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Miroslaw Kordowski Tance folklovystyczne sq najwazniejszq czesciq
kulturysnarodowej. Zjawisko to jest typowe dla

TANCE NARODOWEJ POLSKIEGO FOLKLORU DO CELOW. Poiski. “Badanie zrédel literackich  pozwala

LITERATURY wnieskowad, Ze istnienie folklorystycznych tancow
narodowych — uwarunkowane jest najwazniejszq
potrzebq czlowieka i sposobem Zycia spoleczenstwa.
Taniec ludowy wraz z jezykiem, literaturq, muzykq
stanowi integralnqg czeS¢ kultury narodowej. W
artykule rozpatrzono istote i znaczenie
folklorystycznego tanca narodowego w kontekscie
literackich studiow nad jego istnieniem w roznych
regionach Polski.

Miroslaw Kordowski Folklore dances are the most important part of the
national culture. This phenomenon is typical for

DANCES OF NATIONAL POLISH/FOLKLORE IN THE CONTEXT Poland. The study of literary sources allows us to

OF LITERATURE conclude that the existence of folkloric national
dances is conditioned by the most vital need of man
and the way of life of society. Folklore national
dance, along with language, literature, music, acts as
an integral component of national culture. In the
article the essence and significance of folklore
national dance in the context of literary studies of its
existence in various regions of Poland is considered.

In Poland, dances could be observed in various periods. Some of them are native, other suggest a different origin. They are a
mixture of ouf own, inherited anonymous art of local communities, borrowings from other cultures, and creative, also anonymous,
transformations“of those borrowings. Until 19th/20th century development of dances shared the same geographical and historical
conditions with other elements of culture.

Analytical view of dances in various regions as well as choreographic and technical comparisons were done by Grazyna
Dabrowska in W kregu polskich tancow ludowych, where she distinguished five zones of Polish dancing, each of them covers several
neighbouring regions14. 1. The North-West region, including: Silesia, Wielkopolska with Kalisk and western part of Kuyavia,
Pomerania with Kashubia, Warmia and Masuria. 2. Central region — covers the whole Masovia with Kurpie, western Podlachia, eastern
Kuyavia with Dobrzyn land, Sieradzkie, L.gczyckie and the northern part of Matopolska;3. Eastern region — East-North and South of
Podlachia, Lubelskie, and East-North part of Matopolska. 4. Southern region — covers whole Malopolska without mountains; 5.
Mountain region — all Southern regions of the Polish Podtatrze and Tatra mountains: Pieniny, Gorce and Podhale with Spisze and
Orawa. The representatives of the mountain region are also Czadca highlanders (pol. gorale), even though they live near Zielona Goéra
and Wroctaw.

14G. Dabrowska, W kregu polskich... [Among Polish...], p. 54.
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It is obvious that this division is only conventional, as each of the dances and their types known in a region can have its
equivalents in other parts of the country or even outside of its borders. On the borders of these regions and subregions, there are
significant mixtures or transition types. Defining a strict line between various regions and zones, just as defining the area of dances of
various countries, is difficult. It can only be concluded that they do not follow any administration division, though they can follow the
range of local dialects and languages.

Zones of dances can be called zones of dance dialect, following Hungarians, who use the term to define regions where dances
with similar features occurred. On the basis of this division lay differences and similarities between regions, so there is a set of dances
that the quality and execution of most of its dances show similar dominating features in several neighbouring regions.

Therefore, in the North-West region, there are dances currently most commonly referred to as: Silesian, Kalisz,
Wielkopolska, Patuk, Kuyavian, Kashubian, Warmia and Masurian. Their common features include complex structure and entertaining
nature of most dances, often arising from the text of the vocal accompaniment, i.e. words which are sung during the dance.

The style of these dances can be described as a kind of “caution”, even in dynamic dances. High dose of elegance is
sometimes contrasted by crudeness elements (e.g. Wielkopolska dupnik dance,) and arising from that — lack of ethereal lightness that is
typical for Southern dances. In Silesian, Kashubian and Varmia dances, there are mostly triple rhythms. The whole region has the
oldest of the Polish dances, the chodzony[walked] polonaise.

