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DISC ONE

Goldmark’s Rustic Wedding
Symphony featured in the
Classical Charts and was a
Gramophone Magazine Critics’
Choice.
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In the early 2000s, Yondani Butt
suffered damage to his vocal
chords, and retired from
conducting. However, in 2009
he returned to the podium,
working with the London
Symphony Orchestra to record
many of the Austro-German
classics, including Beethoven,
Brahms,
Schumann
and
Wagner, as well as works by
Tchaikovsky, and a disc of
French Classics.
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The Voyevoda - Symphonic Ballad, Op. 78

11.19

DISC TWO

Yondani Butt was also a
composer. He studied free
counterpoint and composition
with Bernard Heiden (1910–
2000). Heiden was born in Frankfurt am Main and was a student of Paul Hindemith’s. In Indiana,
Yondani Butt studied piano with Sidney Foster, a protégé of Isabelle Vergarova and David
Saperton at the Curtis Institute. In Michigan, he studied ensemble with Eugene Bossart (1917–2011)
and piano with Karen Keys, who had been a student of Alfred Cortot.
Yondani Butt died on 28 August 2014.
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Symphony No. 5 in E Minor, Op. 64
52.08
I
Andante – Allegro con anima
16.03
II
Andante cantabile, con alcuna licenza – Moderato con anima –
Andante mosso – Allegro non troppo – Tempo I
15.26
III
Valse: Allegro moderato
6.21
IV Finale: Andante maestoso – Allegro vivace – Molto vivace –
Moderato assai e molto maestoso – Presto
14.18
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Symphony No. 6 in B Minor, Op. 74 ‘Pathétique’
I
Adagio – Allegro non troppo
II
Allegro con gracia
III
Allegro molto vivace
IV Finale: Adagio lamentoso

