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I first met Arnold Griller in 1980, on a visit to Winnipeg while I was studying in 
New York. My introduction to him was a lucky coincidence, brought about through 
a mutual acquaintance. I would not otherwise have known to seek him out, as he 
was not then part of the Winnipeg musical scene. He had moved from California 
to British Columbia in 1963, and then to Winnipeg in 1965, where he continued to 
live until 1994. I found him and his wife, Heather, to be delightful people, and we 
became instant friends. It was with some initial reluctance that he revealed to me 
some of his music, starting with his First Piano Sonata, which I found to possess a 
very personal and original style. I performed it in Winnipeg in 1982, and later on 
CBC Radio – the first time his music was heard publicly in Canada. I went on to 
perform a few more of his piano pieces over the years, and most recently, with Bobby 
Chen, premiered his Introduction, Cakewalk and Allegro for two pianos at the Reform 
Club in London – a piece which, reconfigured for piano and orchestra, is heard on 
this album. Notwithstanding these occasional performances of piano and chamber 
pieces, the main body of Arnold Griller’s work, especially for large ensemble and 
orchestra, remained unknown until the timely release of the first Toccata Classics 
recording of music for chamber orchestra, by Musica Viva and Alexander Walker, 
marked the year of Griller’s 80th birthday.1 

It is an interesting task to try to offer some explanation about the context of this 
fascinating music – what motivated it and why it has remained hidden for so long. 
1 Toccata Classics tocc 0424 presents the ‘Concerto for Small Orchestra’ Ensemble Seventeen (2001), the ‘Concerto for Violas, 
Cellos, Keyboard Instruments and Pitched Percussion’ Distant Villages (2002, rev. 2011) and the Concerto for Clarinet and 
String Orchestra (2014).
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Griller chose to withdraw from the musical maelstrom into which he was born, and for 
most of his adult life has remained in relative seclusion (for the last twenty years in a small 
village in Cornwall). Although I have had many interesting conversations with Arnold 
over the years about music and art in general, he has been very reluctant to ‘explain’ 
his own music or to divulge very much about his past. When I first began performing 
his pieces, he refused to provide programme notes or biographical information, and 
has only begun revealing some of the extraordinary details of his earlier musical life as  
I have been writing the notes for this album and its predecessor.

He was born in London in 1937 into an exceptionally busy musical household. 
His father was Sidney Griller, founder and first violin of the renowned Griller Quartet. 
His mother, Honor Linton, had abandoned her promising career as a pianist to devote 
herself to the quartet in its early years. As a youngster, among the musicians he frequently 
heard in rehearsal and in concert with his father’s quartet were the pianists Myra Hess, 
Denis Matthews and Clifford Curzon, clarinettists Frederick Thurston, Reginald Kell 
and Pauline Juler, violists William Primrose and Max Gilbert, oboist Leon Goossens 
and horn-player Dennis Brain (and, on one occasion, even his father Aubrey Brain). 
Perhaps even more importantly, he listened to the quartet rehearsing works by modern 
composers, among them Béla Bartók, Arnold Bax, Arthur Bliss, Ernest Bloch, Darius 
Milhaud, Edmund Rubbra, Roger Sessions and Seymour Shifrin, to name but a few. 

