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Foreword

SEAN FURGESON
Dean, Schulich School of Music, McGill University

During the first year of my doctoral studies in composition at McGill in 1993,
Witold Lutostawski visited our faculty to receive an honorary doctorate from
the university. My memories of this historic event are still vivid today, over
20 years later. I remember a sophisticated, even aristocratic man who was
nevertheless highly approachable for myself and my fellow students in compo-
sition, as well as the many performance students he met. More than anything,
I remember him as being incredibly generous, both with his time as well as
with the feedback he gave to the many students he met. One of our colleagues,
a violin student from Italy, told us about her transformative experience playing
for Dr. Lutostawski — an experience that marks her to this day, as she continues
to perform his music around the world. The two public lectures he gave during
this time were eagerly anticipated and attended by large audiences. The energy,
vitality and spirit that he showed during his visit only made it more shocking
for all of us when he passed away only a few months later. We were all devas-
tated at the news, yet incredibly grateful to have had his presence at our school.
Because of the impact that Witold Lutostawski’s visit had on me, and his
important stature in the world of contemporary music, | was extremely
enthusiastic when I was approached by Stanislaw Latek, President of the Polish
Institute of Arts and Sciences in Canada about an academic event celebrat-
ing Lutostawski’s 100th anniversary. As Dean of the Schulich School of Music,
it was also a wonderful chance to collaborate with the Polish Academy of
Arts and Science in Krakdw and a number of other important partners. [ was
impressed by the high level of the presentations and am absolutely delighted
that this conference has led to the publication of this important volume. Among
the many people who worked to support this event, I would like to especially
thank Mr. Latek for his leadership, as well as Dr. Christoph Neidhofer who,
as Chair of the Music Research Department of the Schulich School of Music,
organized and coordinated McGill’s participation in the event.s
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Introduction

STANISEAW LATEK and MAJA TROCHIMCZYK
Editors

Witold Lutostawski was born on the eve of World War I, in 1913. He survived
not only its outbreak in Poland, but also the Soviet Revolution in Moscow, that
killed his father, the Polish-Soviet War of 1920, Germany’s invasion and occupa-
tion of Poland in 1939-1945, Stalin’s takeover of eastern part of Poland in 1939
and the Soviet communist domination of Central and East European countries
until 1989.

He witnessed successive attempts of Poles to overthrow or transform the
communist regime in 1956, 1968, 1970, 1981 and 1989. After staying away from
engagement in official politics and devoting his life to composing and con-
ducting his music for over 35 years, Lutostawski joined the reformers of the
Solidarity movement in 1981. He gave a memorable speech about truth in the
arts at the Independent Culture Congress in Warsaw. The Congress was cut
short by the declaration of martial law on December 13, 1981.

Despite the historical turmoil around him, Lutostawski was able to compose
and his music remains a testimonial to his individuality, original artistic vision
and talent. So transcendent was his personal vision, that performers, com-
posers and scholars continue to be drawn to it. Many books and studies have
been published, but many gaps remain in the understanding of his compos-
itional technique, his unique aesthetics, and the details of his biography. Our
book seeks to fill some of these gaps with new information and new scholarly
interpretations.

Lutostawski s 1993 visit to Canada, on the invitation of the Polish Institute
of Arts and Sciences in Canada, as a guest of honor at the Institute’s soth
anniversary (the other guest of honor was Zbigniew Brzezinski), has not
been adequately described by his biographers in Poland and abroad. The visit
in Montreal was eventful and important. In addition to participating in the
Institute’s anniversary celebrations, Lutostawski received an honorary doctorate
from the McGill University, gave lectures and attended a concert of his music
organized by James Harley. In Toronto, a few days earlier, he conducted his last
concert ever.

Lutostawski had a soft spot for Polish libraries and cultural centers around
the world. After having lost many manuscripts in the war, he believed in the
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importance of promoting and documenting Polish culture. In this spirit, he
didn’t hesitate to make the time in his busy schedule to commemorate the soth
anniversary of the Polish Institute in Canada.

Martina Homma, the composer’s biographer and personal friend, and the
only scholar who had access to his sketches and manuscripts during his life,
was a special guest at the events and finely “orchestrated” the question period
after the composer’s Beatty Lecture at McGill University. The discussion was
lively, as the great musician explained in extenso his compositional techniques,
aesthetic stance, attitude towards contemporary music fads and lasting values,
the importance of communicating with listeners and the abstract nature of
this musical communication. The speaker and the audience were delighted.
The idea of celebrating the twentieth anniversary of this event gave rise to
the Lutostawski - Music and Legacy conference held at McGill University in
Montreal on October 26th 2013.

Our book consists of the proceedings of the conference with one import-
ant addition. We decided to include Grzegorz Michalski’s 1988 interview with
the composer, translated into English by Maria Anna and James Harley and
published in the now-defunct magazine, Polish Music/Polnische Musik. We
reproduced it in its original typewritten form, as sent to the magazine by the
translators.

Additionally, the volume includes a chronological biography and a list of
works of Lutostawski, both prepared by Maja Trochimczyk. The book also
contains materials from the 1993 visit to Montreal, including a transcription
of the broadcast conversation between Jim Coward, host of cBc Music from
Montreal and James Harley, coordinator of the McGill Hommage
a ‘Lutostawski concert.

We are particularly grateful to Dr. Felix Meyer, the Director of the Paul
Sacher Stiftung in Basel who provided us with copies of Lutostawski’s sketches
and manuscripts. We are also grateful to Marek Zebrowski, Director of usc
Polish Music Center at the University of Southern California in Los Angeles,
for permission to publish photographs of Lutostawski’s manuscripts donated to
Usc in 1985 and held on deposit in the usc Special Collections.

Finally, we were asked by The Polish Institute of Arts and Sciences in Canada
to convey the Institute’s message of gratitude to Mr. Grzegorz Michalski, the
President of the Witold Lutostawski Society, and Mr. Jerzy Milewski, the for-
mer President of the irreplaceable Polish Culture Foundation, for a number
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of invaluable remarks and suggestions during the preparation of the program
of the celebrations for the Lutoslawski Anniversary in Montreal, of which the
conference Lutostawski - Music and Legacy was a significant part. s
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PART 1
A LIFE REMEMBERED



Lutostawski as I Knew Him'

ROBERT AITKEN

Toronto

There are many things in life which come to be obvious. As the years go by

you forget when you learned them and think that you always knew them. They
become truisms that you expect everyone to know - a kind of self-evident
knowledge. Was there actually a time in my life when I did not understand that
Poland was truly a leader in contemporary music? I just knew it and continued
to believe so for many years up to the present. So when I was invited to give this
reminiscence on Witold Lutostawski, I was pleased to rethink this important
part of my past to ascertain just when and what it was that brought my great
interest in Polish music and led ultimately to inviting Lutostawski to Toronto.

As best as T can remember it was on my first trip to Iceland in 1966, one of
26 visits there, that I met musicians who had studied in Poland and a number
of established Icelandic composers who had worked at the electronic stu-
dio in Warsaw. They regaled me with stories of vodka and the antics of Jozef
Patkowski (1929-2005) and other patriotic artists who had confronted the
regime and gone on in their pioneering experiments with music, electronic
and otherwise. And it was about this time (in 1960 and 1964 respectively) that
Krzysztof Penderecki and Witold Lutostawski composed their astounding,
ground-breaking String Quartets which opened the door for many composers
to a whole new musical world.

Then two years later, again in Iceland at the 1scm Festival, [ met a number of
Polish musicians including Wlodzimierz Kotonski (b. 1925) who as head of the
music department of the Polish Radio, invited me to play on Polish television.?
I was delighted to accept the honour and then began my Polish music story.

Of course a visa was required and was supposedly waiting for me at the
Polish embassy in Copenhagen. After three days of waiting I gave up on that
visit. Still, I was anxious to see Poland, so one year later, with a visa from
Toronto in hand I entered the world of Eastern Europe. To anyone who has
never flown to Eastern Europe at that time it was a frightening experience.

1 A personal recollection, written in October 2013 No. 4 of The Whole Note magazine, December

by a Canadian flautist and composer (b. 1939). This 2013, pages 9, 10 & 35. This and the following notes
article appeared as Aitken, Robert. “Lutoslawski’s are by the editors.

Legacy: A Personal Reminiscence” in Volume 19 2 Kotonski died on September 4, 2014.
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We were not accustomed to seeing so many heavily armed officials with scowl-
ing faces at the immigration. So I was particularly pleased to be picked up by
Kotonski at the airport in Warsaw. The one rehearsal with piano went well, but
what clothing to wear was a problem. From Toronto I had asked several times,
even the year before, what dress they would like for television but no answer
was forthcoming. Now it was tails, which no musician likes traveling with,
especially the hard fronted shirt. “Never mind,” they said, “we have a costume
department.” Well, they had a costume department, but not my size and the suit
I was eventually able to squeeze into harboured a few moths. Luckily, the holes
were not noticeable.

Once I was suitably attired, we went straight into the studio and started tap-
ing. The first piece was recorded before I knew it and I was amazed; even more
amazed when they asked if [ would like to hear it and if there were any passages
I wanted to record again. Never in my life had a television producer asked me
if for musical reasons I would like to record something again. And never in my
lifetime had I stood in a television studio with the first take being recorded. By
the end of the afternoon, in a similar fashion, the entire recital was filmed. In
Toronto it would have required an entire day and in Germany perhaps three.
Every shot would have been carefully planned and rehearsed and no one would
ever ask if | was content with my performance. That was the first time. Of
course Polish graphics were famous at that time and their Poster Art was the
talk of the world so in a way, I was not surprised at their skill in improvising.

A later film, from Katowice, with Klaus Huber introduced by John Cage,
hosted by Rolf Liebermann, filmed by Andrzej Kostenko (the main camera-
man for Roman Polanski) and produced by the Polish Television and Katherine
Adamov Films, under the artistic direction of Zygmunt Krauze, was the same
story: fabulous improvisation with outstanding artistic results.? Several of my
best publicity photos came from that production, which, by the way, was spon-
sored by the Louis Vuitton Foundation.

On this first trip to Poland I did not meet Lutostawski, but [ wrote him a let-
ter in March 1977 inviting him to Canada. He had no time during the 1977-78
season, but he knew I was invited to the Warsaw Autumn Festival, which even
3 Sound and Silence. Robert Aitken by Robert Adamov Films and the International Saciety for
Aitken; hosted by Zygmunt Krauze; with Rolf Contemporary Music (1989). An episode of a
Liebermann; John Cage; Katherine Adamov; and Polish Tv series, hosted by Zygmunt Krauze and

Muzyka Centrum Orchestra (Krakow). Produced  profiling Aitken as a composer and performer.
by Polskic Radio i Telewizja with Katherine
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I did not know, and that we could discuss the Toronto program at that time.
Then, because his Novelette for Rostropovich and the National Symphony
Orchestra in Washington was not finished, he delayed the concert from the
1978-79 season to the following one, which would also include a conducting
engagement in the usa. This is often the way with important composers: the
composing is far more significant for them than performances, especially for
Lutostawski, as every piece was thoroughly considered and, therefore, took a lot
of time to write.

Mr. and Mrs. Lutostawski attended his performance with the Montreal
Symphony and came to Toronto in time for a reception at the Polish Consulate
on 12 April 1980. They stayed in town until the New Music Concert on 19 April,
Lutostawski gave his attention to interested composition students and, on 18
April, had a major lecture in Walter Hall - plus, of course, rehearsals for the
concert. What little time was left, he spent composing in the hotel room and
proofreading the manuscript which his wife Danuta copied each day. Witold
was very proud to talk about his wife, the fabulous life they had together and
what a wonderful music copyist she was because of her training as a draftsman.
There is no question that his scores are immaculate because of her talent and of
course her devoted love and appreciation for her husband.

Naturally, we rehearsed in advance of his arrival, which may not have been
necessary because after reading through the Preludes and Fugue at the first
rehearsal, Lutostawski said “Bob, what do you expect me to do? Everything is
perfect.” Needless to say, he did find more to do, especially with Paroles tissées
for tenor and ensemble. But then he went on to say that in North America the
orchestras were always well prepared and far less rehearsal time was required
than for his concerts in Europe. In Germany, for example he said most players
see the music for the first time when they find it on their music stand at the first
rehearsal. Whereas he had recently conducted in Cleveland and several players
came to him with questions about their parts even before the rehearsal began,
50 he knew they had looked at the music in advance.

It is impossible to tell stories of this nature without hearing in your mind’s
ear his wonderful, inimitable upper class English accent, extremely polite and
correct with one subjunctive clause after another. He rarely told you what he
wanted but usually asked in a very polite manner. Such as, “Would it be too
much trouble?..” or “Do you suppose we could?..” When visiting, he always
brought presents for my family, including the tie [ am wearing today. It became
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my lucky concert tie until the colour disappeared from over-wearing. [ wore it
at almost every performance for many years as a good luck charm.

During the ensuing years, I was frequently in Poland, three times for the
Warsaw Autumn Festival, a recital for the Warsaw Philharmonic, twice teaching
and performing in Kazimierz Dolny including the period of Solidarity when
airplanes flew overhead and tanks went through the streets. I came for various
other concerts and the aforementioned film in Katowice. We met from time to
time, but mostly in passing, except for a week together in Kazimierz Dolny in
September 1986 and an invitation to their home which I was pleased to see was
very modest, much like our own.*

As | was frequently in Norway during the seventies and early eighties,
probably every year in fact, I did have the occasion to visit the Lutostawskis in
their Oslo home. It was more like a cottage just outside the city not far from
the family home of Marcin Bogustawski, Danuta’s son. It turned out to be an
evening which anyone who knew Lutostawski finds hard to believe. I do have
a feeling it was some kind of noted holiday somewhere in the world as the
afternoon began very relaxed with an aperitif or two or three. I think it was
something harmless like Cinzano or Campari, not vodka, but then came the
question in that unforgettable slightly whiney aristocratic accent, “How would
you feel about some wine?” and following my affirmative response, “Do you
suppose white would be appropriate?” Of course some excellent food from
Danuta came next and when we, the two of us that is, had finished the bottle
of Puligny-Montrachet there was another question: “What do you think about
some red wine? Do you suppose this bottle of Chateau Lafite-Rothschild would
do?” But you know, one bottle of red was not enough. We followed it with
another superior wine. At this point Danuta was beginning to get nervous but
her concerns were gently pushed aside by Witold as he asked me, if I had per-
haps some interest in a Cognac? Well it would be unfair of you to ask what we
discussed that evening, but I do know that at one point I asked Lutostawski how
he felt about all the parody pieces which composers were writing at that time,
such as George Crumb and George Rochberg, He said “Oh, I don't mind com-
posers using borrowed material, providing they can improve on it. Debussy,

4 The Summer Courses for Young Composers Zygmunt Krauze and Wlodzimierz Kotonski, took
were organized in the 1980s by the Polish Section  place annually in September, in a retreat house
of the International Society for Contemporary in Kazimierz Dolny, a Renaissance town on the

Music. The intimate gatherings of up to 30 Polish Vistula river, in south-central Poland.
and international composition students, hosted by
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for example.” Well, as you all know, Debussy was a special topic for Lutostawski
and personally I feel one of the greatest influences in his music. Although
Lutostawski writes numerous settings of controlled aleatoric passages, each has
its own special sonority and these contrasted colours are certainly akin to the
great impressionists although it seems to be called new romanticism today.

I believe our next meeting was in 1986 at the Banft Centre where I was in
charge of contemporary music and the woodwind teaching for nine years and
served, at that time, as the director of the winter program. The Lutostawskis
were very pleased to be there and very generous with their time and energy. But
the first thing Danuta did when she saw their lovely apartment with a fabulous
view of the mountains was take a bucket of water from the kitchen and throw
it all over the living room floor. T was surprised and shocked until I took a
moment to recall that she did suffer from a respiratory ailment and this would
bring badly needed moisture to the dry mountain air. I'm sure she also noticed
that it was industrial carpeting and no harm would be done.

Always the gentleman, Lutostawski coached and conducted from morning to
night. Like John Cage, he was always prompt. If there was a rehearsal at 9 AM
and I said he could come late, he always said “No. I'll be there.” The library at
the Banff Centre was excellent at that time and he spent a lot of time there.

The New Groves Dictionary had just been issued and was being collected one
volume at a time. Witold was particularly pleased to point out to me the ficti-
tious personality Dag Henrik Esrum-Hellerup who had been invented and was
listed in the edition. Evidently even Stanley Sadie, the editor, did not know this
invented character had sneaked in there and was not at all amused when he
found out.

Two Polish violists both co-incidentally named Dariusz were in residence
during this period and the Lutostawskis were very concerned about them as
Banff could only pay 85% of their costs. This was actually quite generous and all
participants received that amount of assistance in those years. Still, Witold gave
me spending money for them, in case they became destitute, but their perform-
ances in Music Theatre and a concert for the Polish Cultural Society in Calgary
brought them enough spending money and their housing over the Christmas
break, so I sent the money back to him. This was the kind of human being he
was and I am sure accounts for much of the love Poland bestowed upon him.
He told me that the prize money he was awarded from time to time went to
needy people in Poland, sometimes composers and performers, but more often
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those with health problems, in particular a child who needed an eye operaticn
unavailable in Poland.

Our next invitation to Lutostawski was in 1991 and would have been sooner
but most of his new repertoire in that period was orchestral, which Nmc could
obviously not afford to perform. That concert also took two years to come to
fruition and again it was thanks to an invitation from Montreal, to receive
an honorary doctorate from McGill University on October 30, 1993 which
facilitated the Toronto engagement. Our concert was on the 24th — the week
before. And again, as before, our musicians had so much respect for him that
the first rehearsal was, he claimed, almost perfect. Soprano Valdene Anderson
and violin soloist Fujiko Imajishi were outstanding.® This time the concert was
recorded by the csc with the plan to release it as a live recording. Little did we
know that there would be a little old lady coughing in the first row and that this
would be Witold Lutostawski’s last conducted concert.

