DISCOVERING HERMANN GRÄDENER
by Gottfried Rabl

The music shop Doblinger in the centre of Vienna, very close to St Stephen’s
Cathedral, is well-known to musicians, who visit from all over the world. I first began
to frequent it when I was fifteen. The old wooden interior still bore the patina of
times long past. Sneaking beyond the cashier on the right side, one entered a very
small, narrow room with a short staircase leading to a tiny gallery. The smell of dust
assured every musician that he or she had reached a special place: the ‘Antiquariat’,
the second-hand section of the shop. (Sadly, in an ill-advised effort to modernise the
shop, the Antiquariat was closed about ten years ago.)
This was the place where I spent hours and hours of my younger years, after school
and, later, during university life. I loved looking through piles of music, skipping the
familiar names and finding scores of composers I hadn’t heard of before then. It always
amazed me how much music had been composed and printed during the nineteenth
and early twentieth centuries. It seemed impossible to me that all those forgotten
composers had written nothing but worthless rubbish which had somehow still been
printed and published. I started to buy their piano music, their chamber music and,
when available, their orchestral scores. A new world opened up….
For most of these obscure names, I could find at least one equally obscure LP with
one or two works. But there was one composer for whom this was not true: Hermann
Grädener. His chamber music, his numerous songs, his two cello concertos and two
violin concertos came up on my desk again and again. The scores of the Capriccio,
the Sinfonietta, the Comedy Overture and, especially, of that of his Second Symphony
(with four horns and four Wagner tubas) – all these works made me wonder how
this man’s music could be so completely forgotten. Not one LP then, nor CD latterly
(until now), is dedicated to his work, which is hard to understand, given the quantity
and quality of his songs and chamber music.
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In the late 1980s I met the violinist Karen Bentley. At Indiana University we often
searched through the Music Library stacks for music for violin and piano and sightread for hours in a hot practice room. We also played through the Op. 35 Violin Sonata
of Hermann Grädener – and we never forgot about it. When, 25 years later, Karen
visited Vienna, I showed her Grädener’s two violin concertos. She was immediately
enthusiastic, learned them in no time and arranged a house concert for selected friends
for a secret Grädener revival. His Violin Sonata and both of the concertos were on the
programme. Karen had by then memorised all of them. The impression on the listeners
was very favourable.
Our plans to play them with orchestra were obstructed by one huge problem. The
score and parts of the First Concerto, published by Breitkopf & Härtel, had been lost in
the Second World War and were nowhere to be found. The publisher approved my offer
to reconstruct the score according to the indications in the piano score. But luckily Karen’s
colleague, the conductor and violinist John McLaughlin Williams from Ann Arbor,
Michigan, found a copyist’s manuscript score at the Library of Congress. I typed the score
into Finale but, as this copy was often defective, I repeatedly had to revise it, employing
details from the piano reduction and supported by my own practical experience to
generate a usable full orchestral score. In the meantime Karen, the driving force behind the
project, had arranged recording sessions in Kiev with the National Symphony Orchestra of
Ukraine and its producer, the well-reputed Alexander Hornostai.
In his book Memories of Johannes Brahms Richard Heuberger recalls Brahms talking
in 1888 about Grädener in his typically grumpy way:
He always wants appreciation but produces so little. One has to accomplish something,
then appreciation will follow. Well, wouldn’t it be something if he composed another
‘Comedy Overture’. That is an elegant piece, and was successful, too.1

At that point Grädener’s two violin concertos had not yet been written. I think Brahms
would definitely have approved!
1

Erinnerungen an Johannes Brahms: Tagebuchnotizen aus den Jahren 1875 bis 1897, ed. Kurt Hofmann, Schneider, Tutzing, 1971, p. 158.
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HERMANN GRÄDENER: ORCHESTRAL MUSIC,
VOLUME ONE
by William Melton

