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NATIONAL TRENDS IN THE DANCE GENRES
OF POLISH AND CZECH OPERA OF THE PERIOD
OF THE NATIONAL SCHOOL DEVELOPMENT

The purpose of the article. The article is devoted to the consideration of the issues of manifestation of national
dance trends in the opera works of the founders of the Polish and Czech national schools. The research studies the em-
bodiment of specific features of the dance genres of the European dance culture in the operas "Halka" by S. Moniuszko
and "The Sold Bride" by B. Smetana. The methodology lies in the use of historical, systemic and analytical approaches
that allow us to consider the processes of the development of the national opera schools in the European musical culture
of the middle of the XIX century. The scientific novelty of the work is determined by the need to identify and study the
principles of the existence of dance forms in the opera context. Analysis of the structure of dance episodes of the opera
works of S. Moniuszko and B. Smetana gives an opportunity to argue the application of "great dance form" concept.
Conclusions. Each sample of a dance genre reflects the mental characteristics of the people, historically developed in
the process of its formation. In the context of opera drama, national dance trends embody the mental code of a dance,
which directly reflects the characteristic differences and special expressive features peculiar to the national dances of a
certain ethnos.
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Kasnayeeea TemsiHa OnekcaHOpieHa, kaHOudam mucmeymeo3Hascmea, cmapwull euknaday kagedpu
3azanibHO20 ma creyianizoeaHo2o0 hopmeniaHo OdecbKoi HauioHabHOT My3u4Hoi akademii im. A. B. HexdaHoesoi

HauioHanbHi TeHpeHUii y TaHUlOBanbHUX XaHpax MNONbCbLKOI i YecbKoi onep nepiogay copMyBaHHs
HauioHanbHUX LUKinN

Meta po6otu. Ctatta npucBaAYeHa po3rnsily NUTaHb NPOSABY HaLiOHANbHMX TaHUIOBANbHUX TEHOEHUA B
OMepHi TBOPYOCTi 3aCHOBHUKIB MOMbCLKOI Ta YECbKOI HauioHanbHUX LWKin. [ocnigxeHo BTINEHHA cneuundivyHmx o3Hak
TaHLOBanbHUX XaHPiB €BPOMENCHKOI TaHL0BanNbHOI KynbTypu B onepax "lanbka" C. MoHiowka Ta "lNpogaHa HapeyeHa"
b. CmeTtaHn. MeToaonorifi focnigXeHHA BM3HAYAETLCA BUKOPUCTAHHAM iCTOPUYHOIO, CUCTEMHOMO Ta aHamniTMYHOro
niaxoAis, WO A03BOMAITb PO3rMAHYTU Npouec hOpMyBaHHS HaLioOHaNbHUX OMEPHUX LUKINT B EBPOMENCHKIA MY3UYHIn
KynbTypi cepeamHn XIX ctonitta. HaykoBa HOBM3Ha [OCNIOKEHHS] BUSHAYAETbCA HEOOXIAHICTIO BUSIBNEHHS | BUBYEHHS
NPWHLMNIB iCHYBaHHA TaHLUOBanbHUX (OOPM Y KOHTEKCTi ONepHOro MmcteuTBa. AHania CTPYKTYpU TaHLUoBanbHUX eni3oais
B onepHin TBopyocTi C. MoHowka ta b. CmeTaHn fae MOXNMBICTb apryMeHTyBaTW 3aCTOCYBaHHSA MOHATTA "BENUKOI
TaHutoBansHoi oopmu". BucHoBKU. KoxxeH 3pasok TaHLOBanbHOro XaHpy Bigobpakae meHTanbHi 0cobnmBoCTi Hapoay,
L0 iICTOPMYHO cKnanucs B npoueci noro dopmyBaHHA. B KOHTEKCTi gpamaTyprii onepu HauioHanbHi TaHLtOBanbHi TEH-
OeHLUii BTINIOTb MEHTaNbHUIA KOA TaHUo, LWo 6e3nocepeaHbo Bigobpaxkae xapakTepHi BigMiHHOCTI Ta 0cobnuBi ekcnpe-
CUBHI pucu, AIKi € BNacTUBMMM HaLliOHaNbHUM TaHUSM NEBHOIO €THOCY.