Considerable effort by Clive Allen went into editing out the wheezing and
other extraneous noises and New Music Concerts released the recording at
its own expense the following year. For this purpose our NmMc photographer
André Leduc took a large number of photographs and in the sport of the occa-
sion Witold was pleased to pose in a number of amusing ways. The last several
hundred copies of this original edition were purchased by the Lutostawski
Society and then, in 2010 it was taken on by Naxos, which with the largest dis-
tribution network in the world, has given it far greater exposure. It was reissued
again in 2013 as the final disc in the Naxos 10 ¢p Lutostawski Centennial
Collection.

Following that concert, Lutostawski came to Montreal at the invitation of
McGill University® and then went off to Kyoto. He told me he had never been to
Japan and was looking forward to the experience, but this time the Kyoto Prize”
was s0 large that he was thinking of establishing a foundation to administer

5 'The program included: Partita (1984/1988), the
version for violin and orchestra; Inferlude (1989),
Chain 2 (1985), Chantefleurs et Chantefables (1990)
for voice and ensemble, and Chain 2 (1983). Per-
formance by New Music Concerts ensemble con-
ducted by Witold Lutoslawski (Artistic Director:
Robert Aitken), with soloists Valdene Anderson
and violinist Fujiko Imajishi, Naxos ¢p 8.572450,
2010.

6 The original invitation came, in fact, from the
Polish Institute of Arts and Sciences in Canada for
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the celebration of its fiftieth anniversary, 1943-1993.
See the book’s Appendix for more information,

7 The Kyoto Prizes are awarded by the Inamori
Foundation in Japan as a kind of “lifetime achieve-
ment” recognitions. Lutostawski was honored as
“A Composer Who Opened New Possibilities of

a Contemporary Musical Expression of Atonality
and Aleatory Influenced by East European Folk
Music” - according to the organization’s website.
http://www.inamori-[or.jp/laureates/kog_c_wit-
old/wks_e.html, accessed on October 10, 2014.
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the funds. As always, he did not keep prize money for himself. Well, the end of
his life is well known to all of you. Cancer is a terrible disease but in this case
mercifully short. Morton Feldman (1926-1987) and my father also succumbed
to pancreatic cancer and passed away within three months of diagnosis.
Lutostawski was a wonderful man whom we all miss. He left us a magnificent
legacy of music, many fine performances and memories of a perfect gentleman
with a sense of humour, profound thought, a monumental artist full of humil-
ity. I am thankful for the valuable music he wrote but wish he had composed
one more piece. [ and other flutists often asked him to write something for
flute. “Well,” he told me “even if you commission it, unlike some other compos-
ers, | always write my pieces in the order that they are commissioned. I have
accepted more orchestral commissions than I can complete in a lifetime. I write
very slowly, only one piece a year. But,” he said, “if I choose to write a piece not
commissioned between the other works no one can complain. But first I need
an idea.” His last two letters to me said (Jan. 17, 1992): “Of course my dream is
to bring a flute piece. But it must be born...” and (Mar. 28, 1992): “Flute piece?
[ would love to write it and it is now more probable for me to be able to think
about it than ever before. But first I must get some good ideas for it.” Then, I
spoke to him on the telephone and he said he had an idea for flute and piano
and had begun... =
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Lutostawski as Model and Mentor

JAMES HARLEY
University of Guelph

Abstract

This personal reflection looks at Witold Lutoslawski not  in numerous ways, in Poland and beyond. The author
only as a composer of singular aesthetic dedication but  recounts his contact with the renowned composer over
also as a model of social commitment, who supported a period of ten years, 1983-93.

the work of his colleagues and succeeding generations

When I embarked on my doctoral studies in composition at McGill University
in 1988, and was assigned four contemporary scores to analyze as part of my
comprehensive examinations, one of those scores was by Witold Lutoslawski

(I was given a choice between analyzing Symphony No. 2 or Symphony No. 3).
The inclusion of his work in this academic exercise in a North American
university at that time is an indication of Lutoslawski’s musical importance in
the post-World War II era. Indeed, for any composer coming of age after 1945
through the 1980s (and perhaps beyond), his music, and his example, were
touchstones, an inspiration and a beacon for finding one’s way in a world of
music that has increasingly opened itself to a vast array of possibilities. This vast
array has made it difficult for younger composers to define their unique voice
or style. Lutoslawski pursued his creative vision with singular dedication, and

in this he has been a model. But, he also worked to build a supportive com-
munity for composers and for new music in Poland and elsewhere, without ever
holding a faculty position, and even when operating under great difficulties. His
generosity has also provided a model mentorship for younger composers. It is
these two qualities, his singular musical voice and his quiet but dedicated social

engagement, that I would like to pay tribute to in this personal reflection.

London
As an undergraduate music student in a small city on the West coast of North
America,!' [ learned a little of Lutoslawski’s music in my history and analysis
classes. If I heard any of his music live, it would have been his early “show piece,”
the Variations on a Theme by Paganini for two pianists. It was only when

1 Western Washington University, Bellingham,
Washington. I graduated magna cum laude with
a B. Mus. degree in Composition and Jazz Studies.
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I moved to London, UK, in 1982 that my contact with Lutoslawski and his music
really began. The first concert including his music I recall attending was a per-
formance of his Preludes and TFugue by the London Sinfonietta. This was part
of a series — Music from 1952 — that included premieres by Elliott Carter, Toru
Takemitsu, and Brian Ferneyhough. The concert of Preludes and Fugue also
included another influential string work, Ramifications by Gyérgy Ligeti, and
a new ensemble piece by up-and-coming British composer, George Benjamin.
Another concert in London that fall included Livre pour orchestre and Tive
Songs, performed by the BB c Symphony Orchestra. At the Victoria Public
Library in London I discovered a book on Lutoslawski’s music by Steven Stucky,
one of the earliest monographs in English.2 This provided an informative study
on compositional techniques, complemented by access at the library to some
of the scores. As I found out, Lutoslawski’s music was often played in London.
His Mini-Overture was written in 1982 for the Philip Jones Brass Ensemble, and
his Chain 1 for mixed ensemble was premiered in the fall of 1983 by the London
Sinfonietta, conducted by the composer.
Earlier that year, in June 1983, Lutoslawski was a featured composer at the
Aldeburgh Festival, and I was fortunate to be able to attend on a student schol-
arship. He had had a long association with the festival. After meeting Peter
Pears and Benjamin Britten at a concert at the Warsaw Autumn Festival in 1961,
Lutoslawski wrote Paroles tissées (tenor and chamber orchestra) for Pears and
conducted the premiere in Aldeburgh in 1965. In 1983, we heard Paroles tissées
along with a relatively new work, Double Concerto for oboe and harp (1980).
We heard other pieces as well, including his innovative String Quartet (1964),
but I also for the first time got to hear Lutoslawski discuss his music in person.
This was a fascinating experience, of course, not only to hear him talk about
what were by then established techniques of limited aleatoricism and stratified
orchestration, but also to hear about aspects of formal organization and what
appeared to be a new approach to harmony in his Double Concerto.?

In the fall of 1983 I enrolled at the Royal Academy of Music (RAM ), where
[ worked with Paul Patterson, another British composer who had a strong
connection to Poland.* In March 1984, RaM organized the first of its annual
2 Stucky, Steven. Lutostawski and his music. Cam- 4 Patterson was awarded the Gold Medal of Hen-
bridge: Cambridge University Press, 1981. our from the Polish Ministry of Culture in 2009
3 The discussion on the Double Concerto was led  for his services to Polish music over many years.
by British composer John Casken, who had spenta I also studied privately with him in 1982-83.

period of time studying in Warsaw, and who knew
Lutoslawski well.
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International Composer Festivals, under Patterson’s direction. Lutoslawski was
the inaugural guest, and he spent a week at the Academy, where a number of his
works were performed by various student ensembles and soloists, some of them
coached and conducted by the composer, including Jeux vénitiens and ZLivre
pour orchestre. There was also a B¢ Symphony Orchestra concert held as part
of the festival, where Lutoslawski conducted Musique funébre, Les éspaces du
sommeil, and Symphony No. 2.

As part of his residency, Lutoslawski was asked to adjudicate a student com-
poser competition, the Manson Prize, for new ensemble works performed by
student musicians (a separate prize was also awarded to the ensemble giving
the best performance). My entry was a large work for 19 musicians, Stillness
Dancing, conducted by Julian Bigg. Thinking back on it, my piece owes a large
debt to Lutoslawski: the episodic form featuring different sub-groupings of
the ensemble, layered treatment of the chromatic pitch collection; comple-
mentary hexachordal progressions structured to emphasize fourths and fifths;
full 12-note chords at climactic moments. At the time, I would have thought
the influence of composer Olivier Messaien was more important, but the
Lutoslawski elements may have already been deeply assimilated. In any case, he
was very gracious and complementary, awarding my piece the prize. He noted
the harmonic organization and the orchestration.

Poland
While still living in London, in fact at the same time as preparations were
underway for the Manson Prize competition early in 1984, I sent a score off to
Poland to the newly-established Kazimierz Serocki International Composers
Competition, administered by the Polish Section of the International Society for
Contemporary Music (pTMw). Serocki, who died in 1981, was a noted composer
in Poland and one of the founders of the Warsaw Autumn Festival, an import-
ant new music event not only for Poland but for the whole of Eastern Europe.’ It
is worth noting that Lutoslawski served on the festival programming committee
for many years. As luck would have it, Tmages, for flute vibraphone, violin, viola,
and cello, was awarded a prize, and I was invited to Warsaw for the gala concert
and award ceremony in May 1984. One of the jurors for that competition was

5 The Warsaw Autumn International Festival of the Soviet bloc after the death of Joseph Stalin in
Contemporary Music was launched in 1956, taking  1953.
advantage of the cultural/authoritarian “thaw” in
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Witold Lutoslawski, although his schedule did not permit him to attend the
concert. Composer Wlodzimierz Kotonski, then serving as President of the
PTMW, was in attendance, and, together with Executive Director Ewa Michalska,
welcomed me (and composers Alejandro Iglesias Rossi, from Argentina, and
Bent Lorentzen, from Denmark) not only to Warsaw in May 1984 but also
arranged for our scores to be performed at that year’s Warsaw Autumn Festival
in September. In addition, they invited Iglesias Rossi and myself, both of us still
in our early twenties, to the prMw Summer Course for Young Composers, held
in early September each year in Kazimierz Dolny, Poland.®

The summer course was held for two weeks, and was a rich and inspir-
ing experience, not only for the esteemed guest composers and performers
(lannis Xenakis was a guest that year, along with the Silesian String Quartet)
but also for the opportunity to meet and interact with young composers from
Poland and elsewhere in Eastern Europe (none of them would have been free
to travel to Western Europe at that time). For those who were able to go on to
the Warsaw Autumn Festival a week later, there was great anticipation to hear
Lutoslawski’s Symphony No. 3 (his Chain 1 also received its Polish premiere at
that festival).

I attended the pPTMW summer course two more times, in 1985 and 1986, and
during those sessions Lutoslawski made brief appearances as a guest composer.
That he would agree to participate in this gathering is significant. During the
period of Martial Law in Poland (1982-89), Lutoslawski refused all official
performances, functions, and awards, as a quiet way of protesting the political
situation that affected so many.” In the sessions, he spoke of his new “chain”
technique, a method of formal organization where different strands of material
overlap. He also spent some time looking at scores of young composers in
attendance and was generous in his comments.

One of the comments I recall him saying was that he could not teach com-
position because he felt that in order to do so responsibly one would need to
be knowledgeable about all compositional trends and techniques. He could not

6 Given that Poland was at that time under Mar- 7 This political decision is not something Luto-
tial Law, none of these arrangements would have slawski would have spoken of publicly. As an

been straightforward. For someone from Canada,  outsider, T only became aware of it later, but it was
the sight of omni-present military personnel clear that all the young Polish composers in attend-

armed with automatic weapons made a strong im-  ance held him in very high regard, not only for his
pression, as did the 5 a.m. rehearsal for a military - music and international success but for his moral
parade held on the square right outside the Hotel ~ standards as well.

Europejski.
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undertake such work because it took all his effort to try to develop his own style
and create his own music. He was not a prolific composer; his Symphony No. 3,
completed in 1983 for the Chicago Symphony, took ten years to complete.

One piece of advice he did offer to young composers was to do lots of listen-
ing. But, he advised us to go beyond just listening to analysis, to try to figure
out how the music works. Further, he counseled us to make notes on what we
like in the music, as well as what we don't like, and to work at understanding
what it is in the music we find compelling (or not). Eventually, one could build
up a collection of musical elements of all kinds - from details of harmony,
melody, rhythm, or orchestration, to formal organization - that one could relate
to, and could develop into a personal compositional style. Lutoslawski is not the
only one to offer such advice, but it was very practical, unencumbered by any
academic agenda. It is advice I have long passed on to my own students.

Related to this advice on listening, Lutoslawski also reflected on how com-
posers listen differently than others. When listening, the composer compares
the music being heard with inner compositional ideas. The imagination might
think how the music could be different in some way. Or, something in the
music may trigger an unrelated creative idea. The oft-recounted example of
this was Lutoslawski’s hearing of John Cage’s Concert for Piano and Orchestra
(1958), one of this composer’s most radical works in which all the parts are
generated according to chance procedures, unrelated to each other (there is
no full score). From a hearing of this highly indeterminate work Lutoslawski
apparently hit upon his own idea for controlled aleatoricism, where harmon-
ies would be controlled but rhythms could be played in an unsynchronzed
way. This technique would radically affect Lutoslawski’s music, beginning with
Jeux vénetiens (1960). But his music in almost no way resembles that of Cage.
Nonetheless, Lutoslawski noted that something in the hearing of this piece trig-
gered a powerful creative idea in him.

In my own case, I found the richness, energy, and complexity of Lutoslawski’s
aleatoric textures very compelling, but I have ended up rarely using this
approach in my music. In order to have his vibrant rhythmic passages, he had
to hold his harmonic structures static, as his bottom line was that he could not
give up control of pitch succession. I agreed with this, but wanted to be able to
have the rhythmic complexity along with more dynamic pitch-field trajector-
ies. So, my scores tend to be fully notated and synchronized, albeit with greater
notational complexity.
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Naturally, with his long experience as a conductor of his own scores,
Lutoslawski also counseled for the greatest clarity and simplicity in notation,
always keeping in mind the practicalities of performance, particularly with
the limited rehearsal time most orchestras are faced with. I recall showing him
an ensemble score, Tapisse(réve)rie, replete with quarter-tone harmonies and
melodies. He expressed wariness of such material, but made reference to his
own use of quarter-tones in works such as his Cello Concerto, where they are
invariably treated as passing or neighbor tones to add expressiveness to melodic
motives (and also relatively easy to perform accurately).

When speaking of his use of limited aleatoricism, Lutoslawski was adamant
in stressing that the composer has a responsibility to imagine the limits of
acceptability in such passages. In other words, the composer must consider
what the extremes of interpretation are that would be unacceptable. Then, the
task is to find ways to notate the music so that no such unacceptable inter-
pretation is possible (given a reasonable performance by the musicians). While
his focus was on passages of unsychronized material within an ensemble or
orchestral context, Lutoslawski’s concern that the composer take full respon-
sibility for the music is a general attitude that I took as critical advice. I have
in turn stressed this to my own students, who sometimes inadvertently leave
details of interpretation up to the performers through oversight rather than
design.

'This time in Poland was very important for me, both musically and person-
ally. One of the insights I gained was just how important creative activity and
culture was for the Polish people I met (and others from Eastern Europe),
whereas many in the West take such things for granted and let their commit-
ment slip. Lutoslawski was definitely a model in this. In spite of his very busy
professional life as an international composer and conductor, he made time to
attend concerts (e.g., Warsaw Autumn Festival), even when he had no direct
artistic involvement. More significantly, when Lutoslawski was awarded the first
Grawemeyer Award for Music Composition for his Symphony No. 3, with a
value of US$ 150,000, he set up a scholarship fund to help young Polish com-
posers study abroad (this was still the era of Martial Law in Poland, when travel,
let alone funding, was extremely difficult to arrange for many young artists).

A number of the composers I met at the pTMw summer course benefitted from
his support and generosity.
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Montreal
In 1988, after spending a full year in Warsaw studying composition with
Wlodzimierz Kotonski at the Fryderyk Chopin Academy of Music,® I moved to
Montreal to pursue doctoral studies at McGill University. In my first year, T had
the opportunity to write an orchestral work as student Composer-in-Residence
with the McGill Symphony Orchestra. As [ was working on my score in the
summer of 1989, [ learned of the inaugural Witold Lutoslawski International
Composers Competition. My work, ‘Windprints, was awarded a prize and
performed in April 1990 by the Warsaw Philharmonic conducted by Kazimierz
Kord. In addition to attending the rehearsals and performances, a highlight of
this award was the invitation to spend an evening with Lutoslawski at his home
in Warsaw. He, with his wife Danuta, was very hospitable (coffee and cakes),
and he had many anecdotes of his vast experience traveling the world work-
ing with many well-known musicians and orchestras. He was also interested to
know of my prior Polish experiences, studying at the Chopin Academy (where
he himself studied), etc. He had been to Canada on a number of occasions,
to Montreal, Toronto, Banff, and so on. As for me, not having lived or studied
there between 1977 and 1988, I had little professional points of contact for the
country of my origin.”

