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violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 
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This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 
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violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 
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This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 
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violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 



violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 



violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 



violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 
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violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 
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violin sonata, labeled ‘improvistation’, 
there is toward the end a quotation from 
Beethoven’s Pathetique Sonata. When 
looking closely at that movement you can 
find most of it derives from inspiration 
from that movement as if it is all the fruits 
of improvisations Strauss has done over 
Beethoven.

Strauss does something of the same in the 
Metamorphosen here using the funeral 
theme from the Eroica Symphony.

So here is a riddle:
The first one who in my new Beethoven 
Cadenzas can find where I quote his 
Grosse Fuge and where I discovered a 
similarity between a figuration in the  
concerto with Mozart Clarinet Quintet and 
hence elaborate on that; the first one to 
write this to me at hkragg@gmail.com will 
get 3 signed CDs, and anyone who writes 
me can for the time being get free sheet 
copies of the so far unpublished Cadenzas 
and Duo. 

But arrangements…
Up until about 1950 all good music was 
always arranged. When I performed 
Mendelssohn Concerto with Christopher 
Hogwood in Poznan, we discussed why 
arrangements lately are frowned upon in 
such a way that you need a famous name 
like Schoenberg, Mahler or Ravel to justify 
it, while this was clearly not the case in 
earlier times.

I am often asked why I do not use 
Mahler’s arrangement of Beethoven’s 

Quartet Serioso op.95. I have tried that 
with chamber orchestras, but Mahler 
hardly makes use of the double bass at 
all. When I started to read about it, I 
found that when Mahler performed it he 
actually used 16 first violins, 16 second 
violins, 16 violas, 16 cellos and 12 double 
basses. With such a large force and 
equally many cellos as 1st violins you 
probably do not need to use basses that 
much, or maybe the ones who have tried 
to figure out Mahler’s intentions have 
done a bad job, I do not know. But with a 
modern chamber orchestra I personally 
get better results by doubling the viola 
with basses when cello has the theme in 
higher register and using basses much 
more to reinforce the cellos to balance 
with the plentiful players of the violin 
sections. As well as adding a few 
elements to the bass part where I believe 
Beethoven was limited by having only 
four players.

Finally I want to encourage you all to think 
which parts of tradition you believe in and 
which might feel like a prison to you.

Henning Kraggerud 
At the opening of 2020 and the 250 Year 

celebration of Beethoven’s birth.
 

But he has not died yet…
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the violin concerto. But in later years, when 
Beethoven composed his Archduke Trio 
and his 10th sonata with Rode in mind, he 
became a big disappointment to 
Beethoven and so many others. At this 
time Rode composed his 24 Caprices, and 
earlier, with Baillot and Kreutzer, Rode had 
published the ‘official violin method of the 
Conservatoire de Paris’. 

Could it be that the very belief in systems 
like these; scales and etudes – especially if 
at the expense of improvising and 
composing – is at the very root of a 
creative draught plaguing classical music 
more and more leading up to today?

Fritz Kreisler said that what destroys young 
violinists today is too much practicing. Glen 
Gould said that he used up to 90 percent of 
his practising time not by the keyboard but 
thinking the music.

These days, the classical music profession 
has the smallest percentage of 
composing by performers of all musical 
genres. The Norwegian author Kjartan 
Fløgstad in the novel "Grense Jakobselv", 
goes as far as letting one of his 
characters describe the symphonic 
orchestra as a philharmonic coverband 
with 120 members on fixed wages.

When making the present recording, I did 
not want to give up neither what I loved 
or what inspired me from the old 
recordings, nor what exciting new things I 
discovered in my improvisational 
exploration of the score. Gradually, 

different and various ways of telling the 
stories within Beethoven’s violin concerto 
matured in me. Hardly based on what I 
grew up with but still influenced forever 
by my early love for the piece.

I have continued to explore the aspects I 
love most in the score and also what 
hindered them from blooming or 
manifesting themselves the way I like it 
the most. 

