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DANCE IN THE SALONS:
WALTZES, POLKAS AND QUADRILLES
IN SERBIAN PIANO MUSIC OF THE 19™ CENTURY

As public events, balls had an important role in social life among the Serbs in the Habsburg
monarchy in the 19" century. They were organised by the aristocracy and citizens, various associa-
tions and ethnic groups. The most prestigious were the so-called “nobles”, id est aristocratic balls,
while the civil ones were less elegant. A repertoire of dances was to some extent conditioned by the type
of the ball. Waltz, polka and gallop were very popular at civil balls, as well as stylised Serbian folk
dances, such as kolo. At noble balls, on the other hand, besides waltzes, polkas and gallops, it was
quadrilles and cotillions that enjoyed special popularity. On the other hand, in the young Principality of
Serbia, the organisation of the balls began in the 1860’s, both at the prince’s court and in better ho-
tels in Belgrade. In the 1860’s, the ball season in Belgrade was opened by Prince Mihailo Obreno-
vi¢. The dancing repertoire included Serbian folk and civil dances, as well as modern European
dances. Following the example of larger European cities, a trend of dancing in salons was as well
widespread among the Serbs. Socialising could spontaneously grow into dancing, and sometimes
dancing was the expected grand finale of the evening. In salons one could dance for family enter-
tainment, without guests. In court and civil salons in Belgrade, the gatherings, almost as a rule, ended
with dancing of popular international and Serbian folk dances. International salon dances make up
about a third of the salon music repertoire for piano. The polka is one of the most frequent interna-
tional dancing genres in the Serbian piano music of the 19™ century. Besides the polka, there are
other subtypes of this dance: the polka-mazurka, the polka francaise, the schnell polka, the polka
tremblante, the galopp polka, the polka valse and the polka caprice. After the polka, the waltz is
the most frequent international dance genre in the Serbian piano music. Besides the waltzes originally
written for the orchestra, numerous waltzes were composed for the piano. The popularity of quad-
rilles in ballrooms is also reflected in the albums of salon music for the piano. This dance genre,
which was composed in a potpourri manner, was especially suitable for having the melodies of popular
folk and civil songs arranged in it. While in the first half of the 19" century melodies in the quad-
rilles were either transcribed from popular operettas or operas, or were originally written by com-
posers, in the second half of the century composers mostly resorted to melodies of Serbian or Slavic
folk and civil songs. In the second half of the 19th century, Serbian folk dances, such as kolos, took
over the ballrooms and the albums of salon music alike. The approval of the Serbian identity was
sought in the kolo, and the emphasis on national characteristics through music was politically domi-
nant in the 19" century.
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INTRODUCTION

In the 19th century, balls were a favorite form of social entertainment. Unlike the cir-
cumstances in the 18t century, the new era brings with it an increasing number of balls
open to all social groups, which corresponded to a wider selection of concerts. In order to
acquire a clearer insight into the significance that ballroom dance enjoyed in society, we
will focus on certain segments that were part of this culture.

Throughout the century, and especially in its second half, more and more special
buildings were opened for dance parties: ballrooms, as well as various places for enter-
tainment and picnic areas, where music for dancing was played on Sundays. Casinos and
various social clubs also contributed by maintaining luxurious redoubt halls, and many
entrepreneurs, out of a desire for profit, invested capital in elegant entertainment venues,
where music for dancing was performed'. Dancing was also one of the usual forms of com-
pleting private gatherings in aristocratic and civil salons.

In almost all European countries, a dansomania among the rich and the poor led to
the abandonment of strict dancing conventions of the 18t century. In new century waltz,
polka, mazurka and quadrille left behind dances such as rigauodon, gigue, gavotte or alle-
mande and minuet. Dance teacher Johann Heinrich KattfuB wrote in 1800 that these dances
were no longer in vogue®. Waltz ruled dance floors, spreading across the globe at lightning
speed. From court, through fast waltzes of inns and salons, to those played by barrel organists
on the streets of big cities, this dance, with a pronounced and articulated first beat, crossed
not only national but also society boundaries.

