet takes over with another cadenza. The harmonic progression at this point is 
interesting, as is the use of the chromatically descending bass line. 
  

Task – Which previously heard dance melody makes an appearance in bar 467? Describe which instruments 
play it and how it is accompanied. 
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The chart below indicates the harmony used in each bar. 

Bars 566–568 569–570 571–572 572–574 
G#m second inversion E7 third inversion C#m C 

 
From bar 573 the strings provide a simple chordal accompaniment, without tremolo, beginning in C major. 
 
The clarinet finishes its solo with a chromatic scale in trilled half notes, pausing on the final C#. Further suspense is 
created by the diminuendo to the dynamic ppp. 
 
Bars 579–607 Allegro molto vivace – coda 
The coda is very fast with hints of the dance melodies that have been heard before, but without any of them 
being repeated in their entirety. There is a steady flow of 16th-note figures, the use of trills and acciaccatura, and 
syncopation in the accompaniment. 
 
From bar 587 the cello and bass provide a steady repeated pattern on the beat before dropping to an F pedal 
note in bar 597. At this point the 1st violin has a soaring high A which rises to a D# in bar 601.  
 
Bars 602 and 603 are another general pause, having just interrupted a syncopated figure on D#.  
 
The final three bars are a tutti statement of the falling syncopated octave figure found in dance 5, alternating 
between the notes A and E, thereby creating a perfect cadence in A minor. Each bar begins with a D# acciaccatura 
with an sff accent to finish the piece off with a bang! 
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Key Features (Revision Summary) 
Structure 
 

Bars 1–234 Section 1 

1–49 Introduction 
Folk tune melody leading to clarinet cadenza Begins and ends in A minor 

50–235 Rondo 
50–94 Principal theme – andante maestoso E minor 
95–150 1st episode Ab minor 
151–172 Principal theme A minor 
173–228 2nd episode D major 
229–235 Principal theme Bb pedal with modal melody 
Bars 236–607 Section 2 
236–334 Dance 1 A minor 
334–361 Dance 2 Bb major 
362–420 Dance 3 Bb minor 
421–442 Dance 4 A minor 
443–490 
490–542 

Dance 5 
Return of Dance 1 

D minor 
C–G ostinato with Em melody 

566–578 Rondo principal theme and clarinet cadenza G# minor 
579–607 Coda A minor 

 
Instrumentation 
The orchestra used for the Dances of Galánta is more typical of the Romantic period than the twentieth century, 
although the percussion section with the tubular bells is more contemporary. 
 

Woodwind 
2 Flute (1 doubling on piccolo) 
2 Oboe 
2 Clarinet in A 
2 Bassoon 

Brass 
4 Horn in F 
2 Trumpet in C 

Percussion 
Timpani 
Triangle 
Tubular bells 
Snare drum 

Strings 
Violin I 
Violin II 
Viola 
Cello 
Double bass 
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Melody 
Given the title, and having studied the work in some detail, almost all of the melodic ideas come from pieces of 
traditional Hungarian folk music. 
 
Some can be traced directly to the volume of piano transcriptions published in the 1820s, although the only 
melody quoted exactly is the opening played by the cello in bar 1. As is common in folk music from many different 
cultures, this melody is modal – in this case the Dorian mode. 
 
Ex. 51 

 
 
Other melodies take elements of Hungarian folk music, such as the use of dotted and double-dotted rhythms and 
scotch snaps, and melodic and harmonic versions of the minor scale, and modes. 
 
Ex. 52 

 
 
As is common in the folk dance music of many European countries, melodies are often in balanced  
eight-bar phrases. 
 
Many of the melodies, such as the two above, are conjunct in nature, but in the second half of the piece the 
octave leaps are used. In this example from the fifth folk melody, we find the octave leap, and also acciaccatura. 
 
Ex. 53 

 
 
Another frequently found melodic ornament is the trill. These are first found at the beginning of the clarinet 
cadenza in bar 33.   
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Harmony 
Harmony is basically diatonic, but with unusual modulations, often not prepared conventionally, and moving to 
unexpected keys, the use of modes, and occasionally chromaticism, such as the section from bars 429–432 which 
is bitonal. 
 
Complex harmony is often featured with a ‘simple’ folk melody to create a sophisticated twentieth-century 
orchestral sound. 
 
The key at the beginning and end is A minor, and the broad key areas are identified in the structure chart above.  
 
Sometimes harmony is quite static with a single chord throughout a melody. The fourth folk dance melody in the 
second section, for example, uses a chord of F from bar 421 to 446. 
 
Texture 
Texture is an important element of the piece and one that Kodály uses very well through very skilful 
orchestration. Textures featured are monophonic, homophonic and polyphonic. The chart below indicates some 
examples of each of these textures. 
 

Monophonic Homophonic Polyphonic 
Bars 1–5 and 10–14 cello 
Bars 45–46 clarinet 

Bar 43  
Bars 50–64 melody lead 
homophony (clarinet melody with 
chordal accompaniment)  
Bars 322–333 woodwind 

Bars 6–9 and 15–18 strings 
Bars 37–42 upper woodwind and 
upper strings 
Bars 205–208 woodwind 
Bars 421–442 
Bars 405–410 (canon at the 
tritone) 

 
The opening melody is monophonic, but this is quite unusual in the piece where polyphonic texture is common. 
This is created by carefully combining different melodies or imitation, which creates a canonic effect – bar 421 
between the viola and 2nd violin, for example. 
 
Ex. 54 

 
 
Texture can also be quite simple with several instruments playing the melody in unison, accompanied by bass 
notes on the beat and eighth-note offbeats. An example can be found in bar 217 where the flutes, oboes, 
clarinets and upper strings all play the same melody, the double bass, cello and bassoon the bass, and the horns, 
trumpets and violas the offbeats.  
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Rhythm, metre and tempo 
The piece is in 2/4, apart from the andante maestoso rondo theme is in 4/4. This is typical of Hungarian folk dance 
music with use of the strong bass note on the beat and offbeat eighth notes. In traditional ensembles these are 
played by the double bass and viola. 
 
As already mentioned, dotted and double-dotted rhythms are used in many themes along with scotch snaps.  
 
Fast melody lines are often played in 16th notes, along with eighth notes followed by two 16th notes (as found in 
the third dance tune). 
 
