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Thomas Alexandrovich de Hartmann (1884–1956) was born on his family’s estate 
outside of Khoruzhivka, Ukraine. From the age of eleven he studied composition 
with Anton Arensky, the teacher of Rachmaninov, Prokofiev and Skryabin, and later 
with Sergei Taneyev, a master of counterpoint and adviser to (and former student 
of) Tchaikovsky. By the age of fifteen de Hartmann had seen his music published 
by Jurgenson Edition in Moscow. An accomplished pianist, he studied with Annette 
Essipova-Leschetizky, who also taught Prokofiev and Skryabin. He graduated from 
the St Petersburg Conservatoire when he was eighteen.

In 1906 de Hartmann was catapulted to fame in Russia with the performance of 
his ballet La Fleurette rouge, with Nijinsky, Fokine, Pavlova and Karsavina in the cast: 
it was staged for seven consecutive seasons in St Petersburg and Moscow. In 1908 he 
went to Munich, where he met the painter Wassily Kandinsky (1866–1944), who was 
to become a lifelong friend, and joined the avant-garde in art and music: he was an 
original member of the ‘Blaue Reiter’ group. 

In 1916 he met his spiritual teacher, Georges Ivanovich Gurdjieff (1877–1949), in 
St Petersburg. With the outbreak of the Russian Revolution in 1917, they fled with a 
small band of followers across the Caucasus. Eventually they settled in Fontainebleau, 
outside Paris, where in 1922 Gurdjieff set up his Institute for the Harmonious 
Development of Man. In an unusual collaboration the two men composed a large 
body of sacred music from the East, mostly for piano. In 1929 de Hartmann left 
Gurdjieff ’s Institute and moved to the outskirts of Paris, where he supported himself 
by composing over 50 film scores.

 The years from 1934 marked de Hartmann’s most productive period. By the late 
1940s he was well known in France and Belgium, where many leading musicians 
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performed his music, among them the cellists Pablo Casals and Paul Tortelier, the 
flautists Marcel Moyse and Jean-Pierre Rampal, the violinist Alexander Schneider and 
the conductors Eugène Bigot and Serge Koussevitzky. He developed a strong friendship 
with Casals, who played and promoted his work at the Prades Festival.

He moved to the United States in 1950, where his last works were composed in a 
more modernist idiom. He established relations with the conductor Leopold Stokowski 
and a few other influential musicians, but his health was failing, and he struggled 
for recognition. He died suddenly from a heart attack in Princeton, New Jersey, on  
28 March 1956, three weeks before he was due to give a recital of his music in New York 
Town Hall.

Thomas de Hartmann’s musical output consists of some 90 works written in the 
classical idiom, 53 film scores and several hundred pieces of sacred music from the East 
composed in collaboration with Gurdjieff. The earliest works reflect the Romantic taste 
of the Russian aristocracy, and also of his teacher Anton Arensky; they are reminiscent 
of Chopin, Schumann and Mussorgsky. The Trois Morceaux, Op. 4, and the Six Pieces, 
Op. 7, for solo piano, as well as the Three Romances, Op. 5, for soprano and piano, 
showcase the precocity of the young composer, still in his teens. They were published 
in 1899 and 1902.

In the first decade of the twentieth century new influences appeared in de Hartmann’s 
writing. Already in the Three Preludes (Op. 11, 1904) he was experimenting with 
Impressionism, rapidly changing rhythmic metre and unusual harmonic structures. The 
success of his ballet La Fleurette rouge (Op. 9, 1907) enabled him to be released from 
military duty and to travel to Munich. It was there that he worked with Kandinsky and 
the dancer Alexander Sacharoff (1886–1963) towards a synthesis of the different artistic 
media of painting, dance and music, best exemplified in the ballet scenario Der gelbe 
Klang (‘The Yellow Sound’).

As successful as he was on the surface, de Hartmann began to look for something 
more in his work with music. He writes in his autobiography:
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To my great surprise, I took myself to account and began to realize that all that had 
attracted me in my youth, all that I had dearly loved in music, no longer satisfied me and 
was, so to say, outdated.1

It was clear to me […] that to be able to develop in my creative work, something was 
necessary – something greater or higher that I could not name. Only if I possessed this 
‘something’ would I be able to progress further and hope to have any real satisfaction from 
my own creation […].2 
Meeting Gurdjieff in December 1916 opened the door for him to find what he was 

looking for. He learned many techniques for inner growth and an encyclopaedia of 
musical ideas from their collaborative work. Gurdjieff asserted that there was such a 
thing as ‘objective music’ which could have a specific effect on the emotions and the 
psyche of the listener, not dependent upon taste or style.