Among other dances in pairs, a special place belongs to the polka, which appeared at
the beginning of the 19th century?. This lively Czech folk dance quickly became an integral
part of the ballroom dancing repertoire, and numerous polkas were published together
with other dances or in special collections of polkas with descriptive or popular titles. Local
dance teachers presented their variants of the polka: the polka-mazurka, where the steps of
polka are combined with a 34measure of mazurka, became the most popular in the 1840’s.
In Germany, the most popular was the Kreuzpolka, and during the 1850’s in Vienna dance
halls two new kinds appeared — a lovely Polka francaise and a lively Schnell Polka, similar
to gallop.

After 1800, group dances as well underwent a number of “innovations”. The quad-
rille became very popular at the beginning of the 19t century. This French dance, per-
formed by an equal number of couples in fours, was also popular at the beginning
of the 20th century. This is evidenced by a description from 1901: “the quadrille, that is still
danced today, contains six figures. In the beginning there were five of them (Le Pantalon,
L’été, La Poule, La Pastourelle, Finale), and Trénitz introduced the sixth, which was named
after him™. The figures alternate in duple (2/4) and triple (3/4 or 6/8) metre. This way
of performing, according to Bernhard Klemm, was “a vivid image of a solid society and its
conventional forms” . Music for quadrilles in the 19t century was most often a potpourri
of popular melodies from operettas and operas. The production of quadrilles in that period
is immeasurable and can compete only with waltzes and polkas.

' Salmen W. Tanz im 19. Jahrhundert. Leipzig : VEB Deutscher Verlag fiir Musik, 1989. P. 12.
2 Kattfu3 J. H. Taschenbuch fiir Freunde des Tanzes, Leipzig, 1800. S. 167, 185.

3 Waldau A. Bohmische Nationaltinze, Prague : Vitalis, 2003. 188 S.

4 Junk V. Handbuch des Tanzes. Georg Oleus Verlag, 1930. S. 1791-1792.

5> Klemm B. Katechismus der Tanzkunst. Leipzig : J. J. Weber, 1901. S. 188-189.
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With the industrial expansion and the expansion of purchasing power, the market
interested in “favourite” dances also grew. Scores of dance novelties were offered in
the form of pocket or individual editions, properly arranged, and composers, such as
Johann Strauss Jr., often gave their works well thought out and attractive titles. Popular
dances, composed for the orchestra, were also arranged for the piano and published in al-
bums of dances or individually. For example, the world-famous Strauss’ waltzes, polkas
and marches could be heard not only in ballrooms, but also in piano arrangements in civil
salons. The fact is that even in the salons, people liked to dance to the sounds of the piano,
which contributed to the popularity of dances in the piano repertoire. Dances and marches,
as genres characteristic for the public musical life, through the piano, as the most popular
instrument in the civil society of the 19th century, became an unavoidable part of the salon
music repertoire.

FROM BALLROOMS TO THE PRIVACY OF SALONS

Balls, public concerts and parties at home — as popular forms of social life during
the Biedermeier period — also spread to smaller towns in the countries of the Habsburg
monarchy. As public events, balls played an important role in social life among the Serbs in
the Habsburg monarchy in the 19th century'. They were organised by the aristocracy and
citizens, various associations and ethnic groups. The most prestigious were the so-called
“nobles”, id est aristocratic balls, while the civil ones were less elegant. A repertoire of
dances was to some extent conditioned by the type of the ball. Waltz, polka and gallop were
very popular at civil balls, as well as stylised Serbian folk dances, such as kolo. At noble
balls, on the other hand, besides waltzes, polkas and gallops, it was quadrilles and cotillions
that enjoyed special popularity’. The kolo was rarely danced, because it was considered to
be “rural, and even when it was danced, few people excelled, because not everyone knew
how to dance to it”’. However, as early as the 1840’s, academic youth organised Serbian
balls, which also featured Serbian folk dances. Serbian balls regularly commenced and
ended with a kolo, which often had the bagpipe accompaniment.

