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CHAPTER I

IN TR O D U C TIO N

M arches inspire  A m ericans and stir the ir pa trio tic  fee lings. A  person needs 

only to observe a Fourth o f Ju ly  audience during a pe rfo rm ance  o f S ousa ’s Stars 

and Stripes Forever to  see the  popu larity  and im pact o f m arches. M any 

A m ericans are fam ilia r w ith  the  m arches o f John Philip  S ousa and Karl King, if 

not w ith the  com posers  them selves. But m arches are  not exclus ive to Am erica; 

other coun tries have th e ir own m arch trad itions. Th is  thes is  exam ines a se lection 

of m arches fo r w ind band of the Soviet Union tha t w ere com posed during the 

tim e period of W orld  W a r II.

The goal of th is  thes is  is to exam ine the  s ty lis tic  charac te ris tics  of a se lect 

few  of these  S ovie t m arches. Am erican, British, and G erm an m arches have 

m any s im ila rities  tha t a llow  them  to all be c lass ified  as m arches. And there are 

d iffe rences in sty le  am ong the  m arches of any one of these  pa rticu la r countries 

tha t a llow  fo r a va rie ty  o f m usical results. Yet, the re  are sty lis tic  characteris tics 

that a llow  a lis tener to c lass ify  m any of these m arches as be long ing  to the 

country o f the ir orig in. Th is  thesis will identify the  com m on sty lis tic  characteris tics 

of five S ovie t m arches tha t w ere d iscussed in an artic le  by the  S ovie t 

m usico log ist V ik to r Tsukkerm ann entitled “M arches of the  P a trio tic  W a r” that

1



appeared in a 1945 issue of Soviet Art.1 Th is investiga tion canno t be considered 

com prehensive , as the  five m arches constitu te  on ly ten percen t o f the  m arches 

m entioned or a lluded to  in the Tsukkerm ann artic le  and an even sm a lle r 

percentage of the  to ta l literature, considering tha t the re  is p robab ly  a vo lum e of 

com positions tha t Tsukkerm ann did not know  abou t or cons ider w orthy  enough to  

be inc luded in his d iscuss ion  o f S ovie t m arches. How ever, it is hoped tha t th is 

thesis can be usefu l as an in troduction to the  Sovie t m arches com posed during 

W orld  W a r II and a sta rting po in t fo r the unders tand ing  of Sovie t m arch style.

It is im portan t to investiga te the  m arch genre as it occurred in the Soviet 

Union, a coun try  tha t is fo r the  m ost part un fam ilia r to  A m ericans. Bands and 

m arches have been popu lar in the  United S tates fo r over one hundred years; 

however, o ther than perhaps the  Symphonic March, Op. 88 by Sergei Prokofiev, 

the m arches of the  S ovie t Union are m ostly unknow n in Am erica . O f the  five 

com posers d iscussed in th is thesis, on ly Sem yon C herne tsky is g iven an entry in 

Norm an S m ith ’s March Music Notes2, a book tha t inc ludes 380 b iograph ies of 

com posers from  around the world.

W orld  W a r II, the  G reat Patrio tic W a r as it is know n in R ussia  and the 

Newly Independen t S tates, w as a particu la rly  s ign ifican t period fo r the  

com position  of Sovie t m arches. During th is tim e, com posers tu rned  to  w riting 

m arches as part of the ir endeavor to  support the  S ovie t w ar e ffort. As w ith the 

m arches, th is  period shou ld  be of in terest to  A m ericans, because, a lthough m ost

1 Viktor Tsukkerman, “Mapuiu Omê ecmeeHHOu eounbi. ” CoeemcKoe ucKvccmeo 
(15 March 1945), 14.

2 Norman E. Smith, March Music Notes (Lake Charles, Louisiana: Program Note Press,
1986).



Am ericans are aw are  o f the  aspects of W orld  W a r II w h ich  involved the United 

States, they know  cons iderab ly  less about the Sovie t experience in the war.

For th is thesis, the  five  S ovie t m arches ana lyzed are The Partisans (1941) 

by N icolai Ivanov-R adkevich; March of the Tankers (pub lished 1946) by Sem yon 

Chernetsky; Victory (1941) by M ikhail S tarokadom sky; To the Heroes of the 

Patriotic War (1942) by Aram  K hachaturyan; and March of the Pilots (published 

1948) by N icolai Rakov. The se lection of these m arches was based upon several 

factors. First, all the  m arches w ere lis ted as notab le S ovie t m arches of W orld  

W ar II in the  artic le by V ik to r T sukkerm ann3. The sta tu re  of Soviet Art as the 

journal of the  arts in the  Sovie t Union, the im portance of V ic to r Tsukkerm ann as 

a Soviet m usico log ist, and the  year of publica tion (1945) m ake th is  listing of 

Soviet m arches s ign ifican t. The  com posers w ere a second consideration . All five 

com posers w ere associa ted  w ith the  M oscow  C onserva to ry  in 1945 and located 

in M oscow  at the beg inn ing of the  war. Sem yon C herne tsky (1881-1950), who 

w rote around seventy m arches in his life tim e, and Ivanov-R adkevich  (1904- 

1962), w ho w rote  tw en ty -e igh t m arches, both w ere m ilita ry  bandm aste rs and 

leaders in the fie ld  of com position  fo r w ind band. N ico la i R akov (1908-1990), 

though prim arily  know n fo r com positions in o ther genres, w rote  n ine m arches 

during the  war. The m arches by A ram  K hachaturyan (1903-1978) and M ikhail 

S tarokadom sky (1901-1954) are included, because they represen t com posers 

who are noted fo r the  qua lity  o f the ir com position  in o the r areas. Finally, these

3 Viktor Tsukkerman, “Mapuiu OmenecmeeHHou eoQHbi.”, .



m arches represen t com pos itions o f su ffic ien t qua lity  and soph is tica tion  to m erit 

pe rfo rm ance by a con tem pora ry  w ind band.

A fte r a d iscuss ion  o f socia lis t realism  and the  h is to rica l con text of the 

m arches, the  five  m arches w ill be analyzed ind iv idua lly , us ing th e  m odel of style 

analysis as ou tlined in Guidelines for Style Analysis by Jan La R ue4. Using th is 

m odel, the  style o f each com position  will be stud ied  by cons ide ring  how  each 

com poser uses S ound, H arm ony, M elody, and Rhythm  as con tribu ting  e lem ents 

fo r G row th. By La R ue ’s de fin ition , G row th is com prised  o f tw o com ponents. The 

first is M ovem ent, w h ich  he de fines as “a com plex extension  of Rhythm  that 

results from  changes o f all so rts .”5 The second is S hape, w h ich  re fers to what is 

more com m on ly  ca lled  “fo rm ” . F inally, a com para tive  ana lys is w ill be m ade of the 

five m arches.

4 Jan Larue, Guidelines for Style Analysis. 2nd ed. (Michigan: Harmonie Park Press,

5 Jan Larue, Guidelines for Style Analysis. 13.

1992).



CHAPTER II

B A C K G R O U N D : S O C IA LIS T  REA LISM  AND H IS TO R IC A L C O N TE X T

S ocia lis t realism , the  Sovie t doctrine of the  arts tha t em erged in the 1930’s, 

was a m ajo r fo rce  in shap ing the m usic of the  Sovie t Union. It is im portan t to 

consider th is  doctrine  in any analysis of Soviet m usic. The five m arches included 

in th is thesis represen t socia lis t realism , but it is not necessarily  a result of 

conscious e fforts  by the com posers to create “soc ia lis t rea lis t” m usic; rather, the 

socia list realism  in these m arches m ay be inc identa l to  the  extraord inary 

historical c ircum stances at the ir creation and the  na ture  and function  of 

n ineteenth- and tw en tie th -cen tu ry  m ilitary m arches.

The  doctrine  of “socia lis t rea lism ” has been vague from  its in itia l conception, 

leaving de fin ition  and applica tion d ifficu lt. A ndre i Z hdanov laid ou t the  doctrine at 

the keynote  address of the First A ll-U n ion C ongress o f S ovie t W rite rs  in 1934, 

when he s ta ted  the  purpose of socia lis t realism  w as “to  dep ic t rea lity in its 

revo lu tionary deve lopm ent.”6 Later, the  Soviet C om posers Union issued 

gu ide lines fo r its applica tion.

The m ain a tten tion  of the Sovie t com poser m ust be d irec ted  tow ards 
the  v ic to rious progressive princ ip les of reality, tow ards all th a t is 
hero ic, bright, and beautifu l. Th is d is tingu ishes the  sp iritua l w orld  of 
S ovie t m an and m ust be em bod ied in m usica l im ages fu ll o f beau ty

6 Boris Schwarz, Music and Musical Life in Soviet Russia: 1917-1981 (New York: Norton, 
1972), 110.
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and strength . S ocia lis t R ealism  dem ands an im p lacab le  s trugg le  
against fo lk -nega ting  m odern is tic  d irections tha t are typ ica l of the 
decay o f co n te m p ora ry  bourgeo is art, aga inst subse rv ience  and 
serv ility  tow a rd s  m odern bourgeo is cu ltu re .7

For later w rite rs w ith  a soc ia lis t po in t of view, such as R ena M o isenko8 and 

Jam es Bakst, the  concep t of socia lis t rea lish i is e labo ra ted  som ew hat as 

portraying “C om m unis t tru th , party spirit, and na tiona lism  as an expression of the 

interests of the  p ro le ta ria t.”9

As no actua l m odels fo r socia lis t realist art w ere pu t fo rth  by offic ia l entities, 

com posers in the  ten  years prior to  the  G reat P atrio tic  W ar, gu ided by officia l 

critics and censors, fo rm u la ted  w hat could be accepted as “soc ia lis t rea lism .”

For opera, it m eant them es tha t w ere w ho lesom e, socia lis t, and patrio tic. 

Characters w ere often com m on peop le  in hero ic activ ity, and the m asses could 

easily identify  them se lves w ith both the  characters and plots. M elod ies w ere 

sim ple and uncom plica ted . Id iom s of m ass songs, revo lu tiona ry fo lk lo re , and fo lk  

m usic w ere utilized. S im ilarly, ba lle t would fea tu re  such top ics as revo lutionary 

struggle, com m on peop le  as characters, and m usic based on fo lk  m ateria l. The 

com position  o f soc ia lis t realist sym phon ies was m ore p rob lem atic ; fo r as 

instrum enta l w orks  are devo id of p lo t and text, it w as m ore d ifficu lt fo r com posers 

to depict the  soc ia lis t rea lis t top ics tha t w ere m ore eas ily  hand led by opera, 

ballet, and m ass song. Sym phon ies often w ere program m atic, describ ing  Soviet

7 From “Statutes of Composers’ Union”, quoted in Boris Schwarz, Music and Musical Life.
114.

8 Rena Moisenko, Realist Music: 25 Soviet Composers (London: Meridian, 1949), 17-35.

9 James Bakst, A History of Russian-Soviet Music. (New York: Dodd, Mead & Company, 
1966), 285.



heroes, life, or labor, even if on ly by title  o r ded ica tion . C om posers would include 

in the ir sym phon ies m usic from  existing film  m usic, inc iden ta l m usic, or ba lle t in 

which associa tions w ith  the appropria te  top ic  w as a lready know n and recognized. 

