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SBORNIK PRAC! FILOSOFICKE FAKULTY BRNENSKE UNIVERSITY 1970, H5

BOHUMIR STEDRON

«“EJ, DANAJ® AND «ZELENE SEM SELA”
IN THE OPERA JENUFA BY JANACEK

Janicek’s composition “Ej, danaj” for the piano and “Zelené sem sela”
for a mixed choir with orchestra accompaniment have essentially the same
character, for the title of Zelené sem sela was in fact originally Ej, danaj.
The original title was, however, erased — very likely by Jana¢ek himself —
leaving, nevertheless, discernible traces. Zelené sem sela is Ej, danaj
adapted and extended for a mixed choir with orchestra. It is hard to say
which of the two was composed as first, probably it was Ej, danaj. (“Ej,
danaj” is an interjectory designation of a folkdance, “Zelené sem seta”
means approximately “I have sown green”.)

Contrary to Zirlivec (The jealous man) and to the introduction to Jenufa
(Jealousy), which represent first of all a thematic inspiration to the opera
Jenufa,* Ej, danaj and Zelené sem sela are as to melody directly asso-
ciated with the opera and were, in fact, to a large extend inserted in the
recruiting scene in the first Act.

Both these compositions originated in 1892. On the threshold of the
nineties Janif¢ek was namely intensely taken up with the study of the
Moravian folk-song, and being stimulated by the activity of FrantiSek
Barto§ and by the Provincial Anniversary Exhibition in Prague in 1891
he went in systematically for its investigation. From an application, which
he submitted on November 17th 1891 to the Presidium of the Czech
Academy of Sciences and Arts in Prague we know exactly when and
where he came across the folk-dance Ej, danaj, which subsequently inspi-
red him. It was in Velkd in Slovakia during the summer holidays of 1891,
on which occasion he also made friends with the keen collector of folk-
songs and dances Martin Zeman. He saw and heard this dance to the
accompaniment of two violins, a bass, and a piper. He was surprised by
its rapsodic form as well as by its harmony, counterpoint and rhythm, and
he was particularly eager to put down the harmonies of the cymbal
accompaniment. He was namely convinced that in these folk-songs with
accompaniment he found a source of folk harmonic music that had so
far escaped notice of the Czech musical public. That is why he considered
it his “solemn duty” (his own words) to accomplish without delay a collec-
tion of folk-dances in Moravia. As he had been, in fact, collecting such
material since 1888 already, he was able together with his co-workers
Lucie BakeSova, Xaverie Béhdlkova, and the above-mentioned Martin

* The present author published his analysis of the compositions Zdrlivec and of the
Introduction to Jenufa, entitled Jealousy in the book Zur Genesis von Leo§ Ja-
nideks Oper Jenufa. Brno 1968, Universita J. E. Purkyné.
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Zeman to publish as early as in 1891 and 1893 three issues of Moravian
National Dances, comprizing 21 dances in all.!

To be sure, Janacek was keenly taken up by the dance Danaj, but
he left no written information as to which melody of this dance was
the first to impress him so strongly and to turn into a stimulus of
his composing activity. In the above application addressed to the Czech
Academy on November 1891 he only alluded to “a tune with variations
embellished with accompaniment” and also commented with appreciation
the folk reproduction. He admired the stress with which the second
violin played the four-quaver measure in contrast to the crotchet trioles
sung by the dancer with marvelous gracefulness. Jana¢ek did not repro-
duce the tune in full and he neither made a musical record of the dance.

As Danaj belongs to the type of dances with old folk tradition (staro-
svétskd, danaj, sedlicka, vrténa from Moravian Slovakia, gulana and
tocena from the south of Moravian Walachia, and slovené¢ina from Slo-
vakia?) we can assume that Janadek was fascinated by some of these
dances. In his notes dealing with wvarious folk dance songs (1892) he
comments upon four dances of this type: one “sedlacka” (rustic) Dyz
mné das pérecko and three of the Danaj type entitled: Slavi¢ek zpiva,
Meél sem Stésti i nedtésti, and Darmo, rodide, darmo nakladate.® Of the
tree above dances it is only the rustic Dyz mné das pérecko which con-
forms to Janacdek’s description of the dancing type of Ej, danaj, for the
tune has variations and there is the four-quaver measure in the second
violin part, contrasting the crotchet trioles sung by the dancer. This
dancing song is, however, not rapsodic in that it should display certain
freedom in tune, rhythm, and form. It has a regular structure consisting
of three-bar sets, and according to Jan&4éek’s classification its style is of
the thematic and not rapsodic type. Most rapsodic of the four is the
Danaj dance Slaviéek zpivd. Here we find nearly in each bar another
rhythm and another tune. The scheme of its rhythm is the following:
It consists of 10 bars with alternating two-bar and three-bar sets

1 Narodni tance na Moravé (National Dances in Moravia). Collected and published
by Lucie BakeSovd, Xaverie Béhdlkov4a, Martin Zeman and Leos Ja-
naéek. 2nd edition. Prague 1953, KLHU. Introduced and revised by Bohumir
St&dron. The dances were newly dealt with by Maryna Ulehlova-Hradi-
lovA. Cf. also Bohumir Stédron, K Jandékovym nérodnim tancim na Moravé
(On Janadek’s Moravian national dances), published in Sbornik praci filosofické
fakulty brnénské university F 2, 1958, pp. 44—54.

