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THE SPECIFICITY EMBODIMENT OF THE HOPAK GENRE
IN OPERA AND DOMESTIC DANCE PRACTICE

The purpose of the article. The article deals with the specific features of
the implementation of the hopak dance genre in such a complex stage form
of musical art as an opera and certain signs of its existence in domestic
practice. The research and comparison of the implementation of the hopak
in the opera, its use as a means of revealing an image in ballet performances
and the characteristic features of various domestic variants provides an
opportunity to analyze a number of issues directly related to this problem.
The methodology. Historical, comparative and analytical methods have been
applied to provide an opportunity to reveal the essence of differences in the
implementation of the dance genres in stage forms of musical art and their
domestic genre analogues. The scientific novelty is to consider the influence
of the category of stage effectiveness on the specifics of the dramaturgy of the
hopak dance genre. Considering an example of the well-known Ukrainian
operas by S. Hulak-Artemovsky and M. Lysenko, a stage variant of a dance,
which involves clarity, technical perfection of movements, artistic completeness
of the composition, was analyzed. The hopak in domestic performance is
characterized by improvisation of the interpretation of time and movements,
freedom of sequence of specific dance figures that are born directly during
the performance of the dance without prior training. Conclusions. A heroic
historical tradition and the natural attraction of the Ukrainian ethnos to
martial arts are decisive factors in preserving the popularity of the hopak
dance genre. A common feature of different variants of this dance is the
common basis of the meter and rhythmic structure of the dance — an anapaest
foot of a free character. The stage hopak is a complex, multi-component,
artistic and imaginative phenomenon. The hopak, performed in everyday life,
is an eternally moving living element of ingenuous creativity, not subject to
any systematization and any conditional framework. Characteristically, in
any variant of the hopak, signs of the dance competition are clearly revealed.
The stylistic nature of the implementation of movements depends directly on
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such factors as stage effectiveness, and in the common variety the geographic
affiliation is also of prime importance.

Key words: hopak, dance genre, stage effectiveness of dance, dance in
opera, domestic hopak.

Kasnaveeéa Temana Qaexcandpisna, kanoudam mucmeymeo3Haécmed,
douenm, Odoyenm Kaghedpu 3aeanbHO20 Ma CHeyianizoeanozo Gopmeniano
Odecvkoi HayionarvHoi my3uuHoi akademii imeni A. B. Hexcdanoeoi