Ex. 55 

 
 
Another rhythmic feature of this extract is syncopated rhythm such as that found in bar 363, shown above in Ex. 
53. Dance 1 makes extensive use of syncopation with the melody in bars 236–241 in the violins and viola 
sounding an eighth note behind the line heard in the cello and double bass. Syncopated passages such as this 
make several appearances including an extensive section from bars 518–543. 
 
Dance 5 is another good example of the use of a syncopated melody, seen in Ex. 54, with the offbeat rhythm 
accentuated with the use of accents. 
 
Ex. 56 

 
 
The marking ‘rubato’ is used several times in the score, in bar 572 for example, and as previously explained, the 
precise marking indicating changes in tempo also creates this kind of effect. 
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Dynamics 
The dynamics in the Dances of Galánta are very precise and broad in range. The opening passage played by the 
strings in bar 6, for example, is pianissimo, pp – and sfff accents can be found in bar 601. 
Sudden changes of dynamic are a key feature. Following the cello entry in bar 1 marked forte espressivo, the 
upper strings enter in bar 7 at pianissimo. 
 
Crescendos and diminuendos are also used extensively, often with instructions such as poco a poco in bar 553. 
 
Crescendos are often used to heighten the tension in a passage where the tempo gradually accelerates, such as 
bars 37–44. 
 
 

Further Reading 
	 Breuer, János (1990) A Guide to Kodály. Budapest: Corvina Books  
	 Kodály, Zoltán (1971) Folk Music of Hungary. New York: Praeger  
	 Lendvai, Erno (1983) The Workshop of Bartók and Kodály. Budapest: Editio Musica Budapest  
  



Music IB Diploma Study Guide: Set Works for 2017–2018 Page 58 of 76 © ZigZag Education, 2015 

Similarities and Differences Between the Two 
Prescribed Works 

 
Although these two works are in quite different styles, written for different ensembles, and from different time 
periods, there are features that are common to both works.  
 
If you are a higher-level student, understanding the similarities and differences between the two works is 
important, as comparing them is the basis for question 3. Like questions 1 and 2, question 3 is usually based on a 
musical element, such as structure, instrumentation, melody, etc., but this is a question that is designed to test 
your critical thinking so make sure you read the question carefully and answer it in as much depth as possible.  
 
This list of comparisons is by no means exhaustive, and in studying the works you may find many more similarities 
and differences between the two works.  
 
Structure 
Both works make use of a rondo-type structure.  
 
In the Brandenburg Concerto the first movement is in ritornello form, and the first section of the Dances of 
Galánta is in rondo form. There are common features to these two forms.  
 
Both use an opening theme that recurs several times, interspersed with episodes, or other thematic material. The 
Brandenburg Concerto begins with the ritornello theme in the first eight bars, and the principal theme of the 
rondo first appears in bar 50 of the Dances of Galánta. 
 
Ex. 57. A comparison of Bach’s ritornello and Kodàly’s principal theme 
 

 

 
  

Opening of Bach ritornello 
 

 

Opening of Kodály principal rondo theme 
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Brief outline of rondo form in Dances of Galánta 
Bar 50–235 Rondo 
50–94 Principal theme–andante maestoso E minor 
95–150 1st episode Ab minor 
151–172 Principal theme A minor 
173–228 2nd episode D major 
229–235 Principal theme Bb major 

 
Brief outline of ritornello form in Brandenburg Concerto No. 2 

Bars 1–8 Ritornello F major 
9–22 Theme A with snippets of the ritornello F major 
23–28 Ritornello C major 
28–67 Material based on theme A and theme B introduced  
67–71 Ritornello  C major 
72–102 Material based on theme B  
103–107 Ritornello F major 

 
Despite the similarity in the overall form of two sections of each piece, the treatment of the recurring ritornello or 
rondo themes is quite different in each piece. Bach uses material in each section following a ritornello section that is 
constantly developing, and in some respects the material used for theme A is almost treated as a ritornello itself.  
 
Both pieces can be seen to use contrasting solo and tutti sections. 
 
Overall the structure of the two pieces is quite different given that Bach uses the standard three-movement 
structure of the concerto grosso: a fast first movement, a slow middle movement and a fast finale, in this case a 
fugue. Kodály’s piece, however, is in a single movement, which although quite varied in nature and tempo, does 
continue uninterrupted.  
 
Instrumentation 
The instrumentation of the two pieces is different.  
 
Bach’s orchestra is conventional for a Baroque concerto grosso in that he uses a ripieno group of string players 
and a concertino group of soloists. However, the concertino group is quite unusual. The trumpet, recorder, oboe 
and violin weren’t commonly used together as soloists in a concerto grosso, mainly as it is difficult to get a good 
balance between the instruments. The trumpet has a far more dominant sound than the recorder, for example. 
However, in the quieter middle movement the trumpet is not used. The use of the basso continuo is quite unique 
to the Baroque period, so clearly a difference between the works. 
 
The orchestra used by Kodály is not typical of a twentieth-century ensemble, apart from the percussion section. 
The other sections of the orchestra are more akin to the late Classical or early Romantic periods. 
 
Melody 
The melodies used in each piece are quite different in some respects.  
 
We discovered in the first movement of the Brandenburg Concerto that Bach’s melodies are often based on triads, 
or arpeggios. The opening of the ritornello, for example, uses predominantly the notes of an F major chord. 
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Ex. 58 

 
 
This is not the case in the Kodály where melodies tend to be more based on scale patterns with fewer leaps. 
These scale patterns also make use of the ascending and descending versions of the melodic minor scale, the 
harmonic minor scale, and modes. 
 
However, the rondo theme, which first appears in the Kodály in bar 50 in the clarinet, does use each note of the 
triad of E minor on the first beat of each bar. This creates a different effect to Bach’s melody above, but does help 
to reinforce the harmony that is used at this point. 
 
Ex. 59 

 
One aspect of the two works that is similar is the use of eight-bar phrases. This is a common feature of folk music, 
as regular patterns are needed for dancing, and is also the case in Bach’s melodies in the first movement of the 
concerto. The ritornello, for example, is eight bars long. 
 
Both works use ornamentation in their melody lines, particularly trills.  
 
Trills are features that appear in the main theme of the second movement of the concerto in each of the 
concertino parts, and also in the opening subject of the final movement in the trumpet as seen in the two extracts 
in Ex.60. 
 