1 Leos Janactek: Osnovy hudebni lidovych tanci na Moravé (Musical schemes of
folk dances in Moravia) (Cesky lid, sbornik vénovany studiu lidu &eského v Ce-
chach, na Moravé, ve Slezsku a na Slovensku II — 1893, pp. 494—509). Cf. also Jiff{
Vyslouzil, Leo§ Jandéek o lidové pisni a lidové hudbé, Prague 1955, 186.

3 In the same article by Jandéek. Vyslouzil, 1. c. 186 and 576/78 (notation of dance
songs).
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(2+2+3+3), displaying seven quite different rhythms, and also the
tune with a mixolydic conclusion is so free as to betray nearly in each
bar another melodic element. The accompaniment of all the above-said
dances employs practically only quaver notes, each second light being
accented; in folkloristic language we say that the contra player resorts
to a double stroke.
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As for the harmony, it indulges apart from its basic scheme of combi-
nations T — D — SD also in modulations breaking into adjoining keys.

Neither can we find in the other Danaj tunes recorded in the collection
Ziva pisen by Vladimir Ulehla, in the Slovacké pésnicky by Jan Poladek,
or in the Lidové tance na Slovacku by Zdena Jelinkova® a single song
that would fully agree with Janacek’s tune of his Ej, danaj. We therefore
conclude that Janacéek only let himself be inspired by the rhythm and the
fiery temper of the dance Ej, danaj without distinguishing precisely the
single types of the whirling dances of the whole group with old folk tra-
dition. Sedldcka (rustic); as well as kulana (rolling), or vrténa (whirling),
Ej, danaj, as well as Slovencina, all these samples of the above dance
group were simply used by him as rhythmical and expressive models of
a swift and whirling dance. And it is certain that of several types of
these old-tradition category dances he was most attracted to the kulana
entitled Stalost (faithfulness) with Zelené sem sela as its introduction;
this dancing song was entered by Frant. Barto§ already in his collection
Nové narodni pisné moravské s napévy do textu viadénymi (1882) as well
as by Leos Janacéek and Frant. Barto§ in Kytice narodnich pisni morav-
skych in 1890.5 Thus the inspiration and the melodical, rhythmical, and
expressive source of his composition for the piano, i. e. the dance Ej, danaj,
should be considered the sample of kulana with Zelené sem sela as its
introduction, both being whirling dances of the same category. After all,
Janacek indicated the same himself by erasing the original title “Ej, danaj
for mixed choir and orchestra” and putting down instead: “Zelené sem
sela, t. j. kulana ze Zlinska”.® I shall try to demonstrate the above assump-
tion more minutely when analyzing the melodical features of this dance.

Janacek’s dance for the piano, Ej, danaj, is kept in the Janaéek Collec-
tions of the Moravian Museum in Brno as a two-page autograph of ‘the
size 2703360 mm, marked as item III-60. At the end of this autograph
Janaéek put down he date of its origin: 2. 4. 1892. It consists of 86 bars
only, the principal key is G minor, time 2/, tempo Allegro. Janacéek

4 Zdenka Jelinkova: Lidové tance na Slovdcku (Folk dances in Moravian Slo-
vakia) (Prague 1954, KLHU; the work describes popular dances in South Moravia,
such as Sedlacka, Danaj, Vrténa and others with directions for dancers. In the
above-quoted Ndrodni tance ma Moravé (Note No. 1) there is included only the
Sedlacka (Ked zme $li na hody) as the 17th dance, adapted by Martin Zeman.

8 FrantiSek Bartod: Nové ndrodni pisné moravské s ndpévy do textu vfadénymi
I — 1882, No. 56. — In the Kytice z ndrodnich pisni moravskych, slovenskyjch i &es-
kych (Prague %1955, No. 19, pp. 22/23).

6 As above: An analysis of the Kulana dance is given in the same work on page 3.



94 B. STEDRON

did not directly denote Ej, danaj as a two-hand piano composition, but
the handwritten score includes several marks Ped (pedal), which makes it
evident that the composition was intended to be played on the piano.

As to form, Ej, danaj may be divided into an introduction (10 bars)
and the dance proper, consisting of three parts. The first part A is the
longest and comprises partly 8 bars of the dance in G minor and partly
further 14 bars, representing a modulation version of the same dance,
starting from E flat and passing through C flat major and the enharmonic
H major to the dominant function of F sharp, thereupon reverting to
H major. This combinalion of keys was accomplished by Janac¢ek on the
basis of one central tone, which was E flat (D sharp).

Part A is succeeded by part B (12 bars), which as to rhythm is identical
which in part C are restricted to the main functions of the connection of
introduces a melody used later in the 6th Scene of Act 1 in the opera
Jenufa: here it is reproduced in the chorus Daleko, §iroko do téch Novych
zamkl. Part C is succeeded by a return to part B (12 bars), whereupon
we find a general repetition comprising the introduction and part A plus
4 bars of the conclusion (22 bars in all). The harmonic structure before
the repetition proceeds from a more complicated start to simpler means,
which in part C are restricted to the main functions of the connection of
the dominant with the tones.