De Hartmann was to draw upon these resources for the rest of his life. Although 
the film scores written between 1928 and 1935 drew heavily from his Romantic roots, 
they also show the influence of his time with Gurdjieff. An example can be found in the 
introduction to the film L’Or des mers (Jean Epstein, 1932), which begins with a long 
oboe solo that sounds distinctly like the eastern ‘ney’ (an end-blown flute prominent in 
Turkish music) before turning to the main, Romantic, theme. 

De Hartmann’s later work shows a remarkable eclecticism. He drew from many 
different styles, often to be found in the same piece. His Violin Sonata (Op. 51, 1937) 
combines Romanticism, Impressionism, eastern melody, jazzy harmonies and hints of 
bitonality. The second movement of the Double-Bass Concerto (Op. 65, 1942) heard 
here includes a Romantic, Russian-sounding ‘Romance 1830’ sandwiched between a 
first movement filled with dissonance and the third based on folk elements.

His extensive catalogue of vocal music shows a wide-ranging literary curiosity, 
which includes poems by Proust, Pushkin, Shelley and Verlaine as well as passages from 
Joyce’s Ulysses. It also demonstrates a deep interest in the music of different cultures. 

1 Our Life with Mr. Gurdjieff, definitive edition, ed. T. C. Daly and T. A. G. Daly, Penguin Books, Harmondsworth, 1992, p. xiii. 
2 Ibid., p. 5.
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There are Bulgarian songs, Chinese music from the thirteenth century, and music from 
Catalonia, sung in Catalan.

The orchestral music also has much variety, and illustrates his gift for colourful 
instrumentation. His four symphonies include the hour-long Symphonie-Poème3  
(Op. 50, 1934) heard on this album, the first of four works with this title. He wrote seven 
concertos, which feature the piano, violin, cello (two for this instrument), flute and harp 
as well as the double bass. There are ballet scores and an opera, Esther (Op. 76, 1946). 
Before The Thomas de Hartmann Project began its work, little of this music had been 
heard since his death.

Towards the end of his life de Hartmann began to admit more dissonance into his 
music. Many, but not all, of his later compositions are shorter and more compact, with a 
definite programme. There is sometimes an ironic commentary on the human condition 
in this music, with subtitles such as ‘The banality of life which cannot be conquered by 
man’ (prefacing ‘The Dance of Life’, the second of the Two Nocturnes, Op. 84, of 1953), 
as well as the ballet La Fête de la Patronne d’après Degas (Op. 77, 1947), which portrays a 
brothel in Montmartre, and the Humoresque Viennoise for piano (Op. 45, 1945), which 
adds some disturbing dissonance to Strauss’ Blue Danube Waltz. The (sub)titles of other 
works point in a different direction, towards what de Hartmann saw as man’s spiritual, 
even celestial, possibilities: ‘The Music of the Stars’, the first of the Op. 84 Nocturnes, 
carries the injunction ‘Look into the depths of eternity’; and the Second Piano Sonata 
(Op. 82, 1951) is ‘dedicated to P. D. Ouspensky and the idea of the Fourth Dimension’.4

De Hartmann’s music with its many styles is held together by the sense of his inner 
search, aspects of which find expression through his compositions. It is not necessary to 
be aware of all that he may be trying to say in order to enjoy the music, with its colourful 
palette and wide variety of stylistic means, although the enquiring listener may well be 
rewarded by the depth of what is conveyed and revealed upon repeated listening. Beyond 