The central region covers such dances as: Kurpie, Masovian (variousparts of Masovia), western Podlachia, Sannikiand
Lowicz, Kuyavian, Leczyce, Sieradz, Rawsko and Opoczyn, Kielce, Swigtokrzyskie, Powisle, Sandomierz. Great diversity of folk
dances of the central region has the same basis of the dominating dances with mazurka rhythms. They are danced in pairsiamong other
dancing pairs, usually dancing in a circle — as mazurkas, obereks, okraglaks, owijaks and kujawiaks. Notwithstanding its quick pace,
the dance is performed with full a momentum of lightness and elegance.

The Eastern region covers dances of northern Podlachia, Lubelskie and Rzeszow. There are mostly two-part thythms. The
main execution factor is the temper of dances, which seems to be the decisive element. Dances aredight, with medium momentum and
more dynamically, slightly different than in the central region. These dances show the fully honest happiness of the reckless feast.
Especially the dances of the South of this region (Lubelskie, and most of all Rzeszow) are a reflection ofdecisiveness of dances, bold
courage and self-confidence.

The Southern region covers dances with various local names which appear il most“of Matopolska; among most of eastern
and western Cracow locals, and to the South, among LachowieSadeccy, just as well as in the Northern part of the region, to Miechow-
Jedrzejoéw. Their versions can be also seen at transition zones between the South€mn and Easfern regions, and between the Southern
regions and the mountain region. There are mostly two-part bar dances. They can be, characterized by their syncopated rhythm and
quick pace. They are mostly danced in pairs, among other dancing pairs. Fromtime to time, one of the pairs stops in front of the band
so that subsequent dancers could show their singing skills in chants that are ¢alled krakowiaks.

The mountain region covers dances of all mountains which lay, South from Poland, so — Podhale — Tatra highlanders, as well
as the whole Beskid with all of its varieties. They are completely_different from other Polish dances, in every aspect: contact of the
dancers, construction, technique, style, musical accompaniment15.

Considering the metric and rhythms, the whole country‘ean be covered by triple thythms. However, the farther South and
East, the more two-part rthythms (they are also present in other patts ofithe country).

Pace of dancing is medium and quick. In the South-East direction, the pace is significantly quicker, so more slow-paced
dances can be spotted in North-West Poland than in the Eastiand South.

Dances which arose among locals acquire their names in time: polonaise, krakowiak, mazurka, with their special meaning.
They have become a special phenomenon in ouf'culture:i\Danced under the direction of various leaders and adjusted to the music by
composers, they appeared in manors, mansions, in secial circles and ballrooms of aristocratic palaces in the country and outside of it.
Also townsfolk dances them, until they eventually appeared on a stage in a changed form. Similar level of fame, even though in a
smaller degree, was gained by kujawiak and oberek16.

The evidence of the Polish folk<dances appearing to the culture of higher society can be found in the sources of musical
period of renaissance, but they gaified'special.interest only during the romantic period, when the privileged groups became interested in
folk culture. These dances were introduced during masquerades and other town celebrations. Besides the seasonal satirical
performances of singers, almost no feast/could happen without a great mazurka and krakowiak17.

Krakowiak. Krakowiak is“afolk dance of the land of Cracow, one of the Polish national dances, with 2/4 beat. Pace of this
dance is medium, and its'eharacteristic feature is the syncopated rhythm — example 1.

Krakowiak
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Example 1 — Syncopated rhythm of a krakowiak Example 2 — Krakowiak — chant (O. Kolberg, Dzieta wszystkie. [Collected

works] Tom 46, p. 282, no. 458)

In the folk music, krakowiak begins with a chant, usually based on 4 two-bar phrases that is sung before the dance; then it is
followed by a band that gives a song a lively rhythm — example 2.

15G. Dabrowska, W kregu polskich... [Among Polish...], p. 55-58.

16P. Dahlig, Muzyka ludowa we wspétczesnym spoleczenstwie [Folk music in the modern society]. Wydawnictwo Szkolne i Pedagogiczne, Warszawa
1987, p. 75-77.

17T. Zygler, Polskie tance ludowe [Polish folk dances]. Drukarnia Wydawnicza w Krakowie, Muzeum Etnograficzne, Krakow 1952, p. 8-10.