Knio4yoBi cnoBa: TaHelpb, onepa, Benvka TaHLoBanbHa oopMa, MeHTanbHUI Kog TaHLuo, NonoHes, Masypka,
nonbka, dypiaHT, ranon.

KasHayeeea TambsiHa AnekcaHOpoeHa, kaHOuOam ucKyccmeoseOeHus, cmapuwul rpernodasamersb Kaghedpbi
obwezo u crieyuanusuposaHHozo chopmeruaHo O0ecckoli HauyuoHanbHOU My3bikarbHOU akademuu um. A. B. HexdaHoeol

HauuoHanbHble TeHAeHUUM B TaHUEeBalbHbIX XXaHpPaxX NOJSIbCKOM M 4YelCcKoW onep nepuoga dopmMupo-
BaHUA HaUWOHalbHbIX LUKOJ

Llenb pa6otbl. Ctatbsl MOCBSLLEHA PAaCCMOTPEHUIO BOMPOCOB MPOSIBNIEHUS HaLMOHANbHbLIX TaHLEBalbHbIX
TEHAEHUMI B ONEPHOM TBOPYECTBE OCHOBOMOJSOXHMKOB MOMbCKOM U YELLCKOW HauMoHanbHbIX LIKOM. ViccnenosaHo Bo-
nnolieHve cneunduyecknx NPU3HaKoB TaHLEBasbHbIX XXaHPOB E€BPONENCKON TaHUEBamnbHOW KynbTypbl B onepax "lanbka"”
C. MoHowko u "MpogaHHas HeeecTa" b. CmeTaHbl. MeTogonorna nccnegoBaHusi onpenensieTcss UCNofb3oBaHNEM
MCTOPUYECKOrO, CUCTEMHOIO M aHanMTUYeCcKOro MOAXOA0B, MO3BOMSANLINX PacCMOTpeTb npouecchl opMUMpOBaHUS
HaLUMOHAIbHbIX ONEPHbIX LUKOS B €BPOMENCKOM My3blkanbHOWM KynbType cepeauHbl XIX Beka. HayyHas HoBu3Ha nccre-
OO0BaHUs onpefenseTcss He0OX0AMMOCTBIO BbISIBIEHUSA U U3YYEHUS NMPUHLMMNOB CYLLECTBOBAHUSA TaHLEBasbHbIX ()OPM B
KOHTEKCTE OMEepHOro MCcKyccTBa. AHanm3 CTPYKTYpbl TaHUEBarbHbIX 3NUM30A40B B onepHom TBopyecTBe C. MOHIOLWKO n
B. CmeTaHbl faeT BO3MOXHOCTb apryMeHTMpoBaTh NpMMEHeHe noHATMA "6onblion TaHueBanbHon dopmbl”. BeiBoabl.
Kaxabii 06pasel; TaHLEeBanbHOro XaHpa oTpaxaeT MeHTarnbHble 0COBEHHOCTU Hapoaa, UCTOPUYECKM CIOXMBLUMECS B
npouecce ero opMmMpoBaHusl. B KOHTEKCTE ApamaTyprv onepbl HaLMOHarnbHbIE TaHLEeBarnbHbIE TEHAEHLMM BOMMOLLa-
10T MEHTanbHbIN KO TaHLa, HENoCpeACTBEHHO OTpaXKaloLMiA XapaKTepHbIE OTNMYMS U 0COObIe 3KCMPECCUBHBLIE YeEPThI,
CBOWICTBEHHbIE HALMOHasbHbLIM TaHLaM onpeAeneHHoro aTHoca.

KntoueBble cnoBa: TaHel, onepa, 6onblias TaHUeBanbHasa oopmMa, MEHTarbHbINA Ko TaHua, NOSIoOHe3, Masyp-
Ka, nonbKa, pypuaHT, ranon.

