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THE KUJAWIAK DANCE WORKBOOK

A NOTE ON THE DANCE WORKBOOKS FOR THE
KRARKOWIAK
OBEREK
KUJAWIAK
GORALSKI

ZYWIEC

The term "Workbook" is used by the present author to
denote "researches" of a TRIVIAL nature. The information was
merely collected from Dance Groups,Choreographers,Books, and
Workshops in Poland. Original Field-Work was not done by the
author.Perhaps a better term is ,"Collection" as in ,"The

Oberek Collection".

Another reason for not associating the term "research"
with these Volumes is because there exists only a slight
written record of and about these Dances. Thus there isn‘t
much that can be proven. Anyone can write down Dance

"material".

It is the Dance Teacher and Student whose practice shall

convert these Volumes into "Workbooks'".



THE KUJAWIAK DANCE WORKBOOK

ACKNOWLEDGEMENTS

The present volume,K'jéwiak,began in 1969 as a mere
collection of dance stepsx

As this collection of steps and figures grew necessity
brought forth analytic prihs}ples as well as the beginnings of a
Historical approach.

From 1971 to 1977 twenty-five months were spent doing
research in Poland. These research trips were funded by the
Kosciuszko Foundation of New York City and the Polish People via
the Polish Government.

The author’s research was done under the guidance of Dr.
G.Dabrowska of the Polish Institute of Arts and Sciences.Without
her valuable aid this project would not have reached fruition.

From the same Institute we thank Mgr. Z. Steszewska whose
efforts illuminated the complexities of Polish Folk Musical
History. }

We are also indebted to Dr. Peterman of the Dance Archive of
the Academy of Art of the former German Democratic Republic on
our behalf. : '

We also thank the staff of the National Library of Poland
and specifically as well, the Photographic Copying Section, of
the Library.The same can be said of the for the major and minor
Libraries of Europe,Canada and America.

In the realm of Stage Dance words of warmest gratitute are
given to the managements of the Wielki Teatr and Operetta of
Warszawa as well as the Operetta of Krakow.Individual dancers
who were especially helpful were Jan Klinski and Ryszard
Krawucki. Special thanks must be given to the choreographer
Witold Gruca of the Wielki Teatr.

Professor Kopycinski of the Polish Character Ballet Company
deserves much praise from us as does Hanna Chojnacka of the State
Ballet School of Warszawa.

In Krakow thanks are given to Jacek Heczko for both his
information and friendship.

The Polonia Society For Relations Abroad must be cited for
providing assistance in contacting Folk Dance Groups and
arranging our attendance at Dance Courses.

A number of drawings have been used which first appeared in
the books of J.Hryniewicka and Olga Zeromska.

We shall not mention the difficulties, obscurantism and
jealousies,on both sides of the Atlantic ,which hindered our
work.

Copyright 1986
R.Cwieka

1375 Clinton Avenue
Irvington, N.J.(07111)
U8 Ay



—J OnAT AP PO =

LI L

il TN, i il il R N
s Moy I S W R e e 4
“ % s = % 3 = s a4 =

THE KUJAWIAK DANCE WORKBOOK

TABLE OF CONTENTS

TNtroduetion—mm— e e e e e e
Historical Descriptions of the Feasant Kujawiak——==-
Summary of the Authentic Peasant Form--=-----= s ot

Dther DaNCeS——m———mm— e e e e e e
The Social Rallroom FOrM=—————m e e e e e

The SE386: BorMm= ot i et e M e o o b ot b D

ST A T e e e R e RS e 1 o =i i i o e e il i S

The Dance Movements————-—m—smm—m—mm e e e e e

D E eV A O S e e e e e e e e e e o o e e I

Tntroductory Notes-————m—m—mem e e e e e e
Authentic FOLK FOrMemmmmmr o o i e o o
Upper Body Movemenis——————-—mmm o e e e e e
Couple Fositiong=———=—=——=—=—c—mm
Foot Movementg==—=—m—=cecac acmmcme o e e e
suthentiec Step——=—=—=—m e e e

How the Authentic Kujawiak was Done-—-—p———=———-]
Stage forTm ‘of the Rujepiok=s—mecamamm e n ne e e a——— '

O B e O R i s o i o o s
ezl U N e s
Arm Motdongse s s e e S e e s S SR S e S e
e T e

AP N e LS es e = = e o e e e o i e e e e ;

Stage Kujawiak Flemenis-—-=--—-mm—mmmmmmm e
Advanced Kujawiak Combinations, Fragments & Couple
Tl EUPESm e e e e e e m

Bibliography

Pe

— e e —
~EOOOMS

— b b ok e b —
(UelNeNoo TN N BN Ronl 6y

MMM MN MNP MNRN
=1 VUTWUI W WA PO

LS
o



THE KUJAWIAK DANCE WORKBOOK

1 -
THE KUJAWIAK
This Polish Folk Dance, the Kujawiak, has asscociated with it, what is
perhaps the most lyrical of dance music. Kujawiak music was heavily
drawn upon by Frederick Chopin.! His little, moody, dreamy, senti-
mental keyboard music is very much in the Kujawiak mode,
In the center of contemporary Poland lies the ethnographical re=-
gion of Kujawy.
Within the entire sweep of central and western Poland music in
3/4 and 3/8 time predominants.
The major dance=-forms here are the couple turning dances; Kujawiak,
Obertas and Mazurek.Z2 All are usually done in 3/8 time however the
genuine Folk - Kujawiak is closer to 5/16 time with 5 beats to a
measure of music.
Music in the Kujawiak mode is older than the attribution of a
specific dance-form to that music.
«ss8lready the oldest 'L..Jué najdawniejsze Zrod¥o
sources show & lack of wyKazujg brek gciszego muzy-
definite musical bound- cznego odgraniczenia mazura
ary of the Mazur and its odaf pokrewnych mu form taneczqych:.
related dance forms:, .oberka i kujawiaka.?
: e | e’ —_—
\EEEEEK §§§_§Egawlak.;
The earliest dates when the music4 begins to crystalize from the
generic 3/4 time of central Poland was about 1750,
1. As a matter of faect it was Chopin who recorded the very first
lyric of a Kujawian folk song. This occured in 1824 when he was at
the town of Nieszawa.
2. (see Volumes III, VI in this present series.)
3. Taduesz Strumizzo, ﬁréd&a I Poczgtki Romantyzmu W Muzyce Pols-
kiej (Krakdw: Polskie Wydawnictwo Muzyczne, 1956), p.lli,
4. "Nazwa Kujawiak, pochadzqea od nazwa regionu, prawdopobnie nie

lud, pojawi¥a sig po raz plerwszy w 1827." The name Kujawiak, com-
ing from the name of the region, probably not & folk name, appeard for
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"At the same time (1750) such
names and 'Mazur', 'Mazurek',
and then 'Oberek', 'Kujawiak'
emerged for other musical and
choreotechnical forms".

During thé latter half 'of the 18th century several Polish Dances
came either to be conscious symbols of Polish Nationalism and or came
to represent ;2 class-community. .

The Taniec PJski and Mazur represent Poland's conscious National-
Political class;the Szlachta. The Krakowiak, Kujawiak:and Obertas
(Oberek) came to represent Poland's peasant class. All of these five
dances by 1847 were called Polish National Dances, i.e., they were
thought of as representatives of Poland's Cultural Identity.

The Krakowiak became a National symbol because of its connection
with the Insurrection of 1794.

Exactly how the Kujawiak and Obertas came to be National Dances
cannot be determined, There are no records to establish any parti-
cular arguments one way or the other.

One can only speculate (but not in a completely groundless way).
By the 18th century Warszawa had been the Polish capitol for over 200
years. Warszawa is located in the central plain of Poland.
What happened around Warszawa would come to the notice of its populace.

4s we have pointed out the Kujawiak, Mazurek and Obertas are very
closely related musically.In their peasant form the Mazurek and Ober-
tas are almost identical., The Mazur, done extensively by Poland's up-
per class, is a developed form of the peasant form of the Oberek,
namely the "Obertas." The term "Mazur" is very often used by peasants
themselves when they actually dance the Obertas.

Harly in the 19th century Poland began to experience the Romantic
era, Writers, journalists, hobbists and amateur ethnographers who
lived in Warszawa would go to the countryside around Wawszawa itself
and describe what they saw.

They thought that the Kujawiak and Obertas were uniquely different
and wide-spread.

Through the writings of these intellectual and literate persons
the knowledge of these dances spread among the reading population.

It was the aforementioned Feliks Jaskolski who wrote a pastoral based
on the Kujawiak region. Later fukasz Gozebiowski (1830) and Oskar
Kolberg (1867) used some of his work.

JaskGlski mentioned two dances: the "Kujawiak" and the "Wolny,"
The folk-band usually consisted of one or two violins and & basist.

In 18%6 Kazmierz Wdjaecicki published 25 songs of Kujawy. However
none of these are typically Kujawian, Kolberg did not go to the Kuj-
awy region until 1860. He returned continously up to 1865.

It was Kolberg's partner Jozef Blizirski who in 1867 reprimanded
the composers of his time that they did not know the real Kujawiak but
actually wrote Mazurs and Obertas calling them "Kujawiaks."

“gne first time in 1827. Ma¥a Encyklopedia Muzyki, (Warszawa:
Panstwowe Wydawnictwo Naukowe, 1968), p. 546

1e . Zofia Stegszewska, Salius Polonici, Polonises, Lengjel Taﬁ%zok,
(Warszawa: Polskie Wydawnictwo Muzyczne, 1970), p. 39.

& See also the present author's wouk on the Mazur,
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There were a2lso political conditions of the 19th century which
helped the Kujawiak and Obertas to become National Dances. In 1795
Poland underwent its third partition. No independent land was left
to Poland, Warszawa itself was now part of Buropean Russia. However,
soon with Napoleon's sweep into Russia, Warszawa and the area around
it again became a defacto capital, From 1815 to 1831 Poland did
have a legal existence under Russia, The center was again Warszawa.
Warazawa then as now exerts & powerful cultural influence over the
rest of Poland: & type of urban imperialism. Thus,from this recog-
nition of Warszawa's immedizate arezs peasant cultures,the Kujawiak
and Obertas were stated to be National Dancesz and are 2ecepted as
such. ;

Some people think that the Kujawiak became a National Dance be-
cause of the claim that is spread throughout Poland and was done by
voland's different sociazl strdata. There is no evidence for this claim.
Any slow turning couple dance done cutside of the Kujawy region is in
fact a Waltz or Oberek.

The great ethnographer Oskar Kolberg im 1857 in summing up his
observations on Polish dances wrote: .

o - - . ———— > .
‘lhi most common dances "Najpowszechniejsgym atoli tancem
in the entire-countxy W calym kraju

is the Kujawiak or Obertas .... jest Kujawiak gzyli Mgertasm....!

Here the "Kujawiak" is identified with the faster Obertas.

During-the last guarter of the 19th century a Peasantomania came
into vogue among the urban people of Poland.

The only "peasant" dances, in their Social Ballrooms forms which
appeared in Poland at this time was a very occassional Obertes and an
even rarer "Kujawiak!'.

Thus the Kujawizk did not become a National Dance because of its
heretofore assumed popularity throughout Poland or with the urban
populace. The dance did not spread. However knowledge of the dance,
of its music and of the people of Kujawiak did become known in other
regions. _ 2

In the bordering region around the city of Poznan Kujawiak melo-
dies occur and in other areas.

Among musical composers most of when naturally worked in the
capital, Warszawa, the Kujewiak does appear rather freguently. These
compositions were mostly written for the piano, These compositions
are mostly for listening and not dancing; they belong to the world
of classical music, Oskar Kolberg himgelf published a set of Kuja-
wisks based on his research.4

When his ethnographical work came out (about 1860) the Kujawiak

T. Oskar Kolberg, Dzie¥a Wszystkie, Vol. I, Piesni Ludu Folskiego,
1857, (Wroc#aw: Polskie Wydawnictwo Muzyczne, S [ DT
2. gpvidence of this lack of the Social Ballroom for Kujawiak was ob-
tained from a statistical survey of lists of dance music written during
this period, .

3. For examples, see Oskar Kolberg, Dzie¥a Wszystkie.

4.

Forty-three .in this work.
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was already a2 "National Dance",

We hold that the Kujawizk became a National Dance because of the
"historical accident" of Warszawa being located near the Kujawy arez
Of course the music of the Kujawiak itself, its great beauty was its
best argument in its popularity with Warszawa's ‘composers.