161



The dance had absorbed old folk dances, which were independent before or belonged to a marriage ceremonies. The name of
krakowiak appeared in 18th century to describe the two-bar Cracow dances with various local names, created after their choreographic
and technical features (e.g. mijany, suwany, dreptany, przebiegany, scigany, all words related to passing by or running) or after a place
(skalmierzak, szopieniak, wislaczak, proszowiak). In the beginning, krakowiak named both syncopated melodies and (less frequently)
no syncopated; later usually only the first ones. Seldomly the syncopates of krakowiaks appear in the Polish dances of 16th and 17th
century, although their use is different than in krakowiak. In 18th century, rhythms of krakowiak joined the symphony music, and
especially the vaudeville art. In the end of 18th century and beginning of the 19th century, krakowiak became a popular dance and
quickly spread all around the country. Keeping its separate rhythm and dancing step, it gained new dance elements in every region.
Many krakowiaks with sentimental or patriotic text became popular then. This tradition gave us for example the popular krakowiak,
Albosmy to jacy tacy (Because we are such)18. Krakowiak from the beginning of 19th century was described in detail by Kazimierz
Brodzinski in Wiestaw. Sielanka krakowskal9.

Naprzod wychodzi, przed muzyka staje: [In front goes he, before the musician he stands] // Halina w plasach reke mu podaje;
[Dancing Halina giveshim a hand] // Za nim sie w kolo mlodziency zebrali, [Behindhimther eare the boys gathered] // Nucq i bijq w
podkowki ze stali. [Humming and beating in stall horeshoes] // Wiestaw sie¢ za pas ujat rekq prawq [Wieslaw held his waist with his
right hand] // I plasa lekko przed Haling Zzwawa, [And dances lightly before the lively Halina] // W skrzypce i basy sypnat grosza
hojnie, [He generously threw money to violins and basses] // Ojcom za stotem sktonit si¢ dostojnie, [He elegantly, bowed to fathers
behind the table] // Tupnat i glowe nachylit ku ziemi [He stamped and he bowed his head to ground] // I zaczaql nuci¢ stowy takowemi.:
[And started humming with words that come:] // Niechze ja lepiej nie zyje, [Let me better not live] // Dziewcze,“skarby moje, [My girl,
my precious] // Jesli kiedy oczka czyje [If eyes of anyone are ever] // Milsze mi nad twoje... [More previous to.me than yours...]

The first published collection of krakowiaks are Krakowiaki gave to the Polish with music collected and prepared for the
piano by Franciszek Marecki, and with lyrics of Antoni Gorecki (Warsaw 1816). Krakowiaks from 'this“collection were added to
Krakowiakow zebranych i utozonych na fortepian [ Krakowiaks collected and prepared for piano] by, Wineenty Goraczkiewicz (Vienna
1829). Out of Polish composers, krakowiaks were written for example by Ignacy Feliks Dobrzynski (in the finale of Symfonii na tematy
polskie — Symphony on Polish themes), Frederic Chopin (Krakowiak for the piano with orchéstra), Zygmunt Noskowski (Krakowiaki
for a piano for 4 hands), Ignacy Jan Paderewski (Krakowiak fantastyczny — Fantastic krakowiak),J Karol Szymanowski (Krakowiak for
the piano). Krakowiak gained popularity also outside of Poland, for example Michail Glinka@added'it to the opera (Ivan Susanin) Life
for the tsar20.

Kujawiak. Kujawiak is a folk dance with masurian rhythms. The namécomes from a region, it appeared first in a poem
Pasterze mili. Sielanki Kujawskie [Nice shepherds. Kuyavia nidyllas] by Feliks Jaskélski in 1827. The precious text is a source of
information which carry for example the oldest record of the kujawiak name. Zaczefa sie zabawa, urznqt kujawiaka... Skrzypek,
Rozyna z Jankiem w pierwszej parze skaka [The funhasbegun, he played kujawiak... Violinist, Rozyna with Janek dance as the first
pair] 21. As a ballroom dance, kujawiak has 3/4 bar — example 3, danced in pairsiwith varying pace from slow to very lively.

