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Summary: The article is devoted to the theoretical and
practical aspects of military musicians’ arrangement prac-
tice, considered in the context of developing a system of
Russian military orchestras. When studying the socio-cul-
tural foundations of the formation and development of
the art of arrangement, factors that reveal the role of Rus-
sian composers in the history of military musical culture
are highlighted (such works as P.Tchaikovsky's Skobelev
March, ARRubenstein’s Cavalry Trot are noted). The works of
A.Ermolenko (The Evolution of Instrumentation in Russian
Wind Music Until the 70s of the 19th Century), G.Salnikov
(On the Basic Principles of Transcribing Symphonic Works
for a Brass Band), D.Braslavsky (Arrangement for Variety
Ensembles and Orchestras), B.Kozhevnikov (Instrumenta-
tion for a Brass Band), E.Aksenov (Problems of Theoretical
Instrumentation), V.Emelyanov (Instrumentation as an Ar-
tistic Factor in Music) were used as fundamental ones to
explain this issue. In the process of studying the stages
of improving the system of military bands, special atten-
tion is paid to studying the features of the development
of the military band service in the 19th and 20th centu-
ries. It is noted that several works of academic music per-
formed by military bands belong to this time: the choir
and aria from the opera La Sonnambula, the duet from

At the beginning of the 21st century, studying
the mechanisms of interaction between various
spheres of musical culture is becoming increasingly
relevant. In this context, it is significant to consider
the specifics of the relationship between the genre
systems of academic music and its arrangement
for military orchestras. Military music has specific
possibilities and a wide range of influence on the
mass audience; it shapes high moral qualities,
fostering a sense of patriotism and raising the
aesthetic and cultural level. In this aspect, various
spheres of cultural and social activity of modern

56

the opera Bianca and Fernando by V.Bellini, the overture,
march, choir and a drinking song from the opera Undi-
na by PTchaikovsky. In this context, the problems of the
formation of the arrangement art are touched upon on
the example of A Alyabyev's work (the use of orchestral
means necessary for a full orchestral sound). When con-
sidering the features of the development of military mu-
sicians’ arrangement practice in the first half of the 20th
century as well as during the collapse of the USSR, at-
tention is paid to the processes of oblivion and revival of
the traditions of orchestral wind performance, the emer-
gence of new genres such as the drill show. In this per-
spective, the activities of famous military bands of the
specified period are considered, for example, the Alex-
androv Russian Army Song and Dance Ensemble. In con-
clusion, the author notes that unique conditions for the
development of military musicians’ arrangement prac-
tice have been created in the national culture, making it
possible to preserve the traditions of the military band
service and form the value principles of academic art.

Keywords: music of military bands, specificity of com-
posing activity, creativity of military conductors, develop-
ment of arrangement.

military conductors, working in specific genres
of modern music, are of particular importance.
One of the most important areas of their work is
the arrangement art, covering a wide range of
stylistic interactions of musical culture, a significant
component of which is academic music.

The problem of developing the arrangement
principlesinthe conditions of military musical culture
attracted the attention of composers, theorists
and teachers. The following studies are the most
significant for the development of this issue: the
work of A.Ermolenko, the Head of the Orchestration

ill. 1. Band of the Moscow Military District, 1976

and Score Reading Department of the Military
University (The Evolution of Instrumentation in
Russian Wind Music until the 70s of the 19th Century);
a manual by G.Salnikov, a Soviet and Russian
composer, Professor of the Moscow Tchaikovsky
State Conservatory (On the Basic Principles of
Arranging Symphonic Works for Wind Orchestra);
the work of D.Braslavsky, a Soviet composer, teacher
of the Arrangement for Variety Orchestras course
at the Military Conducting Faculty at the Moscow
Conservatory (Arrangement for Variety Ensembles
and Orchestras); the work of B.Kozhevnikov, the
Head of the Instrumentation and Score Reading
Department since 1960 (Instrumentation for a
Brass Band); the work of E.Aksenov (Problems of
Theoretical Instrumentation) and V.Emelyanov
(Instrumentation as an Artistic Factor of Music) [1-6].

In the process of studying the formation and
development of the foundations of academic music
arrangement for military bands, it is significant to
study the history of military musical culture and the
role of Russian composers in its formation. February
19, 1711, is traditionally considered the date of the
creation of the military orchestra service in Russia®.
The order of Peter I was associated with the victory
in the battle of Poltava. It was in this battle that the
Russian army got the musical instruments of the

1. Onthis day, PeterIsigned Decree No. 2319, which announced
“the cavalry and infantry regiments with the indication of their
location in the provinces” [Complete Collection of Laws of the
Russian Empire. - St. Petersburg, 1830, Vol. I-IV. — P. 590].

Swedish army. However, this raised the question
of who would teach Russian soldiers to play
musical instruments. As a result of the battle, many
musicians of the Swedish army were captured and
remained to serve Peter I, and also taught Russian
soldiers to play Western European instruments.
In the first half of the 18th century, the post of
Kapellmeister was introduced in each regiment. In
some orchestras, the number of musicians reached
a hundred or more people. At this time, military
music had a variety of uses. Along with the signal
service, military ceremonies were formed. Two large
groups of marches appeared - ceremonial and field
(marching) marches. In the third quarter of the
18th century, Russian composers D.Bortnyansky
and I.Kozlovsky took part in the creation of military
march music.

In the first half of the 19th century, the
composition of Russian military orchestras
changed, contributing to a noticeable expansion
and enrichment of their artistic and expressive
possibilities, which was one of the prerequisites for
the further development of the military and concert
repertoire. Many orders related to the Military Band
Service began to be issued. The orders obligated
each regiment to have its own military march;
subsequently, the march became a symbol of the
military unit.