In his childhood and youth, then, Griller spent time in the company of such 
eminent performers and composers, some of whom had a tremendous influence on 
him. The other members of the Griller Quartet – Jack O’Brien, Philip Burton and Colin 
Hampton – were a constant presence and, owing to the intense schedule of rehearsals 
and concerts, effectively formed part of Arnold Griller’s extended family. They did 
much to encourage Arnold’s musical development and to expand his general cultural 
knowledge. For instance, Philip Burton took him to see many Shakespeare plays for 
the first time, helping to kindle his lifelong passion for literature. Above all, he learned 
much about how a piece of music is made, from listening to his father’s countless hours 
of violin practice and meticulous preparation for the performance of new works. 
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Arnold’s first formal musical studies began at the age of five, when he started cello 
lessons with Alison Dalrymple at the London Violoncello School. Private piano lessons 
with Hilda Dederich began a couple of years later.  He continued with these hugely 
influential teachers until his mid-teens, receiving tuition not only in cello and piano 
but also in musical rudiments and harmony. He later studied cello with Arnold Ashby, 
clarinet with Pauline Juler and composition with John Addison, before leaving school 
at sixteen to spend a year at the Royal Manchester College of Music (now the Royal 
Northern College of Music), where he studied cello with Oliver Vella and composition 
with Thomas Pitfield. He was also inspired by a few of the extraordinary fellow-students 
at the college at that time, who included John Ogdon and Alexander Goehr. 

In 1949 the Griller Quartet became Quartet in Residence at the University of 
California in Berkeley, and in 1954 Arnold decided to join his family in California 
and to continue his studies there. What followed was an intense period of study for 
him. From 1954 until 1957 he was enrolled in the Music Department of the University 
of California, Berkeley, while at the same time taking lessons at the San Francisco 
Conservatory, in cello with Colin Hampton, piano with Lillian Hodgehead and clarinet 
with William O. Smith (known as Bill Smith in jazz circles). At UC Berkeley, he also 
studied conducting with Edward Lawton and took courses in Scandinavian literature. 

During his first year in California, Griller was also searching for a composition 
teacher. Ernest Bloch and Darius Milhaud were both eminent figures in the San 
Francisco Bay area at the time, and there was talk of Arnold’s studying with Bloch, 
one of the composers most closely associated with the Griller Quartet. But Bloch was 
getting on in years and not in the best of health. Since the Quartet was starting to play 
more of the music of Milhaud at that time, it became an obvious choice for Arnold to 
pursue studies with him. Between 1955 and 1958, therefore, in addition to his studies 
at Berkeley, Griller studied with Milhaud at Mills College in Oakland, as well as at 
the Aspen Music Festival in Colorado and in Paris, where he lived for a time with the 
composer and his wife Madeleine. 

Milhaud was undoubtedly the most important musical influence on Griller, who, 
besides composition lessons, also had intense training in tonal counterpoint and 
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orchestration with him. Griller recalls how he was struck, at his very first lesson, by 
Milhaud’s ability to get directly to the point, in a manner that was blunt and yet also 
kind. Of paramount importance for Milhaud was the ability to move forward – not 
to get stuck, not to repeat oneself. That consideration had a lot to do with the ability 
to shape a line, and this aspect of melodic inventiveness became a defining feature of 
Griller’s mature compositional style, even in the most technically or contrapuntally 
complex passages. 

After his final lessons with Milhaud in Paris, Griller’s musical study came to an 
abrupt end.  Between 1958 and 1963 he lived in London, Manchester and Berkeley, 
working at various jobs. He enrolled again for a year at UC Berkeley in 1959, this time 
concentrating on the study of Scandinavian literature with Eric O. Johannesson, who 
was to become an important influence on him, and a lifelong friend. In 1963 Griller 
and his wife moved to Canada, where they spent two years on Vancouver Island before 
eventually settling in Winnipeg. For 25 of their nearly 30 years in Winnipeg, Griller 
taught English to adults at a community college, which gave him the peace and security 
to continue composing. 