Ex. 60 
Bars 1–3 movement I 

 
Bars 1–4 Allegro assai, movement III 

 
 
Kodály often uses trills in the second section of the piece to create extra tension, such as in the fifth dance 
starting in bar 476 in the woodwind. 
 
The Dances of Galánta also uses acciaccaturas. A good example can be found in bars 326–333. Here the 
acciaccaturas are used to give a little accent to each of the offbeat eighth notes in the woodwind. Folk musicians 
very often play ornamentation such as this spontaneously, and this can be seen as an attempt by Kodály to 
replicate the effect. 
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Harmony 
Both pieces are based on diatonic harmony but treated quite differently. 
 
The Brandenburg Concerto is in F major with the first and last movement being in the tonic, and the second 
movement, andante, being in the relative minor, D minor. Within each movement there are few surprises with 
key changes and modulations, the music mostly moving to related keys. 
 
The Dances of Galánta are in A minor, but modulations are often abrupt and not always to related keys. The end 
of the first statement of the principal rondo theme, for example, in bar 92, finishes with a chord of G major and 
the new theme, the first episode, is in Ab minor.  
 
Kodàly also uses modal elements in his melody writing, as modifications to essentially diatonic harmony, such as 
bars 229–235, the use of melodies using based on melodic and harmonic scales, and bitonality such as that found 
in bars 429–432. 
 
Kodàly also uses quartal harmony, which uses chords based on the interval of a 4th or 5th. A good example can be 
found in bars 502–509. 
 
Both composers make use of the circle of 5ths. Bach uses the sequence in each movement, often at the same time 
as melodic sequences.  
 
Bars 50–57, already studied, from the first movement are a good example. 

Bar 50 Bar 51 Bar 52 Bar 53 Bar 54 Bar 55 Bar 56 Bar 57 
D major G major C major F major Bb major Emb5 A major D minor 

 
The circle of 5ths is less common in the Dances of Galánta, but an example can be found in bars 58–61. 

Bar 58 Bar 59 Bar 60 Bar 61 
D major G9 C+5 F major 7 

 
The harmonic outlines in each of these examples are similar, but Kodály uses more complex chords, as is 
appropriate for a twentieth-century composer. 
 
Texture 
Both pieces use contrapuntal textures.  
 
A common feature of the Baroque period, Bach makes a lot of use of imitation, the combination of different 
themes and melodic ideas, and the final movement is the ultimate in contrapuntal composition, a fugue with 
triple invertible counterpoint. 
 
Kodály uses thematic imitation, which creates a canonic effect. This type of counterpoint can be seen in the 
opening bars, where the 2nd violin imitates the 1st violin one eighth note later. 
 
Ex. 61   

 
You should be able to find many other examples of this in the score.  
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In the final part of the second section, from bar 443, Kodály makes use of different elements of several of the 
previously heard dance tunes to create a complex, constantly interweaving texture. 
 
As well as counterpoint, a polyphonic texture, Kodály uses some very skilful orchestration to create a variety of 
different orchestral textures and colours. The opening played by the solo cello, for example, is monophonic, and 
as previously discussed, a rich texture is created with several instruments playing a folk-dance-inspired theme in 
unison accompanied but a bass line on the beat and offbeat strings. This is quite a contrast to Bach, who mostly 
uses polyphonic textures. 
 
Kodàly also uses some homophonic textures, either where several parts move together in the same rhythm, for 
example bar 43 and bars 322–333, or as a melody-led homophonic texture such as that found in bars 50–64. Here 
the clarinet has the melody and the other parts a chordal accompaniment. 
 
Bach makes use of homophonic textures at cadence points when the concertino are joined by the ripieno strings 
– for example, the final tutti section at the end of the first movement from bars 113–118. 
 
Rhythm, metre and tempo 
The two pieces are in different metres and with some different rhythmic effects. 
 
The movements of the Brandenburg Concerto are in cut common, 3/4 and 2/4. Each movement is the same 
tempo throughout. The quick outer movements contrast with the contemplative slow movement, marked 
andante. 
 
The Dances of Galánta are in 2/4 and the rondo theme is always in 4/4. The only variation in metre occurs where 
there is a single bar of 3/4 at the end of a phrase. This creates the effect of adding a beat to the end of a phrase, 
which also acts as an upbeat to the next phrase. An example of this can be found in bar 524.  
 
One of the biggest differences between the two works is the frequent change in tempo found throughout the 
Kodály. In the introduction and first section of the piece the changes in tempo are precisely written in the score 
and give the effect of rubato. In the second section there is generally an accelerando, but tempos also change as 
different dances’ melodies are introduced. 
 
The tempos remain the same throughout each movement of the concerto grosso, with no ritardando marked at all. 
 
A rhythmic feature that is common to both works is the use of syncopation.  
 
In the Brandenburg Concerto syncopated rhythms are used in the first movement. The first instance appears in 
the seventh bar of the ritornello theme in the 2nd violin and viola.  
 
An extended use of syncopated rhythms is found in each appearance of theme B, first occurring in bars 50–55. As 
discussed before, this pushes the music forward and creates tension and instability. 
 
Ex. 62 

 
 
Syncopation is a significant rhythmic feature of the second section of the Dances of Galánta. It first appears at the 
start of the section in bar 236, and reappears several times before the reintroduction of the rondo theme in bar 
566. In bar 518 almost the entire wind and upper strings play the syncopated figure against an alternating bass 
played by the bassoon, violas, cellos and double bass.  
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The violin part for this passage is below and it is interesting to compare the use of eighth notes tied over the bar 
line with the example above. As we have seen before, the Bach is based on triads, and the Kodály on scales. 
 
Ex. 63 

 
 
Dynamics are quite different in the two compositions. 
 
As already discussed, the Brandenburg Concerto has no real dynamics marked, apart from some piano and forte 
indications in the first movement. The overall effect can be described as terraced dynamics, as the volume level is 
either loud when the whole ensemble plays or quiet when the concertino play alone. 
 
In contrast, the dynamics in the Dances of Galánta cover a broad variation in volume, are very precisely written 
and include many crescendos and diminuendos. 
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Sample Exam-style Questions 
 

The questions below are similar in style to exam questions from previous 
years. Writing essay plans, having questions such as these in mind when 
studying both set works, and doing timed essays will stand you in good 
stead for the exam. 
 