The relevance of the research. Currently the tendency to create new benchmarks in the development
of the European culture, and the problem of national identity and issues related to the manifestation of na-
tional characteristics in different fields of art are of key importance. In this regard, the consideration of the
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guestion of the formation of its national style, the national composer school is an actual sphere of scientific
interests in such European countries as Poland and the Czech Republic.

M. Karasovsky is the author of the first essay on the history of the Polish opera (Rys historyczny op-
ery polskiej; Warsaw: M. Gliicksberg, 1859). Works by B. Matseevsky and A. Walicki (monograph, 1873),
collected articles (edited by I. Belza, 1952) [6], monograph by Rudzynsky [4] are dedicated to the study of
the life and works of Stanislaw Moniuszko.

O. Gostinsky is the founder of the Czech musical historical science, the author of the monograph
about B. Smetana, active propagandist of his works. Z. Nejedly is a Czech musicologist, literary critic, author
of studies of B. Smetana operas. In the monographic work of Z. Nejedly consisting of the two-volume "The
history of Opera of the National theatre" (1935) till the period of foundation of the Czechoslovak Republic,
huge actual material is collected and summarized. A. Buchner — a student of Z. Nejedly, is the author of the
illustrated study "Opera in Prague" (1985).

However, the problem of study of questions of the implementation of dance genres in the Polish and
Czech Opera of the period of development of national schools remains very little investigated. The specified
position is the relevance of this article.

The purpose of the research is to determine and consider the manifestation of national dance
tendencies in the operas "Halka" by S. Moniuzsko and "The Sold Bride" by B. Smetana.

Presentation of the main material. In the history of Polish and Czech music opera takes a special
place.

By the middle of the XIX century, characteristic features of development of the Polish national opera
school had been defined.

The appearance of the opera "Halka" by S. Moniuszko is a symbolic event in the history of the Polish
musical national composer school, the first sample of the national opera style.

In the first edition of the opera (created in 1848 and performed in Vilno in the concert version), there
were no popular arias, mazurkas and dances of the highlanders afterwards. On January 1, 1858 a premiere
of the opera "Halka" in a new edition [3] took place on the stage of the Warsaw Opera Theater.

The most significant virtues of the opera are new images, in an artistic form reflecting the ideals of
national freedom, as well as new intonation sphere and original melodic language of the whole opera. In
many ways, these features are determined due to the bright, colorful, sufficiently developed dance sphere of
the opera.

Dance episodes of the opera make up a great dance form, naturally entering the form of the whole
opera. A great dance form is a collection of separate dance episodes distributed throughout the opera, more
or less decorated, but connected together by a single principle of dramatic development.

The range of the embodiment of various dance genres in the opera is wide enough: from aristocratic,
ballroom dances to flamboyant Polish folk dances.

An overture is threaded with dance rhythms and motifs, which are used in the introductory, connect-
ing and culmination zones. At the beginning of the opera, right after the overture, polonaise sounds in a sol-
emn, courtly style (Allegro pomposo). Gorgeous, sustained in classical traditions, the dance is the first epi-
sode of a great dance form. According to C. Cui, polonaise "is the best opera number in the musical sense; it
is not deprived of breadth and strength, full of character, quite musical, perfectly built "[2, 157].

