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In 1939 Prokofiev composed an ill-fated 
score for gymnastic display. The project 
was to have been performed under the 
direction of Vsevolod Meyerhold as part 
of a massive display of Soviet athleticism. 
The tragic arrest of Meyerhold spelled the 
end of the project, and Prokofiev shelved 

it until late in his life, when he reused the opening in his 1951 
agitprop composition The Meeting of the Volga and the Don. The 
circumstances behind the commissioning of the Fizkul’turanaya 
muzïka (Music for Athletes) remain obscure, but it has distant roots 
in a hitherto unknown march that Prokofiev wrote in 1912 for 
the Sokol (Falcon) Gymnastics Club of St. Petersburg. Those were 
happier times for the composer, and the piece that he wrote for 
his beloved club reflects the iconoclastic caprice and “sportiness” 
that eventually earned him the nickname enfant terrible. Mention 
is made of the Sokol March in Prokofiev’s diaries and, crucially, in 
the recollections of the St. Petersburg (Leningrad) Conservatoire 
music theorist Yuriy Tyulin. Among Tyulin’s most distinguished 
students was Arkadiy Klimovitsky, who provides the feature 
article for this issue, which addresses, with generous illustrations, 
Prokofiev’s athletic leanings, the original version of the Sokol 
March, and Tyulin’s re-arrangement of it.

This issue of Three Oranges also includes the hitherto unknown 
correspondence between Prokofiev and the insurance agent 
Ephraim Gottlieb, and the related correspondence between 
Gottlieb and the long-time New York Times music and theater 
critic Olin Downes. Gottlieb tends to be dismissed in the 
Prokofiev literature as a hanger-on, an obsessed fan. But the 
correspondence, which Elizabeth Bergman brings to light from 
the Downes collection at the University of Georgia, shows that 
Gottlieb was in fact an essential contact for Prokofiev in his first 
years in the United States, especially as it concerns the Chicago 
and New York City premiere of The Love for Three Oranges.   
Gottlieb maintained contact with Prokofiev after his relocation 
to the Soviet Union in 1936; the letters that Prokofiev wrote back 
shed light on the composition and reception of Semyon Kotko, 
among other Soviet scores. The correspondence between Gottlieb 
and Downes touches on the wisdom of Prokofiev’s relocation to 
Moscow, and the suspicion that the composer had been deceived.

The issue also includes a sophisticated consideration of 
Prokofiev’s and Shostakovich’s 1937 Pushkin songs by Julia Khait, 
who emphasizes the radical differences in their interpretation of 
Pushkin’s lyrics, along with reviews by Kevin Bartig and Andrew 
Grossman.
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Sergey Prokofiev
and

Yuriy Tyulin:
Several Unknown Subjects

Arkadiy KLIMOVITSKY

Main text and endnotes translated by Simon Morrison
Prokofiev diary entries translated by Anthony Phillips
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The young Prokofiev had an immense and special 
creative world, likewise a distinct appearance and pattern of 
life. The first thing to consider in assessing his output in gen-
eral is its common human appeal to generations of listeners, 
performers, researchers—all of those who serve and take 
joy in his music, who contemplate it. Its various interpreters 
have no greater calling than true love for it and the pleasure 
that comes with serving great art and the precious opportu-
nity to approach its secrets. Each generation finds in Proko-
fiev’s music something new, unexpected, creating a con-
stantly changing portrait of the composer, preventing his 
art from becoming stagnant, fossilized. For his early works, 
the impression that he made on his contemporaries is espe-
cially valuable. His peers at the St. Petersburg Conservatoire 
witnessed his rapid ascent, the beginning of his transfor-
mation into an Olympus of art. Among them was Yuriy Tyulin 
(1893-1987), a major Russian theorist and composer, an out-
standing musician, teacher, and the founder and long-time 
director of the Petersburg-Leningrad program in theory. “I 
was fortunate to become closely acquainted with Prokofiev,” 
he recalled. “That was back in the days of our youth, in 1911. 
I studied then at the university and had only just prepared 
to enter the conservatoire. Prokofiev, being three years old-
er than me, had long since graduated from the composition 
division and gained fame as a talented composer of an en-
tirely new direction.”1