3 It was Liszt who invented the term ‘symphonic poem’, but ‘Symphony-Poem’ and ‘Concerto-Poem’ are genres favoured in particular 
by Russian composers and hardly used anywhere else. 
4 Pyotr Demianovich Ouspensky (1878–1947) was, like de Hartmann, an early supporter of Gurdjieff, whom he met in Moscow in 
1915. He later settled in England. The Fourth Dimension, Ouspensky’s first book, was published in 1909.
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the intriguing musical forms, in which the particular understanding and experience 
that de Hartmann was determined to explore and bring forth, they themselves suggest 
further avenues of exploration. The many styles on which he drew were always at the 
service of this aim, and the result is the creation of a unique sound-world.
Elan Sicroff is a concert pianist, recording artist and educator. He has worked extensively with the 
music composed by Thomas de Hartmann and the spiritual teacher Georgi Gurdjieff, and he is the 
foremost interpreter of de Hartmann’s classical piano music. In 1982 he undertook a concert tour of the 
USA, introducing de Hartmann’s neglected works to a wider audience. Since 2006 he has spearheaded 
The Thomas de Hartmann Project. His extensive discography includes Journey to Inaccessible Places 
and Other Music (released in 1987 on the Editions E.G. label), Laudamus… – The Music of Georges 
Ivanovitch Gurdjieff and Thomas de Hartmann  (CD Baby, 2012), The Piano Music of Thomas 
de Hartmann (Nimbus Alliance, 2021), The Chamber Music of Thomas de Hartmann (Nimbus 
Alliance, 2021), The Songs of Thomas de Hartmann (Nimbus Alliance, 2021) and Orchestral Music 
of Thomas de Hartmann (Nimbus, 2022).

   
The Thomas de Hartmann Project was initiated in 2006 by its Artistic Director, the pianist Elan Sicroff, 
and its Executive Director, the guitarist Robert Fripp. Using recordings, performances, writings, videos and 
lectures, the project aims to recover and preserve de Hartmann's musical legacy and rightful place in the 
classical repertoire. 

After a five-year recording project completed in the Netherlands in 2016 (of the solo piano, chamber 
and vocal works), the current phase of the project focuses on the orchestral repertoire. This album is the 
third (of a probable six) to be released over the next couple of years, and the second on Toccata Classics. 

The project as a whole has been made possible by the collaboration of Tom Daly, inheritor/owner of the 
de Hartmann materials, who has made a major effort and investment to get the scores ready for performance 
and, ultimately, also for publication. This recording is the last of three made during an orchestral festival 
in Lviv, Ukraine, in September 2021, entitled ‘Thomas de Hartmann in Ukraine – a Forgotten Master’. 
The festival, featuring three concerts followed by studio recordings, was organised by Efrem Marder with 
Theodore Kuchar and the Lviv National Philharmonic Orchestra of Ukraine. 

In addition to the tireless efforts of Maestro Kuchar, appreciation goes to the ongoing dedication of  
Elan Sicroff and the many supporters of the Thomas de Hartmann Project, including the invaluable 
contributions of its team members.
www.thomasdehartmannproject.com             —Efrem Marder, Orchestral Project Director

The Thomas de Hartmann Project
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Many of Thomas de Hartmann’s endeavours in orchestral music, composed while 
he and his wife Olga were living in the environs of Paris in the 1930s and 1940s, 
were fortunate to be given their premieres by major ensembles, including the Boston 
Symphony Orchestra (Cello Concerto, 1938) and the Concerts Lamoureux, an 
orchestra founded in 1881, which had premiered or recorded several now famous 
works by French composers, including Emmanuel Chabrier’s España (1883), Fauré’s 
Pavane (1888), Debussy’s Nocturnes (1900–1), Ravel’s Menuet antique (1930) and 
his Piano Concerto in G (1932). The two works on this album are among several 
symphonic and concerto works from this period of de Hartmann’s career, which 
highlight his fascination with literary recollections of his Ukrainian homeland and 
the vastly eclectic array of musical styles he blends from one movement to the next, 
and even from one theme to the next. 