As I continued my doctoral studies at McGill, I had a work selected for
performance at the 1992 World Music Days of the International Society for
Contemporary Music, held in Warsaw. Memories of a Landscape 11, for 13
strings, was performed by the Amadeus Chamber Orchestra, conducted by
Agnieszka Duczmal. The piece had been performed a few times before, in
Canada, but not so convincingly as this very impressive reading. Lutoslawski
was in attendance at this concert, for no other reason than to support the fes-
tival and the music. I was able to have a brief conversation with him there, and
as [ expressed my reservations about some aspects of the score, he noted that a
composer cannot truly judge the effectiveness of the music until it is performed
well. I found this comment reassuring, as it is often very difficult to judge the
success of a score, especially those aspects such as balance and orchestration,
without being able to hear it done convincingly.

8 Now known as the Fryderyk Chopin University  inviting Lutoslawski to Canada to work with New

of Music. Music Concerts in Toronto, at the pTMw Summer
9 Itisan interesting coincidence that I first met Course for Young Composers in Kazimierz Dolny
Robert Aitken, one of the people responsible for in 1986.
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Back at McGill, I successfully completed my comprehensive examinations
where I was able to discuss my analytical approach to Lutoslawski’s Symphony
No. 3. There was little published material at that time on the more complex
formal organization the composer was exploring in this and other more recent
works. My doctoral work on this topic eventually led to an article on the evolu-
tion of Lutoslawski’s conception of symphonic form for a book edited by Polish
musicologist Zbigniew Skowron. !0

As I was finishing up work on my doctorate, it became known that
Lutoslawski had accepted an invitation to attend the soth anniversary celebra-
tion of the Polish Institute of Arts and Sciences in Canada, which is housed on
the campus of McGill University in Montreal. The Faculty of Music at McGill"!
was asked to nominate the composer for an honorary doctorate, and I was
asked to organize a concert of his music as part of the events around his visit.
He also gave a university lecture in addition to his Convocation speech, and
graciously met with a small group of student and faculty composers. He was
not involved in the faculty concert as a conductor, but he did work with some
of the student musicians in rehearsal and was very appreciative of their dedica-
tion. This concert of chamber works, including Chain 1, ‘Partita for violin and
piano, Sacher Variations for solo cello,? Epitaph for oboe and piano, and the
String Quartet, was filled to capacity with enthusiastic supporters, both from
McGill and from the wider music community. The performance of the Partita,
by violinist Sylvia Mandolini and pianist Marc Couroux, was quite electric, and
the standing ovation at the end was both for the performers as well as the music
and the composer.

In addition to all the activities at McGill that week, the Montreal Symphony
Orchestra altered its schedule to include the Canadian premiere of Lutoslawski’s
Symphony No. 4, conducted by Charles Dutoit. This was one of his newest
works, premiered earlier that year by the Los Angeles Philharmonic, conducted
by the composer.

Altogether, this was a richly rewarding visit by Lutoslawski to Montreal
in late October 1993. It proved to be one of his last visits anywhere. After

10 Harley, James. “Considerations of Symphonic 12 Paul Sacher, the dedicatee of this work, visited
Form in the Music of Lutoslawski”. In Lutoslawski ~ McGill the following year, after Lutoslawski’s death,
Studies, edited by Zbigniew Skowron, Oxford, where he also received an honorary doctorate.
Oxford University Press, 1999. Sacher commissioned two works from Lutoslawski:
11 Now known as the Schulich School of Music. Double Concerto for Oboe and Harp, and Chain 2:

Dialogue for Violin and Orchestra (1986).
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continuing on to Japan to accept the Kyoto Prize, he returned to Warsaw and
quickly succumbed to cancer, dying in February 1994.

Conclusion
The narrative [ have outlined here is not particularly unique. Many others
could describe something similar. The main point to underscore is how a
world-renowned composer, even while still alive, with a very busy international
agenda of commissions and concert/recording engagements, held true to his
commitments to support his colleagues and especially the younger genera-
tions of composers and musicians. He was generous with his time and with his
money, and many have benefitted. Beyond his direct support, Lutoslawski also
set an important example of focused dedication to his creative vision, which he
remained strongly committed to throughout his life, even while his compos-
itional concerns evolved. His music is still widely performed, 20 years after his
death, and his name is still vividly present, especially in Poland, and particularly
in Warsaw, where various institutions carry his name.
For me, and for many others, Witold Lutoslawski carries on as a mentor and a
model. I often recall his lessons and advice, and I pass them on to my students.
I continue listening to his music and studying his scores, and I encourage my
students to do so as well. There is still much to learn from him, and much to
live up to as a composer taking inspiration from the innovations and expressiv-
ity of his music. =
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An Interview with Witold ILutostawski

- The last time that I had the pleasure of interviewing
you was in front of a TV camera in 1981. You were working on
your 3rd Symphony then. From that time ﬂoJWﬁ;rely made public
statements. I know that it had different causes, but was the

loss of faith in commenting on one’s own wokk not among them?

2iha
- N-n-no, that washnot the point. I do not know, whe-
ther it will be useful to gou, but from December '81 it be~

come difficult for me to express my opinions in public in this
country, because of a specific allergy that I have been feeling
towards the media. Perhaps You did not mean that in your que-
stion, but my answer would have been incomplete if I had not
mentionﬁﬁt. T}wqgh as for commentary,I would not say that I
have avoided it; only that I do not believe it is possible to
say something wise about one’s own worke. The only thing that

I accept and often do; is simply to relate information relevant
To a plece or to ite compositional process. As for commentary,
though, I think that that is not my concern.

- Do you not hope that a commentary would help in under-
standing the work?

- There are different comwentaries. There zare people who
are able to describe pleces with words,and 1f you have heard
the piece, such a commentary can help to obtain a better appro-
ach to it during the second, third or fourth listening. I mean
here texts by people who are gifted with a talent{br describ-
ing music with words. There dore not too many of them, but I do
remember several texts, ref ering to my bieces anyway, that
have made an impresslon on me.

- Does then a proper way of understanding a work exist?

- No, that is not it. For me it is an extremely mysterious
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matter how another person hears music. When I was & child, I
was struck by the gquestion of whether another man looking at
the same grass sees the same green as I do, or perhaps sees it
as I would see red. It is sgimilar with music - probably every-
one must hear differently, and we can not really even imagine
how another person hears music. Differences emerge not only be-
cause of different degrees of sensitivity and perceptiveness

in the domain of music, they are also derived from cultural back-
ground, education and musical familiarity, etec. Moreover, if
one can perceive any messages in music at all (I am not speak-
ing of content), one notices that it is an amblguous art and
everyone perceives it differently. I have experiences from the
area of reactions to my pieces, that radically confirm what T
just said. I considered,for example,my TSt Symphony to be a ra-
ther serene piece, the finale at least should leave a person
in such a mood. Whereas, after its premiere one of the older 1li-
steners came over to me and while looking deeply into my eyes
gaid: “"What a vastness of suffering!". This reaction proves
that everyone not only hears differently, but also percelves
the emotional messape of music in a completely different Way.

- Do you accept such a diversity of perception and reac-
tion to 3our works with no reservations?

- I can not have reservations, I can only think that I
have been wrongly understood or falsely percelved, but this
also is my subgective opinion. But ultimately, a piece is what
it is. If it provokes reactions which have not been my inten-
tion, but stlll provokes them nonetheless, what can I do about 1t?

- You cowldrevolt.

- And what good will that do me? I do not think so much

about 1t any more. A finished piece has its own existence, and
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I am already thinking about something else, about a new piece.
Obviously T am not indifferent to the way my pieceg work, be-
cause I still give concerts of my earlier pieces. I owe a lot
to these concerts anyway - not only the satisfaction of my cu-
riosity, but also a very intensive learning experience. These
are the best lessons that I have ever had. I can discover, not
from people’s reactions this time, but from my own experiences,
what should be avoided in writing music, and what I should de-
velop. What 1 consgider succeé%ulaand what is something that
should not be developed.

- Bo, therefore, your perception of your own works changes
with the years, also?

- Oh, certainly! The point here is not Jjust perception,
but the continuation of the compositional process. Because the
experience with a piece, how it works, is of colossal importan-
ce for me. Such a glance, as 1f into a mirror, ean teach a lot.

- Will you let me touch upon a different topic?

- Please do.

- A contemporary composer develops and creates under the
threat of being enclosed in an ilvory tower. The feeling that
there is an ever smaller demand for new music has been with
artists for a long time, though méybe it applies less to #ﬂl
since your music is widely known, albeit still Just in
elite circles. Does this state-of-being not annoy you, do ﬂou
not share the pessimism of Honegger in his little book "I am
a composer"?

~"... no one is interested in gour sonata" - that is what
he said to a young composer?

- ... and his prophecy of the imminent disintegration of

all creativity.
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- Honegger wae a very brilliant writer and obviously I de
not have the right to allege, that Le was not 3incere. Yet I
do not share his peesimism for various reasons. It is a very
wide guestion, a protlem that occupies many, and more or less
characterizes the musical life of the whole world. We are par-
ticipaiting in a very radical crisie in the field of music. The
major-minor system lasted for 150-200 years - that is not long.
The renaissance made use of a dlatonic system, but not the as
yet undeveloped tonal systiem; that is precisely why renaissan-
ce muslc 1e allen food for a’subscription® concert-goer, and
the concerts where 1t is performed are attended mostly by spe-
cialiets. The traditionel concert-going public tolerates musie
from Vivaldi to Ravel more or less - not a very long period in
history. So, on one hand, as the Germans say, a Beethoven~Tchai-
koveky-Publikum exists, on the otner hand ~ there are festivals
and special series of concerts. This phenomenon will probably
8t11]l exist for the time being, but I do not consider that to
mean a condemnatlon for music written nowadays. After all it
has alweys been that the new was accepted with suspicion. Let
ug remember that a repeated accusation towards new works of De-
bussy, which had not yet been assimilated, was their "intellect~
ualism". Hdere this "intellectualism" means that something is
invented, not created by an inspired composer. Whereas every-
one can sey about Debussy, that thie 1s far reaching sensualism,
sensuosity - sc where ie the room for intellectualism here? Ad-
mittedly thic music is well-ordered, but this 18 a question of
the necessity of sense and order in music, with which I very
strongly symphatiize. Besideg, I myself have a strong predilec-
tion for order, which sou probably know, having studlied my sco-
res & little. But that is e different problem.
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And @o the criseis, the disintegration of the tonal system
is an extremely deep process. This system was a phenowenal cre-
aticn, 1t is even difficult to grasp its perfection. During the
19th century it was systematically decomposed until finallw it
ceased to work as an up-to-date toul for composers, excluding
popular music (now:"pop’). And if to add, moreover, that reper-
toires always contain this particular pericd ‘that I have men-
tioned, then 1t i& notining strange that the crisis that has
beer happening since the beginning of our century, and still
continues, for no systematic new proposal has hatched as yet,
influences the instrunent of music perception in every listener.
Inie instrument is subject to & certein kind of tuning. If one

listens 90% of the time to music of the 18th, 19th

and the very
early 20%" century, then one's perceptive instrument 1s tuned

in a certaln, specific way, and everything thgt goes beyond this
tuning is wrongly percelved, is not accepted. This is zimilar

to a feoreign language, which 18 not understcod, and thus not
listened to.

Incldentally, it may be worthwhile to touch upor an ilssue,
that is of great concern to me personally. I think, that the
end of the major-minor system, 1n seneral the end of diatoni-
clam as the maln principle, has placed the composer in front of
a new set ol phenomena, which result from the chromatic scale.
Not right away did the composer Tind himself in this world of
total chromaticism. "“"Free - satonal", as the English say, emer-
ged; thet is, a free luprovised atoualism, which could not lead
anywhere, for everyone lmprovises diflerently and wanders in a
diffarent way through the Jjungle which is the chromatic scale.
In this situation Schoenberg propuses a new doctrine. Qbviously

a host of active composers seize thle doctrine, finding just
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what they lack: a beacon, a tool that may be useful for every-
thing, and will liberate man from his agoraphobla. Dodecaphony
has imposed iteelf as & wonderful tool, upon those who did net
have a vislon worthy of being pursued. And this, in my opinion,
has restrailned the natural development of musical language,for
the time being. There are exceptions. I consider Debussy to be
the other source of tradition, as the opposite to the second
Viennese school; as well as his successors: early Stravinsky,
Bartok, Varese, or now Messiaen. It 1s thie second path of tra-
dition which hes much more prospect for the future than dodeca-
phony, which has been practically used up. But a delay emerged:
dodecaphony has stopped the natural development of individusal
attempts to cultivate this new territory, that is, non-diatonie
scales and the set of twelve tones. These individual efforts
Bhould perhaps be started on a greater scale, though certain
ones have been underteken, and theilr results cen be seen in the
history of the zot“ century music. I need not tell rou, that
all worki that I have undertaken in my music has aimed at cul-
tivating this new domain, not in a doctrinal way, tut in an em-
pirical one. I succeeded in inventing and codifying some things
for my personsl usage. I do not claim to have a universal for-
muks, I do not know if anybody would ever make use of thie, but
it made & lot of things easier for me. I started the work on
my musical language in 1947, above all on harmonic and meladic
elements, when I realized that firstly, the language which I
had been working with, for exemple, in my 1°% Symphony would
not lead me anywhere, and secondly -~ that there was nothing
external which could be a model, beacon, or aid for me. Dode-~
caphony, which could not have been . of any use to me, 1s also
included here.
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I could give still one more answer to your question. Well,
contemporary music meets a fate which is partly deserved, con-
sidering the vast amount of very bad pieces writtven in our ti-
mes. These pieces have spoiled ite reputatiuvn, in any case
discouraged people who mey even have Leen interested in it.
That 1& alsc nothing new It has aslways been like that, music
of a given ¢ra abounds with things of different values, and
only time is the sieve which lets through all liguid until
ultimatelyjonly things worihy of survival remain. This process
still awailte us, and what will remain, will surely not be a
programming nightmere. I have & deep conviction that musical
language 18 not an impassable barrier -~ today Bartok is heard
on a par with all 19th century music. The Eothcentury classics
have done us & great favour with a number of pieces containing

very strong substance ~ and while talking in m language new
to the listener ~ have convinced him with this very substance,
the specitic welght of their statements. I consider that to be
the fate of music in the future. Works which maksegignificant
statement, irrespective of the language, in which it is trane-
mitted, have a chance of working even now.

-~ Will gou let me return to our talk from Beven years ago.
You sald then, to quote in a rough approximation, that for gou
the connection between sound and its sense, expression, emotion,
originates on the lowest level. The choice of material, itas i-
nitiel sheping, already for;@%Epresaion and foretell the content
of the results. Could you develop this statement further?

- It seems to me that what I meant then was that there
i not & single act in a composer’s work which could be indi~
fierent, from the expressive point of view. It implies that

there i8 not a eingle step from one sound to another which can
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be indifferent. Evicently. the more cowmplex the group of sounds,
the more explicii this beromes, although ... for me,individuel
intervals also fulfil a specific role. There is no such con-
cept now as the major or the winor mode, btut the phencmena.
which are of concern to me personslly, and which fill my scores
nave a feature which T call  “quality"s I do not want to say’
colour, expression, mood, and so on &and o forth; I unite it
all together in one word = "quality". Let us teke for example
the perfect dodecaphony with the use of the Lllintervalreihe
{(all-interval row), where all intervals follow each other in
euch a way that, in fact, only the distances and directioms. im
which the sounds move, are perceived. Here the difference bet-
ween the distance and the quality can be explained in a very
simple way. ot wuch difl'erence in distance separates an inter-
val of taree octaves plus a perfect fiith from three octaves
plus a tritone. In music that utilizes just all interval rows,
only this small difierence of distance 1s perceived, and thia
is an enormous and fundamental difference, from the qualitative
point of view. Here is the key to understanding whet "quality"
means in the langusage. wnico I am using to talk about these ma-
tters. Even one interval can have ité expressive role for me.
wWhile listening to my Iugue for 13 Instruments, for example,
you will potice the characteristic way of choosing intervals
theret in all the themes there is always & play of tritones and
m%?ar Beconds, both vertically and horigontsllyj whereas in the
bridges, in the introduction and in the cther sections,the in-
Pervals 8tata SHARSeRTEal apBatiion) B 18 SRREF A ER"
g:i before, telling fou that all, even the smallest stepa, can

not be indifferent from the point of view of expression.
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~ Thank you for your explanation. In your pieces,eapeci-
ally recently, you often make use of titles that direct the at-
tention of the listener to problems of a technical nature. If
you talk about "chains")%ou mean ...

- ... a technigue of linking one thought to another.

- In "Mi-parti" you made use of a similar manipulationﬂ;ﬁ&%ﬁk.
- Here the mystery ls trivial, because "mi-parti" is a ®
word which appealed to me, and only afterwards I began to seek
a Jjustification for i1t. Actually, I have found a justiiication,
but in reality what mattered was the word which could act as
an identification for the piece. And that is all. So not "Mi-
parti™, but ...

- «... say "Jeux venitiens".

- This is also more just a title, actually. "Game" is not
such an esscential word here. Perhaps loose relationships with
the technique of using chance may have supyested some analogies
But this is fot veally it either ...

- And "Livre pour orchestre"?

- "Livre" 1s a whole story. For traditionally,"livre" de-
notes a sget of pieces more or less independent from each other
and varying, say as in Couperin, or in "Orgelbuechleip”. I in-
tended to write such a cycle for orchestra, with a longer finale.
I began writing “Postludes", but I failed and eventually drop-
ped them. Then came "Jeux venitiens" and I preferred not to re-
turn to those concepts, all the more as those pieces seemed to me
too long to fulfil the role enginally tended for them. Later
1 decided to write "Livre" on a commision,and only while work-
ing on iéK& realize that it is not a "livre" at all, but ra-
ther a whole entitv, precisely precomposed and constructed, with

be quite
a plan, which canfeasily recognized) indeed. I even wrote to
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Berthold Lehmann, the condactor who prompted me to compose this
piece, and in return I received the brochure from the Contem-
porary Music Days in Hapgen, where just this title had already
been printed. And it remained so. Therefore, basically, only
with "Chains" it is true that I have used the ktechnicaluthara-
cteristics of those pieces as the titles.