In the actual exam at both SL and HL you will have 30 minutes to answer 
each question. Every question is worth 20 marks, so spending an equal 
amount of time on each question is important to maximise your chances 
of getting a good result. 
 

Make sure you actually answer the question asked rather than trying to impress the examiner with all of the 
knowledge that you have acquired. Examiners will mark points that aren’t helpful with ‘irrelevant’, and will search 
for responses that back up your answer to the question. 
 

In section A, SL and HL candidates must choose between answering a question on the Brandenburg Concerto or 
the Dances of Galánta. There is only one question in the paper for each of the prescribed works. 
 

Examples of section A question 1 
At the beginning of section A candidates are reminded that answers must reference the prescribed works, and 
that evidence must be located by using bar numbers, rehearsal numbers and instruments. Musical terminology 
should also be effectively used. 
 

Brandenburg Concerto No. 2 in F (BWV 1047) by J S Bach 
x Referring to the score, analyse and describe the form of the third movement of Bach’s Brandenburg 

Concerto No. 2 in F. 
x The first movements of concerto grossos in the Baroque period were commonly in ritornello form. Describe 

Bach’s approach to this structural form in the first movement of the second Brandenburg Concerto. 
x Bach is considered one of the greatest exponents of counterpoint. With clear reference to the score, 

identify at least three passages in the score that you consider to exemplify this statement.  
 

Examples of section A question 2 
Dances of Galánta by Zoltán Kodály 

x How does Kodály incorporate the style of Hungarian folk music into the Dances of Galánta? Provide a clear 
analysis and justify your arguments, giving precise location of passages used to illustrate your answer. 

x The Dances of Galánta have been described as combining a variety of forms including the Hungarian 
rhapsody of the nineteenth century, the Baroque concerto and the classical rondo. Discuss whether you 
think this is the case or not. Justify your position with clear reference to at least three different passages 
in this score. 

x Many musicologists have stated that the Dances of Galánta are verbunkos. To what extent do you believe 
this to be the case? Justify your position with clear reference to the score. 

x Discuss Kodály’s treatment of Hungarian folk music in the Dances of Galánta. Refer to at least three 
separate examples in your answer. 

 

Examples of section A question 3 (Higher-level students only) 
Brandenburg Concerto No. 2 in F (BWV 1047) by J S Bach and Dances of Galánta by Zoltán Kodály 

x Compare and contrast the form/structure in the first movement of Brandenburg Concerto No. 2 with bars 
50–235 of the Dances of Galánta, emphasising the presence of any significant musical links. Make clear 
reference to both scores in your answer. 

x Compare and contrast how melody is constructed, focusing on pitch, duration and articulation, in the two 
prescribed works. Use precisely located examples to illustrate your arguments.   

x Compare and contrast the use of the orchestra in the second movement of Bach’s Brandenburg Concerto 
No. 2 with the first 49 bars of the Dances of Galánta. 

x With reference to the scores, compare and contrast at least three passages from each of these works 
that illustrate distinctive use of musical texture.  

Remember! 
Always check the exam board 
website for new information, 
including changes to the 
specification and sample 
assessment material.  
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Guidance on Answering the Sample Exam Questions 
 

 
Bach is considered one of the greatest exponents of counterpoint. With clear reference to  

the score, identify at least three passages in the score that you consider to exemplify  
this statement. 

 
This answer is likely to begin with a definition of counterpoint and its use in the Baroque period – something 
along the lines of the following: 

x Counterpoint is where several different voices are used independently of each other both rhythmically 
and melodically. The focus of counterpoint is melodic interaction and in the Baroque period contrapuntal 
compositional techniques included the canon and round, and the most complex, the fugue. These are all 
examples of imitative counterpoint. Counterpoint generally involves very different, independent and 
harmonious musical lines. 

 
Given this definition, counterpoint can be found in its various forms throughout the Brandenburg Concerto. 

x The opening passage of the first movement (bars 1–3), the ritornello, can be seen to be contrapuntal in 
that there are three melodic ideas happening simultaneously. The trumpet has a melody based on an F 
major arpeggio; the recorder, oboe, solo violin, and violins I and II of the ripieno have what can be 
described as the principal melody, shown in the extract below; and the cello and basso continuo have 
running scale patterns. All of these combine to create a complex musical texture, and at different points 
in the movement are skilfully combined in different ways to create variety. 

 
 

x A section of the first movement that features imitation can be found in bars 32–35. This is a section of the 
movement that uses a circle of 5ths, sequences and suspensions, which again all go to create a complex 
musical texture but which has a clear harmonic outline as a result of the different melodic lines. Imitation 
takes place between the trumpet and the oboe, and creates a melodic sequence. The trumpet sounds its 
part first and is then imitated by the oboe two quarter notes later, and then the trumpet takes over, etc. 

 
  

Each of the three questions tackled below is just an example of how you might approach exam questions, 
and aims to give you an idea of the kind of points you should be making. They are mostly written here as 
bullet points for study purposes, and to clearly outline the key points. In the exam you must write your 
section A answer in the form of an essay using proper sentences and paragraphs. 
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x Another example of imitation, which is more like a canon, is at the beginning of the second movement. 
The solo violin enters with a six-beat melody line at the end of bar 1. This is then taken up by the oboe 
which plays exactly the same music, at the same pitch while the violin plays a countermelody. In the final 
beat of bar 5 the recorder enters with the same melody that the violin originally played, but an octave 
higher, while the oboe plays the countermelody, and the violin plays a second countermelody. (The 
extract below shows the first two entries.) 

 
 

x The final movement of the Brandenburg Concerto, Allegro assai, is a fugue, and over 139 bars makes use 
of the conventions of this archetypal contrapuntal form. There is an exposition, middle entries (bar 57) 
and final entries (bar 113), and the counterpoint is triple invertible, meaning that the three parts are all 
interchangeable.  

x The opening of the finale begins with the subject in the tonic, F major, played by the trumpet 
accompanied by a simple basso continuo line. The oboe enters in bar 7 with a ‘real’ answer. This is in the 
dominant, but all of the intervals used are the same as the initial subject. At the same time the trumpet 
plays a countersubject. The next instrument to enter with the subject is the violin in bar 21, again in the 
tonic, followed by the recorder in bar 27 with a ‘real’ answer in the dominant. 