Symphonie-Poème No. 1, Op. 50 (1934)
An annotation in the manuscript score of de Hartmann’s first symphony indicates that 
it was completed on 18 October 1934 in the town of Vaumoise, about 70 kilometres 
north-east of Paris. This work was among the very first to be completed and 
premiered during what was to be a resurgence in de Hartmann’s own compositional 
activity following several years of writing film music, collaborating with Georgi 
Gurdjieff or arranging transcriptions of works by other composers, as de Hartmann 
had done with a Prelude and Fugue by Bach for a Radio Paris performance in 1933. 
One senses a newly found artistic freedom in the way de Hartmann describes his 
Symphonie-Poème with references to the meaning conveyed in the overall work and 
within individual movements:

THOMAS DE HARTMANN:  
ORCHESTRAL MUSIC, VOLUME TWO 
by Evan A. MacCarthy



8

This Symphony is purely a musical work, and there is no absolute subject. Nevertheless, 
one feels the principal idea behind the work: Humanity bewitched mechanically is thus 
without belief and without hope. Only memory of the past brings one back to a superior 
life, to beauty, to youth (Scherzo), to one’s native country (Andante). In the Finale, its madly 
whirling dance throws one into chaos, into despair, into the annihilation of mechanized 
Humanity. But let us repeat: this symphony belongs to a pure musical dimension and does 
not require explanation. Every person feels this Symphony in accordance with what he 
himself is. Its aim is only to provoke life in those that listen to it.1

This account of his first symphony and the eclecticism of the music in the symphony 
itself resonate with de Hartmann’s 1912 essay ‘On Anarchy in Music’, where he writes 
that ‘every method that arises from an inner necessity is right. The composer wants 
to express what at the moment is the intention of his intuition’.2 The variety of 
music styles and the richness of orchestration encountered from section to section, 
movement to movement, in this first Symphonie-Poème was celebrated by many and 
criticised by others. One encounters this eclecticism immediately in the exposition 
of the first movement, Lent 1 , which opens with a motif that returns transformed 
in the second, then passes through five themes into a grand development and a 
triple fugue (stretto) that brings together the themes of the movement. The second 
movement, a Scherzo 2 , features an exposition with two main elements and a 
substantial development, whereas the short introduction of the third movement, 
Andante 3 , turns to a tempo marziale and then a quasi-recitative imitating ‘a song of 
a blind Ukrainian kobza player’ (as de Hartmann’s score observes). A fugato presents 
the main theme of the fourth movement, Allegretto feroce 4 , before a second theme 
sounds, leading to an extensive development and the return of a transformed version 
of the opening theme of the movement.

In addition to large wind, string and percussion sections, together with celesta, 
piano (for four hands) and two harps, three saxophones appear in this score in place 
1 De Hartmann, unpublished memoir.
2 Thomas de Hartmann, ‘On Anarchy in Music’, in The Blaue Reiter Almanac, New Documentary Edition, ed. Klaus Lankheit, 
Thames and Hudson, London, 1974, p. 113.
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of any brass. De Hartmann’s fondness for the saxophone is especially apparent in 
his film music, but his classical output also includes an alto saxophone in his ballet 
Babette (Op. 49, 1935) and Koliadky (Op. 60, 1940). In fact, it was de Hartmann who 
introduced Glazunov to the saxophone quartet of the Republican Guard, which led to 
Glazunov’s composition of his Saxophone Quartet (Op. 109, 1932), now a staple of the 
saxophone repertoire.

De Hartmann’s first Symphonie-Poème was premiered in December 1935 by the 
Concerts Lamoureux, conducted by its dedicatee, the recently appointed director of the 
orchestra, Eugène Bigot (1888–1965), a professor at the Conservatoire de Paris, who 
held several other important posts in the Parisian music scene, including the musical 
directorship of the Opéra-Comique (1936–47) and the Orchestre Philharmonique de 
Radio France as its first music director. Also on the programme was the overture 
to Weber’s Freischütz and Mendelssohn’s First Piano Concerto, with the Bulgarian 
pianist Lyuba Encheva (1914–89) as soloist. Bigot led a subsequent performance of 
the Symphonie-Poème in Brussels in 1937.

Although the premiere encountered some harsh criticism from elements of the 
Parisian press, there were several who welcomed the novelty of de Hartmann’s style. 
The composer and critic Florent Schmitt, writing for Le Temps, described it as a ‘strange, 
curious, extraordinary thing’, highlighting ‘treasures of colour and of picturesqueness’, 
moments of ‘formidable wildness’ and the meeting of ‘a noble and inspired Russian 
song’ with the ‘demoniac race’ and its ‘volcanic rhythm’.3 The critic André George 
praised de Hartmann’s ‘beautiful and always irresistible’ music, remarking that 
‘such a power, such a generosity of art and of labour are never ordinary, but in our  
day – exceptional’.4 Émile Vuillermoz found the Symphony ‘worthy of the esteem of all 
musicians’, extolling ‘what musical temperament, what orchestral richness, and what 
constant interest in this tumultuous musical language’.5 A letter from Kandinsky to de 