~ Would a justifiable assumption be that 3our technical
inventions refer to specific qualities in the case of those
works?

- Certainly not. The matter of technique is always secon-
dawry for me. A piece must exist as an idea, as ah oyerq)l eX—
perience, and the technigue is a useful means to realize this
aim. Technigue is not an idol for me. As a social realist cri-
tic wrote once: "Lutostawski uses titles which do not say any-
thing: symphony or sonata" - so I prefer just those titles that
do not say anything. For all I know, it may be a gquestion of
temperament, of nature. I think that music should speak for it-
self, and a composer should not direct the listener by saying
that this is to be, say, an elegy, and that a sad song, or
maybe something else Joyous. But yes, some of my titles do gi-
ve certain such indications. For example I wrote "Novelette"
especially to stress the intended lightness in the idea of the
work. It was not meant to be a serious composition like a sym-
phony or a partita at all, but just something lighter - not in
the sense of light music, but n the type of experience.

- Can I move to the piece that is, in fact, the cause of
our meeting?

- Yes, to the Piano Concerto.

- I would begin perhaps, from asking you for some speci-

Tic information. I know that you already finished the piece last
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year.

- Actually I am finishing the score at this moment, becau-
se it is = very laborious work. It was terribly laborious even
to copy the piano part, atill not to mention that I had to add
something to indicate what was happening in the orchestra. Ob-
vioualy it ie not a piano reduction, though it could be tole-
rably played, only I would not advise anyone doing it. However
the soloiet must have something which will guide him during
the learning of the piece. This is the first time I have writ-
ten a plece for plano and orchestra, because in Variations oh
a Theme by Paganini, with the exception of several places, I
did not write the piano part st all - it had been published be-
fore, 8c that I simply inserted printed pages into the score.
Writing down the pianc part in the score almost equels all the
remaining work, it is an awful job, considering that every page
has to be designed in such a way that it is poseible to print
it. I have to calculate all horizontal distances, and this is

very laboricus work. I am finishing the acore now, and I hope
that the plece will be ready in literally a few days. Actually
the plano part has been sent a long time ago, and I have hed a
talk, lasting several hours, about it with Zimerman.
-S0, how did the declsion to write a piano concerto come

about?

= Thie decieion was taken still before the war and there
was a series of unsuccessful attempts. which did not lead any-
where. Firat, before the war, I had begun writing a piano con-
certo, about which I even thought I could perform it myself,
for at that time I was an active pianist. Well, I had to give
it up. Later, Witold Maicuzyfiski encouxraged me to write a con-
certo, which he could play. Several attempts were alsctpno avail,

and again I had to give 1t up. I have always wanted to write
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a plano concerto, and unsuccessful attempts discouraged me a
lot wuntil I finally realized that it was not a pianistic
problem at all. The plano does not have too many secrets for
me, bthis is anh instrument that I know quite well. And perhaps
I did not contribute too much in the pianistic sense with my
Concerto, but in any case, at least there is not a single pla-
ce in 1t which %s not composed purely pianistically. This was
not a problem, as‘turns out. The problem was the music itself,
which had to be sufficiently mature to enable me to embark on
such a project. It is difiicult to compose for piano, because
it is a polyphonic instrument, and to difcover ways which would
justify writing for piano was what took time for me. It beca-
general
me possible only after the basic completion of my“means of ex-
pression, which hes been supplemented over the course of deca-
des. One of the important steps here was to invent a method of
writing thinner texturesy I just reached it only a few years
ago. Flease notice that in the sixties my pieces employed lar-
ge masses of sounds almost exclusively, as in the End symphony,
and to a smaller extent in "Livre pour orchestre", "lhree Poemes
by Henri Michaux", "Jeux venitiens", etc. It was so not beca-
use I delighted in sound masses -~ I simply lacked suitable tools
for writing in a thinner texture. The  thin textures which
wWere used often in my esarlier works were unsuitable for

music written later. I knew that something decisive had to hap-
pen, that this “"something" was close at hand, though I did nect
know precisely where. And at last I found it. From this time I
began to write works for golo instrument with piano, for ex-
ample,_which was almost impossible before ...

- Your Partita for Violin and Plano became quite an event.

- "Partita" is really a piece of primary order, it belongs
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with my most important compositions. All the rest, like for
example "Dance ?reludes",form the second order, which conti-
nues to be useful music. But I was already able to write "E-
pitaph", "Grave" for cello and piano,without problems with tho-
se thin textures. So I have found a certain "path" that could
even be described as rules which simply revealed themselves

to me. I have always imsgined that larpge masses should only con-
stitute a certain percentage of the music of a work, though

out of necessity Iﬁﬁbrked just with them. It occured thus, be-
cause the beginning of my work on musical language, especially
in harmony, wag the examination of chords containing twelve di-
fferent sounds. I could tell that there I had fouhd what I was
locking for, but that was just a beginning. Meanwndethin textu-
reg, with a smaller number of simultaneous soundsjwere st11l a
question for me. This issue, as I say, clarified itself late,
but luckily it did. And only then I could set about such pieces
ag the Concerto for Oboe and Harp, or now, the Piano Concerto.

I had numerous incentives for working. I know that Zimer-

o\lgh
man himself solicited this work by various meanijnever di-
rectly » which is,in any case very characteristic for this

man, resolute and strong, but at the same time very delicate

in his relationships with other people. That wae a stimulating
factor for me, because I am a fervent admirer of his marvellous
art. I have just been to his recital in London, inBarbican Cen-
tre . People listened with bated breath to how he played Four
Impromptus by Schubert in a completely unbelievable way, Then the
F-minor Fhantasy of Chopin, which wes a mqgnificent creation.

In the second half a Nocturneby Chopin and i-minor Sonata by

Liszt, whicn does not go down so well for me personally, but it

was played phencmenally, of course. Therefore Zimerman’s szeal
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mRa
was certainly a stimulating elementj it helped me a lot it was

a constant "memento" in my research.

The rencept feor the whole piece emerged at the very begi-
nning (I never start a plece when I do not have the whole ac-
tion ready - I can not "not knew what is going to follow"),

- However, as gou mentioned earlier, in the case of
”Livre% a moment of surprise took place.

- Yes, a moment of surprise ... while writing the "Livre"
different concepts came lto me, and in fact, completely ruined
the initial idea. That is how it was. There is a strong instinct
in me for organising form. The form, as it were, organizes it-
gelf so that it becomes a coherent whole. For example I had
to exert a certain effort toc write aéven preludes for the Tugue
-~ each one different and unrelated to the rest. This time I su-
cceeded. It is a work which maintains diversityj every prelu-
de focuses on something different.

- The world premiere of the FPiano Concerto ieg schedulled
for August, isi%ot?

- On the 19th of August in Salzburg.

- During the Festival?

o
first half - Chain-III,MChain-II with Anne-Sophie Mutterj in

- Yes. I will condjft a whole concert of my works. In the

the second half - the Piano Concerto with Zimerman.

- Then the Piano Concerto is a piece which occupies half
of the evening?

- Yes. Certainly it verges on half an hour. I did not me-
asure its length, I think that f\is is unmeasurable. Subjective
time is different than conducted, listened toyor played time,
and to imagine it is very difficult. Metronome markings are

placed in the score, naturally, but in most cases they are cor-
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rected later.

= I intended to ask you about reasons for jour return to
the piano, after over 40 years, because you wrote "Variations
on & Theme by Paganini' in 1941, which was perhaps a turning-
paint?

- Ye8, during the same year I was writing 2 Etudes, which
reglly represcnted true pianism and wave independent fyom ext-
ernal circumstances. Bscause, after all, Variations 18 a piece
for two pianos in the first place, not for one; moreover -~ an
occasional work, a priﬁata version of the 24th Cappricclo by
Paganini, intended to be played in coffeeshops, by Panufnilk and
I. I conasider it to be a rather marginal work. wWhereas I had to
drop the 2 Etudes (and there was to be more of them) because
there wat not too much time during tihe German occupation. In-
steadjthe Symphony, which I had begun before the war, had to
be continued. I dropped the Etuues, but tais is, in fact, my
only work that truly belongs to pianism, after the Piano Sonata
which I have not published. I'rom that time I have not touched
the piano for, 8o to say, wmature planiets, I werely wrote for
schools - Polk Melodies, Bucolics, or Tharee Pieces for Youth.
Later I tried to wrilbe plano nieces, but all of 4t had to be
deatroyed.

- From what gou said it is evident that "pianism" and the-~
refore also vircuosity, is present in the Piano Concerto.

-~ It iss In the same way as 1t 1s present in the Cello Con=-
certo, or in Chain-II for violin (it is a typlcally virtuoso
plece, independent from its content which is pernape not limi=-
ted only to display). Once I was a planist myself, and not the
worst. I know the feeling ol joy in the process of playing, of

evoking a certain effect - this effect does not have to be sha-
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llow or insipid at all. Chopin’s music is an exsmple of such
virtuosity - Chopin was a virtuese till his last compositions,
even in his deepest works, say, the Polonaise-Yhantasy, or the
Barcarola, which are full of the most perfect beauty. You can
feel in them a joy of the physical process, the playnéﬁ£he piano
and the resulting sound effect. For people who have never ta-
sted that, it is a completely unknown thing. So I am also an
interpreter by temperament. A "performing artist" - that means
someone who, though not necessarily in public, still performs
a piece. I experience a whole series of feelings and emotions
connected with performing. Lhat is why as a conductor I do not
gubjectively feelmf%?mha,composer who presents his works, I
always feel like a performer, who presents pieces of his youn-
ger cclleague about whom he probably knows more than any other
conductor.

- Why then as a performer howe Yo never let yourself be
drawn towards music of other composers?

- Oh no, that would be going too far, my life would not
suffice for that. One should ftake into consideration that I was
forced to lose a lot of time in my life, and in fact, my whole
work has been making up for this loss, cashing up on things
which should have happened twenty years ago. BEven in the Parti-
ta 3ou will find something similar to the beginning of the Pla-
no Concerto, which I had begun to write before the war. The

ﬂﬁ@mng s the beginning of fﬁrgo, and even the last move-
ment which is a kind ol a gigue, are seemingly a flirtation
with the baroque, in my personal language, of course. leo-baro-
gue was one such a nabter left outstanding, hence it also app-
ears in my Concerto for Orchestra. The very concept of the work

consisted in having folk material as raw material, and in not
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having elther of the wovements as a song or a atylised dance:
intrada, cappricle, then passacaglia, toccata - these are all
neo-baroque ‘orms, belonging to the style wide-spread in the

period between the wara (Honegser, Stravingiy etc.). It was a
‘matter-left~outatanding" for ma.

Taus my life would notv suffice for performing works by
other couwposers. but this , as the saying goes,“bant for inter-
pretatiu& is strong in me, and that 1s why I can conduct an or=
cheatra. I am a self-taught conductor, but “nad occasions to
observe nuuwerous great conductors.

- Doesa the roat of gour predilection fox concerto forms
also lie here?

- (a8, to a large extent. That ls, I know, underatand, feel
whet it entalis to write a typical concerto in genersl. However
I would not be able to play wy Fiano Concerto wyself, for I ga-
ve up the work of practicing the plano long ago.

- But would gyou be able to play tha piece in your best form

of forty yeara ago?

Oh, I would have bean able to, certainly. 2his plece is
not exceasively difilcalt, 1t 1s written to be very comfortable.
There are diflfculties, naturally, but tuey axe uecaﬁsnry, withe
out them certain results could not aave been acaieved. At the
same time)for the planist it is a technlcal task sufficiently
serioue to be worthwhile taking 1t on. It i8 nut & concertino,
nor a concerto for youth, bu: rather a conc.rto for a serious
pianist. However I am convinced that it does not contain any-

thing unperformable, as is the¢ case witn the znd

Concerto by
Brabms. There are difficulties in it in the least expected pla-
ces. It is something enigmatic, because Brahms wus a gocd, con-

certizing pianist himself. Whereas Chopin ... with him sn equ~
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ilibrium between difiiculty and purpose is maintained. When
migsic is of greater intensity the difficul¥ies intensify

as well, but never the contrary. In this respect Chopin is ex-
emplary? I conside; his music to be the summit of pianism, though
sometimes not very comfortable for the performer. But such was
the technigue and virtuesity of playing at that time.

- Will you let me move on to another topic? Recently in
our country,debates, by no means academic, over the duties of
distinguished artists towards societylhave been revived.

To gou consider the romantic figure of the artist-prophet, ar-
tist-conscience of the nation still possgible today? How would
gou envisage 5our role in that context?

- I think that the concept of the"prophet" is inseparably
connected with a certain epoch in our art. The three poets,with
Norwid as the fourth, were the ‘prophets", perhaps even Sienkie-
wic# was one as well. They fulfilled a role, which was not stri-
ctly related to art, rather they considered their activity to
be a mission to their own nation. Well, I never think in this
way. When I read something about myself, sometimes I encounter
the expression "that modest man". I am pleased by such an opi-
nion. Modesty not only in behaviour, but also in convictions,
results from the view which was rather clearly explained in
my speech on the cccasion of receiving an honorary doctorate
from the Jagiellorian University. It was published in "Tygodnik
Powszechny". In one sentence,we could perhaps say that what an
artist is worth is not nf%yzerit, but a gift which he has re-
ceived. Numerous gifts, in fact, for not only talents are meant
here, but also the character favourable to their development.

1 consider that lack of modesty iz simply absurd in evewy

case. It is very far from me to be treating myself as a prophet
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or to be assuming such duties. I do not have any ambitions, be-
liefs,or experiences which would suggest this to me. I had be-
en equipped by nature with something which requires effort

I became, as it were, an administrator of entrusted goode, and
thig function should be fulfilled honestly. How to fulfil it -
thie I once wrote in my essay "The composer and the listener",
Its thesis 1s that every person should write what he would 1li-
ke to hear himsgelf, for only then is he being honest. If he wan-
ted to gesin someone’s favour, or to please someore, he would

be betraying himself, he would be passing counterfeit money.
Mine is not an egoistic or egocentric stance, because one can
assume that he is similar to o certain number of other people,
who will alsc find something for themselves in his production.

- In our situation o great need for moral authorities
exists,and an artist is called to fulfil such a role - regard-
less of his consent or refusal. By virtue of wour eminent po-
sition this refers also to uou.

- But do vou mean by this a purely artistic position?

- By virtﬁe of your artistic position you are unavoidably
endowed with the role of a model, also in the sphere ...

- Excuse me for interrupting you. This is not only the qu-
estion of an artistic position. It is well-known that in the
past many artists behaved in a manner which could be strongly
eritigized, despite the fact that they were immensly respected
and recognized as great artists, though not as people. The gifts
which I have received from nature necessitate that I be a man
observed by others, anc this fact carries an obligation. But I
have no difficulty in coping with this role, because I feel com-
fortable in such a situation where I simply behave decently.

I feel fine about this.
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- People, for whom ﬁou are an authority, often need more
Whereas
a iformula for life than an outstanding work. the composer pro-
poses a symphony or a concertc,and he has, as a matter of fact,
to confine himself to this 1f he wants to remain an artist.

Unless he wanted to go beyond his role, but then to a greater

or lesser depree,he becomes a moral expert or a politician.

- This is a dilemma, which I suppose gou are also facing.

- Everyone who finds himself in the limelight faces such
a dilemma. So what is the question?

- It is diffieult te call it a guestion.

- Yes?

- If T weseto finish with a question...

- Yes, yes, please do.

= So.a I would ask if you feel a need to go beyond the
role of a musiecian, to reach out to people who expect a formu-
la for life from %ou?

- You see, we all live in such circumstances wherga per-
gon can net aveid the question of how to behave. But as 1 am not
competent to give'people any rec ipes for life, I could not an-
swer such a question at all. I more or less realize how to be-
have in todafs world, in situations arising almost every day -
and if my behaviour can be of any use to anyone, for anything,
- I am very happy, it does me credit. But I do not see that I
could do more than to just behave properlyy in this domain I do

not feel I am a man endowed with a special mission.

T ﬂncere]gthankﬁwfor the conversation.

Interviewed by Grzegorz Michalski

on the16ﬁ¢January 1988
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PART I1I
STYLE, TECHNIQUE
AND LEGACY



. 1
The Lutostawski Legacy
CHARLES BODMAN RAE
Elder Conservatorium of Music, University of Adelaide

Abstract

The question of the place of Lutoslawski in the history and references to many other works. At the end eight re-
of the 2o0th century is answered by placing him among ~ search questions are posited, outlining the future direc-
the “great composers” with an argument for such a tions in Lutostawski research, concerning the compari-
placement based on five themes which operate together  son of his technique to that of his contemporaries, the
in an elaborate counterpoint: musical integrity; moral antecedents to his use of melodic interval-pairings, the
integrity; search and struggle; consummate technique;  reinterpretation of his technique by younger composers,
and individual voice. These five themes encapsulate the existence and publication of video recordings of the

many aspects of the Lutostawski Legacy, illustrated with  composer as conductor, and other issues.
examples from sketches from Les espaces du sommeil,

Normally we would tend to observe Lewis Carroll’s excellent advice, given by
the King to the White Rabbit: “Begin at the beginning, and go on ‘ill you get to
the end: then stop”> Here, however, I will start not with a beginning, but with
some endings, in the hope that they may help us to assess and appreciate the
inspiring legacy handed down to us by Lutostawski.

The conceptual paradox of beginnings and endings being circular rather than
linear is perhaps most memorably expressed in poetic terms by T.S. Eliot in the
last of his Four Quartets: “What we call the beginning is often the end / And to
make an end is to make a beginning. The end is where we start from.”? In the
spirit of this intriguing paradox I present two alternative texts which I used to
think of as endings, but which, now, as we celebrate in 2013 the 100th anniver-
sary of the birth of Witold Lutostawski, seem to look like beginnings.