There is a hall in the Stolnik's house on the stage. Couples are bypassing the stage, performing pol-
onaise. Inviting orchestra exclamations sound. With two key marks, the tonal basis of the entry is A-dur, in
this connection — the confirmation of the third and fifth, which persists throughout the entire orchestral entry,
coloring with a thematic melody gradually moving from tonic foundations to melodization. Gradually A-dur
transforms into a sense of dominance, the support for D-dur appears in the tenth bar on fortissimo. It is antic-
ipated and surrounded by the appearance of a triotic fragmentation, tremolo of the thirty-seconds. Then the
next thematic section begins, characterized by greater rhythmic-motional mobility, contrast of timbre lines,
again — fanfarity, then gradual fragmentation and transformation of the rhythm formula. The appearance of
double dominant in the party of the orchestra introduces the beginning of the stage action, where solo, duet,
then choral parts are constantly accompanied by the rhythmic formula of polonaise. Dance rhythms pene-
trate into the part of Dzemba, Stolnik, all participants of the stage (including the choir), express an elevated
atmosphere of preparation for the wedding action, and only occasionally coincide with the leading or accom-
panying line of the orchestra. The main theme is the tonality D-dur. The combination of the timbres of the
orchestra, the vocal ensemble (Dzemba, Stolnik) and the choir (tenor and bass) form a unique musical syn-
thesis. The harmonious simplicity of the scene is justified by the clarity of the dance line. The culmination
zone coincides with the generalized participation of all actors of the scene, prepared by an ascending pas-
sage, aimed at the key D-dur, which holds in suspense the stage action for some time. A wavy movement is
emphasized by analogies in the preparation of variant repetitions and dynamic "explosions" fortissimo. After
the second wave, imitation is added, as an additional developmental principle, corresponding to the excite-
ment of the remarks and emphasizing the joy of the event. Then the basic rhythm formula of polonaise re-
turns, which is clearly defined in the orchestral part and only partially supported by the soloists and the choir
as a refrain that creates a rondal form. The episode Un poco piu lento loses the features of dance, although
some dance intonations are introduced into the solo-choral context. Then polonaise returns on the stage.
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Thus, the introduction and the entire first scene of the opera are threaded with the stabilizing genre
of polonaise. Dance is written in the form of rondo, where in the initial episodes dance rhythmic motions are
actively developing, returning in the final refrain, where there is an exact orchestral repetition.

We shall note that in the aria of Stolnik (scene number five) the composer applies the rhythmic for-
mula of polonaise again. In this case, Stolnik reproduces an old manner of dance performance: "We will
prove and show how they danced in the old days".

The next episode of a great dance form is mazurka. A brisk, effective in terms of instrumentation
dance completes the action. Thus, the dance scenes of the ball frame the first action of the opera.

In the third act, there is a contrasting episode of a great dance form. The scene of the mountaineers'
dances is peculiar due to a completely different, original dance color. Peasant dances are written in a moving
pace, they are characterized by energetic rhythms and original harmony, coming from folk instrumental per-
formance. Genuine folk dance traditions are masterfully recreated by the composer. Against the background
of the mountain scenery, the peasants dance playfully. This scene directly affects the drama of the opera: it
creates a certain stop in the action, and thus contrasts with subsequent dramatic events.

The question of the formation of its national style, of the national composer school in the Czech Re-
public was of the same relevance in the middle of the XIX century.

The works of the composer B. Smetana became a powerful impetus for the development of the na-
tional self-affirmation of the Czech people. In the works of B. Smetana "the pictures of the history, people's
life and nature of the Czech Republic revived, the rhythms of folk dances, the melodies of Czech songs fas-
cinating by their beauty and freshness began to sound" [1, 247].

B. Smetana is the creator of the Czech national opera (in 1863 — the opera "Brandenburgers in the
Czech Republic"). His comic opera "The Sold Bride" was the most popular. The composer himself notes
emotionally: "The Sold Bride", perhaps, does not belong to me anymore. The people paid for it — with their
love — so generously that | have already lost all right to it "[8, 98]. The opera is "full of inner freshness, a
sense of joy, a dance rhythm" [8, 33].

The original version contained two actions. In the latest version of the opera, there are three actions,
dances polka and furiant [5] are added. Dance episodes play a significant role in the drama of the whole
opera, together they make up a great dance form.

Particular importance in the opera is acquired by the rhythms and melodic turns of the traditional
Czech national dance — polka. They are audible in overture, they are used by the composer in a large folk-
mass scene, which opens the first act (the chorus "How can we not have fun", written in the form of rondo)
and many other opera numbers.

Vivid tempo and dance rhythm are characteristic of Kezal's part "I'm telling you, Pan Krushina" (sce-
ne 3, Allegro vivo).