3 Florent Schmitt, Le Temps, 7 December 1935. The proximity of Schmitt’s own style to de Hartmann’s orchestral writing may have 
helped stimulate his enthusiastic response.
4 André George, Les Nouvelles Littéraires, 14 December 1935.
5 Émile Vuillermoz, Excelsior, 2 December 1935. 
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Hartmann and his wife Olga (1885–1979) celebrated the ‘wonderful and loud’ sound 
of the orchestra and admitted how well de Hartmann’s ‘coloristique’ was transmitted, 
‘as rich as the symphony itself ’.6 As for any adverse reviews, de Hartmann surely 
heeded the advice given to him by Pablo Casals: ‘Pay no attention to the taste of your 
Parisian colleagues. Rare all of those who have a real talent, more rare yet those who 
dare to be themselves’.7

Fantaisie-Concerto for double bass and orchestra, Op. 65 (1942) 
Four years after the premiere of his Cello Concerto, with Paul Tortelier (1914–90) and 
Serge Koussevitzky conducting the Boston Symphony Orchestra in 1938, de Hartmann 
composed his Fantaisie-Concerto for double bass and orchestra, ‘with the unique double 
bass sound of Serge Koussevitzky in mind’.8 Koussevitzky’s early career, before he turned 
to conducting, involved some years as a touring double-bass soloist and principal bassist 
for the orchestra of the Bolshoi Theatre following his studies with the Czech bassist Josef 
Rambousek (1845–1901). The tonal quality of his contrabass, which was long believed 
(incorrectly) to have been made by Amati in the early seventeenth century, appealed 
to de Hartmann at the time, and to this day makes it a sought-after instrument for 
performing.

On the title page of the score, de Hartmann made a note of the source of inspiration 
for this work: 

In 1838 the Russian composer Mikhail Ivanovitch Glinka [1804–57], the founder of the 
New Russian School, spent the summer in his estate in Kochanivka (160 km northeast of 
Kiev) where he wrote the first sketches of Ruslan and Lyudmila. He was accompanied by 
his servant (a serf), who not only served his master, but also – playing the contrabass – 
took part in the improvised ensembles, where the fragments of Ruslan were played. The 
thought of this devoted servant of the Russian genius, the ambience of the 1830s in a 
charming Ukrainian countryside, gave the idea for this Concerto.

6 Wassily Kandinsky, letter to de Hartmann and his wife, undated.
7 De Hartmann, unpublished memoir. 
8 Thomas de Hartmann, unpublished memoir.
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The first movement, Allegro con brio 5 , opens boldly with a brief introduction by 
the winds, horns and strings before the double bass enters with recitative-like exchanges 
with the orchestra. Two themes are introduced and extended until a very brief cadenza 
by the bass and a sudden transition leads into a fugato section, harmonic development 
and a return of the first theme, now broadened. A hushed ending of concise solo 
passages by the contrabassoon, clarinet and bassoon ushers in an attacca transition to 
the next movement.

The second movement 6  bears the title ‘Romance 1830’, which intimates the 
experiences of Glinka and his servant at Kochanivka, as de Hartmann explained 
in his note on the score. In 1936, de Hartmann had set to music the 1816 poem 
‘Remembrance’ by Vasily Andreyevich Zhukovsky (1783–1852), naming his setting 
Romance 1830 (Op. 55). One can hear a striking resemblance between this song and 
the second movement of the concerto. The movement here opens with harp and solo 
bass, supported by muted cellos and the orchestral basses. The cantabile writing for 
the bass resembles a haunting aria, alternating with brief moments of resolve in major 
mode, as the flute, clarinet, horn, glockenspiel and muted strings add a dreamlike 
quality before a return to the opening texture, now transformed by portentous 
arpeggios heard in the harp.