Cneuudbixa eminenns scanpy onaxa 6 onepi ii y nooymoeiii maHut08a1oHil
npaxkmuui

Mema pobomu. Y cmammi pozeasdaromovcs cneyughiuni ocobausocmi
6MINCHHA MAHUIOBANbHO20 JCAHPY 20NAKA 6 MAKIU CKAQOHIU CueHiuHill
opmi my3uunoeo mucmeuymea, K onepa, i NeHi 03HAKU 11020 iCHYBAHHS
6 nobymositi npakmuuyi. JlocaioycenHs ma nopieHsaHHs peanizauii eonaxka
6 onepi, 1020 8UKOPUCMAHHA K 3aco0y po3kpumms oOpa3y 6 6aremuux
sucmasax i po3easid xapaKmepHux puc nobymogux eapianmie mauuyrn, dae
MOdNCAUBICMb NPOAHANIZY8AMU HU3KY NUMAHbL, 0e3n0cepedHbo Noe 3aHux
i3 3a3nauenoro npobaemoro. Memoodoaoeis 00caidnceHHA. 3acmoco8aHo ic-
MOPUYHULL, KOMNADAMUBHUI MA AHANTMUYHUL MemOoOu, w0 0arms 3MO2y
PO3KpUmMuU Cymricms GIOMIHHOCMel YMiNeHHs MAHUIB8ANbHUX NCAHPIE Y
CUeHIYHUX hopmax MY3UuHO020 Mucmeymea ma ix nobymosux JIcaHposux
ananocie. Haykoea nosusna nonseac 6 poszensndi enausy kameeopii cue-
Hiunocmi Ha cneyugiky opamamypeii MAHUHEAAbHO20 NHCAHPY 20NaKd.
Ha npukaadi eidomux ykpaincexkux onep C. lyaaka-Apmemoscbkoeo ma
M. Jlucenxa npoananizoeano cueHiyHUll eapiaHm maHui, wo nepedba-
uge uimkicms, mexHiuHy O0OCKOHAAICMb BUKOHAHHS DPYXi8, XYOOICHI 3a-
eepuienicmo Komnosuyii. fonak y nobymogomy 6UKOHAHHI GUDIZHAEMbCS
imnposizayiinicmro inmepnpemauyii uacy i pyxie, c60600010 nocaidogHocmi
KOHKDEeMmHUX MAanyioearbHux ¢ieyp, Aki Hapodycyiomscs 6e3nocepeoHbo
nio wac euKoHaHHs manyio Oe3 nonepeduvoi nideomosexu. Bucnoexu. [le-
poiuna icmopuuna mpaduyis i npupoOHa msea YKpaiHcbK02o emHocy 00
00li06UX MUCMEYME € BUHAUANLHUMU PAKMOpamu 30epesiceHHs NonyAap-
HOCMI MAHUI0BANBHO20 JHCAHPY 20NAKA. 3a2anbHON 8AACMUBICMIO PI3HUX
6apiaHmis Yb020 MAHUI € CHIAbHA OCHO8A MEMPOPUMMIYHOI CMPYKmMypu
maHy — cmona axHanecma, wo 8invHo eapitocmoca. CueHiuHuil eonak —
CKAQOHUU, 6a2amoKOMNOHeHMHUU XY00icHb0-00pa3Huil enomen. lonak,
WO BUKOHYEMbCS 8 NOOYmMi, — dcuea cmuxis 6e3nocepeoHb020 MeopUoCmi,
wo 6iMHO pyxaemucs U He NiOKopsemuvces HIAKIU cucmemamusayii ma Hi-
AKUM YMOBHUM pamKam. XapaKkmepHo, ujo 6 6y0b-aKoMmy eapianmi eonaka
B8UDPA3HO NPOAGAAIOMBCA 03HAKU MAHUIOBANbHO20 3MazanHA. Cmuaicmuy-
HUl Xxapakmep GUKOHAHHA pYXie 0e3nocepedHbo 3asexncums 8i0 makoeo
cakmopy, sk cueniuHicmsv, a 8 N0OYMoGUX pi3HOBUIAX HeabUsKe 3HAUEeHHS
Mae eeoepagiuna HanexlcHicmb.

Karonogi caosa: eonax, maHylo8arbHUll JCAHpP, CYeHIMHICMb MAHY0, ma-
Heyb @ onepi, noOymogull éapianm eonaka.



ISSN 2524—0447. My3uune mucmeymeo i kyasmypa. 2020. Bunyck 30 knuea 2 23

Kasnaueesa Tamvsana Aaexcandpoena, xkanoudam uckyccmeogedenus,
doyenm, doueHm Kagheopvl 00wec0 U CREUUANU3UPOBAHHO20 GopmenuaHo
Odecckoll HayuoHanbHOU My3biKanbHol akademuu umenu A. B. Hexcoanoesoti