The Baltic coast was home to Hermann Grädener’s father, Karl Georg Peter Grädener,
who was born in Rostock in 1812 and orphaned at an early age. Raised by relations
in Altona and Lübeck, Karl studied law before rejecting it in favour of music,
eventually securing a cello post in Helsingfors (now Helsinki) in 1835. He went
to Kiel as university music director three years later, and founded an Academy of
Voice in Hamburg that employed teachers of the calibre of Joseph Joachim and Hans
von Bülow. His concerts, which included the first Hamburg performance of Bach’s
St Matthew Passion in 1858, ‘had won him the right to warm recognition from the
critics; the expert training of the chorus was particularly praised’.1 A stint as Professor
of Composition at the Vienna Conservatoire (Konservatorium der Gesellschaft
der Musikfreunde) occupied him in 1862–65, but he returned north, where he
worked for many years in Hamburg as a highly prized conductor, and teacher at
the city conservatoire (opened in 1873), ‘tirelessly creating, highly admired within
a significant circle of artists, and respected by Brahms’.2 He promoted concert life as
the co-founder and president of the Hamburger Tonkünstlerverein until his death in
1883. Walter Niemann later wrote that ‘Karl Grädener was the most important North
German late-Romantic contrapuntist, and at that time the most important composer
in Hamburg as well’.3 Grädener produced compositions in almost all genres, with two
Josef Sittard, Geschichte des Musik- und Concertwesens in Hamburg vom 14. Jahrhundert bis auf die Gegenwart, Reher, Altona
and Leipzig, 1890, p. 212.
2
Kurt Stephenson, ‘Grädener, Karl’, Die Musik in Geschichte und Gegenwart, ed. Friedrich Blume, Vol. 5, Bärenreiter, Kassel,
1955, p. 660.
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Walter Niemann, ‘Karl Georg Peter Grädener. Zum hundertsten Geburtstage des Meisters’, Die Musik, Vol. 11, No. 8, January
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operas and two symphonies at the fore, but his chamber music, Lieder and pieces for
piano were especially esteemed.
Karl’s son Hermann Theodor Otto Grädener was born in Kiel on 8 May 1844.
Initially a pupil of his parents (his mother was also a fine pianist), he composed his
first piece at the age of seven, and later studied at the Vienna Conservatoire with Josef
Hellmesberger Sr and Felix Otto Dessoff. Grädener’s first post was as organist at the
Protestant Pfarrkirche in Gumpendorf in the suburbs of Vienna in 1862, and two years
later he joined the Court Orchestra in Vienna as a violinist. ‘But he wanted to compose,’
Josef Lorenz Wenzl observed, ‘as the violin did not suit him, although he performed on
it competently.’4 Horak’s Piano School hired him in 1873, in 1877 he was engaged by the
Conservatoire to teach music theory, and he was named Professor in 1882.
In 1882 Eduard Hanslick reviewed a chamber music evening at which Grädener’s
Op. 18 was sandwiched between Beethoven’s Septet and Brahms’ B flat major Sextet:
The space between these two monuments was filled by a rather awkward Sonata for 2
Pianos by Hermann Grädener. The first movement, more succinct and vivid than anything
of Grädener’s we have yet heard, would have been admirable if it had only concluded
somewhat earlier. Failure to stop on time is a rather typical, but questionable feature of our
modern instrumental composers; they like to hear themselves prate well past the point
at which they have anything to say. Still, the sonata does not continue at this level; the
Andante dissolves into dull fog, and the Finale displays a composer with more knowledge
than ideas, more the ‘preceptor’ than the ‘bard’, to use the terminology of earlier centuries.5
Grädener and too many of his diligent colleagues lose their natural freshness in all their
clever striving and ruminating. They do not seek, yet they find.6
Josef Lorenz Wenzl, ‘Deutsch-Österreichische Künstlerbilder: Hermann Grädener’, Neue Musik-Zeitung, Vol. 41, No. 1, October
1920, p. 4.
5
Modern listeners will shortly get a chance to assess for themselves the qualities of Grädener’s Sonata for Two Pianos: a first
recording, coupled with the Sonata in C minor for Piano and Violin, Op. 35, is planned as Volume Two of this Toccata Classics
series of his music.
6
Eduard Hanslick, Concerte, Componisten und Virtuosen der letzten fünfzehn Jahre, 1870–1885, Allgemeiner Verein für Deutsche
Literatur, Berlin, 1886, pp. 350–51.
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In addition to composing and teaching, Grädener led several choral and
orchestral groups and conducted a series of successful concerts during the Musik- und
Theaterausstellung of 1892 with an orchestra he had assembled for the occasion. He
was an acquaintance of Brahms and marched with the leading figures of the Viennese
musical establishment with Brahms’ funeral cortege on Tuesday, 6 April 1897. Three
years after Anton Bruckner’s death Grädener succeeded him as lecturer at the University
in harmony, form and counterpoint. Josef Lorenz Wenzl noted that ‘Grädener spent
many years together with Robert Fuchs as Composition Professor of the Academy and
as mentor to the current generation in Vienna. Those who had the talent for composition
in Austria fell into the hands of these diligent pedagogues’.7 A partial listing of those who
fell into Grädener’s hands during nearly four decades of teaching hints at the extent of
his influence on new generations of Austrian musicians. They included Guido Adler,
Hugo Botstiber, Rudolf Cahn-Speyer, Alfred Jerger, Rudolf Kolisch, Erich Wolfgang
Korngold,8 Heinrich Kralik, Clemens Kraus, Ernst Kurth, Julius Patzak, Bernhard
Paumgartner, Hans Rott, Benno Sachs, Franz Schrecker, Paul Stefan, Oscar Straus,
Anton Webern and Karl Weigl.9
In 1912 Grädener and Robert Fuchs were abruptly relieved of their posts as the
Conservatoire Director Wilhelm Bopp made room for more modern instructors,
including Franz Schreker. Heinrich Schenker labelled the development ‘a despicable
fiasco’10 and sympathised with ‘the two professors of composition who were so
Loc. cit.
Korngold’s former teacher Zemlinsky queried ironically of him: ‘Lieber Erich! I hear you are now with Grädener. Is he making
progress?’ (quoted in Luzi Korngold, Erich Wolfgang Korngold. Ein Lebensbild, Lafite, Vienna, 1967, p. 12).
9
A continued listing of Grädener’s students makes it plain that he influenced young composers not only from Vienna but also from
other cultures: Béla Bélai, Blagoje Bersa, Salomon Gregory Braslavsky, Elisabeth Brauer, Ludwik Bronarski, Émile Jaques-Dalcroze,
Max Geiger, Felix Greissle, Maria Hofer, Josef Holzer, Zdzisław Jachimecki, Manolis Kalomiris, Józef Koffler, Gisela Lorinser,
Stanyslav Lyudkevych, Quentin Maclean, Josip Mandić, Czesław Marek, František and Joseph Mraček, Richard Pahlen, Viktor
Polatschek, Adolf Sedlak, William Charles Ernest Seeboeck, Arthur Seybold, Bert Silving, Max Steiner, Mariusz Szudolski, Adolf
Tandler, Marie Unschuld von Melasfeld, Luigi Visintin, Ludwig Werba, Karoline Wichern, Alexander Wunderer, Julius ZajičekBlankenau and Otakar Zitek.
10
Diary entry by Schenker for 22 September 1912 (http://www.schenkerdocumentsonline.org/documents/diaries/OJ-01-11_191209/r0029.html).
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A uniquely Viennese chamber programme from 1902:
Schoenberg’s Verklärte Nacht is premiered (with Franz Schmidt as second cellist)
between works by Grädener and Brahms
7