 
 

 
 

The Dances of Galánta have been described as combining a variety of forms, including the 
Hungarian rhapsody of the nineteenth century, the Baroque concerto and the Classical rondo. 
Discuss whether you think this is the case or not. Justify your position with clear reference to 

at least three different passages in this score. 
 
Candidates are likely to argue that each of the three forms can be found in the Dances of Galánta and use musical 
examples to illustrate this. 
 
The Hungarian rhapsody 

x Composed by composers such as Liszt, these were nineteenth-century works based on Hungarian folk 
themes, which were often actually based on tunes transcribed by composers and played by Roma or 
gypsy bands.  

x This is very similar to the Dances of Galánta in which Kodály had been inspired by the music of the 
Galántian gypsy musicians, and used transcriptions from a volume of transcribed piano arrangements 
from 1803. A good example of this appears in bars 1–5 where an original melody from the transcriptions 
is used. 

x The Hungarian rhapsody was a single-movement large-scale work with contrasting fast and slow sections and 
influenced by the verbunkos. This can be seen in bars 1–49 where the slow, double-dotted melody of bars 1–5, 
a rhythmic feature typical of Hungarian folk music, is interspersed with fast, flowing passages of music. Bars 6–
9, for example, provide a contrast with the use of 32nd-note runs cascading through the strings. 

  

Exam Tip – You don’t have to spend time in the exam writing out parts of the score. In section A in particular, just quote the bar 

number and instrument playing the example that you are referring to. No additional marks are given for musical examples, although 

they can be useful to reinforce a point in a section B answer, but only if accurately written, and referring to a valid point. 
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x Hungarian rhapsodies were often virtuosic in nature. In the Dances the orchestral parts are quite often 
virtuosic in their speed and broad range, but a good specific example can be found in the clarinet cadenza 
in bars 44–49. This is typical of a cadenza, itself a vehicle for virtuosity, where the clarinet plays solo with 
very fast 32nd-note runs. 

x The Hungarian gypsy scale was often a feature of Liszt’s Hungarian rhapsodies, and an example of this can 
be found in the rising strings passage in bars 6–9. The music at this point is based on an A minor scales 
but with a sharpened 4th, D#. 

 

The Baroque concerto 
x The main feature, which can be seen to have its origins in the Baroque concerto, is the contrast between 

the tutti ensemble and soloists. This is not as clearly defined as in the concerto grosso of the Baroque 
period but there is a case to argue.  

x Unlike the Baroque concerto grosso, the tutti and solo passages aren’t always linked with the difference 
between the ritornello and the episodes, but a solo instrument before a repeat of the same melody often 
introduces folk melodies by a much larger ensemble of instruments, or the second part of a melody is 
played by the larger ensemble. In bars 50–65 the main theme is played by the solo clarinet in A, 
accompanied by strings, whose part is almost like those seen in the ripieno part of a concerto grosso. A 
contrast, and a difference in dynamics similar to the terraced dynamics of the Baroque period, occurs in 
the repeat of the same melody in bars 66–73. Here the flutes, clarinet in A and upper strings play the 
melody accompanied by chords in the oboes, bassoons, horns and lower strings. 

x The use of imitation and contrapuntal textures is similar to the Baroque period. A good example of 
imitation, and canon, occurs in bars 421–428 between the 2nd violin and the viola. The viola begins with a 
simple melody played in quarter and eighth notes followed one bar later by the 2nd violin playing exactly 
the same. 

 
 

To add to the texture further, a fast 16th-note scale passage is played by the flute and 1st violins from  
bar 425. 
 

x Kodály also creates a contrapuntal texture by combining the different Hungarian folk melodies found in 
the second section of the piece. A complex texture is created in bars 543–555, for example, where 
different folk melodies are used in the strings and the upper wind, and the trumpets have fragments of a 
different melody again. 

x The circle of 5ths was commonly used in the Baroque concerto, and examples of this progression can also 
be found in the Kodály. The second part of the main theme heard in the andante maestoso in bars 58–61 
is accompanied by strings that outline the progression D–G–C–F. 

x The form of the first section of the Dances of Galánta can be described as being in rondo form, which has 
some similarities with ritornello form, often used in the first movements of Baroque concertos. Both 
types of work do contain a main repeated theme interspersed with episodes. Descriptions of the form of 
the first section of the Dances of Galánta can be found earlier in the guide, but there are differences 
between the two forms. In rondo form all of the main theme is repeated each time it appears, but in 
ritornello form only portions of the theme are played each time, apart from the final entry. 

 

The Classical rondo 
x The first section of the Dances of Galánta, bars 50–235, is generally considered to be in rondo form. This 

was a form commonly used in the Classical period, and consisted of an opening theme that reappears 
several times with other melodic material, or episodes, in between.  

x The principal rondo theme is first heard in bar 50 in the clarinet in A, and is repeated in bar 151 in the 
upper wind and strings, and finally in bar 229, also played by the upper wind and strings. 

x The episodes are in bar 93, a melody played by the flute, and bar 173 on the oboe. (These solo passages 
of music also relate to the use of tutti and solo mentioned under the Baroque concerto heading.)  
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Compare and contrast the use of the orchestra in the second movement of Bach’s 
Brandenburg Concerto No. 2 with the first 49 bars of the Dances of Galánta. (Higher-level 

students only) 
 
The instrumentation is obviously different in each piece, but appropriate for each of the musical 
periods, and the type of work. The Brandenburg Concerto is written for a solo group, concertino – 
in this movement just the recorder, oboe and violin – and a basso continuo. The Dances of Galánta 
is written for an orchestra most commonly associated with the early Romantic period, but with 
some more ‘contemporary’ percussion.  
 
Also, as we might expect, the instruments in the Kodály play in a broader range, or tessitura, than 
the Bach. The violin part in the Brandenburg Concerto, for example, only goes as high as D above 
the stave, which requires the violinist to use third position. The highest note played by the violins in 
the Kodály is a C three octaves above middle C, which can be found in bar 43.  
 
Another way that the instruments are used differently is the use of pizzicato in the Kodály, a 
technique that wasn’t used in the Baroque period. This technique can be found in the 1st violin and 
viola parts in bars 37–42. 
 
The Dances of Galánta uses less clearly defined melody lines, which creates a more impressionistic 
effect, such as the running 32nd-note scales in the strings from bar 6. This is particularly the case 
at this point where each of the parts is imitated, adding to the effect.  
 