Griller’s music is predominantly lyrical in nature – which is not to imply that 
it is simple or straightforward. With each of his works, he seems to have laid 
out new challenges in terms of dramatic characterisation, form and instrumental 
possibilities. His music can stop on a dime (or a sixpence), changing mood 
unexpectedly and instantaneously. It isn’t surprising that two of the composers he 
admires most are Domenico Scarlatti and Francis Poulenc, both of whom, in their 
different ways, can be emotionally kaleidoscopic – especially in their contrast of 
humour and pathos. (It is interesting to note that Griller’s love of Scarlatti began 
in California when he heard Ralph Kirkpatrick perform many of the sonatas on 
harpsichord.) Mozart has always been a source of inspiration to him, and Milhaud 
would often draw on the piano sonatas during his lessons to demonstrate aspects 
of musical invention. Griller was always open to any new music he heard, but in 
his student days the composers he listened to most often were Stravinsky and 
Bartók. 
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This second album of Arnold Griller’s music presents three works employing larger 
orchestral forces. As in the pieces for large chamber ensemble on the first (in particular, 
Ensemble Seventeen and Distant Villages), Griller creates multifarious forms through the 
juxtaposition of distinctly characterised instrumental combinations, but now with an 
even wider instrumental palette at his disposal.

Scherzoid (2017) 1 , as might be gleaned from the title, features a wild array of 
moods and characters vying for position. Griller contains these contrasting elements 
within a tightly organised form, as a circus trainer might keep his beasts in check. The 
resulting dichotomy between structure and content creates a sense of calm amidst chaos, 
reminiscent of the ‘objective’ approach that allows Stravinsky to keep a critical distance 
from his materials. As always, Griller’s orchestration is carefully considered. A chorale-like 
introduction for three trombones and tuba reappears fragmentarily or in combination 
with other elements during the course of the piece. The strings are made up of basses, 
cellos and violas (no violins), and join the timpani (the only percussion) to underpin the 
full gamut of winds and brass or to provide calm interludes and an unperturbed coda. 
Between these sedate moments are a host of spectacular displays, including humorous 
episodes that appear to pay homage to military-band music and Charles Ives. The piece is 
dedicated to two of his teachers, Alison Dalrymple and Hilda Dederich.

Griller’s only Symphony was first composed in 2003 and revised in 2010. Dedicated 
to his wife, it is arguably one of his most ambitious and ‘serious’ pieces – in the sense 
of its rigorous construction as well as profound and uncompromising expression. It is 
scored for piccolo, two each of flutes, oboes, clarinets and bassoons, bass clarinet, three 
horns, trombone, bass trombone, timpani, celeste and strings. 

As in many epic late-Romantic and modern symphonies (Bruckner, Mahler, 
Shostakovich), there is a strong narrative, underlying a sense of existential struggle. The main 
elements of this narrative are encapsulated in the opening three minutes 2 . After a slow, 
churning overlay of looping figurations like a dense fog (marked ‘With uncertainty’), 
a strong and sturdy theme (‘Resolutely’) briefly appears, accompanied by a chromatic 
semi-quaver motif that will become more and more pervasive as the piece develops, 
conveying a fatalistic sense of foreboding and violence.
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a strong and sturdy theme (‘Resolutely’) briefly appears, accompanied by a chromatic 
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A youthful, carefree tune soon emerges. In spite of its innocent mood, something 
ominous is suggested by the chromatic arabesque that begins and ends each phrase – as 
if the melody carried within it the seeds of its own destruction (Ex. 1).
Ex. 1
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This sinister aspect seems to be confirmed after the melody passes from flute to oboe, 
when the faltering little arabesque turns into a violent chromatic outburst in the strings. 
The innocent melody returns, first on clarinet and then in a combination of piccolo, 
flute, clarinet and oboe until the fatalistic chromatic theme erupts again, this time 
careening upwards in waves amongst the whole orchestra, until everything breaks up 
into massed trills, reducing to a lonely piccolo line. 