A tambourine initiates the third movement, Allegro commodo 7 , to introduce 
the double bass, then countermelodies from the bassoon, then oboe, later flute and 
piccolo, until the full orchestra joins to emphasise the rustic, folk-dance quality. A 
transition to a second theme presents another dance, then an extended development 
of the lilting first theme by soloist and orchestra. Running scales from the bass and a 
build-up to a vivace from the full orchestra bring the concerto to a muted conclusion 
with a final thrust. De Hartmann also composed a reduced score for double bass and 
piano, a recording of which was recently released by Elan Sicroff and Quirijn van Regteren 
Altena.9

9 The Chamber Music of Thomas de Hartmann, Sicroff, van Regteren Altena et al., Nimbus Alliance ni6411, 2021.
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Evan A. MacCarthy is Five College Visiting Assistant Professor of Music History in the Department of 
Music and Dance at the University of Massachusetts Amherst. He has been awarded fellowships from 
the American Academy in Rome (Rome Prize), Villa I Tatti – Harvard Center for Italian Renaissance 
Studies and the West Virginia Humanities Council. His research focuses on the history of fifteenth-
century music and music theory, late mediaeval chant and nineteenth-century American music. His 
forthcoming book Ruled by the Muses: Italian Humanists and their Study of Music in the Fifteenth 
Century explores the musical lives of scholars who sought to revive the cultural and intellectual 
traditions of ancient Greece and Rome.

Leon Bosch conducts chamber and symphonic ensembles 
around the world and is one of the few double-bass players 
to direct concertos from the instrument. 

Having worked with the finest conductors for 30 years 
as a member of groups such as the Academy of St Martin 
in the Fields and the Philharmonia and Hallé Orchestras, 
he learnt the repertoire and conductor’s craft from inside 
the orchestra, and finally made the transition to the podium 
in 2015, when he left the Academy of St Martin in the 
Fields and went to study in St Petersburg with Alexander 
Polishchuk. Since then he has conducted orchestras across 
the UK, Europe, India, South Africa and Mozambique.

During his playing career, he performed concertos 
around the world and served as a guest with ensembles 
such as The Lindsays, the Brodsky Quartet and Zukerman 
Chamber Players.

He is committed to rediscovering neglected music, as well as expanding and diversifying 
the double-bass repertoire, and has recorded sixteen albums of wide-ranging programmes, 
with more in the pipeline. 

Throughout his career he has worked with leading composers, and his latest project is 
to revive the sonatina form for a programme he will tour and record. He also commissions 
chamber arrangements of well-known symphonic classics for his ensemble I Musicanti, and has 
set up I Musicanti Publishing for the purpose of distributing these works. 

Photograph: Juno Snow
don
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He is professor of double bass at Trinity Laban Conservatoire of Music and Dance in London 
and gives master-classes in the USA, Europe, South Africa and the Far East. He has also served as 
double-bass coach for youth orchestras including the I, Culture Orchestra, National Youth String 
Orchestra, MIAGI (Music is a Great Investment) Orchestra and Buskaid. He has contributed to 
programmes on BBC Radios 3 and 4 and written for The Strad and Classical Music magazines.

Leon Bosch grew up in South Africa, the son of the political activist Jonas Fred Bosch, 
and spent time in a police cell for organising protests while still at school. He left the apartheid 
regime behind to study at the Royal Northern College of Music in Manchester. He became a 
British citizen in 2000. In recent years he has returned to his musical roots, forming the Ubuntu 
Ensemble with other UK-based South African musicians, and commissioning music for the 
South African Double Bass project, the first album of which was released in 2020. He also acts 
as a mentor for South African musicians worldwide.

Away from music, he runs marathons and ultra-marathons and holds a Master’s degree in 
Intelligence and International Relations from Salford University.