We touch here on one aspect of the amazing pheno-
menon known as the young Prokofiev. This is the sportiness 
that pervaded his early works, and which was constantly 
noted and discussed widely by his listeners—some with 
enthusiasm and delight, others with condemnation and in-
dignation. “He is a kind of football player in music, a musi-
cal sportsman encroaching on the sacred tasks of the art of 
music, bringing it down to earth from its dizzying heights,” 
Tyulin expressively recalls of the latter critics.2 Meantime, 
Prokofiev had an actual passion for sports, one that was nei-
ther random nor amateur in nature. The composer took to 
sport seriously; he was, if you will, strictly business about it. 
Again according to Tyulin: Prokofiev “constantly maintained 
a ‘business-like demeanor,’ but also liked to entertain him-
self and play sports. I got to know him at the Sokol [Falcon] 
Gymnastics Club.”3

A few words about the Sokol club. It came into being as 
part of the Sokol youth movement in the 1860s in several 
Slavic countries: Czechoslovakia, Slovenia, Bulgaria, Poland, 
Croatia, and Serbia. The first Russian Sokol organizations ap-
peared in St. Petersburg in 1879 and Moscow in 1883 (Lev 
Tolstoy and Anton Chekov subsequently became members).4 
Tyulin was well known in Sokol sports circles (at age 17 he 
ranked among the best gymnasts of St. Petersburg) and af-
ter taking the appropriate exams earned the official status of 
an instructor. In the summer of 1912, he participated in the 
worldwide gymnastics festival in Prague.5 To the right, some 
materials related to Sokol.6 

Prokofiev’s first impressions of Sokol are recorded in 
his diaries, which contain detailed entries for most days: 
“Shtember,7 Borya,8 and I have enrolled in the Sokol Gym-
nastics Club. My mother has long wanted me to join, in the 
belief that it is extremely important to develop one’s phy-
sique. I resisted for a long time, partly from laziness and 
partly not wanting to devote the time to it. But in August, 
in Sontsovka, D. D. Sontsov9 succeeded in persuading me of 
the value of gymnastics and also how much energy exercise 
gives a person. This was timely advice, because I detest fee l - 
  ing miserable or in low spirits, which sometimes happens 
to me, perhaps because I have been growing very quickly 
in the last few years, or for some other reason. In any case 
I cannot bear not feeling in top form; the more vigorous I 

The cover of the Sokol Gymnastics Club report for 1911,  and a 
1909 evening program of music and dance at the club.
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rehearsal and came home in a bad mood, which was, how-
ever, completely blown away by the Sokol.”27

It is obvious that sport and music were bound up toge-
ther in Prokofiev’s life, imagination, and thinking—and in a 
practical, true-life sense, as opposed to a philosophical or 
aesthetic one. The tale that arose from the combination is 
the subject of the present article. 

 

Prokofiev during his “Sokol” years.28

“The concierge passed me a note from Borislavsky,29 a 
Sokol member, asking me to come to Sokol-3 about my 
March,” we read in the diaries. “Another Sokol member had 
written some words for a marching song that had been set to 
music by various people, including a composer called Shol-
lar30 and even the veteran Cui.31 When I was shown them, I 
declared them to be rubbish. Back came the very reasonable 
objection that it was all too easy to criticize, but could I do 
any better myself? I said, ‘Of course I can!’ So I wrote them 
a March, a silly and derivative piece but lively and good fun, 
with a catchy tune. They liked the March. I presented it to 
Borislavsky, and forgot about it. Now Borislavsky was telling 
me that a new Sokol branch had been formed, Sokol-3, and 
wanted me to visit it to make an agreement that it should 
become the new branch’s official theme tune. I was happy 
to agree; now the music had to be passed by the committee, 
and in the meantime I was to be made a member of Sokol-3. 
In the past I had been an enthusiastic member of Sokol-1, 
although I had not been there once this winter and had got 
quite out of the way of it.”32 So the first mention of the Sokol 
March is here in May of 1913. But Prokofiev composed it at a 
different time than is reflected in this record, as evidenced 
by the words “They liked the March. I... forgot about it.” The 

am, the happier I feel generally... On my return to St. Peters-
burg I enthusiastically set about interesting Zakharov and 
Myaskovsky10 in the idea. Kolechka soon dropped out, but 
Shtember independently joined the Sokol, so that three rep-
resentatives of Yesipova’s class are now enrolled in this insti-
tution. Shtember is a young man of about twenty, not very 
good-looking and very serious. He is modest but extremely 
resilient, generally a nice fellow although not without a few 
rough edges to his character. He is incredibly taken with the 
Sokol. Altogether the three of us much enjoy being there to-
gether, and it plays an important part in my life.”11

The analysis is striking and, one wants to say, sniper-like 
in its precision. Prokofiev—just a boy!—draws his psycho-
logical self-portrait as if with a scalpel. The dominant notes 
are his dislike of feeling blue, being energetic, happy, the 
fact that he and his friends are having fun, that he is passion-
ate about the club.