shamefully dismissed from the Academy’.11 Two years later, the city attempted to put
things right with a modest festival of Grädener’s music and a municipal award:
An extraordinarily large number of guests attended the presentation of the great golden
Salvator Medal to the composer and retired Professor at the Music Academy, Hermann
Grädener [...]. Mayor Dr [Richard] Weiskirchner said that on the occasion of his 70th
birthday, Professor Grädener was to be revered as Bruckner’s most worthy successor, and
praise from the political community would not likely lag behind that from the musical
community: ‘Although you came from the north, you have been in Vienna for more than
50 years, have become Viennese through and through, and have acquired the artistic right
of domicile’.12

As the years progressed, the eminent academic Hugo Riemann’s impressions of
Grädener had evolved from the initial ‘hard-working and talented’ in 188213 to ‘finely
sensitive’ in 1919,14 and Grädener was named an honorary member of the AKM (Autoren,
Komponisten und Musikverleger/Authors, Composers and Music Publishers).
Hermann Grädener died in Vienna on 18 September 1929 and was interred in
the Zentralfriedhof. He left two former wives and two children.15 The Wiener Zeitung
announced:
On Sunday morning, at his home in Jacquingasse, the Viennese musician Professor
Hermann Grädener died at the age of 85 after a long illness. Along with Robert Fuchs
and Eusebius Mandyczewski, who preceded him in death, he was the last significant
eyewitness of the days of Johannes Brahms in Vienna […]. As a composer he was fruitful

Diary entry by Schenker for 23 November 1912 (http://www.schenkerdocumentsonline.org/documents/diaries/OJ-01-11_
1912-11/r0028.html).
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Anon., ‘Städtische Chronik’, Fremden-Blatt, Vol. 68, No. 126, 8 May 1914, p. 19.
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Hugo Riemann, ‘Grädener, Hermann’, Musik-Lexikon, Verlag des Bibliographischen Instituts, Leipzig, 1882, p. 328.
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Hugo Riemann and Alfred Einstein, ‘Grädener, Hermann’, Musik-Lexikon, Hesse, Berlin, 1919, p. 419.
15
Grädener’s son Hermann, a writer of historical dramas and novels, married the pianist-writer Magda von Hattingberg-Grädener,
a pupil of Busoni and friend of Rainer Maria Rilke.
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in his production of both instrumental and vocal music, [and] everything he created
exuded a high artistic sense of responsibility.16