On the other hand, in the young Principality of Serbia, the organisation of the balls
began in the 1860’s, both at the prince’s court and in better hotels in Belgrade. In the 1860’s,
the ball season in Belgrade was opened by Prince Mihailo Obrenovi¢ (1823-1868)*, and
only after the Turkish-Serbian war (1876—1879) did the balls spread throughout Serbia as a

' When exploring the 19" Serbian culture it is necessary to bear in mind the existence of cultural plu-
ralism, conditioned by complex and dynamic socio-historical movements, as well as by the fact that the pri-
vate and public life of the Serbian people took place in different social and state systems: the Habsburg or
Austro-Hungarian Monarchy, the Ottoman Empire and the Principality / Kingdom of Serbia.

2 Kokanosuh M. Urpauku peneproap Ha CpICKHM OanoBuMa y Xa030ypHIKO] MOHApXHjH —
IPYIITBO U MOJIMTUKA Ha IiecHOM noaujymy y XIX Beky // 30opuuk Matwiie CpIicKe 3a CIICHCKE YMETHOCTH
n my3uky. Novi Sad, 2009. Bpoj 41. Ctp. 55-65; Mapjanosuh H. My3suka y xuBoty Cpba y 19. Beky: u3
Memoapcke pusnuiie. Hopu Cax : Maruma cpricka ; beorpan : My3ukonomkn HHCTHTYT CpriCKe akaneMuje
Hayka 1 ymMmeTHOCTH, 2019. 264 cTp.

3 Urwarosuh J. Memoapu (Parncoauje u3 mpouuior cprickor »xusora). beorpan : Cpricka KiMKeBHA
3aapyra, 1966. Ctp. 101-102.

“In an effort to modernise social life in Serbia, Prince Mihailo O6penosuh initiated the establish-
ment of a number of institutions. He launched the construction of the National Theatre and organised the first
horse races in Belgrade. He also arranged charity balls. Thus, in 1865, a ball was organised in the Srpska
kruna hotel for the purpose of erecting the first hospital in Belgrade (Byneruh A., Mujannosuh J. U3mehy
mocejia v 6ayioBa / 3aBoj 3a YUIOCHHKE U HacTaBHa cpeacTra. beorpan, 2005. Ctp. 120).
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form of entertainment. Back then, the “ballroom etiquette and organisation of luxurious
and magnificent court balls began”!. Balls were intended exclusively for the members
of high society. The dancing repertoire included Serbian folk and civil dances, as well as
modern European dances. A ball would open with a kolo, followed by the then popular in-
ternational salon dances (waltz, polka, mazurka and quadrille), as well as the Serbian ones.

Following the example of larger European cities, a trend of dancing in salons was
widespread among the Serbs. Socialising could spontaneously grow into dancing, and
sometimes dancing was the expected grand finale of the evening. In salons one could dance
for family entertainment, without guests. Princess Anka Obrenovi¢ (1821—-1868) wrote in
her diary that she spent one winter afternoon dancing while accompanied by her sister on
the piano. There are several similar descriptions in her diary: “on Tuesday morning, he and
I were dancing in the salon, while Tina was playing™. In court and civil salons in Belgrade,
the gatherings, almost as a rule, ended with dancing of popular international and Serbian
folk dances. Queen Natalija Obrenovi¢ (1859-1941) welcomed in her salons in Belgrade
the most prominent people from the political, social and artistic world. Evening receptions,
known as “Beuepunke” [evening parties], began at eight o’clock and ended at midnight.
They were held once a week, usually on Thursdays. Although guests would dance at these
evening parties, they were much more intimate than the balls. Their opening was reserved
for new dances, which Queen Natalija Obrenovi¢ saw in Paris, but lively modern dances
such as waltzes, quadrilles and polkas were also danced. The repertoire also included kolos,
which the queen liked very much?.