Vocal e lem ents w ere  som etim es added to  he lp ca rry  fo rw ard  the  desired them es. 

As w ith opera  and balle t, fo lk  m ateria l w as an im portan t sym phon ic  e lem ent.10

The five  S ovie t m arches d iscussed in th is  pape r are  exam ples of socia list 

realism . The u tilita rian nature of the m arches w ou ld  m ake them  fo r the com m on 

people, not the bourgeo is ie . The nam e of the genre  “m arch ” itse lf ind icates the ir 

prim ary function  as an accom pan im ent to troops m oving tog e the r in step. As 

m ilitary m arches, th e ir ta rge t aud iences w ere the  m em bers of the  arm ed services 

and perhaps the m asses, view ing activ ities such as parades or gatherings where 

w ind bands w ou ld  be expected to play. A dd itiona lly , m ilita ry  m arches are bound 

by function  to be a m ore trad itiona l type of m usica l genre, so the y  are easily 

accessib le  by the  com m on m an. A secondary function  o f n ine teenth- and 

tw en tie th -cen tu ry  m arches was to insp ire  na tiona lis tic  and pa trio tic  fee lings. In 

the context of the  S ovie t Union at the ou tbreak of the  war, th is  function  also 

served the  needs of the  party.

Folk m usic m akes an im portant contribution to  the se  five S ovie t m arches in 

m eeting the  crite ria  of socia lis t realism , as it did w ith  S ovie t opera, ballet, and 

sym phony. Investiga tion of the five Trio m elodies y ie lds com m on characteris tics 

w ith R ussian lyrical fo lk  m e lod ies11; th is  is appropria te  s ince  the  m arches w ere

10 Boris Schwarz, Music and Musical Life. 7 passim.

11 Gerald Seaman, History of Russian Music, vol. 4, From Its Origins to Dargomyzhsky 
(New York: Frederick A. Praeger, 1967), 15-18.



m ost p robab ly  com posed in M oscow , an im portan t historica l cen te r of Russia, 

and the m ost im m ed ia te  aud ience fo r the  m arches w ere the  local M uscovites and 

the so ld iers de fend ing  the  city. C om m on to  all o f the  m arch Trios are lyrical 

m elodies rang ing at least one octave. O ther no tab le  fo lk  charac te ris tics  found are 

the use of m e lod ic  fifths  and sixths, descend ing  m ovem ent, a ra ised fourth  and 

lowered sixth in m ajor tona lities , and a low ered second and ra ised sixth in m inor.

For the  five  com posers in M oscow, as w as the  case w ith  the  rest of the 

c ity ’s popu la tion, the  cris is of the w ar deve loped rap id ly  through th e  firs t th ree 

m onths of the  G erm an invasion of the  Sovie t Union. On June 22, 1941, the 

G erm an a rm y invaded the  S ovie t Union, ca tch ing the  Red A rm y en tire ly  by 

surprise. The  invaders qu ick ly broke th rough the  ou te r de fenses of the country, 

and m uch o f the  Sovie t a ir fo rce  w as qu ick ly in ruin; by noon o f th e  22nd, 1200 

Soviet a ircra ft had a lready been destroyed. The invasion fo rce  advanced swiftly. 

By June 28th, the G erm an arm y had reached M insk, and by Ju ly  9th, it was 

th rea ten ing  to  m ove on K iev in the U kra ine .12 On S eptem ber 30 th, the  G erm ans 

w ere ou tside of Len ingrad (St. Petersburg), and the  o ffens ive  aga inst M oscow  

had begun. Kalin in, a c ity  ju s t to  the north of M oscow , w as cap tu red  on O ctober 

14th, and the  G erm an arm y w as scarce ly 50 m iles ou ts ide o f the  capita l. Tw o 

days later, on O ctober 16th, the  pan ic  in M oscow  reached its p e a k .13

The im portan t sc ien tific  and cu ltura l institu tions w ere evacua ted east, out of 

the im m ed ia te  th rea t of the  G erm an arm y. The Bolsho i O pera  and Balle t w ere

12 Alexander Werth, Russia at War. 1941 -1945 (New York: E. P. Dutton, 1964), 156-158.

13 Alexander Werth, Russia at War. 228-232.



sent to  K u ibyshev, the  S ta te  S ym phony to  Frunze, the  M oscow  C onservatory to 

Saratov, and the  headquarte rs  o f the  Union of S ovie t C om posers (USC) was 

estab lished in S verd lovsk .14 A  le tte r from  Dm itry S hostakovich  to his friend Isaak 

G likm an on the  tw e lfth  of D ecem ber p laces C hernetsky in K u ibyshev w ith 

Shostakovich, w here  the y  both served on the  C om m ittee  of the  Ku ibyshev 

U SC .15 Ivanov-R adkevich and S tarokadom sky w ere re loca ted  to  Sverdlovsk, 

along w ith the  com posers V issarion  Shebalin , D im itri K aba levsky, R heinhold 

G liere, and V ic to r B e ly .16 K hachaturyan also evacua ted to  S verd lovsk, rejoining 

his w ife  N ina M arkova and his son, who w ere w aiting fo r him  th e re .17

In the open ing m onths of the war, com posers w ho did not en lis t to go to 

the ba ttle fron t did the ir part fo r the  w ar e ffort by pu tting th e ir energ ies into 

creating m ora le -bu ild ing com positions. M any com posers tu rned  to  w riting m ass 

songs18 and m arches as a pa trio tic  m eans of supporting  the  troops in the fie ld. 

K hachaturyan w rote : “During the  firs t days of the w ar I spen t m y days and nights 

at the C om poser’s Union. From all the  room s and ha lls cam e the  sound of new

14 Boris Schwarz, Music and Musical Life. 175.

15 Dmitry Shostakovich, Story of a Friendship: The Letters of Dmitry Shostakovich to 
Isaak Glickman, 1941-1975. trans. Anthony Phillips (Ithaca, New York: Cornell University Press, 
1993), 5.

16 Jl. PyMCKuti, “CTpaHMitbi >KH3HM M. Jl. CiapoKaflowicKoro,” in M3 npomnoro coBeTCKofl 
MV3biKanbHofl Kvjrrvpbi. Bbin. 2 (Moscow: My3biKa, 1976), 207.

17 Victor Yuzefovich, Aram Khachaturyan. trans. Nicholas Kounokoff and Vladimir Bobrov 
(New York: Sphinx Press, 1985), 126.

18 Harlow Robinson, “Composing for Victory: Classical Music.” In Culture and 
Entertainment in Wartime Russia, ed. Richard Stites (Bloomington: Indiana University Press, 
1995), 62.



songs and m arches be ing tried out by com posers and po e ts .”19 Even Soviet 

com posers of the  g rea test s ta tu re  took to w riting  m arches at th is  tim e. In July, 

Sergey P rokofiev com posed his Symphonic March, Op.88 as well as March in A- 

flatMajorior m ilita ry  band, Op. 89b 20. N ikola i M yaskovsky w rote  tw o m ilitary 

m arches, one in F m ino r (Op. 53 No. 1) and ano ther in F m ajor (Op. 53 No. 2) 

during the  firs t ha lf o f tha t sam e m onth.21 A lthough the  exact num ber of m arches 

com posed during  the  w ar is not known, Tsukkerm ann, in his artic le, m entions or 

a lludes to  c lose  to  fifty  m arches.

Boris S chw arz w rites a rather d ram atic  passage on the  priorities of

com posers during  the  firs t part of the war:

The m usic  o f those  days was m eant to  conso le  and uplift, to  
encourage and exhort; nothing else m attered. C om posers did not 
th ink  o f externa l va lues, not even of tom orrow  -  on ly  of today, of the 
m om ent, of the  im m ed ia te  im pact on the  lis tener. G one w ere all 
con trovers ies, all the quarre ls about ep igonism  and realism  and 
fo rm alism ; fo rgo tten  w as all aesthetic iz ing. O n ly the  surv iva l of body 
and soul m attered , and the essentia l e lem ent o f m us ic w as its m ora le­
bu ild ing force . In de tached retrospect one finds occasiona l 
sha llow ness, posturing , ho llow  hero ics; but unde r fire  it all seem ed 
real and ve ry v ita l.22

So, cons idering  the  tim e and place of the ir com position , the  m arches are 

“socia lis t rea lis t” m usic, bu t th is  is like ly to  be inc identa l ra ther than a conscious 

e ffort to  com pose m usic fo llow ing any external gu ide lines. M arches as a genre

19 Victor Yuzefovich, Aram Khachaturvan. 125.

20 Israel V. Nestyev, Prokofiev, trans. Florence Jonas (Stanford: Stanford University 
Press, 1960), 326-327.

21 Alexei A. Ikonnifov, Myaskovsky: His Life and Work (New York: Philosophical Library, 
1946), 124.

22 Boris Schwarz, Music and Musical Life. 110.



w ere a lready m usic  designed to  appeal to the  m asses and to  be patrio tic in 

character. The use of fo lk  m ateria l is p robab ly  ind icative  of the  na tiona lis tic 

com positiona l s ty le  of the  Sovie t com posers, perhaps honed th rough  years of 

striv ing to com pose m usic in the socia lis t rea list m old, but a lso poss ib ly  as a 

sincere a ttem pt to  w rite  m usic tha t w ould reach and inspire  the  com m on so ld ier 

and m an. Though the  m arches are overshadow ed by m ore am ib itious Soviet 

com positions, the y  m ay represen t som e of the  m ore honest exam ples of socia list 

com position  as in tended by socia lis t theory.



CHAPTER III

S T Y L IS T IC  C H A R A C T E R IS T IC S  O F S E L E C T E D  S O V IE T  M A RCHES  

111.1. C om m on C haracteristics of the Selected  M arches

This chap ter will exam ine the stylistic characteris tics o f each of the five 

selected m arches. C om m on characteristics to all five m arches will be analyzed, 

and then each m arch w ill be d iscussed separate ly. Th is d iscussion will include 

biographical in form ation on the com poser, treatm ent of form , the  basic materials 

used in the com position, and the m ethod by which the  com poser establishes 

m ovem ent and form , the tw o com ponents of growth. Finally, principal d ifferences 

between the m arches will be addressed.

La Rue defines m ovem ent as “a com plex extension of Rhythm  tha t results 

from  changes of all so rts .”23 In other words, m ovem ent is the sense of forward 

progress created by changes in sound, harmony, m elody, and rhythm . Speed and 

strength are tw o im portant ways that will be used to describe m ovem ent. Speed 

refers to the frequency of change. If all other e lem ents are equal, a phrase with a 

chord change every m easure will have faster m ovem ent than a phrase with a 

chord change every four m easures. Strength of m ovem ent describes how  changes 

are layered upon each other. For exam ple (again assum ing tha t all else is equal),

23 Jan Larue, Guidelines for Style Analysis. 2nd ed. (Michigan: Harmonie Park Press, 1992), 13.
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m ovem ent w ill be s tronger at a po int w here harm ony and texture change 

s im ultaneously as opposed to a point w here only harm ony changes.