All things you come to love deeply will 
have the possibility of helping you unless 
you hinder them.

But the tempo…
In a tradition starting well into the 1900s 
slower and slower tempi have seeped into 
a lot of classical and romantic 
interpretations. Tempo markings like the 
"ma non troppo" for the Allegro were 
quite common in pieces starting with just 
quarter and half notes. Probably as a 
gentle warning that 8th notes and maybe 
16th notes were to come, as they were not 
in sight at the beginning of this and so 
many other scores with similar markings.

To consider tempo options with reference 
to how frequent harmonies change, was  
one of the first things making me really 
uncomfortable with the slowest  
interpretations of the Beethoven 
concerto. Especially after participating as 
a young student in the orchestra with 
other soloists playing. It didn't feel right 
for me to play so slowly when harmonies 
changes only every other bar.

Then of course there is the G Minor part 
of the first movement development, in 
some famous recording liner note it was 
described as a completely new theme 
introduced in the middle. But the 
harmonic progression and rhythm show it 
is based closely on the motif already 
introduced by the woodwinds in bar 18 – 
something I discovered while improvising 
over that theme. For me to both 
experience the tragedy of G Minor AND 
the connection to its roots in the opening 
section, it gives much more fulfilment 
than just to indulge in the theme as a 
separate event.

But of course…
Any method available to unlock your own 
creativity is to be encouraged in my view. A 
great score like Beethoven’s can indeed be 
played in countless ways so anyone trying 
to claim they know the right way should be 
distrusted. Including myself, I am sure there 
are many ways to practice leading to great 
interpretations not involving improvising or 
composing at all. 

Even in the very slow interpretations, not 
right for me as a performer, there is great 
art when played by those who feel this way 
in their hearts. The good thing is that there 
isn't one best or only right way of anything. 
All love and knowledge can lead to new 
combinations and give room for countless 
ways for the subconscious mind to bring 
forward new patterns presented as 
inspiration. Every performance can have the 
possibility to be fresh. As repeating without 
bringing new things to the table will wear 

down even the greatest idea. The listening 
situation changes every time also of course 
– otherwise even the best recordings would 
be pointless – so I still love listening to the 
Oistrakh recording. 

But what about…
Killing off some of the false Gods you 
yourself and others have given power, feels 
good. Whether it be Tradition, Common 
Taste or Scholastic belief in historic 
performance.
 
To take your liberty like this feels for me to 
be very much in touch with Beethoven’s 
spirit. In line with my own metamorphoses 
as a musician, improviser, composer and 
human being, and how this is connected 
with my feelings for Beethoven, I have on 
this album included my own composition 
Mantra-Metamorphosen composed in 2019 
- the month before this recording. Here I 
perform it with Brynjar Lien Schulerud, who 
is a fantastic concert master in the Arctic 
Philharmonic. Mantra-Metamorphosen is 
originally composed for 2 excellent flute 
players, the twins Ingrid and Maria W. Ose. 
The piece in its modulating form is 
somewhat inspired by R. Strauss 
Metamorphosen, as I had started rehearsing 
that piece with the Arctic Philharmonic for 
our Festival at the island of Svalbard which 
also took place these months in 2019. 
Svalbard is the Island Philip Pullman writes 
about in his great novels, and the 
population there is indeed 2000 people 
and 3000 Polar Bears. Strauss himself was 
also a huge admirer of Beethoven. So 
much that in the slow movement of his 

This album presents different 
metamorphoses: Beethoven’s violin 
concerto with my cadenzas, then my 
Mantra-Metamorphosen and lastly my 
arrangement of Beethoven op. 95 for 
chamber orchestra.

But there are so many great…
My first great experience with Beethoven’s 
Violin Concerto, I must have been 7 years 
old, was the recording my father brought 
home to us: the 1948 album with David 
Oistrakh and the State Radio Orchestra of 
the USSR conducted by Alexander Gauk 
(Melodiya Label Mono ND 0498-499). 
There is indeed some magic violin sound 
in this mono recording and it also contains 
the best version of the Kreisler cadenzas I 
have heard. 