As to melody, it is naturally a typical composition of Janaéek, influenced
by the melodic aspect of the folk dance song from the category of the
whirling dance with old folk tradition (starosvétska). It is especially the
first bar in the beginning of the dance kulani, Zelené sem sela, from
Barto3’s collection (1882)
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and the last two bars of the second well-known tune of the same song
from Bartos’s third collection (1901),
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that appear to be decisive for Janiéek’s melodic invention. Yet, likewise
the dancing song Sedlacka (rustic) (Vesele muziko)
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and different types of the dances Vrténa (whirling)
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and Ej, danaj had their share in forming the melodic outlines and in deter-
mining the expressiveness of Janadéek’s composition. A charakteristic fea~
ture of this work is the fact that Janaéek compressed the original melodic
three-bar unit in Zelené sem sela and in Sedlack4 into a two-bar unit, and
by doing so he increased the impressiveness of the swiftness and thrill
of the dancing whirl.

Another significant element for estimating the melodic character of
Janacek’s Ej, danaj is part B in E flat major.
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A drop to the mixolydic seventh in the second bar not only reminds us of
Janacek’s studies of the melody and harmony of the Moravian folk songs
and dances, but it also introduces the forthcoming melody, which Janacek
later made use of in his composition for mixed choir Zelené sem sela
and ultimately also in the opera Jenufa.

Thus, by way of conclusion, we may say that the style of the piano-forte
composition Ej, danaj makes of it an independent piece of work betraying
the influence of the Moravian folk dance and that it was adopted with
all its three parts (A, B, C) in somewhat altered form in the recruiting
scene in the first act of Jenufa. Janaéek’s polythematic approach, employing
the same rhythm and springing from the same or similar melodic elements,
was quite evident here already, just as later it was the case in his intro-
duction to Jenufa, entitled Jealousy.

Janadek even contemplated to have his composition Ej, danaj published.
We can conclude it on the basis of a letter sent to him by the publisher
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Velebin Urbidnek on July 11th 1892.7 In it he informed Janacek that he
had duly received his composition Ej, danaj, but he would prefer to get
from the author something more appreciable to the public taste. The letter
does not indicate clearly whether Janacek sent to Urbanek a piano version
or an orchestral adaptation of Ej, danaj. According to information given
us by Mojmir Urbanek in a letter of July 26th 1966 no such composition
could be found in the archive of the publisher’s family.

A more elaborate composition than the above discussed Ej, danaj is the
chorus Zelené sem sela for mixed choir with orchestra accompaniment.
Its original title was likewise Ej, danaj. It has been preserved in the form
of an authorized copy without date, effected by V. Damec; the size of the
score is 26X35cm and the latter contains both the vocal and the instru-
mental parts. The signatures of the copyists are not affixed, and the score
is kept in Janacek Collection of the Moravian Museum in Brno, bearing
mark IIT-39. It came into being in the autumn of 1892, before November
20th, for on this day it was already performed in the public at a folkcon-~
cert in Brno, conducted by Leo$ Janacek himself. The origin of this chorus
with orchestra accompaniment may have been even of an earlier date
than that. The work may have been composed shortly after April 2nd
1892, at the same time when Janaéek wrote the piano version of Ej, danaj,
which he sent in summer of 1892 to the publisher A. Velebin Urbanek in
Prague. It is therefore probable that some time after the above date Jana-
¢ek began recomposing Ej, danaj with the view of transforming it into a
composition for mixed choir with large orchestra accompaniment.

The title page of the copied score still bears traces of the erased original
name of the composition, i. e. Ej, danaj. Below we find the new title: Ze-
lené sem sela, and we can likewise still discern Janac¢ek’s autographic
signature, which was also erased. The Roman figure III, placed before the
title of the composition, concerns very likely the order of items that were
performed at the above-mentioned concert (Lidovy koncert). Janicek na-
mely prepared the chorus and its orchestra accompaniment for the same
concert, which was given on November 20th 189238 Its programme con-
sisted of artistic composition in the spirit of folk music, and of stylized
adaptations of folk dances, while in the second part of the programme a
folk instrumental body from Hudce, conducted by the first violin player
Pavel Trn, and a group of dancers from the well-known folkloristic center
Velka nad Velickou performed their items. Janacek’s adaptations of folk
dances and dancing songs Zelené sem seta, Komari se zenili, Muzikanti, co
délate, and others found an appropriate frame in such a concert devoted
to folk music. The reproduction was undertaken by the orchestra of the

7 The letter sent by Velebin Urbédnek to Leo§ Jandéek on July 11th 1892 is kept
in the Janadek Collection of the Moravian Museum in Brno, marked B 26. Other
letters, concerning Ej danaj (to L. Bake§ova, Aug. Berger) contain just
allusions. In Janacek’s Collection they bear the marks A 5491, 5494 (to L. Bake-
Sova) and A 29, A 30 (to Aug. Berger).