The basso continuo in the Bach maintains a constant rhythmic drive throughout the movement in 
eighth notes. It outlines the harmony throughout the movement and emphasises the 6/4 cadence 
progressions at the ends of phrases – bars 14, 22, 32, etc. Kodály uses the bass instruments quite 
sparingly in the first 49 bars. Often they play melody lines that are similar to other parts, such as 
the running 32nd notes in bars 16–18. In bars 6–9 the cello plays an A pedal note, a 
compositional device that isn’t used in this movement of the Brandenburg Concerto. The Dances of 
Galánta also opens with the cello playing a melody, as a soloist at the top of its register. This is very 
different handling of the instrument to the cello part of the basso continuo part in the Bach, but 
typifies the different use of instruments in the two musical periods represented by these works. 
 
Each of the solo instruments has an equally important part to play in the second movement of the 
Brandenburg Concerto. In the first seven bars each instrument plays the main theme, starting with 
the violin in bar 1, the oboe in bar 3 and the flute in bar 7. The instruments are equally 
important, as is the case in contrapuntal music of the Baroque period. In the Dances of Galánta 
some instruments play in a soloistic style, similar to the Bach, but rather than being part of a 
complex, contrapuntal texture, Kodály presents the solo melody without any accompaniment, as a 
monophonic texture, such as in bars 1–5 and 10–14, and on other occasions accompanied by 
fast-moving scales, such as in bars 37–42. 
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The textures used in both pieces are quite different. The Brandenburg Concerto uses the four 
instruments to create a texture with four different lines of music throughout most of the second 
movement. Kodály uses a texture of one line of music, as we have already seen, but on other 
occasions, despite having many more instruments at his disposal, creates a texture with two or 
three different lines of music. Bars 19–22, for example, consist of the main melody in the flute 
and oboe, with interjections of fast runs of nine 32nd-note scales in the clarinet and violin. In bar 
23 the melody is taken over by the bassoons and viola, while the clarinet and cello play the fast 
runs. Kodály is therefore making the most of a more varied palette of orchestral colour to create 
variety. Bach creates variety in the movement by constantly switching the way the three melodic 
elements heard at the beginning are combined, which also creates a difference in the orchestral 
colour, but using limited resources. 
 
A way that both composers use instruments in a similar way is in the use of imitation. As already 
discussed, this appears in the first seven bars of the Bach, where each instrument takes over the same 
melodic line, and the same can be seen in the strings in bars 6–8, where the 1st violin begins on the 
first beat of the bar, followed by an exact copy of the same melody by the 2nd violin an eighth note 
later, and the same from the viola at the beginning of the seventh bar. This creates a canonic effect, 
again similar to the opening of the andante movement of the Brandenburg Concerto. 
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Solutions to Activities and Tasks 
 

Page 4 Score Reading Revision Activity I – Bach 
Concertino 
Trumpet (trombe) 
Recorder (flauto dolce) 
Violin (violino) 
 
Ripieno 
Violin I 
Violin II 
Viola 
Double bass (violone) 
Continuo (cello and harpsichord) 
 
Score Reading Revision Activity I – Kodály 
Lento – slow 
Poco accel. – speed up a little 
rall. – (rallentando) slow down 
poco più mosso – more movement, quicker 
poco string. – (stringendo) pressing forward, gradually getting faster 

Page 5 The trumpet in F sounds a 4th higher than written 

 
Page 6 Clarinet in A 

 
Page 6 

 
Page 9 Revision Activity 

x Ritornello – A Baroque form a little like rondo. The ritornello is the section of music that is played 
by all of the orchestra at the beginning, which repeats several times. In between each statement of 
the ritornello there is an episode, usually played by the solo group, or concertino. 

x The ripieno 
x Episodes 
x The first movement 

 

 

Page 12 Quick Question 
x Flute, oboe, violin soloist and violin I ripieno 
x Trumpet 
x B§s are used because the key has changed from F major to C major 
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Page 14 Quick Task – Suspensions in bars 33–35 
Notice that in each case the note that the suspension resolves to then becomes the preparation for the 
next suspension in the sequence. 
 

 
Page 14 Quick Questions 

x The melody uses the same rhythm as the recorder on the first beat of bar 1. The second beat, 
using the interval of a falling 4th, is an inversion of the rising 4th on the third and fourth beats of 
bar 1.  

x Each note on the beat in these two bars is a note from the chord of D minor, and the C# is used as 
the sharpened 7th of D minor. 

x This melody first appeared in bar 25 in the key of C major.  
Page 15 Quick Task 

Bars 40–41 42–43 44–45 46–47 

D minor G major C major F major 

1.  Vio/oboe 1.  Vio/oboe 1.  Violin 1.  Bass/cont. 

2.  Recorder 2.  Trumpet 2.  Recorder 2.  Violin 

3.  Trumpet 3.  Recorder 3.  Oboe 3.  Recorder 

4.  Ripieno 4.  Ripieno 4.  Ripieno 4.  Ripieno 
 

Page 17 Quick Task 
Bars 60–61 62–63 64–65 66–67 

Which soloist? Recorder Violin Oboe Trumpet 

Describe the 
accompaniment 

Violin plays string 
crossing 16th 
notes based on 
one chord per 
beat 

Recorder plays 
idea just played 
by violin 

Violin plays 
string-crossing 
chords, recorder 
plays falling 
appoggiaturas 

Oboe has 16th 
notes  
outlining chords  
Recorder and 
violin  
play falling  
appoggiaturas 

What key is the 
music in? Bb major G minor Eb major C minor 

 

Page 17 Quick Task 
Bars 72–74 are very similar to the music analysed in bars 50–55. 
 
Using the analysis of bars 50–55 as a model, write down the chord that you think each bar is based on, and 
describe the music that each of the concertino instruments plays. 
 

Bar 72 Bar 73 Bar 74 
C7 (dominant 7th) first inversion F7 third inversion D (flat 9th, Eb, in oboe) 

Trumpet – repeated Bb, the 7th of 
the chord 
Recorder – arpeggiated figure 
based on C major chord 
Oboe – ritornello theme originally 
from bar 5 
Violin – descending then rising 
scale patterns based on C7 

Trumpet – arpeggiated figure 
based on F major chord 
Recorder – ritornello theme just 
played by oboe 
Oboe – arpeggio and scale pattern 
based on F7 
Violin – repeated F and C 

Trumpet – repeated A 
Recorder – repeated F# 
Oboe – rising and falling scale 
based on D but with Ebs 
Violin – ritornello theme just 
played by recorder 
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Page 18 Analyse bars 88–102 using the questions below as a guide. 
It would help to listen to the music first. 
 