Had the ‘Gapital been located in another city of Poland then un-
doubtly the dances of the surrounding areas would have become "Na-
tional Dances'. _

Unfortunately the Historical tides of Industrialism and Western
Culture and Folitical Imperialism coupled with a too late flowering
of ethnological studies in Poland has resulted in very few and meager
source materials for Polish dances, This is generally true for all
the Western Slavs:, i.e., the Slavic tribes which lived (and of which
remnants still exist) in what is now Bastern Germany, the Baltic
Slavs (of whom the Prus are most well known), the Western and Northern
Poles, the Czechs, the Slovenes and other Western Balkan Slav groups.

Good research work in the field of Polish dance can only be said
to have started in the present century. During the 19th century the
ehtnographers were literary peoples; Not one was an active dancer or
dance teacher! One must contrast this with Western Europe where
dance-masters have left substantial amounts of dance materials for
the dances of the 15th, 16th, 17th, and 18th centuries. We know
what the steps and movements are and can do the very same dances to-
day. 5
Such is not the case for Polish Dances.- The influences of West-
ern European Imperialism and Germany were so strong that by the 19th
century native "Polish" dances of Northern Poland which includes
Kujawy, had been lost. During the 19th century Poland was being
homogenized under the two Germanic centers, Prussia and Austria,

With this influence, the Waltz,a closed couple dance, entered
into Poland. Think how different the peasant dances of the Russian
and Balkans Slavs are from the present day Polish Dances. Think
how many different dances there are among small groups of the Balkan
slavs vis-a-vis those of their Polish brothers!

Poland was not isolated from Western Eurcpe as were the Balkans
and Poland's original peasant dance culture has been the victim of
Western Cultural encroachment.

Thus for Polish peasant dances there are practically no choreo-
graphical descriptions from the 19th century. Such as there is we
shall now turn to.

HISTORICAL DESCRIPTIONS OF THE PEASANT KUJAWIAK

Here we shall present all the relevant Polish sources concerning
the 19th century Kujawiak including technical information as well as
remarks about its character. Sources shall be presented chronolo-

ically.

. Kgrol Czerniawski writing in 1847 listed some native Polish
dances and identified the Kujawiak with the Obertas. He then wrote
ceveral “"historical appreciative!" essays about each of the National
Dances. He mentions the clothes worn, the spirit of character, and
some "figures" but gives few step-movements. He has a short essay
on the Obertas but not on the Kujawiak.

A well known writer, Kazimierz Brodzidski, who wrote earlier
than Czerniaski, stated that the Obertas was nothing but the German
waltz done to faster Polish music. In his work "O Tancach Na;odo—
wych'" ("Concerning Nztional Dances") which may have been published
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5.
in 1825,1 Brodzidski only gives the Polonez, Mazur, and Krakowiak
as Polish dances., Czerniaski denies in toto that the Obertas and
by inference, the Kujawiak, was not & cultural borrowing but rather
indigenous to the Polish people.
His description of the Obertas does not include anything about

the Kujawiak. He does have, however, a paragraph about dancing
which is related to the Kujawiak. It is called "Okragzy" or "Round
Dance'.

The Okragry dance, within which "..Taniec Okragky, w ktorym sie

all our dances. it begins zbiegaja wszystkie nasze tadice.
with the Polonez, .then a Kra- Zaczyna sie on Polonezem = daléj
kowiak, (then the Mazur and idzie Krakowiak, Mazur i
Obertas and finishes again Obertas W Koney 2znowu Polski®.?
with the Polski (Folonez).

This is then a suite of dances which are all done cireling the
room or whose main actions are done circling the room.

The longest descriptions of the peasant Kujawiak are from the
afore mentioned Oskar Kolberg. His work on the Kujawy regions was
publishes in 1867. Previously the Okrggdy was mentioned as a suite
of dances.

‘The three dances done completely, ttrzy te tance w zupeknoéci po
one after the other, carries in sobie wykonane, noszg miejsgami
some places the collective name zblorowg nazwg "Odragtego". ..
"Oqug&ego “e a

Now the details of the suitie.

We see that according to the "Widzimy zatem z pPOWyZSzZego op-
_previous remarks, that all the isu, ze-taniec kujawski, z trech
Kujawy dances, are made up of wEkasgciwie sk¥adasig tancow, co-
three dances inereasing in the raz to szybszym nacechowanych
speed of the characteristic turns. obrotem. Sg niemi: 1. "Chodzony
They are: 1. "Chodzoney" or "Pol- fozyli "Pokski:" 2, "Odsibka,
ski"; 2, "0dsibka", "Ocibka!, "Ocibka" czyli Kujawiak wradciwy
or the Kujawiak proper, holding grodek pod wzgledem ruchiy  migdzy
an intermediate position between, Chodzonym a Obertasem trzymajgcy

the Chodzony and Obertas; 3. "Ks- %z, M"Egebka" czyli Mazur v. Ober-
ebka" or Mazur or Kujawy Obertas, was kujawski, z tarfcdw tych

faster of the dances. najpredszy."

The order is:

1. CHODZONY

te See the Mazur, of this present series, Volume II.

2o Karol Czerﬁiawski, 0 Tancach Narodowych Ze Pogladem Historycznym
I Estetycznym, 1847, (Warszawa: 1860, 2nd, ed.), D. 97.

3. 0, Kolberg, Dzie¥a Wszystkie, Vol. 24, op. cit., p. 204.
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6.
2. ODSIBKA=KUJAWIAK
3. KSEBKA=0BERTAS
So that so far the slower Kujawiak is called "Odsibka" and the
fagter Obertasy; "Ksebka". We as yet do not know if these two new
terms mean anything else. ; :

The tempo markings according to Oskar Kolberg are 123-140 beats
per minute for a slow Kujawiak and 140-160 for a fast-Kujawiak,
Sometimes a slower Kujawiak than normal leads instead oof a Chodzony.,

..the first of these dances n,,pierwszy z tych tarcdw

starts with "gpigcym" rogpoczynajg tak zwanyn "spigcym"

or "walking Xujawiak", czyli "chodzgeym Kujawiakiem",
which leads into a - ' ' ktory w nastegpstwie przecie? staje

quicker pace : % sig obudzonym

and even faster dances., i coraz ruchliwszym tadcenm,

How does the Kujawiak differ from the Obertas which is also a
couple circling dance? '

...is a striking difference ",..jest underajgca rdznice
between the Kujawiak proper pomiedzy wadeiwym Kujawiskiem &
and the Obertas 2 danced in other Obertasem tanczonym w innych
parts of the country. okolicach kraju. - ,
The Kujawiak, slower without Kujawiak, wolny od skocznosci
hopping and coarseness i rubasznoseci, "
is rather dignifies, jest racze) powazny,
often wistful and touching; a czegsto teskny i rzewny;
then isn't any heaviness niema zadnego przycisku
stamps are not necessary, i q;epotrzebujqc przytupnigcia,
it is danced circlingly tanczy sig, Ze tak powiem, obrggdo.
It's motion is far, far slower Rueh jego jest daleko wolniejszy
than the QObertas, niz Obertasa,
and finally it doesn't have & i wreszcie tg ma odrgbna cechg
difinite end, ze sie nigdy nie korczy,
but the cireling continual lecz w koZko ciggle powtarza.?2
repeats.

The Kujawiak here does not contain any hopping or stamping does
the Obertzs. It is not coarse; this would be contrary to its lyric
melodies. It is noticeably slower than the Obertas; as much as 40
beats per minute slower.

Polish commentators, notably Karol Czerniawski, continually cite
the fact that in FPolish dances there is always a leader and the group
which together represent the Slavic sense of a Soul or Community.
as seen by these persons, Slavs help each other; they are more com-
munal-minded than egotistical.

When they have duly "Gdy sig juz naleZycie po
circled the room, interwoven izbie nachodzili% dg czego
witd singing, one 0T ' nieraz ten i &w spicwkg

Te1vid., p. 200.

SoTpid, 5 Pe 202
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the more enthusiastic dancers,

usually the leader, c¢alled "oc", or

"na odsib", "na odsibke" and

now properly begins the Kujawiak,
The same pairs dance it

after the old and tired leave the
circle.

They dance quietly and regularly,
but there is a momentary disorder
and miX"upa-oan.a.-ﬂo-ooo.-‘tooooﬂ..
because not everyone heard

the leaders command,

or do not desire to obey him
right away.

¥
przyplgtaz, ktos 2z bardzie]
ochoczych tancerzy, ;
zwykle przodkujgcy, zawoza: "oc,"
lub "na odsib", "na odsibke" i
teraz wiasciwie rozpoczyna sig
Kujawialk,

Tadcza go teZ sam pary

gdy starzy ir

zmeczeni opuscili koo,

Tanczg spokojrnie e regularnie,

a chwilowy nieporzgdek i zamigszanie,
ceeeses, Z& ni kazdy doskyszak
rozkaju przodkujgcego, #
ani ma chge natychmiast go us#uchac, |

The fpeling of the above remarks as well as the lack of evidence
in Xolbergs writings to the contrary allows one to draw the inference
that around this time or just prior to it the people of Kujawy did

not even use the term "Kujawiak".

If at this time,

one were to ask

them what dance they were doing the people would more likely reply,

"Okrggdy", or perhaps "Odsibka", than "Kujawiak".
did it become conscious knowledge to the people of Kujawiak that
was a peculiar to them and who named it?
outsiders, possibly the literary people of Warszawa named it.2

when
this
that

The gquestions are,

It is more than likely

There is good evidence that the term Okrggly was used for a long

time by the native Kujawians.

Why this so is shown below within the

following quotation which explains, more or less, the term "ksebka'.
In Kolberg's book there are several thousands of verses of songs

and dances which used expressions such as "to dance" but not one
uses the term "Kujawiak!" nor "Obsekba" for that matter.

For the Kujawiak, the man and
woman turn to face eace other,
holding (each other) with both
hands, i.e., the man strongly rest
both palms on both sides of her
waist, while she holds the man in
the same way, their hands cross
each other..., and in this posi-=
tion; hold themselves straight,
they waltz or turn in circles to-
ward the right quite slowly, al-
beit significantly brisker than
the previous dance.

Now and then & man
may rest his head on her arm or
on her jacket front,

Zabierajgc sig do "Kujawiaka',
meiczyzna z kobietg zwracjaq sig
twarzg ku sobie, obejmujg sieg
oburacz, t. j. mgzZczyzna opiera
mocno obie rece d¥onmi na obu
bokach kibici taqcerki, gdy ona

w tenZe sam sposgb trzyma sig
mgzezyny; ztgd tez rqee ich krz-
yzuyg sig wzajem,..., i w takiej po
zycji prosto sig trzymajgc, wal-
cujg czyli obracajgy sig w kdxko
ku prawej stronie dosc powolnie,
acz znacznie Zwawiej niZ w pop-
rzedim tadcu. Niekiedy mgzezyzna
pochyli gtrownie na ramig lub po
nad gorsem swojej tanecznicy,

— e

T 1vid., p. 200.

2. This naming process is very common, Outside observers easily per-
ceive what is different because it is exotic to them.
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lIlIlllllllll.........I.......IIIIIIIIIII----

8-
as his right arm is raised above a prawg swg reka wznlesiong
for awhile, moving in the air chiwilowo do gory, potrzgsa w
as a sign of contentment. powietrza na znak zadowolnienia.
The dance leader called "rej"... Prgodownik w tadcu, wiodgey "rej"
does .& turn and is followed by all pokreciwszy sig czas niejaki, &
dancers, throws his left hand (if za rim cake grono tancerzy, Zar-
his right is free) around the wo- zuca swg rekg lewg (gdy prawg na
men's waist who then places her wo%pq) na okoZo kibivi tancerki,
right hand around nim (so that) Ktdpa bierze go W pas prawg reka
the left a lewg ma wolnas! ~M.ees kKt-
ig free. ...s.one of the more en-
thusiastic dancers, usually the of z bardziej ochozych tancerzy,
leazder, calls out, "oJ", or'na od- zwykle przodkujacy zawoXa; "ocl,
sib", "na odsibki" (i.e., from lub "na odsib," '"no odsibke"(t.J.
onegelf, to the right, to the gide odsiebie, na prawo, W strong od
to the right hand of the man;...) prawej rgki Me%,CZYyZNY5enss)
and now properly i téraz wkasciwie
begins the Kujawiak. rozpoczyna Sig nKujawiak", )2
This immediate guotation above defines 1pa bdsebka'"sas & turn
which is done clockwise where as the former guotation states that
the man throws his left arm around the woman's waist, after which
they circle clockwise around the hall we assume., From & previous
quotation we know that the couples are in 2 closed position, facing
cach other with both arms oOn their partner. This means that as the
couple begins to circle the free arm completes the closed position.
At some point, upon impulse, the leading couple stops in front
of the band and the man sings a song either well known or improvised.
The woman may reply with one of her own, This tplaying! continues
until the dance begins again. And thus it repeats. The alteration
of dancing 2nd singing is the most common reature of Polish folk
dances. During the dancing the others stand and listen., This re-
presents the nglav Community." After some time a faster dance is
needed. The leader signals;
...thundered suddenly sharp and ",..,puknie naraz ostro
loudly (the cryl; "k' seb," 'na i donodnie; "k'seb, "na kseb",
kseb," e
nna ksobke," surrounding his "na ksdbke", zatoczy SW§ tancerkg
partner e -
trom the rear with his left hand kokem w ty¥ od lewij reki, 2
as the entire group follows hium, wowcmas ca¥y orszak przerzuca
turning in the opposite senseg, sig za nim w strong przeclwng
i.e. to the left or -2 quick soprzedniej, t.Jj. lews, lubd :
succession alternating ohwilowo szybszym ruchem na przemisn
to the left, to the right to w lewo to w prawo,
and only now, take {one) i teraz dopiero, , ‘.
direction, from the right to the piorgc kierunek od prawej ku lewe]
l1eft hand ([of the mand. recg (mefczyzny)

——

Ibid., p. 201,
2. 1pid., p. 200.
3. Thne reader will recognize the grammatical variants of these term.