One of the reasons for the creation of military
music was the Russian-Turkish war of 1877-1878.
During this war, Skobelev March by Tchaikovsky,
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Cavalry Trot by A.Rubenstein and many other famous
works appeared. Leading Russian composers were
interested in composing military music. In this
case, mainly military marches are meant since the
officially adopted music for various ceremonials
(anthem, changing of the guard, retreat) usually
remained unchanged for a long time. A.Alyabiev,
N.Titov, C.Cavos, A.Lvov, LKozlovsky took part in
the creation of military marches in the first half of
the 19th century. Their ideas contributed to the
development of military music in Russia. Most of the
military music, particularly marches, was composed
by military conductors. A.Derfeldt (the elder) made
a special contribution.

The four-volume collection of military marches
of the Russian guards is one of the most significant
collections in military march literature in the first
half of the 19th century. The collection includes two
hundred and eight scores of marches for a brass
band. The composers of these masterpieces are
A.Derfeldt (the elder), C.Cavos, N.Titov, LKozlovsky,
F.Antonolini, D.Steibelt and others. One hundred and
ten marches were published without the author’s
name. The largest number of marches (over forty)
was composed by A.Derfeldt; also, he instrumented
and arranged most of the marches. It played a big
role in developing the military bands’ repertoire.

In the second half of the 19th century, there were
further changes in the participants of military bands.
N.Rimsky-Korsakov played a significant role in this
process. It was he who was appointed inspector of
the brass bands of the Naval Department in 1873.
In describing the repertoire of military orchestras of
the 19th century, it should be emphasised that along
with the highly artistic works of leading composers,
plays by foreign authors, potpourris, melancholic
waltzes, and others were often heard. The revolution
of 1917 was the turning point in the development
of the military bandmaster school. Until 1924, the
number of orchestra participants was set at forty-
two people, and after the reform in the same year,
this number differed in various orchestras. Due
to the changes in participants, many repertoire
collections had a considerable number of errors,
especially concerning the number of military bands.
The inspectors of military bands made an invaluable
contribution to the improvement of military bands.
They raised the general level of performing skills
and began to expand the repertoire.

With the collapse of the Soviet Union, significant
changes took place in the Armed Forces of the
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Russian Federation. The number of military bands
almost halved. Despite the difficult situation, the
military orchestra service managed to retain the
best creative teams and expand their composition.
The tradition of the best orchestras of the Russian
Guard was revived, in which, along with brass
bands, there were also symphony ones. One of
the most important principles for the formation
of professional competencies among military
conductors of the post-Soviet period was the form
of adaptation of academic works to the modern
concert tradition. The band performs not only
compositions of different styles but also classical,
romantic and post-romantic works.

The main feature of the post-Soviet vision is
the introduction of works by composers of the
20th century (the choir from S.Prokofiev's opera
War and Peace, Grand Waltz by TKhrennikov,
etc.) into the repertoire, along with the universally
recognised masterpieces of classical Russian music.
In the conductors’ interpretations, instead of the
traditional walk of an orchestra, drill shows appeared,
in which marching techniques, rearrangements
and manipulations with weapons were performed
to the music. The popularity of the repertoire and
the inclusion of elements of theatricalisation in
the programs led to a significant increase in the
spectacular factor in the performances of military
bands, ensembles and orchestras.

The concert activity of military orchestras is
significant in studying the interaction processes
between academic and military music. Information
about it is limited; however, in the St. Petersburg
press of the 30s and 40s of the 19th century, we
can find a message about performances of military
bands that were of a concert nature in the gardens
and parks of the capital.

This kind of activity of military bands also includes
«disabled» concerts, held annually from 1813 to
1913, that appeared based on the patriotic upsurge
and the growth of the national self-consciousness
of the Russian people. The main purpose of the
«disabled» concerts was to raise money in order to
provide material assistance to the victims of the war
of 1812. This tradition was quite progressive and
aroused sympathy among the general public. Also,
"disabled” concerts seem to be quite an advanced
phenomenon in artistic terms: military bands were
united into significant groups, which expanded and
enriched their performing possibilities; thus, military
bandmasters had to arrange and instrument works
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for new bands. The programs of «disabled» concerts
of this period were varied - from military-patriotic
songs to large musical works.

In connection with the formation of the concert
activity of military orchestras, the conductors
and arrangers’ transcription sphere acquired
importance. Considering the peculiarity of the art
of arranging on the example of A.Alyabyev's work, it
should be noted that he innovatively used orchestral
resources. In his scores, there was a significant
amount of orchestral colours, which was achieved
owing to his fundamental knowledge in the field of
timbre characteristics of wind instruments. Several
works of academic music performed by military
bands also belong to this time: the choir and aria
from the opera La Sonnambula by V.Bellini, arranged
by F.Haase (this piece was included in The Album
for Military Music published by Haase in 1814),
overture, march, choir and a drinking song from the
opera Undina and a duet from the opera Bianca by
PTchaikovsky, a military song with a choir (words
by K.Gorchakov) by A.Lvov. They were included in
The Album for Military Music (published in 1857 in
St. Petersburg). However, it should be noted that
in the scores of the works included in the album,

the artistic and technical possibilities of improved
woodwind and brass instruments were well used.

In the 20th century, unique works and
arrangements for a brass band were created by the
most prominent representatives of Soviet musical
art. Marches were the main content of military
orchestral music. In the work of Soviet composers,
the connection with Russian song folklore is very
clearly manifested. Thus, for example, in the work
of A.Khachaturian, V.Muradeli, N.Chemberdzhi,
musical folklore with a marching chime are
combined originally.

The range of genres to which Soviet composers
turned was extraordinarily diverse. Along with
works of everyday life, overtures, symphonic
poems, symphonies, significant in content and
scale, with sharp dramatic conflicts, were created.
Particularly noteworthy are the arrangements
and song arrangements. It is essential to note
the activities of well-known military groups of
that time, such as the Alexandrov Russian Army
Song and Dance Ensemble, which appeared on
the basis of amateur musical performances. The
main part of the ensemble’s repertoire consisted
of songs created by Soviet composers. However,
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these compositions show the genre features of
folk soldiers’ songs and dances in a new way. The
Ensemble’s repertoire included major works which
appeared from these songs and marches - the
Overture for Choir, Orchestra and Piano created by
B.Aleksandrov. Before the creation of the first Soviet
symphony for a brass band, Russian composers
composed a number of suites that were also of
great importance for the development of Soviet
wind music. In them, the composers followed the
tradition of creating a multi-part cycle, in which
each part is brightly individual and characteristic. At
the turn of the 21st century, the art of arranging
became one of the most important areas of activity
for military conductors. The younger generation has
an interest in original classical works due to modern
arrangements.