When I wrote the final flourish to my book on The Music of Lutostawski — in
the middle of 1993 — the composer was still alive, still composing, still travel-
ling. It was the time we met in London in August for the British premiére of his
Fourth Symphony. It was shortly before the 36th Warsaw Autumn Festival (17-25
September 1993), followed by the time of his visit to Canada, where he was to
conduct the final concert of his long and highly productive life.* Here is what

1 This text is a slightly adjusted version of the fleurs et Chantefables), recorded in Toronto on
keynote address | gave to the Lutostawski Sympo- 24 Octlober 1993 (Naxos: 8.572450). Also released
sium, Lutostawski: Music and Legacy, hosted by the  on the New Music Concerts label, NMc98-1). Not

Schulich School of Music at McGill University in to be confused with the cp ‘Lutostawski: Ostatni
Montréal on 26 October 2013 koncert / his last concert’ (First Symphony, Les es-
2 Carroll, Lewis. “Alice’s Evidence” Chapter 12 in  paces du sommeil, Chain 3, and Fourth Symphony)
Alice’s Adventures in Wonderland. London, 1865 recorded at the 36th Warsaw Autumn Festival on
3 London, Faber and Faber, 1963, 221. 25 September 1993 and released on the Warsaw

4 Released on ¢p as ‘Lulostawski’s Last Concert’ Autumn label.

(Partita, Interlude, Chain 2, Chain 1, and Chante-
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I wrote in the present tense, as a kind of literary cadence (but not intended to

be the final cadence): “We respect Lutostawski’s fastidious attention to all the
details and refinements of composition and performance; and we admire the
integrity of his long search, and often difficult struggle, for the personal language
and technique that serve his individual voice Less than two years later, as [ was
revising and extending the end of the book for the second edition, to be pub-
lished in the superb Polish translation by my close friend and fellow composer,
Stanistaw Krupowicz, I modified several sections, including the last paragraph:

“His work is respected for its compositional rigour, its fastidi-
ous attention to detail, and its refinement of expression in the
art of performance. Above all, he is admired for the musical
and moral integrity of his long search, and often difficult
struggle, for the personal language and consummate technique
that served his individual voice.™®

The differences between these two endings are subtle, but to me they are sig-
nificant. The last verb was changed to the past tense. The presumptuous use of
the second person plural “we” was replaced by the more distant third person.
The concept of “expression in the art of performance” was emphasised. The
compositional technique was elevated to the level of “consummate.” The notion
of “integrity” was applied to the moral behaviour of the man, as well as to the
musical behaviour of the composer.

I do not intend to compose variations on all the themes woven together in
the final paragraph of the book, but I do wish to extract five themes which
operate together in an elaborate counterpoint: musical integrity; moral integ-
rity; search and struggle; consummate technique; and individual voice. These
five themes seem to encapsulate many aspects of the Lutostawski Legacy.

What do we mean and understand by the notion of “musical integrity”? In
Lutostawski’s case it can be taken to include the following seven characteristics,
5 Bodman Rae, Charles. The Music of Lutostawski. wlasciwy jezyk muzyczny i doskonaty technikg
London, Faber and Faber, 1994. p. 246. kompozytorska, ktora mu wiernie stuzyla w

6 “Tego tworczosé jest ceniona z powodu Zelaznej  wyrazaniu swojej indywidualnodci” Bodman Rae,
logiki kompozycji, niezwyklej dbalosci o szczegély — Charles . Muzyka Lutostawskiego, trans. Stanistaw

i wyrafinowania ekspresji, objawiajacej sig pod- Krupowicz. Warsaw, PWN, 1996, p. 268. The same
czas wykonania. Ponad wszystko jest on jednak text - but in English — was used for the ending
podziwiany za integralno$¢ postawy moralnej i of the third edition of The Music of Lutostawski.

artystycznej w swoich poszukiwaniach tworczych London, Omnibus Press, 1999, p. 262.
i czesto trudnej walce, za wyjatkowy, jemu tylko
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which are merely illustrative and by no means exhaustive. (1) His music does
not seek to ingratiate itself by aiming to appeal to a generalised, collective
audience, conceptualised as a group or a mass. (2) Instead, the music reflects
the position of the composer as an individual, the proverbial artistic outsider,
who confides to others some of what takes place in his inner creative world, in
the hope of reaching some listeners, not as socialist statistics but as individuals
(Lutostawski memorably referred to this in a quasi-religious - or least spirit-
ual - manner, as fishing for [individual] souls). (3) Although he was drawn to
some aspects of French music before the Second World War (in parallel with
his love for French surrealist poetry) he was not seduced by what we might call
French frivolity; his music always retained its seriousness of purpose. (4) He
had the strength of musical character after the Second World War to resist the
rush towards a bleak modernist orthodoxy of post-Webernian serialism coming
from Darmstadt. (5) He did not capitulate to the pressures of Socialist-Realism
during the Stalinist era, but continued to develop the elements of his new
musical vocabulary and language in private, hidden from political pressures.
(6) Although he embraced and felt liberated by some elements of chance, as
applied to collective rhythm, he did not go too far with the idea; he approached
these new challenges with pragmatic common sense, and chose not to relin-
quish his compositional control over form, drama, harmony, or the rhythm of
the individual. (7) He did not follow the trend towards the stylistically eclectic
neo-romanticism of the late 1970s, but remained true to his particular brand of
non-tonal language and expression.

The moral integrity of the man was largely a private matter, hidden from
public view. One can appreciate that there was a constant need for discretion
during the Communist era of the Polish People’s Republic, especially from a
man whose family background was that of the “class enemy.” But during the last
phase of communist control, in the 1980s, his international reputation was so
strong that he was able to make his position at home quite clear. The most con-
spicuous example of his moral behaviour was his principled observance of the
artists’ boycott of the communist controlled state media after the suppression of
Solidarity. Some other public figures, who could have taken a similar stance, did
not; they co-operated, they collaborated.

His steadfast adherence to the boycott became progressively more embar-
rassing for the regime, because he was being showered with honours from
around the world; but he declined to conduct his works in Poland while the
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repressions were in place. The regime was so concerned about this they tried
various strategies to “buy him out” He was offered Polish honours and prizes,
which he declined. He was even offered the bribe of the return of his family’s
country estates at Drozdowo if he would appear in public and be photographed
with government ministers at public events. He declined this bribe, remarking
privately to friends, that “they” did not seem to realise that his childhood home
no longer existed (because it had been destroyed by the Russians in 1940). He
courteously and constructively suggested that the government might wish,
instead, to give his family estates to the Polish Composers’ Union, in order to
provide a country retreat for composers. Unfortunately, nothing came of this
excellent suggestion.

Also during the 1980s he gave away substantial amounts of money. His phil-
anthropic work can be summarised in two categories: scholarships for young
Polish composers to study abroad (mostly graduates of the class of Wiodzimierz
Kotonski at the Chopin Academy of Music in Warsaw); and payments of med-
ical and travel expenses for friends and associates who needed expensive oper-
ations and treatment outside Poland. Through these two schemes, Lutostawski
gave away most of his income from commissions in the 1980s and early 1990s,
and much of his income from conducting. He did it quietly and discreetly, with-
out fuss or fanfare. It is only since his death that these acts of generosity have
become known publicly.

His search for new means of expression was a long one. We tend to think
of the periods of intense focus when he was redefining his harmonic language
in the mid-1950s, followed by the period between 1958 and 1961 when he was
developing his new approach to collective rhythm. But the search had begun
before the 1950s and was to continue well into the 1980s. He did not give up,
even though there were times - such as during the Stalinist era - when it must
have seemed that there was little hope of regaining the political and artistic
freedoms of the Polish Second Republic. He constantly struggled to protect
his inner, creative world from the unwelcome intrusions of unpleasant events
and pressures from the exterior world. I will not expand on this point here,
because it the subject of a separate centenary essay.” Suffice it to observe that
Lutostawski did not seek to translate his life experiences into music; instead he
tried to transcend them. He did not seek to express his experiences; he tried

7 Bodman Rae, Charles, “Lutostawski and the harmonia Orchestra, 2013, pp. 36-39. Available
Scars of Wars” In Woven Words. London, Phil- online at: http://woven-words.co.uk/essays.
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to escape from them. His works were not composed in response to events and
experiences; they were composed despite them.

For the lay person the concept of compositional technique is sometimes
a difficult one to grasp. Those of us who are not musical civilians, and par-
ticularly those of us who are composers, realise that a carefully worked-out
technique is essential. But for “civilians” the idea of technique can be miscon-
strued — in negative terms - as a slightly unhealthy obsession with processes
of compositional contrivance. Sometimes one even finds this attitude surfa-
cing in unexpected places, from people who one might have expected to be
more enlightened and insightful. The idea of Bach writing any of his fugues
by relying merely on a romanticised notion of creative intuition is, of course,
utterly ridiculous. He had technique. It is equally ridiculous to imagine
Lutostawski writing Musique funébre, or Preludes and Fugue without a simi-
lar mastery of all the different dimensions of his compositional technique
(vertical/harmonic/chordal/intervallic, horizontal/melodic/intervallic, and
polyphonic).

There was never anything sloppy or casual about Lutostawski’s technique.
Even his earliest surviving pieces show an extraordinarily high level of accom-
plishment. This was noted and recorded by Witold Maliszewski in a reference
he wrote for the young Lutostawski, in which he compared him to Chopin.
Many of my own writings about the music of Lutostawski have been - in one
way or another — about compositional technique. As a composer [ would write
in this way, wouldn't I? The same can be said about the Lutostawski writings
of fellow composers John Casken, Steven Stucky, and Krzysztof Meyer. We
are all interested in the same things: How was this wonderful music created?
The command of technique is, of course, evident in the published scores.

But it is also evident in the sketches and the short scores. There are countless
examples that could be given to illustrate Lutostawski’s command of technique,
but one must be selective, so I have chosen to present, here, two examples
from one of his greatest works, Les espaces du sommeil (1975). When I look
back to my first encounter with the piece I now understand why it had such

a strong impact and how it changed my life. As I listened on the radio to the
UK premiere - broadcast live from the BBc Proms in 1978 - [ was recording it.
After the broadcast, instead of simply filing the recording, I stayed up into the
early hours of the morning playing it over and over again to try and figure out
what had captivated me about this piece. T was spellbound by the exquisite,



delicate beauty of the five-minute adagio in the centre of the work. I was blown
away by the immense power of the sublime orchestral climax. I was stunned
by the haunting effect of the exploding firework at the very end. I wrote to
Lutostawski about these things and the rest, as they say, is history.®
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Example 1: Lutoslawski’s sketch for the central adagio
of Les espaces du sommeil.¥

Eight years after that moment of epiphany (and after two years living and
working in Warsaw) I spent several weeks recording a structured series of

8 Considering the effect that this piece has had
on my life it is extraordinary that I had to wait 34
years to hear it live. This “close encounter” with
Les espaces took place on 9 September 2013, in

the Philharmonic Hall in Berlin, with the Phil-
harmonia Orchestra of London conducted by Esa-
Pekka Salonen. This was the first time Salonen had
conducted the work since recording it with John
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Shirley-Quirk and the Los Angeles Philharmonic
in 198s5. So, even for Salonen, there had been a gap
of 28 years. Fortunately, the work lives through the
Lutostawski and Salonen recordings.

9 'This image (along with many others) was given
to me by the composer in 1987, The original was
later acquired by the Sacher Archive in Basel and
forms part of their Lutostawski Collection.
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interviews with the composer in his study, and looking through all the thou-
sands of pages of sketches he kept in his music room. Of all those thousands
of sketches there was one in particular that jumped out at me (see Example 1).
Strangely enough, it turned out to be the very same adagio that had so
enchanted me in 1978. This single, small page is a musical gem. It is a graphic
art-work in itself.

On one small sheet of paper he had managed to capture five minutes of
music, the whole of the central adagio section. We can see the following things:
the successive phrases of the poem by Robert Desnos, as partitioned by the
composer; the 12-note row (interval pairing 2+5, major seconds and perfect
fourths/fifths) that runs through this section and into the third section; the
assignment of notes from the row to specificregisters of the orchestral strings;
the places where the string harmony is cleared (like a pedal change on the
piano); the voice-leading, including how notes are sustained, and how others
are displaced into a different register.

The only things not shown are the vocal line, the string glissandi linking the
phrases, and the brittle decorations by groupings of woodwind and percussion
complementing (not duplicating) the pitches of the strings. The technique is
consummate. The voice is individual.

The previous example was a remarkable discovery, but it was not all. Among
the pencil sketches for Les espaces du sommeil 1 also found two more pages
(see Example 2) which cover the third section of the work, from the end of the
adagio up to the climax. Here these two, small pages (each in landscape format)
are shown together, one on top of the other. They show a characteristic type of
short score of rhythmic and registral events, containing indications of instru-
mentation (in the upper and lower strands of each of the 6 ‘systems’), an outline
of the vocal part (in the middle strand of each system), conductor cues, attack
points, dynamics, etc. It is from this type of immaculate short score that he
would work out the pagination before proceeding to the layout of the full score.

In the top left corner of the upper page we can see “17-str.” meaning that he
had originally intended this to be strona/page 17. In the final score, however,
this had become page 25, the beginning of the Allegro section that follows the
Adagio (a battuta in % up to the orchestral climax at Fig. 96 in the published
score). We actually have here a summary of pages 25 to 36, up to the climax
of the vocal line. The meno mosso shown on the bottom system of [strona] 22
becomes the metered section (pp. 37-38) leading to the orchestral climax.
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Taken together, can there be any better illustration of the consummate
nature of Lutostawski’s compositional technique? Any composer viewing
these sketches, and knowing the work itself, is left with a sense of awe at the
extraordinarily fastidious and detailed way in which Lutostawski was able to
capture - even in sketch form - the ideas that had crystallised in his creative
imagination.

Let us now return to the idea of “legacy” The word normally signifies a gift
of considerable monetary value passed by bequest from one generation to the
next. The legacy is a gift we inherit and which enriches us our lives. When
we apply it to the artistic bequest of Witold Lutostawski - to the wonderful
and substantial body of creative work he bequeathed to us - the idea is even
stronger, because it refers to material that has an intrinsic cultural value beyond
mere monetary value.

His legacy was left to us almost twenty years ago, when he took his final bow
and left the stage in February 1994. But it is only now, in 2013, that we have the
necessary critical distance to be able to reflect on his artistic legacy, as we cele-
brate the centenary of his birth. These celebrations have been in full swing since
January and have already taken me, and others, to major events in Warsaw,
London, Berlin, Drozdowo, and now Montréal. It is particularly appropriate
for us to engage in such reflections in Canada, because it was here that he gave
what turned out to be the final performances of his remarkable life and career.

At this point I should perhaps make a personal declaration. In my “humble
opinion” (as the late Hans Keller was fond of saying) both the creative life and
the creative work of Witold Lutostawski sit right at the top of the traditions
and achievements in European music of the twentieth century. We should not
hesitate to affirm that he was a great composer. This idea, of the “great com-
poser;” comes fully loaded with heavy baggage accumulated over the course of
the nineteenth century. One can easily understand why many people in recent
times have felt the need to shake off some of the myth and mystique surround-
ing notions of creative genius and “greatness” Even so, in this case we should
not feel the need to equivocate. There are some special features and qualities
of Lutostawski’s life and work that do, indeed, elevate it to the exalted category
of “the great” He was a man of great integrity, a great composer, and he left
us some great music. So my use of the word “great” should not be considered
merely as a rhetorical device, a matter of style, or a quasi-journalistic flourish.

The word is used here with deliberate intent.
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Example 2: Lutostawski’s sketches for the final section
of Les espaces du sommeil,
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A legacy can contain both tangible and intangible gifts. In Lutostawski’s
case the tangible things include: his sketches; his manuscripts; his published
scores; his own recordings; the recordings made by others; his writings; and the
published interviews. The intangible things include: memories of him as a man;
memories of his manner of music making, particularly his performances as
conductor; memories of private conversations. The tangible things have already
been handed down. Most of them are available in the public domain (except the
written materials, which are in Basel) and they reach people in many parts of
the world. But the intangible things do not exist in a medium that can transmit-
ted or accessed freely. They exist only in the minds of those of us who knew
him, worked with him, and witnessed his live performances. So there is
wa responsibility for those of us who carry these precious memories to pass
them on, to bear witness. (This sounds like apostolic evangelising, and I sup-
pose it is.) When we are fortunate enough to be beneficiaries of a legacy we
should not behave selfishly. We should not spend it, we should invest it. How do
we do this with music? One way is for composers to absorb the gift, as influ-
ence, and reinterpret it in the form of new works. Another way is for per-
forming musicians - conductors, singers and instrumentalists — to share with
the next generation their direct experience of the manner of making this music.

One might be forgiven for thinking that, nearly twenty years after the
composer’s death, everything that needs to be investigated has already been
covered, and that there is little more to say, write or do. But there is more. Here
is a short, select list of eight research questions (some containing multiple,
clustered questions) pointing towards some of the tasks that remain. (1) How do
Lutostawski’s techniques of 12-note harmony compare with those of others, for
example, Elliott Carter? (2) Did the all-important technique of melodic inter-
val-pairing appear from nowhere, or can we trace some antecedents? (3) How
(and by whom) has the melodic interval-pairing technique been used after
Lutostawski? (4) How have the various elements of his compositional technique
been absorbed and reinterpreted by younger generations of composers? (s) Is
his influence evident in the music of younger Polish composers; or have they
had to sidestep his influence as being too strong, and an obstacle for them?
(6) What film/video recordings (still) exist of Lutostawski conducting? Where
are they? Why are they not published? How and when can they be published?
(7) When will there be a comprehensive biography in English (as distinct from
the biographically contextualised studies of the works, by myself and Steven
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Stucky'?)? (8) Should some of the sketches be published, perhaps in thematic
ways, by technique (e.g. pitch organisation, or rhythm) or, alternatively, by
specific work? It is to be hoped that the next generation of researchers (includ-
ing composers, musicologists, and music theorists) will be motivated to address
these and other questions.