8 VyslouZzil, 54, 511, cf. also a report on the Folk Concert in the Moravska Orlice
XXI, No. 267. Brno 22nd November 1892 (comment by the conductor of the theatre
orchestra Frant. Jilek).
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Municipal Theatre and of the First National Theatre in Brno and by an
amateur mixed choir.

Zelené sem sela (G minor, %/;, Allegro) is, in fact, the piano-forte com-
position Ej, danaj, set to instrumental music. In contrast to the original
piano setting Janaéek made use of a mixed choir, who were singing the
folk song Zelené sem sela, a popular dance folk song of the type Kulana
from the neighbourhood of Zlin, and by choosing this tittle he owend up at
the same time to the source of his inspiration. The mixed chorus was wor-
ked out on the basis of the two original tunes of Ej, danaj. The first tune
was taken from part B of the piano dance,
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The preserved score, consisting of 21 pages and 156 bars,® contains,
however, numerous crossings, which have considerably changed the gene-
ral character of the composition. The crossings were effected partly in pen
and partly in red pencil. The pen crossings concern mostly the first mixed
chorus Zelené sem sela, consisting of four strophes and representing an
adaptation of part B of the original Ej, danaj. Crossings of this chorus can
be found on pp. 6/7, 13, 16, and 17. The red-pencil marks have crossed for
the most part such orchestral interludes as are identical in melody with
the introduction of the piano composition Ej, danaj. Unaffected by cross-
ings was left the second tune of Zelené sem sela, adapted for the mixed
choir. It is the song which displays melodic conformity to part C in the
piano composition Ej, danaj and which has later been included in the
opera Jenufa in the form of the recruiting song Daleko, §iroko, do téch
Novych zdmkl. The number of bars crossed in red pencil is 22, and they
always concern the first tune in the chorus Zelené sem sela. The pen
crossings in the score affected altogether 24 bars of the first tune of Ze-
lené sem sela in the mixed chorus. Besides, we can find in the score on
pp. 8/9, 16 and 18 other crossings that concern only the vocal part of the
first tune of Zelené sem sela, while the orchestra accompaniment was left
unchanged. Thus of the chorus accompanied by the orchestra there are
only 16 bars left in the score (repetitions not included), while the orches-
tral part that escaped crossing represents 88 bars in all. As it appears, the
choral part has been reduced to a minimum, and we could therefore clas-
sify Janaéek’ composition Zelené sem sela with the above crossings as an
orchestral presentation of the respective Kulana dance with a minor parti-
cipation of the mixed choir, the main theme being the second tune of Ze-
lené sem sela from part C of the original piano composition Ej, danaj.

Yet, the preserved orchestral and vocal parts, containing also the first
tune of Zelené sem sela (part B of Ej, danaj) show that Zelené sem sela
had originally a more extensive vocal component and was performed
nearly in its totality. As the orchestral parts represent 134 bars, i. e. 22
less than the score, we may assume that the composition was played in
this extent (134 bars) at its performance on November 20th 1892. The
omitted 22 bars concern the orchestral accompaniment to the original Ej,
danaj, so that the vocal component was fully represented during the per-
formance.

The discription of the formal plan of the entire composition Zelené sem
sela irrespective the crossings presents the following picture: Orches-
tra: 2. bars of tremolos and trills in G, 8 bars of introduction to the styli-
zation of the dance proper (abridged as in Ej, danaj), 20 bars of stylized
dance (instrumentation of part A in Ej, danaj). Mixed choir with
orchestra: 12 bars of mixed chorus, treating the first tune of Zelené

? The score indicates the following distribution of instruments and voices: Piccolo,
Flauti I, II, Oboe I, II, Clarinetto B I, II, Bassclarinet B, Fagotti I, II, Corni I, II,
III, Trombi I, II, Posauni I, II, III, Timpani A, D, G, Triangle, Lyre, Harp, Soprano.
Alto, Tenor, Bass, Violins I mo, Violino II, Viola, Cello, Basso. Of the instrumental
voices 30 are preserved. Of the two tunes of Zelené sem sela only the first has been
preserved in the form of cyclostyled voices: 8 sopranos, 9 altos, 8 tenors I, II, 17
basses.
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sem sela with orchestra accompaniment (harmonization of the first tune
of Zelené sem sela and instrumentation of the second part B from Ej da-
naj), 8 bars presenting the second tune of Zelené sem sela with orchestra
accompaniment (harmonization of the 2nd tune C from Ej, danaj, instru-
mentation of the orchestral accompaniment), 12 bars of harmonization of
the 1st tune B from Ej, danaj and instrumentation of the orchestral accom-
paniment. Orchestra: Instrumentation of 8 bars from the introduction
to Ej, danaj, 20 bars of instrumentation of part A from Ej, danaj. Mixed
choir and orchestra: 12 bars of the 1st tune B, 8 bars of the 2nd
tune C. Orchestra: 8 bars of interlude (repetition of the orchestra ac-
companiment from part C). Mixed choir and orchestra: 12 bars
of harmonization of tune B with accompaniment. Orchestra: 6 bars
of introduction to Ej, danaj, 20 bars of part A from Ej, danaj without the
modulation extension (Piu mosso).