49.20
20.31
8.18
9.39
10.52

Produced by Chris Craker
Engineered by Simon Rhodes, edited by Simon Haram
Recorded at Abbey Road Studios, London, November 2012
Overture to Manfred recorded at Abbey Road Studios, November 2012
℗ 2013 Wyastone Estate Limited
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The year 1888 saw Tchaikovsky preoccupied with matters of faith and death. He was haunted by
dreams of his beloved Eduard Zak, who had committed suicide in 1873: ‘The death of this boy, the
fact that he no longer exists, is beyond my understanding. I believe I have never loved anyone as
much as him’. Even 15 years after Zak’s premature death at the age of 19, Tchaikovsky clung to his
memory: ‘... I loved him – that is, not loved, but love him still. His memory is sacred to me!’ It seems
entirely probable that these feelings influenced the composition of the Symphony No.5.
Tchaikovsky began writing the symphony in May of 1888, and sketches were ready by 29 June.
Then, after pausing to finish drafting his fantasy overture, Hamlet, Tchaikovsky finished
orchestrating the symphony so that it was complete by the end of August. In the same month, the
composer wrote to his patroness, Nadezhda von Meck, that ‘it seems to me I have not failed, and
that it is good.’ The work is dedicated to Theodor Avé-Lallement, a very conservative teacher from
Hamburg, whom Tchaikovsky had met on his first tour as a conductor of his own and other works,
at the beginning of 1888. Tchaikovsky was, by this time, Russia’s leading composer, and a major
musical figure on the international stage. He recorded that Avé-Lallement advised him to settle in
Germany, ‘where classical tradition and conditions of the highest culture would quite certainly free
me from my shortcomings’. The symphony is certainly the most classical of the last three
Tchaikovsky wrote.
The Symphony No.5 was premiered on 17 November 1888 in St Petersburg, with the composer
himself conducting. The reception was mixed. Audiences were enraptured; the composer was
hailed by a triple fanfare from the orchestra; and he was even presented with a scroll awarding him
honorary membership of the St Petersburg Philharmonic Society. The critics, however, were less
welcoming of the new work, with some praise for the first two movements, but less than favourable
comparisons with the monumental Fourth Symphony, written 11 years before. It was suggested
that Tchaikovsky was losing his touch, and the composer-critic Cui – one of the Russian ‘Five’ –
dismissed the Fifth Symphony as ‘routine’ and ‘meretricious’.
As ever, Tchaikovsky took this criticism to heart, and fretted about the symphony. He wrote to
Nadezhda von Meck:
After every performance I come to the same conclusion that this symphony is a failure – and I am
upset in the extreme by my awareness of this unexpected failure (which may mean a decline in my
4
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Yondani Butt, conductor
Yondani Butt was born in Macau. He held a Ph.D. in chemistry, on which subject he has published
numerous research papers. He studied conducting with Wolfgang Vacano (1906–1985) at Indiana
University, majoring in chemistry. He continued to study conducting with Josef Blatt (1906–1999)
at the University of Michigan while pursuing his chemistry degree.
Yondani Butt has inherited from his teachers a unique musical heritage. Both Vacano and Blatt were
born in 1906. Vacano was born in Cologne, moved to Berlin as a child, and studied at the Staatliche
Hochshule für Musik. Blatt was born in Vienna and studied piano with the great Leschetizky at the
age of four. He later studied conducting with the legendary Clemens Krauss who was the music
director of the Vienna Philharmonic as well as the Vienna Opera. Krauss was greatly influenced by
Arthur Nikisch, and was a close friend of Richard Strauss. Through this exceptional lineage,
Yondani Butt has inherited a vast repertoire via both Blatt and Krauss, notably the works of Mahler,
Richard Strauss and Wagner. Vacano had taught some students conducting at Indiana and Aspen,
but Blatt rarely took on students. Yondani Butt was recommended to Blatt by Walter Robert,
himself Blatt’s fellow-student and a famous piano pedagogue.
As founder of Symphonie Canadiana, Yondani Butt has led the orchestra on major tours
throughout North America. From 1983, he held the position of Resident Conductor of the Victoria
International Festival, creating the highly successful Concerti Extravaganza series, for which he
conducted more than 23 concerts in six weeks. Frequently in demand as a guest conductor,
Yondani Butt has recorded and performed throughout the USA, Canada, Latin America, Asia and
Europe.
Hailed by Robert Marsh of the Chicago Sun Times as 'an outstanding talent', Yondani Butt received
acclamation from critics and audiences for his many CD recordings and concert performances. In
1995, Yondani Butt received an MRA Gramophone Award in the Symphony category for his
recording of Glazunov’s Sixth Symphony. He had won the same Award in 1986 for his
interpretation of Rimsky-Korsakov’s Third Symphony. Yondani Butt’s recording of Glazunov’s
Third Symphony is recognized by the Glazunov Society as definitive, and earned him the title of
Honorary Patron of the Society. His extensive discography includes works by Elgar, Glière, Grieg,
Kodály, Lalo, Liszt, Mahler, Raff, Saint-Saëns, Sibelius and Richard Strauss. His recording of
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However, a 15-year-old violinist, Konstantin Saradzhev, managed to slip past security, and listened.
He later recalled:
There were many stops: it seems that they were correcting mistakes in the orchestral parts and
indeed in the performance. I didn’t really understand, of course, the significance of what was going
on; but all the same I remember feeling that something out of the ordinary was happening. When
the class finished, the students left the hall in great excitement, sensing that this was something
unlike anything they had ever heard before. Then I saw Tchaikovsky... carrying a very big score.
His face was a really deep red, very agitated... It was difficult to grasp what all these people had
just lived through, but it was quite clear to me that something special, exceptional, out of the
ordinary, had just taken place.
Tchaikovsky conducted the premiere on 28 October in St Petersburg. Despite his own delight in his
work, the audience was bewildered, and critical reception was muted. Nine days later,
Tchaikovsky was dead. The cause of his death is a controversy which still rages. Was it accident,
from contracting typhoid after drinking a contaminated glass of water? Or was it suicide, in the
wake of a brewing scandal about Tchaikovsky’s apparent relationship with the nephew of a
Russian aristocrat? Possibly, it was a fusion of the two, the composer drinking unboiled water in a
spirit of forgetfulness or wretchedness. It seems unlikely that a definitive account of what
happened will ever be uncovered.
© Joanna Wyld, 2013