It quickly became my favourite recording, 
not only of this piece but of any music. 
Alongside only with Schubert’s Piano 
Trios, Mozart’s late Sinfonias and some 
very few other masterpieces I listened to 
again and again.

So as a boy of about 12, when asked by 
my teacher Leif Jørgensen which concerto 
I most wanted to play, I chose Beethoven 
without hesitation. I naturally was hugely 
influenced by Oistrakh and also by 
Kreisler’s ingenious Cadenzas.

Maybe 10 years later I re-learned 
Beethoven to perform it for the first time 
with orchestra, but it became clear to me 
that this way of playing the concerto did 
not feel right any more. Even though I still 
love listening to my dear Oistrakh 
recording, I couldn't tell the Beethoven 
Concerto as my own story this way. Or 
rather wouldn't.

But what edition…
So after struggling for some time I started 
a new search in the score – after a while 
with Beethoven’s original manuscript in a 
gorgeous facsimile edition next to me. The 
manuscript contains his first versions with 
large crossed-out sections later to 
become tuttis and many alternative 
figurations. It has scribbles for the 
adaptation to the piano concerto 

transcription reluctantly accepted on 
Muzio Clementi’s insisting, and also his 
new amendments and alterations to the 
violin part becoming the version we know 
best today.

I considered playing Beethoven’s original 
piano cadenzas, maybe in Schneiderhahn’s 
transcription, but soon threw that idea 
overboard as I think it simply does not 
work very well when played on the violin 
without the option of pedalling.

So as a means of getting to know the 
score better, I started improvising over 
every motif and theme found in all 
movements and in all parts of the 
orchestral score. I also let myself be 
inspired by harmonic progressions in other 
works by Beethoven close to my heart, 
including his piano sonatas and quartets. 
Not only did that lead to the cadenzas 
found on this album, but I also discovered 
a lot about Beethoven’s compositional 
techniques and most importantly: I got a 
feeling of ownership of the score in a 
completely different way than before.

As a result of this experience I always 
encourage my students and others to 
compose their own cadenzas and to 
improvise in the vicinity of the scores, 
even if choosing not to perform them 
publicly, as I think it is indeed a great way 
of developing a deeper love for a piece 
of music. 

In the Menuhin Competition, both cadenza 
writing and improvisation has been 

implemented due to my recommendations. 
Remember, Ludwig van Beethoven himself 
was, for the 10 first years in Vienna, 
actually more known as a great improviser 
than as a composer.

But improvising…
Composing and improvising as a means to 
becoming a better musician has lately  been 
neglected even though so many of the 
greatest masters, not only from the  1800s, 
claimed that this formed the very core of 
their artistry both as musicians and 
instrumentalists. Of course J.S. Bach himself 
encouraged his student to use the harmonic 
progression in his pieces to improvise over 
and compose new pieces on. 

When you look into the composers like 
Bach, Mozart, Schubert, Chopin, Grieg, 
Debussy, Ysaye, Kreisler and actually the 
larger majority for several hundred years, 
you will find that most of them considered 
improvisation one of their greatest sources 
for composing, but also for developing as 
artists and instrumentalists.

In Beethoven’s time, a large percentage of 
his orchestral musicians were themselves 
accomplished composers. This knowledge 
can be taken into consideration regarding 
what Beethoven needed to write or not 
write into his scores. However, there was a 
general development around this time 
towards something else. In 1806 the 
violinist Pierre Rode was at the peak of his 
popularity a favourite of Beethoven, Spohr 
and others. Beethoven preferred him over 
Franz Clement, the violinist who premiered 
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REAL
The structure of the orchestra is unique and innovative – both in Norway and in the rest 
of the world. Located in two Arctic cites, Bodø and Tromsø – and still with the whole 
northern region as its arena.