Two streets in Vienna’s 21st district (Floridsdorf) were renamed Grädenergasse and
Grädenerweg in his honour.
‘Important compositions may be expected from him’,17 Hermann Mendel had
prophesied of the young Hermann Grädener in 1880, which implies the pressure
associated with bearing a famous name, and the younger Grädener did in fact produce
an estimable catalogue of works, in no way less impressive than those of his father.
His compositions included the operas König Rother and Der Richter von Zalamea,
the ‘Opernlegende’ Die heilige Zita, works for chorus and orchestra and for chorus a
cappella, extensive chamber works, piano and organ pieces, over 100 Lieder, and about
50 arrangements of music by other composers. Grädener’s orchestral works with
opus numbers were (with dates variously representing the year of composition, first
performance or publication): a Capriccio, Op. 4 (1872); Sinfonietta, Op. 14 (1876);
Piano Concerto in D minor, Op. 20 (1914); Symphony in B minor, Op. 21 (1914); Violin
Concerto No. 1 in D major, Op. 22 (1890); A Comedy Overture, Op. 28 (1886); Violin
Concerto No. 2 in D minor, Op. 41 (1905); Cello Concerto No. 1 in E minor, Op. 45
(1909); Cello Concerto No. 2 in B minor, Op. 47 (1914). Works without opus numbers
included an Original Theme with Variations and Fugue for organ, strings, trumpets
and timpani (1898), Märchenklänge (‘Fairy Tale Sounds’) in four movements for small
orchestra, a Capriccio and a Nocturno for piano and orchestra, his Symphony No. 2 in C
minor (1912) and a Theme with Variations for cello and orchestra.18
The Violin Concerto No. 1 in D major, Op. 22 (published by Breitkopf & Härtel in
Leipzig in 1905), was dedicated to ‘Seinem Freunde Adolf Brodsky’. Born to a Jewish
family in Taganrog on the coast of the Sea of Azov, Adolph Brodsky (1851–1929)
learned to play violin from family members and concertised in Odessa before heading
Anon., ‘Hermann Grädener’, Wiener Zeitung, Vol. 226, No. 216, 18 September 1929, p. 7.
Hermann Mendel, ‘Grädener, Karl G. P.’, Musikalisches Conversations-Lexikon, Vol. 4, Oppenheim, Berlin, 1880, p. 322.
18
This listing of works is indebted to the compilation ‘Musikalischer Nachlass Hermann Grädener Teil 2’ issued by the Wienbibliothek
im Rathaus/Musiksammlung (http://share.obvsg.at/wbr02/LQH0266742-1201.pdf).
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for Vienna and concentrated study. Posts followed in Moscow (he gave the premiere of
Tchaikovsky’s Violin Concerto in 1881), Leipzig19 (the Conservatoire, where he formed
the Brodsky Quartet), New York (Walter Damrosch appointed him leader of the New
York Symphony Orchestra) and Manchester (to conduct the Hallé and teach at the Royal
Manchester College of Music), where Edward Elgar dedicated his String Quartet in
E minor, Op. 83, to the reconstituted Brodsky Quartet.

Adolph Brodsky
In Leipzig Brodsky hosted a memorable dinner on Christmas day in 1887, attended by Johannes Brahms, Pyotr Tchaikovsky and
Edvard Grieg, none of whom had previously met.
19
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At the Philharmonic concert in Vienna on Sunday, 21 December 1890, the major
event was the premiere of Bruckner’s Symphony No. 3 in D minor under Hans Richter,
but critics did not overlook the first performance of Grädener’s Violin Concerto in
D major played by Brodsky. The Neues Wiener Tagblatt reported:
On the 4th subscription concert of the Philharmonic last Sunday, which opened with the
Leonora Overture No. 2, the violin virtuoso Mr Adolf Brodsky played H. Grädener’s Violin
Concerto. Mr Brodsky is a good violinist; he has mastered the technique of his instrument
perfectly, and his tone is noble, if not particularly large or warm. But the composition
chosen by the artist as his vehicle is not a work of artistic inspiration, rather an artificial
construct. A skilful hand is on display, but the content is effortful, tormented, and rarely
springs from inner feeling. The most essential feature of this violin concerto is a nervous
restlessness in the melodic invention and an impenetrable net of ornamental arabesques.20

The Musikalisches Wochenblatt opined:
Bruckner’s D minor Symphony with Vienna Philharmonic came after the Violin Concerto
by Hermann Grädener (Professor at the local Conservatoire), which had not yet been
publicly played in Vienna. Ad. Brodsky, the famous virtuoso and quartet violinist from
Leipzig, made every effort. One must acknowledge the masterly, thoroughly musical
playing, without however, being able to warm to the composition that was performed. It
undoubtedly belongs to the class of ‘dignified’ violin concertos (with which the present
is not abundantly supplied), but puts the patience of the listeners to a difficult test with
tedious progressions of brief ideas that are basically confined to a few phrases borrowed
from Schumann and Brahms.21

Eduard Hanslick, who would expend an unusually large quantity of negative adjectives
to deal with Bruckner’s symphony, devoted just a few to his succinct dismissal of
Grädener’s creation.

20
21

Wilhelm Frey, ‘Theater, Kunst und Literatur: Konzert’, Neues Wiener Tagblatt, Vol. 24, No. 350, 23 December 1890, p. 7.
Anon., ‘Bericht: Wien (Forsetzung)’, Musikalisches Wochenblatt, Vol. 22, No. 5, 29 January 1891, p. 63.
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The Bruckner Symphony was preceded by a Violin Concerto in D major by H. Grädener,
which was performed with great brilliance by Mr Adolph Brodsky. The piece is very
heavy, very long, and not very interesting. Best are the many delicate, gracefully winding
violin passages. But this graceful embellishment springs from unhealthy musical roots.
Incidentally, Messrs Grädener and Brodsky were persistently applauded and summoned
back to the stage.22