Thus we can see the orchestra part alternating with the mixed chorus,
while the orchestral introductions, interludes, and conclusion predominate
(92 bars), whereas the mixed chorus with accompaniment introduces the
two tunes of Zelené sem sela in conformity with parts B and C from Ej,
danaj (64 bars). The scheme of the form presents the following picture:
Introduction, A, B, C, B, introduction, A, B, C, introduction, B, introduc-
tion, A. Thus we have to deal with a sort of enlarged rondo form.

In the mixed chorus of the first and second tune (part B and C from Ej,
danaj) Jandéek made use of the text of a Moravian folk-song entitled
Stalost (faithfulness) with the initial line of Zelené sem sela. This Mora-
vian folk-song, originally a dancing song of the Kuland type from the
neighbourhood of Zlin, recorded for the first time by FrantiSek Barto$ in
his first collection of the Moravian national songs 1-1882 has the following
four strophes:

1. Zelené sem sela, 2. Rozvodi, rozvodi, 3. Nedaj, BoZe, nedaj,
¢ervené mi schodi, celd ma rodina, fialence rozkvést,
povéz mi syneéku, Ze si ty chudobnéj nedaj se, syne¢ku,
kdo tebe rozvodi. mameénky dévéina. od céredky rozvést.

4, Sak ja nedam, nedam,
ani nerozvedu,
dokud j4a, céreéko,
dokud ja ziv budu.

(Contents: I have sown green, red is budding, tell me sonny who wants you to
part with me. — They want to make me part, my whole family, because you are
a daughter of a poor mother. — My God, may not a violet florish, may no one make
you, sonny, part from your maiden. — But I won’t be parted as long as I live, my
maiden.)

In four strophes of partly dactyl and partly trochee measure with gram-
matical rhymes a b ¢ b a young fellow expresses his determination never
to be parted from his beloved, although she is poor and his family inter-
fere with his love.

The first mixed chorus in Zelené sem sela originated by the composer’s
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adaptation of part B from Ej, danaj in the following interesting way: In
the bass we find the main melody in mixolydic E flat, comprising 8 bars
and displaying a declamatory character to conform to the folk text of
Zelené sem sela. It assumes the form of single trioles throughout the eight
bars. Nevertheless, bass together with tenor start off the main melody one
bar before, while immediately after in the 2nd bar bass, in spite of singing
the same words, keeps up, nevertheless, the independent main melody,
whereas tenor attaches itself to the harmony of soprano and alto. The so-
prano and alto singers start off one bar later and sing the folk text in
rhythmical inversion, finishing with a mixolydic conclusion with four
additional bars, in which they ultimately join the tenors.

This first mixed chorus Zelené sem sela is on a high level from the
point of view of musical declamation. The repeated triole rhythm, which
Janacek adopted, is the very form to place a massive stress on the first
stroke, so that the musical-declamatory effect produced by the chorus
may be denoted as exemplary. It is a surprising fact because at that time
Janaéek opposed the theory of conformity between the spoken and the
musical stress, preferring quantity to quality. In the above conformity he
saw uniformity, and that is why he rejected such similarities acknowled-
ging as model the type of the folk poet and composer, with whom such
conformities are absent. The possibility, however, must be admitted that
later he was not satisfied with such distinct musical declamation, and that
he may have omitted the chorus of the first tune for this very reason. It
was not a musical phenomenon characteristic of Janac¢ek, who indulged in
irregularities of rhythm and accent.

As to harmony, the first mixed chorus employs simple accord combina-
tions, which spring mainly from the harmonization of the basic melody,
upheld in the bass part. The mixolydic drop from E flat to D flat, corres-
ponding with the second-accord harmony, the modulation switch to the
quartsextaccord of the subdominant function of A flat, and the final
unison bars in the sopranos, altos, and tenors constitute the entire harmo-
nic scheme of the first mixed chorus. In contrast to the second tune of Ze-
lené sem sela, which displays a strictly homophonic structure, the first
mixed chorus has the character of imitation determined by the foregoing
bass solo. The orchestral accompaniment doubles the leading melody of
the bass in the fagots, violoncellos and counterbasses, otherwise it emp-
loys chiefly the second-stroke rhythm, joining the chorus in typical rhythm.

2 iy l‘

The second mixed chorus, presenting the second tune of Zelené sem sela
in E major, derived from part C of the piano composition Ej, danaj,
consists of 8 bars only. The choir sings first in repetition two strophes of
the folk text in E major, then two other strophes in G major, waich is
a key of tertial affinity. Starting with the quintsextaccord of a deminant

function Janaéek resorts here in accord with his principles concerning the
simplicity of the folk-song accompaniment, avoiding unnecessary problems,
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to the main harmony pillars T-D and their derivations. He likewise asserts
here with consistence the strophic, by composition unaltered form of the
song, quite in conformity with his method of adapting folk-songs.