creative powers)... It turns out the symphony is too gaudy, too unwieldy, insincere, too long and
possesses insufficient appeal in general... Have I perhaps ‘shot my creative bolt’? Is this perhaps
already the beginning of the end? How dreadful that would be! It certainly is unfortunate that a
symphony written in 1888 is not as good as one dating from 1877.
Tchaikovsky’s assessment of his own abilities makes painful reading; he consistently
underestimated his creative powers, believing criticism and not praise, and revealing his own
anxiety and depressive tendencies in the process. After conducting the Fifth Symphony in Prague,
he wrote: ‘It is a failure; there is something repellent, something superfluous and insincere that the
public instinctively recognises.’ Yet by the following Spring he was eventually able to admit: ‘I like
it far better now.’
Tchaikovsky’s fears that he was losing his powers were, of course, unfounded, and the glorious
‘Pathétique’ Symphony, No.6 followed. Furthermore, the Symphony No.5, though inevitably
overshadowed by the immediacy of the two symphonies which flank it, has a great deal to
recommend it to the listener. The work has the quality of programme music, and indeed,
Tchaikovsky hinted at the emotional trajectory he had in mind when composing the work:
Introduction. Total submission before Fate – or, what is the same thing – the inscrutable designs
of Providence.
Allegro (I) Murmurs, doubts, laments, reproaches against ... XXX
(II) Shall I cast myself into the embrace of faith?
In his diary entries of 1884, ‘XXX’ refers to Tchaikovsky’s own homosexuality; it seems highly likely
that it was to this that the composer was alluding. The recent recurrence of his memories of Eduard
Zak corroborate this view. However, between the Fourth and Fifth Symphonies comes a subtle
shift: in the Fourth, Tchaikovsky focussed on ‘Fate’, but in the Fifth, this has evolved into
‘Providence’. This suggests a significant move towards a more religious realm, which may have
offered the composer some comfort; a sense of acceptance, and, perhaps, a hope for something
better, and fairer, beyond this life. This sentiment is illustrated by the composer’s use of a quote
from Glinka’s A Life for the Tsar: ‘Turn not to sorrow’.
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Providence’ is more flexible and, ultimately, hopeful, than ‘Fate’. Tchaikovsky once wrote, ‘The
intelligent man who believes in God has a shield against which the blows of Fate are absolutely
vain’. In the Fifth Symphony, Providence is conveyed through a solemn, rhythmically distinctive
theme which begins slowly on low clarinets during the first movement’s slow introduction, to a
simple accompaniment. The Allegro con anima begins with skittish ‘murmurs’ from the woodwinds,
followed by intricate textures and moments of ferocious power, as well as a lyrical second theme
which may, if Tchaikovsky’s notes are to be taken literally, represent ‘faith’. The Providence theme
is then varied and built up throughout the whole symphony, eventually transformed into the
finale’s march.
The slow movement begins with a famous horn solo, marked dolce con molto espressione, with
answering phrases from oboe, clarinet and bassoon. The horn line has a singing quality,
accentuated by the movement’s ‘cantabile’ marking, and by the exceptionally frequent tempo
alterations every few bars, indicating that Tchaikovsky had a very specific idea of how this material
should be expressed. Indeed, it is difficult not to perceive autobiographical elements in this
movement, not least because Tchaikovsky apparently wrote over the horn solo: ‘O que je t’aime! O
mon amie! Oh, how I love... if you love me... With desire and passion.’ Was Eduard Zak in
Tchaikovsky’s mind as he wrote? The music unfolds with increasing intensity, building in
harmonic and dynamic tension with growing ecstasy – until the passion is abruptly curtailed by a
cruel, forceful version of the Providence theme. The implication could hardly be clearer:
Tchaikovsky’s own longings quelled by the values of the culture in which he lived. Yet the
movement ends with tender tranquillity, and, perhaps, resignation.
There follows a graceful and balletic waltz, enhanced by elegant woodwind writing. A minor-key
section in the centre of the dance adds drama, with frenetic string writing accentuated by piccolo,
before a return to the opening material. Although the movement represents an escape from the
preceding emotion, the ache has not been expunged altogether. The main melody, derived from a
tune Tchaikovsky had heard sung by a boy in Florence, has a wistful quality, and the return of the
Providence theme reminds us that its power is never entirely absent.