Theodore Kuchar is the most frequently recorded conductor 
of his generation and appears on over 140 albums on the 
Naxos, Brilliant Classics, Marco Polo, Ondine and Toccata 
Classics labels. He has served as the Artistic Director and 
Principal Conductor of two of the leading orchestras in 
Europe, the National Symphony Orchestra of Ukraine and the 
Janáček Philharmonic Orchestra (formerly the Czech Radio 
Orchestra), while also acting as the Principal Conductor of the 
Slovak National Symphony Orchestra and Slovak Sinfonietta, 
and he recently accepted the position as Principal Conductor 
of the Lviv National Philharmonic Orchestra of Ukraine. 
In the 2011–12 season he began his tenure as the Artistic 
Director and Principal Conductor of the Orquesta Sinfónica 
de Venezuela and before that served as the Music Director 
and Principal Conductor of the Queensland Philharmonic 
Orchestra in Brisbane. In addition to his conducting activities, he has been the Artistic Director 
of two of the world’s most important chamber-music festivals, The Australian Festival of Chamber 
Music (1991–2007) and the Nevada Chamber Music Festival (2003–18). 
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His longest affiliation has been with the National Symphony Orchestra of Ukraine, of which 
he was appointed Artistic Director and Principal Conductor in 1994. They have appeared together 
in over 250 performances, in Kyiv and on tour on four continents, and their discography totals 
over 70 albums. Most recently, in January–March 2017, they completed a 44-concert tour of 
North America under the auspices of Columbia Artists Management. Other recent conducting 
engagements include the major orchestras and opera houses of Amsterdam, Ankara, Antalya, 
Bayreuth, Beijing, Buenos Aires, Cape Town, Helsingborg, Helsinki, Istanbul, Kharkiv, Kyiv, 
Munich, Prague and Weimar, among others. Among the major musicians with whom he has 
performed are Joshua Bell, Sarah Chang, James Galway, Lynn Harrell, Robert Levin, Yo-Yo Ma, 
Shlomo Mintz, Jessye Norman, Itzhak Perlman, Mstislav Rostropovich and Frederica von Stade. 

Theodore Kuchar’s recordings have won numerous accolades, including a ‘Record of 
the Year’ from BBC Music Magazine, ‘Record of the Year’ from the Australian Broadcasting 
Corporation, ‘Record of the Year’ from Chamber Music America, an ‘Editor’s Choice’ in 
Gramophone, ‘Record of the Year’ from the radio station WQXR in New York and a Grammy 
nomination in the category of Best Instrumental Album of 2013. The 2016–17 season saw the 
release of seven new albums on Naxos, devoted to the complete symphonies of the Ukrainians 
Boris Lyatoshynsky and Yevhen Stankovych (with the National Symphony Orchestra of 
Ukraine) and orchestral works by the Turkish composer Ulvi Camal Erkin (with the Istanbul 
State Symphony Orchestra). For Toccata Classics he recorded the Missa Adsum! Celebrating 
Women (2013) and the Civil War song-cycle We That Wait (2015) by the American composer 
Richard Moriarty (tocc 0503) and he contributed to, and curated, the first volume of the 
complete surviving works of the Hungarian-Dutch composer Pál Hermann (tocc 0443), and 
curated also the second (tocc 0585), where he can be heard as a violist.

The Lviv National Philharmonic Orchestra of Ukraine (known domestically as the Lviv 
Philharmonic Orchestra) was officially established on 27 September 1902, when its first concert 
took place in the Philharmonic Theatre of Count Stanisław Skarbko (currently known as the 
Ukrainian National Academic Theatre of Drama named after Maria Zankovetska) – and when 
Lviv, now in Ukraine, was still Lwów in Poland. The Principal Conductor was Ludwik Vitezslav 
Czeliansky (1870–1931), who assembled a highly professional ensemble of 68 musicians, 
the majority of whom were graduates of the Prague Conservatoire. During its first season, 
the Orchestra performed nearly 115 concerts, with the total number of audience members 
exceeding 115,000, and the programmes featuring the standard symphonic repertoire. Richard 
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Strauss, Mahler, Leoncavallo and Karłowicz performed as invited conductors during this 
first season. After this brilliant opening season, the Orchestra went on tour to Krakow, Łódź, 
Warsaw and Vilnius – after which it ceased to exist. 

For many years, the Lwów Philharmonic Society did not have its own orchestra. The 
director, Leopold Litynsky, made an attempt to create such a group from the best musicians of the 
military orchestras of local infantry regiments, and so managed to continue the activities of the 
Philharmonic in 1903–4. In the following years, touring orchestras performed in Lwów, including 
the Vienna Symphony and Konzert-Verein and the Tonkünstler Orchestras from both Munich and 
Vienna, as well as the Warsaw and Czech Philharmonics and others. Resounding premieres also 
took place in the city, one of them being the Polish premiere of Paderewski’s Polonia Symphony, 
performed in 1910 (only a year after its composition) under the baton of Henryk Opieński during 
the Congress of Polish Musicians, dedicated to the 100th anniversary of the birth of Chopin. 