Figure 1 show s the basic form  of the five Soviet m arches. A lthough each 

march has its own derivations, this m odel fo r the m ost part describes the marches 

as a group and will serve as the com m on po int fo r la ter d iscussions on the form  of 

each individual m arch. The marches, divided into three parts, are ternary in form. A 

key change (one fla t is added to the opening key signature) and a more lyrical 

m elodic style d istinguish the second part from  the first and third. C hernetsky and 

Rakov m ark the  second part as the Trio, a label tha t is com m on in describing the 

corresponding part in the m arches of John Philip Sousa and other com posers of 

the United S tates. The Trio is strophic in form  and has tw o stanzas. The second 

stanza of the Trio is a w ritten-out repeat of the first, and orchestration is the 

prim ary change from  the first to the second stanza. A  repeat sign indicates that the 

Trio is played tw ice, then there is a re-transition to a Da Capo and a repeat of the 

first part. The firs t part is divided into three sections; the opening section, a 

contrasting second section, and a th ird section that is a w ritten -out repeat of the 

first. Like the Trio, harm ony and m elodic style are im portant in contrasting the 

second section. Both the first and second sections are repeated. In the m arches of 

John Philip Sousa, these two sections are com m only referred to  as the first and 

second strains. The th ird section, played only once, is varied at its conclusion to 

m ake the first part of the march harm onically com plete. On the repeat of the first 

part, the end of the third section is also the conclusion of the m arch. Typically, the 

first two sections are sixteen m easures each, and the Trio is th irty-tw o m easures in



length. There is a four-m easure  introduction at the beginning of the march, and 

another preceding the  Trio.

Figure 1. Basic form  of the five Soviet marches

I Introduction | Intro. |
Part 1 Part 2 - Tno

^— |intro 1----II------- [a]------4«------- [b]------ H— [a]---- 1—[intro |—H------ [c]------1------[cT]---- Hfc------ [a]-----M------- [b]------ 41------ [a]----- H

There are tw o notable d ifferences between the five Soviet m arches and the 

m arches of such Am erican com posers as Karl King, H enry Fillmore, and John 

Philip Sousa. In Am erican m arches, the second strain leads d irectly to the Trio 

without a return of the  first strain. Also, there is no Da Capo in these Am erican 

marches; the m arches conclude at the end of the Trio w ith no re-transition to the 

original key.

The instrum entation of the five se lected Soviet m arches is very standardized. 

W ith one exception, all five m arches share the sam e instrum entation fo r the w ind 

instrum ents: one flute, one clarinet in Et, three clarinets in Bu two cornets in B|>, 

two trum pets in Bt, tw o althorns in Et, two French horns in E|>, three tenor horns in 

B|>, one baritone in Bt, three trom bones, and tw o bass horns. The on ly variation in 

th is instrum entation occurs in March of the Pilots, where R akov includes two 

additional French horns. Percussion is consistently orchestrated w ith a small drum, 

cym bals, and a large drum . The m ost s ignificant d ifference in the scoring of these 

m arches from  the ir Am erican counterparts is the inclusion of the a lthorn and tenor 

horn and the absence of the saxophone fam ily. A nother fea ture  of these m arches

Section 1 Section 2 Section 3
(1st Strain) (2nd Strain)

Section 1 Section 2 Section 3
(1st Strain) (2nd Strain)



that has an im pact on the ir overall sound is the use of tw o bass horns that most 

often are vo iced in octaves.

The a ltho rn  is a m edium  range brass ins trum ent th a t is described as e ither 

a m em ber of the  co rnet fam ily , or descended from  the  va lved  trum pet, depending 

on the source consu lted .24 It orig ina ted in A ustria  in the  1830 ’s. The althorn is 

p itched in E t or F, can be co iled like a trum pet, F rench horn, or tuba, and has a 

bore tha t is sm a lle r than the  fluge lhorn tha t fla res out to  a m ed ium  sized be ll.25 

Its use, a long w ith the  ten o r horn, is prim arily  in b rass and m ilita ry  bands.26 In the 

m arches su rveyed in th is  thesis, the a lthorn fre qu en tly  doub les the  French horn.

The te n o r horn is a m em ber of the co rne t fam ily  and, like the  althorn, 

orig inated soon a fte r the  in troduction of the  cornet. It is p itched in e ither Bt or C .27 

The tenor horn has a narrow  conica l bore, a m ed ium  sized bell, and is notated a 

m ajor ninth h igher than it sounds.28 A lthough very s im ila r to  the  baritone, there 

evidently w as su ffic ien t d iffe rence to w rite  separa te  parts fo r each. M ost 

probably, the  ch ie f d iffe rence  was one of bore size, w ith the  te n o r horn being 

som ew hat narrow er than the baritone. C onsequently , in the  se lected  m arches, 

when the ir parts d iverge from  each other, the ten o r horns are scored  w ith the 

French horns and the  trom bones, w hile  the baritone  is scored  w ith  the  bass

24 Sybyl Marcuse, A Survey of Musical Instruments. (New York: Harper & Row, 1975),
762; Curt Sachs, The History of Musical Instruments. (New York: W. W. Norton, 1940), 429; Karl 
Geiringer, Instruments in the History of Western Music. (New York: Oxford University Press,
1978), 248.

25 Sibyl Marcuse, Musical Instruments. A Comprehensive Dictionary (New York: 
Doubleday, 1964), 11.

26 Sybyl Marcuse, A Survey of Musical Instruments. 762.

27 Karl Geiringer, Instruments in the History of Western Music. 248.

28 Sibyl Marcuse, Musical Instruments, A Comprehensive Dictionary. 517.



voices.

Figure 2. Instrum ental ranges (sounding pitch), average pitch in parentheses (calculated 
by Sibelius software)

Partisans Tankers Victory Heroes Pilots

Flute E b5->B b6 (B 5 ) C b-*Bb6 (B b5) D 5 -» C 7  (B 5 ) G b 5 -* A 6  (E b6) C5-»Bb6 (B5)
Et Clarinet E b 4-»A b 6 (B 5 ) B b 4 -» G 6  (A b5) D 5 ^ B b 6  (B 5 ) G 5 -* A 6  (E b6) C5->Bb6 (B5
Clarinet 1 B b 4-»C b 5 (F 5 ) C 5 -»E b 6  (A b 5) A b 4 -» F 6 (A 5 ) G b4->G b6 (A 5 ) Ab3-»F6 (Ab5)
Clarinet II, III E b4-»C b5 (E 5 ) G b 4-» C 6  (E b5) A b4->E b6 (F 5 ) A b 3 -*D l,6  (D 5 ) Ab3-»Db6 (Eb5)
Comet 1 D b 4-»B b 5 (B 4 ) C 4-»B b 5  (B b4) D 4 -* B b 5  (B 4 ) A b 4 ^ A 5  (E b5) C4->Bb5 (B4)
Cornet II D b 4 -» F 5  (A b 4) C 4-»E b 5 (G b4) G 3 -» G 5  (G b4) F 4 ^ G b 5  (B b 4) C4-»F5 (G4)
Trumpet G b3-»G b5 (G b5) B b 3-*A b 5 (Gb4 A b3->B b5 (A b 4) A b 3-»A b 5 (B b 4) C4->Ab5 (Bb4)
Althorn F 3 -» A b 4  (D b4) A 3 -» G 4  (D 4 ) G 3 -» A b 4 (C 4 )  ' A b 3 -» G 4  (D b 4) F3 Gb4 (C4)
French Horn E b 3-»B b4 (D b 4) G b3-»B b4 (D b4 E t 3 -» A t 4  (B b3) G b 3 ^ G 4  (C 4 ) E3->Ab4 (C4)
Tenor Horn 1 A £ - » 0 4 ( B | , 3 ) A b2->B b4 (C 4 ) C 3 -» B b 4  (C 4 ) A b 2 -> A 4  (D b 4) F3*»Bb4 (D4)
T. Horn II, III B b 2-»E b4 (G 3 ) A b2->D b4 (G 3 C 3->E b4 (A b3) A b 2 ^ E b 4 (A b 3 ) Eb3->C4 (Gb3)
Baritone A b 2 -* C b 4 (A 3 ) A b 3 ^ B b 4  (C 4 ) C 3->B b 4 (C 4 ) A b 2 ^ A 4  (C 4 ) F2-»Bb4 (Db4)
Trombone F 2-> A b 4  (G 3 ) F 2 ^ A b 4  (F 3 ) Eb2-»E b4 (F 3 ) G b 4-> E 4 (A b 3) E2-»F4 (Eb3)
Bass Horn G b l-» C b 3  (A b2) G l-> D b 4  (A b2 F 1 -» F 3  (F 2 ) G b l ^ G |3  (G 2 ) FI ->Gb3 (Gb2)

Like the  instrum entation , instrum enta l ranges in the  m arches are 

cons is ten t am ong the  com posers (fig. 2). C haracte ris tica lly , low er reg isters are 

not used in the  w oodw ind  instrum ents; flu tes stay well above the  s ta ff fo r m ost of 

the ir p laying, and the  c la rine ts rem ain above the ir b reak at A5. B rass w riting is 

genera lly  conserva tive  in range, a lthough the co rne t I, te n o r horn I, and baritone 

w ill som etim es reach up into the ir upper tessitu ras w hile  p laying m elodies.

There  are a lso doubling tendencies tha t are cons is ten t th rou gh  all five 

m arches. Typ ica lly , the  w oodw inds s im p ly doub le brass lines, m ost o ften the 

cornet. Ivanov-R adkevich, Khatchaturian, and C herne tsky inc lude  a fe w  

m om ents o f w oodw ind independence, but S ta rokadom sky and R akov never write 

separa te  parts fo r the  w oodw inds. Th is lack of independence  in th e  w oodw ind



section suggests tha t the  m arches had been scored large ly fo r the  brass band, 

w ith the w oodw ind section w ritten as an addition of o rchestra tion  rather than an 

integral part of the  com position . O ther regu lar doub lings are the  

Et c la rine t w ith the  flu te , the  a lthorn w ith  French horn, and the  te n o r horn with the 

baritone. The second and th ird  teno r horn lines rou tine ly doub le  or p lay parts 

s im ilar to the a lthorns, and the  French horns and the th ird  tro m bo ne  frequently  

re inforce the  tw o bass horns.

A  com m on m arch tex tu re  occurs w ith great fre qu en cy  th rou gh ou t the five 

Soviet m arches and is one tha t is id iom atic  to  n ine teenth- and tw en tie th - century 

m arches. M easures 40-42 in March of the Tankers show  the  bas ic  structure of 

th is texture  (fig. 3): a m elody in the  w oodw inds, co rnets and trum pe ts ; a counter­

m elody in the  upper te n o r horn and baritone; rhythm ic chorda l figures in the 

a lthorns, F rench horns, upper tenor horns, and upper trom bones ; and a sim ple 

outlin ing of both the  pu lse and basic chord structure  in the  low er trom bone and 

bass horns. A lthough devia tion occurs from  th is pa rticu la r o rchestra tion , varia tion 

is m inor, and the  tex tu re  is a lways easily  recognizab le.