Kujenwiak Mazur z kantylenq
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Example 3 — Kujawiak (O. Kolberg, Kujawys,cz. Il no. 422) Example 4 — Location of accents

According to the old tradition; Kuyavia danced in slowely from the beginning until the end, however its developing forms
connected many variationsdnd way of dancing22. Danced and composed out of three dances, the kujawiak can be characterized with
its faster and faster turnst chodzony i.e. the Polish one (walked), odsibka (from oneself — turn right), i.e. the proper kujawiak, ksebka
(turn left), i.e. kuyavian obertas, the quickes out of the three. Dancers often leave the first part and begin with the second, then they
dance the quick ksebka23. The end of the whole dance is kujawiak na talarku, in which pairs face each other and turn very quickly in
one place. This danceshas many repetitions of text and melody. Kujawiak is the richest national dance in terms of movement, and its
melodies aresfeal pieces of art of folk lyrics, such wonderfully transformed by Frederic Chopin in mazurkas24. The oldest study of
kujawiak edmes from about 183025.

Magzarka. Mazurka is danced in pairs. The general name mazurka comes from the row of the Polish three-bar folk dances.
Accent in a mazurka are put in various parts of a bar, most commonly however they are in its third part, which gives the dance a lively,
even fire-like features — as in example 4. In folk songs with mazurka rhythms the accents — contrary to popular opinions — are rare and

18T. Zygler, Polskie tarnce ludowe [Polish folk dances], p. 10-12.

19K. Brodzinski, Wiestaw. Sielanka krakowska [Wieslaw. Cracow idyll]. [in:] M. Romankéwna (ed.), Biblioteka Arcydziet Poezji i Prozy.
Wydawnictwo M. Kot, Krakow 1947, p. 6.

20A. Chodkowski (ed.), Encyklopedia... [Encyclopaedia], p. 464.

21F. Jaskolski, Pasterze na Bachorzy. Sielanki kujawskie [Shepherds at Bachora. Kuyavian idyllas]. Opracowanie Bogdan Burdziej, Wtoctawski
Towarzystwo Naukowe, Wioctawek 2005, p. 22.

22T. Zygler, Polskie tance... [Polish dances...], p. 17.

23G. Dabrowska, W kregu polskich... [Among Polish...], p. 63.

24T. Zygler, Polskie tance... [Polish dances...], p. 18.

25A. Chodkowski (ed.), Encyklopedia... [Encyclopaedia], p. 471.
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they usually appear along with accented words. The triple bar with great number of dance figures, different space solutions and quick
pace require high skills from dancers. It is a show of male skilfulness and temperament, as well as female elegance and gracefulness26.

Before the final development of this dance, i.e. before the chodzony — Polish, obertas and krakowiak, Masovia knew it as
wyrwas, szumny, gniewus and goniony (all word related to strong emotions and liveliness), mentioned by Jan Kochanowski in Sobdtka.

... Tam juz piesni rozmaite [There are various songs] // Tam bedq gadk ipokryte [There are various talks] // Tam trefne plesy
z uktony, [There are joyful dances with bowing] // Tam cenar, tam i goniony... [There is cenar, there is also goniony...]

Mazurka circled around palaces and gained wide variety of movements which distinguished it from other dances. In the
middle of 19th century, it became known to the whole world as a ballroom dance, artistically transformed by dance teachers. They
organized steps of a folk dance and defined figures, which had been freely combined by dance leaders before27. A characteristic
feature of mazurka rhythm is a bar group — example 5.
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Example 5 — Bar group typical for mazurka Example 6 — F. Chopin, Mazurek op. 30. 3

The basic rhythmical scheme is often modified by prolonging of the first and the third rhythmical value,with a dot (especially
in art music), and decorating with figure sounds gets richer with slower pace. Mazurka as a music piece got'popular because of
Frederic Chopin, similarly to polonaise, and was introduced to stage by various composers of operas and ballets.

First records of pieces with mazurka rhythms from Poland appeared in tabulatures. Since,the second half of 17th
century, more and more pieces with mazurka rhythms had been appearing, by such artists as Jehann) Philipp Krinberger, Michat
Kleofas Oginski, Wojciech Dankowski, Antoni Haczewski and others. In 19th century, mazurkas became fashionable for: Jozef
Ksawery Elsner, Karol Kurpinski, Ignacy Feliks Dobrzynski, earl KaroaSottyk, Jozef Damse, and first and foremost for Frederic
Chopin — example 6, as well as Maria Szymanowska, Oskar Kolberg, Stanistaw Moniuszke, Henryk Wieniawski, Aleksander Zarzycki
and Karol Szymanowski28.