In Lutoslawski’s case there can be little doubt that we are dealing with an
inspiring musical legacy. It is a creative gift that means different things to dif-
ferent people, depending how they engage with the music. As composers we
can feel inspired to adopt and freely adapt the elements of his technique to our
own purposes, without feeling self-conscious or uncomfortable. As conductors
we are inspired to make music with orchestras in a refreshing liberating man-
ner, allowing individual players to feel rhythmically and expressively emanci-
pated within the collective orchestral environment. As instrumentalists we are
inspired by his ability to convey to us through his detailed notation the art of
performance, and we are energised by the emancipation he gives through his
ad libitum approach to collective rhythm. As singers we can feel inspired by
his extraordinary sensitivity to the nuances of setting poetic texts, particularly
in French (and Polish, of course). As music theorists we can feel inspired by
Lutostawski’s consummate technique and the wish to find out how this tech-
nique actually works, where it came from, and how it is being used now, by
other composers. As music historians we can feel inspired by Lutoslawski’s
musical integrity in avoiding many of the aesthetic “-isms” that waxed and
waned during his life, and by his moral integrity in steering a straight and
virtuous path through the potentially corrupting influences surrounding him
for much of his life. As listeners — and we are all listeners — we find that in the
body of work he has bequeathed to us there is an enormous range of inspiring
expression, from moments of intimate, captivating beauty to moments of explo-
sive, sublime grandeur. This is a musical legacy of the highest artistic value to be
treasured by present and future generations, =

10 Stucky, Steven. Lutostawski and His Music.
Cambridge, Cambridge University Press, 1981.
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Witold Lutostawski
and the Ethics of Abstraction

Lisa JAKELSKI!
Eastman School of Music, University of Rochester

Abstract

Scholars have struggled to reconcile the expressive im-  not their only correspondences. They also engage with
mediacy of Witold Lutostawski’s works with his claims  a trio of concepts — withdrawal, integrity, and auton-
that he wrote absolute music. This article seeks a more ~ omy - that are at the heart of a moral code Lutostawski

nuanced understanding of the place of abstraction in articulated in response to the volatile political condi-
Lutoslawski’s creative practice by exploring connections  tions of 1980s Poland. ‘The article thus sheds new light
between his 1981 speeches on artistic ethics and his on the entanglement of modernism, ethics, and politics
approach to melodic construction in Chain 2 (1984-5).  in the late twentieth century, while illuminating what
Lutoslawski’s words and music both rely on conven- the idea of abstraction may have meant in a particular
tion, and recycle rhetoric from his past. But these are time and place.

There is a strange moment in Witold Lutostawski Chain 2, his dialogue for
violin and orchestra from 1984-s5. As the third movement ends, the soloist pulls
the orchestral violins into her orbit. She begins by projecting a string of minor
thirds and perfect fifths that undulate in widening arcs against a flute trill.
Her melody then changes shape: at Rehearsal Number 9o, the solo line inches
upward in a series of falling semitone gestures, while the strings, piano, and
flutes intensify the mounting tension with tremolos and arpeggiated flourishes.
[nitially uncoordinated, the soloist and ensemble come into phase on a high
G-sharp; the accompaniment falls away, leaving the violins exposed as they sing
in a single voice. Nearly two-thirds of the way through Chain 2, we hear the
work’s first and only moment of true unison playing: a passage of expressively
marked urgency that transgresses the norm of rhythmic and motivic non-
simultaneity established by the earlier movements.

The episode is odd enough within the piece. But it becomes even more sug-

gestive if we consider it within the span of Lutostawski’s career. For the atypical

1 This is an abridged version, without musical article, and I would like to acknowledge Andrea
examples of an article that was published in Bohlman, Joy Calico, Sean Curran, Melina Esse,
2013, as “Witold Lutostawski and the Ethics of Emily Richmond Pollock, Steven Stucky, Richard
Abstraction” Twentieth Century Music, 10, 169- Taruskin, Jeffrey Tucker, Holly Watkins, and Cam-
202. doii10.1017/81478572213000017. Reprinted eron Wilkens. I would especially like to thank the
by Permission. Several people generously shared journal’s two anonymous readers for their helpful
their insights and assistance as I wrote this comments and suggestions.
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instance in Chain 2 is also a moment of repetition. Fifteen years earlier, the
Cello Concerto staged a confrontation between soloist and ensemble. Most of
the soloist’s attempts at reconciliation fail. However, near the end of the third
stage in this single-movement work (Rehearsal Number 77), the strings align
briefly to play an unaccompanied unison melody, a rhetorical shift that occurs
at roughly the same formal location as the move in Chain 2.

The evocative immediacy of these passages seems to call for extramusical -
or, at the very least, narrative — interpretation. Lutostawski opened the door to
this kind of reading in the early 1970s, when he told Tadeusz Kaczynski that he
structured solo-ensemble interaction in the Cello Concerto according to princi-
ples of dramatic conflict; he thus considered the piece to have more in common
with theatrical works than with the standard concerto repertoire. He bristled
nonetheless when the musicologist took his comments at face value. Whereas
Lutostawski circumspectly described the concerto’s musical events, Kaczynski
leapt into metaphor: in his version the soloist is an embattled individual,
shouted down and beaten back by a hostile orchestra. Kaczynski’s narrative was
not just uncomfortably programmatic for Lutoslawski, a perennial sceptic when
it came to music’s ability to convey specific concepts.? It was also dangerously
political, especially considering Mstislav Rostropovich’s ongoing troubles with
the Soviet regime. The cellist's outspoken support of Aleksandr Solzhenitsyn
nearly prevented his journey to London in October 1970, where he premiered
Lutostawski ‘s new work; Rostropovich was in official disgrace soon after his
return to the Soviet Union, where he could not perform the Cello Concerto
until 1972.% Lutostawski quickly grounded Kaczynski’s anthropomorphic flights
of fancy. He snapped: “If I had wanted to write a drama about the conflict of the
individual with the collective, I would have written it with words.™

Lutostawski was just as adamant that others should not get the wrong idea
when he alluded to the dramatic qualities of his works. He assured Russian
musicologist Irina Nikolska that, “I write absolute music, although I try to
introduce new dramatic elements into it.” If there were latent meanings in his

2 Lutoslawski, Witold. Zapiski, edited by Zbigniew 4 Kaczynski, Tadeusz. Rozmowy z Witoldem

Skowron. Warsaw, Wydawnictwa Uniwersytetu Lutostawskim. Krakdw, pwm, 1972, 82. Unless
Warszawskiego and Towarzystwo im. Witolda otherwise noted, all translations are my own.
Lutostawskiego, 2008, 22. 5 Irina Nikolska, Conversations with Witold

3 Wilson, Elizabeth, Rostropovich: The Musical Life  Lutoslawski. Translated by Valeri Yerokhin. Stock-
of the Great Cellist, Teacher and Legend. Chicago, holm, Melos, 1994, 90.
Ivan R. Dee, 2008, 316-26.
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music, the period after the collapse of Polish state socialism would have been
the time to reveal them. Even then, however, Lutostawski maintained that he
never intended to depict extramusical content in his compositions, neither
specific political situations nor quantifiable feeling. “Music’, he told a Polish
journalist in 1990, “is the domain of an ideal world.” Although external real-
ity might impact this inner realm - since, as he put it, a person “only has one
psyche” — the connections were never one-to-one.®

Why would Lutostawski have said one thing when his music often sug-
gests another? Analysts continue to grapple with this question. One solution
is to search for evidence that Lutoslawski intended to explore extramusical
themes in his works, despite his protests to the contrary. Maja Trochimczyk
cites Lutostawski’s texts - the poetry he set, along with the titles, dedications,
and expressive markings in his scores - as proof of his fixation on darkness and
death. Connections to language also allow Trochimczyk to locate seemingly
abstract musical motives within the composer’s shadowed emotional landscape.”

Hermeneutics, on the other hand, enables scholars to discuss the expressivity
of Lutostawski’s compositions while sidestepping the issue of authorial inten-
tion. John Casken, for example, turns the problem of extramusical signification
on its head by suggesting that listeners’ experiences might influence how they
perceive all pieces of music, even those that ostensibly make no reference to
the outside world. As a result, Casken is free to hear ‘visionary’ moments in
Lutostawski’s works, regardless of whether the composer would have described
them that way.® Michael Klein likewise champions the rights of subjective
interpretation. Calling Lutostawski’s views “neither authoritative nor transcen-
dental,” he argues that the Symphony no. 4 constitutes a narrative: though it
does not tell a particular tale, the work’s successive emotional states cohere as
a chain of musical events.? Nicholas Reyland similarly broaches expression
from the standpoint of narrative, a move he justifies by reference both to liter-
ary theory and Lutostawski’s concept of akcja, or dramatic action.!

6 “Muzyka jest domeng swiata idealnego’ Witold 9 Klein, Michael L. Intertexiuality in Western Art

Lutostawski rozmawia z Elzbietg Markowska,” Music. Bloomington and Indianapolis, Indiana
Ruch Muzyczny 34/23: 6, 1990. University Press, 2005, 112.

7 Trochimezyk, Maja. “Dans la Nuit: The Themes 10 Reyland, Nicholas. “Lutostawski, ‘Akcja’ and
of Death and Night in Lutostawski’s Oeuvre” In the Poetics of Musical Plot” Music and Letiers
Lutostawski Studies, edited by Zbigniew Skowron.  88/4: 604-31, 2007; Nicholas Reyland, “Livre or
Oxford, Oxford University Press, 2001, 96-124. Symphony? Lutoslawski’s Livre pour orchestre and

8 Casken, John. “The Visionary and the Dramatic  the Enigma of Musical Narrativity” Music Analysis
in the Music of Lutostawski” In Lutostawski Stud-  27/2-3 (2008), 253-94.
fes, 2001, op. cil., 36 and 38-9.
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These scholars have contributed important insights into the expressivity of
Lutostawski’s music, and I am indebted to their work. This article, however,
asks different questions about the relevance of absolute music and expression in
Lutostawski’s oeuvre. I am interested not just in how his music might be evoca-
tive; I also want to reexamine his verbal and compositional engagement with
abstraction, and to consider why it may have mattered during the late twentieth
century.

Situating Lutoslawski’s statements in context is therefore one of my primary
aims. Klein and Trochimczyk mention historical circumstances only in passing:
each explains Lutostawski’s refusal to acknowledge extramusical references as
motivated, at least partially, by his continuing opposition to socialist realism,
the official standard in Poland from the late 1940s until the early 1950s." This
period certainly played an important role in shaping Lutostawski’s thought, and
I will discuss its aesthetic debates at greater length below. Yet the connotations
of abstraction and expression in socialist Poland did not remain frozen in the
flash of a singular historical moment. The political complexities of the early
1980s are just as vital to understanding Lutostawski’s fidelity to abstraction as
a compositional - and, even more importantly, an ethical - ideal. I will inves-
tigate the ambiguities of this later period by analyzing two speeches on artistic
ethics that Lutostawski delivered publicly in 1981, showing how his comments
relate both to contemporary oppositional discourses as well as to longstanding
official narratives about Polish composition.

I will then return to Chain 2 as a way back into the issue of absolute music
and emotional expression, focusing particularly on melodic construction in
the piece’s third movement. Setting Lutostawski’s words in dialogue with his
work reveals the connections between them. As I will show, the 1981 speeches
and Chain 2 engage with a trio of concepts — withdrawal, integrity, and auton-
omy - that are at the heart of a moral code he articulated in response to the
volatile political conditions of 1980s Poland. My approach is indebted to Anne
Shreffler’s work on the Cold-War connotations of Stravinsky’s Threni, in which
she argues that shared ideas - such as freedom, or control - can be the thread

that binds a score’s particulars to its broader extramusical contexts.!? Beyond

11 Klein, 2005, op. ¢it., 114; Trochimczyk, 2001, op.  Freedom.” In Music and the Aesthetics of Modern-

cil., 112, ity: Essays, edited by Karol Berger and Anthony
12 Shreffler, Anne C. "Ideologies of Serialism: Newcomb. Cambridge, ma, Harvard University
Stravinsky’s Threni and the Congress for Cultural Press, 2005, 219-20.
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their conceptual affinities, Lutostawski’s words and his music exhibit similar
rhetorical strategies. Both rely on conventions that are at once clichéd and
meaningful; both recycle elements from his past. As a result, each has some-
thing to tell us about the complex status of abstraction during the twilight
years of the Cold War. For while Lutostawski’s output can be viewed as putting
his theory of artistic ethics into practice, the tension between emptiness and
meaning in Chain 2 also speaks to absolute music’s limited potential to serve as
a mode of political action in late socialist Poland.

The Politics of Emotion
Before turning to the 1980s, however, I want to survey the discourse on for-
malism and socialist realism as it began to be articulated in Poland during the
late 1940s, for this period is a crucial point of reference in Lutostawski’s later
statements on ethical artistic conduct. External Soviet pressure left an indel-
ible mark on early Polish discussions of Marxist musical aesthetics.'* These
discussions were also moulded by the agendas of domestic factions that were
competing for resources and legitimacy in the wake of Poland’s wartime dev-
astation. At the time, many composers were as concerned with securing their
material livelihood - food, shelter, and steady employment - as they were with
the ins and outs of manifesting particular aesthetic ideals through their com-
positional practices. State officials were gatekeepers to the financial resources
that would rebuild Polish musical infrastructure, but their support came with
a price: music became part of the scaffolding that officials hoped would prop
up the legitimacy of Poland’s newly communist government.'> Musicologists
were recent additions to the Polish Composers’ Union (Zwigzek Kompozytoréw
Polskich, hereafter zxp) when discussions about realism began; though a
minority, theirs were some of the loudest voices raised in support of the new
aesthetic.'® Within each of these groups, individuals acted according to their
personal beliefs, professional allegiances, family histories, material situations,

13 See, for example, the following essay by 15 Tompkins, David. “Composing the Party Line:
Tikhon Khrennikov, who became head of the Music and Politics in Poland and East Germany,
Soviet Composers” Union in 1948: “O nowe drogi 1948-1957" Ph.D. Disserstation, Columbia Univer-
tworczo$ci muzycznej” Ruch Muzyeczny 4/18: 2-6,  sity, 2004, 1-4.

15 September 1948. 16 Rudzinski, Witold. “Zwigzek w pierwszym

14 Chodkowski, Andrzej. “Na poczatku byt dziesigcioleciu po wajnie.” In Erhardt, 1995, op.
Krakéw!” In 50 Lat Zwigzku Kompozytorow Pol- cit., 53-5.

skich, edited by Ludwik Erhardt. Warsaw, Polish
Composers’ Union, 1995, 44-6.
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and unique compositional outlooks. Nevertheless, the conditions of the late
1940s created a field of constraints and possibilities that affected the courses of
action these individuals might take.l”

At least in theory, the formalism-realism binary delineated norms of proper
compositional behaviour. Among these was the expectation that composers
would act as mediators, using musical techniques to communicate with as large
an audience as possible. National affiliations were paramount.'® Overwrought
individualism was condemned as a breeding ground for formalism.!" Realism’s
advocates used black-and-white oppositions to claim the moral high ground.
Thus at the Lagéw Conference of August 1949 (the now-infamous gathering
where Polish musicians discussed socialist realist aesthetics under the Minister
of Culture’s watchful eye) Moscow-trained musicologist Zofia Lissa character-
ized formalist works as “dehumanized,” meaning that they were purposely
abstract. She faulted formalism for its “intellectual speculation’, lack of defin-
able content, dearth of melody, cavalier approach to harmony, and its pes-
simism, all condemnations that echo the rhetoric of Soviet music criticism.?
Though she did not define realism so explicitly, its characteristics were clear
enough through negation: if formalist music was intellectual, then realist com-
positions were emotional. Whereas one approach was inhumane, the other was
humane. And so on.

Perhaps most importantly, realist works were ethical in that they were
thought to be true. Speaking at Lagow, composer Bolestaw Woytowicz sug-
gested that formalism resulted solely from a “consciously falsified orientation
to life2! If composers were truthful in their works, he reasoned, then realism
would automatically result. Later in the conference, left-leaning composer Jan
Ekier expanded this idea by providing examples of what dishonest - that is,
formalist — musical expression might be. He indicated that it would be wrong
to present a straightforward musical idea using an atonal language, or to depict
chaos with simple textures and diatonic harmony.?? Deputy Minister of Culture

Wlodzimierz Sokorski cemented the association of realism with truth when,

17 For examples of the various ways composers Kompozytoréw Polskich.” Ruch Muzyczny s/14:
navigated this environment, refer to Gwizdalanka,  g-10, October 1949.

Danuta. “Trzy postawy wobec totalitaryzmu: 19 Khrennikov, 1948, op. cif., 3.

Roman Palester - Andrej Panufnik - Witold 20 “Konferencja Kompozytoréw w Lagowie Lu-

Lutostawski” In Muzyka i totalitaryzm, edited by~ buskim w dniach od s.vir1 do 8.vi11 1949.” Ruch
Maciej Jablonski and Janina Tatarska, Poznan, Ars  Muzgyczny 5/14: 16, October 1949.