Tw o o ther tex tu res appear tha t are notable because th e y  are typ ica l of 

m ilitary m arches of the  period. The firs t is a pesante m e lody tha t is scored fo r the 

low  brass and presen ted at the sta rt the  second section . T he  second is a lyrical 

m elody at the  Trio, scored in itia lly  in the tenor vo ices a long w ith  reduced 

orchestration . In teresting ly, it is Chernetsky, the m ilitary bandm aste r, w ho does

not fo llow  these textura l tendencies.
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Figure 3. Example of com m on march texture, March of the Tankers, measures 40-44

Rute

Clannet in Ei>

Clarinet in Bb I

Clarinet in Bb 11,111

Com et in Bb I

Com et in Bb II

Trumpet in Bb I

Trumpet in Bb II

Alto Horn in Eb I, II

French Horn rn B  I, II

Tenor Horn I

Tenor Horn II, III

Baritone Horn

Trombone I, II

Trombone III

Bass Horn I

Bass Horn II

Small Drum

Cymbals 
Bass Drum

f i  V7 l VI6 I G6 I V7 l
I______________ Iiv



For the  m ost part, these m arches represen t w ha t La Rue ca lls unified 

tonality, w h ich  he de fines as “a function ing  h ie ra rchy of chords cente red around a 

single ton ic, cha rac te ris tic  of m usic from  about 1680 to  abou t 1860.”29 Th is is not 

surpris ing, cons idering  the  restric tions of soc ia lis t rea lism  and the  

appropria teness o f th is  ton a lity  to the  function  of m arches in genera l. However, 

the com posers did m ake sporad ic use of expanded tonality30. Enlarged 

d ia ton ic ism , ch rom atic ism , neo-m odality , and struc tu ra l d issonance are aspects 

of expanded ton a lity  tha t are a m inor part of the  ha rm on ic  vocabu la ry  of the 

se lected m arches.

H arm on ic  key and m elody are the  tw o m ost im portan t e lem ents in 

estab lish ing form  in each of the  m arches. Key change a t each section is 

consis ten t th rough  all the  com positions (fig. 4). A lthough  the  key is the  sam e for 

the firs t tw o sections o f To the Heroes of the Patriotic War, pe rs is ten t use in the 

second section  o f the  G erm an sixth chord and the  second  inversion ton ic  chord 

create a strong con tras t to the harm ony of the  firs t section  and its repeat. 

M elodica lly, in all of the se lected m arches, the  firs t section , second section, and 

Trio each have the ir own m elodic them e. Texture  and rhythm  also p lay an 

im portan t role, bu t the ir s ign ificance is m ore centra l to  de fin ing  the  com poser’s 

style o f each ind iv idua l m arch; fo r th is reason, la te r d iscuss ions on form  will not 

center on keys or m e lod ic  them es, but ra ther on textu re , rhythm , and the other 

aspects o f ha rm ony and m elody tha t serve to  m ake each com position  distinctive.

29 Jan Larue, Guidelines for Style Analysis. 53.

30 Jan Larue, Guidelines for Style Analysis. 54.



Figure 4. Principal keys of each section within the five Soviet Marches.

First Section Second Section Trio

The Partisans eb Gb, Db ab

March of the Tankers f At bb

Victory Et Bt, f, At At

To the Heroes of the Patriotic War Ab Ab Dt

March of the Pilots F Bt Dt

111.2. N ikola i Pavlovich Ivanov-R adkevich , The Partisans

Nikola i Pavlovich Ivanov-R adkevich was born on February 1 0 ,1 9 0 4  in the 

southw estern S iberian city of K rasnoyarsk. His fa the r w as a w e ll-know n musical 

pedagogue at co lleges and un iversities in Krasnoyarsk. As a boy, Ivanov- 

Radkevich, a long w ith his brothers, p layed in a band, w hich w as organized by the 

local school, and it w as here along w ith  his fa the r’s in fluence tha t he began to 

deve lop his m usica l ta len t.31 The Ivanov-R adkevich fam ily  m oved to  M oscow  in 

1922, w here N iko la i Pavlovich continued his m usical tra in ing  at the  M oscow  

C onservatory, s tudy ing com position  w ith  R einho ld G liere and orchestra tion  w ith 

Sergei Vasilenko. He com ple ted  his s tud ies at the  M oscow  C onse rva to ry  in 

1928, and then jo ined  the  facu lty  of the  conserva to ry  in 1929, w here  he rem ained 

until 1948. In 1952, he jo ined  the facu lty  of the Institute of M ilita ry  Band leaders of 

the  Soviet A rm y as the  ins truc to r of o rchestra tion .32 N iko la i Pavlovich Ivanov-

31 MpuHa TMMOfleeBa, “flowi, b kotopom >Knn ocHOBaTenb KpacHoapcKOM HapoAHoii 
KOwiepBaTopnn HBaHOB-PaflKeBtm n.M.,” <http://www.ar.kesk.ru/street/kirov/k11 .html>. Accessed 
23 February 2002.

32 Baker’s Biographical Dictionary of Musicians. 7th ed., rev. Nicolas Slonimsky (New York: 
Schirmer, 1984), 1092.

http://www.ar.kesk.ru/street/kirov/k11_.html


Radkevich w as cons ide red  to be an expert on orchestra tion  and band music, and 

he orchestra ted  the  na tiona l anthem  of the Sovie t U n ion .33 He d ied on 

February 4 ,1 9 6 2 , in M oscow , six days short of his fifty -e igh th  b irthday.

The Partisans by N ico la i Pavlovich Ivanov-R adkevich is a 2/4 march for 

m ilitary band in E|, m inor (fig. 5). There are no in troductions to  the  m arch or Trio, 

but the re  is an e igh t-m easure  trans ition  section bridg ing  the  second section and 

the return of the  firs t section .

In The Partisans, Ivanov-R adkevich doub les the  brass lines in the 

w oodw inds, and he g ives independence to the w oodw inds on ly in the Trio. The 

m arch is conserva tive ly  scored fo r the brass instrum ents, bu t the  w oodw inds are 

often w ritten above the  s ta ff in the ir upper tessitu ra , and the  c la rine ts p lay in the ir 

clarion reg is te r (above w ritten B|,4) fo r a s ign ifican t portion o f the  m arch. Ivanov- 

Radkevich uses id iom atic  trills  and grace notes in m easures 1,17, and 46, and 

also in the  trans ition  from  m easure 37 to  45. His u tiliza tion o f a w ide  varie ty of 

textures is an im portan t characte ris tic  of his style, espec ia lly  in the  firs t and th ird 

sections, but a lso no tab le  in the second section, w here  the  baritone, trom bone, 

and bass horns at m easure 30 im ita te the upper brass and w oodw inds in 

m easure 29. The  predom inan t dynam ic levels of th is  m arch are forte and 

fortissimo. A  fou r-m easure  mezzo-piano p rovides con tras t w ith in  the  firs t section, 

and the  s ix teen-m easure  mezzo-piano at the  repeat of the  Trio does likew ise for 

the second part o f the  m arch.

33 Biographical Dictionary of Russian/Soviet Composers, ed. Allen Ho and Dmitry Feonov 
(New York: Greenwood Press, 1989), 220.
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Figure 5. The Partisans, form

Parts 1 , 3 -  Section 1

Parts 1 , 3 -  Section 2

Part 1 , 3 -  Section 3
Fine

Part 2 -T r i o
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The Partisans m akes notab le use of expanded tonality. N eo-m oda lity  is an 

im portant e lem ent o f sty le in th is  m arch. The Lydian m ode appears  in m easures 

9-12 in the  firs t section , the  m ixo lyd ian m ode in the open ing  m e lody of the 

second section, and in the  Trio, the absence of a lead ing  tone  suggests  the 

Aeolian m ode ra the r than conven tiona l m inor. C hrom atic ism  is ano the r aspect of 

the harm onic sty le  o f Ivanov-R adkevich. A ugm ented chords are fo u n d  on the 

second beat of m easure  16, at m easures 40-41, and a t m easure  44. Finally, 

m easure 44 is an exam ple  of s tructura l d issonance, w ith  the  accen ted  A t in the 

bass adding a supp lem en ta ry  tone to the a lready d issonan t augm ented  chord.

The harm on ic  sty le of The Partisans is both conserva tive  and non- 

trad itiona l. M odu la tions in the  m arch, m ost often accom p lished  by  Ivanov- 

Radkevich th rough the  use of a com m on chord, are usua lly  to  c lo se ly  related 

keys. However, the re  are m odula tions tha t resu lt from  non-functiona l chord 

progressions, w ith ou t a com m on chord, o ften involv ing an augm ented  triad 

(fig. 6). Ivanov-R adkevich uses a considerab le  am oun t of d issonance , especia lly 

at m ajor s tructura l po in ts in the  m arch. An exam ple can be seen in m easures 15- 

16, which leads to a repeat of the opening s ta tem en t o f the  m arch  (fig. 7).

Figure 6. The Partisans, measures 38-42

r r f l . l r u  I » —tr= -  - ~ J ------  U F F f f ,  J  M U , . : 4 s nL Hr UT. Z .... nm nr s s  x
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Figure 7. The Partisans, measures 13-17

Long phrases o f va ried construction are cha rac te ris tic  o f the  m elodic sty le 

of The Partisans (fig. 9-11). The phrases are fou r or e igh t m easures in length in 

the firs t section , and both phrases are e ight m easures in the  second. The 

m elodic phrase in the  Trio is six teen m easures in length, ha lf of the  length of the 

entire second part of the  m arch. Ivanov-R adkevich uses a  rich and varied 

approach in construc ting  his m elodies. In the firs t e ight m easures of the march, 

m easures 3-7 are de rived from  a deve lopm ent o f the  rhythm ic figure  ( J73 ) and 

its descend ing  m e lod ic  contour. These m easures are a lso a response and 

contrast to  the  firs t tw o m easures of the m arch. The  trans ition  section  begins w ith 

a sequence. M elod ies are som etim es contrasted th rough  use of the  song-like 

quality o f cantabile style, as opposed to  an ins trum enta l s ty le  (characterized by 

fast, rhythm ic, and angu lar construction). M easures 9-12  of the  firs t section are 

contrasted in th is  m anner, as well as the Trio to  the  rest of the  m arch. The typ ical 

pesante s ty le  is found  in the second section. M elod ic con tour is ye t another 

source o f m e lod ic  va ria tion  and contrast.

Ivanov-R adkevich  is the  m ost conserva tive  in his rhythm ic sty le . The tem po 

of the m arch is m arked a t (J =104), a s low er tem po  than the  o ther fou r m arches. 

The firs t and second sections are sixteen m easures in length and the  Trio is



th irty-tw o. Rhythm  is p rim arily  construc ted  of s im p le  pa tte rns and  varia tion of 

those sam e pa tte rns through ties; ( - □ ) , (  J7 T 3 ), and ( J73) are com m on, ( J. J>) 

is used less frequen tly . Not used at all are ( J>J J>) and ( JTJ ). S yncopa tion 

occurs on ly as beat tw o accents w ith in  the  2 /4-m eter, such as th e  agog ic accent 

on beat tw o of m easure 60 (fig. 8).

Figure 8. The Partisans, measures 58-61

58 59 _  60 61
9  k i n --------1---- E■—i n . m—

W\ Ir~ T 7G-------------- — — ij rm—m— 1—v—r - :P ? 7 J5 J m 9 ±  1 J / fP_"A___ ^ m m_____ V ^  . 1 f f  V

mf  cresc.