Tchaikovsky opens the work with a murky slow introduction, featuring an extremely quiet bassoon
solo and mournful strings. In sonata form, the first subject area is a nervy, lightly-orchestrated
series of ideas, growing in tension. This is contrasted with a second theme of ravishing beauty – one
of the most powerful and expressive ever written by Tchaikovsky. The development section,
starting with an abrupt orchestral chord, is an agitated exploration of these ideas, followed by a
shortened reprise of the main themes, and a hymn-like coda.
Although lighter in mood, the second movement also shows Tchaikovsky at the peak of his powers.
The composer beguiles us into hearing a waltz – but, instead of triple meter, he uses 5/4 time,
creating a simmering undercurrent that subtly unsettles the balletic grace on display. This
framework allows for moments of yearning to surface amid the elegance, including clear echoes of
the first movement’s passionate theme.
The third movement combines march and scherzo, its military tempo contrasted with a skittish
string texture and fragmentary ideas passed across the orchestra. In contrast with the rest of the
symphony, the movement ends in triumphant mood, not hinting at the devastation to follow.
Yet the sorrowful Adagio lamentoso opening of the final movement can leave us in no doubt that the
preceding movement’s joie de vivre was temporary. After a mysterious opening in B minor,
Tchaikovsky unfolds a wistful second theme in D major, imbued with grief and longing. The drama
which ensues has a heavy, fatalistic air, as though the struggle has already been lost, and we are
hearing a last, desperate cry of anguish before resignation takes hold. The muddy opening texture
returns, and the symphony ends without solace.

Tchaikovsky sometimes found that his structures could become unwieldy, which is not entirely
surprising when one considers that he combined great admiration for Mozart with the desire to

