
MAKSYM ZABARA (Kyiv / Ukraine) 

Hryhory Khodorovsky-Moroz (1853–1927) and his friendship

with Mykola Lysenko 

Among Mykola Lysenko’s colleagues, with whom he had spoken supportively 
in Leipzig and had collaborated in Kyiv, we find about another graduator of the 

Leipzig Conservatory, Hryhory Khodorovsky [ISO 9: ukr. Grigorìj Hodo-

rovs’kij].1 He is especially remarkable because he is eleven years younger than

Mykola Lysenko [ISO 9: ukr. Mikola Lisenko], but he had started studying in 

Leipzig two years earlier. Later professor of the Kyiv Conservatory, pianist 

Khodorovsky was brought to Leipzig by his father in 1865 to enter the Conserv-

atory. The musicological interest of their friendship is caused by desire to analyse 

the specific consequences of the piano studying of these Ukrainian pianists as 

graduates from the Leipzig Conservatory. It is important to take in mind that both 

musicians completed a full courses of piano training in Leipzig and then, with 

good experience, going to St. Petersburg, they were able to compare the German 

and younger educational form of conservatories in Russia. After return to 

Ukraine, both of them began their pedagogical and piano stage activities in Kyiv. 

But each of them had different characteristics in Ukrainian musical historiog-

raphy. Mykola Lysenko is well known as a composer, while the life and work of 

his younger colleague, pianist Hryhory Khodorovsky, have been studied a little. 

The relevance of this study is due to the above. 

In general, much can be said about musicians who directly joined to musical 

and educational traditions while studying at the Leipzig Conservatory. Thanks to 

kindly compiled reports by Prof. Dr. Helmut Loos we have the large data in doc-

uments about the Ukrainian graduates of this Institution.2 This includes two im-

portant aspects: 1) the detail decoding of these data could be incredibly of infor-

mation, and 2) this Ukrainian cultural Heritage is very open for next researches. 

All of these require deep clarification work from musicologists.  The list is ex-

tremely valuable because it opens the access to German archives, allows to imag-

ine composition of students and to trace the little-known Ukrainian musicians 

starting from the first years of the Leipzig Conservatory existing. It should be 

noted this is only the concept and it has not been completed and has not been set 

1 The modern spelling is Hryhorii Khodorovskyi. Alternative Cyrillic-Latin transliteration forms are 

known: Hrihoriy Kostyantynovych Khodorovsky, Grigory Konstantinovich Khodorovsky-Moroz, 

Gregory Moroz-Khodorovsky, Grigori Konstantinowitsch Moroz-Chodorowski, Grigory Khodo-

rovskyi, Grigorìj Kostântinovič Hodorovs’kij, Grigorìj Kostântinovič Hodorovskij, Grégoire Chodor-
owski, Grzegorz Chodorowski, ISO9: Grigorìj Hodorovskij. 
2 Mykola Shpakovsky from Kharkiv opens the List of Ukrainian Graduates of the Leipzig Conserva-

tory. His admission to the Institution dates back to the opening year. His registration number is 58 (in 

1843). Among the most famous Ukrainian graduates of the top ten from the first twenty-five-year 

period of the Institution we find two interesting persons, Mykola Lysenko and Hryhory Khodorovsky. 
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in Ukrainian musicology. Nevertheless, there are isolated deep studies and some 

attempts to construct biographical commentaries. 

The friendship of Mykola Lysenko with the Khodorovsky family united them 

before staying in Leipzig and also after years of study. In particular, in Lysenko’s 
Leipzig letters we can read about the young Khodorovsky, and about their visits 

to concerts. We also learn about supportively contacts with the father of fifteen-

years-old Hryhory.3 Here are 6 fragments about studying and about joint leisure 

vacation. Several quotations with mentions of Hryhory Khodorovsky are con-

tained in the following documents taken from M. Lysenko’s Leipzig letters 
(1867–69) to his relatives: – 15. /3. Dezember 1867 (Leipzig). – 26. /14. Januar

1868 (Leipzig). – 11. Februar /29. Januar 1868 (Leipzig). – 1. März /18. Februar

1868 (Leipzig). – 28. /16. März 1868 (Leipzig). – 20. /8. Oktober 1868 (Leipzig).4