Oberek. Oberek is a folk dance which is still widely popular among the Poles, especially in Masovia and near Radom. It can
be characterized by mazurka rhythms with 3/8 bar and very lively pace. Its wide ¢ange in Poland prevented it from getting a region-
related name, such as krakowiak, kujawiak or mazurka. The name of oberek comes ftom obwyrtanie, obertanie, and obertas. Oberek
was also known as ober, obertas — example 6, drobny, okrqgly, owijok (in, Sieradzkie)pzwijacz (all words related to small pieces or
coiling).

Obertas Berek - oberek
od Wiclunia (Kopydlow) Julian Kwiatkowski
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Example 6 — Obertas — Oberek (O. Kolberg, Dziela wszystkie. Example 7 — Instrumental oberek with accents

[Collected works] Tom 46, p. 124, no. 200)

In southern Poland obertas and similar names appear also to name two-bar dances. Obereks are thus very different and have
significant local features, depending on the'region of dancing. Because oberek is a very quick and lively dance, it is often preceded by a
polonaise, i.e. a chodzony (walked) dance, and'then a slower kujawiak29.

In art music triple bar danees such as oberek or obertas were composed by: Oskar Kolberg, Henryk Wieniawski, Roman
Statkowski, Karol Szymanowski, Grazyna Bacewiczéwna.

All three parts of abar are accented the same in a dance. In a stage oberek, there is stronger accent towards the first part of a
bar30; meanwhile in instrumental music, second and third parts can be accented as well in order to increase performance value. 3/4 bar
can be observed to facilitate performance of instrumental players (most often amateurs) — example 7.

Polonaises Polonaise is thought to be a noble dance. It comes from an old folk dance called a chodzony [walked] which
appeared in 17th¢entury as pieszy or chmielowy. Chodzony is usually dances in triple bar. It has characteristic thythm which can be
usually met in.accompanying parties of instruments — example 8, to a part very rich in rhythmical divisions of the melody — example 9.

Suita nr 1 Tarce polskie - Polonez
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Example 8 — Rhythmical formula of a polonaise with cadence Example 9 — Melodic line of a polonaise

26G. Dabrowska, W kregu polskich... [Among Polish...], p. 62.
27T. Zygler, Polskie tance... [Polish dances...], p. 15.

28A. Chodkowski (ed.), Encyklopedia... [Encyclopaedia], p. 530.
29T. Zygler, Polskie tance... [Polish dances...], p. 17.

30G. Dabrowska, W kregu polskich... [Among Polish...], p. 62-63.
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Skilful adjustment of this seemingly simple and usual walked step resulted in various names. According to Tadeusz Zygler,
this dance can be characterized by smooth step, sweeping and rich gestures.Depending on temperament of the folk in various parts of
Poland, the chodzony can be danced quicker or slower31. Polonaise was danced during marriage ceremonies, it was gracefully
adjusted to various moments of such ceremony, so it was given such names as chodzony staroscienski, dokota [all around], do przodka
[to the ancestor], swieczkowy [candle-like], poduszkowy [pillow-like], in Kuyavia — powolny, powolej, tazony (all words related to
slowness), and in Masovia — polizon. The whole Poland gave it names like: Polish dance, pieszy (walking) ,obchodny (going around),
okrqgly (circular), starodawny (archaic), wolny (slow)32.

Polonaise was always started by the most noble pair, the so-called primus inter pares, and only then other pairs followed,
often by hierarchy of age — example 10. Today this dance is dances with grand, full of dignity walk, for example during proms.

...Polonezaczaszaczqé. — Podkomorzyrusza [It was time to start a polonaise. — The chamberlain was moving //1 z
lekkazarzuciwszywylotykontusza, [And lightly throwing back the flowing sleeves of his kontusz] // I wasapokrecajqc, podalrekeZosi
[And twirling his moustache, he gave his hand to Zosia] // I sktoniwszy sie grzecznie, w pierwszq pare prosi. [Then, bowing nicely, he
asks her to dance in the first pair]. // Za podkomorzym szereg w pary sie gromadzi, [After the chamberlainethereis a row of pairs,]
// Dano hasto, zaczeto taniec — on prowadzi... [A word was given, dancing begun — he was leading...] 33