In conclusion, we can say that academic
music performed by military bands in the period
from the 19th to the beginning of the 21st
century developed gradually. At first, military
bandmasters faced significant changes in military

orchestras participants due to which changes and
supplements to the repertoire were made. After
the collapse of the USSR, military conductors had
to instrument and arrange well-known scores of
academic music much more. There was freedom
in choosing works (jazz compositions began to be
used), and there were various genres, for example,
a drill show. Military bands will always support
their mission in the same way - it is the music of
the service-combatant repertoire as well as the
music of the concert repertoire in a new, edited
style. Military bands need to constantly expand
their repertoire and replenish it with Russian and
foreign masterpieces. A conductor needs to arrange
these masterpieces and present them in a new way
to the listener. In this context, the role of a military
conductor is invaluable. They play the role of a
conductor of culture in their region, and the activity
of a military brass band becomes a fundamental
factor in the spiritual, patriotic, musical, aesthetic
and cultural development of the surrounding
cultural environment.
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AKAAEMWNYECKAA MY3bIKA B MNMPAKTUKE
OTEYECTBEHHbIX BOEHHbIX OPKECTPOB
XIX — HAYHAJIA XXI BEKA

AHHomayus: CTaTbd NOCBALLEHA TEOPETUYECKUM U
NpakTUYeCcKMM acrnekTaM apaHXXMPOBOYHON AeATeNbHOCTM
BOEHHbIX MY3blKaHTOB, PAaCCMOTPEHHbIM B KOHTEKCTE
MOCTPOEHMA CUCTEMbI OTEYECTBEHHbBIX BOEHHbIX OPKECTPOB.
Mpw N3yyeHUn CoLMOKYAbTYPHbLIX OCHOB CTaHOBJ/IEHUSA U
Pa3BUTUA UCKYCCTBA apaH>XMPOBKM BblAENAOTCA GakTopbl,
packpblBatoLMe Poab OTEHECTBEHHbBIX KOMMNO3UTOPOB B
NCTOPUM BOEHHO-MY3bIKaNbHOWM KYNbTYpbl (OTMeYatoTCs
Takne couyuHeHus, kak «Ckobenes-mapuw» [1.U.
Yarikosckoro, «KaBanepuiickas pbick» A.l. PybuHLTeiHa).
B kauecTBe OCHOBOMOMAraOLLMX ANA PACKPBITUA AaHHOM
npo6aemMatnku ncnonb3oBaHbl Tpyabl A.Jl. EpmoneHko
(«3BONOLMA UHCTPYMEHTOBKYM B OTEUECTBEHHOW AYXOBOW
My3blke o 70-x rogos XIX Beka»), M. CanbHukoBa («O6
OCHOBHbIX MPUHLMNAxX NepenoxeHns cuMOOHNYECKNX
npovsBeAeHUn ANA AyXOBOro opkectpa»), A.A.
BpacnaBckoro («ApaHXnpoBKa ANA 3CTPagHbIX aHcambnel
n opkectpos»), b.T. KoxxeBHukoBa («MIHCTpymeHTOBKa
ANs pyxoBoro opkecTpa»), E.C. AkcéHoBa («[pobnemsl
TeoOpPEeTUYECKON MHCTPYMEHTOBKM»), B.H. EMenbaHOBa
(«MIHCTpYMeHTOBKa Kak XyA0XXeCTBeHHbIV GakTop My3bIK»).
B npouecce nccnesoBaHna 3TanoB COBEPLIEHCTBOBAH WS
CUCTEMbI BOEHHbIX OPKECTPOB 0COB0e BHUMaHWeE yaensetcs
M3y4eHnto 0CObeHHOCTEN Pa3BUTMA BOEHHO-OPKECTPOBOW
cnyx6bl B XIX 1 XX BB. OTMEUaeTcs, YTo K STOMY BPpEMEHU
OTHOCHKTCA Uenblii paj Npon3BeseHnin akageMmnyeckomn

B Hauane XXI Beka nsyyeHne MexaHM3MoB B3au-
MOZJENCTBMA pas3inyHbIX chep My3bikalbHOW Ky/b-
Typbl CTaHOBUTCA BCE Bonee akTyanbHbIM. B 3TOM
KOHTEKCTE 3HaYMMbIM MpPeACTaBAfeTCcAa paccMoTpe-
HVe cneunPuKy B3aMMOCBA3EN XaHPOBBIX CUCTEM
aKaeMNyeckon My3blkM U €€ apaHXUPOBKW ANs
BOeHHbIX opkecTpoB. Obnagas cneunbuyecknmm