From 1919 to 1939, the Conservatoire Symphony Orchestra of the Halychyna Music 
Society remained the only permanent orchestra in the city. On rare occasions, a symphony 
orchestra of the Polish Union of Musicians, organised in 1921, performed under the auspices of 
the Lwów Philharmonic Society and M. Türk’s Concert Bureau (it united performers from the 
Society and the City Theatre and operated until 1924), with programmes prepared by Bronisław 
Wolfstal, Adam Sołtys, Alfred Stadler and Milan Zuna, but with the international economic 
and social crisis of the late 1920s and early ’30s, the music departments of the city theatres were 
disbanded. The musicians joined the orchestra of the Society of Music and Opera Fanatics, 
starting their own concert activities with a series of symphony concerts, under the direction of 
Grzegorz Fitelberg, Mateusz Gliński, Jerzy Kołaczkowski, Jakub Mund, Anton Rudnytsky and 
Stefan Śledziński. The ‘Inaugural’ concert of the newly formed Lwów Philharmonic Orchestra 
took place on 20 November 1933, with Adam Sołtys conducting; in the first season, indeed, he 
combined the functions of conductor and artistic director, working with the orchestra until 
1938. During this period, it collaborated with a number of prominent composers – among them 
Bartók, Ravel and Szymanowski – and soloists – Busoni, Landowska, Godowski, Rubinstein, 
Ysaÿe and many others. With the advent of the Soviet regime, in December 1939, the Orchestra 
was re-formed under the auspices of the Regional Radio Committee, but ceased operations 
during the German occupation of 1941–44. It resumed work in August 1944. 

From the 1950s the most renowned musicians of the twentieth century began to appear with 
the Orchestra, among them Emil Gilels, Natalia Gutman, Leonid Kogan, Heinrich Neuhaus, 
David and Igor Oistrakh, Sviatoslav Richter, Mstislav Rostropovich and Maria Yudina. Special 
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concerts have been devoted to the works of living composers – Kabalevsky, Khachaturian, 
Penderecki, Schnittke, Shostakovich – and given in their presence. Nor has the Orchestra 
neglected Ukrainians: Mykola Kolessa, Anatoliy Kos-Anatolsky, Stanislav Lyudkevych, Ihor 
Scherbakov, Myroslav Skoryk, Yevhen Stankovych, Valentyn Sylvestrov and others. The 
prominent conductors who have worked with the Orchestra include Reinhold Glière, Mariss 
Jansons, Kirill Kondrashin, Theodore Kuchar, Fuat Mansurov, Kurt Masur, Yevgeny Mravinsky, 
Nathan Rakhlin, Gennady Rozhdestvensky, and Saulius Sondeckis, as well as the Ukrainian 
conductors Igor Blazhkov, Fedor Glushchenko, Roman Kofman, Volodymyr Kozhukhar, Stefan 
Turchak and Volodymyr Sirenko. 

The Lviv National Philharmonic Orchestra of Ukraine has toured successfully in many 
countries around the world, among them France, Germany, Italy, Poland, Spain, Switzerland, 
the Netherlands and China. In early 2023 the Orchestra will undertake a major tour of North 
America under the direction of its Principal Conductor, Theodore Kuchar. During the past 
several seasons it has made a number of well-received recordings for major international labels, 
including Brilliant Classics, Naxos and Toccata Classics.
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  in the National Philharmonic Hall, Lviv, Ukraine
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THOMAS DE HARTMANN Orchestral Music, Volume Two
Symphonie-Poème No. 1, Op. 50 (1934) 65:31
1  I Lent – Maestoso – Alla breve: Allegro – Allegro risoluto  21:14
2  II Scherzo  14:52
3  III Andante  15:26
4  IV Finale: Allegretto feroce  13:59

Fantaisie-Concerto for double bass and orchestra, Op. 65 (1942–44)  16:16
5  I Allegro con brio  7:47
6  II Romance 1830: Adagio  3:55
7  III Finale: Allegro commodo 4:34

TT 81:49Leon Bosch, double bass 4 – 7

Lviv National Philharmonic Orchestra of Ukraine 
Theodore Kuchar, conductor
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