POLKAS

International salon dances make up about a third of the salon music repertoire for
piano. The polka is one of the most frequent international dancing genres in the Serbian
piano music of the 19th century. Besides the polka, there are other subtypes of this dance:
the polka-mazurka, the polka francaise, the schnell polka, the polka tremblante, the galopp
polka, the polka valse and the polka caprice. The polkas are written in a ternary form with
a contrasting Trio, which mainly modulates to the subdominant. Almost all of them have a
short introduction at the beginning, and they are rounded off with a more or less developed
coda. As a rule, the melody is in the right hand, while the left hand has the function of ac-
companiment. Great interval leaps and a characteristic rhythmic pulsation with an accent
on the second beat give a special charm to the graceful and elegant melodies. The titles of
the polkas reveal the names of women to whom they were dedicated (Milan Milovuk: Natalija
polka), indicate certain occasions (Emil Zatlokal: Na rodendanu [At a Birthday Party]) or
pan-Slavic aspirations of composers, as in Kornelije Stankovi¢’s Bratinstvo polka [Fraternity
Polka], dedicated to the Bulgarians or Josip Svoboda’s Slavenska polka [Slavic Polka].

The polka became a favorite of the ballroom dancing repertoire and the repertoire
of military-court orchestras. Numerous examples of polkas originally composed for
the piano or piano adaptations of the polkas originally written for the orchestra speak in
favour that the polkas were gladly performed in salons too. Thus, the orchestral versions

! Mapjanosuh H. Mysuka y xkusoty Cp6a y 19. Beky: u3 memoapcke pusnuie. Hosu Can: Maruna
cprcka ; beorpan : Mysukomomky HHCTUTYT CpIricke akageMmuje Hayka 1 ymeTHoctH, 2019. Ctp. 106.

? Jluesuuk Auke O6penosuh (1836—1838) / ypemnuk P. [uxuh-TTerposuh. Hosu Can, 2007. Crp. 103.

3 Kokanosuh-Mapkosuh M. J[pyliTBeHa yjiora CajJoOHCKE My3HKE Y KMBOTY M CHCTEMY BPEIHOCTH
cprckor rpahanctea y 19. Bexy / My3ukosommku HHCTUTYT CpIICKe akajeMuje Hayka U yMeTHOCTH, beorpan,
2014. Ctp. 163.
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of polkas, which often had their piano adaptations as well, were primarily written by
the bandmasters. Josif Slezinger (1794—1870), who was a bandmaster of the Novi Sad Civil
Guard (Habsburg Monarchy, present-day Serbia) in the 1820’s!, and then moved to
the Principality of Serbia, where he founded the Serbian Prince’s Band (1831), composed
mostly for the military bands he conducted. For the Serbian Prince’s Band Slezinger com-
posed Polka and Wastl-Polka, while the Julijana polka, dedicated to Princess Julijana
(1831-1919), the wife of Prince Mihailo Obrenovi¢ (1823-1868), was composed for the pi-
ano?. Unlike Slezinger, whose salon dances were primarily written for the orchestra and
performed at balls, Aleksandar Morfidis Nisis (1803—-1878), a piano teacher in Novi Sad
and a composer of salon and choral music, wrote pieces for the piano. The stylisations of
salon dances are at the same time his most successful works, which exude grace, “fresh”
harmonies and the accuracy in figuring out characters of the dances. Morfids Nisis’ polka
A’ quelles graces! already in the title indicates the character of a salon dance, and was
probably intended for one of the composer’s students (example 1).

Example 1
A. Morfidis Nisis, A’ quelles graces! B. 5-8
e P p e
Ao
N
ENE s==tc —+= == F?._Li
» 7 = -
-l

The trio brings modulation to the subdominant A-major key, and the expected con-
trast is achieved by changing the rhythmic pulsation, which now alternates semiquavers
and quavers and shifts the melody to a higher register (example 2).