Let’s consider in more detail the biography of Khodorovsky. The data printed

in the well-known publication (Russische Musikzeitung, Russkaâ muzykal’naâ 
gazeta) to the twenty-fifth anniversary of pianist’s creative activity.5 We learn

that from the age of ten (1863) he had studied privately with Professor Louis 

Plaidy, the author of the well-known Technical exercises for piano studying. Then 

he entered to the Conservatory (1865–69) studying play with famous piano teach-

ers, Carl Reinecke and Ignaz Moscheles. He studied the theoretical disciplines 

with Professors Moritz Hauptmann and Ernst Friedrich Richter. 

After Leipzig, Khodorovsky continued to im-

prove as a pianist, deepened his experience as a 

composer, as a choral and symphonic conductor. In 

1869 and 1870 he studied in Moscow with a re-

searcher of Fryderyk Chopin’s works, with Prof. 
Karl Klindworth. Then he continued two-year stud-

ies at the St. Petersburg Conservatory (from 1870 

to 1872) in the class of Theodore Leshetitsky [The-

odor Leschetizky, poln. Teodor Leszeticki], and 

graduated from the institution with honours.  

After returning to Ukraine (since 1875) Khodo-

rovsky taught piano in several institutions in Kyiv. 

For some time he worked in the private school of 

Mykola Tutkovsky. From 1894 he was a senior 

teacher of music classes at the Institute of Noble 

Ladies. This is verified data from various sources. 

3 Kostyantyn Khodorovsky took an active part in the community events of Ukrainian national associ-

ations. 
4 Mykola Lysenko, Lysty [Korrespondenz], hrsg. v. R. Skorulska, Kyiv: Muzychna Ukraina 2004, S. 

680. Translated to German-language was published in the articles by Prof. Dr. Elena Zinkevich (Leip-

zig, 2005, 2013).  
5 “25-letnij jubilej G. K. Moroz-Hodorovskogo” [25-jähriges Jubiläum von G. K. Moroz-Chodo-

rovsky], in: Russkaâ muzykal’naâ gazeta [Russische Musikzeitung], Sankt-Peterburg (Petrograd) 

1901, Nr. 44. S. 1055–1056. 
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Photo 2. The Group of figures of Kyiv Music College Institution, 1890–1891-th. 

Standing (from left to right) : O. Shevchyk, E. Ryb, H. Khodorovsky-Moroz, V. von Mulert, 

O. Khimichenko, E. Mozhelovsky. Sitting (from left to right) : O. Nolle, K. Everardi, V. Pukhalsky, 

M. Alekseeva-Yunevych, V. Stradetska 

His name is among the professors of the Kyiv Music College Institution and 

among the first teachers of Kyiv Conservatory, and he remained there at least until 

1919.6 We conclude that Hryhory Khodorovsky had a high reputation among fel-

low musicians. It can be seen that he remained an active pianist all the time. His 

name was not getting lost on concert posters. 

However, in later sources there was a rather skeptical evaluation of the activities 

of Khodorovsky. In particular, one of the authoritative Soviet theorists of pianism, 

Prof. Hryhory V. Kurkovsky, said that Khodorovsky did not show his piano art 

playing at the public concerts often and did little teaching in Kyiv.7 A similar 

description was repeated in the publication by Zhanna Khursina-Anistratenko. 

Here is her well-known citation: “Khodorovsky had remarkable pianist abilities,

but he staged very little. He also had no interest in his pedagogical work, which 

could not but have a negative impact on its results.” Thus, Prof. Hryhory Khodo-

rovsky was included into the list of the inheritors of Theodore Leshetitsky who 

did not accept the creative views of a prominent St. Petersburg teacher (Khursina, 

6 Unfortunately, in modern sources there is no exact period of later his work in Kyiv. 
7 Hryhory Kurkovsky, Mykola Vitaliyovych Lysenko – pianist-vykonavec [Mykola Vitaliyovych Ly-

senko – Pianist and Performer], Kyiv: Muzichna Ukraїna 1973, s. 152. 
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p. 53).8 These negative characteristics are even more interesting for research at-

tention in modern aspects. Let’s re-view the details of his biography considering

of known sources. 