1.




THE KUJAWIAK DANCE WORKBOOK

This, under the name Mazur, pod nazwiskiem Mazura,
begins the Obertas,seeecsss rozpoczyna sie Obertas,......1

This "Keebka" is an introduction to the fast Obertas. There are
two ways to do this, The women is thrown onto the man's other arm
and the couple turns countexclockwise or they progress alternating the
turning; now counterclockwise, now clockwise.

As the couples turn after the call "na odsib" or slow Kujawiak
the couples do not always keep their position closed.

Some men rest their hands on her "Niekieky mgéczyzna pochyli gipwg
shoulders or on her jacket-front, na ramig¢ lub po nad gorsem swo-
as his right arm is raised above je; tanecznicy,
for awile a prawg swg rekg wzniesiong
moving in the air chwilowo do gdTy.
as a sign of contenment. potrzgsa w powietrzu

na znek zadowolnienia.

Here it definitely is the right arm of the man which raised and
not the woman's. The arm is definitely not widely swept in, out,
down and up but rather that only hand is waved or shaked, calmly. Re-
garding the couple position there was observed some variation. In a2
footnote in Kolberg we read.

Some dancers take the woman's "Niekiedy tancerz prawg rekg
with the right hand left hand obejmuje tancerkg w pas majac
free , she holds him around the lews wolng , ona zad trzma go
waist with his left =right hand sig w pasie lewg quq ;n%jqc prawsg

free , always they turn . to the wo%pg, zawsze jednqk obrot ich
left side, tanca idzie ku kewej stronie
but here the man's right hand ' lecz wowczas mqéczyzna,prawq qua

makes a circle going to the left, koo to zatacza ku lewej.

The couple seems to be in an open position turning countereclock-
wise or "na kseb". Unfortunately the descriptions of Oskar Kolberg
lack in specifies. There are no other descriptions of the authentic
peasant form of the Kujawiak after Kolberg in the 19th century,

Nor do any exist even into the first quarter of the 20th century.

From personal interviews with Pani Maria Drabecka, a well known
Polish dance researcher, this author was able to verify that Oskar
Kolberg's descriptions were valid at least up into the 1920's. Her
family is from Kujawy. Her mother taught her the Kujawiak such as
it existed in 1¢25. The dance consisted of the couples turning contin-
uously with both hands closing the position, i. e., 1t is not a Waltz
position.

But what turns! Very even, very smooth turns done in such a
way that the woman should be able to maintain a full glass of water
upon her head without spilling a drop! This means no arm waving,
stamping or heel=-clicking.

T
2'

Op. cit.
3« 1bid., p. 201



THE KUJAWIAK DANCE WORKBOOK

SUMMARY OF THE AUTHENTIC PEASANT FORM

We may summarize the Kujawiak by comparing it with the CObertas.
Both are turning couple dances. Both are done with three steps per
measure more or less similar to the Waltsz. Unlike the Obertas there
is no foot stamping, heel beating, hand clapping or thrashing of
arms. For theée Kujawizk and Obertas as well other Polish peasant
dances, singing is very much part of the dance. The Kujawiak couple
turning is done mostly clockwise whereas with the obertas it is just
the opposite. The Kujawiak was never done slone, i.e,; it was ne-
ver, among the peasants abstracted or taken out’ of context but was
always done as a part of the "Ckragky" suite of dances., As in other
Polish dances there is a leader who signals the changes from one
dance to the next. There are some variations in the couple Positions.

QTHER DANCES OF THE KUJAWY REGION

Oskar Kolberg has recorded other dances which were done in the
Kujawy area. Some are Polish; the rest are German showing again the
encroachment of Teutonié~ culture into Slavic lands.

The upper level of the Szlachte class di? also the Magur with
figures, Drabanta (& march), Kulig Krakowiak,' Polka Trzesiona and
Furopean figure dances such as the Contradance, Lanser and Galop.
Among the peasants, be%ides their Kujawiak, there were done the Chod-
zony, Mazurek-Obertas;¢ the German dgnces; Landler (3/8.and 2/4 time),
waltz, and the Szot, Sztajer, Polka Slizana, Skoczek; Ko¥odziej and
Kowal.

THE SOCIAL BALLROOM FORM

The chief Polish dancemaster at the turn of the 19th and 20th
centuries was Karol Mestenhauser of Warszawa. His most noteworthy
works are on the Polish dance, the Mazur. Following the mode of his
time he attempted to introduce Folish peasant dances into the Social
pallroom, Peasant dances were arranged in figures, They were arti-
fically constructed dances. Generally most peasant dances do not
successfully take to this grafting and after awhile the dances disap-
pered from the Ballroom. Neither Karol Mestenhauser nor any of the
Tplish Socizal dancemasters ever mentioned the the Kujawiak as having
or being dorg€in a Social Ballroom dance-form,

This covers & period up to 1923. As mentioned previously Social
dance composers of the 19th century very rarely wrote Kujawiaks Ifor
the Social Ballroom. This merely means that the Xujawiak was not
popular as a Social dance among the city people, However the Kuja-
wiak when done in the Ballroom is very much like a Waltz even in-
cluding the wWaltz position. There are Kujawiaks in 3/4 time. Its
the feeling the counts. (Or course the Waltz had a accent on the
second beat which the Kujawisk doesn't have),

The term "Soeisl Ballroom" above means the dances which city
people do. For them the dances are mostly entertainment and mild
aesthetic recreations. Among the smaller towns and rural upperclass
(Szlachta) houses in rural areas, especially in the Kujawy region,
there was a "Social" form of the Kujawiak as mentioned in the re-

1-
2'

See Volume III of this present series.
See Volume IT,

10,
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marks of Maria Drabecka. )

After World War I there was an effort by the Physical Educational
Colleges of Poland to spread Polish dances among the school-zge popu-
lace:that they would do the dances socially. They taught a Social
form. This movement or effort was a failure for lack of funds, teach-
ers, and World War II. But three books were published which gives us
an idea of & Social form of the Kujawiak was like just before World
War II.

7ofia Kwéasnicowa, &, leading teacher of Polish Dances in the Phy-
siecal Education College of Warszawa, published in 1937 and 1938 two
books on Polish Dances. The primary purpose of these publications
was to train leaders for performing groups of children. There are
occasional remarks about the Social and peasant forms of the dance.

..That in many places the con- ",.Ze w wielu miejscowoébicach
temporary Kujawiak has even a wespéTczesny kujawiak posiada
quicker tempo or alternates change; nawet tempo predkie albo rozm-
once slow, then fast. aite-zmienne; raz wolniejsze, to
The old Kujawiak according to old ZNow . szybsze.

Kujawians Dawne taneczne formej kujawiaka
was significantly quieter and even. wedlug opowiadan kujawiakow ]

odznaczaky sig spokojem i umiarem.

According to the action one can't tell if the fast part at
that time was done at Obertas tempos as it often is now. She also
has the beats per minute as 112-8 slower than Oskar Kolberg's note.

The command to change direction "Has#o do zmiany kierunku

is given either by the man of the nadaje albo tancerz parj przo-
leading couple cujgee]

who shouts, for example "na o okrzykiem np., "na odsipkeg" ,
odsipke" , iub

or also the dancers of other tez tancerze z kazdej innej p
couples dance pary wedlug wlasnej invencjo.2
according to the own invention.

Concerning the step-movements, FPani Kw@snicowd sees it as the

same Waltz.
The Kujawiak and Oberek should "Kujawiak i oberek nalezy
be taught from the waltz step, rozpocznad od nauczania pewnego
which is not the same rodzaju kKroku walcowego,
fas the Kujawiak step or Oberek. ktorego jednak nie nalefy
= ﬁﬁﬁ%nﬁgmﬁjiwiaka
lub oberekg".?

The above is a rather startling remark since in the actual
exercises the authoress uses only Waltz steps! This is a practice
which one often encounters today among Polish dance groups, l.e.,
for practical purposes the Kujawiak step ig the same as the Waliz
step.

T zofia Kwagnf%wa, Zbior PlasJQL II, (warszawa: Nasza Ksiggarnia,

1938) p. 169.
2. op. Cit., p. 171
3. Op, Cit., p. 173.
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In keeping with this Pani Kwasnicowa lists the usual Social
Ballroom Waltz position as one of the positions of the Kujawiak.
It was in her time, and is still encountered at Sccial Bzallroom
dances. It is, as we have seen, not an authentic folk-form but
represents the Teutonie influence upon Polish cultural forms; here
specificallyy: the Germanic Waltz and the Waltz position done to
Kujawiak musie which is played by a Social Dance Orchestra. The
result is usually music which is flat and dancing devoid of a
Slavic Kujawiakian spirit. : e ,
The'Kujawiaku'Spigpym",pOSition as given by Pani-Kwasnicowa in
that both dancers place their hands on each others shotilders. From
Pan Kolberg we see that this is not so as far as the authentic form
goes.
In the schools of Physical Education Polish Dance program of
the present century the Social forms of TPolish Dances as they were
and are taught are really lukewarm elements of amatuer stage danc-
ing. In the case of the Kujawisk and Oberek there is the added ele=
ment of the Waltz's influence upon general _Ballroom dancing. Thus
in today's social form. When it is done, there is wide waving motions
of the arm by both dancers which has no basis in Kolberg. From Kol-
berg up to 1964 there has been no research material published on the
Kujawiak. We are speaking here of the actual dance movements, There
was continous collecting of folk lyrics, music,dialectical expres-
sions, and ethnographic material: 1895, 1897, 1900, 1903, 1907, 1910,
191%, The musieal transchiptions were popular with gentry and the in-
telligentsia. "
Betwee% the wars researchers took on a more;scientific character
with phonograph recordings being made. Between 1937-39 around 1000
songs were recorded in just the Kujawy region. A4ll these recordings
were destroyed in the War.
After the war research continued with a sense of national mission,
It wasn't until the work of Roderyk Lange (1954-1967) that a real
attempt was made to capture the dance movements. His descriptiong
show that the dance was very subtle and in 5/16 time and practically
impossible to find after the second war. _
" Not only that but Lange do not find to many similarity with
¥olberg's description!! What can this mean? }
' In periodiczls before and after World War II choreographies
intended for amateur performing group were given., They are full y
blown so to speak, with heel-walking, heel-clicking, stamping, wide=-
arm movements, hand slapping, etc. The chorogra;hles may be pro-
grammic showing the gathering in of hay, flirtations, etec, all Qe-
i g or the stage. .
Slsne%tfis precise?y this gap that makes it difficult to pin down
' the Kujawiak.
e s%gr{gg% the dagce manual of CzesZaw gwiatkowsk; ap9eared. ;t
is a real social dance book in the tradition of Lipinski, Mgstenﬁauser
et. @l., but how thin is it! {hii iﬁ'lti?if is an indication o
) wag the Polish soul a is time. _
en b;ﬁzrﬁﬁgawiak is given in eleven pages, nine of whlch_argaior
instruction. Here is what the author states about the Kujawiak.