In the second half of the century, the aspiration of composers to introduce melodies
of Serbian and Slavic folk and civil songs into the international dance genres is evident.
This process is most pronounced in quadrilles, but it is certainly resent in other dance gen-
res too, but it dance. Representative examples can be found in the piano oeuvre of Korneli-
je Stankovi¢ (1831-1865), who is recognised in the history of Serbian music as the pioneer
in establishing a national style in music. Thus, his piece with a very characteristic title
Bratimstvo polka [Fraternity Polka] is based on Serbian folk melodies, as indicated by
the author himself®. Folk motifs are evoked by the characteristic acciaccaturas in the melody,

! Franjo Kuha¢ wrote that Slezinger visited composer Simon Sechter in Vienna, where pianist Josef
Fischhof, famous at the time, and Johann Strauss senior “gave him their latest dances and marches so it often
happened that Strauss’ band and the one in Novi Sad played new music at the same time” (Kuhac¢ F. Josif
Slezinger. Prvi srpski kapelnik knjaZzevske garde. Vienac : Zabavi i pouci. Zagreb : Dioni¢ka tiskara, 1897.
bpoj 8. Str. 126).

? Kokanosuh M. Urpe 1 MapIieBu y CpIcKoj KIaBUpckoj Mysuim 19. Beka. KynrypHa mosesanoct
y jaBHOM M TIPHBAaTHOM JKUBOTY : Maructapcku pan / Axaaemuja ymeTHocTH, YHuBep3utetr y HoBom Cany.
Hosu Can, 2008. Ctp. 33.

3 The title page says: “from Serbian Folk Songs, arranged for the piano and dedicated to the Bulgarians
by Kornelije Stankovi¢, in Vienna in 1862” (Vienne chez Gustave Albrecht). In the same year, Stankovi¢’s
Bulgarian Quadrille was published. The polka was composed inspired by Serbian folk melodies from Srem,
but the songs were not presented in the score (Kornelije Stankovi¢ — Collected Works, Piano Music, Book
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as well as the movement in fourths in the bass, which brings to mind playing the double
bass, while the cadences on the second degree are harmonised with a secondary dominant
of the dominant (example 3).

Example 2
A. Morfidis Nisis, A’ quelles graces! B. 22-25
B 1
£ e e
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In the Srbski dnevnik [Serbian Daily News] of the 23rd of July 1863, an anonymous
author, reporting on the Serbian celebration held in honor of the “holy Slavic apostles Cyril
and Methodius” in Novi Sad, praised that “when the quadrille was danced, the music was
not taken from some foreign songs, but from Serbian, from our own songs. We thank them
for that. So, we will aid and abet them by telling that we also have a ‘polka tremblant’ by
Kornelije Stankovié, also on the Serbian songs™!. This article appeared in the newspapers a
year after the publication of Stankovi¢’s polka in Vienna and points to the fact that even
the works that were originally written for the piano, were performed not only in salons, but
also at balls arranged for the orchestra.

One / ed. D. Petrovi¢ and M. Kokanovi¢ Markovi¢ ; Institute of Musicology, Serbian Academy of Sciences
and Arts; Institute of Culture Vojvodina. Belgrade ; Novi Sad, 2004. P. 27).
' Cp6exu nuesnuk. 1863. bpoj 161. Crp. 1.
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Milan Milovuk, Au bord de la Save, Polka pour le Piano.

126

ISSN 2522-4190 (print) HaykoBui BicH1k HauioHanbHOT My3nyHoi akageMii Ykpainum imeHi I1. |. Yankoscbkoro. 2022. Bun. 133



Processes of the interaction of arts

(‘ T&W&MMW W&% ?

o - 33 -

I‘AACOB uP

“CaCTaBACHZ 0A TOCIOBUNE

CMAE BEA]/[CABMBIM

H3AATIA 0A meamlor yllu'l'eA.a

"“““C’nmposée Par

Mademo selle Sldl Vehsavhewts

Puhhea ‘7ar son maitre de musique

’ wmﬁﬂﬂnwLgnwﬁfﬁnUilﬁlﬂrﬁoﬂﬂrligf{iéﬂﬂlgﬂl’!%gﬂ[Lf‘lﬂa'fﬂrﬁnnnmnnwﬂ
i NMNE cHEZ FRWESSET,
YIE . ci-devant H. T Miller yve ¥
Kohimarkt 3.

