
  
Rozhdestvensky was the son of conductor Nikolai Anosov and soprano 
Natalya Rozhdestvenskaya. A pupil at the Gnesin School of Music and 
the Moscow Conservatory school for children, he entered the 
Conservatory in 1941 to study conducting with his father and piano with 
Lev Oborin. While still at the Conservatory, Rozhdestvensky conducted 
Tchaikovsky's Nutcracker at the Bolshoi Theater. Following his 
graduation in 1954, he was appointed assistant conductor at the Bolshoi 
and in 1956 made his first visit to England with the Bolshoi Ballet. In 
1961, Rozhdestvensky was named artistic director of the Soviet Radio 
Symphony Orchestra, remaining there until 1974. Three years later, he 
became Bolshoi's youngest principal conductor, remaining at that post 
until 1970. During the Soviet era, Rozhdestvensky programmed music 
by contemporary foreign composers, most likely alienating the Soviet 
musical establishment; nevertheless, as chief conductor and director of the Moscow Radio Symphony 
Orchestra, he was allowed to lead performances of Stravinsky's Rite of Spring, Benjamin Britten's opera A 
Midsummer Night's Dream, as well as works by Poulenc, Hindemith, Orff, and other composers that were new 
to Soviet audiences. He also revived the symphonies of Sergey Prokofiev, who was regarded with suspicion in 
Russia, having lived in America from 1918 to 1936. Only the most eminent and respected Russian musicians 
were allowed extensive foreign tours, and Rozhdestvensky visited many European countries, the U.S., and 
Japan. He also appeared several times in Britain, mainly with the London Philharmonic Orchestra, and at 
Covent Garden. In 1971, he conducted the Leningrad Philharmonic Orchestra in three Promenade Concerts at 
London's Royal Albert Hall. The following year, Rozhdestvensky became music director of the Moscow 
Chamber Orchestra. Artistic director of the Stockholm Philharmonic Orchestra from 1974-1977, he was principal 
conductor of the BBC Symphony Orchestra from 1978 to 1981. His next post was principal conductor of the 
Vienna Symphony Orchestra, where he stayed until 1983. In 1982, he founded, and became chief conductor of, 
the State Symphony Orchestra of the Ministry of Culture in Moscow. In 1987, Rozhdestvensky started teaching 
conducting at the Accademia Musicale Chigiana in Sienna. The Stockholm Philharmonic hired him as conductor 
in 1991, and three years later he was appointed chairman of the Bolshoi's artistic committee. Rozhdestvensky 
has maintained his reputation for adventurous programming in his many recordings and live performances. 
Known for his balanced and refined interpretations of Romantic and twentieth century music, he premiered 
numerous 20th century works, including Denisov's Symphony for two string orchestras and percussion 
(dedicated to Rozhdestvensky), Buzko's White Nights, Shchedrin's Carmen Suite, Prokofiev's opera The 
Gambler, Schnittke's Symphony No. 2 "St. Florian" and Gerhard's Don Quixote. An enthusiastic champion of 
contemporary composers, Rozhdestvensky has also performed works by Kancheli, Mirzoian, Organesian, and 
Skoryk. Rozhdestvensky's writings include Techniques of Orchestral Direction and Reflections on Music. He is 
married to Viktoria Postnikova, a pianist. 



Sibelius composed three versions of this work between 1915 and 1919, and led the premiere of the last 
one on October 21, 1921, in Helsinki. It is abstemiously scored: double winds, brass without tuba, 
tympani, strings. In time for his 50th birthday, which was celebrated as a national holiday in Finland, 
Sibelius completed and conducted a first version of his Fifth Symphony, in four movements -- 
startlingly longer than the final version and comparatively inchoate. (Persons curious to compare them 
may consult a recording of 5/i on the BIS label.) Only string bass parts have survived a revision begun 
immediately after the premiere. Still not satisfied, Sibelius rethought and reworked it over two years. 
What eventuated (5/iii) has become the most popular of his seven symphonies: a triumph of structural 
ingenuity, and a validation of non-programmatic music when Lisztians of every stripe -- most notably 
Richard Strauss and Gustav Mahler -- were deconstructing "absolute" art.
 What finally evolved in the first movement is a structure that begins with the double exposition of two 
theme-groups, the second of them in G (where the strings enter). Sibelius didn't just restate his basic 
materials; his range of mood extended to a passage marked lugubre for bassoons. Through a variety 
of keys he reaches a long development section, which builds toward recapitulation whereupon 12/8 
time, after a slow acceleration, suddenly switches to 3/4, E flat changes to B major, and Allegro 
moderato becomes the new basic tempo. What follows was salvaged from a separate Scherzo 
movement in the 1915 version -- complete with Trio -- but one that segues into the tonic recap of 
theme-groups one and two, followed by a coda that quickens to Presto.
 The Andante mosso, quasi allegretto is as simple, structurally, as the first movement is complex, but 
hardly simplistic: in effect, there are several variations on a rhythm -- two groups of five quarter notes 
separated by a quarter note rest. This "theme" is played first by violas and cellos after a motif for 
clarinets, bassoons, and horns that returns as a countermelody. Sibelius creates "six tunes" (Michael 
Steinberg's diction), more or less tranquil on the surface but underneath mysterious, even briefly 
turbulent, with a translucent passage (violins divided into eight parts) that bespeaks pure genius. Also 
beneath the surface is a first statement (by low strings) of the proclamative theme that will dominate 
the finale.
 Strings play the first theme in what some Sibelians have called a rondo, but others insist is 
sonata-structure, a whirring, buzzing business that culminates in the heroic second theme for pairs of 
horns, playing whole notes, in thirds. Momentum is sustained while the two subjects pursue a complex 
course through various keys and mass dissonances that only the horn theme, reassigned to trumpets, 
can finally cut through, like a machete through jungle growth. Trombones and horns join in, until 
Sibelius decrees silence, followed by six chords that bring his odyssey into a safe and happy harbor.