ARCTIC
The High North with its nature and history is a strategic fundament for the Arctic 
Philharmonic. This is reflected in our programming work, the marketing and 
communications – and all the way to the concert experience. The Arctic is the core in 
both the visual and the artistic profile.

PASSION
The orchestra strives to be as raw and real as the surrounding nature, and each 
musician tries to reach the outer limits of their performance and communication with 
the audience. Together, they search for the perfect unison.

The Symphony Orchestra
When our musicians in Bodø and Tromsø join forces, you meet our symphony 
orchestra – an orchestra that can also be extended when needed.

Chief conductor for the symphony orchestra is Christian Kluxen, an artist who brings 
joyful, charismatic energy to both the concert and operatic stage.

Kluxen’s success is built upon the natural ease of his conducting, his profound 
musicianship and artistic integrity.

The Chamber Orchestra 
Henning Kraggerud is the artistic leader of the Arctic Philharmonic Chamber Orchestra. 
Kraggerud is a recognized violinist, violist and composer, and well known for his 
virtuosity, creativity and ability to communicate. These are values that are central in his 
work with the orchestra.

The strings in the Arctic Philharmonic have together with Kraggerud developed a 
leading chamber orchestra, and through the last years they have been recognized for 
their expression and sound, in recordings and through national and international tours.

Henning regularly performs on both violin and viola at major festivals and venues; recent 
collaborations have taken place at Wigmore Hall, King’s Place, Bruges Concertgebouw, Berlin 
Konzerthaus and Budapest’s kamara.hu festival, with artists such as Steven Isserlis, Joshua 
Bell, Lawrence Power, Leif Ove Andsnes, Håvard Gimse, Kathryn Stott, Natalie Clein, Christian 
Ihle Hadland, Christian Poltéra and Jeremy Menuhin. Henning did in 2019 two tours as soloist 
with Janine Jansen and Camerata Salzburg playing Mozart Sinfonia Concertante at Salzburg 
Mozartwoche an in Cologne and other cities as well as playing chamber music with her.

Among Henning’s eclectic discography of 19 discs is a Naxos recording of Mozart 
Concertos Nos. 3, 4 and 5 with the Norwegian Chamber orchestra. The disc included 
Henning’s own cadenzas and was awarded an ECHO Klassik Award as well as chosen 
as Classic FM’s Album of the Week, NDR Kultur’s CD of the Week, Editor’s Choice in 
Classical Music Magazine, Recommended in The Strad, and featured on BBC Radio 3’s 
Record Review. On the Simax label, Henning’s most recent releases, both with the 
Arctic Philharmonic Chamber Orchestra, are Goldberg Variations + Topelius Variations, 
featuring Henning as violinist, composer and arranger, and Between the Seasons, a 
collaboration with world-famous author Erik Fosnes Hansen. Also for Simax, Henning 
has recorded the complete solo sonatas of Ysaÿe, on a disc which won the prestigious 
Spellemann CD award. On the ACT label, he released a disc entitled Last Spring which 
explored improvisations on Norwegian folk music with jazz pianist Bugge Wesseltoft. 

Born in Oslo in 1973, Henning studied with Camilla Wicks and Emanuel Hurwitz. He is a 
recipient of the Grieg Prize, the Ole Bull Prize and the Sibelius Prize. Henning 
Kraggerud plays on a 1744 Guarneri del Gesù, provided by Dextra Musica AS. This 
company is a subsidiary of Sparebankstiftelsen DNB.

ARCTIC PHILHARMONIC
Real. Arctic. Passion. 
Based well north of the Arctic Circle, the Arctic Philharmonic is the world’s 
northernmost professional orchestra.

The Arctic Philharmonic alternates between different ensemble formats on a regular 
basis. In the course of a year, you can meet the musicians of the orchestra in variations 
from small chamber groups, as the sinfonietta ensemble in Bodø or as the chamber 
orchestra in Tromsø. When we join forces, you can experience the full Arctic 
Philharmonic, as well as full-scale opera performances.
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company is a subsidiary of Sparebankstiftelsen DNB.