The period just before the work’s premiere was jittery. In Moscow, at Taneyev’s house, the Sixth
Symphony was played through on the piano, heard by guests including the young Rachmaninov.
The composer Ippolitov-Ivanov remarked that ‘the symphony did not make much impression on
us’, observing ‘frequent stops to make corrections of details’, and ‘nagging interruptions from
Pyotr Ilyich, who was especially on edge that evening.’ On 21 October, the Symphony was given
an orchestral run-through by a student ensemble at the Moscow Conservatory. The composer was
in a paranoid frame of mind, so no students other than the orchestral musicians were allowed to
attend.
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and worked on the symphony with little interruption until August. He considered the Sixth
Symphony to be ‘the best of all’, stating that: ‘It seems to have turned out well, [considering] how
rarely I compose something with passion and enthusiasm.’
True to his word, Tchaikovsky kept the meaning of his ‘Programme Symphony’ out of public view.
However, it seems he may have confided in his brother, Modest (Anatoly’s twin), who later
recounted:
The first movement represents the artist’s life, that mixture of grief, pain and irresistible longing
for the great and noble... The second encapsulates the fleeting joys of life – joys which are not to be
compared with the everyday pleasures of other people and are therefore expressed in the unusual
5/4 time... The third movement tells the story of his musical development. Early in his life... he had
merely trifled with music... but then he became increasingly serious and eventually achieved fame.
That is what is expressed in the triumphal march at the end.
The fourth movement represents his state of mind during the last years of his life – his bitter
disappointment and his deep sorrow at having to recognise how transitory even his fame as an
artist was, and that there was nothing he could do to mitigate his horror at the everlasting
nothingness, that nothingness which threatened to swallow up inexorably and for all time
everything that he loved and in his lifetime had always regarded as eternal.
It is, of course, very possible that this was Modest’s interpretation of Tchaikovsky’s music in the
wake of his brother’s death, rather than a direct indication of what the composer intended.
However, the description seems closely allied with the music. Furthermore, it was Modest who
suggested the title which has since become forever associated with the work: patetichesky, meaning
emotional and passionate. The composer was initially delighted with the suggestion, and added it
to the score. He then balked at the idea of publishing anything more explicit than the dedication to
his beloved nephew, Vladimir Davydov, known as “Bob”. Ultimately, death intervened, and
Tchaikovsky’s publisher, Jurgenson, saw the aptness of issuing the score under the title Symphonie
pathétique.
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express complex emotional journeys. In the finale, these influences pull against each other: on the
one hand, Tchaikovsky casts the movement in sonata form, but on the other, is preoccupied with
transforming the Providence theme into a triumphant guise. The movement duly opens with a
major-key rendition of the theme; and the same theme returns at the start of the development
section. At the very end of the finale, Tchaikovsky heralds Providence’s victory parade with
marching chords and woodwind gestures, before the climactic ending in which hope prevails.
Criticisms of the work are often directed at the fact that this happiness doesn’t entirely ring true;
but there is always a risk of imposing too much knowledge of the composer onto his music. The
knowledge that Tchaikovsky was so often unhappy can make us uncomfortable with moments of
joy in his music, even if, when taken on its own terms, the music has a victorious air. Perhaps the
best way to understand this music, as with moments in Mahler, is to appreciate that the desire to
be happy translates into music of vicarious pleasure; taking delight in imagining happiness was
perhaps a real source of comfort for Tchaikovsky, even if life failed to provide so satisfactory a
conclusion. The symphony’s last bars divide opinion. Some hear the final notes as fateful blows,
admitting defeat; whereas others hear a definite sense of triumph – of despair vanquished by hope.
In 1867-8 Tchaikovsky wrote an opera entitled The Voyevoda, based on a play by Ostrovsky, but his
later Symphonic Ballad of the same name, Op.78, is an entirely separate work, inspired by
Pushkin’s poem of the same name. The poem concerns a landowner (the Voyevoda) who returns
home from war to find his wife with her lover. He orders his servant to shoot her; but it is the
Voyevoda who falls dead. Pushkin’s poem is rather dry and ironic, but Tchaikovsky focuses on the
story’s emotional turmoil. The outer sections concern the tense relationship between the Voyevoda
and his wife, whereas the central section is gentler, depicting the wife and her lover.
In common with the Fifth Symphony, Tchaikovsky was dissatisfied with this work and coruscating
in his self-criticism, declaring at the premiere that, ‘Such rubbish should never have been written’.
The composer had begun work on the ballad in September 1790, but finished it almost a year later,
before conducting the premiere on 18 November 1891, in Moscow. Not only did Tchaikovsky
threaten to destroy the score before the performance; he actually made good his promise, getting
rid of it after the premiere. Fortunately, fellow musician Alexander Siloti retrieved the orchestral
parts, and the work was saved. Later, Tchaikovsky explained his moment of destruction to his
NI 7104
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publisher: ‘I do not regret The Voyevoda – it's got what it deserved. I am not in the least sorry, for I
am profoundly convinced that this work would compromise me ... If something of this sort
happens again, I shall tear it to shreds, or else completely give up composing.’
One reason for Tchaikovsky’s despair was, undoubtedly, Nadezhda von Meck’s withdrawal of
support after 13 years of correspondence, and both financial and emotional help. Tchaikovsky, who
had relied upon her so completely, never fully recovered. In fact, his patroness only retracted
financial help out of her own pecuniary need; it was her son-in-law who orchestrated the cessation
of the friendship. Both Tchaikovsky and von Meck were devastated.
The Voyevoda opens in tempestuous vein with a sweep of orchestral activity, with agitated strings,
strident brass and powerful percussion. A quieter texture emerges, featuring bass clarinet, flutes,
and mysterious brass chords, leading into a colourful passage with harp and, notably,
Tchaikovsky’s first use of the celesta – an instrument more famously used in The Nutcracker, a later
work. The magical, rather enigmatic romantic central section follows, before timpani rolls herald
the return of the more ominous mood, punctuated by a sudden chord, depicting the Voyevode
being shot. Astonishingly, the piece fades to a close almost immediately: Tchaikovsky portrays the
immediacy of death with startling precision.
Tchaikovsky was wrong, surely, to be so damning of this work, which not only brims with
atmosphere, intrigue and orchestral colour, but which is one of his most fascinating pieces in terms
of mood. Instead of attempting the longed-for but seemingly impossible route from melancholy to
joy, in The Voyevoda, Tchaikovsky faces the story head on, with a remarkable grip on reality. Marital
tensions, affairs and death are dealt with directly, without too much over-romanticising or any
attempt at a happy ending. This was at once a reflection of musical maturity, and of the very real
sadness the composer had to face during the last years of his life. It is tantalising to imagine what
Tchaikovsky’s music would have been like had he lived in a more permissive society. Yet there is
no denying that Tchaikovsky’s pain was invariably transformed, through some alchemy, into
music of sublime beauty.