Cneuughuxa eonaowenus xncampa conaka 6 onepe u 6 0bimogol
ManyeealbHoll npaxmuxe

Ileav pabomwi. B cmamve paccmampusaiomcs cneyuguuecKue o0co-
OeHHOCMU B0NAOWEHUS MAHUEBANbHO0 JCAHPA 20NAKA 6 MAKOU CA0NCHOU
CUeHUHecKol popme MY3bIKAAbHO2O UCKYCCmea, KaK onepa, u onpedenel-
Hble NPU3HAKU e20 CYyuecmeosanus @ bvimoeoll npakmuke. Hccaedoganus u
CPABHEHUs Pearu3ayuu 20naKka @ onepe, €20 UCHOAb308AHUE KAK cpedcmea
packpuimus 06paza 6 6anremuviX CNeKMAaKAsIX U paccMompeHue xapaKmep-
HbIX uepm OblMOBbIX 6APUAHMO8 MAHUA, 0aem 803MONCHOCMb NPOAHAAUZUPO-
6amp psi0 80NPOCOB, HENOCPEOCMBEHHO C8A3AHHBIX C YKA3AHHOU NpobaemMol.
Memoodoaocua uccaedosanus. Ilpumenen ucmopuveckuil, KOMNAPAMUBHDBLU
U aHarumuveckull Memoodvl, Komopbvle 0alom 603MOICHOCMb DACKPbIMb
CYWHOCMb PA3AUMULL BONAOWCHUS MAHUEGAAbHBIX JCAHPO8 8 CUEHUYECKUX
Popmax My3vIKaAbHO2O UCKYCCMBA U UX ObiMOGLIX HCAHPOBHIX AHAN0208.
Hayunasa noeusna 3axirouaemcs: 6 pacCMOmMpeHuy 6AUAHUS Kameeopuu cue-
HUYHOCMU HA Cheyuuky opamamypeuu manyeeanbHo2o dycanpa eonaxka. Ha
npumepe uzeecmuuix ykpaunckux onep C. Iyaaxa-Apmemoeckoeo u H. Jlbi-
CeHKO NPOAHAAU3UPOBAH CUEHUHECKUU 6apuanm mauya, npeonoiaearouuil
YemKOCMb, MEXHUEeCKoe COBEPUIEHCMB0 UCHOAHEHUS O8UMNCEHUll, Xydodice-
CMEeHHYI0 3asepuleHHOcmb Komnosuyuu. lTonak @ Obimogom uchoaHeHuu
omau4aemcs: UMNPOGU3AUUOHHOCIbIO UHMEPNPemayuy 8pemMeHy U 08udice-
Hull, c600000i NOC1e008aMENbHOCMU KOHKPEMHbIX MAHUEBAAbHbIX Queyp,
Komopble poxcoaromes HenocpeOCmeeHHo 80 8peMs UCHOAHEeHUs maHya 6e3
npedeapumenvHoll nodeomogxu. Boteoodst. Iepouueckas ucmopuueckas mpa-
Juyus u ecmecmeeHHas msaed YKpAuUHCK020 3MHOCA K 00e6biM UCKYCCMBAM
AGAAIOMCSL ONPEOLNTIOWUMU PAKMOPaAMU COXPAHEHUS] NONYAAPHOCIU MAaHye-
8a1bHO20 Jicanpa eonaxka. OOWUM c60UCMEOM PA3AUYHBIX 6APUAHMOE IMO20
MmaHya A6AAemcs OCHO8A MEMPOPUMMUYECKOT CIMPYKMYPbl MAHUA — C80000-
HO eapbupyemasn cmona ananecma. CyeHU4eckull 20naK — CAONCHbIU, MHO20-
KOMNOHEeHMHbLIL, Xy00dcecmeeHHO-00pa3ubii henomen. Tonak, ucnornsemolil
6 Obimy — 6€YHO 0BUICYWLAACA JCUBAS CMUXUS HENOCPeOCMBeHHO20 MEop-
Yecmea, He NOOYUHAIOWAACS HUKAKOU CUCMEeMAmU3ayul U HUKAKUM yCa08-
HbIM pamkam. XapakmepHo, 4mo 6 A00M eapuanme 20NaKa OM4emaueo
NPOABAAIOMCA NPUSHAKU MAHUEBANbHO20 copeeHogaHus. Cmuaucmuyeckull
Xapakmep UCNOAHeHUs 08UIICEHUT HANPSIMYIO 3A8UCUm Om MaKoeo akmopa
KaK CUEHUYHOCMb, a 8 ObIMOBbIX PA3HOGUOHOCHAX 00AbIUOe 3HAYEHUEe UMeem
eeoepaghuteckas NPUHAOAEIHCHOCHb.

Karoueeote caosa: conak, manHueeanvHulll JHCAHDP, CUEHUYHOCMb MAHUA,
mauey 6 onepe, ObIMOGOU 6APUAHM 20NAKA.

Relevance of the research topic. A dance as a unique aesthetic
phenomenon of human activity occupies a special place among
other types of artistic creativity. A variety of phenomena relating to
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the art of dance is beyond any doubts. The expressive possibilities
of a dance are endless. A dance is an organic part of many stage
forms of musical art. A range of dance genres in the opera is quite
wide: from aristocratic, ballroom dances to flashing folk dances. In
addition to these types of the dance there is a variety of different
genres of classical dance in the opera.