Khodorovsky’s career began almost simultaneously with the appearance of an-

other musician, with Volodymyr Vyacheslavovych Pukhalsky [poln. Włodzimi-
erz Puchalski, ISO 9: rus. Vladimir Puhal’skij] (1848–1933). This name is widely

known in the Ukrainian pianism historiography. He was the first leader of the 

Kyiv Conservatory. Pukhalsky and Khodorovsky constantly met on the artistic 

stage; both played often in concerts and even performed four-handed piano en-

semble works. Up to eighty students were always enrolled in Pukhalsky’s class, 
at the same time the same people studied with Khodorovsky. Thus, the students 

staged under the label of both of these teachers. There is an assumption in the 

great research about Kyiv musical history of Prof. Yuriy Zilberman, that the ini-

tiator of the invitation for Pukhalsky to Kyiv could be Khodorovsky. Here is a 

quote from his book: “Judging by the fact that Khodorovsky appeared at the Kyiv

Music School one year before Pukhalsky, we can assume that he was the initiator 

of the latter’s move to Kyiv. Pukhalsky entered Leshetitsky’s class in 1869. So, 
they were friends for two years, studying together” (Zilberman, p. 59).9

Disagreeing with above-mentioned statement of the Soviet theorists of pianism 

(H. Kurkovsky,  Zh. Khursina-Anistratenko) that Hrihory Khodorovsky played 

on the stage rarely, we see the opposite facts. We find his name in the concert 

posters, and on an equal footing with other pianists. So, the logical question arises: 

was Khodorovsky a famous pianist? Answer is “Yes”. Next question: Was he an 
authoritative piano teacher in Kyiv? The answer is “Yes, of course”. But why his 
activity has been actually forgotten today? Let’s try to find any answers for these 
reason questions. 

There are a number of music historiography facts, views on which differ. Re-

cently, music scholars have increasingly emphasized the multi-vector nature of 

origins of musical and educational traditions in the Kyiv piano school, seeing plu-

ralism and complementarity in its genesis. However, the Russian-Ukrainian con-

text of cultural interactions is still the most studied. The most vivid example is 

the situation with Volodymyr Pukhalsky as the first leader and the piano head of 

the Kyiv Conservatory. He studied at the St. Petersburg with German teachers, 

Nikolaj Zaremba and J. Johansen (last musician was directly associated with 

Leipzig), but Pukhalsky’s characterization always emphasizes the Viennese com-

ponent of the creative views and continuation of his famous chief piano teacher’s 
ideas, of Theodore Leshetitsky. At the same time, this St. Petersburg’s piano

8 Zhanna Hursina, Vydajushhiesja pedagogi-pianisty Kievskoj konservatorii (1917–1938) [Herausra-

gende Pianistenlehrer des Kiewer Konservatoriums (1917–1938)], Kyiv: Muzychna Ukraina 1990, 

s. 133. 
9 Yuriy Zilberman, Kyivske muzychne uchylyshche. Narys diialnosti. 1868–1924 roky [Kiewer 

Musikhochschule. Essay der Aktivität. 1868–1924], monohrafiia, Kyiv: Typohrafyia “Kliaksa” 2012, 
s. 480. 
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teacher was constantly updating his own methodology. There is even convincing 

evidence that at one time he relied on the methodological findings of Ludwig 

Deppe, who also studied in Leipzig. Such facts are usually ignored at all or ig-

nored as insignificant. 

One of the main reasons for the underestimation of Khodorovsky in Kyiv’s mu-
sical history is the controversy of his personality to another famous pianist, to 

Pukhalsky. More widely, this is due to the opposition of their famous teachers: in 

the case of Pukhalsky there is a line from T. Leshetitsky (as the main representa-

tive of St. Petersburg piano pedagogy), and in the case of Khodorovsky the line 

stretches from Ignaz Moscheles and Carl Reinecke (from Leipzig).  

Obviously, in Soviet sources it was not possible to put the name of Khodorovsky 

on the same level with the first head of the Kyiv Conservatory, with Pukhalsky. 