In the Polish music, art form of the polonaise was created by M.K. Oginski with introduction of a trio. In his work, there were
two types of a polonaise: quick with major tone, and slower with minor tone, with elegiac features. Oginski’s polonaise was referred to
by J. Elsner and K. Kurpinski, and especially F. Chopin, whose stylizations of polonaises were much higher than, those of other
composers in this matter; they were the evidence of a national style in the Polish music of 19th century. Chopin’s polonaises are
usually three-part with a trio, some of them revealed influences of a roundabout form (e.g. E flat minor polonaise, @p.26 no. 2), sonata
form (e.g. Polonaise — Fantasy op. 61) or other dance forms (e.g. Polonaise F sharp, op. 44 with a trio in,mhazurka pace), sometimes the
proper polonaise was preceded by an introduction (e.g. Andante spianato and Polonaise E flat major op.22)34."Polish music after
Chopin heard polonaisesby H. Wieniawski: D-major op. 4. A-major op. 21 and Polacca brillante Esmajor35, polonaises in operas like
The Countess and The Haunted Manor by S. Moniuszko, Polonaise F sharp op. 6 by Juliusz Zarebski, Elegiac polonaise by
Z. Noskowski, Polonaise of Polish dances by K. Szymanowski. Among other composers, polonaises were popular in operas: The
Marksman by Carl Maria von Weber, Mignon by Ambroise Thomas, Eugene Onegin by Riotr Czajowski, Borys Godunow by Modest
Musorgski36.

Tampana baouuy Mysvikanmol, HA. APOMANCEHUU MHOSUX BEKOB CHPEMUNUCD
BbIPABUMBLE 36YKAX GU3YANbHBIE 00PA3bL, XYOOUCHUKU — NPUOAMb
MY3BIKAJIbHBIA HUHCTPYMEHT JIIOTHA U EE ¢opmy myseixambuviv  eneuamaenusm. OOHUM U3 21GGHLIX

PENNPE3EHTALIUA B MPOM3BEJAEHUSAX cumeonos esponeiickoti mysviku u scugonucu XVI-XVIII es. cmana
N30BPA3UTEJBHOT'O HCKYCCTBA JUOMHS.
Tatsiana Babich Musicians for many centuries sought to express in sounds visual

images, painters — to give shape to musical impressions. One of the
MUSICAL INSTRUMENT LUTE AND ITS main symbols of European music and painting art of the 16-18"
REPRESENTATION IN FINE ART WORKS centuries was the luth.

Mys3blka W KHBOINCH HEPA3PhIBHO CBS3aHBI MEXTY c000i. My3BIKaHTHI Ha MPOTSHKEHHM MHOTHX BEKOB CTPEMMIIIHCH
BBIPA3UTh B 3BYKax BU3yalbHBIE 00pa3bl, XyAOKHHKH— IpUIaTh (GOpMy My3bIKaIbHBIM BIEYATICHUSAM. B mocnenHee BpeMst BHUMaHNE
HccleloBaTeNel IpuBIeKaeT TeMa PeNpe3eHTAM MYy3bIKaIbHBIX HHCTPYMEHTOB B NPOU3BEACHUAX XKUBOMUCU. B HCKyccTBOBeeHUN
odopmuocs ocoboe HampasieHHe — MySbIKaibHas HMKOHOTpadus, KOTOpas HM3ydaeT OCOOCHHOCTH BOIUIOLICHHS MY3bIKAJIbHBIX
CIOKETOB B M300pa3UTENFHOM HCKYCCTBE, UCCHEAYET CHMBOJIMKY MY3BIKaJbHBIX MHCTPYMEHTOB, CIIOCOOBI H300paKeHUsI U 3HAUYCHHE
CLEH MY3UIMPOBaHUS U Ip. BE3yCHOBHO;TAKOIO poja MCCIEAOBAHUSA JAEMOHCTPUPYIOT OTHOIICHHE K MYy3bIKE B pa3iIM4HbIE
XYI0’KECTBEHHBIE JIOXHU, NEPEAAIOT 4ePThl My3bIKaJbHOM KyJIBTYpPBI IIPOILIOTO, a TAKXKE UMEIOT BaKHOE NIPUKIAJHOE 3HAYCHUE UL
AyTEeHTHYHOTO HCIIOTHEHUS CTaPUHHONW/MY3bIKA COBPEMEHHBIMU HUCIIOMHUTEISIMH. «My3bIKanbHBIE CIIEHBD SBIAIOTCS CBOCOOPa3HBIM
«3epKaTOM» KHU3HH JTIOXW, BH3YaIbHBIM CIHOCOOOM TO3HAHHS MHpa. VICTOpHs XyZOXKECTBEHHOH KyIbTyphl 3HAET HEMAJo NPHMEPOB
HMHCTPYMEHTOB-CHMBOJIOB) JINPA —'CUMBOJI AIIOJUIOHa U MCKYCCTBA B LIEJIOM; OPTaH — My3bIKaJIbHBI CUMBOJ KaTOJMYECKON LIEPKBH;
(oprenuaHo — CUMBOJ €BPOICIICKOM MY3bIKAIBHOM KyJIbTYphI HOBeiiero BpeMeHr. OJJHUM 13 TJIaBHBIX CHMBOJIOB CBETCKON MY3BIKH
EBponsr XVI-XVIII BB. cTaja nroTHS.