In the instrumentation of the orchestra accompaniment we clearly re-
cognize the influence of folk figure dancing, which makes its way parti-
cularly to the flutes and oboes. This second mixed chorus is endowed, in
contrast to the first, with much greater vitality and swiftness. That is
why Janacek preserved it and later even employed it in the opera Jenufa
together with the orchestral epilogue (Piu mosso), with a picturesque
classical-romantic instrumentation.

An independent composition is, however, not a common sample of dance
music. First of all the participation of a mixed choir in a stylized orchestral
presentation of dance music was a novelty at that time; to be sure, for
Janadek it was a continuation of one of his working methods based on
dance rhythm, a method which he used already in his ballet Rakés Ra-
koszy (1891). Nevertheless, there is a considerable difference between the
foregoing work and Zelené sem sela. In the ballet Rdkés Rakoszy we
meet with dances accompanied with choir singing, the latter consisting of
adaptations of real folk-songs and Moravian dances. In Zelené sem sela
(1892) Janiéek made another step forward. He reached a higher level of
stylization, so that we can even speak here of a certain idealization of
the dance, amplified by a mixed chorus. Contrary to his Walachian-La-
chian Dances (1889/90) and his Moravian dances with ballet singing (Rakés
Rakészy), in which he reproduced a number of folk dances and songs,
here, in Zelené sem sela, he above all let himself be inspired by a folk-
song of the type Kulana (Ej, danaj), particularly by its fiery expression
and speed. From the rhythmical form of this dancing song he used for
his second mixed chorus only the first bar, which he greatly appreciated
due to its stress being put on the second light stroke. The last two bars
of the second mixed chorus are, similarly as in Ej, danaj, an echo of
another version of the Kuland dance Zelené sem sela; this, however, is
a common practice in the conclusions of various Moravian Slovak songs.
The object here is not the reproduction of the complete folk-song, and
thus we recognize in Janaéek’s Zelené sem sela stylized dance music of a
higher level. And if we compare this composition with the Czech Dances
by Bediich Smetana and with the Slavonic Dances by Antonin Dvorik,
as well as with the Three Czech Dances by Vitézslav Novak (1896), we
see that Janadek’s stylization, to be sure, has been supplemented by the
vocal participation of a chorus, yet, in its general conception it is more
concise, more folkloristic, more symetrical in its articulation, and as to
instrumentation far more sober and simpler than its counterpart in Antonin
Dvorfak’s work, particularly with respect to the counterpoint secondary
voices. In spite of it all, it, nevertheless, represents a continuation of the
two Czech traditions of stylized dance music: those of Smetana and of
Dvotak.

Translated by Samuel Kastomlatsky
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»EJ, DANAJ“ A ,ZELENE SEM SELA“ V JANACKOVE OPERE
JEJI PASTORKYNA

Ej, danaj, téz Danaj a Zelené sem sela jsou dvé podobné stylizace slovackého tance
Danaj. Prvni, Ej, danaj, koncipoval Janaéek pro klavir, druhy, Zelené sem sela, je
dpravou a stylizaci Danaj pro smiSeny sbor a orchestr. Obé& Janackovy skladby
vznikly v roce 1892. Dokonéeni Ej, danaj Janaéek pfesné datoval na koneci skladby:
2. 4. 1892; Zelené sem sela nema datum dokonéeni, vzniklo viak pred 20. listopadem
1892, nebotf 20. listopadu 1892 jiz bylo poprvé provedeno v Brné za Janadkova Fizeni.
Obé skladby jsou uloZeny v Janackovych sbirkach Moravského muzea v Brné&. Danaj
je .zachovén jako datovany autograf, Zelené sem sela jako nedatovany autorizovany
opis.

O Danaj jako taneéni pisni se Janaéek poprvé zminil v dopise, ktery poslal Ceské
akademii véd a uméni v Praze dne 17. listopadu 1891. UvAadi v ném, Ze sbira narodni
tance po tri léta (tj. od r. 1889), ze sbiral nejprve v rodném La$sku-Valassku, potom
na Slovacku, kde poznal daleko pusobivéjsi tance, a kde v roce 1891 byl nadSen pravé
tancem zvanym Ej, danaj. Vidél jej tanéit a zpivat s privodem dvou housli, basy a
gajd. Obdivolal jeho rytmus, formu a téz hru hudcd, ktefi s porozuménim okraslo-
vali napév, lehce zpivany taneénikem. Chvalil hudce, ktefi s patfi¢nym durazem
vyznacovali étyfosminovy pohyb proti &tvrfovym trioldm. Projevil presvédéeni, Ze
sbirdni lidovych tanct, zvl4sté téch, které jsou doprovazeny téZ cymbadlem, ma za-
kladni vyznam pro poznani zfidla lidové harmonické hudby.