MY3bIKW, 3BYYaLLMX B UCMIONHEHUM BOEHHBIX OPKECTPOB: XOP
¥ apva 13 onepbl «ComHambyna», Ay3T U3 onepbl «bbfHka u
®epHaHao» B. bennvHu, yBepTopa, MapLu, XOp 1 3acToNbHan
necHs us onepsl «YHanHa» M./, YalikoBckoro. B gaHHOM
KOHTEKCTe 3aTPOHYTbI NPO6eMbl CTAHOB/IEHWA NCKYCCTBa
apaHXVpPOBKWN Ha nNpumMepe TBopuecTBa A.A. AnsbbeBa
(Mcnosib30BaHME OPKECTPOBbLIX CPEACTB, HEOBXOAMMBbIX
ANA MOJHOLEHHOro OpKeCcTPOBOTro 3ByYaHus). MNpwu
paccMOTpeHUY 0OCOHBEHHOCTEN Pa3BUTUSA apaHXMPOBOYHOM
LeATeNbHOCT BOEHHbIX My3bIKaHTOB B NEPBOI MOJIOBUHE
XX Beka, a Takxe B nepwuog pacnaga CCCP, yaeneHno
BHMUMaHWe npoueccam 3abBeHUs N BO3POXAEHUA
TPaAVLIMA OPKECTPOBOroO AyXOBOrO UCMOAHUTENLCTBA,
NOsIBSIEHMS HOBbIX XXaHPOB, TakMX KakK MiaL-KOHLEepT.
B 0603HaueHHOM pakypce paccCMOTPeHa AeATeNbHOCTb
M3BECTHbIX BOEHHbIX KOJIEKTUBOB YKa3aHHOIo Nepunoaa,
Hanpumep, aHcambs necHu n nascku CoBeTckon ApmMumn
nmeHn A.B. AnekcaHapoBa. B BbIBOax aBTOp OTMeYaeT, 4To
B OTE@UYECTBEHHOW KY/NbType CO3AaHbl YHUKaNbHbIE YCI0BUS
Pa3BUTUS apaHXWPOBOYHOW AeATENIbHOCTU BOEHHbIX
MY3bIKaHTOB, MO3BO/IMBLUME COXPAHATb TPAAULIMN BOEHHO-
OpKeCTPoBOW CAyx6bl U PopMMpPOBaTb LLEHHOCTHbIE
NPVHLMMbI aKajeMUYeCcKoro NcKyccTaa.

Knrouesobie c108a: My3blKka 80€HHbIX 0pKecmpos,
cneyuguka KoMno3umopckol desmebHOCMU, Maop4Yecmeo
80eHHbIX OUpUXEpos, pazsumue apaHXuposKu.

BO3MOXHOCTSIMU 1 LUMPOKUM Marna3oHOM BO3jel-
CTBMS Ha MacCCOBYHO ayAMUTOPMUIO, BOEHHAas My3blka
yyactByeT B npouecce GDOPMUPOBAHUSA BbICOKMX
HPaBCTBEHHBLIX M MOPa/bHbIX KayecTs, BOCMMWTa-
HWA YyBCTBa NaTPMOTM3Ma 1 NOBbILLEHWNS 3CTETUYE-
CKOTO W Ky/IbTYpPHOro YpoBHS. B ykazaHHOM acnek-
Te ocoboe 3HauyeHWe MNpUobBpPeTatoT pPaszInYHblE
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chepbl KyIbTYpHOM U OBLLECTBEHHOW AeATeNbHO-
CTU COBPEMEHHbIX BOEHHbIX ANPUXKEPOB, paboTato-
WX B cneunduyeckmx ans aHHOM obaacTn >aH-
pax COBpeMeHHOM My3blki. OfHVUM W13 BaXKHEMLLNX
HanpaBfeHWA X TBOpPYECTBa ABAAETCA MCKYCCTBO
apaH>XXMpPOBKW, OXBaTbIBaIOLLEE LLMPOKUIA Anana3oH
CTUNEBbIX B3aWMOAENCTBUIA MYy3blKaJbHOW KyNbTy-
pPbl, 3HAYNMbIM KOMMOHEHTOM KOTOPOW MpefcTaB-
nsetcs chepa akafeMUUECKOlr My3bIKU.

Mpobnema pa3BUTUA MPUHLMNOB apaHXNPOBKM
B YC/IOBUAX BOEHHOW MY3bIKaJIbHOW KY/NbTYpPbl NpW-
B/JeKana BHMMaHWe KOMMO3MTOPOB, TEOPETMKOB U
negaroroB. Havbonee 3HauyMMbIMKM ANA pPackpbl-
TMA JaHHON NpobaeMaTnKn ABAAKOTCA Caeaytolne
nccnesoBaHus: paboTta HauabHKKa Kadeapbl opke-
CTPOBKM M UTeHUs napTutyp BoeHHoro yHmeepcute-
Ta AJ1. EpMOAeHKO («3BOAKOLMA MHCTPYMEHTOBKMN B
OTEYECTBEHHOW AyXOBOW My3bike A0 70-x rogos XIX
BeKa»), mocobme COBETCKOrO U POCCUMNCKOTO KOM-
nosmtopa npodeccopa MOCKOBCKOM rocyAapCTBEH-
HoOW KkoHcepBaTopun um. M.W. Yankosckoro U.
CanbHukoBa («O6 OCHOBHbIX MpUHLMMNAX Nepeno-
XeHNs CMMbOHNYECKUX NPOU3BEAEHWNA AN AyXO-
BOrO OpKecTpa»), Nocobme COBETCKOrO KOMMO3W-
TOopa, npenojasaTens Kypca apaHXWpPOBKW ANA
3CTPafHbIX OPKeCTPoB Ha BoeHHO-AnpUMXEpPCKOM
dakynbteTe npu  MOCKOBCKON KOHCepBaTOpuu
[.A. Bbpacnasckoro («ApaH>XuWpoBKa Aas 3CTpaj-
HbIX aHcambsien 1 OpKecTpoB»), paboTa Ha4aNbHU-
Ka kadeapbl MHCTPYMEHTOBKM W UYTEHWUA MapTUTYpP
¢ 1960 roga b.T. KoxeBHuMKoBa («/HCTpyMeHTOBKa
4NA AYyXOBOro opkectpa»), paborta E.C. AkcéHoBa
(«[MpobnemMbl TEOPETUUECKOW WHCTPYMEHTOBKM»),
a Takxe B.H. EmenbaHoBa («/IHCTpymeHTOBKa Kak
XYLOXECTBEHHbIN BakTop My3bIkun») [1-6].