JIrofHSA)— “ApeBAEHINNI CTPYHHO-IIUIKOBBIA MY3bIKAJIbHBIH HMHCTPYMEHT, UMEIOLUIMH JOJTIYI0 M HUHTEPECHYI0 HCTOPHIO.
JlpeBHIM HpeKOM JIOTHU SIBISETCSA CTPYHHBIM HHCTPYMEHT ajb Yl WM Y (B Iep. — 1epeBO) — ITIaBHBI HHCTPYMEHT apabo-UpaHCKOH
MY3BIKATEHOR/KYIBTYpEL. [lepBoHauanbHble cBeeHnsT 00 3ToM HHCTpyMeHTe, oTHOocsATes K [I1I-VII BB. Y1 — HHCTpYMEHT K KOTOpOMY
Ha Bbmmxaem BoeToke mo cux mop OTHOCSTCS ¢ OCOOBIM ITOYHTaHUEM, YTBEpXKJas, YTO OH SIBIISIETCS Pe3yJbTaTOM TBOPEHHS BHYKa
[Ipopoka. Yn umen rpylleBUIHBIA KOPITYC, KOTOPBII M3rOTaBIUBAICA M3 OPEXOBOIO WM IPYHIEBOrO OEpeBa, AEKYy M3 COCHBI,
KOPOTKYIO IIEHKy M BBITHYTYIO Ha3aJ TOJIOBKY; 3BYK Ha HEM H3BJICKAIH TIPH IIOMOIIM IUIEKTpa. B KOHIE cpemHUX BEKOB y1 OBLI
3aHEeCeH MaBpaMHU U caparHaMi B Mcmanuio u Ha Cumumio, rae oH Obi1 n3BecTeH Kak laud (ucm.). Otkyna B XIV B. nox Ha3BaHHEM
WIOTHA» U ¢ HEKOTOPHIMU M3MEHEHUSIMH B KOHCTPYKLUH PAaCHpOCTPaHWICS B cTpaHaX 3amajgHoil, a mo3aHee U Bocrounoit EBpomnsl,
BKmodas bemapycs. Ha mpoTsbkenun Bceit ncTopum ObITOBaHMS JIIOTHH B EBpore ee KOHCTPYKLHsS MOCTOSHHO H3MEHsJIach B
COOTBETCTBUHU C MOTPEOHOCTSIMHU, KOTOpPbIE AUKTOBAIN MY3BIKalbHbIE BKYCHI 3MOXH. M3 COXpaHMBIIMXCA B MYy3€HHBIX KOJUIEKLUSIX
€BPOICHCKIX HHCTPYMEHTOB CaMble paHHHE 00pa3Iibl JTI0TeH OTHOCsTCs K Havainy X VI B. [1, c. 20].

31T. Zygler, Polskie tarnce... [Polish dances...], p. 8.

32T. Zygler, Polskie tance... [Polish dances...], p. 8.

33A. Mickiewicz, Pan Tadeusz. Ksiazka i Wiedza, Warszawa 1984, p. 383-384.

34A. Chodkowski (ed.), Encyklopedia... [Encyclopaedia], [in:] Chopin Frederic Francis, p. 530. 153-154.
351bidem, [in:] Wieniawski Henryk, s. 947.

36A. Chodkowski (ed.), Encyklopedia... [Encyclopaedia], p. 530.698-699.
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