Sibelius completed this work in February 1923, and conducted the premiere at Helsinki on February 19 
of that same year. His first reference to the work, in 1918, described it as "wild and passionate in 
character. Dark with pastoral contrasts. Probably in 4 movements...intensifying in a dark orchestral 
swell [until] the main theme is drowned." At the same time he cautioned that his plan could change 
-- and how it did! -- "depending on the way my musical thinking develops. I am always a slave to 
my themes and obey their demands." Some of that "wild character" found a home in the last version 
of Symphony No. 5 (1919). The Sixth, however, evolved as a virtual homage to Palestrina, the same 
Renaissance master honored in Hans Pfitzner's then young opera, Palestrina.
 In common with the Seventh Symphony, his incidental music for Shakespeare's The Tempest, and 
the tone poem Tapiola (Sibelius' last orchestral works before he quit composing altogether in 1929), 
the Symphony No. 6 is nature-painting uncluttered by "civilized" detritus. Even the fauna indigenous 
to subarctic Finland are absent, leaving only some bird-like motifs. It is the purest, most inward, in 
many ways most fascinating of his symphonies. For some of us it is also the most hypnotic, to be 
heard countless times without ever revealing all of its secrets.
 The first movement, Allegro molto moderato, nominally in D minor, more accurately can be said to 
inhabit the medieval D Dorian mode (that is to say, from D to D on the white keys of the piano, 
whereas "natural" D minor has a flatted B, and "harmonic" D minor has a sharped C). This lends the 
music an archaic character that nevertheless becomes passionate as it evolves, praising the presence 
of God and ghosts in a cathedral of sound. Sibelius shifts into C major, however, and mostly stays 
there until a radiantly calm coda in D Dorian, as if there had never been C major! Nicolas Slonimsky 
wrote of "thematic molecules" (Cecil Gray called them "cells"), played in thirds by pairs of 
instruments. While these may seem random on first hearing, their development integrates everything 
as if by alchemy.
 The second movement, Allegretto moderato serves, as in Beethoven's Eighth, in place of a slow 
movement, although Sibelius at one time thought of retitling it Andantino (lest conductors play it too 
briskly, as Georg Schnéevoigt did in the first recording in 1934). After a soft bid for attention on a 
drum tuned to F, flutes and bassoons play free-floating chords that resolve in G Dorian. Subtly, a 
3/4 rhythmic pattern takes over as notes-per-measure increase from three to six to nine to 12. 
Scalar passages ascend only to fall partway back, while a saucy motif repeats itself until the ear is 
haunted for days after. The Poco vivace third movement is a brief scherzo in jig time (thus spoke 
Slonimsky). But it has no trio, no B section; thematic molecules from earlier movements are adapted, 
reorganized, and become boisterous right up to the end.
 In the Allegro molto finale, Sibelius completes the C major first half of the opening motif in D Dorian. 
This is the symphony's densest movement texturally, the closest it comes to the 1918 promise of 
passion (but it is never wild). Indeed, Sibelius here echoes the nature poems he wrote from the 
Fourth Symphony on -- as well as Tapiola to come. In structure this comes closest to a conventional 
sonata-rondo, yet it is never traditional or predictable. The word concludes with quiet, undecorated D 
Dorian chords.
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Sibelius Symphony No. 5 & 6 - Gennadi Rozhdestvensky Moscow Radio Symphony Orchestra Moscow Radio Symphony Orchestra

Symphony No. 5
1. Tempo molto moderato;
    Allegro moderato 13:25
2. Andante mosso, quasi allegretto 7:42
3. Allegro molto 8:08
Total Time 29:15

Transferred from a 15ips 2-track tape
Date of Recording: 1975
Recorded by Meloydia

Sibelius
Symphony No. 5 & 6

Gennadi Rozhdestvensky Moscow Radio Symphony Orchestra
Symphony No. 6
4. Allegro molto moderato 9:45
5. Allegro moderato 4:39
6. Poco vivace 3:46
7. Allegro molto 9:20
Total Time 27:30