Julija (Sida) Velisavljevi¢, Le Papilon, Polka francaise pour le Piano.
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WALTZES

After the polka, the waltz is the most frequent international dance genre in the Ser-
bian piano music. Besides the waltzes originally written for the orchestra, numerous waltz-
es were composed for the piano. They were composed in a complex ternary form, or as a
cycle of several, thematically and tonally different waltz parts, with a slow introduction,
which is not supposed to be accompanied by dancing, so it can be in binary or quadruple
time, and an effective ending coda / finale built on new or already known material.

The cycles of waltzes, with characteristic salon titles, can be found in the oeuvre of
Aleksandar Morfidis Nisis: Pozdrav srpskim djevama [Greetings to Serbian Maidens]
(1841), La plus belle journée de ma vie [The Best Day of My Life], Ti si duso lepo cvece
[You, My Dear, are a Pretty Flower] and Un oiseau chante pour celui qui lui a donné
des ailes, Op. 10. [The Bird Sings to the One Who Gave It Its Wings]. The waltz Greetings
to Serbian Maidens is dedicated to Miss Sofija Sekuli¢, from whose name three tones are
derived, which the composer used as the main theme of the piece: Sofija Sekuli¢ (f — a — e).
The latter was then used in all the waltz parts. This kind of device, so characteristic of Robert
Schumann’s works for the piano, indicates Nisis’ fondness for this composer.! Schumann
applied this kind of a procedure already in his Op. 1 Abegg Variations for the piano, while
Nisis also marked his waltz as “the first piece”. The three tones served Nisis as the core
from which he would develop a modulating period, which is an introduction to a series of five
waltz parts (example 4).

The waltzes composed in a complex ternary form, were mostly lyrical miniatures,
fragments from albums, which reflected temporary moods and impressions. Some exam-
ples are Valse Mignonne by Isidor Baji¢, published in his Album of Piano Compositions, as
composition No. 5. That Baji¢’s waltz was not intended for the dance floor is already illus-
trated by the tempo indication Vivace (J- = 126). The form is ternary with the Trio
in the subdominant F-major, which also brings a character contrast (Meno mosso cantabile).
Like in other miniatures from the Album of Compositions, the harmony language in Valse
Mignonne is richer, so there are diatonically and chromatically altered chords, as well as
frequent modulations (example 5).

QUADRILLES

The popularity of quadrilles in ballrooms is also reflected in the albums of salon music
for the piano. This dance genre, which was composed in a potpourri manner, was especially
suitable for having the melodies of popular folk and civil songs arranged in it. A paradig-
matic example is the Serbian Quadrille Op. 14 of Johann Strauss Jr., which was premiered
at the Saint Sava Ball in Vienna in 1846. The piece was dedicated to the young Serbian
prince Mihailo Obrenovi¢. Besides the Serbs, representatives of other Slavic nations also
attended the ball, and the Austrian and Serbian press noted that the piece was a great suc-
cess: “It was played three times, twice after a break, and the heart, ears and legs still want-
ed to hear some more of it. Our songs were praised and opened doors to higher circles™.

! The fact is that he compared his piano student Julija Velisavljevi¢, in whom he was probably se-
cretly in love, with Clara Wieck.

2 Schumann’s piece was published in 1831, and Nisis’ in 1841.

3 Serbske Narodne Novine. St. 9. Pest, 1846. Str. 34-35.
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Prince Milo$ Obrenovi¢ (1780-1860) ordered 400 printed copies of this quadrille from
the renowned Viennese score publisher Pietro Mechetti'.

Example 4
A. Morfidis Nisis, Pozdrav srpskim djevama [Greetings to Serbian Maidens], b. 1-19
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In the quadrilles, Serbian composers also respected the usual series of six figures
(Le Pantalon, L’été, La Poule, Trénitz, La Pastourelle, Finale), composing them in a potpourri
manner. While in the first half of the 19th century melodies in the quadrilles were either
transcribed from popular operettas or operas, or were originally written by composers, in
the second half of the century composers mostly resorted to melodies of Serbian or Slavic