The original Kujawiaks differs nPierwotny kujawiak bardzo sig

r i z .
1'Dr. Grazyna Dibrowska, W _Kregu Polskich Tancow Ludowych, (Warszawa:
Tudowa Spoldzielnie Wydawnicza, 1919), P. 167.
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greatly from that, which is danced rééni,_od tych, ktore taﬂczy sig

and played today. Various com- i gra becnie. Rocmaicl kompzy- .
posers and dancemasters, slowly, torzy i mistrzowie tarca, wolno,

but graduzlly changed it. lecz stopniowo zmienia®i go.

The tempo ‘of the Kujawiak is far Tempo kujawiaka jest daleko po-
slower than- the Oberek and is wolniejize, niz oberka, oraz tan-
danced in the round. czy go sie na okr%gao."

This we know was true,” sAbout its character.

The kujawiak should be danced "Kujawiaka powinﬁo sie taﬂczy6
lightly, evenly, with elegance lekko, gzadko, z elegncja i gracjs,
and grace, especially by women. wkasciwg kujawiakom, "1

How does the dance look 2s a whele.

After starting the Kujawizak, "orzy rozpoczgciu kujawiaka,

the dancers execute it slowly, tancerze wykonjg go wolniutko,
cireling, first turning to the left, w kdék*o, uprzednio kreca sig w lewo,
changing direction to the xright zmieniajg kierunek w prawo
and again to the left. i znow powracajg w lewo,

They dance in this way the whole Tak tanczg przeg pewien
time... CZ238,..4s

Only when the spectators grow bored Dopiero gdy widzbw nuzy
as such slow turns, przypatrywanie sig tak wolnym obrotom
then couples, holding at the waists, wowczas para, trazymajgc sig w pok,
begin fast steps, rozpoczyna szybsze plasy,
maintaining the (previous) calm, zachowujac wpawdzie spokdj,
especially the man (who) wlas ciwy kujawiakowi,
avoid the wildness which charac- unikajgc zamaszystogci, jaka cechuje
terizes the oberka lub mazura."

Oberek of Mazur.

Czesiaw Kwiatowski also states on must go to Kujawy in order
to see how it is properly done., This implies that the above remarks
were based on personal observations of his. If so this would mean
that Oskar Xolberg's description of 1857 was made up. to even Pan
Kwiatkiwski's time, i.e., the 1930's,

In the instructional part of Pan Kwiatkowski's manual thg basic
turning step which is the waltz (3 steps per turn) is taught turning
both to the left and right, The Kujawiak is only a couple turning
dance. 5l

In addition the couple turn, this is a slight thead-stamping"
step to be done by the man. This fits in somewhat with the remarks of
Maria Drabecka.

Unfortunately the remarks of (zesddw Kwiatkowski did not describe
just how the Kujawiak was done as a social dance at his time except
for one comment in which he states that most people dance it some-
what wildly because they are really dancing an Oberek, Ve can assume
that it was danced in the Social Ballroom in Waltz position with the
men stamping and probably with arm waving.

Te Czesiaw Kwiatkowski, Szkélﬁ Tancow Polskick, (Warszawa; "Per-
fect-wateh", 1937), p. 57.
2 Ibid., p. 58. See also Volume II of the present series concern-~

ing the Mazur and its relationship to the Oberek,
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The present stage of the social-form is and has not changes
since World War II except that it is practically never done: neither
in Poland nor by Overseas Poles. FPoland as yet does not have re-
sources available for a re-education in the field of Polish Dance.

Thanks to.the work of ILidnge however the flavor and authentic
movements have not passed on to oblivion. From his summary article
published in English in 19741 we can still glimpes the authentic
life. - B, 5

Folk dance is part of the glue of the community.. . It's most
striking feature is improvization. This explains the many variations
of dancing in 2 single village. The dancing rhythm pattern follows
the emotional condition of the participants. Variants come and go but
the basic style changes very slowly,

As with other Tolish Folk Dances the musicians take their cue
from the dancers, they slow when _the dancers slow down, The mu-
sicians recognize the dancer's tempo changes and rhythm changes.

The musicians play by ear and can't read notes.. This is one way that
lezds to different melodies are read for the-same type of dance.

This for sxample there is no one way of dancing a "Xujawiak," During
a dance the dancer may change the movements.

We see that the authentic "simple Kujawiak" is not so simple.
Thus when it became a National Dance it was smoothed out to become
a nice 3%/4 waltz with folk overtones.

THE STAGE FORM

The only Polish folk dances which may be said to have a major
place in the "Great Tradition®" of Polish dance are the Polonez and
the Mazur. There are no Operas or Ballets with Kujawiaks.

Nevertheless with the great activity of state supported amateur
and professional groups within Poland the Kujawiak has & major place.
In these circumstances the Kujawiak has a very highly developed form
in terms of step-movements and figures. Many balletic refinements
are used, There are wide beauntiful arm sweeps, stamps, heel steps,
claps, In this form the Eujawiak often alternates with the faster
Oberek.

In technical part of the present work this stage form occupies
the greatest part.

SUMMARY

The Kujawiak represents the sentimental, lyric hauntily beauti-
ful slow dance of the Polish National Dances. Originating is the
Great Central Plain of Poland it is closely related to the Mazurek,
and Obertas as a musical form.

Sometime before 1850 it came to be recognized as a Kujawlan
dance, that is to say, it was a regional dance. Its main features

lie in its melodies and continuous turn in both directions.
It was (and is) noted for its guietness, its calm and romantic over-
tones as with all Polish folk dances there was a good deal of sing-
ing to the Kujawiak., So attractive was the Kujawiak that its music
spread to some other regions of Poland whilst the dance was brought,

te Roderyk Lange,"On Differences Between The Rural And the Urban:
The Traditional Poligh Peasant Dancing,"

Yearbook of the International Folk Music Council, (Urbana: U. of
Tllinois Press, 1974), p. 44-571.
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along with the CObertas, to the consciousness of the urban intelli-
gentsia nearest to Kujawy. . The nearness “of the capitol, Wars-
zawa to Kujawy was an important factor in the Kujawiak becoming a
National Dance.

As a dance of the Social Ballroom it was not done very much
outside of the Xujawy area, , When it was done it was and is often
done more as & variation of the Waltz than of as the Kujawiak, Now
and then one encounters it or at least the music of the Kujawiak in
the Social Ballroom. . Today it has a very important place in the
repertoire of present dance stage groups.

THE DANCE MOVEMENTS

In this section the movements are presented for the various
forms of the Kujawiak. There is little about the steps and move-
ments which maybe said with certainity., In most cases there are
only one or two “facts". The interaction of stage dancing and
choreographers with the original forms produced many steps, atti-
tudes and motifs which themselves can be said to belong to the stage.
They may be enjoyable and beautiful but this inter-action makes the
job of the researcher very difficult because these developed forms
of the dance have practically erased the original structure of these
forms. This connection with the lack of written records makes it
even more difficult,

One must remember that by the 20th century Polish Dancing was
in the hands of Ballet Schools, of the Schools of Fhysical Education
and in those of many amatiur dance groups. This trend was accelerated
after World War II because the State now sponsers these activities.
But the result of all this dancing is that it is "schooled" dancing
for the stage of "stylizied dancing",

Some stylized elements are easily detected; others not so be-
cause the stylization is accepted as basic. The researcher must rely
upon, in addition to the research, his or her own dance experience
and sympathetic feeling for a dance variant in order to sort out the
different types. In our case we must "reconstruct" a dance-form or
an era.One must intutivitively construct a dance-form. But how can
one judge intuitions? Which intu tions are better? Intuition must
be guided by correct information about the dance, its dancers,
their history and time. That is just the aim of the present work.
A11 this is not to say that styles of dancing should not be mixed,
but rather that the intelligent person must know the difference be-
tween the variant forms; what was good for one variant and why, in
order to use it in our lives and contemporary times.

The reader must pay heed to the fact that dance is an activity.
One cannot know it without doing it. Learning is doing. The follow-
ing section is written so that one may learn about the dance by do-
ing it. It is better named, & "Workbook of Aesthetic Delights!" The
manual is complete within itself and contains not only the steps and
movements but also some preparatory exercise in order to insure &
good foundation.

The source materials are, for the Kujawiak, old books, dance
manuals and interviews with people who did the dances in their
real 1ife context, the living tradition of the State Ballet school
in Warszawa, the Physical Education schools, the many dance groups
in Poland both professional and amateur, Folish folk dance teacher
training programs in Poland and emigre cireles outside of Tolend.

The present author had to make certain judgements about steps,
movements, etec., in order to classify the material. Only & know=-
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person can decide if our audbementu are correct.
Another dlff1cu1ty in this process is that it is hard to decide about
what we may designate in order to Judge how good a certain dancer is

or was and just how hard & certain dance is.
something, which would "a priori" be ill-suited"for a particular dance

but conyincingly so, so that«it does "fit".

How do we reason that

One person may do

it should not have been done even though it was good?

The edsiest way out is to do what some people have done or said.
Merely lump everything together and invent reasons to support their
“that' is what my dance teacher Sald“

"facts" or state,

this is unsuitable for serious consideration.
ABBREVIATIONS

In order to present the following material as concisely as

rossible abbreviations shall be used.
It is not intended that the reader will look these up in
They are to be learned by doing the step movement

be used.
2 dictionary.

which they represent.

ot

fwd
owd
twd
ctr
diag
frt
RLOD

THHOoW-g £ 3

LOD

Also many

man hd(s) naﬂd(s)
woman ft foot, feet
partnergeg ins inside
couple (s outs outside
left, go left fitw footwork
right go right pos position
foward d direction
backward org original
toward wt weight
center ct(s) count(s)
dizgonal(ly) m mEeASUTE
front Cw clockwise
reverse line CcCw counterclockwise

of direction
line of direction

Here are some combinations whiech occur.

oppftw
oppd
Orgpos
insft
outsft

opposite footwork
opposite direction
original position
ingide foot (feet)
outside foot (feet)

Obviously

Polish terms will

st

fat
ast
rep
rad

The symbel for a man is

the page.

The symbol for a woman is

the page.

so that

finishing so that
at the same time
repeat

repeat as desired

¥
&

Hands on hips Q@O 2 k(%/
s

; facing up

;3 facing up

armg out to

sides, rounded.

HBE
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Some step-movement require diagrams which show the distribution
of the weight upoa the foot. The "weighted-part" is indicated by the
darker area. Here are several examples,

wt on less ] wt on s wt on
frt of ~ Wit R side of X heel
£t - 1 ;

INTRODUCTORY NOTES

There are four elements to any dance: “the foot-leg, upper body
arm-hand and head-movements. The hsrdest of these to teach, com-
municate and learn are the arms and upper body. -Ordinary persons
of the past learned the proper movements for a dance by living con-
sistently within their life-styles. The motions associated with
certain life-styles are used in other areas of life, in our +tase,
dance. For example people who wear heavy clothing usually take
smaller slower steps. The weight of the clothes on' their arms limits
the amount of the time when they would have outstreched arms. Poles,
have traditionally dressed for cold weather as well as for the Aes-
thetic possibilities which great quantities of clothing present to
the imaginative individual. The clothes of Kujawy, i.e., the wo-
man's bell shaped dress and the man's overccoat billow out as they
turn round and round.

Whenever an individual tries to learn something which is for a
different life-style they must be instructed either consciously,
i.e.,, by the use of lessons or by sheer repetition until it is fa-
miliar to them; until they assimilate it. With simple dances this
may be a matter of minutes; with others, months or years.

The arm and body motions are difficult because no one in the
past ever wrote zbout these in concrete terms for social and folk
dances except for recent 20th century descriptions. The only rezl
way we. have for learning these movements is to watch the best
dancers and copy them as well as trying to behave within the Dbehav-
ioral codes of the period. Thus arm and body movemenits are more
speculative than foot-leg movements,

ALL STE? DESCRIPTIONS ARE FOR THE MAN. WOMAN USE OPPOSITE
FEET AND DIRECTIONS. USUALLY THE WOMAN MAY USE THE SAME
INSTRUCTIONS BUT SHE ALWAYS DANCES QUIETER THAN THE MAN.

AUTHENTIC FOLK FORM
UPPER BODY MOVEMENTS

The single most important virtue for the dancing of the ngawiak
is its even smooth turning. The smooth turning is best done with
the body held in an up-right manner but not stiff.
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COUPLE POSITIONS .

CLOSED COUPLE POSITION

This is the general couple position for all forms of the
Kujawiak. Pitrs stand facing each other. M has both his
arms' around the W, M's hds are held anywhere on the lower
back; from the waist to the shoulder blades. W lightly
"regts" her '

arms above the M with hexr hds on his shoulders

Remember that Kolberg definitely states a2 waist hold for
both the M and W.

The zrms should not be allgwed to hang down. Instead they
should be held round and out to the sides.