A dance in the opera, in comparison with its genre analogues
that exist in performing or everyday dance practice, is specified by
special features. Its stage realization is significantly different from
the implementation of the same dance, which has centuries-old
traditions of everyday life. To analyze their specificity it is nec-
essary, first of all, to consider the main features of musical-dance
interaction in each of the existing implementations. The interac-
tion of music and movement in various spheres of musical activity
is a relevant musicological problem.

One of the first scientific developments on the theory and his-
tory of Ukrainian folk choreography, in which the hopak versions
were analyzed in detail, is the fundamental study “Ukrainian Folk
Dances” (compiled by A. Gumenyuk, edited by P. Virsky) [4]. The
methods and practice of creating contemporary folk-stage cho-
reographic works based on the implementation of traditional folk
dance genres are set forth by G. Bogdanov [1]. The article by
A. Lyagushchenko researches the influence of choreographic art
on the development of theatrical affairs of Ukraine in the historical
genesis of the formation of the national theater [7].

According to Y. Pivtorak, the period from the 1950-s until
recently, the hopak in Ukraine existed almost exclusively as an
art of the stage dance (unlike the diasporas, where over some time
it acquired features of social dance and events) related to public
holidays [12]. The history of the origin of the hopak as a mili-
tary-ritual act and its transformation and development in the folk
dance works are analyzed by N. Kiptilova [6]. The place and role
of female dance in the stage hopak is considered by I. Gutnyk on
the example of the performances of famous Ukrainian choreog-
raphers [35].

Nevertheless, issues concerning the analysis of the specifics of
the implementation of the dance genres in the stage forms of musi-
cal art and their analogues in performing and everyday practice,
still remain not studied enough. These aspects determined the rel-
evance of this article.
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The purpose of the study is to consider the specifics of the imple-
mentation of the hopak genre in the opera and in domestic dance
practice.

The statement of the main material. In the art of a dance, a
complex composition of motion interacts with the vital, inherent
law of a harmonious temporal sequence — the law of a rhythm. The
relationship of acoustic and muscular division of time allows us to
note a direct connection of the musical rhythm and the rhythm of
dance movements. Virtually all dance-related phenomena exist in
organic unity with the musical beginning. Indicated properties are
inherent in any sample of the dance genre, created both in musi-
cal and dramatic works (opera, ballet, etc.), and in their everyday
existence. The dance genre is a holistic structure, which, when
combined with specific music, determines the spectrum of a wide
variety of works.

An important characteristic of various types of dances is their
stage performance. The main feature of the stage dance is the pos-
sibility of implementation of its meanings on stage by means of the
dance art.

Types of dances:

Nearly stage Pre-stage Stage

ritual historical-domestic | Classical

folk Ball National
Salon Theatre

We shall note that any material can be implemented on the
stage by dance means (and not only artistic, but also labor pro-
cesses, domestic conflicts, rituals, etc.). However, a category of
stage directly affects the specificity of the implementation of the
dance genres. We define the characteristic features of their imple-
mentation in the opera.

Each component that contributes to the implementation of a
particular dance genre in the opera is distinguished by its specific
features compared to its genre analogue, existing in performing or
everyday dance practice.

First of all, it is necessary to note the nature of the performance
of movements. For a dance performer, the purity and precision of
the external pattern in movements, the simplicity and clarity of the
form of expression, the accuracy of each stage color, each gesture
and intonation, as well as their artistic completeness are important
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in the opera. The technique of performing musical dramaturgy on
stage includes a counterpoint of musical rhythm and plastic pattern.
The figurative and informative expression of a choreographic action
in a specific musical dance form is of significant importance. Thus,
the stage dance is a synthetic, multi-component phenomenon.

The formation of the folk-stage dances performed in the opera
is connected with the transference and consolidation on the pro-
fessional stage of the brightest examples of folk dance art and is
significantly different from their everyday interpretation.

The most popular genre variety of the Ukrainian popular national
dances is the hopak. The name comes from an exclamation “hop”
during the “dance performance”; hence the verbs hopaty, hopkaty
mean to jump” [8, p. 145]. Traditionally it is believed that the ori-
gin of the hopak dates back to the XVI century, to the center of the
“Cossack system” — the Zaporozhska Sich. Describing the pecu-
liarities of the life of the Cossacks, M. Hrushevsky writes: “Military
music is mentioned — military trumpeters, men who played surma
and dovbyshy, beating into boilers and drums” [3, p. 252].