A striking change of colour with celeste and high string harmonics heralds a new 
section (‘Playfully’) 3 . Sounding like a disembodied Elizabethan dance, it eventually 
becomes the backdrop for a spirited, loping melody on the bassoon. Then, with this new 
material added to the mix, Griller recycles the previous musical elements, varying and 
combining them with increased contrapuntal complexity, and again with the violent 
chromatic interruptions. Trills and imposing brass chords signal a retreat back into the 
opening fog-like uncertainty – now sounding more like a threnody, with the steady 
forlorn tread of the timpani. 
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Although Griller doesn’t designate any ‘movements’ in his Symphony, the feeling of 
coming back full circle at this point gives the impression that the first main section is 
over and something new is about to begin (Più mosso) 4 . A gently swaying dance-like 
theme appears (a variant of the fatalistic chromatic theme), in a duet between oboe 
and clarinet, continuing soon after in a subtly altered inversion with piccolo and flute  
(Ex. 2(a) and (b)).

Ex. 2
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Further duet variations are offset by episodes of oscillating figurations in the brass and 
strings, until another version of the fatalistic chromatic theme enters forebodingly on 
the clarinet (Ex. 3). 

 

sempre p

sempre p

6
4

7
4

5
4

6
4

7
4

5
4

&

Picc.

&

Fl.

œb œn œn ˙n œb œ
˙n œ

˙b
œb œ

Œ Œ Ó

œb œb œn œn œ
˙n

˙#
œ ˙n

˙n œ
Œ Œ Ó

 

mp

4
4

5
4&

Cl.1
6 6

œ œ# œ œ œ œ œ œ#
œ# œn œ

œ# œn
œb œn œ# œ œ œ œ œ

Œ Œ Ó

(b)

 

 

5
4&

Obs.

#

n

# n

&

<b>

#

n
#

n

n

œ

œ

œ

˙ ™
˙# ™

œn
˙
˙

œ

œ

œ ™

˙ œ
œ
j wn

˙# ˙#
œ

˙n ™

œb
˙b œ

˙
œb

œ

œ

œ

œ

˙

˙ ™
œ# ˙

w
˙ ™

œ#
œ
˙ ™

wn

˙#



9

Ex. 3

After a few more of these ominous interjections (on bass clarinet, clarinet and viola), 
these figures flock together in a terrifying onslaught – first in the string section and later 
joined by the winds 5 . Yet the vigorous section that ensues is not bleak in mood. As the 
chromatic swirling figures soar higher, an underpinning of more solid rhythms turns 
the music into an exuberant ride, becoming the most life-affirming part of the whole 
piece. 

Things calm down a bit with string pizzicati, and then, forming new duet 
partnerships, the chromatic figures gradually float away, finally leaving an oboe 
duet to lead into what could be considered the ‘slow movement’ of the piece 
(‘Searchingly’) 6 . The looping ostinato figure heard in the opening fog of the piece 
now becomes a poignantly clear melody, heard first with the haunting sound of two 
oboes (Ex. 4).

Ex. 4
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The melody is developed and extended, with sombre, ritualistic accompaniments on 
timpani, double basses, bassoons and brass. Building up an increased sense of pathos 
and anguish, the section is cut short by sudden fierce crescendi and an accelerando 
leading into a wild tarantella or dance of death, based on another variant of the fatalistic 
chromatic figure (Presto, ‘frenzied’) 7  (Ex. 5).

Ex. 5

This devastating apotheosis starts to run out of steam, the chromatic figures disperse 
and vaporise, and the Symphony ends with a coda of simplicity and sadness (Calmo) 8 . The 
life-affirming music of the earlier ‘exuberant’ section is now considerably slowed down 
and varied, assuming the opposite emotional effect: quiet grief. The final 21 bars are 
for solo viola and cello accompanied by high muted violins – a conclusion that is both 
unexpected and strangely heart-rending. 