Nova, 1996, 169-84. 21 “Konferencja Kompozytordw”, 1949, op. cit., 15.
18 Mycielski, Zygmunt. “O zadaniach Zwigzku 22 Ibidem, 21,

76 WITOLD LUTOSEAWSKI AND THE ETHICS OF ABSTRACTION



in his written response to the Lagéw proceedings, he described the process
of socialist realist composition as “the translation of an epoch’s true, objective
phenomena into the language of art”>

But there was a problem. The foundation of socialist realist aesthetic theory
is the notion that artworks reflect the social and economic conditions of their
time and place, whatever their creators’ intentions. Polish advocates of social-
ist realism disseminated this idea in their published writings and comments
at Lagdw.2* Musical content, however, was frustratingly elusive, even for those
who championed Marxist aesthetics most ardently. Pressed by composers to
define her terms, Lissa admitted at Lagéw that it was difficult to say much more
about realism than that it was humanistic, because there was no clear explana-
tion as to how music might reflect reality.?> Her musicological colleague, Jozef
Chominski, agreed, granting that, ‘to this day, the content of instrumental
music is a problem that has hardly been solved.”*¢ The Deputy Minister of
Culture also conceded this point: in an earlier essay, Sokorski contended that
music had lagged behind “in the social reconstruction of its epoch” because it is
“considerably less legible thematically than the other arts”?’

One solution was to define musical content not as the explicit representation
of the outside world, but as the expression of defined emotional states. Sokorski
argued that ideational content in music had been “sublimated” into emotion
to a considerably greater degree than in literature or the plastic arts.?® Among
socialist realism’s supporters, access to these emotions (and, by association, a
work’s underlying ideas) became associated with the presence of melody. In her
Lagow presentation, Lissa pointed to melody as both the most elemental form
of human expression and “the strongest manifestation of content in music”;
she thereby annexed the construction of melodic lines into the socialist realist
compositional apparatus.?’

According to Lissa, melodies fell into three categories depending on
the strength of their connection to extramusical ideas. A theme might be

23 Sokorski, Wlodzimierz. “Ku realizmowi 17. Zygmunl Mycielski took a different approach
socjalistycznemu w muzyce.” Ruch Muzyczny 5/14  to this issue when he cited classical philosophy
(October 1949), 4. (instead of Marx) in his “O zadaniach Zwigzku
24 See Wlodzimierz Sokorski’s comments in Kompozytordw Polskich”, 6.

his essay, “Formalizm i realizm w muzyce”, Ruch 25 “Konferencja,” 1949, op. cit., 16.

Muzyczny af23-24: 2-3, December 1948, as well 26 Ibidem, 17.

as the statements Zofia Lissa and Jozef Chominski 27 Sokorski, 1948, op. cit., 3.

made at the Lagdw conference: “Konferencja 28 Sokorski, 1949, op. cil., 4.

Kompozytoréw w Lagowie Lubuskim®, 13 and 29 “Konferencja,” 1949, op.cit., 13-14, 16.
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illustrative, such as when a film score mimics sounds from the outside world;
expressive melodies, in contrast, evoke a specific emotion. Formalistic melodies
neither imitate the outside world nor allude to the inner realms of human emo-
tional experience. As a result, they had no place in socialist realist works.?

Along with melody, the idea of musical expression became politicized in late
1940s Poland when it was tethered to the practice of socialist realism. At the
same time, Lissa’s category of expressive themes allowed for a certain degree of
slippage along the realist-formalist continuum. For the mere presence of emo-
tion was not enough; realist musical works also had to be expressive in a par-
ticular way. Thus the piece most harshly criticized at Lagéw — Zbigniew Turski’s
Symphony no. 2 (The Olympic) — was condemned by its detractors not because
it was inexpressive, but because its emotionality was deemed too relentlessly
tragic.’! Lissa presented Lutostawski as a counter-example, because according to
her, “his works express various kinds of emotional content, often tragic, but in
general this tragic emotion is vanquished.”3?

Although she was the prime Polish proselytizer of Marxist musical aesthet-
ics, even Lissa would not say that abstract instrumental works could do more
than merely suggest emotional content. For that reason, she championed the
composition of program music or, better yet, vocal-instrumental works.*
Chominski agreed, reasoning that the challenge of defining musical content
need not be so insurmountable. “For after all,” the musicologist reminded his
colleagues at Lagow, “music does not amount only to instrumental forms, in
which content is more hidden and more difficult to distinguish due to these
forms’ very nature.”3*

By this point, Chominski had already denounced Hanslick for his role in
fathering the twentieth-century’s formalists.* The irony was that in remain-
ing sceptical of instrumental music’s ability to convey content in the absence
of language, the musicologists promoting socialist realism in Poland ended
up perpetuating remnants of the Romantic notion of musical autonomy that
their Marxist aesthetic theories were seeking to discredit. And while the
purported content of abstract instrumental compositions remained a problem

for those struggling to define socialist realism in Poland during the late 1940s,

30 Ibidem, 14. 34 Chominski, Jozefl. “Zagadnienia formalizmu
31 Ibidem, 19-20. i tendencje ideologiczne w polskiej muzyce

32 Ibidem, 23. wspalczesnej na tle rozwoju muzyki swiatowej.”
33 Ibidem, 16. Ruch Muzyczny 4/20: 2, October 1948.

35 “Konferencja,” 1949, op. cit., 17.
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more recent scholarship demonstrates that this music’s absolute-ness is hardly
self-evident, either. Already in 1976, Carl Dahlhaus was calling the premise
of absolute music a “historically-molded theorem no more than two hundred
years old."3¢ He revealed the idea that music is sound and nothing more to
be the product of changing discourses in philosophy and literary aesthetics;
not even Hanslick had forged his aesthetics in a realm of absolute purity.3” In
Daniel Chua’s hands, absolute music has become messier still: a sign of modern
disenchantment imprinted by a variety of practices and discourses, from shifts
in instrumental tuning to debates on the nature of the human body and soul. As
he succinctly puts it, “absolute music is an extramusical idea”3

All of this might imply that socialist realism and absolute music are men-
tal constructs built on quicksand. But historically these ideas have performed
substantial cultural work, not least because the binary logic inherent in each of
them (in which realism emerges through its opposition to formalism, and abso-
lute music’s autonomy depends on the negation of programs or other ties to the
extramusical world) has lent itself to the articulation of other divisions, from
the aesthetic to the political. Margaret Notley, for example, has demonstrated
that the significance of abstraction and expression in late nineteenth-century
Vienna extended far beyond music. Brahms’s penchant for tonal logic and
rational motivic development was part of a larger constellation of middle-class
Liberal values; anti-Liberal activists, on the other hand, backed Bruckner, for
in his music’s melodic surfeit and irrational immediacy they saw a reflection of
their aspirations to overturn Vienna’s cultural and political status quo.?

Mapped onto realism and formalism, expression and abstraction gained
a similar charge in late 1940s Poland. However hazy and contingent the defin-
itions may have been, musicians on both sides of the debate treated the real-
ism-formalism binary as conceptually operational when they staked out their
aesthetic territory. Thus Stefan Kisielewski — author, composer, and political
activist - voiced staunchly formalist views as a means of casting his vote of no
confidence in the socialist realist endeavour. He attacked the notion of musical

content, arguing that, in its purest instrumental form, music was incapable of

36 Dahlhaus, Carl. The Idea of Absolute Music, 38 Chua, Daniel. Absolute Music and the Construc-
trans. Roger Lustig. Chicago and London, Univer-  tion of Meaning. Cambridge, Cambridge University
sity of Chicago Press, 1989, 8. Press, 1999, 6.

37 Dahlhaus, 1989, op. cit., 27-9. 39 Notley, Margaret. Lateness and Brahms: Music

and Culture in the Twilight of Viennese Liberalism.
Oxford: Oxford University Press, 2007, 16-35.
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conveying meaning in an “unambiguous” and “emphatic” way.*0 If a work did
have extramusical connotations, then they were culturally determined, not
intrinsic to the sonic structure.* Moreover, he contended that musical laws
are the product of nature, not human invention; as a result, Kisielewski viewed
music as being closer to mathematics and the hard sciences than to literary
works or political systems.*> He therefore questioned the validity of applying

a theory devised for literature to the composition and study of music.”® Because
Poland’s government promoted socialist realism from the late 1940s until the
early 1950s, Kisielewski’s aesthetic opposition also had the potential to be pol-
itically subversive. The era’s black-and-white rhetoric seemed ready-made for
articulating such factional divisions.

That said, the practice of socialist realism in Poland was shot through with
shades of grey; Adrian Thomas has detailed the idiosyncratic ways compos-
ers responded to what remained ambiguous as an aesthetic doctrine.** But the
politicization of abstraction and expression did have real effects. When differ-
ently empowered factions of cultural elites talked about music, they determined
which values would be important, and how these values would be interpreted
(judgments that impacted on opportunities for publication, performance, and
official promotion).** State influence might take the form of carrots, such as
the funds lavished on the First Festival of Polish Music, mounted in 1951 to
promote socialist realism among composers and audiences countrywide.4¢
Or it might be punitive: the journal Ruch Muzyczny (Musical Movement),
which since 1945 had published various viewpoints on matters of musical style,
was shut down in 1949 for insufficient ideological orthodoxy. That same year,
Kisielewski lost his post at the State Higher School of Music in Krakéw, where
he had been teaching music theory. Musicians also exercised their agency.
Despite official prodding to write pro-socialist cantatas and mass songs, many
composers favoured abstract instrumental genres where such explicit messages

were left unstated. When the political winds began to shift, Composers’ Union

40 Kisielewski, Stefan. “Czy w muzyce istnieje for- 44 Thomas, Adrian. Polish Music Since Szymanow-
malizm?” Ruch Muzyezny 4/22: 3, November 1948, ski. Cambridge: Cambridge University Press, 2005,

41 Kisielewski, 1948, op. cit., 5. 59-79.

42 Stefan Kisielewski, “Czy muzyka jest nie- 45 My thinking on this point is indebted to Kath-
humanistyczna?” Znak, April 1948. Accessed 24 erine Verdery’s National Ideology Under Social-
January 2011, http:// ism: Identity and Cultural Politics in Ceaugescu’s
www.stefan_kisielewski.republika.pl/felietony/ Romania. Berkeley, University of California Press,
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members turned music’s lingering connotations of autonomy to their advan-
tage. Only weakly politicized throughout the Stalinist late 1940s and early 1950s,
zxp’s ideological engagement continued to slacken during the post-Stalin Thaw,
when a core group that historian David Tompkins calls “more independently
minded composers” nearly completely disentangled their union from Party
influence.#”

Lutostawski was mostly silent during the debates that rocked Polish musical
circles starting in the late 1940s. He trod a perilous path through the Stalinist
era: his First Symphony was blacklisted as formalist, whereas his proposed
contribution to the First Festival of Polish Music showed a certain willing-
ness to work with cultural authorities.*® Decades later, he told musicologist
Irina Nikolska that he had been reluctant to speak in official venues unless he
could express his “civic stand,” a rationale that perpetuates the notion that all
public speech in a socialist context was marked and potentially immoral.*® Yet
Lutostawski's allegiance to absolute music and individual autonomy suggests
that he had been listening closely to the Stalinist era’s discussions of realism and
formalism. The period’s hackneyed rhetoric imbued musical choices with moral
import, turning the composition of absolute - as opposed to vocal-instrumental
or program — music into an ethical question. In his public speeches of 1981,
Lutostawski would continue to ascribe ethical weight to decisions that were
ostensibly compositional. At the same time, the 1980s were not the 1940s.

Shifts in politics, the official discourse on post-WW II Polish composition, and
modernist aesthetics meant that the stakes of expression and abstraction for
Lutostawski’s music had become considerably more ambiguous.

The Integrity of Withdrawal
Lutostawski’s 1981 speeches are significant not just for what he said, but also
because they articulated a code of artistic ethics at a time when Polish cultural
figures were attempting to recalibrate their relationships to state authority.
These manoeuvres responded to the wave of workers’ strikes that swept Poland
in the summer of 1980 and which crested in the formation of Solidarity, the
first independent, non-government controlled, labour union in the Soviet bloc.

47 Ibidem, 203-4. Music (1951).” Polish Music Journal, 5/1, Summer
48 Adrian Thomas has sensitively described some  2002. http://www.usc.edu/dept/polish_ music/
of the murkiness of this period. See his “File 750: pmJfissues.html.

Composers, Politics, and the Festival of Polish 49 Nikolska, 1994, op. cit., 41.
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Solidarity quickly swelled into a widespread, anti-bureaucratic social movement
that joined Polish workers and intellectuals in common cause.>

For Lutostawski, the implications were clear. His remarks at the zkp General
Assembly in January 1981 departed from the understatement that had charac-
terized his approach to social and political issues throughout the 1970s, when
he viewed himself as beholden to a silent majority that hesitated to destabilize
what had generally become an advantageous environment for professional,
unionized composers. Now he aimed to jolt his colleagues from their habitual
reticence. He viewed Solidarity’s actions through an ethical prism, arguing that
the strikers in Gdansk had asserted “the primacy of spiritual values” by setting
their sights on self-determination in addition to their agitation for better pay
and working conditions. zkp members, he continued, were bound to follow
Solidarity’s example, since the strikes had “created obligations for all who were
not involved directly in this struggle, and it also created obligations for us, the
composers.”>? What might these responsibilities entail? Lutostawski urged his
colleagues to “serve others” and contribute to the “national welfare” through
their creative work, regardless of their individual talent. Describing recent zkp
meetings as “one-sided,” he chided union members for their preoccupation with
“what we would like to take, what we would like to obtain’** He contended that
it was unethical for artists to apply their gifts exclusively to the pursuit of finan-

cial gain and professional renown.

On the surface, Lutostawski’s 1981 speech to the zkp assiduously avoided

the question of direct political action by focusing on artistic production as the

primary way that Polish composers might play a reinvigorated social role. Yet

the policies of the late 1940s had ensured that serving others could never be an

entirely apolitical aspiration in socialist Poland. If anything, social engagement

had only become more politicized in the oppositional discourses of the 1980s,

which contrasted the values of Polish “civil society” to those of the delegi-

timized state.
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Nor was the venue in which Lutostawski voiced his sentiments wholly
insulated from political concerns. Since 1945, zkp General Assemblies had
occurred about once every two years, gathering union members to discuss
their organization’s day-to-day operations and matters of professional import.
Meetings during the Stalinist years were saturated with politics, both in terms
of actual government presence and the language used during the proceed-
ings.’* After a brief respite during Poland’s post-Stalin Thaw, the Polish United
Workers’ Party (“Polska Zjednoczona Partia ‘Robotnicza, or PZPR) resumed its
surveillance of zkp General Assemblies starting in the late 1960s.%* Throughout
the next decade, reports on the proceedings were regularly sent to the Culture
Department of the pzpr’s Central Committee.”® At the same time, members of
zxP’s Qualifying Commission - including Lutostawski — were engineering the
union to include as few party members as possible, a strategy former zkp presi-
dent Jan Steszewski later described as ethically motivated.”” Behind the scenes,
both zkp higher-ups and representatives of the pzpr Culture Department
attempted to influence the course that the General Assemblies would take, with
the zkp typically coming out on top.

Still, the political overtones of the 1981 zk P General Assembly were
unusual. Among the last of the Polish creative unions to express its support for
Solidarity, zx p had rarely taken such a clear, unified position on extramusical
issues.5® In contrast, Lutostawski did not have to convince his audience of the
moral necessity of social engagement when he spoke at the Congress of Polish
Culture that occurred in December 1981. Similar gatherings had already taken
place at important junctures in Polish history. Demonstrations of cultural
continuity in 1910 had stoked passions for national reunification at a time when
Poland was still partitioned. By the time the next Congress took place in 1936,
the political unity of the newly reconstituted Polish Republic had begun to fall
apart: that year, left-leaning artists and intellectuals used culture as a means
to articulate their objections to the right-wing policies of Poland’s interwar

54 Tompkins, 2004, op. cit., 143.

55 Rudzinski, 1995, op. cit., 58-9; and Gwizdalanka
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government. The most recent Congress of Polish Culture had taken place in
1966, when it crowned official celebrations of Poland’s millennium - a date
that was also memorialized in competing commemorations by the Catholic
Church.” In every prior instance, questions of culture were simultaneously
ones of national identity and political sovereignty. Things were no different at
the 1981 Congress of Polish Culture, which responded explicitly to the ongoing
political crisis. Independently funded, and planned without direct government
oversight, it brought together figures from forty-one artistic and intellectual
organizations to discuss cultural values in an environment that had been elec-
trified by Solidarity’s rise. Lutostawski helped plan the event, even though he
spent much of 1981 abroad in Western Europe.®® His colleagues on the organiza-
tional committee included such symbolic heavy-hitters as filmmaker Andrzej
Wajda, visual artist and theatre director Tadeusz Kantor, and fellow composer
Krzysztof Penderecki.®!