So, even the image of Mykola Lysenko as a pianist is removed in to the shadows. 

The point is that M. Lysenko, as the founder of his own Music and Drama School 

in Kyiv, is also given too modest place in the history of Kyiv piano education. 

That is, Mykola Lysenko’s contribution in the development of Ukrainian pianism

is clearly underestimated. He is more researched as a composer and a conductor, 

but we do not know about him as about the pianist. 

However, is it fair to ignore forty-four years of Khodorovsky’s activity in Kyiv?

He came to Ukraine two years earlier than Pukhalsky. Khodorovsky staged as a 

composer and a conductor, he taught piano in various educational institutions. 

Journalists called him a great virtuoso; his piano art greatly impressed the audi-

ence. Here is the list of Khodorovsky’s most famous students: Lev Revutsky, 
Serhiy Korotkevych, Oleksandr Horowitz (well-known theorist from Kharkiv 

was the uncle of the legendary pianist Volodymyr Horowitz), Natalia Poznya-

kovska (Professor at the St. Petersburg Conservatory and teacher of the Sverd-

lovsk / Ekaterinburg Conservatory), Kliment Kvitka (prominent Ukrainian folk-

lorist), Leo Sirota (pianist-virtuoso emigrated to Japan organizing the school 

training of pianists), etc.  

   It is worth noting the fruitful working of Khodorovsky on the compilation of 

the pedagogical repertoire. Some publications have been preserved in the funds 

of the Vernadsky National Library of Ukraine. In Soviet sources, Khodorovsky 

was marked only like the author of several piano works. Instead, referring to a 

series of pedagogical piano collections makes it possible to see that this professor 

was the compiler and editor. Thus, the statements of several researches where the 

activity of Khodorovsky was characterized as inactive (in particular, the statement 

by H. Kurkovsky), can be explained by the fact that the professor probably emi-

grated, leaving many students in Kyiv. As a result, some sources even gave the 

wrong date of death. Detailed information about creativity and life in the period 

from 1919 till 1927 has not been found yet. 

Trying to understand why the activity of Khodorovsky did not receive objective 

coverage in the history of Kyiv pianism, although his activity was closely con-

nected with the formation of higher musical education  in Kyiv, we  can  assume  
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Photo 3. The page of the music edition by Leon Idzikowski Publishing House (Kyiv). It contains an 

announcement of the piano repertoire. It can be seen that one half of the page advertises works ed-

ited by H. Khodorovsky, and the other half contains a list of works edited by V. Pukhalsky 

the following positions. Previous Soviet studies have often levelled the complex 

processes in Ukrainian history of music. Facts were often taken out of context; 

multidimensionality was removed because it could indicate diversity in historical 

development. For example, the existing concepts did not take into account a cer-

tain controversy between the school of Theodor Leshetitsky as a representative of 
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the Viennese tradition in relation to another authoritative pianist, as a representa-

tive of the English school in Leipzig by Ignaz Moscheles (who was called “The 
King of all Pianists”).

Of course, we do not deny the fact of Khodorovsky’s studies at the St. Peters-

burg Conservatory. But it is important to remember that this pianist received un-

satisfactory grades for failing to inherit the views of his St. Petersburg chief, The-

odor Leshetitsky. This was emphasized by researchers in previous sources. Sum-

marizing the statements of previous researchers, it can be argued that in the prac-

tical activities of the professors of the Kyiv Conservatory there were several stu-

dents of T. Leshetitsky who did not accept the creative views of their teacher. 

They followed the principles of playing with almost isolated fingers and com-

bined it with a low-wrist (for example, the practice views of M. Dombrovsky, 

Khodorovsky, etc.).  

In confirmation of Khodorovsky’s authority as a pianist and as a great repre-
sentative of the Leipzig school in Kyiv, we can find the alternative opinion among 

the significant theorists of the history of pianism. Here is an excerpt from the book 

The Theory of Pianism published by Prof. Viktor Iwanovsky in Kyiv (1927). 