Variation A "UPPER = ARM' = POSITION

Ptrs hold each other by holding onto the upper-
arms of their ptr.

M's arms are on the bottom.

OPBN_POSITIONS
At times cpls merely have their ins arm around the W's waist.
W's ins hd is on M's ins shoulder.

Yagp hvaes

183
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3. “SPIACYM" POSITION

This is the same as either #1 or #2 above except that the M
places his head on the W's shoulder and "waves his free arm
as they turn. W have extended this action to include that
of the*W. This extension is not in-Oskar Kolberg. The
term (“Spigcym" refers either to a slow Kujawiak turn or
simply to the Chahony (Peasant form of the Polonez) which
precedes the Kujawiak, We only use this term her Decause
it is so descériptive and is currently used in:current use
to mean just this epl motif. 4 aie

FOOT MOVEMENTS

AUTHENTIC STEP

This entire description is that-of Roderyk Lange's. He how-
ever has mapped it out in Laban Notation. We have translated his
drawings and shall use some expressions of his. - Once you have tried
these movements you will be both grateful and dissatisfied. Dissatis-
fied because it is so subtle or impossible to do authentically but
greteful that at least one has botﬁ approached the past in a meaning-
ful way and that the door to the complexity of Reality has been
opened for you.

1. VDPHE STEP" - ITS VARIANTS

As Lenge states there exists only a gcale of possible
variations. We list all three. The first variant is
the least extreme of the three: a type of average
step-movement. We shall write this in 5 counts where
it is 516 notes to & measure. Practice this by going
to the sides.

AVERAGE VARTANT

m1 41 Step onto L ft directly to L side

ct2 "drag" (a hesitant movement) the R ft to
the lefft,

ct3 take partial wt onto R I%,

ct3& full wt onte R ft

ct4 transfer Wty sharing wt upon both It for
a time, back to L. ft.

ct5 Slide-out, free R ft (to the side) ast
upper body rises somewhat.

m2 rep m1 oppftw,d.

lLange stated, "There is also an inner vibration
in the upper part of the body resulting from
the intricate change of weight in the feet.
"All is",...immersed in the flow of dancing."
There are movements of the arms and body which
are opposite to those of the feet making it

very complex.

As difficult as this is we try to do the
sbove with the rise on ct5 but without changes

19.
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20.
in the head level so that all the changes of the ft
take place at and with the ankles,

We shall not write out the next two variants since only
the times of execution are different and not the move-
merts., Remember the counts are 1/16ths.
Variants Step L Partial wt Step onto R Step L
onto R . Slide R
"Average" ct1,2 3 4,5
Ct1,& 2,& 4’5
19241/3 2/34 4,5

The actual turning is done as in the Waltz - 2m for one
complete cpl turn. One m is thus a half-turn but unlike
the National Kujawiak the turning is done continously
for the 5/16's.

After doing this as & c¢pl try to fit it to 3/4 or
%3/8 and then 5/16 musie, Even if you can,only do it to
%/4 music it will certazinly make the Kujawizk more inter-
esting as well as challenging.

Fractice the turning with your ptr in the waist to
waist pos.

We think that this subtle wt changing will if any-
thing make the bland school step-movement more level and
enjoyable.

2. BASIC STEP

Thig is the tdugh version of the Kujawiak and is done as
the waltz, that is, with two measures of music the dancing
cpl and each ptr have made one complete turn.

This version "was adopted in the 19th century by towns-
people and landed gentry and it spread all over the coun-
try to become one of the Polish "national dances".

First we shall give the step-movement simple going fwd and not

turning. The following description involves a bended knee on
the first count. This gives the step a2 certain amount of
"tension", )

m1

ct1 Iong R flat-footed step fwd, knees lightly bent ast wt
of the upper body is carried fwd over these knees and
twists slightly CW. Wt is on toes of the ft,

ct2 short L step fwd, but not closing to the R fi on frt
part of the ft ast the knees are straighten, body erect,

ct? R step fwd onto toes of the ft, near L f%,

m2 rep m1 oppftw, d.

This step is done very fluently, lightly and continuously m

1. Ibid, Lange, p. 46, Perhaps, But were is the proof that
it was done everywhere in the 19th century?
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after m. It is very important to complete transfer the wt
from one ft to another.

ATTERNATIVE DESCRIPTIQON

cté TDbending both knees and "peeling" the R ft off the
floor end moving it fwd, knees still bent

i ctl R flat-footed step fwd, knees still bent, ast wt is
transfered fwd onto R ft, knees gradually straighten
as L ft begins to come off the floor, (By the end of
this count the leg is straight),

ctZ2 small L light step fwd, ahead of R ft, on the frt
part of the ft, legs are straight, muscles are not
tense or stiff,
ct? rep ctZ2 oppftw,
ct& rep ct& oppftw,
me

rep m1 oppftw,
Practice bwds.

VARTATION A "STRAIGHT"

Teke three steps per m not bending the knees
stepping only on the frt part of the ft, Heels
not touching floor. Do this variant now walking
on the heels., Now practice this stepping onto
an absolutely flat foot. Now, after mastering
dancing keeping the head on one flat line now
ast the head turn easily from side to side as
you walk, Think of turning the cheek and "pre-
senting" it to the side,

3. BASIC _STE? TURNING

Now the above step-movements are to be done making
a turn, when doing the turn close the ft together on ct3.
The amount of turning depends upon the dancers. We
choose gquarter turns,

START @%@3 ik, E o

mi

ot

On ¢t3 although the ft are together as a type of rest
the round turning motion continues in feeling through
the upper body. Both ptrs must practice this turning

in all directions,
The amount of turning may be varied say 1/3 of a
turn per step as long as the turning is smoothly done

and the ptrs do not jostle each other too much.
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Often when turns of this type are done the third ct may
be done as a slight spin on the ft, i.e., the "stepping"
gets lost somewhat.

Remember that the arms are high,wide and out to the
side. Often an easy lean into the leading ft (ctl) is done
s0 that one pair of elbows dips as the other rises. Do
not do this mechanically. Keep in mind that there isn't
anything to justify this in Oskar Kolberg but it has
that "natural" feel.

e
ngIEPSH

As we know in the old authentic Kujawiak there wasn't
any stamping. However the phrase endings often lend them-
selves nicely to doing a type of "accent", Thus we recom-
mend simply the taking of a definite step but not stamps.
The woman dances with more delicateness than the man.
KORYSANY

This is merely the
next with the ft slight
the cpls were standin
leading cpl.

ng of wt from one ft to the
t. This would be used when
tening to a song of the

HOW KUJAWIAK WAS .DONE

ad the text at th point.
text., From the Ci
(5 i

The reader should re-re is
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Whenever the leading cpl changes the turning direction
the others follow suit. And so it goes until the call
"Ksebkg" for the faster Obertas turns which start to the
left.
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STAGE FORM OF THE KUJAWIAK

The reader will recall that there is no Great Stage Tradition
for the Kujawiak as there was and is for the Taniec Polski and Mazur,
The Kujawiak has a popular place among amateur {and since World War
II) professional Dance groups. Among these groups there is no boun-
dary between zuthentic and stylized elements. ZEverything is done
for the stage. Balletic elements occur freely. However only skilled
dancers can do these elements well, The chief requirement of the
stage for folk-dances is variety. The stage Kujawiak has beeh much
work upon - much has been invented for 1it.

Everything which has been previously mentioned is also part of
the stage Kujawiak thus these will not be re-described, but merely
mentioned. The new positions and steps will be numbered from those
previous.

Remember that the music for Stage Performances is composed
music and thus has all sorts of peculiar features in order to drama-
tize the music. Thus the movements are radically
changed.

COUFLE POSITION

As with all stage dance the posture is more "up" than in auth-
entic dancing as is expected of people who are training for a stage
presentation. Over and above that however is the Aesthetic satis-
faction of feeling.a good. posSiure of control and poise. The source
of Beauty in the attitude is the feeling of a long and extended back-
bones which starts at the toe bones,up the back and through the
head and arms and reaching out through the fingers.

The dancer should practice long, long stretching exercises
keeping both the buttocks and stomach raised and pressed toward each
other. Make the neck long, at the same time pressing the shoulders
down,

6, AESTHETIC POS

Here is a dancers pose and position which is in great use
in contemporary Poland. It was bornof the requirements
for peasant positions for the stage. It is a fusion of
the hds on hips and the beautiful lines of stage attitudes.
Tt is a stylized peasant pOSition:—mostprobably borrowed from
the woman's position of the RzeSzow area of South-Eastern
Poland.

First we show two positions viewed from the top which
are not the Aesthetic position.

In #1 the elbows and arms are directly to the sides.

In #2 the elbows are too far farward, MNeither of these is

the “"Aesthetic Position", This pos or attitude involves
the hds and body line as much as that of the arms.

The hds are not placed on the hips but forward of

23,
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The pelvis bone, sometimes meeting at the centerline of the
body, i.e., in frt of the navel. The hds are very often held
in a semi-fist as well as fully closed. 0Often the thumb does
not make up part of the fist but points bwds, more or less, to-
ward the rear so that it often only the thumb touches the per-

son. As we can see from the following illustration the elbow
does project fwd but not as in pos 52
above where the fist is underneath (or in
line with) the upper shoulder., Notice
that the little fingers faces front;

thumb back.

—

Viewed from the side the relationship of the shoulder,
elbow and hd are shown below,.

SIDE VIEW ¢ - SHOULDER
ELEOW —>
HAND

The entire arm is held as a unit, i.e., it is held rigidly.
Tt is important to keep the hd in its proper pos. The hd should
not be allowed to wander about freely on its own.

In this pos the back, neck and head are held up leaning
somewhat. The stomach should be held up and in as should
the buttocks.

This pos should feel elegant: if not, then it is wrong.
Very often the hds are held 5 or 6 inches away from the body.

FXERCISES FOR THE AESTHETIC POSITION

o

tart all the exercises with £t and legs together, wt on frit
f the ft., Arms in the Aesthetic Position.

—

a) Holding the legs firm swing the upper body as far as possi-
ble, twisting the upper body CW. Do this keeping the arms
rigidly locked. Head follows this motion also, The rela-
tive positiéons of the arms, body and head do not change.

(b) Same as (a) but head and eyes are kept rigidly facing the

org LOD. Remember chin up slightly.

(c¢) Same as (a) but entire body is kept rigidly facing frt

and only the arms move. The hds (closed fist) originate
the movement, The hds move from the frt, around the waist
and pass the hip,

(d) HNowcombine (b) and (e¢). As the body comes to a stop the

arm unit continues for a moment longer.

(e) Same as (d) but as the trailing arm comes around to the

frt the elbow and arm are raised slightly reaching its

maximum height just before changing the twisting direction.
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(f) Same as (e) but the swing in the next direction, dip down,
bending the knees slightly, straightening up as the elbow
is raised.

(g) Do (e) or (f) to gujawiak music (3/4 time) twisting the
body for different time directions.for example,

m1ct1 it m1 m;, twist
ct2,3 hold ct1,2 twist Neet1,2 Twist
ct3  hold ct3, hold

me rep m1 oppd. m2 rep m1 oppd. m3,4 rep oppd.

The point is to try to maintain the twisting movements;
to use all of the music. The changing of direction
should be on the ct& before the next measure.

(h) Do (g) walking fwd, turning, etc. Try looking over one
shoulder and then the other. Keep your shoulder down!
Do not let them hunch-up! As you turn try to keep your
eyes and head as long as possible to the frt and then
"gnap" it around gently and smoothly.

This control and movement of the shoulders and head is
very important in Ballet. It is equally so for the stage
form <folk dances.

ARM MOTIONS

As the reader shall recall Oskar Kolberg's description of
the Kujawiak (1867) the man would on occasion wave his free
hand as a sign of contentment.

In the stage-form this simple movement has been greatly
expanded, It corresponds to the "Aesthetic Position" — It
might be called the "Aesthetic Kujawianian Arm Movement." The
feeling is exactly the same as for the "Port-de-Bros" arm move-
ments of Classical Ballet. In truth, they are the Classical
movements done to Kujawiak music, 1In the stage~form both men
and women equally do the arms movements, The man must be
graceful but not effeminate, The woman may help the man by
not dancing "strongly".

SOME ARM-MOVEMENT EXERCISES

(a) Stand upright, ft together, wt on the frt of the ft,

Arms helgat the sides. They are rounded. They are never
allowed to hang slack. When the arms are in motion it is
the elbows which lead or initiate or prompt the motion

of the arm.