Remarkably, the topic of sport and sports activities in 
different contexts and formulations pervades the compo-
ser’s diary. Its governing presence in his life is such that he 
does not distinguish it, as one would think he would, from 
other subjects. Creative work (references to the operas Car-
men and Aida and his own piano sonata) blends in with what 
would seem to be the most prosaic of matters (his gym-
nastics regime, his thoughts about his upcoming trip with 
members of the club).

Here are several excerpts from the diaries along these 
lines from 1913 and 1914: “This winter I shall be assiduous 
in following my Sokol exercise regime.”12 “In the evening I 
went to the Sokol for gymnastics. I’m out of practice and got 
terribly tired.”13 “‘Free-style games dispel our gloom, trans-
porting us to far-off bounds…’ as the Sokol song proclaims. 
While we were having tea I told Mama that some Sokol 
members were going to Helsingfors [Helsinki] and had sug-
gested I go with them.”14 “In the evening I went to the Sokol 
and enjoyed punishing myself on the rings and the vaulting 
horse.”15 “In the evening I enjoyed a session at the Sokol.”16 
“Sokol in the evening.”17 “Today, going to the Sokol.”18 “I de-
cided to go to the Sokol, also to go to Carmen tomorrow.” “At 
the Sokol there were not many people taking part in my ses-
sion, so I had to work harder than usual: my exertions almost 
crippled me!”19 “In the evening I played through Aida and 
went to the Sokol. On the three last occasions I was there I 
had been in the second group, which not many people go 
to, but today I was once again in the first group and enjoyed 
being in the midst of a busy, lively throng of people. We had 
our photograph taken.”20 “I did a lot of work at home and in 
the evening went to the Sokol.”21 “In the evening I had a gym-
nastics session at the Sokol. On the 8th they are having a gala 
and have asked me to perform in the concert section of the 
evening. That is the date of the matinee Aida performance, 
and I never know what to do with myself in the evening af-
ter such events, so I was glad to agree.”22 “In the evening Ni-
kolay Shtember called for me and we went together to the 
Sokol.”23 “Went rather reluctantly to the Sokol but unwound 
there and did my exercises with great enjoyment.”24 “Gala 
evening at the Sokol. I have no particular desire to go, but 
I must, because I promised to play my Sonata (No. 1) in the 
concert part of the program. While I was playing something 
suddenly happened to the upright piano and it ceased to 
make any sound. I looked inside to see what had happened 
to the mechanism, and people in the hall began to laugh. I 
myself thought it was quite funny, and announced in a loud 
voice, ‘Can’t be helped, the piano doesn’t want to play,’ and 
left the stage. Somehow the piano was mended and I got 
through the sonata to the end.”25 “In the evening I went to 
the Sokol, not having been there for all of two weeks. What 
a splendid establishment it is!”26 “I got tired listening to the 
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key word—forgot—implies a lapse of more than just a few 
days or even weeks. Here in May of 1913 Prokofiev recalls the 
occasion that prompted him to take on the task, and traces 
the subsequent history of the Sokol March.