In time, the complaints about heaviness and unsuccessful Brahms-cribbing faded
and commentators warmed to the piece. In 1913 the violinist Max Grünberg
described
a sympathetic work with flowing melodies. The solo part is handled very well and does
not present any extraordinary difficulties; even the cadenza in the first movement
does not rise beyond the limits of ‘proficient skill’. Above all, the concerto demands
absolute intonational security from the player.23

Hans Engel would praise Grädener’s ‘noble musical attitude, which spurns virtuosity
as its goal. The beautiful 1st movement of the D major concerto [Allegro moderato in
common time 1 ] features a broadly drawn out, Brahmsian main theme’24 (Ex. 1).
The stately horn melody, supported by pizzicato cellos, is answered by a rising reply
in the solo violin. The exchange is repeated a whole step lower before brisk dotted
rhythms in the tutti winds precede the fullest statement of the theme in the tonic key.
After a wistfully lyrical second theme in B minor, dolce a tranquillo, chromaticism begins
to undermine the harmonic stability. Gerhard Heldt noted that ‘the colossally extensive
development which follows [con anima] stands in stark disproportion to the almost curt
exposition’.25 All of the themes make devolved appearances, juxtaposing animato and
con fuoco with largamente and tranquillo. The 146-bar development ends on a long bass
pedal and dominant seventh before the piano espressivo recapitulation. A forte orchestral
Eduard Hanslick, ‘Feuilleton: Concerte’, Neue Freie Presse, Vol. 27, No. 9458, 24 December 1890, p. 2.
Max Grünberg, Führer durch die Literatur der Streichinstrumente, Breitkopf & Härtel, Leipzig, 1913, p. 77.
24
Hans Engel, Das Instrumentalkonzert, Breitkopf & Härtel, Leipzig, 1932, p. 449.
25
Gerhard Heldt, Das deutsche nachromantische Violinkonzert von Brahms bis Pfitzner, Bosse, Regensburg, 1973, p. 72.
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fermata leaves the violin soloist to play a mighty cadenza, Vivace (the violin soloist in
this recording, Karen Bentley Pollick, called it ‘virtuosic, well-constructed with thematic
integration and verve’26). Soloist and tutti meet again as the opening material re-appears
in an extended coda reaffirming D major, in which the final five bars are emphasised
with a crescendo from pianissimo to fortissimo.
Ex. 1

26

E-mail from Karen Bentley Pollick, 18 August 2019.
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The second movement, Larghetto, follows in B minor and 68 metre 2 , opening with
the soloist muted and tutti strings pizzicato. Gerhardt Heldt expressed formal quibbles,
among them a complaint that ‘the equilibrium of the ternary form [is] disturbed by
an overly brief middle section’,27 and yet with its haunting Mendelssohnian opening
and stirring contrasting theme (con anima cantabile e sonore), the movement functions
effectively as a modest counterpart to the large-scale drama that precedes it.
The finale, Allegro non tanto – Allegro capriccioso, follows in 24 and D major 3 . Heldt
noted that this loose rondo was ‘initiated by a recitative, and follows in a rather extensive
and meticulously divided arrangement […] in which different motives are presented
twice in quick succession’.28 Max Burkhardt found the varied movement ‘charming, with
garrulous “Meistersinger” polyphony and playful woodwind interjections’.29
Grädener’s Violin Concerto No. 2 in D minor, Op. 41, was dedicated to ‘Seinem
Freunde Franz Ondříček, K. K. Kammervirtuose’, who wrote the cadenza that Universal
Edition published with the score in 1914. The son of the violinist-conductor Jan
Ondříček, the Prague-born František Ondříček (1857–1922) studied in his native
city and at the Paris Conservatoire. In 1883 Prague was also the setting for Ondříček’s
musicianship at the premiere of Dvořák’s Violin Concerto. Ondříček served stints as
professor of violin in both Vienna and in Prague (where Karel Navrátil was a notable
student) and was also active as a composer.
Grädener’s Second Violin Concerto was first performed on 14 November 1905,
in the large hall of the Musikverein by the Konzertverein Orchestra (now the Vienna
Symphony) with Ondříček as soloist and Gustav Gutheil, a Richard Strauss protégé
trained in Weimar, conducting the programme,30 with the exception of the Grädener
concerto. Ondříček’s biographer Bohuslav Šich recorded that ‘The large hall was
completely sold out thanks to an attractive programme. Prof. Grädener conducted his
Heldt, op. cit., p. 72.
Ibid.
Max Burkhardt, ‘Konzert: Berlin’, Die Musik, Vol. 14, No. 4, November 1914, p. 189.
30
The programme consisted of Weber’s Der Freischütz Overture, Grädener’s Second Violin Concerto, Saint-Saëns’ ‘Mon cœur s’ouvre
à ta voix’ from Samson et Dalila sung by the Birmingham-born mezzo-soprano Carrie Bridewell, and Beethoven’s Violin Concerto.
27
28
29
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second Violin Concerto […]. Ondříček again achieved extraordinary success, received
noisy ovations, and was forced to play a series of encores’.31