In the final action, there is polka with the choir (scene 5). A bright humorous everyday picture: the
people gather in the tavern, the young people are dancing. In the orchestral introduction, intonations of the
main theme of polka were used. After the orchestra’s performance of polka (a wide dynamic range from pi-
ano, dolce, dolcissimo to marcato, ff) the choir enters: "Come on, guys, well, girls, do not you get dizzy in the
dance". This episode of a great dance form is an interesting embodiment of the stage synthesis of the choir,
orchestra and traditional folk dance.

B. Smetana creates a beautiful sample of polka genre (the name of the dance comes from the Czech
pul kroku — half a step).

A popular Czech public dance was widely spread in the 40s-50s of the XIX century already as a sa-
lon and ballroom dance. It is danced in pairs, the tempo is fast. The musical size is 2/4; it is characterized by
the rhythmic clarity of fairly simple rotational movements. The main step was bouncing, it was split into half-
steps (this name is associated with the name of the dance). Features of the composition: it is performed with
movement further in a circle, turns and figured inserts.

In the second act, after the choir "Who drinks beer with us" a colorful dance — furiant follows. Its
theme is the only authentic Czech folk melody used by the composer. With the help of an appeal to the folk
dance genre, the composer creates a picturesque, humorous everyday picture.

A Czech folk dance — furiant (Czech furiant, lit. — snob, a proud person) is performed in pairs "in rap-
id movement with characteristic contrasts of two and three-tier meters, with pointed accentuation, etc." [7,
140]. Dance steps, complex twists and turns are the main movements.

The duet of Enik and Kezal is full of the bright melody of the dance character.

In the finale of the second act, themes from overtures that have a dance character are repeated.

In the third act, the composer creates a bright, colorful genre scene, using a popular version of the
ballroom dances of the XIX century — a temperamental gallop.

The term "gallop" (from French Galop — lit. "race") was originally used exclusively in cavalry. The
origin of the characteristic race-like movements in the dance with the same name is associated with the
transformation of the round dance movements of public dances in the European countries (Germany, Hun-
gary). In the ballrooms of France, this dance appeared at the beginning of the XIX century and it often ended
the program of the dance evening. Gallop was the final part of such dances as quadrille and ecossaise. Gal-
lop is a very spirited quick round dance in 2-4 time [9, p. 139]. The pace of the dance is fast, rapid. The basic
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movements of gallop are race-like pair dance figures — pas glisse, performed forward or backward. The
drawing of the dance is a pair movement in a circle. From the point of view of the development of dramaturgy
in the opera "The Sold Bride", the energetic character of the gallop dance corresponds to the climax of the
third act. B. Smetana creates a colorful sample of this genre variety — gallop of comedians.

Conclusions. An analysis of national trends in the dance episodes of the operas of various national
schools proves that every sample of a dance genre reflects mental characteristics of the people that have
historically evolved in the process of its formation. Each movement is a concentration of certain ethno-
characteristic emotional-figurative information.

In this regard, it is justified to introduce a concept of "mental code of dance", which is connected with
the fact that many national dances reflect the characteristic difference and special expressive features pecu-
liar to a certain ethnic group. What distinguishes different national dance traditions? They are based on the
unique original movements characteristic to a certain ethnic group and well-established dance forms (ethnic
dances). "Dance Code" is special information that concentrates the deep qualities of each particular dance
and passes them to the performer (and the viewer). It is expressed with the help of codified movements (pa),
comprising the basis of the dance.

The prospect of the further development of the theme. National trends in the dance episodes of the
operas of other national schools are no less obvious. In particular, dance genres in the opera works of the
Ukrainian composers acquire great importance. It should be noted that during two hundred years of the his-
tory of the Ukrainian opera, beginning with the works of the XIX century (S. Gulak-Artemovsky, P. Sokalsky,
N. Arkas, N. Lysenko) and ending with modern productions (K. Dankevich, M. Karminsky, A. Kos-Anatolsky,
V. Gubarenko, etc.), dance episodes are an internal genre element, contributing to the identification of mental
features in the style of the work. A great dance form is a component of many opera works of different epochs
and national schools, becoming an effective means of drama for the whole opera. This, undoubtedly, confirms
the relevance, universality of the proposed concepts and shows the need for further research of this issue.
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