W . . . . . .
• -i  -9 - m  a 3

m 1 9 , 9 9 9•  | .  1 "1 M m *-< U 1 w--- 9  ^=>Hr—ry f K J-----J Q --- ----------------- p 9 K J

V -9 - ^ ----- 1k - 1
m— y  ' 2m__i F = = H

eb:i ($7) 14/2 VI i4/3 G6 iio6 i

In The Partisans, m ovem ent and form  are in tertw ined, and a d iscussion of 

one m ust inc lude the  o ther (fig. 5, 9-11). W hereas  the  o ther com posers 

d iscussed in th is  thes is  tend to  crea te  m ovem ent w ith  a lim ited num ber of 

e lem ents, m ost no tab ly  m elody and harm ony, Ivanov-R adkevich uses a m uch 

greater quan tity  and variety. These e lem ents, used in m any d iffe ren t 

com bina tions, inc lude texture , dynam ics, key, m ode, chorda l qua lity , and 

rhythm ic and m elod ic density. Ivanov-R adkevich grea tly  s treng thens the 

m ovem ent in the  second section and trans ition . The  firs t section conta ins 

com plex tex tu res, changes in style, d ram atic  dynam ics, rapid ha rm on ic  rhythm  

(both key and chorda l rhythm s), the  use of chord qua lity  to  app ly co lo r to d iffe rent



phrases, high ins trum enta l tessitu ras, and angu lar m elod ies (fig. 9). The 

transition  is ve ry  s im ila r. In these  sam e sections, the  com pose r a lso m arkedly 

speeds up m ovem ent. C ollective ly, these actions serve to  m ake the  second 

section and trans ition  ve ry  dynam ic. C onversely, by chang ing  a reduced num ber 

of e lem ents at increased interva ls, Ivanov-R adkevich w eakens and slows the 

m ovem ent in the  second section and the Trio. The second section  uses on ly two 

and th ree  layered tex tu res, s ta tic  rhythm ic figures and dynam ics, m uch slower 

harm onic rhythm , less rhythm ic density , and a m elody w hich repea ted ly  uses the 

pitch class D t (fig. 10). Thus, th is  a lteration of the s trength  and speed  of 

m ovem ent from  section  to  section contributes to form  and crea tes a broad 

rhythm  on the fo rm a l level.

A nother s ign ifican t characte ris tic  of m ovem ent and form  in The Partisans 

is that Ivanov-R adkevich pa ints sections and som etim es ph rases in chords of 

m inor or m ajor quality. The  firs t section and the  Trio use p rim arily  chords of m inor 

quality, and the  second section m ajor. Th is use of m inor and m a jo r is also a 

fac to r in m ovem ent, w here  the m iddle phrase of the  firs t section uses chords of 

m ajor qua lity  in con tras t to  the  m inor o f the rest of the  section . As w ith  his 

varia tion of com plex ity  w ith in  the m arch, th is use o f chord qu a lity  es tab lishes yet 

another h igher layer o f rhythm .

Ivanov-R adkevich uses a varie ty of devices to  re in fo rce  th e  form  of the 

m arch (fig. 9-10). The firs t section begins w ith a hom ophon ic  s ta tem en t, and 

ends w ith ano ther at m easure 20. Im portantly, the  dom inan t-seven th  to  ton ic 

progression is used sparing ly  th roughout the  m arch, on ly to  es tab lish  new  keys



and to help execute  the  repeat of fu ll sections. Th is  p rog ress ion  is used only 

tw ice in the  firs t section , firs t (in th ird  inversion) to es tab lish  the  key change at 

m easure 5, and then again to lead the  section back to  its repeat. The second 

section also has tw o dom inan t-seventh  to ton ic  p rog ress ions tha t are used in a 

s im ilar m anner. The  en tire  Trio once m ore uses th is  p rog ress ion  only tw ice, first 

bridg ing the  firs t s ta tem en t of the Trio to  its repeat, and then the  end of the Trio 

to  the  Da Capo. F inally, Ivanov-R adkevich uses increased d issonance  at 

structura l po in ts in the  form , m ost m arked ly the in terna l peda l figure  used to 

prepare the repeat o f the firs t section (fig. 7), but a lso  the  last tw o m easures of 

the trans ition  section , m easures 44-45, and the last fou r m easures of the Trio,

m easures 99-102.
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Figure 9. The Partisans, movement in the first section

&

&

a

w



29

Figure 10. The Partisans, movement in the second section
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Figure 11. The Partisans, movement in the Trio



111.3. Semyon Aleksandrovich Chernetsky, March of the Tankers

Sem yon A leksandrov ich  C hernetsky w as born in 1881 in O dessa  and died 

in M oscow  in 1950. He w as born into a poor fam ily  o f m usic ians and spen t his 

ch ildhood and early  youth  in O dessa. He rece ived his in itia l m usica l instruction 

from  his m other, w ho w as a p ianist, and la ter he w ou ld  rece ive instruction on the 

trom bone and p iano ou ts ide  of his hom e. A t age 19, he w as sen t to his o lder 

bro ther in K ish inev, w ho w as the d irec to r of the  m ilita ry o rches tra  of the Dragoon 

regim ent. C herne tsky decided at th is  tim e to becom e a spec ia lis t in the  fie ld  of 

m ilitary orchestra , and w ith in  ten years, he w as d irecting m ilita ry  bands in 

K ish inev and O dessa. In 1911, C hernetsky en tered the  St. P etersburg 

C onserva tory and gradua ted six years later. A t the ou tb reak o f th e  revolution in 

1917, he qu ick ly jo ined  the  side of the Red A rm y and was active  in organizing the 

serv ices of the  m ilita ry orchestras. In 1918, C hernetsky becam e inspector of the 

orchestras of St. Petersburg, and in 1924, he becam e the  m ain inspector fo r all 

o f the orchestras of the Red Arm y. A fte r severa l years of ho ld ing positions on 

various m usic facu lties across the  country, he jo ined  the  fa cu lty  o f m ilitary 

d irectors at the  M oscow  C onserva tory in 1936. C hernetsky w as ins trum enta l in 

the  deve lopm ent of S ovie t m ilitary bands, com posed m any w orks fo r the  Soviet 

arm y, and p rom oted and helped deve lop the m arch genre in the  S ovie t U n io n .34

March of the Tankers by Sem yon A leksandrovich C he rne tsky is a 2/4 

m arch fo r m ilita ry fie ld band in F m inor (fig. 12 ). The Trio in March of the Tankers 

is qu ite  d iffe ren t from  the  o ther m arches. The Trio is construc ted  in A -A -B -A

34 H. Hahanyan, “M aciep BoeHHoii My3biKa,” Mv3biKanHaa >Kn3Hb. March 1972, 6.
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Figure 12. March of the Tankers, form
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ra ther than s troph ic  form , and it is not repeated. M oreover, the re  is not a 

Da Capo, so the  m arch is com ple ted  at the end o f the  Trio w ithou t a resolution 

back to the orig ina l key.

For a m ajo rity  of March of the Tankers, C herne tsky uses the com m on 

m arch texture . S hort hom ophon ic  figures are in terjected th roughou t the  march for 

contrast and em phasis. W h ile  the  o ther m arches sh ift the  prim ary m elody to the 

tenor and bass vo ices at the second section , C herne tsky does so only at the end 

of the  second section , m easures 34-35, and then again at the trans ition  section 

of the Trio, m easures 92-99. G race notes em bellish  m elod ic  m ateria l and 

em phasize the  return of the  firs t section. C hernetsky incorpora tes a varie ty of 

both te rraced and g radua ted dynam ics tha t range from  p iano to  fortiss im o.

March of the Tankers represents an exam ple  o f un ified  ton a lity  and is the 

m ost conserva tive  harm on ica lly  of the  se lected m arches. C herne tsky m akes 

w ide use of pass ing tones as well as upper and low er ne ighbor tones, both 

d ia ton ic and chrom atic . O ther non-chord tones o ften function  as the  sixth or ninth 

of the  chord. There  are tw o characteris tics of C he rne tsky ’s use o f non-chord 

tones in March of the Tankers tha t are im portan t to  the  overall e ffec t of the 

m arch, espec ia lly  in the  Trio. F irst is the  use of ch rom atic  low er ne ighbor tones, 

such as tha t found  in m easure 64 (fig. 13). S econd is the  use of ch rom atic  

appogg ia turas. Used as a com positiona l device th rou gh ou t the  m arch, th is 

appears as a recurren t idea in the Trio, beginning at m easure  60 (fig. 14).



Figure 13. March of the Tankers, measures 63-67

Figure 14. March of the Tankers, measures 56-60

C herne tsky ’s m elod ies in March of the Tankers are energe tic  and lively 

(fig. 15-17). The m elod ies, fu ll o f e ighth and s ix teenth  note figures, are quite 

s im ila r th roughou t the  m arch, and the  m elody of the Trio is the  least lyrical of the 

four m arches. M e lod ic  p ro files tend to  e ither s tead ily  rise or fa ll. The  phrases are 

four m easures long in the  firs t section and eight m easures long in the  second 

section and Trio.

March of the Tankers is m arked at quarter no te=120 beats per m inute.

The second section is e ight m easures in length, ra ther than s ix teen. The Trio, 

due to its d iffe ren t s tructure , is fifty-s ix  m easures. C hernetsky uses the  ( I ] ) and 

( m ) rhythm ic figures extensive ly, but the  ( J>J J>) syncopated figure  on ly once.



There is no use o f the  ( JTJ ) rhythm ic figure . The tie  figu res ( J ) and 

( i J ¿/7T3 ) ap pe ar severa l tim es in the  m arch. A lthough rhythm s genera lly  align 

w ith the 2/4 pu lse, C herne tsky w ill sh ift the accent o f the  rhythm  to the w eak 

beat, such as the  agog ic  accent on beat tw o in m easure  60 (fig. 14).

An im portan t use of syncopation is found in the  second  section. 

C hernetsky gene ra tes  in terest in m easures 28-39 by syncopa ting  stresses in the 

m elody from  the  preva iling  pu lse o f the  o ther e lem ents (fig. 15). Th is  section has 

a tw o-m easure  pu lse. E stab lished prim arily  th rough the  tw o-m easure  chordal 

rhythm, th is  pu lse is a lso re in forced by a partia lly  sequentia l m e lody and a low 

brass line tha t changes in sty le  and rhythm ic dens ity  every tw o m easures. The 

stresses o f th is tw o-m easure  pu lse occur on the  firs t beats of m easures 28, 30, , 

32, and 34. H ow ever, the  E|>’s in m easures 31 and 33 are s ign ifican t m elodic 

stress po ints, because the y  are the h ighest notes o f the  ph rase  and each 

receives an agog ic accent. R hythm ic syncopation fu rth e r em phasizes the  second 

E|, in m easure 33.

A lthough the re  are subtle  changes of tex tu re  in March of the Tankers that 

assist in es tab lish ing  the  form , the m arch m ain ta ins a ve ry  s im ila r tex tu re  from  

beginning to  end. A dditiona lly , the  m elod ic and rhythm ic s ty les are a lso alike 

from  section to section ; consequently , harm ony is ove rw he lm ing ly  the prim ary 

source of fo rm  and m ovem ent (fig. 15-17). C hange in the  speed o f the  harm onic 

rhythm  is a lso an im portan t source, w hile dynam ics and the  use o f co un te r­

m elody are contribu ting  e lem ents of a lesser degree. Centra l to  m ovem ent in 

March of the Tankers is the  sequentia l construction of its m e lod ic  lines.
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T here  is g rea te r va rie ty  in the  m ethods C hernetsky uses to  confirm  the 

form . H om ophon ic  rhythm ic sta tem ents, especia lly  ( J73 J> 7), a p p e a r repeated ly at 

the conc lus ion  of sections. O ther devices used are the  acce le ra tion  o f harm onic 

rhythm , descend ing  bass lines, m inor tex tu re  change, change in the  rhythm ic 

density, and the  add ition  of dynam ics to estab lish  form .