František Ondříček
31

Bohuslav Šich, František Ondříček: Český houslista, Supraphon, Prague, 1970, p. 207.
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Hans Engel judged the Second Violin Concerto ‘livelier and more effective in
performance’ than the First, emphasising ‘the solo violin that is often contrasted spiritedly
with the tutti’.32 Gustav Heldt discussed the formal aspects of the first movement:
The second violin concerto by Hermann Grädener […] still bears strong hints to the Brahms
tradition. This commitment to the past in the concerto – considering that the composers
of the ‘Viennese School’ had already presented trend-setting works of ‘New Music’ – is
something that is probably a result of the position that Grädener held for more than 35 years
as a teacher of harmony in the traditional and conservative Vienna Conservatoire.
It is therefore unsurprising that, aside from the three-part division of the exposition
of the first movement [Allegro non troppo, in D minor and common time 4 ], the overall
structure is extremely consistent and in accordance with accepted rules. The cadenza [by
Ondříček, variously evoking Beethoven, Wieniawski and Sibelius33] is liberated from this
rigorously architectural tendency and stands next to the coda, that is, after the exposition
and development of the theme.34

The more modest, song-form Andante in 68 5 contrasts a Mendelssohnian B flat
major theme with Sturm und Drang in G minor, before
the finely chiselled, minutely detailed finale [a Rondo capriccioso marked Allegro in 24 6 ]
is divided into smaller sections that mirror one another (abc–cba). The return of the
a section at the end harks back to the beginning, so the arrangement of the material might
be classified as a Rondo under a sprawling, generous definition.35

The initial primacy of G minor and frequent modulations are unusual, as the conclusive
D major is first hinted at quite late and not grasped securely until the last sixteen bars.
The solo violin is in heroic mode throughout, demonstrating chromatic sixths and
thirds in triplets, ricochet, quartal harmonies and left-hand pizzicato.
Engel, op. cit., p. 450.
Pollick, loc. cit.
34
Heldt, op. cit., p. 44.
35
Ibid., p. 67.
32
33
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Grädener’s particular place among instrumental composers was expressed by his
contemporary Josef Lorenz Wenzl:
In the creations of Grädener, his schooling stresses a chamber-like approach even on
the concert stage. […] His training as a violinist, and at the same time his knowledge of
the organ and theory, favourably influence his compositional style. Above all, he speaks
homophonically only when he must. Grädener probably owes his sovereign compositional
mastery of string technique to the schooling of old Hellmesberger.36 In his treatment
of chamber strings it is difficult to find a modern counterpart. The string sound is of a
captivating mellifluousness and astounding richness of expression [with] organ sounds
in the cello and triumphant high notes in the violin. All the while the middle voices are
moulded attentively, with auspicious patience.37

In a retrospective article for the composer’s 70th birthday, the Neue Freie Presse
summed up Hermann Grädener and his concertos:
His instrumental concertos will always be performed with pleasure, and it is particularly
in the symphonic creations that one finds the deep earnestness, the profound contrapuntal
skill and the refined taste of the highly gifted musician matured on Brahms. To stress
yet again, in the music of Grädener character and graciousness, as in the excellent man
himself, unite dignity of sentiment with dignity of form.38
William Melton did his graduate studies in music history at the University of California at Los Angeles
and spent his career as a horn-player in the Sinfonie Orchester Aachen (Aix-la-Chapelle). He is the
author of The Wagner Tuba: A History (edition ebenos, Aachen, 2008) and Humperdinck: A Life
of the Composer of Hänsel und Gretel (Toccata Press, London, forthcoming). He contributed to
The Cambridge Wagner Encyclopedia (2013) and he has researched and edited the scores of the
‘Forgotten Romantics’ series for the publisher edition ebenos.
Josef Hellmesberger Sr (1828–93) was synonymous with the Viennese violin school. This Vienna native, who had been instructed
on the violin by his father Georg and served as teacher to his own son Josef Jr, had established the Hellmesberger Quartet in 1849
and served as leader of the Hofoper Orchestra from 1860. He was also professor of violin at the Vienna Conservatoire from 1851 to
1877, afterwards serving as director of the institution.
37
Wenzl, loc. cit.
38
Anon., ‘Hermann Grädeners siebzigster Geburtstag’, Neue Freie Presse, Vol. 51, No. 17852, 8 May 1914, p. 10.
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of the concert experience, from the Baroque to cuttingedge contemporary music and live improvisations.
A native of Palo Alto, California, she began piano
lessons at age five with the Armenian pianist Rusana
Sysoyev. She then studied violin with Camilla Wicks in
San Francisco, performing in the master-classes of Nathan
Milstein, Jean-Jacques Kantorow and Glenn Dicterow,
and studying with Rostislav Dubinsky, Josef Gingold and
Yuval Yaron at Indiana University, where she received
both Bachelors and Masters of Music Degrees in Violin
Performance, with a cognate in Choral Conducting.
Her recordings include Electric Diamond, Angel, Konzerto and Succubus and Ariel View,
for which she received three music awards from Just Plain Folks, including Best Instrumental
Album and Best Song. On her own record label, Ariel Ventures, she has produced music
featuring chamber works by Russian pianist-composer Ivan Sokolov on <amberwood>,
Homage to Fiddlers and Russian Soulscapes; solo violin music by the Swedish composer Ole
Saxe on Dancing Suite to Suite and Peace Piece; and filmed Dan Tepfer’s Solo Blues for violin
and piano for one performer simultaneously. She has also recorded for Albany, Blue Coast
Records, Bridge, Camel Productions, CRI, Innova, the Lithuanian Music Centre, Mode,
Neos, Numinous, RCA, Sony and Tzadik; this is her first recording for Toccata Classics.
She has served as concertmaster of the Junge Deutsche Philharmonie Kammerorchester
and the New York String Orchestra, and performed in the June in Buffalo and Wellesley
Composers Conferences, as well as at music festivals that include Olympic Music,
Tanglewood, Amelia Island, Next Generation, Canberra, Permainu Muzika, American
Spring, Music Olomouc, Bowling Green State and Huddersfield, where she gave the UK
premiere of David Felder’s Another Face for violin solo with Delcom video walls, and in
Nayarit, Mexico, at the San Pancho, Chacala and Sinergiarte music festivals. She has toured
with the New York Philharmonic, Mikhail Baryshnikov’s White Oak Dance Project, Erick
Hawkins Dance Company and the Bolshoi Ballet. She was a guest artist with Tatiana
18