 When exactly Prokofiev composed it is unknown. It is 
clear that the work could not have taken him long to as-
semble. He notes its completion several months later, in 
September of 1913. Prokofiev thereafter begins to take a 
serious attitude towards the March and the environment 
of the “Sokols” for which it was intended. The questions he 
has, his impressions, his sharp and even scathing judgments 
are extremely interesting and, in a verbal sense, picturesque. 
They must be taken up, especially because we are talking 
about a practically unknown opus that has not previously 
been presented to listeners and readers. Not to mention 
Prokofiev’s typically close attention to the publication of his 
March, significantly complicated by the onset of World War 
I. “Spent the evening at the Sokol. Today they were marching 
to the strains of my Sokol ‘March,’ which everyone seems to 
like.”33 “In the evening I enjoyed a gymnastics session at the 
Sokol and played the members my ‘March.’ An unattractive 
‘Sokolette’ asked me to come half an hour earlier and play 
it for her female colleagues.”34 “Looked forward greatly to 
relaxing at the Sokol. It might seem strange, but one does 
relax while doing gymnastics. At first I don’t pay much at-
tention to what I am doing, but then I get into it and really 
enjoy it. After our exercise session everyone gathered round 
the piano to sing my ‘March’.”35 “In the evening I went to the 
Sokol party, which consisted of a small display of the best 
members, both male and female. I had to provide music for 
the exercises, some of which have their own special music 
(Czech, and rather good), but for others I had to improvise 
something in waltz rhythm, and since nobody wanted any 
serious waltzes I brought shame on my grey hairs by playing 
Song d’automne. They then marched to my ‘March,’ in the 
course of which the audience (mostly themselves members 
of the gymnastics club) clapped along merrily to every beat 
in the bar. With the whole room thumping in rhythm, it was 
very effective.”36 “Boris has taken my ‘March’ and is going 
to have it engraved for publication. I have granted all rights 
from the publication to the Sokol.”37 “In the afternoon I... 
went to Schmidt’s music shop on behalf of the Sokol, be-
cause it was Schmidt who was printing my Sokol ‘March.’ I 
would have been able to get it except that Schmidt, being 
a German citizen, has been deported and no one in his es-
tablishment seems to know anything.”38 “...on my way to the 
printers, Ull, about the publication of my Sokol ‘March’ ...”39 
“I took my Sokol ‘March’ to the military censor, since it needs 
his approval to be printed.”40

Prokofiev spoke of the work humorously, even sarcastical-
ly, in the lightly ironic sense. He called it silly and derivative, 
but also appealingly tuneful. He showed typical pride for his 
creation. Had he not been satisfied with the March he would 
not have made this striking comment in his diaries: “I played 
Myaskovsky the Sokol ‘March,’ but to my great surprise he 
liked it.”41 Prokofiev’s readiness, possibly even his desire 
or need, to demonstrate the March to Myaskovsky, whom 
Prokofiev respected as an informed listener and critic, says 
more about his regard for the piece than all of the rest of 
his humorous banter about its deficiencies and wonder-
ment that it made an impression.42 In other words, it meant 
something to its author, and his future relationship to it is 
not without interest.

The title page of the score reads: “March of the Third 
Petrograd Sokol.” The author of the lyrics is V. Pozhidayev, a 
member of the club who wrote several such texts for Sokol 
musical events.43 Prokofiev is credited with the music, and 
the publication is credited to the Third Petrograd Circle. The 

date of the composition, 1912, is shown on page 1, but it 
could not have been published before 1914. St. Petersburg 
was renamed Petrograd on August 18, 1914. The music was 
printed by N. G. Ull in Petrograd(!), 34 Kazanskaya Street. 

The genre of the march occupies an important place in 
Prokofiev’s output. It is an essential element of his scores in 
diverse, mixed styles, as well as an independent mode.44 The 
Sokol March is one of his first large marches. It combines the 
simple, accessible, and the unexpected, both harmonically 
and, oddly enough, attitudinally (in terms of his approach to 
the genre). Taking into account the outright rebelliousness 
and bravado of the young author, one wonders what he 
himself saw in the march beyond silliness and tunefulness. 
Prokofiev’s tartness is evident in the brisk and spectacular 
imitation of a brass band sound, the walking introduction 
and refrain, and elastic, high-stepping fourths and fifths in 
the bass. 

The “Sokol” March.

Since it is attached to words, Prokofiev structured the 
march in strophes framed by a four-measure instrumental 
introduction and two-measure conclusion. The march is 
cast in typical binary form. The first part forms a balanced 
eight-measure structure (2+2+4) with a modulation from the 
tonic to the dominant. The shift is simple and almost joyful 
in its absence of sophistication, but there is a shadow of the 
kind of melodic and harmonic mutation that one hears in 
the grand march of Wagner’s Tannhäuser—though the allu-
sion is of course disguised, cloaked. The lifting of feet and 
the securely energetic marching gait is provided by the iam-
bic figures with occasional dotted notes and melodic pivots 
around the third. The highlights include the imperturbable 
F-E-D-C ostinato bass, doubled at the octave. It begins in the 
introduction and continues through the first four-measure 
group, the first musical sentence.45 The second section (the 
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1.  С берегов голубого Дуная,
    От Молдавы, от Вислы, с Карпат
    И оттуда, где Русь орошая,
    Беспредельные реки шумят.
         Высоко сокола к поднебесью
         Мы взвились, озираючи мир,
         И с могучей, крылатою песней,
         На семейный слетелися пир.