Figure 15. March of the Tankers, m ovement in the second section
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Figure 16. March of the Tankers, movement in the first section
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Figure 17. March of the Tankers, movement in the Trio
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111.4. Mikhail Leonidovich Starokadomsky, Victory

M ikhail Leon idov ich  S ta rokadom sky w as born in 1901 in to a fam ily  of 

po lar docto rs and exp lorers. A t the age o f nine, he en tered the  St. Petersburg 

gym nasium  w here  he d iscovered his firs t in terests in m usic. By the  tim e 

S tarokadom sky w as tw elve, he w as com posing  m usic and began on his own to 

study the c larinet. W hen S tarokadom sky w as th irteen, he a ttended a lecture on 

early m usic tha t fea tu red  an organ perfo rm ance , and his love of th is  instrum ent 

began. Betw een 1911 and 1915, S ta rokadom sky ’s fa the r trave led  extensive ly to 

the po la r reg ions and brough t hom e sto ries and ob jects tha t genera ted  a great 

deal of in te rest in geography fo r the young m an. S ta rokadom sky en tered the 

M oscow  C onserva to ry  w hen he was tw en ty  to s tudy p iano and organ, and soon 

he en tered the  school o f com position . During his school vaca tions, he trave led to 

the fa r reaches of the  Sovie t Union, often hiking by foot. He fin ished  his organ 

stud ies in 1926, and tw o years la ter his stud ies in com position . A fte r graduation, 

S tarokadom sky began pedagogica l w ork at the conserva tory , teach ing  

instrum entation , and com posing m usic: sym phon ic  m usic, opera, m usical 

com edies, rom ances, songs, choral works, quartets, and m usic fo r the  theatre  

and film . He is known best, however, fo r his com position  of ch ild re n ’s songs. 

Later in his life, an illness le ft him  bedridden. S ta rokadom sky d ied in 1954.35

Victory by M ikhail Leon idovich S tarokadom sky is a 2/4 m arch fo r m ilitary 

fie ld  band in E t m ajor (fig. 18). O f the five m arches, Victory is c lo ses t to the basic 

form al s truc tu re  d iscussed at the beginning of the chapter.

35 E. Loiter, “KoMno3MTop i/i nyTeuuecTBeHHeK,” Mv3biKariHaa >Kn3Hb. December 1966,
20.
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Figure 18. Victory, form

Parts 1 , 3 -  Section 1

a 5-8 9-12 13-16 21-24

Parts 1 , 3 -  Section 2

Parts 1 , 3 -  Section 3

Part 2  - Trio D .C . al fine



S tarokadom sky is conserva tive  in his approach to  ins trum enta tion  and 

texture. W ith  the  exception  of the upper w oodw inds tha t no rm a lly  p lay above the 

staff, the ins trum ents are fo r the  m ost part w ritten in the ir respective  staves. Also, 

the teno r horn and baritone  period ica lly  reach up to  A|,4 and B^4 in the ir m elodic 

lines. S ta rokadom sky w rites id iom atic  w oodw ind trills  in the  in troduction to  the 

m arch at m easure 3, and grace notes to begin and end the  Trio. A  very im portant 

sty listic charac te ris tic  o f Victory is tha t the  tex tu re  rem ains s im ila r th roughout the 

m arch, but the  com pose r does m ake use of a w ide va rie ty  of both terraced and 

graduated dynam ic changes.

Victory m akes use of expanded tonality. En la rged d ia ton ic ism  is seen in the 

use of fu lly  d im in ished seventh chords in m easures 3 and 22 and an augm ented 

chord in m easure 19. S tructura l d issonance is seen w ith the inc lusion of an 

added sixth in the  trum pe t part at m easure 89. M odu la tions in th e  m arch are to  

c lose ly re lated keys, though the ir execution is som etim es direct. Except fo r the 

w ritten m odula tion at the  Trio, m odulations are a source  o f m ovem ent ra ther than 

structure . D issonance, not an outstand ing charac te ris tic  of the  m arch, m ost often 

appears as e ithe r upper or lower ne ighbor tones or as pass ing tones , and there 

is frequen t use of ch rom atic  ne ighbor tones. H arm ony o ften prog resses in a tw o- 

m easure harm on ic rhythm .

S ta rokadom sky w rites light and cheerfu l m elod ies and fo llow s the typ ical 

m arch pa ttern of a heavier style fo r the low  brass m elod ies and a  m ore lyrical 

one fo r the  Trio (fig. 21-23). S ign ificant to the m elod ic  sty le of S ta rokadom sky is 

the use of rhythm ic recurrence. Eighth and six teenth note pa tte rns, the (13 J 1 )



figure m ost im portan tly , m ake up the m elody of the  firs t section . The second 

section sh ifts to accented quarte r notes in the  low  brass, bu t re turns to  the sam e 

m elodic sty le o f the  firs t section after e ight m easures. Phrases in the first and 

second section are fo u r m easures in length. A lthough the  lyrical m elody of the 

Trio stre tches out into s ix teen m easure phrases, on a m ore bas ic  level, it is 

constructed of the  tw o m easure rhythm ic idea ( i J> D  | J ).

Th is m arch is m arked at quarte r no te=120 beats per m inute . The 

in troduction to  the  Trio is on ly tw o m easures in length, ra ther than four. The 

figure ( )  occurs a s ign ifican t num ber of tim es in the com position , and the 

( m ) and ( )  rhythm s also appear enough to m ake them  notew orthy. A lthough 

the ( J>J ) syncopated rhythm  is not used, adding to the  ro llick ing nature of the 

m arch are syncopated p lacem ent of stress; one exam ple  is fou nd  in the 

in troduction, w here S ta rokadom sky p laces w e igh t on beat tw o of m easures 3 and 

4 (fig. 19). In another exam ple , at m easure 12, the  com poser accents the upbeat 

of the second beat in con junction  w ith  a dom inan t-seventh  chord (fig. 20).

Figure 19. Victory, measures 1-4
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Figure 20. Victory, measures 9-13

S tarokadom sky takes a ba lanced approach in using e lem en ts  to establish 

the form  (fig. 21-23). Scoring, dynam ics, and m elody m ake so lid , if som etim es 

subtle, contribu tions, as the  m arch progresses from  section to  section  w ith the 

textures and sty les typ ica l of a m ilitary m arch o f the  n ine teen th - and tw entie th - 

century. S ta rokadom sky m akes use of a reduction in the  rhy thm ic  dens ity  fo r the 

Trio, as well as va ria tions in the speed of textura l change th rou gh ou t the march. 

A lteration in the  dens ity  of the key rhythm  is a lso ve ry  s ign ifican t. The sequentia l 

construction of the  m elod ies creates short and easily  recogn izab le  m usical ideas 

that are un ique to the ir section of the m arch. The Trio is m arked by a steady 

chordal rhythm  as w ell as the repetitiveness of the  bass line and the  upper 

w oodw ind figures. C on firm ation  of the form  com es from  de c la ra to ry  chorda l 

sta tem ents, s ix teen th -no te  flourishes, trills, dynam ics, increased d issonance, 

acce lera tion of the  chorda l rhythm , and increased rhythm ic density .

Severa l of these sty lis tic  characteris tics are fou nd  in the  firs t and second 

sections (fig. 21-22). The m elody of the first section is scored in the  upper brass 

and w oodw inds, and then sh ifts to the low brass to  s ta rt the  second  section. Also, 

the firs t section uses a cons is ten t texture , w hile in the  second, th e  textu re



changes in a regu la r tw o-m easure  and la ter fou r-m easure  rhythm . Para lle ling 

these changes o f tex tu re  are the  key rhythm  and changes in dynam ics. The 

m elody in the  firs t section  is bu ilt en tire ly  on a sequence o f the  rhythm ic figure 

(13 H  | D D  | n  n  I JTH n ), while the  second is a sequence o f ( J J | J 1 J>) and 

then ( J71J731 D H ). Both sections show  an increase in d issonance and speed of 

the harm on ic rhythm  lead ing to  the ir fina l cadences. The  end of the  second 

section is a lso punc tua ted  by the ( J73 J> 7) figure tha t is scored  fo r the m ajority of 

the band.

The m ost im portan t characte ris tic  of S ta rokadom sky ’s sty le  in creating 

m ovem ent in Victory is the  use of sequences. S urface rhythm  and m elodic 

profiles are repeated in structured interva ls tha t prov ide the  con tinu ity  fo r each 

section, w h ile  the  underlin ing harm ony creates fo rw ard  m otion. Though texture  is 

a source of m ovem ent in the  second strain, fo r m ost o f the  m arch, changes in 

texture  w ith in  sections are m inor. Dynam ics m ake a sm all con tribu tion  to  

m ovem ent in the  second section and the  Trio.
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Figure 21. Victory, movement in the first section
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Figure 22. Victory, movement in the second section
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Figure 23. Victory, movement in the Trio
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111.5. Aram  llich K hachaturyan , To the Heroes of the Patriotic War

Aram  llich K hacha tu ryan w as born in 1903 near Tb ilis i, G eorg ia , and died 

in M oscow  in 1978. His fa the r w as a bookb inder and the  fam ily  w as poor, but 

they had an apprec ia tion  fo r cu ltu re ; of the fou r sons in the  fam ily , th ree 

eventually ded ica ted  them se lves to  art. K hacha tu ryan ’s fa th e r w as a g ifted 

singer, knew  m any fo lksongs and w as fond o f sing ing them  around  the house. 

K hacha tu ryan ’s pa ren ts  s trugg led financia lly  to  pu t him  into schoo l. A t age 18, he 

trave led to  M oscow  to  live w ith his o lder b ro ther w ith the  in ten t o f studying music; 

however, he began his s tud ies w ith b io logy at M oscow  U niversity . F inally, when 

he was tw enty, K hacha tu ryan en tered the G nessin  M usic Schoo l in M oscow, 

then the best m usic school in M oscow  fo r prepara tions to en ter th e  M oscow  

C onservatory. W ork ing  his w ay through school, he s tud ied  com pos ition  and the 

cello and began to  com pose m usic. He gradua ted from  the  G nessin  M usic 

School in 1929 and ga ined adm ittance to  the M oscow  C onserva tory . 

