Tchaikovsky. Trepak (Dance Russe) from Nutcracker
Tchaikovsky. A Song of Gypsy Gitl

Following a long-established tradition of Tchaikovsky reception in the West, the ever-popular “Trepak”
(“Dance Russe”) from the ballet Nuscracker has come to be recognized as more Russian to Westerners than it
ever was to Russians. The origins of this lively dance in duple meter should more appropriately be described as
Ukrainian, since it is there that it was first practiced and developed by the Zaporozhian Cossacks. The name of
the dance (and the original title of this number) comes from the same root as the word “trepat’,” which means
to jerk around, yank, tussle—all of which aptly describe the acrobatically challenging features of the dance. (As
a pithy Russian folk thyme goes, Be: frepaka, ne 2halei kabluka— " Beat out a trepak, no pity on the heel!”)

In a fashion not unlike the push-and-pull nature of the dance, Tchaikovsky’s career and music engage actively
both nationalist and cosmopolitan traditions. He began as a talented amateur, just like the nationalist-oriented
composers of the Mighty Five, taking private lessons in his childhood and pursuing (albeit unwillingly) a civic in
jurisprudence in his youth. In 1862, however, he put an end to his amateur days by enrolling in the first class
of the newly opened St. Petersburg Conservatory, the first professional music institution in Russia—an
establishment that the ardently amateur Mighty Five branded as pro-Western from the start. It didn’t help
Tchaikovsky’s relationship with the group that upon his graduation, he accepted a teaching position at another
professional institution: the school that would soon be renamed the Moscow Consetrvatory. His compositional
output, similarly, both actively explores Russian themes (for instance, his early Symphony No. 2, nicknamed
“Little Russian” or later operas such as Eugene Onegin or The Queen of Spades) and builds upon Western European
traditions.

Nuteracker (composed 1891-92) certainly belongs to the later category. Based on a libretto after the German
novelist and critic E. T. A. Hoffman, the ballet takes the listener to a tealm filled with names like Drosselmeyer
and places like Confiturembourg, making the work both territorially and musically far removed from
Tchaikovsky’s motherland. The “Trepak” is part of an elaborate multi-cultural spectacle presented to the
delighted Clara, the main heroine of the ballet, by the Nutcracker, who had been transformed into a prince. It
is preceded by a Spanish dance, an Arab dance, and a Chinese dance, which make it look (and sound) just as

exotic.

Exoticism is equally abundant in “A Gypsy’s Song” (Pesn’ tsyganki), the seventh of the Twelve Songs
(Dvenadtsat’ romansov), op. 60, composed in 1886—87. A vocal composer of paramount statute, Tchaikovsky’s
relationship with the genre of the solo song (in Russian, romans ot romansy, pl.) spanned his entire creative
career, beginning with a setting of A. Fet’s “My Genius, My Angel, My Friend,” written in ca. 1855-60, when
the composer was still a youth, and ending with the Six Songs, op. 73, composed in 1893, shortly before his
death.

The text of this particular romans comes from Yakov Polonsky, one of the foremost poets of the mid-to-late
nineteenth century. Exoticism is a topic that reappears in Polonsky in many guises, featuring many vivid
descriptions of the people of the Caucasus region (present-day Georgia, Armenia, Azerbaijan, and
southernmost Russia). Depictions of the Gypsies are certainly included in this category, as the exotic tradition,
both Western and Eastern European, especially favored the Gypsy community as one of its targets of
preference. Due to the deeply entrenched prejudices that afflicted certain layers of European societies, the
Gypsies (more correctly identified as the Roma people) are often portrayed as deceivers, thieves, and—
especially when it comes to Gypsy women—seducers (Bizet’s Carmen is perhaps the most famous case).
Polonsky’s poem, as well as Tchaikovsky’s romans, departs from this kind of cliché exoticism in significant ways,
portraying the heroine not as an amoral corruptor but as a loving, feeling, and eminently caring wanderer who

says a final farewell to her lover before she must return to her zzbor to follow “the itinerant wagon back to the



steppes.” In full accordance with the exotic tradition, Polonsky’s heroine ponders the price of her freedom to
love (“Tomorrow, my falcon, will someone else undo the knot you tied in my heart?”) as she realizes that the
same freedom might lead her friend to find another who “will be singing songs at your feet!” Tcchaikovsky’s
setting is characteristically lyrical yet intensely reflective, frequently changing tempo to allow the dramaticism of
the text to shine. The gingetly treading accompaniment (which incorporates elements of the exotic Phrygian
scale) is a good musical find that captures the cautious steps of the two lovers amidst the night’s dissipating
darkness.