2. После долгой и тяжкой разлуки – 
    О, взгляни, наша Славия мать! - 
    Мы, как братья, взялися за руки
    И сплотились в единую рать.
         Но не бойтесь... Незлобны душою,
         Хоть сильны и отважны, как львы,
         Мы воюем с неправдой одною – 
         Для нее, как гроза, мы страшны.

3. На нее неустанно вериги
    Мы ковали и ныне куем!
    И народы всех рас и религий
    К единенью и братству зовем!
       К нам, сюда! Под великое знамя,
       Мы победно его вознесем
       И, храня как священное пламя,
       С ним мы к счастью народов пойдем!
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refrain) is made of two cockily non-march-like five-measure 
phrases. These bear the character of woodwind trios: the 
first five-measure phrase is an extended quasi-cantilena, 
with solo brass calls in major thirds. The second five-mea-
sure phrase initiates a sequence in G. The phrases are de-
veloped and fragmented with chains of dotted iambs. The 
March exhibits Prokofiev’s characteristic sharp angles and 
harsh turns. The fortissimo exclamations at the start offer an 
example, as do the colorful diatonic sequences in the refrain 
(VI-III-IV-I-II . . .).

The Sokol March is nowhere mentioned in the Proko-
fiev literature. It first became known with the appearance of 
Prokofiev’s diaries in 2002.46 But it was natural for the “Sokol” 
Tyulin, who recalled Prokofiev’s attachment to the Sokol 
Gymnastics Club, to remember the March that Prokofiev was 
asked to compose for it. 

Tyulin writes that “Prokofiev had a great many good, even 
close relationships, and not just with musicians, though, with 
rare exceptions, he does not seem to have been bosom 
buddies with anyone. He was untypical in this respect, intol-
erant of the outpourings of emotion and psychological talk 
that young people of our generation tended to indulge.”47 
One could hardly call Prokofiev’s relationship with Tyulin 
close, though the two of them were certainly on good 
terms, sharing music, chess, and sports. Tyulin immediately 
took to Prokofiev’s music and loved it throughout his life. He 
often visited the composer, who characterized their rela-
tionship in simple terms in his diaries: “In the afternoon I 
proof-read the percussion parts, and in the evening I played 
chess with Tyulin—match drawn.”48 Tyulin of this time wrote 
that “Prokofiev, though not spoiled by the recognition he 
earned from his colleagues, very much appreciated all the 
attention.” 49 Especially colorful is an important episode in 
their relationship associated with Prokofiev’s preparation 
for the performance of his Scythian Suite of 1915. 

Both of them wrote about this episode, Tyulin many 
years later: “We went together to the first rehearsal (with A. 
I. Ziloti’s orchestra). I sat along in the hall of the Mariyinsky 
Theater during the rehearsal, following along with the score 
in hand. Prokofiev took the podium without a shadow of ap-
prehension. He writes in his memoirs that the orchestra 
complicated his work. But it was actually a lot worse than 
that. The orchestra tormented him as much as possible, 
clearly demonstrating its hostility. But Prokofiev, as if noth-
ing had happened, continued his patient, concentrated 
work with the orchestra, and came out looking serious but 
satisfied.”50 

Prokofiev put down his impressions of the rehearsal in 
the heat of the moment: “Tyulin came to listen, and was ec-
static. He is offering to make a four-hand version of the Suite. 
I knew him first as a Sokol member, and then as a chess-play-
er, and now it turns out that he graduated from the Conser-
vatoire in theory of composition and knows all my music. For 
the time being we have decided that he should transcribe 
the Sinfonietta.”51 The tale of the contact between the two 
musicians continued in interesting fashion. “I arranged the 
first version of his Sinfonietta for piano four hands, and then 
created a piano score of his Gambler upon receipt of frag-
ments of the score. All of this, along with a passion for chess, 
sustained our close relationship.”52

Mention of the piano score of Prokofiev’s second opera 
The Gambler requires explication in a different context. On 
December 5, 1922, Prokofiev received a letter from his friend 
Eleonora Damskaya with information about the fate of the 
scores that he had left behind in Russia following his reloca-
tion to the United States and France. “Your letter,” Prokofiev 
answered, “left me both happy and sad. I’m pleased by the 
news that the manuscript of The Gambler is intact, but sad-