This scientist wrote the following words: “In Kyiv […] I find the representatives 
of different schools and creative areas: the school of T. Leshetitsky is represented 

by a great teacher, Professor V. Pukhalsky, the school of Moscheles is represented 

by Professor H. Khodorovsky […]” (Iwanovsky, p. 77).10 This scholar advocated

the idea of synthesis in European pianism in the early twentieth century. This 

concept traces the mutual enrichment of different national traditions in pianism. 

V. Iwanovsky showed the complementary examples in the activities of M. Ly-

senko and Khodorovsky. Professor Viktor Iwanovsky (1880–1943) became the

author of a multifaceted work on the theory and history of pianism. He summa-

rized various issues of history, theory and practice of piano art, knowledge of 

anatomy, physiology, and psychology. The core of his book is the idea of the 

formation of a new type of pianism in the early twentieth century, inherited from 

the achievements of the previous historical era. This researcher proposed to con-

sider pianism through the interaction of four components in the synthesis: 1) the 

school of Ignaz Moscheles; 2) Theodor Leshetytsky’s school; 3) the teachings of 
Ludwig Deppe; 4) the natural method of Rudolf Maria Breithaupt and Friedrich 

Adolf Steinhausen. 

1. Ignaz Moscheles’ school (continuation of ideas from the London school of
Muzio Clementi) / isolated and independent fingers, and the “steel” wrist.

2. Theodor Leshetytsky’s school focused on the Viennese achievements of
Carl Czerny / “hammer” finger technique is combined with the flexibility of the 
hand, but without the participation of the natural weight of the hand. 

10 Viktor Ivanovskij, Teorija pianizma: opyt nauchnyh predposylok k metodike obuchenija igre na 

fortepiano [Theorie der Pianistik: Erfahrungen mit wissenschaftlichen Voraussetzungen für den 

Klavierunterricht], Kyiv: Kievskoe muzykal’noe predprijatie K.M.P. 1927, s. 215. 
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3. Ludwig Deppe’s school / reception of sound formation and the moment of
performance are merged together; isolated fingers is not accepted; passive force 

is used; the principle of free fall of the hand is used; substantiation of change of 

landing and principles of fingering figures. 

4. The natural piano method by Rudolf Maria Breithaupt and Friedrich

Adolf Steinhausen. “Natürliche Klaviertechnik” is scientific explanation of the

freedom of pianist movements; study of the dependence of sound on the physio-

logically conditioned natural performing apparatus; used of hand weight on the 

keyboard; supported the experimental studies. 

The proposed concept of pianism differed from the official Soviet position. In 

the post-war period (after 1945) Ivanovsky’s book disappeared from scientific 
and educational circulation as one that reflected the ideas of rationalization of 

piano technique, and was associated with the negative consequences of the Ger-

man analytical and practical experience. This was blamed on Viktor Iwanovsky 

as a representative of the anatomical and physiological direction. There was a 

period in musical history when these theoretical developments could not be stud-

ied. 

So why do we need to take into account the achievements of Khodorvsky? 

1) The formation of Kyiv pianism is specified, as different ways of forming the

genesis of the Ukrainian national school are taken into account; 

2) Expands the idea of finding and developing a model of higher conservative

education in Kyiv in the XIX–XX centuries;

3) Explains the half-truths of the positions of neglecting the achievements of all

Kyiv pianists and teachers; 

4) There is a rethinking of the linearity concept of pianism, emphasizing the

complementary (pluralistic) approach. 

5) Hryhory Khodorovsky’s versatile activity was in the period of formation of

higher musical education in Kyiv. In other words, he can be compared to Mykola 

Lysenko, as he also became the bearer of the “Leipzig tradition” in Kyiv.
6) It is noticeable how the “Leipzig tradition” can be enriched for a long time,

can spread and can continue in new conditions on the new national field. 

Thus, the creative views of M. Lysenko and H. Khodorovsky were comprehen-

sively formed including under the influence of the art of prominent European mu-

sicians of the second half of the XIX century. These Ukrainian pianists directly 

joined to the musical and educational traditions of the Leipzig Conservatory. They 

witnessed the trend of internal renewal and mutual enrichment of the leading ideas 

of European pianism: from Leipzig, from Vienna, from London, from St. Peters-

burg. The most fruitful features of the creative views of these Kyiv pianists were 

tendencies of synthesize. 