Grindenko’s contemporary-music group Opus Posthumous from Moscow, Seattle Chamber
Players in their Icebreaker II: Baltic Voices Festival and with the Ensemble for the Romantic
Century in New York. She premiered Ole Saxe’s Dance Suite for violin and orchestra with the
Redwood Symphony.
She received a Cultural Alliance of Greater Birmingham 2008 Interdisciplinary Grant to
Individual Artists towards the creation of ‘Quips and Cranks’ with percussionist John Scalici
and choreographer Teri Weksler. She was awarded a grant from the Alabama State Council
for the Arts and the National Endowment for the Arts for her March 2010 Solo Violin and
Alternating Currents. She launched ‘Violin, Viola & Video Virtuosity’ with the New York
video artist Sheri Wills in April 2012, which now comprises dozens of videos projected onto
and behind the violinist. With the Paul Dresher Double Duo she toured Australia in May
2013 and has performed with the Paul Dresher Electro-Acoustic Ensemble since 1999.
While residing in Vilnius, Lithuania, she first performed the programme ‘Resonances
from Vilna’, with the pianist Jascha Nemtsov, in May 2014 and ‘Nothing is Forever’ with the
actor Aiste Ptakauske in December 2015; and she premiered David A. Jaffe’s violin concerto
How Did It Get So Late So Soon? with the Lithuanian National Opera and Ballet Theatre
Orchestra under Robertas Šervenikas in August 2016.
She received a Seed Money Grant for Disseminated Performances from New York
Women Composers towards solo concerts with electronics at the Wayward Music Series
in Seattle, the Stanford University Center for Computer Research in Music and Acoustics,
CINETic and George Enescu Museum in Bucharest, and the Female Composers Festival at
SpectrumNYC in spring 2018. She is a founding member of Virtuosos de Cámara in Puerto
Vallarta in Mexico and currently serves as concertmaster of Valse Café Orchestra in Seattle
and Principal Second Violin and Festival Artist with the Colorado MahlerFest Orchestra in
Boulder. She performs on a violin made by Jean Baptiste Vuillaume in 1860 and a viola made
in 1987 by William Whedbee.
www.kbentley.com
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Born in Vienna, Gottfried Rabl studied at the University of
Music (the former Musikakademie) there. He holds degrees
in horn, conducting and vocal coaching. After a one-year
conducting fellowship at the Sibelius Academy in Helsinki,
he began performing with his own, highly successful
contemporary-music ensemble ‘Theatre of Silence’ for
several years, with which he appeared as conductor, pianist
and composer. He embarked on a close collaboration with
Leonard Bernstein, during which he served as musical
assistant and editor of Bernstein’s last opera A Quiet Place,
and subsequently pursued post-graduate studies at Indiana
University, also working as a conductor.
Recognised for his strength and intensity in
conducting nineteenth- and twentieth-century repertoire
as well as contemporary music, Gottfried Rabl frequently
conducts the Vienna Radio Symphony Orchestra and has worked, among others, with the NDR
Radio Philharmonic Hannover, the Prague Symphony Orchestra, the Queensland Symphony
Orchestra, the Shanghai Philharmonic and Shanghai Symphony Orchestras and the George
Enescu Philharmonic in Bucharest. He has recorded for BMG-Ariola, Capriccio, CPO, Kairos,
Naxos, Orfeo and Sony Classical; this is his first recording for Toccata Classics. His special
interest lies in contemporary music and in lesser-known repertoire by neglected composers,
aiming to present them in a context that makes their inherent quality recognisable at first
hearing.
His many recordings with the Vienna Radio Symphony Orchestra encompass a wide
range of diverse musical styles. He made the first recordings of the nine symphonies of Egon
Wellesz for CPO; the first two albums in this series were nominated for a Grammy Award
and as the best recording of a twentieth-century composition at MIDEM in 2004. He recently
recorded four albums with portraits of the Chinese composers Shuya Xu, Deqing Wen and Qin
Wenchen for Naxos, the latest of them winning ‘Best Classical Composition Album’ in August
2018 at the annual Classical Music Awards, hosted by the Chinese Music Industry Committee.
Three albums with Enrico Caruso – whose voice was first digitally separated from the original
orchestra and then delicately accompanied anew with the Vienna Radio Symphony Orchestra –
sold more than 100,000 copies each. The first of them was awarded the coveted ‘Echo-Preis’ in
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Germany. For the second album, Canzoni italiane, he reconstructed the scores, since Caruso’s
original arrangements had been lost. He has arranged and transcribed scores ranging from
traditional repertoire to electronic music (for the Vienna State Opera, among others). He is also
active at the piano as a chamber-music and recital accompanist.