An origin of the hopak in the atmosphere of the formation of
the military spirit, suggests that originally the hopak was an exclu-
sively male dance: men showed their strength, dexterity, determi-
nation and fighting courage therein. Accordingly, the clothes in
which men dance the hopak are similar to the military uniform
of the Cossacks. A characteristic feature of the men’s suit is wide
trousers, the tailoring of which often took up to 10 meters of fab-
ric. The festive costumes were sewn of silk; the shirt with wide
sleeves was necessarily tucked into the pants. The Cossacks used
different types of belts: wide Turkish (obviously of Oriental origin),
belts made of wool or silk, 6—7 meters long, at least 50 centime-
ters wide [10, p. 170]. A wide leather belt — cheres, which the
Zaporozhski Cossacks used as a cartridge belt were also especially
popular. Despite the fact that there were certain foreign borrow-
ings in the Cossacks’ clothes, the establishment of characteristic
national peculiarities in Ukrainian costumes is directly related to
their images in the hopak dance drama.

The indicated dominance of the male dance in the hopak is still
present. However, the gradual development and spread of dance
contributed to the appearance of women in it. Therefore, in the
stage realization of dance there often was the coupled hopak.

The hopak, performed in the opera, primarily keeps in touch
with the folk dance origins, most clearly expresses the mental char-
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acteristics of the Ukrainian ethnos, and is inextricably connected
with folk music.

The nature of the performance of movements in the stage vari-
ant of the hopak in a fast tempo requires a good physical form of a
performer, a high level of technical dance skills.

The stage hopak is structured as a couple-mass dance; it has a
certain compositional structure, an ornamental pattern.

It begins with a general “appearance of all couples that are
rapidly moving in a circle. Then separate couples, triples, groups
that dance separately stand out from the total mass of dancers”
[11, p. 84].

A characteristic feature of the hopak is the movement in a cir-
cle, which has been a distinctive feature of many dance genre vari-
eties since archaic times. However, quite often the choreographic
structure of the dance is based on a figure of an open circle, con-
sisting of dancing couples, and includes solo episodes of a single
performer (young man). The main movements are the runner, the
flying step, the tap-step, the kovyryalochka, various jumps (in par-
ticular — the splits in the jump), the walkway, the squatting dance
and circular motions.

A different character of movements can be noted in its everyday
performance, distinguished by freedom and improvisational inter-
pretation of time and movements, the sequence of specific dance
figures born directly during a dance performance without prior
preparation.

The geographical factor influences the stylistic peculiarities of
everyday life of the hopak. The hopak is common in many areas
of the modern territory of Ukraine. In the central, steppe part of
Ukraine, the hopak movements are distinguished by plastic round-
ness. In Polesie, in the Volyn region, Vinnitsa region, the territory
of the Southern Bug River, the movements of everyday dance vari-
ations are more variegated, since the dance elements of other peo-
ples are introduced into them. For example, in the dance “Sokal
Kozak” the influence of Polish dance is especially noticeable.

The style of performance of stunts in the fighting hopak, cre-
ated and developed by V. Pilat since 1985, differs significantly from
its everyday realization. It is already a Ukrainian martial art, as a
means of spiritual and physical training, based on the ancient mil-
itary traditions of the Zaporozhski Cossacks [9].

The historical predecessor of the hopak is the Cossack dance.
The name of the dance, as well as its varieties — Chumak, Haiduk,
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comes from the name of the movements. In the cossack, the extraor-
dinary “courage, daring and mastery of possession of a saber, so
characteristic of the Danube Sich” are manifested [2, p. 41].

In everyday life, the hopak is accompanied by instrumental
melodies performed by the folk ensemble (“Troisti muzyky”), in a
chorus, often by singing of the dance performers themselves.

In the opera samples of this dance, the sound of a symphony
orchestra enriches the figurative musical interpretation, empha-
sizes the close internal connection of stage and musical action.
Expressive facial expressions, gesture logic, set design, the use of
costumes, which emphasize the originality of the national color,
are directly related to the solution of complex tasks assigned to the
hopak performer by the drama of the play. Their organic realiza-
tion contributes to the creation of a multi-component synthetic
opera act.