! Kokanosuh-Mapkosuh M. Cpricku 1 cioBencku 6anosu y Beuy u Illtpaycosa roctosama y JlyHas-
CKUM 3eMJbaMa // 300pHHK Martuiie cpricke 3a CIieHcke yMETHOCTH B My3uKy, 2011. Bpoj 44. Ctp. 115-129.
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folk and civil songs. For example, in the Slavic Quadrille (1855), Stankovié¢ brings a mosaic
of songs of Slavic peoples brought together in the form of the quadrille. The Quadrille fea-
tures Serbian, Russian, Ukrainian, Czech and Moravian songs'. It can be assumed that
Stankovi¢ was inspired by the Slavic balls in Vienna, in which he himself took part. Four
years later (1859), Stankovi¢ published the Serbian Folk Quadrille, in which he arranged
the melodies of sixteen Serbian folk songs, and three years later the Bulgarian Quadrille on
the “Bulgarian folk songs”. The piece was dedicated to “young Bulgarian ladies™ (example 6).

Example 6

K. Stankovi¢, Serbian Folk Quadrille, La Pastourelle, b. 1-8
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In the second half of the 19th century, Serbian folk dances, such as kolos, took over
the ballrooms and the albums of salon music alike. The approval of the Serbian identity
was sought in the kolo, and the emphasis on national characteristics through music was
politically dominant in the 19t century. The audience accepted the recognisable folk melodies
with glee, as well as the melodies of patriotic songs, in both the ballrooms and the concert
halls. It was local forms, such as the kolo, that reflected specific national characteristics in
the salon repertoire, which in general was very similar, if not identical throughout Europe.
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TAHIII Y CAJIOHAX: BAJIbCU, I1IOJIBKU I KAJIPWJII
B CEPBCBHKII ®OPTEINIAHHIN MY3UIII XIX CTOJIITTA

AKTyalbHicTh gocaipkenHs. CanonHa mysuka Cep0Oii HemOCTaTHRO AOCHIIKEeHa cdepa
HaIllOHAJIBHOT MY3WYHOI KyJnbTypH. BomHovac anaii3 ¢opreniaHHUX aab00OMiB, KOHTEHT SIKUX BiJl-
J3epKaIoe pealtii My3uaHoro KuTTs CepOii Ta MpoIecu CTaHOBJICHHS HAI[IOHATBHOI 1IEHTHYHOCTI
B MY3HIIi, € BAXJIMBUM 1 aKTyaJIbHUM 3aBJIaHHAM HE JIUIIEe cepOChKOTO, & i €BPOMEHCHKOTO 1CTOPH-
YHOTO MY3MKO3HABCTBA, OCKUJIBKM THUIOJOTIYHO MOJIOHI MPOIECH MOTJIM BiOYBAaTUCh 1 B 1HIIUX
HalllOHAJBHUX IIKOJIaX APYTOi MOJIOBUHHU XIX CTOMITTS.
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MeTta nocJiizkeHHsI — TIpOaHai3yBaTH MOOyTOBI M OajabHI TaHIl, IO MICTATHCS B CAJIOH-
HUX aIp00Max GopTerniaHHOi My3HKH, 3 SICYBaTH iX pOJIb y CTAHOBJICHH] HalllOHAJILHOT 1IEHTUYHOCTI.

MeTtonoJiorisa gocaixxenHs. J[7s BUpIICHHS MOCTAaBIECHUX 3aBJaHb 3aCTOCOBAHO i1CTOpHY-
HUH, KOHTEKCTHUMN, COLII0JIOTTYHUN METO/IH, )KAaHPOBUI aHaIIi3 1 CHCTEMHUH MMiAXi.