Yavikosckuin. Tpenak («<Pycckuii TaHeLy) n3 baneta «LLlenkyHunk».
YarkoBckuin. [ecHs1 UbliraHKu.

B cooTBeTCTBUM C NPOYHO yCTAHOBMBLLENCS Tpaamuuen kputukm Yamkosckoro Ha 3anage,
nonynspHbIN BO BCe BpeMeHa «Tpenak» («Pyccknii TaHeuy) npruobpen penyTtauuto 6onee
pyCcCKOro Ans 3apybexHbix cnywaTenemn, 4em OH korga-nnbo 6ein ans pycckux. lNpoucxoxgeHve
3TOro NOABWXKHOIO TaHua B ABYyX4acTHOM pa3mMepe 6onee BepHO Obino 6bl Ha3BaTb YKPaUHCKMM,
MOCKOJSIbKY UMEHHO Tam OH MOSIBUSCA U LWNMGOBAIICA 3anopoXCKMMKM Kazakamu. HassaHue
TaHUa, KaK U ero opurMHanbHoOe MMsi, MPOUCXOAUT OT TOrO >Xe KOPHS, YTO U CNOBO «TpenaTtby (Y
Hans - «Tepebutb, TOPMOLLUTbL, AePraTbCs, PE3KO ABUraTbCA»), —UTO Hagnexalym obpasom
OnMCbIBaeT akpobaTUYECKN COXHbIE XapakTepHble YepTbl TaHUa. Kak NakoHWYHO 1 TOYHO
rmacut noroBopka, «ben Tpenaka, He xanewn kabnyka!»

Ha npoTsxeHun cBoelr Kapbepbl YakoBCKUA akTUBHO MCMONb30Ban B My3blke Kak
HauMoHanbHble, Tak U KocMononuTudeckue Tpaguuun. MogobHo uneHam «Moryden Kyukny,
NnpvBEPXXEHLAM HaLMOHaNbHOM OPUEHTALIMM, OH Ha4arn Kak TanaHTnuBbIA NodbuTtens. B getcree
OH Bpan YacTHble YPOKM MY3bIKW 1 U3y4van rpaxkgaHckoe nNpaBo (XOTH U HEOXOTHO) B FOHOCTH.
OpHako, B 1862 rogy OH NOKOHYMN C NOOUTENLCTBOM, 3anNMCaBLUNCL Ha NepPBbIN KyPC TOSMbKO YTO
oTkpbITon CaHkT-lNMeTepbyprckon koHcepBaTopuKn. BbINo 3aKkOHOMEPHO, YTO KOHCEPBATOPWS,
Oyay4n nepBbiM NPOdECCUOHArNbHbIM UHCTUTYTOM B Poccuun, HaBnekna HegoBONbCTBO
KOMMO3MTOPOB-tobuTenen Moryden Kyyku, KOTopble ropauiuce CBOMM camMooOpa3oBaHneM n
cuuTanu npodeccmoHanbHbIn UCTEONULIMEHT Npo3anagHbiM.  To 06CTOATENLCTBO, YTO
YankoBCKuMI NOCre BbiMycKa NpUHAN NO3uUMIO NpenogasaTens B Apyron npodeccnoHanbHom
LUKOSe, BCKOpe nepenmeHoBaHHOM B MOCKOBCKYHO KOHCEPBATOPWIO, TAKKE HE MOMOITIO ero
B3aMMOOTHOLLEHUAM C rpynnon. B ero KOMNo3mMTopckon AeaATeNbHOCTU aKTUBHO UCMONb30Banach
Kak pycckasi TemaTtuka (Hanpumep, ero Bropast Cumcdonus, «Manopoccunckas», nnm 6onee
nosgHue onepbl «EBreHnn OHervH» 1 «lMnkoBaa damay), Tak n koMno3uuum, paspaboTaHHble B
COOTBETCTBUM C 3anagHOEBPONENCKUMU TpaaMLMSMM.

«LWenkyHumky», HanucaHHbIn B 1891-92 rogax, HECOMHEHHO NPUHAANEXUT K nocneaHemn
kateropuun. banet, ocHOBaHHbLIN Ha NMBPETTO HEMELKOro nucaTtens u kputuka E.T.A.
lodbdmaHa, yBoguT criylwiaTtens B LAPCTBO, HAaNonHeEHHOe MMeHamMu Tuna [ipoccenemeriep u
mMecTeukamu Bpoae KoHdpuTiopBypr, 4TO TeppuTopransHO 1 My3blkanbHO OTAANAMNo aty paboty
OT poauHbl YankoBckoro. «Tpenak»—aTo YaCcTb MHOFOKYJIbTYPHOrO CMEKTakns Ans
BOCXULLIEHHOM Knapbl, rmaBHo reponHn 6aneTta, noctaBneHHoro LLlenkyH4nkom, npeBpaLleHHbIM
B lNpuHua. TaHel npeacTtaeneH nocrne VicnaHckoro TaHua, Apabckoro n Kutanckoro TaHUEB U
NO3TOMY BbIMMSAMT (M 3BYYUT) B PABHON MeEPE 3K30TUYHO.