1. The basso continuo plays the opening of the ritornello which is then imitated two beats later by the 

trumpet, creating a canonic effect. 
2. In bar 94 the oboe imitates the recorder. 
3. A sequence occurs in the recorder and oboe in bars 90–91. 
4. There is a circle of 5ths in bars 90–91 using the chords G–C–F–B. Also bars 96–98, D–G–C–F–B. 
5. The section begins in D minor and ends in A minor. 
6. The violin I ripieno plays suspensions in bars 90–92 and violin II in bars 96–98. 
7. The 16th-note figure in bars 94–95 first appears in bar 1 of the original ritornello, but here only the 

first beat of music is played, and repeated like an ostinato. 
8. The cadence in bar 102 uses chords IV–Ic–V–I (Dm–Am–E–Am). 

Page 21 Quick Task 
The recorder and oboe play in harmony in bars 18–19, the oboe and violin in bars 20–21, and recorder and 
oboe in bar 40. 
 
There are other examples too. 

Page 22 Quick Task 
Bass sequences appear in bars 30–31, bars 38–40 and bars 58–61. 

Page 26 Quick Task 
The oboe plays a real answer in bars 7–13. It is in the dominant, C major, and all of the intervals between 
each note are the same as the original theme. 

Page 29 Quick Task 
Subject – oboe bar 107 in Bb, trumpet plays a line like the continuo part at the beginning of the movement 
Answer – recorder bar 113 in F major, trumpet plays the countersubject  
Subject – cello and continuo bar 119 in C major, trumpet plays C pedal note 
Suspensions in violin I ripieno bars 127–131 
Subject – trumpet bar 136 in the tonic, F major 

Page 36 Task  
2 flauti – 2 flutes 
2 oboi – 2 oboes 
2 clarinetti in la – 2 clarinets in A 
2 fagotti – 2 bassoons 
4 corni in fa – 4 horns in F 
2 trombe in do – 2 trumpets in C 
Timpani 
Campanelle – tubular bells 
Tamburo piccolo – snare drum 
Triangle 
Violino I 
Violino II 
Viola 
Violoncello 
Contrabasso – double bass 

Page 38 Task – Transpose bars 10–14 of the horn part into concert pitch.  

 
Page 42 Task  

1. In bar 66, instead of using a 16th note followed by a double-dotted quarter note, there are two 16th 
notes followed by a dotted quarter note. This gives the effect of an ornament called a mordent. The 
melody is played in unison accompanied by sustained cello and continuo chords and with 
syncopation in the horns. 

2. The melody is played by the flute, clarinet, violins I and II, and the viola. 
3. The horns begin each bar with an accented eighth note followed by a half note and a dotted 

quarter note that is tied across the bar line. This rhythm is played over four bars. 
4. The oboes play acciaccatura in bars 66–69. 
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Page 44 Quick Task – Describe how the second part of the theme, beginning in bar 159, differs from the original in 
bar 58. 
 
The first bar, bar 159, is the same as bar 58, except the final note in the bar is tied to a dotted quarter note 
across the bar. In bar 160 the 16th-note triplets replace the three 16th notes at the end of the second beat of 
the bar. 
 
Bar 161 has the same melodic shape as bar 159, but different rhythm is used in bar 162. Instead of the 
even eighth-note rhythm used in bar 53, Kodály uses a scotch snap rhythm on the first two eighth notes.  

Page 45 Task – Compare the melody from bar 189 with the original melody in bar 173. 

 
 

 
x Although the harmony and accompaniment used is similar in both extracts, different scales are 

used, the second extract adding G#s and then G§. 
x The first four bars of the first extract behave a little like a descending sequence. In the second 

extract the third bar returns to the same notes as the first bar. 
x The second extract uses a syncopated rhythm ending on a single eighth note at the end of the first 

and third bars, whereas the other extract uses two 16th notes. 
x In the top extract bar 177 begins like a repeat of the first four bars. In the second extract a similar 

melodic shape is followed to bar 189, but in running 16th notes. 

Page 47 Task – Look at bars 252–265 and describe how Kodály creates different accompaniments for the 
syncopated melody. 

x Repeated eighth-note pedal in the cello 
x Offbeat 16th notes in viola 
x D pedal note in double bass from bar 258 

Page 51 Task – Which previously heard dance melody makes an appearance in bar 467? Describe which 
instruments play it and how it is accompanied. 
 
Dance 4 appears in bar 467 played by the viola, cello, double bass and bassoon. The upper wind and 
strings accompany with offbeat eighth-note chords. 
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Glossary 
Brandenburg Concerto No. 2 in F (BWV 1047)  

 

Accented passing note 
A passing note that occurs on a strong beat of the bar. It is often dissonant with 
the intended harmony being the note that the passing note moves to. 

Allegro assai Very fast. 
Anacrusis Another word for an upbeat, usually at the beginning of a phrase. 
Arpeggiated melodies A melody which uses the intervals associated with arpeggios. 

Basso continuo 

This literally means ‘continuous bass’ and was played by a bass instrument and a 
chord-playing instrument. The bass was most often a cello, and the chordal 
instrument a harpsichord or organ, although it wasn’t uncommon to find a lute 
playing the part. The basso continuo part in a score from the Baroque period was 
just made up of a bass line and figuring (numbers which describe the chord 
above the bass note). 

Cadence 
The final two chords of a musical phrase. Depending on the two chords used the 
phrase can sound finished, a perfect cadence, or unfinished, imperfect. Other 
cadences include plagal and interrupted. 

Cadential 6/4 
A perfect cadence using chord I in second inversion followed by chord V in root 
position and usually resolving to the tonic. The term 6/4 refers to the fact that 
chord I is in second position, and is written in figured bass. 

Canon 
A piece consisting of two or more parts using the same music but starting at 
different times. A round is similar to a canon but uses voices. 

Circle of 5ths 
A chord pattern, or sequences of pitches, which continues from one to another 
in a circle. Each chord, or note, is a 5th higher than its predecessor.  