POSES AND ARM MOTIONS

* The arm motion's are secondary 10 the posing. Posing usual-
1y done at the end on some motif, couple figure or when a man
what to draw attention to himself as in a solo,

The carriage of the body is up and not bowed over. .The back-
bone supplies the straight but flexible line. The neck is comfort-
ably lenghten; the head is raised. Often the poses are done with
the torso leaning back with the chin raised even higher.

In the Oberek poses are usually done on while holding on to
ones partner. Thus it is usually done with the free arm.

4l  HANT ON HIP POS
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- —— e e |
T The hds are placed on the hips, hds maybe folded into a 26
fist.

2. THE "AESTHETIC!" WAIST POS

The basic stage pose for all Polish dances is & highly
stylizied position. We feel that it is & product of a
freszow’ folk dance position and the work and needs of the
Polish State Dance Companies, "Magwsze" and "Slgsk."

The most authentic and natural "hands on hips" position
is with the fist places on the hip or just above the hip
(more of a waist position). The elbows are directly out

to the sides.

i G 2 ot . SR A ; . ; .

The "Rze%z0w position is with the fists held waist hign
or higher in the front, actually on the stomach, The

elbows are well forward. This is a position

with more interest than the authentic pic=-
turn above.

However professional dancers and choreographers made
this position more zesthetically pleasing. The authen-
tic position lies only in the frontal plane. It lacks
depth and makes the dancer feel more down than up.

ARM MOTIONS

(a) Too exercises the arms., Big and wide,

Starting pos, ft
apeart

Notice that the L arm
does neot return
immediatly to the

L hip, but crosses
underneath the E_
which does not
rapeat the movement
of the L.

RlL

(ct2)
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b) Stand erect, legs and ft together wt on frt of ft with
both arms in the "asethetic" pos.

ct& Start to move R hd off of the waist,

m1.t1 bring the hd to a pos to the frt, chest high.
ct?2 continue st the arm is raised to its pose pos
diag R fwd. Hd is snapped into pos with an
open hd pose, thumb out.

17 > side .I
<:i£ﬁrr fst view .

ct3 Hold.
me Rep m1 opphd, d.

The R hd returns to its waist pos by m2, ctil.

The return does not follow the same path. It

takes & shorter route with the hd going swing

down into pos as the lower arm revolves around
the elbow.

Rad
c) Do (a) more gquickly. By cti.
d) M practice this on bended knee.

e) mAlc::-lﬂ R Side-step to the R side ast R arm goes to the

side, L to hip,
ct?2 L stamp,
ct? hold,

STAGE KUJAWIAK ELEMENTS

_ Generally the arm is rounded and held somewhat stiffly.
All motions come from the shoulder, as upper body twists the
arm goes with it. Most often the steps are done flat-footed
with the knees slightly bent. Never bounce up and down.

To make a good Kujawiak put in plenty o

ordinary cpl turns!

2
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1. KROK_PRZETRYMANY
This is the type of step which begins a Kujawizgk, =z
free, flowing swaying motion! the Kujawiak is not a dance
that one rushes into. Described for cpl, facing LOD.

m1ct1 Take a long step fwd, outsft; with a slightly bent
knee. Ins knee 1Is slightly bent also,
ct2,3 Straighten ins leg and hold pos, ball of ft on
floor.

ctl Step fwd with insft slightly bending knees,
¢ct2,3 rep ml,ct2,3 oppitw.
Variation A "KRQK DOSTAWIANY"
m1ct1 Same as ml,ctl above, but step on the R ft. st
? it is turned outward (diagonally R),
ct2 wt upon the R ft, close L ft to R, stepping on
the toes of L ft.
¢t3 Hold.

o Rep m1 oppftw,d.

m2

Angther way as reported by Pani Zeromska.,

m1ct2 clogse L ft to R_ft, putting wt on the L.
ct2 TLightly rise up upon the balls of the ft.

Varization B FALL, RISINGS

m1ct1 Step fwd onto R ft bending knees,
ct?2 close L to R and with wt on both ft rise up
ct? sink down.

This should be done flowingly like an accordion.
Try it by rising up on cti.

Variation C =RUKU

Make the transition from ctl to ect2 by sweeping the free
leg, around in an arc, keeping it close to the ground
and then step on it for ct2.

With the ct1 and ct2 the greatest changes in height
take place. The step may more suffiently be described
as:

ctl sink

ct2 push-up

ct3? even.

This "Xuku" may be done on ctl1&, or ct2. It can be
ﬁone by couples.

Keep the back erect, hold head up. Vomen move with more
delicateness than the men., In learning the Kujawiak one |
should practice free lyrical turns in all directions,

with both arms out freely to the sides so that they fol-

low the rotation of the body. After the dancer uncon-

siously is able to dance the Basic Kujewiak Step he is

only ready to learn the body motion in effect, the styl=-

ing of the dance. This inecludes bending of the upper

body and swaying motions of the hip from side to side.

It is during these free-form turns that dancers should

also experiment with any steps which fit into the 3 count
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pattern of the Kujawiak, ex., stamping and the holding
of counts should be done here.

2. KUJAWIAK TRAVELING STEP

Bl 644 Step fwd on the L ft letting ft and body settle
into floor,
ct? step fwd on the R ft, rising slightly, parallel
to but 2 little ahead of the left,
ct3 step L slightly ahead of R.

m2

Rep m1 oppftw,d.

Remember to step on the fwd part of the ft first and the
sinking into and not out of the floor.

5. DEVELOTE

ml 44 Step diag fwd on L £t and begin to bring the R leg
fwd,

ct2 1L leg goes past R leg to rise up on L ft, unfold
the lower R leg,

ct3 continue rising,
This can be done by cpls in an open pos.

4, DA PIETACE
This step, requires a good deal of practice. It is walk=-
ing on the heels.

m1ct1 Step fwd on the R heel, toe pointing up,
ct2,% +take two normal L, R steps fwd on the ball or
the ft.
m2 Rep m1 oppftw,d.
Variation A Step on the heel once for each ct,

This step is often done turning., The arms may be held
in a number of positions. The author first saw this
step done as a forward turn, by women, who had their
arms extended straight down in front with fingers
interlocked, palms fwd.

5. BOUNCES
standing with hands on hips weight is on the balls of
the ft, bounce in place in time %o the music. Prac=-
tice this alternatively, heels together then toes to-
gether.

6. BALANS, KOEYSANY
partners with inside hands joined stand facing each
other.
m1 Both do the Basic Kujawiak Step in line of direction.
The 2nd ct may be a step crossing 1in back.

m?2 Recover with Kujawiak step in reverse line of direc-
tion.
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Step is done with gentle hip swaying. The hip swaying
is one on aesthetic sensual feeling - not coarse, not
vulger. There are numerous hand holds.

Variation A KOBYSANEJ KUJAWIAKA

m1,t1 Bending both knees
ct2 sway to one side, placing weight onto lead ft.
ct3 Close the trailing ft and straighten up and
hold.

Rep m1 oppftw,d.

me

The Kolysany movement may also be done turning away
from each other (m1) and toward each other (m2).
Same hand movements as 0D (Sig)I DO Sieg).

-

Variation B "ROZWIJANY"

Ptrs face each other, inshds joined as shown, Descrip-
tion for M, W opp.

m1.t1  Step onto lead £t in LOD, (M's R),
ct2 pivot on this ft (L) turning % away from ptr, R
Tt describes arch on the floor,
ct? close R ft to L ft,

m2 Rep m1 oppftw,d.

ml,ct2 mil,ct3

aon

STEFP=-CLOSE
m1ot1 gstep R fwd bending knees,
ct2 close the I to R ft putting weight on both rt,
ct3 rise gently on the balls of both ft and prepare
to step L to rep.

n2 Rep m1 oppftw.

oD (SIE) I DO (SIE)

Partners are both facing RLOD. They are side by side,

inside hands joined, or around woman's waist and man's

shoulder, free arm out to the side, palms forward.

Arms are bowed and sweep in and out so that fingers zal-

most touch. Heads must be held in a very expressive

attitude. Body follows arm movements.,

313t1 Even though you are at arm's length, swing in,
stepping on inside £t first.

ct2,3% Continue arm movement of ct1 stepping outside,
inside ft.

m2 Swing arm out taking 3 steps.

rep as desired.

Remember, wrist leads. The above may be done in place,
fwd or even bkwd.

30
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9.

10.

11.

Variation A

Swing out so that ptrs are back to back.
Variation B - NAD I PFOD

mﬁSwing arms out and over head in an arc,
m4sning arms down.

Do any of these combinations. Prior to and at end
of swing combination the free hd is brought to the
hips.

TY#, TWARZ, STAMPS

Co

uple faces line of direction, holding inside hands,

free hand on hips.

m1

me

Starting with outside ft, both do a Basic Kujawiszk
Step stepping away from each other and going fwd
in line of d somewhat as the inside hands are
brought fwd, still joined, TFree arms are now

extended bkwds in reverse line of d.

cti Both M and W take a2 step with the inside ft toward
each other so they are facing, bringing hands back
%o hips.

ct2,3 Keeping weight upon the inside ft, stamp the out-
gside ft twice. Arms always sweep expressively,
try also to use hands and fingers in the same way
almost touching but not guite.

HO#UBIEC

Q
o=

gE

KR

e the Mazur section. In the Xujawiak the hofubiec is
ntly done. It is done by M only,

Variation A KROK Z DWOMA HOZUBCAMI

e

M1:41 1L hoXubiec
ct2z L hozubiec and
ct3 land upon the R ft, L ft free

The Kujawiak heel-click is done only with the heels and
not the full ft.

Variation B

mlot1  Step R £t fwd, B
ct2 place L heel on floor, toés_up,.
ct3 strike L heel against R making a % turn,

3

e % steps doing another = turn,

This is done in cpl pos.

Re

m1

member all accent steps are for M only.

ct1 Full step on to L ft.- fwd, _
et?2 full R step fwd with bent R knee lifting lower
L leg up in behind and

31 -
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13.

14.

33

ct3 land upon L leg, knees bent, ast striking R
heel on floor bringing R leg straight fwd

~

mez Rep m1 or do another step.

PIVQT-SPIN

Cpl in Side Pos hds closed . Keeping back
and head erect, M with ft together,
lowers himself keeping wt on ball of the ft.

W walks around M causing him to pivot.

DWUKROTNIE UDEZENIE REKA W NOGE

This is & M's step. It is used to give accents to the
Kujawiak. Pirs are usually in some type of Open Posi-
tion. This may be done as a pivot turn.

Ble s on his insft and

outsft and slaps either his boot top

17

t1l M s
i

ct3 Rep

KUJAWIAK FLIRTATION FIGURES

Here are a number of cpl figures whose motive is one
of gentle deeply-felt flirtation - it is not "play-
ing at love".

Variation A
Cpls face each other hds on hips, elbows slightly fwd.

m1 Both take 1 Basic Kujawiak Step in opp,d
away from each other. Turn away from
each other,

m’bt1 Place the free ins heel to the insdiag and

look at your ptr over you ins shoulder.
¢t2,3 Hold.

m3,4 Rep m1,2 oppftw and 4.

This looking over the shoulders can be done by M, W
or both.]

Variation B - KUJAWIAK NIESTONY

Ptrs facing, M face line of d. Cpl in the "QOkragla®
pos. W do the opp of the ftw of the men, "

m1 M start R ft and both do a Step-Close step.
m2 Rep m1 oppftw.

There are a number of combinations using the above which
Pani Zeromska suggest:

a) On ct3 M does 2 gentle crouch and rises up.
Remember that the Kujawiak uses the down-up
motions a great deal.

b) Without changing arm pos, ptrs move so that
they are side by side and do the zbove step

1

"From Jan Newmoff, Teatr w Szkoxe # 3,4 (Warszawa; 1936), 0.87-94,
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or the Basic Kujawiak step. Ptrs lean
away from each other.

c) The above figures may be done, by skiff-
ful dancers, with the Na Pigqtach step
changing d with 2 steps.

Variation C - "ZALOTNA"

"The figure is probably part of an old wedding ritual,
when the young flirt among themselves or with old men
who want to hold the young girl's hands".'

a) The woman has her outshd joined with
the M's inshd held up and fwd. At
times the hd hold is with the Iittle
fingers. This hd hold is to be root-
ed in the magical practices of the
past. DBoth take Basic Kujawiak Step
twd and then the M gives the W his
forefinger which she grasps in her
palm, As the W turns under she now
"flirts" by either looking R or L twd
the M. The M, if he releases joined
hds, may chase the W reaching twd her
now with his Lhd, now his R.

b) When the W turns under the M satamps.

¢) Ptrs release hds and seperate turn-
ing head K and L.