V této Zadosti Janacek sice naznadil formu, rytmus a harmonii tance Danaj, ale
neuvedl vlastni jeho napév v notich. Teprve pozdé&ji vysly v BartoSové tfeti sbirce
Narodni pisné moravské v nové nasbirané (1901) napévy taneéni pisné Danaj, které
Janadek nasbiral na Slovdacku. Z nich vSak ani jeden neodpovida ndpévu v jeho
klavirni stylizaci Danaj, pouZitému téz v Zelené sem sela. Ani ostatn{ zndmé napévy
Danaj, uvedené jinymi sbérateli (Vladimir Ulehla, Jan Poldéek, Zdenka Jelinkova),
nejsou shodné nebo podobné Janackovym napévam v obou stylizacich. Lze proto
soudit, Ze Janafek se pouze inspiroval rytmem a ohnivym razem lidového tance
Danaj k obéma vlastnim skladbam. Pritom Danaj netvofil jedinou inspiraci k Janaé-
kové stylizaci. Danaj totiZ naleZi do skupiny tancd typu starosvétska, ktera sdruZuje
jesté tyto dalSi tance: sedlackou, vriénou ze Sloviacka, gdlanou (kdlanou) a todenou
z jizni ¢4asti Valasska a slovencinu ze Slovenska.

Z té&chto uvedenych tancl nejlépe vyhovuje Janadckové charakteristice tance Danaj
ve vzpomenutém dopise Ceské akademii — tanec sedliackd (DyZ mné das péreéko),
ktera podle jeho zaznamu v BartoSov& sbirce z r. 1901 ma vskutku variovany napév,
étyfosminovy pohyb v druhych houslich proti étvrfovym trioldm, jeZ zpival taneénfk.
Po strance melodické vSak tato Sedldcka nejevi vliv Janalkovy stylizace Danaj
a Zelené sem sela. Melodicky nejblize stoji Jana¢kové stylizaci taneéni pisen kilana
ze Zlinska s nazvem Stalost a incipitem Zelené sem sela. FrantiSek Barto§ ji uvadi ve
sbirce Nové narodni pisné moravské s napévy do textu vfadénymi (1882) a Leo§ Ja-
naéek s Frant. BartoSem v Kytici narodnich pisni moravskych z r. 1890. Z toho vy-
plyva, Ze Janadek neéinil rozdilu mezi jednotlivymi druhy todivych tanca celé skupiny
typu starosvétska a vybral z nich jako inspiraci tanec nejpusobivé&jsi, tj. kdlanou
s nazvem Stdlost a incipitem Zelené sem sela. To ostatné Jandfek sam pfiznal, kdyZ
se podepsal na titulnim listu smiSeného sboru s orchestrem Zelené sem sela, kde
je puvodni oznaéeni Ej, danaj vySkrabano. Zvlasté prvni takt kilané, této lidové
tane¢ni pisné na slova Zelené sem sela a zAavéreéné dva takty druhého znamého
napévu Zelené sem sela z tieti BartoSovy sbirky (1901) pf#ipominaji Jania¢kovu melo-
dickou invenci v jeho klavirni stylizaci Ej, danaj i ve smifeném sboru s privodem
Zelené sem sela. Ale i taneéni pisern Sedlackd (Vesele muziko) a razné typy tanca
Vrténd a Ej, danaj plsobily na melodicky obrys obou Janaékovych skladeb. V pod-
staté oviem jsou to skladby Jana¢kovy, vzniklé pod vlivem vzpomenutych tancu.

Po strance formové vykazuje klavirni Ej, danaj znaky ronda. 12taktovy oddil
(viz 5. notova osnova shora pfilohy ¢é. 1) a osmitaktové pokratovani v E dur pfesly
potom s nékterymi uUpravami a instrumentaci pifimo do 4. a 5. vystupu Janalkovy
tfeti opery Jeji pastorkyina (srov. klavirni vytah Pastorkyné, Praha 1955, Statni na-
kladatelstvi krasné literatury, hudby a uméni, 6. vydani, str. 51-57 a 62—65). Syn-
kopovany a triolovy rytmus, pfiznaény pro lidovy tanec Ej, danaj, se tu vyskytuje
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hlavné v uvodu. Durazem na lehkou dobu a priznavkovymi rytmy nabyl Janaékav
Ej, danaj zvlastniho ohnivého razu. Casté uZiti trylka je$t& vice zvySuje dojem vifi-
vosti taneéniho reje.

Vazby jednotlivych ténin dosahuje Janiéek hlavné na zakladé centrality jednoho
tonu (es-dis). Harmonicka struktura sp&je od vétsi komplikovanosti k jednodus$s$im
prostfedklim, jeZ se v osmitaktovém oddfle E dur omezuji na hlavni funkee spoji
dominanty s ténikou.

Je zajimavé, Ze .Jandéek pomy$lel na vydini tohoto svého tance a poslal jej na-
kladateli Velebinu Urbdankovi. Vyplyva to z korespondence Velebina Urbdnka Janac-
kovi ze dne 11. Eervence 1892, v niZ Janddékovi Velebin Urbanek sdéluje, Ze Ej, danaj
obdrZel, ale zada jej o skladbu pfistupnéjsi, asi ve stylu Dvofdkovy Humoresky.

Baletni mistr a choreograf Narodnfho divadla v Praze Augustin Berger v dopise
Janackovi z 5. kvétna 1892 sdéluje, Ze by novy tanec Ej, danaj uvedl do vypravné
hry Cartv kuryr. K tomu nedoslo.