B npouecce n3yuyeHWs CTaHOBJEHWA W pPa3Bu-
TUA OCHOB apaHXWPOBKM aKaZeMU4eckon My3blku
419 BOEHHbIX OPKeCTPOB 3HaYMMbIM NpeacTaBaseT-
€Al M3yUYeHmne NCTOPUN BOEHHO-MY3bIKaNbHOMN Kyb-
Typbl N POV OTeYeCTBEHHbIX KOMMO3UTOPOB B eé
dopmupoBaHunn. Jaton co3saHns BOEHHOM-OpKe-
CTpoBOW cy>6bl B Poccumn TpagnumMoHHO cumTaet-
ca 19 dpeBpansa 1711 rogal. MNpwkas Metpa I 6bin cBA-
3aH c nobeson B [MonTaBCKOM CpaXkeHN, UMEHHO B
3TOM CpPaXXeHUWM PYCCKON apMuUW AOCTaanCb My3bl-
KaNbHble MHCTPYMEHTbI LIBEACKOro Boicka. Ho u3
3TOro BO3HMKaeT BOMPOC, KTO OyaeT yuuTb pyc-

1. BatoT AeHb MeTpom I 6 noagnucaH ykas NQ 2319, B koTopom
06BABNANNCE «LUTaTbl KABANEPUINCKUX N MEXOTHBIX MOKOB C
rokasaHuem pacrnonoXeHns OHbIX No rybepHuam» [MonHoe
cobpaHme 3akoHoB Poccuiickon nmnepuu. T. I-1V. CM6., 1830
C. 5901
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CKUX CONAAT Urpe Ha My3blKasbHbIX MHCTPYMEHTaX.
B pesynbrate cpaxkeHns MHOrMe My3blKaHTbl LLBeJ-
CKOV apMuM Monaau B NJEH U OCTaAnNCb CAYXWTb
MeTpy I, a Tak>ke 0byyann poccuimckmx congat urpe
Ha 3anajHOeBPOMNenCcKNX NHCTPyMeHTax. B nepeoli
nososuHe XVIII ctonetna B KaXAoM MOJIKY BBO-
ANTCA AOMKHOCTb KanesibMelcTepa. B HekoTopbix
opKecTpax LITaT My3blKaHTOB AOCTWran cta n bonee
yesnoBek. B 3T0 BpemsA BoeHHas My3blka noay4vaert
pa3sHoobpa3Hoe nprMeHeHve. Hapsagy ¢ curHaib-
HOM cnyxbol POopMMPYHOTCA BOWHCKME LepemMo-
Hvanbl. Bo3HMKatoT aBe HonbluMe rpynnbl MapLuel
— LepeMOoHuanbHble (NapagHbie) n denbamapLum
(noxogHble). B TpeTbeit yeTBepTn XVIII Beka B CO3-
AaHWM  BOEHHO-MapLUEBOM My3blKM MPUHUMAKOT
y4yacTme pycckne KomnosmTopsbl — [l. BopTHAHCKMN,
N. Koznosckuin.

B nepsoi nonosuHe XIX Beka MeHANOCb KO-
YeCcTBO LITATOB M COCTaBbl PYCCKMX BOEHHbIX
OpPKEeCTPOB, CrnocobCcTBOBaBLUME 3aMETHOMY pac-
LWMPEHNIO U OBOTALLEHMIO UX XYAOXECTBEHHO-BbI-
pasnTeNbHbIX BO3MOXHOCTEN, UTO SABUIOCH OAHOWM
M3 NPeanocbINoK AAs  AajbHENLLEro pPasBUTUSA
CTPOEBOrO U KOHLUEPTHOro peneptyapa. HaunHatot
n3fjaBaTbCA MHOXECTBO MPWKa30B, CBA3AHHbLIX C
BoeHHO-opkecTpoBoOI Cy>x60#, 3Tn NprKasbl 06s-
3bIBaNWN KaXAbl NOJSK UMETb CBOA BOEHHbI MapLu
M BNOCNEACTBUM Mapll CTaHOBWJCA CUMBOJIOM
BOWHCKOM YacTu.

OfHa ¥3 NPUUMH CO3jaHNA BOEHHOW My3bIKM
CTana pyccko-Typeukas BoviHa 1877-1878 ropos.
Bo Bpems 3ToW BOWMHbI nossasetcs «Ckobenes-
mapL» 1. YalikoBckoro, «KaBanepuiickas pbice» A.
PybuHLWwTeHa N MHOTMe ApYyrue N3BeCTHbIE COYMHE-
HWA. BeayLlne oTeuecTBEHHbIE KOMMO3UTOPBI HbIIN
3aMHTepecoBaHbl B COYMHEHNN BOEHHOM My3biku. B
AaHHOM C/lydae UMeroTCA B BUAY MaBHbIM 06pa3om
BOEHHbIe MapLUK, NOCKOAbKY OPULIMANLHO MPUHSA-
Tan My3blKa ANA Pa3iNUHbIX LLePeEMOHNANoB (TMMH,
pa3BOJ Kapay/noB, BeyepHAasa 3aps) 0bbI4HO fosroe
Bpems coxpaHsiaacb Hem3MeHHon. A. Anabbes, H.
Tutos, K. KaBoc, A. JlbeoB, V. Ko3noBckuii npuHsaam
yyacTve B CO3/jaHUM BOEHHbIX Mapllen B NnepsBoWn
nososuHe XIX Beka. OHW NpuBHECIN CBOU Npes-
CTaB/eHVsA B pa3BUTME BOEHHOW My3blki B Poccuu.
Bonblwas yacTb BOEHHOW My3blKM, @ KOHKpeTHee
MapLuy, 661N COUMHEHBI BOEHHBIMU AMPUXKEPaMU,
0cobbiin Bknag BHec A. lepdenbar (oTel).