Griller’s Introduction, Cakewalk and Allegro started life (and still exists) as a 
work for two pianos. The version for piano and chamber orchestra was written early in 
2016 and retains the form and content of the original, although the added instruments 
provide new colour and depth, and the way in which the principal and secondary 
lines have been divided up puts some of the ideas into sharper relief. Griller’s choice 
of orchestration is once again unusual: two each of piccolos, flutes, oboes, clarinets and 
bassoons, a bass clarinet, four horns, tuba, glockenspiel, xylophone, celeste and double 
basses. Although the piano part is prominent enough for the piece to be considered a 
short ‘piano concerto’, some of the most difficult passages are reserved for the other 
instruments.
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When Bobby Chen and I premiered the original two-piano version at the Reform 
Club in London in September 2014, Arnold provided the following brief note:

A restrained introduction leads to a crazed cakewalk, which, in addition to the cakewalk 
theme and its treatment, contains a variation on the introduction. The allegro introduces 
new material but also contains a surprisingly sedate variation of the cakewalk theme. 
The piece concludes with a chorus of sparrows.

The prominence of the piano is evident in the gentle introduction 9  and in the 
energetic Cakewalk theme 10  (Ex. 6). 

But in the Allegro 11  the other instruments of the orchestra gradually take on bigger 
roles. In the middle of the Allegro the tuba starts off a frenetic triplet passage and is 
then joined by the other winds in an increasingly frenzied jig. This passage provides a 
strangely incongruous lead-in to what he describes as the ‘surprisingly sedate’ version 
of the cakewalk theme. Atop this ‘sedate’ cakewalk, Griller introduces new material: 
rapid scale and trill figures in the piano (Ex. 7). The harmony, texture and mood 
created by this combination are reminiscent of Bartók’s Third Piano Concerto.
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Towards the end of the piece, piano, piccolos and flutes reintroduce this figuration, 
and then piano, glockenspiel and celeste take over, all in their highest registers, to 
evoke Griller’s final ‘chorus of sparrows’.
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The Symphony shows Griller at his most dark and serious; by contrast, the Rhapsody 
Concertante (2004), dedicated to his close friends Nelya and Mikhail Vitkin and Shirley 
and Raymond Wiest, displays the more brilliant and extravagant side of his musical 
personality. As with Ensemble Seventeen (2001), the instruments are displayed in a 
dazzling array of combinations, with technical virtuosity pushed to the limit. Griller 
gives extra scope to the string section by dividing it into ten parts throughout. In 
addition, there are two each of flutes, oboes, clarinets, bassoons and horns, as well as 
bass clarinet, trumpet and trombone, while the timpani (the only percussion) plays a 
pivotal role throughout. 

The piece begins dramatically 12 , with a slowly changing six-note chord-cluster 
in violins and violas providing the initial underlay for hammering eight-note chords 
passed between the wind and brass sections. Eventually the strings abandon their 
soft background role to join in with these pummelling chords and then form new 
patterns of skittering scales and pizzicato figurations. As more and more elaborate 
textures and patterns develop, a kind of mist is created out of which fanfare-like 
motifs gradually appear, building to an outpouring of joyful energy. This jubilant 
mood continues unabated until the bass clarinet interrupts with a low, impish 
theme, supported by the double basses. The theme is interestingly constructed out 
of three rising semitones decorated with short trills, followed by a rising and falling 
arpeggio figure (Ex. 8).

Ex. 8
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As this theme is taken up by other instruments, the arpeggio figure at the end splits off 
from the rest of the theme and forms florid multi-part displays (Ex. 9).

Ex. 9

The opening hammering chord figures return, alternating with the soft string chord-
clusters and mercurial wind flourishes. As things die down, soft timpani notes lead into 
a more peaceful section (Tempo II 13), featuring a long, spun-out clarinet melody that 
begins in the lowest register and gradually rises to extreme heights. A quiet oscillation 
of two chords played by timpani, cellos and basses then provides a platform for more 
aerial wind acrobatics (Tempo III 14) in a kind of scherzando section. Some of the earlier 
celebratory material now returns – but more muted, and featuring a new hymn-like 
melody on the horn (Ex. 10).
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As this theme is taken up by other instruments, the arpeggio figure at the end splits off 
from the rest of the theme and forms florid multi-part displays (Ex. 9).