In February 1893, after an intense but hugely successful tour in the Russian city of Odessa,
Tchaikovsky embarked on the composition of his Sixth Symphony. He was in ebullient mood,
having been treated as a celebrity in Odessa. Back in Klin, Tchaikovsky wrote to his brother
Anatoly in mid February: ‘It seems that the best of all my works is coming forth from me.’ There are
many who would agree with this appraisal: the Sixth Symphony is one of Tchaikovsky’s greatest
achievements, marrying a sweeping structure with exquisite emotional depth.
Ideas for Tchaikovsky’s last symphony had, it seems, been forming in his mind for four years. In
1889, within a year of completing his Fifth Symphony, Tchaikovsky expressed the belief that he had
one more great symphony in him, which he felt would represent the culmination of his life’s work:
While on my travels I had an idea for another symphony – a programme work this time, but its
programme will remain a conundrum to everyone. Let them guess at it. But the symphony will be
called ‘Programme Symphony’ (No.6) ... This programme is imbued with subjectivity. During my
journey, while composing it in my thoughts, I often wept a great deal. Then, after returning, I
began writing drafts, and the work was as heated as it was rapid. In less than four days I completed
the first movement, and the remaining movements were clearly outlined in my head. Half of the
third movement is already finished. There will be much that is new in this symphony where form
is concerned, one point being that the finale will not be a loud allegro, but the reverse, a most
unhurried adagio. You cannot imagine the bliss I feel after becoming convinced that time has not
yet run out and that it is still possible to work. I may of course be wrong here, but I suspect that I
am not.
As well as sketching ideas during his voyage back from America, where he conducted at Carnegie
Hall in 1891, Tchaikovsky also came up with a programme at around this time:
The underlying essence... of the symphony is Life. First part – all impulsive passion, confidence,
thirst for activity. Must be short (the finale death – result of collapse). Second part love: third
disappointments; fourth ends dying away (also short).
The fact that these ideas had been evolving for some time may in part explain why the actual
process of composition was relatively brief. Tchaikovsky began work during the spring of 1893,
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