K hachaturyan com posed  fifty  com positions w hile  enro lled  a t the  M oscow  

C onservatory. He g radua ted in 1934, and his fina l exam ina tion  w as a 

perfo rm ance of his First Symphony, which had been a rranged fo r tw o pianos. In 

1936, Khacha tu ryan com ple ted  postgraduate  stud ies at the  M oscow  

C onservatory, and by the  opening of W orld  W a r II, he had a lready received 

cons iderab le  accla im  fo r his com postions. In 1950, he jo ine d  the  facu lty  of the 

conservatory. K hacha tu ryan w rote m usic fo r s tage and screen , sym phon ies,



concertos, ba lle ts, songs and choral w orks, and various o rchestra l and 

instrum enta l co m po s itio ns .36

To the Heroes of the Patriotic War by A ram  llich K acha tu ryan  is a 2/4 

m arch fo r m ilita ry  band in Ai, m ajor (fig. 24). A  fou r-m easure  trans itiona l section, 

which leads to  the  Da Capo, consists of tw o borrow ed m easures from  the repeat 

of the Trio and tw o add itiona l m easures.

In K hacha tu ryan ’s m arch, the w oodw inds are w ritten fo r th e  m ajority of the 

m arch in a high and brigh t tessitu ra , the firs t ha lf o f the  Trio be ing  the  exception, 

where the  c la rine ts  are extended down into the ir low er range. K hachaturyan 

utilizes id iom atic  trills  at the  end of the in troduction and the  second  section. A lso 

in the second section , harm onized w oodw ind runs are an im po rtan t part of the 

texture. K achaturyan adds grace notes fo r em phasis  at the  a rticu la tion  of the first 

section at m easure 9, and as em bellishm ent in m easure  93. To the Heroes of the 

Patriotic War\s ve ry  cons is ten t in its use of the  com m on m arch tex tu re .

Varia tions of th is  tex tu re  do occur: (1) at the  tw o in troductions, (2) in the second 

section, w here  the  low  brass m elody is jo ined  by up-bea ts in the  m idd le  and 

upper brass and runs in the  woodw inds, and (3) in the  firs t ha lf o f the  Trio, 

m easures 70-85, w here  the  cornets and upper w oodw inds are om itted , the 

clarinet, ten o r horn, and baritone play the m elody, trum pe ts  p lay a  fan fa re , and 

the m idd le and low  brass p lay s im ple dow nbeats. D ynam ics in th e  m arch vary 

from  mezzo-forte to  fortissimo.

36 Victor Yuzefovich, Aram Khachaturyan, trans. Nicholas Kounokoff and Vladimir Bobrov 
(New York: Sphinx Press, 1985).
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Figure 24. To the Heroes of the Patriotic War, form

Parts 1 , 3 -  Section 1

Parts 1 ,3  -  Section 2 Parts 1,3 - Section 3
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The use o f en la rged d ia ton ic ism  estab lishes To the Heroes of the Patriotic 

War as an exam ple  o f expanded tona lity . In the in troduction (fig. 25), the m inor iv 

chord and m ajo r bill chord are  both borrow ed from  Ab m inor. A lso, the re  is a 

G -d im in ished chord bu ilt above the  bass p itch C in m easure  83 (fig. 26). Figure 

26 also show s the  co m po se r’s use of a series of dom inan t chords progressing 

around the circle  of fifths  to  the  fina l cadence of the  phrase. The one m odulation 

in the m arch, from  Ab m ajor to  Db m ajor, occurs at the in troduction  to  the  Trio, 

m easure 66. K achaturyan uses the co lo r of the  G erm an augm ented  sixth chord 

as an im portan t charac te ris tic  of the second section. There  is ve ry  little 

d issonance in th is  m arch, consis ting fo r the  m ost part of pass ing tones and upper 

and lower ne ighbor tones.

Figure 25. To the Heroes of the Patriotic War, measures 1-5
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Figure 26. To the Heroes of the Patriotic War, measures 82-85

Db:i6/4 ii<f>7 V7 V7 V7 V7I i vi ii Viii

Khachatu ryan takes an ec lectic  approach to  m elody (fig. 27-29). The firs t 

two sections are ins trum enta l in character, but the  m elody o f the  firs t section is 

constructed using recurrence, w hile  the  second section  uses deve lopm ent. The 

Trio is cantabile in sty le and uses both techn iques in bu ild ing the  m elody.

Phrases are fou r m easures long in the firs t and th ird  sections bu t e ight m easures 

in the second section and the  Trio.

To the Heroes of the Patriotic War is m arked at quarte r no te=120 beats per 

m inute. T here  is an e igh t-m easure  ra ther than a fou r-m easure  in troduction . 

Kachaturyan also extends the  return o f the first section by fou r m easures. 

R hythm ic pa tte rns inc lude a w ide va rie ty  of s ix teenth  note figures, but not ( J T ]) 

or ( r n  ). S yncopa tion  is not part of K hacha tu ryan ’s sty le fo r th is  m arch, but he 

does m ake use of trip le ts  in the  Trio and its in troduction . The su rfa ce  rhythm  

stays c lose ly  a ligned w ith the  underlying 2/4 pu lse o f the  m arch.

K achaturyan uses a varie ty of e lem ents in estab lish ing  fo rm , m ost notab ly 

chord qua lity  (fig. 27-29). From  the rhythm ic in troduction to  the  m arch , the  firs t 

section se ttles into the  com m on m arch texture. A lso s ign ifican t to  the  firs t section
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is a less driv ing m e lod ic  style, so fte r dynam ics, a s low ing of the  harm onic pace, 

and decreased rhythm ic density. In the  second section appears a new  texture, 

using d is tinc tive  harm on ized w oodw ind runs, the  co lo r of the  G erm an augm ented 

sixth chord, a doub ling  o f the  speed o f the  harm on ic  rhythm , a change in m elodic 

construction, and a pesante low  brass m elody. The Trio uses the  com m on 

sty listic charac te ris tics  o f a lyrical m elody, lessened dynam ics, and reduced 

orchestration, bu t no tab ly  also the  co lo r of the  ii<$>4/2 chord. W oodw ind  trills, a 

descending bass line, and a crescendo m ark the end ings o f every section other 

than the Trio.

M ovem ent in To the Heroes of the Patriotic War is re la tive ly  weak. Harm ony 

is by and large the  m ost im portan t source  o f m ovem ent as textu re , m elody, and 

rhythm  are ch ie fly  m onochrom atic  w ith in  each section of the  m arch. Even as 

such, the firs t section is basica lly  on ly fou r m easures each o f the  I, vi, iii, and V 

chords. Th is, coup led w ith  the sequentia l construction of the  m elody, m akes the 

overall m otion of the  firs t section very s low  and dependen t upon th e  surface 

rhythm  fo r any sense of liveliness. The second section and Trio a re  som ew hat 

contrasting to the  firs t section by having qu icker m otion. K achaturyan uses an 

a lterna tion o f the  G erm an augm ented sixth chord w ith the 16/4 and V4/3 in the 

second section  and an a lterna tion of the  i and ¡¡<$.4/2 chords in th e  Trio. W hile  

these m otives of harm on ic  progression contribute  to the  iden tity  o f the ir sections, 

they also function  to  s low  down and w eaken m ovem ent.
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Figure 27. To the Heroes of the Patriotic War, movement in the first section
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Figure 28. To the Heroes of the Patriotic War, movement in the second section
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Figure 29. To the Heroes of the Patriotic War, movement in the Trio
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III.6. Nicolai Petrovich Rakov, March of the Pilots

Nicolai Petrov ich R akov w as born in 1908 in Ka luga and d ied in 1990 in 

Moscow. He s tud ied  vio lin  and com position  at the  M oscow  C onservatory. In 

1935, he jo ined  the  facu lty  the re  and even tua lly  becam e head of the 

orchestration departm en t. In all, he w as on the  facu lty  of the  M oscow  

C onservatory fo r fifty -e igh t years. The m usic of R akov is know n fo r its R om antic 

and na tiona lis t characte r. His com positions inc lude ins trum enta l m usic of all 

genres, voca l m usic, and m usic fo r ch ild ren and young peop le .37

The March of the Pilots by N icolai Petrovich R akov is a 2 /4  m arch for 

m ilitary fie ld  band in F m ajor (fig. 30). There  is no in troduction to the  Trio. Unlike 

the o ther fou r m arches, March of the Pilots adds fou r fla ts ra ther than one to the 

opening key s igna tu re  at the  Trio, m odulating from  F m ajo r to Di, m inor, a doubly 

chrom atic  m ed ian t key re la tionship . A lso d iss im ila r to  the  o ther m arches is the 

Dal Segno to  the  beg inn ing  of the  firs t section, ra ther than a Da Capo to the 

beginning.

In March of the Pilots, Rakov prim arily  uses trad itiona l m arch  textures. Tw o 

additiona l horn parts are inc luded in the scoring as com pared to  th e  o ther fou r 

m arches. In yet another d issim ilarity, Rakov does not use trills  or grace notes. 

The com poser uses changes in tex tu re  effective ly, but changes a re  often subtle, 

som etim es accom plished s im p ly through om ission of ins trum ents  from  the

37 Nicolas Slonimsky, rev., Baker’s Biographical Dictionary of Musicians. 7th ed., (New 
York: Schirmer Books, 1984), 1846; Stanley Sadie, ed., The New Grove Dictionary of Music and 
Musicians. 2d ed., voi. 20, Pohlman to Recital (London: Macmillan, 2001), 775.



scoring. R akov uses a va rie ty  o f dynam ics th rou gh ou t the  com position , not only 

as a source  of fo rm , bu t a lso as a source o f m ovem ent and specia l effect.

Figure 30. March of the Pilots, form

1st Strain

2nd Strain

1st Strain fine

D .S . al fine
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E xpanded ton a lity  is a characte ris tic  o f the  ha rm ony of March of the Pilots. 

Ninth chords are inc luded in R akov’s chorda l vocabu la ry ; in m easure 58, the 

trum pet and co rn e t contribu te  a “D” suspension  over the  C -dom inan t seventh 

chord, causing a m om enta ry ninth sonority  (fig. 31). N eo-m oda lity  is also present 

in the use of the  bVII chord, w h ich is found in the  firs t s tra in  and its return (fig. 32). 

Unique am ong th e  five  m arches, March of the Pilots does not m odula te  at the 

Trio to  the sub-dom inan t, but instead m odula tes to  Db m ajor, the  subm edian t 

triad in F m inor, w ith  a ch rom atic  m ed iant re la tionsh ip  to  F m ajor. C hord 

functions, fo r the  m ost part, are conventiona l. O u ts ide  o f s truc tu ra l d issonance in 

the harm on ic  p rogress ion, the m ost in teresting use o f d issonance  by R akov is to 

m ain ta in  a pedal in the  bass line, over w hich a ha rm on ic  p rogress ion  is carried 

by the upper vo ices (fig. 32). U nder the  bVII chord in m easure  7, R akov carries 

the “F” to  “C ” bass figure  from  the  F-m ajor chord in m easure  5-6 th rough  to the 

return o f the  F -m ajor chord in m easure 8. O ther d issonances are genera lly  

passing tones or upper and low er ne ighbor tones.

Figure 31. March of the Pilots, measures 56-59
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Figure 32. March of the Pilots, measures 5-8

R akov’s m elod ies in th is  m arch fo llow  the  trad itiona l m arch pattern 

(fig. 33-35). T he  in troduction , firs t section, and second section all fea tu re  lively 

instrum enta l m elod ies, the  m elody of the  second section  becom ing pesante in 

character w hen given to  the low  brass. In March of the Pilots, R akov likes to use 

fan fa re -like  pro files in his instrum enta l m elodies. The m elody then  changes to a 

cantabile sty le at the  Trio. In March of the Pilots, recurrence is a ve ry  im portan t 

m ethod fo r construc tion  of m elod ic m aterial. Phrases are fou r m easures long in 

the first and second section , and eight m easures in the  Trio.