Ex. 9
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clusters and mercurial wind flourishes. As things die down, soft timpani notes lead into 
a more peaceful section (Tempo II 13), featuring a long, spun-out clarinet melody that 
begins in the lowest register and gradually rises to extreme heights. A quiet oscillation 
of two chords played by timpani, cellos and basses then provides a platform for more 
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Ex. 10

This joyful melody keeps returning between variations of previous material. After 
a more extended episode of pizzicato strings and staccato winds (Tempo IV 15), the 
melody makes a haunting final appearance on trumpet as the earlier celebratory music 
returns and builds to a final climactic dance (the end of Strauss’ Salomé or Stravinsky’s 
Rite of Spring comes to mind) (Presto 16). And yet the piece doesn’t end with a bang, but 
with the primordial calm of slow, quiet timpani oscillations. 
As a final note, I would like to mention that Arnold Griller, now just into his eighties, 
continues to produce new works of exceptional quality – most notably a Violin Concerto 
and Trumpet Concerto in the last few months alone. (Martin Anderson commented on 
the Trumpet Concerto that a performance of it would need ‘a heroic horn section as well 
as a soloist with iron lungs and lips’.2) If it is anything to go by, Arnold is showing no 
signs of growing soft and mellow with age. 

Douglas Finch is a Canadian composer, pianist and improviser. After moving to London, he co-
founded The Continuum Ensemble (UK) in 1994 and has collaborated in premiering many new 
works. He was Head of Keyboard at Trinity Laban Conservatoire of Music and Dance from 1999 to 
2007, and continues there as Professor of Piano and Composition.

2 E-mail to Arnold Griller, dated 4 April 2018.
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Orchestra, his concerts with them including an Elgar birthday concert in Malvern. His recent 
pioneering recordings, for Naxos, of music by Havergal Brian and Ignatz Waghalter with the 
Novaya Rossiya Symphony Orchestra and the RPO have been well received by press and public. 

Working regularly at the Royal Opera House, Covent Garden, he has toured with the Royal 
Ballet to the Bolshoi and Mariinsky Theatres in Russia and throughout the USA, including the 
Metropolitan Opera and Kennedy Center, as well as to Japan, Korea, Singapore and Turkey. 
He has conducted performances of The Nutcracker at the Royal Opera House as well as ballet 
productions for the Finnish and Norwegian National Operas and Scottish Ballet. 

Alexander Walker studied with Ilya Musin at the St Petersburg Conservatoire and has 
since performed throughout the former Soviet Union, where many of his concerts have been 
broadcast on national television and radio. He is a regular guest conductor in the Balkans, 
Denmark, Finland, Poland, Romania and Turkey.

Passionate about opera, he has worked for companies including Opera North, Grange 
Park Opera and English Touring Opera. In addition to most of the standard repertoire, he has 
conducted a number of contemporary works, as well as operas by Dvořák, Janáček, Moniuszko 
and Shostakovich. In 2017 he was awarded the Elgar Society Medal for his work in promoting 
that composer’s music in countries where it is not well known.

The origins of Musica Viva go back to 1978, when the violinist and conductor Viktor Kornachev 
founded an ensemble of nine players – all young and enthusiastic, and recent graduates of 
Moscow’s musical academies. By 1988 the ensemble had grown into a fully fledged orchestra, 
now under the direction of Alexander Rudin – who also gave the group its name, Musica Viva. 

Under Rudin’s leadership Musica Viva has become a formidable musical ensemble, 
ranked among Russia’s finest orchestras. Musica Viva today is an all-round musical ensemble, 
performing a wide range of compositions in all styles and genres with assured confidence. 
Thoughtful programming embraces seminal mainstream works alongside fascinating rarities. 
The musicians are adept in multiple performance practices, always aiming to get as close as 
possible to the style the composer intended – often stripping away agglutinated layers of tired 
ideas to reveal the freshness of the masterpiece which lies beneath. 