I'osi0oBHI pe3yabTaTH Ta BUCHOBKM JOCJTiIuKeHHs. BBy poiib y colliaqbHOMY KHUTTI
cepbebkoi rpomanu B ['a6cOyp3bkiit Momapxii XIX cromitrs Bimirpasanu 6amu. Ix opramizoByBana
NUISIXTA, MIIIaHH, Pi3HI TOBAPUCTBA W MPEICTABHUKN €THIYHUX TpyIll. Pernepryap TaHIiB BiAMOBiAaB
yMoOBaM 1 Tuny Oaiy. Banbc, mosibka, ranor, a TakoX CTHITI30BaHi cep6cm<1 q)onbmopm TaHIi (KoJo)
nepeBakaiy Ha Oanax MilIaH, y MUISXTHYiB, OKPIM BajbCiB, MOJBOK 1 TaJOMiB, — KaJpuili 1 KOTH-
neiionu. Y KussiBctsi Cep0is 6aym BinOyBarOThCsI, TOUnHAIOYH 3 60-X pokiB XIX CTOMTTS K Mpu
KHA31BCHKOMY JIBODI, TaK 1 B Haikpamumx rorensx bearpaga. ¥ 1860 poui GanbHuii ce3on y benrpa-
1l BIIKpUB KHs3b Muxaitio O0peHoBHY. Y TaHIIOBAIBHOMY pernepTyapi Oyiu sk cepOChKi HApOIHi,
TaK 1 CydacHi €BpOMEWChKI TaHIll. 3a MPHUKJIAIOM BEIMKHX €BPONEHCHKHX MICT, MOJa Ha CAJIOHHI
TaHIIl Tommpuiacs cepes; cepocbkoi rpomanu. CaloHHI TaHIl CTAHOBIIATH MaiiKe TPETHHY TOroda-
CHOTro OOYTOBOT'O MY3HYHOTO pernepTyapy ais ¢opremniano. OJHUM 3 HAWMOMMPEHININX 3arajb-
HOEBPOIIEMCHKUX TaHIlIB B cepOChKii (opremianniii my3uii XIX cromtrs Oyna noavka. Bimomi
KUJTbKa CyOKaHPOBHX Pi3HOBHIIB MOJBKH: MOJbKa-Ma3ypKa, «(paHily3bKka» MOJbKa, MIBUIKA TOJIb-
Ka, MOJIbKA-TaJIoll, MOJIbKa-BaIbC 1 MoJbKa-Kanpuc. [1icias moabku HaHOIBII MOITUPEHUM JKaHPOM
y cepOcChKiii canoHHii (oprenianHii My3uli OyB Banbc. OKpiM BaJbCiB, CTBOPEHUX JUISI OPKECTPY
1 mepekyageHux s GopTerniaHo, BiIoMi ¥ opuriHanbH1 (GopTenianHi BaibcH. [Ipo momysipHiCTh
Kaopuiel CBiIYaTh anbOOMHU CalOHHOI (opTreniaHHOT My3uKkHd. Llel TaHLIOBaIbHUIA XKaHp, CTBOpE-
HUW y MaHepi monypi, OyB 0COOIUBO BIIKPUTHM IJIs 3aTyUeHHs (POJBKIOPHUX MENIOAIN K TeMaTH-
YHOT OCHOBH KOMIIO3HUIIiH. SIK110 B nepuriit monoBuHi XIX cTOMITTS MenoauKa KaJpuiei cnupanacs
MEePEBAXHO HA TEMATU3M TOIYJISIPHUX OIEPET 1 omep abo i1 CTBOPIOBAIN KOMITIO3UTOPH, TO Y APYTiit
MIOJIOBHHI CTOJITTS BOHHM YacTO BHKOPHCTOBYBAJIM TEMHU CEpOCHKHX 1 CIIOB’SIHCBKUX HAPOJHMX IIi-
ceHb. Y npyrii monoBuHi XIX cTOmITTSA cepOChKI HApOJHI TaHIIl, 30KpeMa KOJIO, TaKOXX HalyJn
MOIIMPEHHS B CaJOHHIN My3ulli — 1 Ha 6anax, i B anpOomax. Lle Oyno ogHUM i3 BUABIB CepOCHKOT
1IEHTUYHOCTI B MY3HIIi, 1110 BiMOBIATI0 MMPOBITHUM TEHACHITISM TOOH.

Kuro4oBi ciioBa: cepOcbka caloHHa My3HKa, (hOpTemniaHo, BajlbC, NOJIbKa, KaIPUJIb.
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