Formed by the Council of Ministers of Ukraine in November 1918, the National Symphony
Orchestra of Ukraine is considered to be one of the finest symphony orchestras in eastern
Europe. Its first conductor was Oleksander Horilyj; Natan Rachlin was the Artistic Director
of the Orchestra from 1937 until 1962; Stefan Turchak, Volodymyr Kozhuchar, Fedir
Hlushchenko, Igor Blazhkov and Theodore Kuchar subsequently conducted the Orchestra as
its Principal Conductors. Major guest conductors who worked with the NSOU have included
Kirill Kondrashin, Igor Markevitch, Evgeny Mravinsky, Gennady Rozhdestvensky, Kurt
Sanderling, Leopold Stokowski and Evgeny Svetlanov, and the visiting soloists count the
instrumentalists Emil Gilels, Leonid Kogan, Gidon Kremer, Oleh Krysa, Yehudi Menuhin,
David Oistrakh, Svyatoslav Richter, Mstislav Rostropovich, Artur Rubinstein and Isaac Stern
and singers Andrea Bocelli, Monserrat Caballé, Plácido Domingo, José Carreras and Juan
Diego Flórez among their number. The NSOU has given first performances of works by Aram
Khatchaturian, Boris Lyatoshynsky, Sergei Prokofiev, Dmitri Shostakovich, Valentyn Silvestrov,
Myroslav Skoryk and Evhen Stankovych.
The Orchestra gained its international recognition over a remarkably short period of
time. After it appeared in Moscow, Dmitri Shostakovich commented: ‘This orchestra has as
distinguished a group of performers as one would be likely to find anywhere. The ensemble of
the orchestra is of the highest level. In addition, the various soloists and instrumental groups
within the Orchestra play exceptionally and complement each other beautifully – as would the
greatest of the world’s symphony orchestras’.
Since 1993, the NSOU has released more than a hundred recordings, with music by both
Ukrainian and other composers, many of these recordings receiving highest international
acclaim. In 1994, for example, the Australian Broadcasting Company rated the NSOU recording
of Boris Lyatoshynsky’s Second and Third Symphonies on Marco Polo as the ‘Best Recording of
the Year’. Silvestrov’s Requiem for Larissa (ECM Records) was nominated for a Grammy Award
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in 2005, and an album of Ernest Bloch’s and Benjamin Lees’ Violin Concertos (Artek) was
nominated for a Grammy Award four years later.
The NSOU has performed on successful concert tours throughout Australia, Austria,
Bahrain, Belgium, Belarus, Canada, China, the Czech Republic, Denmark, France, Germany,
England, Hong Kong, Iran, Italy, Japan, Kazakhstan, Lebanon, the Netherlands, Oman, Poland,
Portugal, Russia, Slovakia, Spain, Switzerland, the United Arab Emirates and the United States
of America. A critic for The Sydney Morning Herald hailed it as ‘an orchestra with many virtues.
Its strings can conjure up a vibrant songfulness; the woodwinds have a fruity, penetrating
ripeness; the brass could endanger the walls of Jericho; the percussion might wake the dead’.
Since April 1999 Volodymyr Sirenko has been the Artistic Director and Chief Conductor
of the NSOU; and since June 2006 the Managing Director and Producer has been Alexander
Hornostai.
www.nsou.com.ua
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HERMANN GRÄDENER Orchestral Music, Vol. 1: Violin Concertos
Violin Concerto No. 1 in D major, Op. 22 (1890)		
36:24
1 I
Allegro moderato		
19:36
2 II
Larghetto		
8:02
3 III Finale: Allegro non tanto		
8:46
Violin Concerto No. 2 in D minor, Op. 41 (1905)		
38:06
4 I
Allegro non troppo		
19:19
5 II
Andante		
8:49
6 III Finale: Rondo capriccioso		
9:58

Karen Bentley Pollick, violin
National Symphony Orchestra of Ukraine
Gottfried Rabl, conductor
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