The heart of Musica Viva’s projects has been a series presented at the Moscow 
Philharmonia called ‘Masterpieces and Premieres’, in which musical masterworks are heard 
alongside rarities being returned once more to their deserved place on the concert platform. 
Musica Viva has given the first Russian performances of works by Alexander Alyabiev, 
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some of the sons of J. S. Bach, Cimarosa, Stepan Degtyarev, Dittersdorf, Dussek, Yevstigney 
Fomin, Handel, Osip Kozlovsky, Pleyel, Jean Tricklir, Mikhail Vielgorsky and many others. The 
contemporary composers whose music has been played by Musica Viva include Vyacheslav 
Artyomov, Arvo Pärt, Aulis Sallinen, Valentin Silvestrov and Tigran Mansuryan. 

In recent years Musica Viva has increasingly been involved in large-scale projects: concert 
performances of operas and oratorios featuring leading foreign singers and conductors. Under 
the baton of Alexander Rudin the orchestra has given C. P. E. Bach’s The Last Suffering of Our 
Lord, Beethoven’s Fidelio, Masses by Haydn and his oratorios The Creation and The Seasons; 
Mozart’s opera Idomeneo, Schumann’s Requiem, Vivaldi’s oratorio Juditha Triumphans and 
Weber’s Oberon, as well as Degtyarev’s Minin and Pozharsky, or the Relief of Moscow. With 
the British conductor Christopher Moulds the orchestra has given the Russian premieres of 
Handel’s operas Orlando and Ariodante, as well as his oratorio Hercules. The premieres in the 
2015–16 season were a concert performance of Hasse’s oratorio I Pellegrini al Sepolcro di Nostro 
Signore and Handel’s operatic serenata Aci, Galatea e Polifemo, in its Italian version of 1708 at 
the Tchaikovsky Concert Hall in Moscow. 

The degree of immersion in the music of many epochs has almost become a kind of musical 
archaeology. That was the basis behind the concert cycle ‘Silver Classics’, which began in 2011, 
where the repertoire is music that was highly prized in its own era and yet has somehow 
slipped through the chinks of concert repertoire of today. The performers in this cycle include 
a Young Artists’ Programme of soloists who have emerged from the ranks of European music 
competitions, as well as a ‘Cello Assembly’ to which Alexander Rudin invites his fellow cellists. 

Musica Viva regularly invites musicians of world status to join its performances. They 
have included András Adorján, Boris Berezovsky, Giuliano Carmignola, Isabelle Faust, Natalya 
Gutman, Christopher Hogwood, Vladimir Jurowski, Robert Levin, Alexei Lubymov, Nikolai 
Lugansky, Ivan Monighetti, Sir Roger Norrington, Andreas Staier, Eliso Virsaladze and Thomas 
Zehetmaier, and leading operatic prime donne, among them Joyce DiDonato, Malena Ernman, 
Vivica Genaux, Hibla Gerzmava, Susan Graham, Julia Lezhneva, Annic Massis, Stéphanie 
d’Oustrac and Deborah York. World-famous choruses including Collegium Vocale and the 
state choir Latvija have appeared with the orchestra.

Musica Viva makes continuous appearances at major international music festivals and 
has toured to Belgium, China, the Czech Republic, Finland, France, Germany, India, Italy, 
Japan, the Netherlands, Poland, Slovenia, Spain, Taiwan and Turkey. Every year it gives regular 
concerts in many Russian cities. 
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Musica Viva has made over twenty commercial recordings, including releases on the 
Russian Season label (Russia/France), Olympia and Hyperion (UK), Tudor (Switzerland), Fuga 
Libera (Belgium) and Melodiya (Russia). Most recently the orchestra recorded an album of 
cello concertos by Hasse, C. P. E. Bach and Hertel, issued in 2016 by Chandos (UK).
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