
Kiril Petrovich Kondrashin was internationally the best-known conductor of the Soviet Union 
and also the most prominent one to emigrate from that country. He was known for vigorous 
and solid performances of a wide repertory, particularly the Russian masters.
 He was brought up with music, as his family included several orchestral musicians. He 
took piano lessons, and the family got him lessons in musical theory at the Musical 
Teknikum with Nikolai Zhilyayev, who had a strong influence on him. While still a student, 
he made his conducting debut in 1931 at the Children's Theater. He entered the Moscow 
Conservatory in 1934, where he studied conducting with Boris Khaikin. He graduated in 
1936, but by then had obtained a job as assistant conductor at the Nemirovich-Danchenko 
Music Theater in 1934, debuting with the operetta Les cloches de Corneville by Planquette.
 In 1936 he was conductor at the Maly Opera Theater in Leningrad, retaining that post until 
1943. Along with other artists who were deemed important to the war effort, he was 
evacuated from besieged Leningrad after the German invasion of Russia. In 1943, he 
became a member of the conducting staff of the Moscow Bolshoi Theater, which was also 
in a wartime home outside the capital. He remained with the Bolshoi until 1956, making 
marked improvement in his interpretation.
 Meanwhile, a demand was building for him as a concert conductor. He received Stalin 
Prizes in 1948 and 1949. When he left the Bolshoi, it was with the intention of centering 
his career on the podium rather than in the pit. His fame grew greatly in 1958, when he led 
the orchestra in the prizewinning appearances of American pianist Van Cliburn at the 
Tchaikovsky International Competition. Cliburn charmed both his home country and his 
Russian hosts, and the resulting LP record of the Tchaikovsky First Piano Concerto, 
conducted by Kondrashin, was a long-time best seller. This led to his American and British 
debuts, making Kondrashin the first Soviet conductor to appear in the U.S.
 In 1960 he was named artistic director of the Moscow Philharmonic, and as such 
participated in another piano concerto blockbuster recording with a U.S. piano star, the 
great Prokofiev Third Concerto recording for Mercury with Byron Janis, still considered by 
many the greatest interpretation of that brilliant work on disc. Kondrashin's performances 
were bright and dramatic, tending to programmatic interpretations that commentators saw as 
the legacy of his theater career. He was the U.S.S.R.'s finest interpreter of Mahler, leading 
all the symphonies with unusual restraint and with the expressive and dramatic qualities of 
the music seemingly enhanced by understatement.
 He left the Moscow Philharmonic in 1975, turning to guest conducting. As a result of high 
demand outside the U.S.S.R., he decided to emigrate in 1978. He was named permanent 
conductor of the Amsterdam Concertgebouw in 1979, and immediately began making a 
notable series of recordings with them, but died in that city only two years later.