OK30TUKa CTOrb e N306UNbHO paccbinaHa B «ecHe LbiraHkn», ceabMoM U3 ABeHaauaTu
POMaHCOB, HanMcaHHbIX B 1886-87 rogax. BokanbHbI KOMMO3UTOP BLICLLETO Kracca,
YankoBCKMIA BO3BpaLLarncs K XXaHpy poMaHca Ha NpOTSXKEHUN BCEW CBOEW XU3HW, HAYMHas C



appaHXupoBku Ha croea deta «Mol reHuin, Mol aHresn, Mo Apyr» (HanncaHHon okono 1855—
60-X FOHBIM KOMMO3UTUPOM, N KOHYasA «LLlecTbio necHssMn», on. 63, HanMcaHHbIMK B 1893 T.
He3aZ4onro 40 CMepTHU.

TekcT aToro pomaHca 6bin HanmcaH AkoBoM ONOHCKMM, OOHUM U3 Bbl4AKLNXCS NOSTOB BTOPON
MOMOBWHbI AEBATHAALATOrO CToNeTMs. JK30TUKA Kak TeMa NoBTOPSETCHA CHOBA M CHOBa B
TBOpYecTBe MONIOHCKOro BO MHOMMX 00IMYbSAX, MOMeLLas B LIEHTP BHMMaHUSA BECbMa XMBble
onucaHusa HapogoB KaBkasa. V3obpaxeHue upbiraH, pasymeeTcsl, OTHOCUTCS K 3TON KaTeropum,
MOCKOSbKY TPaAMLIMUN 3K30TUKM—KaK 3anagHon, Tak 1 BOCTOYHOW EBponbl—ocobeHHO
6raroBonunmn n306paxeHuto LibiraHCckon obwuHel. Bnarogapsi rmy6boko yKkopeHeHHOM
NnpenB3siTOCTN ONPeAEneHHbIX KPYroB eBPOMNENCKOro obLiecTBa, LbiraHe (0onee KOppekTHO
noeHTurumpyemble kak PomaHo), 4acto nsobpaxanmcb kak 0OMaHLLMKN, BOPULLKK, U —
0COBEHHO Korga Aeno kacanoch LblraHok—kak cobnasHutenu («Kapmen» buse npeacrasnsercs
Hambornee N3BeCTHLIM NMPUMEPOM).

Moama lMonoHckoro, Kak U poMaHc YakoBCKOro, CyLLECTBEHHO OTKIMOHAETCS OT 3TOro KnuLle,
pUCysi repOMHIO HE Kak aMmoparibHY0 pasBpaTHULY, HO Kak MnobsLlyto, rmyboKo YyBCTBYIOLLYIO, B
BbICLLEN CTEeNneHn 3abOTNMBYIO CTPaHHULY, KOTOpasi rOBOPUT NOCneaHee «nNpocTu» CBOEMy
nobumomy nepef TeM, kak OHa AOSHKHaA BEPHYTbCS B CBOM Tabop, YToObI criejoBaTh 3a CBOEW
«KnObuTKOM KOYEeBOW». B NonHOM cornacum ¢ TpaguumnaMmn 3K30TUKKU, reponHst NonoHcKoro
pa3MbILLISET O LeHe cBoer cBoboaHOM No6BM: KTO 3aBTpa «Ha rpyan MOew pasBskeT y3en,
CTAHYTbIN TOOOMY, B TO BPEMS KaK OHa MOHMMAET, YTO Ta e cBoOo4a MOXET NpMBECTU ee apyra
K Apyron, kto 6yaeTt netb y ero Hor. ApaHXnpoBka YankoBCKOro YpesBblYaiHO NMpPUYHA U B TO Xe
BpeMs BeCcbMa rnyboKOMbICIIEHHA, @ YaCcTO MEHSIOLIMIACS TEMN YCUNMBAET ApamMaTn3M TeKcTa.
OCTOpOXHO cneayroLLnii 3a HAM akkOMNaHEMEHT (KOTOPbIN BKOYaeT afieMeHTbl OpUrninckoro
pa3mMmepa) NpeacTaBnseT cobow BENUKONENHYH My3blKarbHY Haxo4Ky, kKoTopasi oTpaxaeT
OCTOPOXHble LWarn AByx nobsALmx nogen B paccenBaroLencs HOYHON Mrre.