Yuriy Tyulin in 1912

Yuriy Tyulin in the last decade of his life.
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dened to have confirmation of the destruction of the manu- 
scripts [in the apartment] on Pervaya Rota [Street]. With 
respect to the manuscript of The Gambler I was sure that it 
had met its end in Tyulin’s possession. But are you entire-
ly certain that the entire manuscript of the score of The Gam-
bler is in one piece in the theater library? It’s quite possible 
that not all of it is there, just a small part of the fourth act, 
which Tyulin did not have time to take. It’s quite possible 
that what you are thinking is the manuscript is in fact just 
a pencil copy of the piano score that no one needs.”53 The 
published version of this letter comes with the following 
annotation: “It’s possible that during the period of his stu-
dies Tyulin moonlighted as a music copyist. It is known that 
in October of 1916, when rehearsals of The Gambler began, 
scribes did not have time to prepare the materials.” There 
follows a quotation from an interview that Prokofiev gave 
to the newspaper Birzhevïye vedomosti: “I am completing 
the orchestration of the opera and hope that in a couple of 
weeks it will be finally done. Most of the delay is due to copy-
ing. To this point the scribes have not managed to prepare 
the separate parts for the performers.”

Here there is a clear discrepancy. If Tyulin “moonlighted 
as a copyist” (which is highly unlikely, given that he never 
mentioned this to his colleagues and we, his students at 
the Leningrad Conservatoire, never heard about it, though 
we did learn from his writings about that work he had to do 
as a longshoreman, an orchestra librarian, and as the direc-
tor of a chorus of workers), it was in no way connected to 
Prokofiev’s The Gambler. He likewise had no connection to 
the copyists at the theater. In truth, he arranged the piano 
score of The Gambler in direct contact with Prokofiev, some-
times in his apartment on Pervaya Rota Street (now Izmay-
lovskiy prospect, in a building bearing a Prokofiev memorial 
plaque). Here are some hitherto unknown details that we, 
Tyulin’s students, heard from him. First, his work on the pia-
no score of The Gambler was done while the opera was com-
posed. From his music stand, Prokofiev threw down onto the 
floor large pages of manuscript paper. And right there, on 
the floor, the piano score took shape in Tyulin’s hands. All 
of his subsequent attempts to locate this piano score failed. 
Many years later I myself tried to find this piano score. So 
let us not be misled by Prokofiev’s furious (to the point of 
imprecision, as he himself admitted) comments to the effect 
that the manuscript of The Gambler “met its end in Tyulin’s 
possession” or those about the fragment that Tyulin “did not 
have time to take.” Indeed, he writes altogether differently 
about the matter in his diaries, noting that it would be “a 
more profitable focus for my energies to establish for sure 
whether the manuscript of my score of The Gambler is intact 
(I believed it had been destroyed at Tyulin’s and only a copy 
still existed, as Eleonora writes), and if so whether I could 
somehow spirit it out and get it here so that I could revise 
it and turn The Gambler into a tidier piece of work than it 
currently is.”54

When Prokofiev travelled to the USSR from abroad 
he always met with Tyulin, who was among his closest 
contacts: “The atmosphere was immediately much more 
pleasant and unpretentious than I had expected, be-
cause I was straight away surrounded by old friends: De-
shevov, Tyulin, Shcherbachov.”55 “After we had finished 
rehearsing the Concerto Tyulin and a few other acquain-
tances came to me commenting on the remarkable 
change in my pianism.”56 “Tyulin, Deshevv and especially 
Asafyev expressed their admiration for the Concerto.”57 
“Spent the first part of the afternoon at Tyulin’s and took 
away with me some American things.”58 And Tyulin was 
among those taking Prokofiev to Moscow on December 
3, 1932.
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We return, however, to the March. Although it was hard-
ly a major event in the history of 20th-century music, it re-
mained in the memory of at least one of Prokofiev’s contem-
poraries. Each of his works opened up new paths, and the 
modest 4-5 minute Sokol March should not in this sense be 
forgotten, even though, having completed the assignment, 
Prokofiev almost allowed the piece to sink into oblivion. 
Mostly likely the author forgot about it. Tyulin, who took 
gymnastics classes with Prokofiev, spent time with him at 
the chessboard, and took enthusiastically to his music, was, 
judging by his own remarks, perhaps the only person to re-
member the Sokol March.