YeTbIpEXTOMHOE cObpaHMe BOEHHbIX MapLuein

PYCCKOW rBapiuMM — OAHO W3 CaMblX 3HAUYMMbIX
cobpaHuii B BOEHHO-MapLLEeBOW AnTepaTtype nep-

BOW nosioBUHbI XIX ctonetns. CobpaHune BKkAtOYaeT
B ceba ABeCTV BOCEMb NaPTUTYP MapLUen ANs fyXO-
BOro opkectpa. Komnosutopamu 3Tux LWeAeBPOB
asnatotca: A. Jepdenbar (otew), K. Kasoc, H. Tutos,
W. Koznosckuir, ®. AHTOHOAMHW, . LLTelibensT n Ap.
CT0 fecaTb MapLlen n3gaHbl 6e3 ykasaHus aBTopa.
HanbosbLiee konnmuecTBo Maplueli (CBbILLE COPOKaA)
counHeHo A. lepdenbaToM, TakxKe OH MHCTPYMEH-
TOBa/ W apaHXMpoBan OOJbLUYH YacTb MapLuei.
3TO cbirpano 60/bLUY0 POJb B Pa3BUTUM penepTy-
apa BOEHHbIX OPKECTPOB.

Bo BTOpo# nonosBuHe XIX Beka npoucxoaut
Ja/ibHelllee pa3BUTME LWITATOB BOEHHbIX OpKe-
ctpoB. OrpomMHas 3aciayra B 3TOM MpoLecce npu-
Hagnexut H. PumckoMy-KopcakoBy, MUMEHHO ero
Ha3HauYWaIM  MHCMNEKTOPOM  AyXOBbIX OPKECTPOB
Mopckoro Begomctea B 1873 roagy. Xapaktepwmsys
penepTyap BOeHHbIX opkecTpoB XIX Beka, He06X0-
AVIMO MOAYEPKHYTb, UTO HapsAAy C BbICOKOXYAOXe-
CTBEHHbIMW MPOU3BEAEHMAMWN MEePesoBbIX KOMMO-
3UTOPOB, HEpeaKOo 3ByYanu U Nbecbl 3apybedkHbIX
aBTOPOB, MOMyppW, MeNaHXoNNYecKne BafbCbl W
T.N. [lepenoMHbIM MOMEHTOM B Pa3BUTUN BOEH-
HO-KaneabMeNCTEPCKON LUKO/bI CTana peBosoLus
1917 roga. lo 1924 roga 4nMCNEHHOCTb OPKeCTpoB
6blna ycTaHOB/IEHa B COPOK JiBa YesioBeKa, a nocae
nposegeHnsa pedoOpMbl B 3TOM XXe rofgy 3Ta uuc-
NIEHHOCTb B pa3HbIX opkecTpax 6bina pasivyHa. B
CBA3M C MU3MEHEHMAMMW LUTAaTOB MHOTVE penepTyap-
Hble COOPHMKM UMENV OFPOMHOE KOJNYECTBO OLLIN-
60K, 0COBEeHHO 3TO KacanoCb YMNCNEHHOCTN COCTa-
BOB BOEHHbIX OPKeCTPOB. VHCNeKTopbl BOEHHbIX
OpKEeCTPOB BHEC/NN HEOLEHVMbIA BKJaj B COBep-
LLIEHCTBOBaHME BOEHHbIX OPKECTPOB, OHW MOAHANU
0o6LWMI ypOBEHb MCMONHUTENBCKOrO MacCTepCTBa,
Hauann pacwmnpATb penepryap.

C pacnagom Cosetckoro Coto3a npomv3oLwan
3HauuTeNbHble n3MeHeHna B BoopyeHHbix Cunax
Poccuiickon ®epepaumm. KonmuyecTtBo BOEHHbIX
OpPKEeCTPOB YMeHbLIWAOCh NOYTK BTpoe. HecmoTpa
Ha CNOXHOEe MONOXEHNEe, BOEHHO-OPKEeCTPOBON
cnyxbe yaanocb COXpaHUTb ydlluve TBOPYECKue
KOMNEKTUBBI, PaclIMpUTb WUX COCTaBbl. bbina BO3-
poxXJaeHa TpaguuMa NyudlnX OPKECTPOB PYCCKON
rBapA4un, B KOTOPOR Hapaay C AyXOBbIMU OpKecTpa-
MK cywecTBoBaan n cumboHnveckne. OgHMM 13
BaXXHENLWMX NpuHUMnos opmMupoBaHusa npodec-
CMOHaNbHbIX KOMMETEHLNA Y BOEHHbIX ANPUXKEPOB
MOCTCOBETCKOrO nepuoga asuance Gopmbl aganTa-
UMM aKaZeMUYecKnx Npoun3BefeHNn K COBpeMeH-
HOW KOHLLepTHOW Tpaauunn. Konnektms ncnonHset

He TONbKO COUMHEHUS Pa3HbIX CTWAEN, HO 1 obpa-
LaeTcs K NPOM3BEAEHMAM KIACCMUECKOW, POMaH-
TUYECKOW W MNOCTPOMAHTUYECKOW [NaBHOW 0OCO-
6EHHOCTbHO MOCTCOBETCKOrO BUAEHUSA ABASETCA
BHEJpPEHME B penepTyap, Hapady ¢ obwenpu3HaH-
HbIMW LeAeBpPaMy KAacCUYECKON OTeveCTBEHHON
My3bIKW1, MPOWU3BEAEHUA KOoMMo3nTopoB XX Beka
(xop n3 onepbl C. MpokodbeBa «BoWHa 1 Mup»,
«bonbwown Banbc» T. XpeHHMKOBa 1 Ap.). B nHTep-
npetaumsax AUPUXEPOB BMECTO TPAAMLIMOHHOTO
MPOXOXAEHWS OPKECTPOM MOABAAOTCA NaL,-KOH-
LepTbl, B KOTOPbIX MOJ, MYy3bIKY BbIMOAHAOTCA CTPO-
€Bble MPWEMbI, NEPECTPOEHUS M MaHUNYAALUN C
opyxuvem. bnarogaps nonyaspHocT1 penepTyapa,
BKJIKOYEHWIO B MPOrpamMmbl 3/71€MEHTOB TeaTpanu-
3alMmM BCE 3TO MPUBOAMT K 3HAYUTENbHOMY POCTY
3pennHoro ¢aktopa B BbICTYMJIEHWSAX BOEHHbIX
KONNEKTUBOB, aHCamMbieln 1 OpKeCcTPOB.