Variztion D
Ptrgs are side by side with hds on hips, elbows fwd.

m1ct1 W takes a L step bwd,
ct2 W strikes R heel on floor twd the back,
L leg is bent, ‘
¢t3 making an arc on the floor, the W brings
her R ft to L ft, ast making 1 full turn CW.

M does only one basic Kujawizk step, starting
R ft.

M2 M and W do opp step.
- ct2 Hold this pos.
ct? Hold.
me s - . L < -
ct1 Close L to R, straightening up on the rise.
ct2,% Hold,
m3,4 Rep m1,2.

This step requires much practice to be done
fluently.

Variation § - This is done "double-time".
mlot1  slide

ct2 Hold
ct3 Close.

From Pani Zeromska, p. 40.

—
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Lrs are
m1
m +1
cte
ct?
me
et
et2,3
m3,4
lits ~K0&Y

Il‘hls

mar
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Unlike the
ove in

rzekorna figure

m
m

M -starts R, W L. Both take a step in LOD
lightly bending knees,

¢lose — gslide the other ft and transfer wt,
Hold,

L, Body has turned so that
%

are g back to back but their heads turn
twd each other.

Hold.

Rep m1,2 oppftw and d.

PIETY-KOZYSANY

be done

Step on the R heel extending the R leg in front,
toe up. Upper twists so that L elbow comes fwd
or the twist 4 may be reversed.

Step L ft in place.

Close R to L so that ft are in orgpeos.

both ft. Transfer wt to R and

WA
un
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19.

m1 o1 Hop back on R ft extending L leg straight
back. As the arms reach twd ptr and hds
rotate to bring palms up.
ct2 step back onto the L.
ct? C(Close the R ft to the L.
m2

Rep m1.
0f course this can be done with the legs switched.
Variation A

mlet1 R hop &oing fwd extend the L leg low in

front, L ft "turned-out", i.e., L ft is
twisted CWa

ct2 Step L fwd.

ct3 (lose the R to the L.

KUJAWTAK OBROTY

Cpl turns in the Kujawiak may be of two types--open pos
or closed pos. The open pos is the same as for the
"Open oberek pos." However the free arm of the M is
most often out to the side, curved overhead, etc. The
free arm in the Kujawiak expressivly "flows" with the
music. (See 0d (Sig) I Do (Sie)).

The closed pos may be of various types.

Variation A "NA OKRAGEO™ Variation B

These poss are called by old people of Kujawy as,
NpPOMIEJSKO," which means to dance in place using
naturally these cpl pos, The actual turn is exe-
cuted by both ptrs in the same manner as the waltz-
turn is done, usually as a "box-step". Often the
step is a regular waltz step, however variation B
of the basic Kujawiak step is used. This step
appears in Pani Zeromska's Dbook,

Cpls are in closed pos. Pitrs
face each other, M face LOD, M has wt on L leg, W R.

m1.441 ™ takes a R step, diag R, turning 4 CW. This
step is taken on the entire ft. W does oppftw,
turning £ CW.
ct?2 M continues another % turn CW, with the L f%,
either stepping upon it in the same manner &as
for ct1 or he brings his L ft around into pos
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20.

21,

by meking an arc along the floor. W does
same oppftw. M now faces RLOD, W LOD. (wt
is on L ft)
ct3 M closes the R to the L and rises up slightly
on the balls of the ft and transfers wt to
the R ft. W does oppftw.
m2 Rep m1 oppftw, continuing CW turn st. 2t
end of c¢t2 cpl is in orgpos.- But on
ct3 M closes L to R, transferring wt to the R,
and rises up upon balls of ft. W does the
same, oppftw.

Dancers lean into the direction of the first count of
each measure., In the Kujawiak, real contact is heart
to heart via the eyes and countenance. This turn as
with the Oberek turns may be done is all four direc-
tions. Sometimes to indicate the changes of direc-
tion the call, "na odwyrtke!" is given. The change
mey be done with a2 straddle upon both ft. Usually
the swaying and bending of the upper body follows

the movement of the leading leg. Here is a varia-
tion that is different from that.

Variation ¢ "OBROTAMI 0D SIEBIE"
¢pl is in closed pos, M facing LOD.

ml  w starts CW turn with R ft, M leans to
his R, W starts with her L ft but leans
to her R. Thus ptrs lean away Ifrom each

other but face and eyes are turned twd
each other.

ne M starts L ft and leans L, W starts K ft

and leans to her L——eagain away from ptr.

WALTZ-BALANCE STE?P
This is the typical Waltz-Balance of Ballet. Do it as
a solo with big sweeping arms.

"DRAMATIC CHORUS"
For certain pieces of music may have dramatic parts.
Ptrs face 10D, holding inshds. Free hd out to side
or to RLCD.

m1ct1 Ptrs step fwd with the ins ft and extent ocuts

arms to the side.

¢t2 Bring outs ft around with a little jump, Turn-
ing twd each other and fall on the former outs
£t with a sharp accent, landing low with a
bent knee. Ast 1ift the former insft, with
knee sharply bent and (FPtrs look at each

e other as they go down.)

ct3 placing the former insft to the rear LOD and
step down on it.

mzct1 Starting with the new outsft tazke 2 step bwds,

in LOD
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et2,3 With the next 2 steps straighten-up so that
ptrs are back to back, free arms are slowly
lifted outward, up, and back, in a graceful
arc. The joined inshds are brought fwd to
LOD. There is a slight pause after the
third step in the above pos with weight of
the body on the leading outsft.

R AR I N

ml,ct2 mi,ct3 m2,ctl

m2,ct3
Rep as desired,.
This figure is done the more dramatic and up tempo of
the Xujawiak. It is particularly associated with the

up tempo chorys in the famous Kujawiak melody "Czer-
wone JabZuszko."

ADVANCED KUJAWIAK COMBINATIQONS,
FRAGMENTS AND COUPLE FIGURES

emember that the Kujawigk is a free-form dance. It is
rovisational, The "couple-figures'" changes should be
made at the initiative of the man, Dance for ygurselves!

1. ROMANTIC WALKING

This step "should be described as a stroll with cou-
ples imagining themselves in a shady lane and the full
moon overhead. They whisper to each other, pointing
out passing scenes with their free hands as they
stroll." The feeling of some Kujawiaks can be guite
ethereal. This requires at least an aesthetiec, al-
most a metaphysical approach for the dancers. They
should imagine themselves in the landscape of some
romantic ruin of bygone ages. 0On the other hand some
¥ujawiaks are not somber by light-hearted and deli-
cate =-- perfect Watteau's! Take 1 step for each count.
Stop and hold your position at any time,

Variation A4 - SPIACA

"The people of Xujaway begin the dance with the

— o

»r : - ’
Zofia Kwasnicowa states that "Spigca" was just another
name for the Kujawiak.
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Splaca or '"sleeping Kujawiak'. "The dancers place
their hands on the upper forearms of their partners

and turn in a ecircle to the left, slowly and dreami-

ly -at first, then graduwally quickening their pace

and turning now left, now right."!

M's outshd is joined with W's outshd in line of

d. M's other arm is around W's waist, W's inshd

on M's inshd on M's ins shoulder. W's head nests

on M's inshd.

m‘]c'i:1 Both take 2 soft sinking step fwd with the
outsit.

ct2 Raise the insft, toe down to the ankle of
the outsft.

ct?® Hold.

Rep m1 oppftw.

During this walking the cpl may turn slowly in
place .

m2

This is also done mostly as a flat-footed walk knees
slightly bent,

STEP=-TOUCH

Ttrs face. Inshds joined with outs shoulders in LOD.

m1ct1 Step the lead ft in LOD ast swinging joined hds
down in an arc an up twd LOD. Free hd on hip,

ct2 Hold.
ct?% Touch the ball of the trailing ft next to the

lead ft.
Rep m1 oppftw in RLOD swinging arms all the
way around and overhead.

variation A - STEP-POINT

9ame as Step=-Touch step above but on count 2 twist
the closing ft so that the toes point to RLOD.
Draw the closing ft, somewhat draging it, slightly
to the lead ft (et3).

me

FREE-STYLE DANCING

Both or one of the ptrs dance alone, turning R, L,

circling the other ptr, leaving each other and return-
ing, etc.

MAN FPURSUES WOMAN

As the W turns alone fwd in LOD with either the Basic
Kujawiak step or the Na Pietach step the man "pursues"
her on either side or changes sides doing the Kujawiak
step. 4s M follows W he opens and holds his arms,
pleading his love.

Variation A

At any time both may turn fogether or away. M leans

e

Pani Sula Benet, Song, Dance, and Customs of Peasant Poland,

Denis Dobson, London, 19571, b. 141,
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Spiaca or 'sleeping Kujawiak'. "The dancers place
their hands on the upper forearms of their partners
and turn in a circle to the left, slowly and dreami-
ly at first, then gradually quickening their pace
and turning now left, now right."

M's outshd is joined with W's outshd in line of

d, M's other arm is around W's waist, W's inshd

on M's inshd on M's ins shoulder. W's head nests

on M's inshd.

m1ct1 Both take 2 soft sinking step fwd with the
outsft.

ct2 Raise the insft, toe down to the ankle of
the outsft.

ct3 Hold.

- Rep m1 oppftw.

During this walking the cpl may turn slowly in
place.

This is also done mostly as a flat-footed walk knees
slightly bent.

2. STEFP-TOUCH
rtrs face, Inshds joined with outs shoulders in LOD.

et1 Step the lead ft in LOD ast swinging joined hds
down in an arc a2n up twd LOD. Free hd on hip,.

ct2 Hold.

¢t3 Touch the ball of the trailing ft next to the
lead ft.

Rep m1 oppftw in RLOD swinging arms all the
way around and overhead.
Variation A - STEP-POLNT

Same as Step-Touch step above but on count 2 twist
the closing ft so that the toes point to RLOD.
Draw the closing ft, somewhat draging it, slightly
to the lead ft (ct3).

%, FREE-STYLE DANCING

Both or one of the ptrs dance alone, turning H, L,
cireling the other ptr, leaving each other and return-
ing, etc.

4, MAN PURSUES WOMAN

4s the W turns alone fwd in LOD with either the Basic
Kujawiak step or the Na Pietach step the man "pursues"
her on either side or changes sides doing the Kujawiak
step. As M follows W he opens and holds his arms,
pleading his love.

Variation A
At any time both may turn together or away. M leans

Pani Sula Benet, Son Dance, and Customs of Peasant Poland,
Denis Dobson, London, 1951, p. 41.
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ahead of W. W retards or drag her trailing leg.
M arms fold and in as he' pursues W in L0OD. Elbow
also move in and out with arm.

%} = ‘%L

OK0#0 OBROT

Ptrs circle each other tenderly with Kujawiak
steps arms enveloping each other, Contact is via
the eyes.

KOEYSANEJ I OBROT 0D SIE
Cpl is a loose closed pos with leading arms bend-
ing gracefully in front with hds joined just above

wrists, W's a top M's. Joined hds are just above
the waist,

m1
me

Cpl sways LOD.
Cpl sways RLOD.

B3 -Both face LOD end take 3 light running steps
fwd, starting with outsft.

M4 Dropping hds both turn away from each other to
finish facing each other.

HACZYE OBROT

This is an elbow turn with ptrs facing. Ptrs do
the Basic Kujawisk step, going fwd, in a very lithe
fagshion. It seems to be only appropriate for 2
women or & M and & W. See the following illustra-
tion for hd positions. Start together with insft.
Heads lead away, body bent at waist away for each
other but not too much.

\63(29\
PASIE OBROT “/

The illustration is self-explanatory. Notice that
there are two compound motions; turning in place,
fwd or bwd and each dancer swaying in and out to-
gether. This turn should be done very gracefully
and wistfully. Done with knees together, bend and
ft also together. This may also be done by a M & W.
Creative dancing allows for, nay, encourages inter-
change among dance forms. In this case other types
of cpl turns may be used by danced with Kujawiak
feeling and styling. So we proceed with cpl turns

40
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first borrowing some Mazur turns, the "Blyska-
wiczka" turns but minus their thunder.
r
Variation A - WIROWKA
Same as the Pasie Obrot but with the arms
going up and over with an inside XKujawizak
step and descend with an outside Kujawiak
step so that arm is in continual motion.

OBR

Partners in open position but standing directly
side by side or forming a very small "V" Dbetween
each other, Man's inside hand is joined with
woman's outside hand at woman's outside waist.
Woman's inside hand on man's inside shoulder.
Turn in place, man going forward. Do the Basic
Kujawiak step.

ZOWIECKIEJ OBROT

See Mazur section: Do Kujawiak step.

#OMZYNSKA OBROT

See Mazur section.