The March was composed by Prokofiev in 1912, when he 
had just entered his third decade. Then it was forgotten until 
Tyulin recalled it from memory and re-harmonized it. He did 
so for no obvious external reason beyond, perhaps, nostal-
gic recollection of an event in his life, during his last decade. 
The date can be surmised by the type of music paper (com-
mon in the 1970s) that he used for the re-harmonization, 
likewise the type of ballpoint pen, as well as the noticeable 
changes in his handwriting. This development in the tale of 
the Sokol March is more than interesting because it gives us 
a glimpse into personal and creative psychology, and into 
the relationship between musicians of the same generation.

Tyulin’s manuscript59 takes up four, twelve-stave pages of 
piano manuscript paper. On the top of the cover we read: 
“Prokofiev’s Sokol March (as remembered from 1912), in my 
harmonization.” The same note, slightly altered to exclude 
the date, appears at the top of page one above the music.

In these twice-repeated words Tyulin provides context 
for the task he has set himself, even if it had not found a 
clear formulation, instead remaining as a kind of kernel in 
his subconscious. It was a means for him to recall his youth, 
and to communicate with the Sokol Prokofiev. How he re-
membered him, and how he remembered the Sokol March 
more than a half century after its creation are themselves 
fascinating questions.

Above all else, Tyulin makes it clear that his score has no 
claims to fidelity: it is a re-arrangement based on how he 
remembered it. Having been a Sokol, Tyulin remembers, of 
course, that Prokofiev’s March was a setting of a text, but the 
text was hardly distinct and by no means a poetic achieve-
ment. Tyulin, it seems, forgot it, and perhaps barely knew it 
in the first place, and remembered nothing other than the 
fact of it. It was a march to someone’s words. By chance, as 
opposed to intentionally, he forgot the tonality, Prokofiev’s 
move from F major to C major. However, the white C-Major 
tonality is drawn from Tyulin’s pen and remotely attached to 
Prokofiev’s March in the guise of a harmonic problem. The 
words “in my harmonization” on the title page allows us, of 
course, to deduce Tyulin’s intent as a theory teacher with a 
lifetime of experience, the author of well-known theoretical 
essays and textbooks. Even the character of the March in 
Tyulin’s version—that of a score devoid of dynamic mark-
ings (excluding the ff indication for the reprise—speaks to 
the fact that it was for Tyulin a technical exercise.

Prokofiev’s “taste” for the lower register nostalgically 
remains in the re-arrangement. Excluding the introduction, 
Prokofiev composed the March in the bass register. Tyulin 
uses both the treble and bass in his re-harmonization, but 
takes the register down by a fifth. Two of the cadences re-
solve classically, from the dominant to the tonic, with the 
bass moving down by octave. Along with these changes, 
Tyulin excludes the four-measure introduction from the 
March. And the form is different, in three parts rather than 
two.

Tyulin repeats the first eight measures and octave 
higher, the refrain becomes twice as long, with each state-

ment modulating to the dominant (G major). The opening 
eight-measure phrase of the refrain continues in F major 
and then moves to the home key of C major. The re-arrange-
ment naturally brings to mind the famous C-Major March 
in Prokofiev’s collection of children’s music, his twelve easy 
pieces for piano (Op. 65, 1935). The first eight measures of 
that piece repeat in F major, either as a parallel accompani-
ment in the first part of the binary form (despite being in a 
different key) or as the strange beginning of the middle of 
a simple ternary, one that continues as a real development. 
The music charms, teases, sowing confusion with confusion. 
A similar phenomenon (albeit in reverse order) is observed 
in Tyulin’s version of the Sokol March. Thus it is possible that 
Tyulin’s life-long love for Prokofiev’s music and his long years 
studying and teaching it inevitably led him to approach the 
March with much greater knowledge of Prokofiev’s compo-
sitional practice than the composer himself had when, in 
1912, the March was written.

To make a serious comparison between the real and re-
membered Marches one must avoid trying to decide which 
is worse and which is better and instead determine what 
one epoch discovered about itself in the representation of 
another. For example, Prokofiev’s major-third accompani-
ment at the start of the refrain is gentler in Tyulin’s version 
but less elegant and, unsurprisingly, less energetic.

Tyulin’s version of the March obviously departs in lesser 
and greater details from Prokofiev’s original. It could not be 
otherwise. To expect this not to be the case would be to as-
sume that Tyulin had memorized the March and more than a 
half a century later represented it as Prokofiev’s version. We 
do not consider it necessary to mention all of the unavoid-
able discrepancies. The most significant are noted above.