3HauMMbIM MPU U3YUYEHUM NPOLECCOB B3au-
MOZENCTBUS aKaZeMNUYEeCKOW U BOEHHOW My3bIKW
NPeACTaBAsAETC KOHLlepTHas AesTeNbHOCTb BOEH-
HbIX opKecTpoB. CBeeHMs O Hell OYeHb OrpaHu-
UeHbl, OAHaKO, B NeTepbyprckon npecce Tpuala-
TbIX-COPOKOBbIX rofos XIX Beka Mbl HaxoAuMm
coobLleHMe O HOCMBLUMX KOHLUEPTHbIA Xapaktep
BbICTYMJIEHNAX BOEHHbIX OPKECTPOB B Cajax v nap-
Kax CTO/MLb.

K 3Toro posa AeATeNbHOCTM BOEHHbIX OpKe-
CTPOB OTHOCATCHA TakXXe MPOBOAMBLUNECSH €XEroj-
Ho ¢ 1813 po 1913 roga «MHBaNUAHbIE» KOHLLEPTHI,
BO3HMKLUME Ha MOYBE MATPUOTMUECKOrO MoAbémMa
M pocTa HaLMOHaNbHOrO CaMOCO3HaHUsA PYCCKO-
ro Hapoga. OCHOBHas LeNb «UHBaAUAHbIX» KOH-
LepTOB 3aK/tovanach B cbope feHer C Lenbko oKa-
3aHMsA MaTepuasbHON MOMOLLM NOCTPajaBLUMM B
xoze BoViHbl 1812 roga. OTa Tpagnums bbina BNoaHe
NPOrpeccMBHOW 1 Bbi3blBafa CUMMNATUM Y LLUMPOKNX
CN0EB 06LecTBa. «/IHBaNMAHbIE» KOHLUEPTLI Npes-
CTaBAAOTCA AOCTaTOYHO MEpPeSOBbIM ABAEHUEM W
B XYyAOXXECTBEHHOM OTHOLUEHMMN: BOEHHbIE OpKe-
CTpbl OOBEANHANNCE B 3HAUUTENbHbIE KOMIEKTUBBI,
YTO paclMpso 1 oboraLLano Ux UCNONHUTENbCKME
BO3MOXHOCTM, TEM CaMbiM BOEHHbIM KanesjbMel-
cTepaM MPUXOAMAOCh apaHXMpoBaTb W UHCTPY-
MEHTOBaTb MPOW3BEAEHMA MOJ HOBble COCTaBbl
opkecTpoB. porpammbl «MHBaNUAHbBIX» KOHLLEp-
TOB 3TOr0 nepuoga 6bian pasHOObpasHbl — Hauu-
Hasi OT BOEHHO-MaTPUOTUYECKUX NMECEH U 3aKaH4u-
Bas 60bLINMMN MYy3bIKaJIbHbIMW NPOU3BEAEHNAMW.

B cBA3n ¢ dopMUpOBaHMEM KOHLIEPTHOW Aes-
TENbHOCTW BOEHHbIX OPKECTPOB 3HAUMMOCTb MpU-
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obpeTaeT TpaHcKpunTopckas cohepa AMPUXKEPOB
N apaHXMpoBLUMKOB. PaccmaTtpmBas 0cobeHHOCTb
MCKYCCTBA apaHXMPOBKM Ha npumepe TBOpYeCTBa
A. AnsabbeBa, cnesyeT OTMETUTb, UTO OH MO-HOBa-
TOPCKM MCMOAb3yeT OPKeCcTpOBble pecypchbl. B ero
napTuTypax 6bi10 3HauUnTENbHOE MHOXECTBO OpKe-
CTPOBBIX Kpacok, UTO AocTuranocb Hnarogapsa ero
byHAamMeHTanbHbIM MO3HaHMAM B obnactn Tem-
BpOBbIX OCOBEHHOCTEN AYyXOBbIX MHCTPYMEHTOB. K
3TOMY BPEMEHMU OTHOCUTCA TakXe Leblil pajg npo-
N3BEeAEHNA aKaZeMUUeCckon My3blKW, 3By4dallyx B
NCMONIHEHNN BOEHHBIX OPKECTPOB: XOpP W apwus U3
onepbl «CoMHambyna» B. bennnHu B apaHxnposke
®. Taaze (31a Nbeca BoLAA B M34aHHbIV [aase B 1814
rogy «BoeHHO-My3blkanbHbIN anbbom»), yBepTopa,
MapLL, XOp M 3aCTOJ/IbHasA NeCHs 13 onepbl «YHAMHa»
n aysT n3 onepbl «bmaHka» [.M. Yankosckoro,
BoeHHasa necHsa ¢ xopom (cnosa K. [opuakoBa) A.
JlbBOBa BOWAM B «ANbOOM 4151 BOEHHOW MY3bIKN»
(n3zaH B 1857 roay B lMetepbypre). Hago otmMeTuTh,
OZHAaKO, UTO B MapTUTypax MPOV3BEAEHWN, BXOAS-
WMX B anbboM, XOpOLIO MCMOAb30BaHbl XyAoOXe-
CTBEHHblE N TEXHUYECKME BO3MOXHOCTU YyCOBep-
LIEHCTBOBAHHbIX AEPEBAHHbBIX U MEAHbIX AYyXOBbIX
NHCTPYMEHTOB.

B XX Beke yHuWKanbHble NpoOV3BeAeHNsA U apaH-
KUPOBKU ANA AyXOBOro OpKecTpa COo3jaBanunch
BUAHENLLNMUN NPeACTaBUTENAMMN COBETCKOTO My3bl-
KanbHOro wuckycctBa. OCHOBHbIM COfep>KaHWeM
BOEHHO-OPKECTPOBOWN My3bIKW ABAAOTCA MapLim. B
TBOpPYECTBE COBETCKMX KOMMO3UTOPOB OYeHb APKO
NPOABAAETCA CBA3b C PYCCKMM HApPOAHbIM MeceH-
HbiM donbkaopoM. Tak, Hanpumep, B TBOpUYeCTBe
A. XauatypsiHa, B. Mypagenu, H. Yembepaxun opu-
TMHaNbHO coYeTaeTcsi My3blkajbHbl GOAbKIOP C
MapLUEBON YeKaHHOCTbHO.