Poprvé provedla klavirni Ej, danaj Zdena PraSova 15. &ervna 1948 v Brn& v Cole-
gium musicum Hudebné védeckého seminafe Masarykovy university.

Je velmi pravdépodobné, e Janadek brzy po 2. dubnu 1892, kdy dokonéil klavirni
stylizaci Ej, danaj, zadal tento stylizovany tanec instrumentovat a pfepracovivat pro
smiSeny sbor s velikym orchestrem pod ndzvemn zaéitku textu taneéni pisné kidlané
Zelené sem sela (Stalost). 20. listopadu byla jiZz tato nova skladba provedena v Brné
na Lidovém koncerté ochotnickym smiSenym sborem za privodu orchestru Méstského
divadla a Prozatimniho narodniho divadla v Brné pod taktovkou LeoSe Janaéka.
Zakladni melodicky materidl Zelené sem sela pfevzal Janacéek z Ej, danaj, podlozZiv
melodii basu ¢tyfmi slokami textu kiulané Zelené sem sela a pfikomponovav k basové
melodii kratkou protimelodii v sopranu a altu s mixolydickym zavérem (srovnej
v textu anglickém na strané 97).

Tézko viak lze uréit, jak tato skladba byla ve skute¢nosti provedena. Jeji parti-
tura obsahuje totiz fadu 3krtit a zachované orchestralni hlasy se neshoduji pocétem
taktd s partiturou. Lze snad predpokladat, Ze zpévni slozka skladby byla o prvnim
provedeni zastoupena v plném znéni bez §krtd. Pfevahu vsak v celé skladbé ziskal
sbor, ktery potom Janaéek pfevzal do Pastorkyné a podloZil jej novym textem Da-
leko, §iroko, do téch Novych zadmku. K tomuto smiSenému sboru o 3 slokadch pfipojil
Janacéek v opefe nové zp&v rozjafeného Stevy, shodujici se téméf s tenorovym
hlasem sboru. Melodickych zmén nebylo celkem tfeba, rovnéz harmonicky pudorys
zustal celkem zachovan, V instrumentaci orchestralniho pravodu tohoto sboru jsou
patrné vlivy lidového cifrovan{ a okorovani, jeZ Jandéek poznal v hudeckych ka-
pelach. Tyto melodické ozdoby, uvedené v Zelené sem sela ve flétnach a hobojich,
ptebiraji v opefe bohat$i mérou housle,

Orchestrilni mezihra v opefe po smiSeném sboru Daleko, Siroko do téch Novych
zamkld i zdveéredna kdoda (v divokém tanci), nespravné pojmenovand po slovenském
tanci odzemek, zpracovavd modulaéné i gradacné zikladni motiv smifeného sboru
Daleko, §iroko...

Zelené sem sela neni b&Znou taneéni stylizaci. Pfedn&, déast smiSeného shoru
v orchestralni tanedni stylizaci je v té dob& néco neobvyklého. U Janaéka tento
zpusob je sice znam z baletu Rakés Rakéczy (Pan na Novych zamcich z r. 1891),
ale zde jde o tance se sbory, které jsou pouhymi tUpravami skuteénych lidovych
tancd moravskych. V Zelené sem sela se Janidek viak pouze inspiroval lidovou
tane¢ni pisni kudlana a toéivymi tanci ze skupiny Starosvétska, doslovné citace
lidové taneéni pisné v3ak nepouZil, Proto vidime v Zelené sem sela vysSi typ taneéni
stylizace.

Ve srovnéani s Ceskymi tanci Bedticha Smetany nebo se Slovanskymi tanci Anto-
nina Dvofdka jsou Janacékovy taneéni stylizace sice roziifeny o sborovou uédast, ale
citéné vic folkloristicky, &len&né symetricky, v celém svém vyraze struénéjsi a v in-
strumentaci na rozdil od Ant. Dvofika stfidméj3{ a jednodus3i. Presto znamena
Zelené sem sela pokradovani oboji tradice taneéni stylizace: smetanovsko-dvofa-
kovské,

Doplnék

Kdyi_byla vysadzena tato studie, vySel élanek Karla Vetterla Janadeks creative re-
lationship to folk music (in Colloquium Leo¥ Janaéek et musica europaea, Brno 1970,
str. 235 a n.). Vetterl soudi podobné jako Fr. Pala, Ze Janadek v rekrutském sboru
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Daleko, Siroko do téch Novych zamka byl ovlivnén také lidovou slovenskou pisni
Oliva, oliva ... Tim v3ak nevyvraci ani Janaékovo sdéleni, ani muj nazor, ze Janadex
piimo necitoval v Jeji Pastorkyni lidovou pisefi. Janaéek napojen lidovymi pisnémi
tvotil ¢asto ohlasy lidové pisné neuvédomeéle a nelmyslné. Druhé znéni Zelené semn
sela, které souvisi s Ej. danaj i s Daleko, Siroko, svymi triolovymi rytmy ukazuje opét,
jak byl Janadek nékdy vzddlen od pivodnfho lidového napévu, a jak téma v basu
se lidi jiz v prvnim taktu postupem k veliké tercii od pisné Oliva, oliva...