 Tchaikovsky composed this music between February and August 1893, and conducted the first 
performance on October 28 of that year in St. Petersburg. Already in 1890 Tchaikovsky had written to 
his patroness of 13 years, Nadezhda von Meck, about a possible "program symphony." By 1893 he was 
ready to follow through on the idea, dedicated to his nephew Vladimir Davidov, the "Bobyk" (or "Bob") of 
many diary-entries and letters during the 1880s. After a successful premiere, however, he was not 
satisfied with Program Symphony (No. 6) on the title page. Several days later Modest suggested 
"patetichesky," which in Russian means "1, enthusiastic, passionate; 2, emotional; and 3, bombastic" 
(rather than "pathetic" or "arousing pity," as in English). Pyotr Il'yich was delighted by the suggestion: 
"Excellent, Modya, bravo, patetichesky!" He wrote this onto the score, and sent it the same day to his 
publisher, Jurgenson. Two days later, however, he had qualms and asked Jurgenson to suppress 
subtitles -- to issue the work simply as Symphony No. 6, dedicated to Bobyk. One week later, he was 
dead. As for Jurgenson, he could not resist the opportunity in 1893 to publish No. 6, in elegant Lingua 
Franca, as Symphonie pathétique. The sobriquet has stuck ever since.
 During the work's incubation Tchaikovsky was in rare good spirits, pleased with his boldness and 
fluency, especially in the trailblazing finale, a drawn-out Adagio of funereal character. Where others still 
wrote conventional slow movements, he hit on the idea of "a limping waltz" in 5/4 time. And he made 
the scherzo a march that builds to such a pitch of excitement that audiences ever since, everywhere, 
applaud at the end.
 A lugubrious Adagio prologue begins with a bassoon solo in E minor that makes its way upward 
through the murk of divisi string basses, followed by a nervous little motif that blossoms into the main 
theme of an Allegro ma non troppo sonata-structure in B minor. The memorably sighing, mauve-hued 
melody that dominates this movement is actually its secondary subject. A crashing orchestral tutti sets 
up the passionately agitated development section, followed by a condensed reprise and a brief, calmed 
coda.
 Tchaikovsky's marking for this D major "waltz" movement is Allegro con grazia -- a song and trio with 
extended coda whose mood may be wistful, even melancholic midway, but whose spirit is balletic, to the 
extent of echoing Nutcracker's "Waltz of the Flowers," composed a year earlier.
 The March-Scherzo, Allegro molto vivace in common time, has an elfin character at the start. It is a 

sonatina (exposition and reprise without development) that quick-steps to an explosive climax but 
always returns to tonic G major.
 Another sonatina (symphonic developments were Tchaikovsky's bête noire) is anchored in B minor, 
although the tragic second theme enters in D major. The overall mood is inconsolably grieving, but not 
"pathetic." Ultimately, the music returns to those murky depths in which the symphony was born some 
40 minutes earlier -- without, however, benediction or hope.

Romeo and Juliet, Russian Romeo i Dzhulyetta, English in full Romeo and Juliet, Fantasy-Overture 
After Shakespeare, overture by Pyotr Ilyich Tchaikovsky that continues to be much loved as a concert 
piece. Further, its central love theme is frequently quoted today in romantic scenes for film and 
television. The work was premiered in Moscow on March 4 (March 16, New Style), 1870, and twice 
revised, reaching its final form in 1880 (third version first performed 1886).
 The idea for a piece using the story of William Shakespeare’s Romeo and Juliet was suggested by 
Tchaikovsky’s older, more-experienced colleague, the composer Mily Balakirev, who proposed the 
subject matter, possible themes, and a general outline for the work. Balakirev was somewhat critical of 
the results—as Tchaikovsky had in places followed his own instincts rather than Balakirev’s sugges-
tions—yet he expressed cautious approval of the piece as a whole.
 Rather than portraying the play’s events in the order in which they occur, Tchaikovsky presents a 
variety of characters and moods whose melodies offer effective musical contrast. The work opens with a 
serene clarinet-and-bassoon melody that represents the lovers’ ally, the sombre and reflective Friar 
Laurence. The music then shifts to suggest violence, with a chaotic theme for the feuding Montague 
and Capulet families. Soon Tchaikovsky introduces a new melody: the soaring love theme of Romeo 
and Juliet themselves. As the piece progresses, love and violence share the stage with a sense of 
growing urgency until the love theme is reprised in a minor key, suggesting their tragic deaths. The 
work concludes with a hint of Friar Laurence’s melancholy theme (in the play he arrives on the scene 
too late to prevent the two suicides).
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Tchaikovsky Symphony No. 6 - Romeo and Juliet, Fantasy Overture - Kondrashin - Moscow Philharmonic Orchestra

 

1. Adagio - Allegro con troppo 18:16
2. Allegro con grazia 8:06
3. Allegro molto vivace 8:41
4. Finale - Adagio lamentoso 10:17
5. Romeo and Juliet, Fantasy Overture 19:46
Total Time: 1:05:06

Symphony No. 6 Recorded by Meloydia 1965
Romeo and Juliet Recorded by Meloydia 1967
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