ARCTIC PHILHARMONIC
Real. Arctic. Passion. 
Based well north of the Arctic Circle, the Arctic Philharmonic is the world’s 
northernmost professional orchestra.

The Arctic Philharmonic alternates between different ensemble formats on a regular 
basis. In the course of a year, you can meet the musicians of the orchestra in variations 
from small chamber groups, as the sinfonietta ensemble in Bodø or as the chamber 
orchestra in Tromsø. When we join forces, you can experience the full Arctic 
Philharmonic, as well as full-scale opera performances.
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CHRISTIAN KLUXEN 
Christian Kluxen is Music Director of the Victoria Symphony in Canada and, in January 
2019, took the post of Chief Conductor of the Arctic Philharmonic in Norway. An artist 
who brings joyful, charismatic energy to both the concert and operatic stage, Kluxen’s 
success is built upon the natural ease of his conducting, his profound musicianship and 
artistic integrity. 

Former Assistant Conductor at the Royal Scottish National Orchestra until 2013, Kluxen 
went on to become Dudamel Fellow at the Los Angeles Philharmonic in the 14/15 
season, acting as assistant conductor to Gustavo Dudamel and Esa-Pekka Salonen. 

Kluxen has worked with many significant orchestras across Europe, including the 
London Philharmonic, Royal Philharmonic, Gothenburg Symphony, Strasbourg 
Philharmonic and Netherlands Philharmonic orchestras, as well as Kremerata Baltica at 
the prestigious Kronberg Academy Festival and the Ulster Orchestra in a live BBC 
broadcast. Last season, Kluxen made a successful return visit to the Trondheim 
Symphony, as well as debuts with the Manchester Camerata and in Australasia with the 
Auckland Philharmonia and Tasmanian Symphony Orchestra. 

On the opera stage, Kluxen conducted an extensive and critically acclaimed tour of 
Madame Butterfly with Danish National Opera in 2016, followed by his Berlin debut 
conducting Die Zauberflöte at Komische Oper. In 2017, Kluxen led highly successful 
performances of Die Fledermaus with the Aarhus Symphony and Ariadne auf Naxos 
with Arctic Opera and Philharmonic. 

Born in 1981 in Copenhagen to Danish-German parents, Christian Kluxen’s connections 
with his home country maintain a meaningful place in his career; he has worked 
extensively throughout Denmark, including with the Danish National Symphony and 
Copenhagen Philharmonic.

BRYNJAR LIEN SCHULERUD / VIOLIN - CONCERTMASTER I
Brynjar Lien Schulerud has played in the Arctic Philharmonic since 2007, after studies at 
the Barratt Due Institute of Music, Universitët der Künste-Berlin and Norwegian Academy 
of Music. He has earlier worked in the Oslo Philharmonic Orchestra, and is highly respected 
for his qualities as a musician, leader and colleague in the Arctic Philharmonic.
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Henning Kraggerud and Brynjar Lien Schulerud during the recording.
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Recorded Stormen Konserthus, Bodø, 28 - 31 May 2018
and Harstad Kulturhus, 7 - 8 May 2019

Producer and editor: Sean Lewis
Balance engineer: Arne Akselberg

Liner note: Henning Kraggerud
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 LUDWIG VAN BEETHOVEN:
CONCERTO FOR VIOLIN AND ORCHESTRA
IN D MAJOR, OP. 61 
(CADENZAS: HENNING KRAGGERUD)

 HENNING KRAGGERUD:
MANTRA-METAMORPHOSEN 

 LUDWIG VAN BEETHOVEN:
STRING QUARTET NO. 11 IN F MINOR,
OP. 95 ‘QUARTETTO SERIOSO’ 
(ARR. HENNING KRAGGERUD)

HENNING KRAGGERUD, VIOLIN
ARCTIC PHILHARMONIC
CHRISTIAN KLUXEN, CONDUCTOR
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