There  is no m arked tem po fo r March of the Pilots. The in troduction  to the 

m arch is on ly fo u r m easures, and the re  is no in troduction to  the  Trio. R akov uses 

a varie ty o f e ighth and s ix teenth  note pa tte rns in his w riting , but d o e s  not m ake 

use of e ithe r the  ( H I ) o r ( m ) patterns. T rip le ts are a part of th e  com pose r’s 

rhythm ic vocabu la ry . An in teresting rhythm ic device, used by R akov at m easure 

3, is the layering of trip le t and six teenth note rhythm ic figures.

In te rm s o f form  and m ovem ent, March of the Pilots b ridges som ew hat the 

sty les of the  o ther m arches. March of the Pilots is s im ila r to  The Partisans in tha t



m ovem ent is an in tegra l pa rt of fo rm , and Rakov, like Ivanov-R adkevich, uses an 

assortm ent of e lem ents to  crea te  and s trengthen m ovem ent, inc luding texture, 

m elodic profile , rhythm ic density, dynam ics, chorda l rhythm , d issonance, and 

chord quality (fig. 33-35). An ou tstand ing charac te ris tic  o f th is m arch is tha t all of 

the e lem ents are  organ ized in h igh ly regu lar rhythm s of tw o and fou r m easures. 

The first section is s im ila r in style to  the  m arches o f C hernetsky, S tarokadom sky, 

and K hachaturyan; the  light and ins trum enta l m elody, scored fo r the  upper brass 

and w oodw inds, is construc ted  sequentia lly , and the  com m on m arch texture 

prevails. Unlike those  th ree  m arches, the re  is no coun te r-m e lody. From the 

in troduction to  the  firs t section, the re  is a change of dynam ics from  forte to 

mezzo-forte, and the  m ode changes from  m inor to  m ajor. In the  second section, 

texture, dynam ics, harm ony, m elody, and rhythm  all con tribu te  to  two- and four- 

m easure rhythm s, a long w ith  fas te r and s tronger m ovem ent. T he  m elody is less 

angu lar and construc ted  by deve lopm ent ra ther than recurrence. In the firs t half 

of the  Trio, R akov om its the  flu te, Ek c larinet, trum pet, and tro m bo ne  and the 

m elody becom es m ore lyrical. As a result, there is a dynam ic change, and the 

surface rhythm  is less dense. The second half of the  Trio once aga in  uses the full 

com p lem ent of the  band, and there is ano ther dynam ic change and an 

acce le ra tion o f the  key and chordal rhythm s. R akov uses d ram a tic  changes in 

tex tu re  or hom ophon ic  chorda l punctuations to confirm  the  form .
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Figure 33. March of the Pilots, movement in the first section
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Figure 34. March of the Pilots, movement in the second section
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Figure 35. March of the Pilots, movement in the Trio
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III.7. Comparison of the Selected Marches

The fina l d iscussion  of th is  chap te r w ill m ake som e com parisons of the 

use of sound, harm ony, m elody, rhythm  and grow th in the  se lected  m arches. In 

particu lar, as th is  chap te r began w ith an em phasis on com m on characteris tics, 

the end of the  chap te r w ill h igh light the  princ ipa l d iffe rences tha t w ere discovered 

in the ana lyses of the  m arches. Before th is d iscussion, it is im portan t to po int out 

tw o d is tinc tions be tw een March of the Tankers and the  o ther com positions. First, 

C hernetsky, w ho w as born in 1881, w as from  an o lder genera tion  than the other 

com posers, w ho w ere born during the firs t decade o f the tw en tie th -cen tu ry . 

Second, March of the Tankers is the on ly m arch o f the  five tha t does not have a 

return to the  firs t part and the  opening key of the  com position .

There  are fa r m ore s im ilarities of sound in the  fou r m arches than 

d ifferences. W ith  the  exception of the tw o added French horn pa rts  by Rakov, 

instrum enta tion  in the  m arches is un iform . P articu la rly  at trans itions and the Trio, 

there are po in ts w here the  com bina tion of instrum ents is a ltered, but contrast of 

tim bres is not an ou tstand ing characte ris tic  of these  com pos itions . The 

instrum enta l range of the  brass in all of the m arches tends to  s ta y  w ith in a 

m oderate range, and w oodw inds m ost often s tay in the ir upper tess itu ras. 

Exceptions to  th is  are the  baritones and tenor horns, w hich are o ften  w ritten in 

the ir upper range, and the clarinets, w hose co lo r in the ir low er tess itu ras  is 

som etim es utilized. Ivanov-R adkevich and K hachaturyan give th e  w oodw inds the 

m ost independence , but m ost often, the w oodw inds s im p ly  do ub le  brass lines. 

Except fo r Rakov, all of the com posers use trills  and grace notes. The Partisans

65



is rem arkab le  fo r its w ide  va rie ty  and contrast o f tex tu res, as opposed to the 

m arches o f C hernetsky, S tarokadom sky, and K hacha tu ryan tha t regu larly use 

the com m on m arch textu re . March of the Pilots is m ore like The Partisans in this 

regard, though R akov ’s tex tu re  changes are m uch m ore subtle  than those of 

Ivanov-R adkevich. D ynam ics are not s ign ifican t in To the Heroes of the Patriotic 

War, but the  o ther m arches d isp lay a va rie ty  of both te rraced  and graduated 

dynam ics.

The Partisans d is tingu ishes itse lf from  the  o ther fou r m arches through its 

use of harm ony. T he  five m arches, fo r the m ost part, and March of the Tankers 

alm ost exclus ive ly , dem onstra te  unified tonality . Iso la ted use of expanded 

tona lity  appears in Victory, To the Heroes of the Patriotic War, and March of the 

Pilots, but Ivanov-R adkevich m akes use of it to  a fa r g rea te r degree. D issonance 

is also an im portan t characte ris tic  of The Partisans, w hereas, in the  other 

m arches, d issonance  is m ost often passing tones as well as upper and lower 

ne ighbor tones. As w ith texture , March of the Pilots is in the  m idd le  ground 

between Ivanov-R adkevich and Chernetsky, S tarokadom sky, and Khachaturyan.

The m elod ies of the  Soviet m arches vary from  ins trum enta l to  lyrical, 

fo llow ing the  typ ica l pa tte rns of n ineteenth- and tw en tie th -cen tu ry  m ilitary 

m arches. T he  m elod ies o f March of the Tankers are the  least lyrical of the 

com positions. March of the Tankers, Victory, To the Heroes of the Patriotic War, 

and March of the Pilots each fo llow  a pattern w here  the m elody o f the  firs t 

section is construc ted  sequentia lly , the m elody o f the  second is m ore 

deve lopm enta l, and the  m elody of the  Trio is m ore continuous. The m elodies of



these sam e fo u r m arches are a m ixture of s tep-w ise and d is junct m otion, and the 

phrases are fou r and e ight m easures in length (s ixteen in the  Trio of Victory). 

Fanfare-like pro files are characte ris tic  of March of the Pilots. In contrast to these 

four m arches, the  m elod ies of The Partisans are m uch m ore continuous, 

deve lopm enta l, and are in longer phrases of eight, s ix teen, and th irty-tw o 

m easures.

The tem pos o f March of the Tankers, Victory, and To the Heroes of the 

Patriotic War are m arked at quarte r note =120, The Partisans is m arked at 

quarter note =104, and March of the Pilots is unm arked. Syncopa tion  of the 

surface rhythm  is not a characte ris tic  of these m arches, a lthough C hernetsky and 

S tarokadom sky w ill syncopate  the stress of the  m us ic to  the  prevailing m usical 

pulse. All o f the  m arches utilize a va rie ty  of e igh th- and s ix teen th -no te  patterns, 

but none of the  m arches use ( TT)) or ( J73 ). K hacha tu ryan and R akov include 

trip le ts in the ir rhythm ic vocabu lary , and R akov a lso layers trip le t and sixteenth 

note pa tte rns toge the r w ith each other.

Ivanov-R adkevich uses m ovem ent as an im portan t source  of shape; as a 

m eans to estab lish  form , he uses all e lem ents to va ry the  s trength  and speed of 

m ovem ent. O f pa rticu la r in terest is his extensive va ria tion  o f tex tu re  and 

frequency of textu ra l change, characteris tics not p rom inen t in th e  o ther fou r 

m arches. The  im portance of tex tu re  is m arkedly m in im ized as a source  of form  in 

March of the Tankers, and C hernetsky instead re lies on harm ony, harm onic 

tem po, and to  a lesser degree dynam ics. Victory, To the Heroes of the Patriotic 

War, and March of the Pilots are s im ila r to The Partisans in tha t th e y  use of a



varie ty of e lem ents as sources of form , though  none to  the  degree of the  m arch 

of Ivanov-R adkevich. In contrast to  the  dynam ic m ovem ent of The Partisans is 

the no tab ly w eak m ovem ent of To the Heroes of the Patriotic War. All o f the 

m arches except fo r The Partisans m ake use of sequences, especia lly  in the firs t 

section.

Aside from  those  characte ris tics  tha t s im p ly  iden tify  them  as m ilitary 

m arches, the five se lected  m arches share m any com m on characte ris tics ; 

however, The Partisans is c learly  qu ite d iffe ren t from  the  o ther fou r m arches. It 

uses a fa r g rea ter va rie ty  of textu res w ith g rea te r contrast. It uses a m ore 

expanded harm on ic  vocabu la ry  and grea te r d issonance . S equencing  is not a 

m ethod of construc tion  in the firs t section or in any p lace in the  m arch. Its 

m elodies are m ore continuous, deve lopm enta l, and cons truc ted  in longer 

phrases. The tem po is slow er. Ivanov-R adkevich to  a g rea te r degree  intertw ines 

m ovem ent and form , and there  are w ide contrasts in the  s treng th  of m ovem ent. 

Overall, The Partisans stands out as a richer and m ore com plex com position .



CHAPTER IV

C O N C LU S IO N

Th is  thesis has exam ined five Soviet m ilita ry m arches th a t w ere 

com posed during W orld  W a r II. The s tudy o f these  S ovie t m arches is im portant 

because, in the  U nited S tates, the re  is a fam ilia rity  w ith  m ilita ry  m arches, but little 

is known of Sovie t com positions o f the  sam e genre. It is hoped th a t increasing 

w hat is know n abou t these  m arches w ill expand the reperto ire  of m usic fo r bands 

and lead to new  pe rfo rm ances of w orthy com positions.

The five m arches w ere com posed w ith in the  period  in w h ich  socia list 

realism  w as the  prim ary in fluence upon the arts in the S ovie t U nion. Because the 

m arches w ere w ritten fo r the consum ption of the  com m on peop le , w ere patriotic 

and na tiona lis tic  in character, and utilized fo lk  ideas, the y  are so c ia lis t realist 

com positions. A lthough the  se lected m arches represen t on ly  a sm a ll portion of 

the Soviet m ilitary m arches w ritten at tha t tim e, the  in fo rm ation  ga ined  from  the ir 

analysis is a beg inn ing fo r understand ing the  larger reperto ire .
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