The melodies accompanying the dance emphasize the ideolog-
ical and emotional content, the heroic coloring of the dance, but
sometimes change their character. Their typical stylistic features
are a same-plan mode (major or minor), sometimes variable or of
the same name, the presence of alteration. The features of the form
are the squareness (symmetrical alternation of motives, phrases and
sentences in a period), melodies consist mainly of two eight-mea-
sure periods; sometimes they have an introduction, code (some
consist of 3, 4 or more periods).

The tempo of the dance is moderate; movements are performed
widely, with a gradual acceleration, which leads to a climax — the
final.

The features of the meter and rhythm are two-beat compo-
sition, variational use of the rhythmic formula of anapaest (two
eighths and a quarter). This formula is characteristic rhythm-ca-
dence melodies of the hopak.

The various stage forms of the hopak become part of the opera,
drama plays, means of disclosing an image in ballet performances
(ballet “Marusia Boguslavka” by A. Svechnikov, “Taras Bulba” by
V. Solovyov-Sedoy, “Konek-Gorbunok” by Puni, “Gayane” by
A. Khachaturian and etc.).

The hopak from the three-act ballet “Taras Bulba” by V. Solo-
vyov-Sedoy based on the novel of the same name by N. Gogol
staged by a choreographer R. Zakharov still continues its stage life,
being a concert number of outstanding dancers of modernity —
V. Pisarev, Sh. Yagudin, A. Korsakov and others.
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A stage variant of the hopak, which became an academic vari-
ant, was created by the choreographer P. Virsky. One of the most
famous Ukrainian professional art dance groups — the National
Honored Academic Dance Ensemble of Ukraine — bears his name.
And at present, the ensemble traditionally ends its concerts with
the performance of the hopak staged by a master founder.

The hopak is a bright, colorful component of the operas of
M. Mussorgsky “The Sorochinsky Fair”, P. Tchaikovsky “Maz-
epa”, “Tcherevichki”, N. Rimsky-Korsakov “May Night” and
many other works.

The hopak plays a significant role in the history of Ukrainian
opera. In the first Ukrainian professional opera on the national
plot of S. Hulak-Artyomovsky “Zaporozhets beyond the Danube”,
the hopak becomes the genre basis of the suite form. In the second
act of the opera, the composer creates a whole gallery of bright
Ukrainian dance images. The first dance of the suite (Ne 10, Alle-
gretto) is a stage variant of the couple hopak, which is performed
by young people (boys and girls). The third dance of the suite
(Ne 12, Allegretto) is the dance of the Cossacks of the Danube
Sich — the Cossack. The next dance suite (Ne 13, Moderato) —
Zaporozhskiy Cossack. Ne 12 and Ne 13 are a scenic example of a
male-dominated dance in the hopak, in which dance performers
are gradually moving from slow, simple steps to quick, virtuoso
movements.

In the second act of the opera “The Aeneid” by M. Lysenko,
the hopak forms the basis of the central stage of the opera (the
feast of the Gods on the top of Olympus). No 15 — the hopak on
Olympus (Ne 15) is an example of a genre transformation that
contributes to the formation of the satirical musical characteristic
of Zeus. In this episode, the composer creates a complex, original
version of the rondo form, uses the Ukrainian folk melody with
its tone-mode characteristic feature, emphasizing the fourth ele-
vated degree. The structure of the number clearly shows signs of a
dancing contest; the material is convenient for performing complex
movements and stunts.

Conclusions. The heroic historical tradition and natural thrust of
the Ukrainian ethnos to the martial arts are decisive factors for the
continued popularity of the hopak dance genre, both in everyday
life and in various stage forms of musical art. A common feature of
different variants of this dance is the basis of the meter and rhyth-
mic structure of the dance — a freely variable foot of the anapest.
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The stylistic nature of the realization of movements depends on
factors such as stage design, geographical affiliation of the everyday
variant. An accompaniment of the dance in everyday life and in the
opera realization is also significantly different.

The stage hopak is a complex, multi-component, artistic and
imaginative phenomenon. The hopak, performed in everyday life,
is an eternally moving living element of ingenuous creativity, not
subject to any systematization and any conditional framework.

The considered specificity of the implementation of the hopak
genre in opera and domestic practice shows that the hopak genre
retains its importance and relevance, being a genre symbolizing
peculiarities of the Ukrainian mentality.
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