Clarino 
The name often given to a type of trumpet used in the Middle Ages and 
Renaissance. It is also a term used to refer to a Baroque trumpet, or the highest 
range of a normal trumpet.  

Concertino The group of solo instruments in a concerto grosso. 
Contrary motion The movement of two musical lines simultaneously in opposite directions. 

Concerto grosso 
A concerto for a group of solo instruments rather than a single soloist. It was 
popular in the Baroque period and was superseded by the solo concerto in the 
Classical period. 

Counterpoint 
In counterpoint different voices used are independent of each other both 
rhythmically and melodically. It is a polyphonic texture. 

Dominant 7th chord A chord based on the 5th degree of the scale featuring a flattened 7th. 
Dorian mode The scale based on the note D but using no sharps or flats. 
Episodes The passages of music that fall in between the ritornello themes in ritornello form. 

Figured bass 
Numbers that appear in a basso continuo part to suggest which chords and 
harmony the keyboard player should use. 

Fugue 

A composition based upon one subject, announced at first in one part alone, and 
subsequently imitated by all the other parts in turn, according to certain general 
principles. The name is derived from the Latin word fuga, a flight, from the idea 
that one part starts on its course alone, and that those which enter later are 
pursuing it.  

Imitation 
A musical line that is copied from one part to another. Imitation often creates a 
polyphonic texture. Canon is a form of imitation. 

Interval 
The difference between two pitches. They can occur between two successive 
notes in a melody, or two simultaneously sounding notes in a chord.  
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Kapellmeister Director of music (German). 
Modulation The process of changing from one key to another.  

Patronage 
The system where composers were employed by the Church or the 
aristocracy. Common in music until the end of the Classical period. 

Pedal note 
A note sustained in one part, usually the bass, through successive harmonies, 
sometimes independent of it. Pedal notes are most often played on the tonic or 
dominant of the key. 

Retardation Suspensions that resolve to a higher rather than lower note. 

Ripieno 
The group of instruments that play the ritornello in a concerto grosso. They 
tended to be less proficient musicians than the concertino players. 

Ritornello 

Lit. ‘little return’. A structural device, which consists of a section of music that is 
found at the beginning of a movement, usually played by the ripieno, and which 
returns at various points in the piece often in related keys. The term refers to the 
repeated theme as well as the overall form. 

Sequence 
The restatement of a motif or longer melodic passage at a higher or lower pitch. 
Sequences frequently occur in harmony and melody at the same time. 

Suspension 
A note, or notes, that are held from a chord into a new chord creating 
dissonance. Suspensions consist of a preparation, dissonance and resolution. 

Tárogató 
A Hungarian wind instrument, which is very similar to a modern clarinet but has a 
loud and raucous sound. It originates from the ‘Turkish pipe’, and was used as a 
signal to enter battle. 

Terraced dynamics 
Dynamics that change from loud to quiet without the use of crescendo and 
diminuendo. 

Texture 

How the melodic, rhythmic, and harmonic materials are combined in a 
composition, and therefore determine the overall quality of the sound in a piece. 
Specific terms such as monophonic, polyphonic and homophonic are commonly 
used to describe texture in music. 

Tierce de Picardie 
A final chord containing a major 3rd at the conclusion of a piece that has been in a 
minor key.  This is also known as the Picardy 3rd, and was commonly used in the 
Baroque period. 

Transposition 
Moving a section of music up or down in pitch. This can be to accommodate 
transposing instruments, or to change the pitch of a piece, for a singer for 
example. 

Trills 
A type of musical ornamentation, which consists of two alternating notes, usually 
a tone or semitone apart. Often abbreviated to ‘tr’ in written scores. 

Tutti All of the instruments of the orchestra playing. 

Virtuosity 
The performance ability of a musician, who is capable of displaying feats of skill 
well above the average performer. 
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Dances of Galánta 
 

Andante maestoso Lit. ‘walking pace and majestic’. 

Appoggiatura 
Sometimes called a ‘grace’ note, an appoggiatura delays the start of a note in a 
melody by half of its written value. 

Cadenza A virtuoso solo passage inserted into a movement, often a concerto. 
Campanelle Italian word for the tubular bells. 

Concert pitch 
The standard tuning pitch used by non-transposing instruments such as the 
flute, oboe and violin. Concert-pitch instruments are tuned to the A above 
middle C, which has a frequency of 440 Hz. 

Corno Italian word for the French horn. 
Diminished 7th chord A four-note dissonant chord consisting of intervals of a minor 3rd.  
Dissonant A disagreeable or harsh sound. Harmonically unresolved. 

Ethnomusicology 
An investigation of music in its cultural contexts. It can combine aspects of folklore, 
psychology, cultural anthropology, comparative musicology, music theory and 
history. It has tended to focus on forms other than Western art music. 

Fagotti Italian word for the bassoon. 
Friss Fast section of a verbunkos. 
G.P. (general pause) A pause for all instruments in the orchestra. 
Lassú The slow section of a verbunkos. 
Lento  Slow. 
Poco accel. Speed up a little. 
Poco più mosso  More movement, quicker. 
Poco string. (stringendo) Pressing forward, gradually getting faster. 
Ostinato A short repeated musical phrase, rhythm or melody. 
Quartal harmony Harmony, chords, based on the interval of a 4th. 
Rall. (rallentando)  Slow down. 

Rondo 
A musical form with a recurring leading theme, and episodes (A B A C A). Similar 
to ritornello form from the Baroque period. 

Rubato 
This term gives the performer the expressive and rhythmic freedom to slightly 
speed up and then slow down the tempo of a piece to enhance the emotional 
feel of the music. 

Scotch snap 
This is a rhythmic effect which consists of a dotted note that is preceded by a 
shorter note on the beat. As the name suggests, it is a common feature of 
strathspeys, a Scottish dance form. 

Stringendo Pressing, getting faster 

Tessitura 
The range within which an instrumental or vocal part lies. A part might be 
referred to as having a high, low or broad tessitura. 

Trombe Italian word for trumpet. 

Verbunkos 
A Hungarian eighteenth-century dance form consisting of alternating slow and fast 
sections of music. The term comes from the German word Werbung, meaning 
‘recruiting’. The slow part of the dance is called lassú, and the fast part friss. 

 