Concluding our familiarization with this interesting expe-
riment, a happy event if not exactly an especially historical 
one, we turn to a different document that brings together 
Tyulin and Prokofiev. It is a short letter by Prokofiev written 
in response to Tyulin.60 Like all of Prokofiev’s manuscript ma-
terials, it is written in his characteristic shorthand, devoid 
of vowels but easy to decipher. Prokofiev’s familiar script 
is pointed, precise, categorical and didactic, imposingly 
cloaked. The subject of the correspondence is obvious: 
Prokofiev’s music was constantly the object of Tyulin’s atten-
tion as a scholar and a teacher.

In class Tyulin sometimes demonstrated the composer’s 
“mistakes,” but critiqued them with such biased delight that 
it became obvious that Tyulin truly loved Prokofiev’s music. 
I think that personal circumstances played a role in this. The 
two musicians met when they were young, in 1911; their 
friendship was unencumbered and lasted until Prokofiev’s 
death; their contacts on musical matters held enormous sig-
nificance for Tyulin. 

Irrespective of his particular attachment to certain works, 
he looked at all of Prokofiev with us (that is, playing and 
discussing his output in class, sometimes listening to it in 
class, but mostly at home). When the piano score of War and 
Peace appeared it became one of the “repertoire” works for 
our harmony course. In our student years, 1958-59, the VTO 
Ensemble of Soviet Opera performed a concert version of 
the opera Semyon Kotko to piano accompaniment. It was a 
huge event in our life. The performance was remarkable, 
and the strong impression the opera made is still with me. 
None of the subsequent theatrical productions of the En-
semble remotely compared to it. Tyulin first heard the En-
semble’s Kotko in Moscow. Then we listened to it in Lenin-
grad together, and it seemed to me (now I’m certain) that 
Tyulin’s biased attention to the truly phenomenal sound of 
the piano was tied to his personal experience working in the 
theater during his youth. 
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In 1960 the piano score of the opera Semyon Kotko was 
published. I know that Tyulin played it a lot. As it happens, 
he had a lot of complaints about the libretto. But the music 
captivated him. I find it difficult to remember anything akin 
to the reaction he had to it. There was something deeply 
personal, perhaps associated with the fate of the opera on 
the stage, which Prokofiev and Tyulin once discussed. But 
of course his passion for Semyon Kotko had to do with more 
than just its performance history. There was, for example, the 
scene of Lyubka’s madness, among other episodes. In italics, 
I provide Tyulin’s memorable, oft-repeated comments from 
our studies of excerpts from the opera: An “eerie” ostinato 
(built on a one-measure motif, fascinatingly illuminated with 
a re-harmonized subdominant spaced apart from the tritone 
G Minor and C# Minor beneath a constantly repeating e1-f1-e1 
in the upper lines; the tritone b-f as the “tonic” of the scene be-
tween Nikolka and Semyon; the Act I leitmotiv of Klembovsky (a 
counterpoint of two types of ostinato and chromaticism: in the 
lower voice, eighth notes with pauses, essentially quarter notes 
around the dominant, D-C#-B#-C#; in the upper voice, mostly 
eighths, chromatic saturation of the interval between the first 
and third scale degrees, coupled with the shifting octaves, gives 
the melodic line an especially “tortured” and poisonously omi-
nous character, f#3, M f#3, g#3, a3, g#3, f#, M f#2, g#3, f#3); the 
wonderful harmonic discoveries in the refrains of “likewise” and 
“so with that a little goodbye” (“such movement from B minor 
to G# minor, balletic in its plasticity!”).

Prokofiev’s letter to Tyulin is of interest as testament to 
his responsiveness to his friends, his attention to their needs. 
That is, the composer wrote a list of his piano pieces and 
promised to send a more complete list later on. Rather sur-
prisingly, he is interested enough in Tyulin’s interpretation of 
his work that he asks to see it. 

We recall in conclusion a comment by Alexander Pushkin: 
“A great writer’s every line is precious for posterity. We gaze 
with intent at the autographs, even if they are nothing more 
substantial than an entry in an expenses book or a note to a 
tailor. We cannot help but be struck by the notion that the 
hand inscribing the humble figures, the trivial words, is the 
same hand and perhaps even the same pen behind those 
great works that have become the subject of our studies and 
enthusiasms.”61 

The materials presented here doubtless belong to this 
category.
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