HeobblualiHO pa3HoObpaseH Kpyr >aHpoBs, K
KOTOpbIM 0bpallatoTcid COBETCKME KOMMO3UTOPbI.
Hapsgy ¢ npovsBeseHnaMy ObITOBOrO MnaaHa Co3-
JaHbl 3HaYMTeNbHbIe MO COAEPXaHWO MU MacluTa-
6y, C OCTpbIMU ApamMaTUYeCcKMMU KOHGAMKTaMK,
yBepTIopbl, CMMGOHUYECKME MO3MbI, CUMOOHUN.
Ocobo cnepyetr OTMETUTb apaHXUPOBKM W Nepe-
noxeHusa neceH. BaxHoW npeacTaBnsetca pes-
TENIbHOCTb W3BECTHbIX BOEHHbIX KOANEKTUBOB 3TO-
ro BpeMeHW, HanpruMep, aHcamb618 NeCHU U NASACKN
Cosetckoin Apmum umenn A.B. AnekcaHgposa,
BO3HMKLIEro Ha 6a3e My3bikaAbHOW camoges-
TeNbHOCTW. [NaBHYHO YacTb penepTtyapa aHcamb6ss
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COCTaBAIAIN MECHW, CO3/aHHble COBETCKMMWU KOM-
nosmtopamn. OAHaKO 3TU COYUMHEHMA MO-HOBO-
My NPeAOMASIOT XXaHPOBble YepTbl HAPOAHbIX COJ-
AaTCKMX NeceH u TaHueB. B penepryape aHcambas
6bIIN KPYMHbIE COYMHEHWSA, BbIPOCLLIME Ha OCHOBE
3TUX NeceH 1 MapLuer — YBepTiopa ANs Xopa, opKe-
CTpa n dopTenmaHo, co3gaHHasa b. AnekcaHapoBbIM.
[lo noABneHNa NepBOW COBETCKOW CMMGOHUN ANs
[yXOBOrO OpKecTpa OTeyecTBEHHble KOMMO3UTO-
pbl HaMMCcann pag CHoUT, Takxke MMeBLUMX HonbLuoe
3HauyeHue ANA pPa3BUTUA COBETCKON JyXOBOW My3bl-
Kn. B HMX KOMNO3WTOpPBI CreAoBanv TpPaguLMm Co3-
AaHNA MHOro4acTHOro UWKJa, B KOTOPOM Kax/jas
YacTb APKO WHAMBWAYanAbHA W XapakKTepUCTUYHA.
Ha pyb6exxe XX-XXI BekOB UCKYyCCTBO apaHXXMPOBKM
CTaNio OAHOM M3 Hambonee BaxHbIX chep AeaTens-
HOCTU BOEHHbIX ANPWUXEPOB. brarogaps coBpemeH-
HbIM apaH>XMpPOBKaM y MOJIOAOrO MOKOAEHUA BO3-
HWKaeT WHTepec K OpUrMHabHbIM KJacCUYEeCKnm
npov3BeseHNaM.

B 3ak1t0UeHUN MOXHO cKasaTb, YTO akagemmye-
CKasn My3blKa, UCMOHAEMasn BOEHHbIMW OpKecTpamu
B nepuog, ¢ XIX n go Havana XXI Beka, pasBmBanacb
nocreneHHo. CHayana BOEHHble KanenbMencTepbl
CTONKHYNINCb C BONBbLUMMU VN3MEHEHVAMMW B LUTa-
Te BOEHHbIX OPKEeCTPOB, OT Yero Hayaan MeHATb U
AOMONHATL penepTyap, nocne pacnaga CCCP BoeH-
HbIM AUPWXEPaAM MPULLAOCL HaMHOro 6onblue
WHCTPYMEHTOBaTb M apaHXWpoBaTb BCEM M3BECT-
Hble MapTUTYpPbl akajeMU4yeckon My3blku, MOSBU-
Nnacb cBoboza B BbibOpe npousBeseHUin (Hayanu
MCMOAb30BaTbCA [XKA30Bble COYMHEHWS), BO3HMK-
NN pa3NnyHble XaHpbl, HaNpUMmep, NaaL-KOHLEepT.
BoeHHble opkecTpbl Bcerga 6yayT noasepxusatb
TaKk U CBOE MpefHa3HayeHWe — 3TO My3blka C/y-
>XebHO-CTPOEBOro peneprtyapa U My3blka KOHLEPT-
HOro penepTyapa B HOBOM, 06paboTaHHOM cTue.
BoeHHbIM opkecTpam HeOBX0AMMO NOCTOAHHO pac-
WNPATb penepTyap Y NMOMOHATb €ro PyCCKUMU U
3apybexxHbIMK WegeBpamun. Jnpuxépy Heobxoaun-
MO apaHXMpOBaTb 3TV LWeAeBPbl N NPENOAHOCUTb
B HOBOM BUAe ANs caywaTtens. B 3Tom koHTekcTe
POJIb BOEHHOTO AVPUXEpPa HEOLLEHMMA, OH BbINOJ-
HAET pOJib MPOBOAHMKA KY/NbTYPbl B CBOEM PErvoHe,
a AeATe/IbHOCTb BOEHHOTO AyXOBOrO OpPKecTpa CTa-
HOBWTCS OCHOBOMOJaratoLLMM GakTopoM JyXOBHO-
ro, NaTpPMOTUYECKOrO, My3blKaJbHO-3CTETUYECKOrO
N KYNbTYPHOTO Pa3BUTUA OKPY>KaroLLLEN KYNbTypPHOWN

cpespbl.
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