WIEGIERSKI OBROTY

Couple tazkes Hungarian position, i.e., shoulder

position or shoulder-waist position with either
right or left sides together.

m1.41 Both step down on the insft bending knee
strongly.
ct2 Thurst the ball of the outsft into the floor.
ct?3 Hold.

me
Rep ml.

Variation A WIEGIERSKI KO£0

411 form a circle, hds joined low and do the
above step. All travel in the same d.

PARY OBROT % 1 BOURREEKIEM

Both face line of direction, man on woman's

left, man's right hand around woman's waist,

left hand joined woman's left hand, woman's right
hand on hip, left arm straight to left, All steps
are done clockwise about the position
which the couple oOccupies.

m1i

I Bourreeka together.

f

Both do
‘T]Q e+t A o T Ty e 1 o i) o

Both do a R Bourreeka together.
slightly diag L pivotting and
holubiec.

-z.
m’ctT Step
ct?2 do a
ct3 Step L.

mé Rep m3.

| gl

This is a Ballet-Character Bourree step!
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Circle going bwd, Make the azppropriate
ft changes.

Varitation A

m3,4 Take one step for each ct so that cir-
cling continues.

14, OBROT FOD RECE

As with all other couple figures this figure may
be done from any other previous step. Iariners
facing with outside arms joined and held high,
free armgs on hips, fingers turned back. At
man's prompting or lead he or woman turns under
raised arms and forward in line of direction
with 1 Kujawiak step. All turns are done away
from pariner. Other partner turns under to
finish in original position., Pani Lawson states
that turns of this type are descendants of pri-
mitive fertility rites.

", . . and the triumphant flinging of
the girl in the fertility leap became
the dainty twist under the man's arm.

@Y @ - @9
M turHE under

or inshds may be joined
15. DISH RAG OBROT

Partners face, hands joined across and held high.
Both start in line of direction with the lead-
ing foot and turn under their arms, keeping hands
joined, with a Kujawiak step. Movement is in
line of direction. This may take another measure
to accomplish., There isn't any hurry, After
completing this turn under in one direction it
may then be reversed, It may also be reversed
after only having been done 3 way around. Re-
member from the discussion of the Kujawy Chod-
zony that the woman may turn under a handkerchief
which is held by both partners.

16, OBROT W_TY&E
Cpl in open pos.

mlo41 Both M and W drop down on their insft, W
steps fwd, M bwd. Ast both bend fwd their
outshds extended., M is "below" W and
looks up intc W's eyes. W looks down at
quf

ct2 W steps diag fwd in front of the M with
her outsft, M takes his 2nd step bwd.

¢t3 Take one step, W turns fwd, M bwd in this
DOS.

it = i

From her European Folk Dances, Pitman & Sons, Inc., London,
1967, p. 14.
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18.

m2 Continue turn in this pos.
Recover with the Jump-Down step. Its de-
scription follows.

MOTYZEK Z PARY

Partners in Open position but bent over from the
waist deeply, arms rounded and extended out to
the sides. Couple turns in place going clockwise
or counter-clockwise, At any time the man may
swich the Woman over to his other side., Woman
crosses over with three steps. Partners do the
Basic Kujawiak step, stepping across in back on
the 2nd count, when dancing backward. Cross in
front when going forward.

NA TALARKU
Here is the position for the last figure in this
nQkragly" suite. The following illustration 1is

self-explanatory. Turn rapidly with sliding
side. See the Cwal step of the Krakowiak,

JUMP-DOWN

Ptrs in Open pos, both facing LOD.

Met1  With a slight jump lead onto the outsft,
bending knees slightly and also bending
over from the waist, sweeping outshds
out, down, front twd the floor.

et?2 Slide the insft, toe pointed fwd, leg
stiff, in front and step on it., Ast arms
continue their motion.

ct? Step on outsft, body straightens up, arm
returns inward.

m2

Teke 3 steps in place to fully recover,
facing ptr.

DZIEWCZYNA CKO2£0 CHEQPCA

From couple in Promenade or Varsouvienne position
both man and woman will take 1 step for each count.
Woman follows the lead of the man. Woman walks
around man, couple raises the appropriately joined
hands so that woman may easily circle the man.

When the woman circles once she will then do an
individwual turn under joined hands to finish in
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original position. As woman circles partners
maintain eye contact expressing longingness.
This can be repeated many times in any direc-
tion, but the man must give thrust to indicate
the chosen direction,

PARTNERS CROSS-0OVER AND BACK
m1

Ptrs from Varsouvienne pos simply take 1

step per ét and pass each other, crossing

to the other side and return. W passes

in frt of M. By the 3rd ct ptrs should be

leaning away from each other, hds fully

extended., The leaning away takes place

from the upper body and not the middle of

the body.

me = ol . S G me
Develop this pos by doing one Kujawiak
step in place.

iz
%I Rep m1,2 oppftw and d.
Variation A

The crossover may be done with any number of
different steps.
a) Holubiec on cti
b) Ucinany step on measure 1 (See Mazur
Elements)
Variation B - MAN PASSES WOMAN
M passes from one side to the other by means
of his ins arm which is around waist. M catches
W with his other free arm. Cpl moves in LOD as
thig is done,
STEP ACROSS

Cpl in Open pos.

o9 M steps across ptr with his insft,
pivoting on it., Tree arm comes around
to enclose W as it were.

c¢tz2,3 Complete with 2 steps in place. W takes
% steps in place.

m2 Both Balans in RLOD.
m3,4 Rep m1,2 oppfitw.
HO?"-‘:Q_I'.‘:'J'XY

Here is 2 compound "figure" of Morley Leyton.
Ptrs face.
mi,2 Both do the Hop-Away step described in the
elementary section.
msct1 Rep m1,ct1.,
¢t2 Step R fwd.
ct3 L fwd.

m4 Both ptrs take 3 steps to return to orgpos.
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24, HOP-CHASE
M faces LOD, W faces M.
m1 s ; s i
ct1 Man does & R hop fwd, with L leg extended
straight in fwd or in Mazurka Attitude.
M's arms reach out to W.
ct2 Step L fwd.
ct3 Step R fwd.
W does 2 R hop but extends L back.

M2s3  Rep m1,2%

m4 Both take 2 steps finishing with wt on
the L,

m5-3

Rep mi1-4 oppftw,

M3
i
-

DZIEWCZYNA POD BRAMA

This involves two couples. Couples are in open
position. The couples approach each other and
men form an arch under which their partners go
under and around. Men turn under with their
partners, also. Below is just one possible com-
bination of turn-under. There are others.

Lo

26. OBROT DWOMA KROKAMI
This is a turn for M only.

mot1  step diag R to with R £t ast L £t comes

; floor.

ct2,3 With a R hop continue # R turn as the L
leg, bent at knee, is raised up in back
sherply making it easier to turn.

mzct1 L Step to L side ast R leg, from knee,
is raised up in back.
ct?2 Rep mi1, ct2,3 but in % times ~st fac-
ing orgpos.
ct3 R stamp, no wt. Ft are in a small strad-
dle.
27+ KR ANY T DWA HO&UBCE

tZES
With this step the M usually circles his ptr.
ct& Wt is on L leg, L knee is bent ast R leg
raised up in back, bent at the knee and
do & L hop and

et L and upon the R leg, turning R, ast
striking the T heel against R ft and
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28.

29.

bringing L leg fwd and hop R and

ct& strike the L heel against the R

ct2 land upon the R ft moving fwd in a small
cirele, R hop fwd in this circle and
strike the I heel against R and

¢t 3 land upon the R, L ft free for next step.

OBROT KORYSANY DLA PARY

Ttrs facing
Ptrs face each other M has L side in LOD. M's
arm, W's L around ptr, M's L, W's R arm ex-
tended shoulder height in LOD.

M1o41 Step in TOD with leading ft, bending at
the knees, leaning in LOD, Trailing ft
does not leave floor. )

ct2 Straighten leading ft, turning £ way, M
going bwd, trailing ft describes and arc
on the floor. Take entire ct2,

Rep m1 oppftw and d.

The "holds" may not be totally without
motion-there are those subtle romantic
movements, or arms, heads, eyes. The
upper body may move - the chest expands.

me

Here is & cpl motive that has a definite balle-
tic or charater feel, M stands in back of W,
both face LOD. Hds on hips. Wt on both ft,

W's action same as M's, but less apparent. W

cppi‘tw,d.‘_ %7 : >
mi V me
> ‘“W

m1ct1 M wt on R ft with an accent ast L leg
rebounds upward to the L side, Atti-
tude of the leg is as shown below.
Ast arms open imploringly to ptr, head
turned twd ptr. As this happens ptrs
move away from each other, Notice L ft

points up.
|5
ct? ct3

ct2,3 As ptrs continue to sway away from each
other the lower L leg is uncoiled from
the knee,

ct3& As hds return to hips L leg is lowered.

m2 Rep m1 oppftw,d and hds.

If the arm motions are too much trouble then open
them only for every second m. This may also be

dorne with the M's hds on W's hips, Often M stamps
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cts 2,3.
ROZSTANIA SIE

Sinee the Xujawiak is not a figure dance thisgs title
should not be confused with the figure. Ptrs are

in either open or closed pos.
<*zgf4q“\/:3t;\
MT@ { v

m Starting outsft ptrs seperate from each other
with 3 walking steps. Arms are rouned with
the leading arm more curved that the training
arm, Body is straight.

me FPtrs continue to approach each other but on
ct? with ptrs facing M jumps and lands upon
both ft together in a semi-crouch, arms out
twd ptr. Ptrs now take orgpos.

KUJAWTAK SEQUENCE

This was done by Roman Matysiak., It will give
the dance student an idea of how a Kujawiak
might go.
m1-8  With cpl holding inshds freely hanging be-
tween them, outshds down at sides. Cpl
walks fwd in LOD with ordinary walking
steps (3/m) now and then turning slightly
away and together glancing shyly at ptr--
as when you are on & "first dance'.
m9-10 Rozstania Sie.
mi1-16. Cpl in close Kujawiak-Waltz pos. M's hold
W's hd fingers in his L palm, thumb on top.
Cpl takes 6m of moderate, slow-run steps
fwd in LOD, Ptrs bends knees slightly. Step
is a flat-footed, toes down.

m17-20 1 turn in place, CCW, with same hd hold,

m21 Ptre take up new hd hold that of Btyskawicy
TLowickiej (See the Mazur section) and turn
in place COW.
mez2,23 Cpl continues fturn.
m24.+1 fake one step fwd in the CCW turn d but do
not take the trailing ft off the floor.
ct2,3 Hold Pose, Looking at ptr.

m25-28 Pivot (m25,ct1) upon both ft meking a %
turn to face oppd and rep m21-24 oppftw,d.

UNDER_ARM TURN-AWAY

Start , Joined hds held up above.

m1 Both do a basic step fwd,
m2 W steps around W, { fst
m3 rep ml, ' \_q;
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Try winding up 1z times.

33. A KNEEL .
Start with joined hds upraised. (W may

hold skirt)
mi,2 Two basic steps fwd,
m3,4 W circles the kneeling WM.

M may slap his knee during m3,4, W may run
delicately with 6 steps/m.

m1ct1 L step, )
ct2 Sweeping R leg make a £ turn and step onto
R ft, (rear arm goes up behind)
ct3 L closes to R.
Fy
m2 rep m1 oppftw,d. 5 A\
xR
el
Start W . Joined hds may be hold-
ing a handkerchief.
Ml ; 4t
- ft do 1 m of Do Sig,
mzct1 both take a % turn with a L step to the back,
et2,3% continue stepping bwds,
m3, 4 rep m1,2 oppd,
ms5,6 cpl turn,
36. SZEPTANY!

M has hds on W,s waist, both leaning fwd, tilt heads
twds each other. W is thoughtful, listening to what
M pours into her ear.

Next two figures
wych Kujawiak,
Szkolna, 1961),

P, =
E, #aska, Wigzanka Tancow Ludo-
(Wychowanie Fizyczne & Higlena
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m1i lace upon balls

m2 g lean away ast W throws arms
also turns head away, contin-
n.

o - 0
5 timen. <
m& shoves W to the side.

»~
57 F0S0W
Mtynek! pos with I diag high.
t1,2 L, R steps gradually lowering, bending
over (arms and head going down),
ct3 L hd sweeps fwd just above the floor,
m2 continue, gradually straightening up
28 arms come.
On ct3 completely straighten body,
head twisted twd upraised L arm, hd.
m>-8 Rep m1,2 four times fst by m8 you are
in the next c¢pl pos.

T See the Mazur,

Volume ITI.
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