The Congresss promotional materials left no doubt as to its organizers’ inten-
tions. An informational leaflet condemned Poland’s “uniform and centralized
cultural policy”, decrying the government’s approach as “based on censorship,
the manipulation of financial resources, nomenklatura, and an instrumental
conception of the role of art”®? The proceedings were rich in political theatre,
for they began by invoking the moral authority of two figures whose opposition
to Polish state socialism was well known. Sending a telegram to Pope John Paul
11 was among the first items of business, and the audience later heard
a recorded message from Czestaw Milosz.% The Congress had an equally sym-
bolic (albeit unforeseen) close: planned for three days, its events were cut short
by the imposition of martial law in Poland on 13 December 1981. Before the
Congress ended, several speakers grappled with touchy political issues, includ-
ing the practical effects of censorship, the low level of Polish housing and infra-
structure, and the ecological catastrophe wrought by decades of shortsighted
economic planning.® Others urged writers, filmmakers and visual artists to
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address contemporary social problems in their work: that is, to present the real-
ities of everyday life that found no reflection in the state-run media.®

Depicting such subject matter could have material consequences (includ-
ing the loss of paid employment and the ability to publish) that rarely befell
Polish composers. Thus it is telling that Lutostawski devoted a substantial
portion of his remarks to recounting zkp’s history of persecution in the late
1940s. The only composer to speak at the Congress, he recalled the years of
Stalinization as disastrous ones for Polish music. Crude debates about formal-
ism and socialist realism had kept composers under the government’s thumb,
deadening their individual talent. Even worse, official policy had created
an environment in which mediocre artists could play the system to secure
professional rewards that, Lutostawski implied, they would never have earned
otherwise.®

But the thrust of Lutostawski’s argument went beyond establishing the
oppositional bona fides of an organization whose relative advantages vis-a-vis
the other arts might make it suspect as a political partner. If his speech at the
zKp General Assembly was a call to action, his remarks at the Congress of
Polish Culture explicated what forms this action might take. Unlike those who
sought to convey the truth of their surroundings, Lutostawski urged artists
to look within. His argument hinged on the equation of moral integrity with
aesthetic autonomy. As he put it, “I am very particular here about the ethical
aspect of this issue; about, for instance, whether the author, while creating his
work, was true to his artistic conscience, whether he was acting in accordance
with the aesthetic he professed, whether he respected the canons of art in which
he believed; in a word - whether he remained faithful to his internal truth¢?
Defending this truth meant detachment from the tyranny of state control (and
from politics as a whole, it would seem). It also meant detachment from aes-
thetic fashion, which Lutostawski denounced as an avant-garde state of perma-
nent revolution. Could cultivating their inner worlds give artists the authority
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to lead society? Lutostawski thought so: he construed political and artistic
detachment as a precondition for authentic social engagement.®®

We might view Lutostawski’s speech as little more than a hackneyed recyc-
ling of Romantic aesthetics; he admitted that his comments were rather banal.
However, such a reading would miss the relevance of Romanticism in early
1980s Poland. The strikes transformed the Lenin Shipyard in Gdansk into an
enclave where workers participated in religious ritual, heard recitations of
works by nineteenth-century Polish poets, sang nationalistic songs, and com-
posed verses of their own. In her talk at the Congress of Polish Culture, literary
historian Maria Janion described the shipyard as a “poetic microclimate” in
which workers spontaneously revived the Romantic nationalism that typified
Polish verse from the mid-nineteenth century.%® She noted several affinities
between workers’ poems and writings produced between the failed uprisings
of 1830 and 1863, including the prevalence of political satire and the popularity
of love songs that bid sweethearts farewell as strikers — modern counterparts to
nineteenth-century soldiers - set out to battle for Poland’s freedom. Although
Lutostawski s lofty appeals to artistic autonomy shared little of the sentimental-
ity characterizing many workers’ poems, his preoccupation with artistic truth
mirrored a common theme in shipyard verse. Just as he viewed inner integrity
as a precondition for artists’ service to society, the strike’s poets often referred
to truth as a vital component of national renewal.”® Lutostawski’s advocacy of
interiority thus aligned with the aspirations of the historical moment.

Within a context of late socialism, his promotion of inwardness was mean-
ingful in yet another way. Lutostawski’s ideas aligned with the oppositional dis-
course of Czech, Hungarian, and Polish intellectuals who conceived of Central
Europe as a “kingdom of the spirit” that might challenge post-WW II geopolit-
ical realities.”! Timothy Garton Ash indicates that the Central European idea
depended on a notion of anti-politics in which the exercise of power within

existing state structures was viewed as incompatible with the preservation of
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moral integrity. It follows that detachment could become a form of opposition
if it entailed the purposeful withdrawal from a corrupt authoritarian state. The
architects of Central Europe pinned their hopes for social change on the emer-
gence of a new civil society that would promote truth rather than state-spon-
sored falsehoods, and cultivate human dignity rather than the morally ambigu-
ous compromises that were inescapable in the socialist system. The values of
Central European civil society - integrity and autonomy - were precisely the
ones Lutostawski emphasized in his code of ethical artistic conduct.

Polish and Central European oppositional discourses of the late 1970s and
early 1980s gave Lutostawski’s longstanding aesthetic sentiments a newly pol-
iticized tone. His Congress of Culture speech was the not the first time he had
intertwined the concepts of inner truth, artistic autonomy, and social service:
these ideas form the basis of a brief talk that was first published in Poland in
1964, and which was subsequently disseminated throughout Europe in transla-
tion.”? Lutostawski begins this piece by contending that, “the main purpose of
a piece of music is that it should be experienced by the listener””* This state-
ment could easily prop up a socialist realist worldview in which artists are
obligated to produce for the masses; if nothing else, the remark suggests that
music exists in society, not just the composer’s imagination. Yet Lutostawski
goes on to assert that, “I consider one’s own aesthetic desires and needs to
be the only real compass in the work of a fully conscious and mature artist,”
and he reveals that his ‘listener’ is not an external figure, but himself.7# Direct
experience is the thread that ties together these two seemingly irreconcilable
positions. Lutostawski explains that his own perceptions are the only ones that
he can gauge with any certainty. He can imagine how others might respond to
a piece of music, but direct knowledge of these reactions is unattainable; as a
result, his hypotheses could turn out to be false. If an artist can only fulfill his
“ethical duty to society” by presenting some measure of truth in his works, he
must perforce adhere to his inner voice and trust that likeminded individuals
will understand his efforts.”> Equating artistic truth with a posteriori know-
ledge allowed Lutostawski to cast interiority as a form of social engagement
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already in the 1960s, and although he did not explain these connections at
similar length, they were still at play in his Congress of Culture remarks
from 1981.

But this was not the only recycling in Lutostawski’s Congress of Culture
speech. When he decried the import of socialist realism into Poland in 1949,
Lutostawski revisited a position he first espoused publicly during the late 1950s,
the years of cultural thaw following Stalin’s death. At the time, Lutostawski had
delivered the opening remarks to the 1957 zkp General Assembly. Flush with
the possibilities of the new artistic moment, he targeted the architects of social-
ist realism and took a swipe at program music. He groused to his colleagues
that, “we all know that what happened was caused by people to whom the very
idea of beauty is utterly foreign, people who do not care about music unless
they can pin to it some kind of little story or legend”’6¢ He made a similar move
in 1981 when he intimated that the critics and composers who flourished during
the period of socialist realism were cynical careerists who possessed little in the
way of musical understanding or true talent.

Lutostawski’s denunciation was only mildly oppositional in 1981, because it
damned the policies of the past rather than the failings of the present. And his
complaints were hardly radical in 1957, after Nikita Khrushchev’s address at the
Twentieth Congress of the Communist Party of the Soviet Union had sanc-
tioned the critical reassessment of the Stalinist era. Discontent began to rumble
in Poland even before Khrushchev’s “secret speech”; once it became clear that
even the Soviets had started to question past abuses of power, Poles took their
protests to the streets.”” Soviet influence in Poland was a particularly sore point,
and when Wtadystaw Gomulka rose to power in October 1956, he promised
a Polish road to socialism. To establish some measure of national difference
within the Soviet bloc, Gomutka introduced a program of limited economic
and cultural reforms that, in music, led to the official abandonment of social-
ist realism - which many Polish composers had already quietly dismissed in
their own creative practices. Political discourse also morphed in response to the
new situation: to emphasize the break with the past, the Stalinist decade was
euphemistically dubbed a “period of errors and distortions” During the late
76 Witold Lutostawski, “Opening Address at the 77 Pawel Machcewicz’s recent study provides an
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19508, then, Lutostawski’s condemnation of Poland’s musical Stalinization did
not challenge the official point of view; instead, his zkp address adhered to the
newly minted narrative of recent history. By the early 1980s, the terms of his cri-
tique had long been a cliché.

Lutostawski’s Congress of Culture speech not only reproduced official
discourse on the Stalinist period. When he mused that Polish composers were
world-renowned because they were immune to the lure of continual experi-
mentation, he repeated what had become a favourite trope of Polish music
critics writing for official outlets. It is instructive to compare Lutostawski’s 1981
précis of Polish music history with an earlier account written by his friend,
musicologist Stefan Jarocinski, in honour of the twenty-fifth anniversary of
the Polish People’s Republic. Jarocinski’s essay appeared in the program book
of the 1969 Warsaw Autumn International Festival of Contemporary Music,
the state-sponsored annual showcase at the centre of official musical life. Like
Lutostawski, Jarocinski condemned socialist realist musical policy. The music-
ologist similarly praised Polish composers for responding soberly to the hottest
Western trends. Lutostawski was, in fact, Jarociniski’s prime example of a com-
poser who “never lost his individuality,” regardless of whether he was navigat-
ing an environment that required music to be national in form and socialist in
content, or whether he was encountering the works of John Cage and Tannis
Xenakis for the first time.”® Although some of Jarocinski’s surface trappings dif-
fer (he made the obligatory nod to the People’s Republic by saying that social-
ism shielded Polish composers from the “paroxysms” tormenting artists in the
West) his basic teleology and encomium of Polish compositional independence
dovetails neatly with the summary Lutostawski presented in his Congress of
Culture address.

Lutostawski’s rhetoric in 1981 was thus so conventional as to be potentially
empty, even as he sought to articulate a newly meaningful social role for Polish
musicians. His Congress of Culture speech advocated artists’ autonomy, both
aesthetic and political. He voiced this position at a conference that aimed to
upset Poland’s cultural status quo. But even as Lutostawski promoted inner
integrity as an alternative to the pressures of the outside world, his language
and line of argumentation remained indebted to the narratives of Polish music
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that had become part of official discourse during the post-Stalin Thaw. As a
result, Lutostawski’s politicized remarks from 1981 suggest not just the agency
of withdrawal. They also speak to the fundamental ambiguity of living and
working in one of the socialist systems of the Soviet bloc, a condition Viclav
Havel described as entailing the coexistence of truth and falsehood within each
individual.”?

Sorrow’s Abstraction
Absolute music correlates suggestively with Lutostawski’s statements on artistic
ethics. Neither admits too close a connection to the outside world: the absence
of programs in absolute music parallels his definition of ethical artistic behav-
iour as the assertion of political and stylistic independence. Lutostawski’s loca-
tion of truth in direct experience intimates another way that absolute music’s
abstraction might align with his conception of moral responsibility. As we
have seen, he thought that artists served society by creating truthful works, but
he also indicated that the only perceptions a person can know are her own. If
aesthetic experience is not commutable, extramusical references are inherently
unstable. Following Lutostawski’s logic, absolute music becomes the only way
to guarantee a work’s truth content, since its abstraction establishes a frame-
work for subjective experience that does not falsely assume that all listeners will
interpret sonic phenomena in the same way.

Lutostawski’s approach to absolute music, however, entailed more than writ-
ing pieces without programs, and it is here that we find some of the most strik-
ing resonances between his compositional practices and moralizing commen-
tary on them. Absolute music in Lutostawski’s case also meant forms that had
been emptied of their denotative content: expressive forms that, in other words,
had been made abstract. Considering his knee-jerk antipathy to explicit pro-
grammatic content, it is perhaps surprising that Lutostawski drew inspiration
from dramatic situations in literature, theatre, and everyday life. But although
he was opposed to programs, he was not opposed to plot. Lutostawski concep-
tualized musical form as a series of logically related events that take shape in
the act of perception. He thought all substantial musical works had this narra-
tive quality.
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The problem was how to create formal connections in the absence of tonality.
One solution was to devise what Lutostawski called “once-only conventions,’
musical gestures whose implications were obvious enough to activate listeners’
powers of anticipation and recall even during a first hearing.8% Another was
to translate scenarios from the other arts into a sequence of abstract musical
events that listeners might perceive as both expressive and directional. For
example, Lutostawski modelled the opening of his String Quartet (1965) after
the dramatic recitation of a soliloquy. He likened the first violin to an actor: her
phrases musically replicate the rhythmic and dynamic fluctuations of human
speech, and they gradually dissipate as she realizes she has been overheard.®

Without the intercession of words, the first violin’s speech-like gestures in the
String Quartet seem to convey no message more explicit than a vague sense of
hesitation. It is less easy to hear the opening melody of Chain 2’s third move-
ment as structure abstracted from substance, because the line is built from
musical conventions that do not need language to suggest sorrow or lamenta-
tion. Some commentators, for example, have compared the solo violin’s grace
notes to musical sighs.8! The melody also projects a series of chromatic descents
that fall within a tightly constricted range. Like sigh figures, falling chromatic
motion has a long history as a musical marker of sorrow. Heard in conjunc-
tion with the details of pitch construction, the passage’s other features - its slow
tempo, its dissipating dynamics at Rehearsal Number 62 - can also be under-
stood as signs of a lament.

These traits would seem to bar the melody in Chain 2's third movement from
the realm of the abstract. Yet compared to other examples of late twentieth-
century European art music, the line’s very conventionality might imply a kind
of distancing. Thus Maja Trochimczyk contrasts Lutostawski’s convention-
laden compositional handling of death with convention-busting depictions of
trauma in works by Xenakis and Andriessen. If Xenakis and Andriessen are
graphic, Lutostawski is discreet: Trochimczyk argues that traditional means
such as slow tempi, harmonic dissonance, and semitone oscillation allowed
Lutostawski to grapple with dark themes in his compositions at an aestheticized

remove.3? That is, she intimates that relying on established musical markers
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constitutes a barrier to expressive immediacy. While the vocal-instrumental
works are Trochimczyk’s primary focus, the traditional means she understands
as allowing Lutostawski to filter direct emotion through convention also appear
in the third movement of Chain 2.

Beyond reproducing musical convention, the seemingly exposed expressive
moment in Chain 2 recycles Lutostawski’s own compositional rhetoric. One
point of contact is the approach to melodic construction. Motivic extension had
been a part of Lutostawski’s toolbox since the early phase of his career, when he
used this technique to develop the fugue subject in the first movement of the
Concerto for Orchestra (1950-4). However, the melody that opens Chain 2 s
third movement does more than just revisit one of Lutostawski’s long-standing
compositional strategies. In its contour and affect, the line duplicates a melodic
type that recurs throughout his music, especially the late pieces of the 1980s.
Analogous passages occur in most of the major works from this decade, includ-
ing the Symphony no. 3 (1981-3), Chain 1 (1983), Partita (1984), Chain 2 (1984-5)
and the Piano Concerto (1987-8).8¢

The Cello Concerto (1969-70) and Double Concerto (1979-80) are two of
the earliest compositions to feature this melodic type. Like the solo violin line
that opens the third movement of Chain 2, the melodies in the Cello Concerto
(between Rehearsal Numbers 64d and 65) and the Double Concerto (at
Rehearsal Number 28) are built from repeated falling gestures, and they also
feature those topically suggestive grace notes. In all three pieces, the timbre
ups the emotional ante: Lutostawski consistently assigns this melodic type to
the violin, oboe, or cello, some of the most vocal and therefore humanized of
instruments. The lines from the Cello Concerto and the Double Concerto also
carry an additional sign: the expressive marking dolente. In Chain 2, the mark-
ing molto cantabile indicates only that the soloist should be singing when the
third movement begins, not that her playing should be particularly mournful.
Yet its stylistic affinities suggest that the melody in Chain 2 shares some of the
dolorous affect of the earlier works, and among Lutostawski scholars, it is com-
mon to refer to it as a dolente type.®

Thus Chain 2 presents a dolente melody that is not marked as such.

This alone might suggest a reluctance to pin down the line’s connotations.
Lutostawski’s development of the dolente material abstracts it still further
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from the expressive domain implied by its conventional features. The melody’s
main intervallic idea - stepwise motion - lends itself to generic noodling, and
Lutoslawski exploits this potential immediately after the line first appears. He
then supplants the dolente line by introducing an idea that is its antithesis in
nearly every respect: an arpeggiated figure which lacks the conventional mark-
ers that might connote sorrow, lamentation, or another affect altogether.

The dolente melody returns with its sighs intact only at the third movement’s
culmination (Rehearsal Numbers 88-92). Here, too, its conventions lose some of
their distinct emotive character as the line morphs to adopt the arpeggiated fig-
ure’s upward trajectory and expanded intervals. First the line changes direction:
rather than descending, the pitch of the motivic units now rises as these units
are repeated. The dolente melody’s intervallic construction changes as well. Its
drooping minor seconds stretch out to become a minor third, the minor thirds
then expand to major, and the passage finally culminates with an ornamented
unit that foregrounds falling fourths: an interval that can be understood as both
an inversion of the arpeggiated idea’s leaping fifths, as well as an echo of the
descending fourth that ended the movement’s opening dolente melody. But the
echo is only a distant one, because the falling fourth is no longer the line’s final
destination; instead, it is a springboard, with the potential to launch the unison
violins still higher. In other words, the most conventionally evocative features
of the dolente melody - falling gestures, weeping grace notes — now function
primarily as transitional material between ascending points of arrival.

The lament conventions become effaced in the moment of expressive fulfill-
ment. Then a sustained whole rest momentarily erases sound altogether. After
this pause, the dolente melody returns briefly at the passage marked ancora
poco meno mosso (after Rehearsal Number 92), but the solo violin's wilting
snippets soon dissolve into silence. The fourth movement’s opening chromatic
aggregate functions as another erasure, confirming that the dolente material
has been lost: stated horizontally in measure 1, and vertically in measure 2, such
twelve-note chords occur only five times in Chain 2, where they mark important
points of structural demarcation.86

The dolente melody in Chain 2 thus suggests a realm of extramusical asso-
ciation that the music then denies. As evidenced by Lutostawski’s use of dol-
ente material in his other works, the incorporation of these melodies seems
expressly designed to stage such refusals. In both the Cello Concerto and
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Double Concerto, the dolente lines also play the role of a lyrical theme, the
main idea of a slow interior movement. As in Chain 2, these melodies are
exploited for their transitional potential, and they lead to fleeting climaxes that
are erased as the musical plot builds to its ultimate denouement.

Experiencing the loss of dolente melodies in these works contributes to the
sense of an unfolding musical narrative, albeit one without an explicit program.
This strategy is similar to Lutostawski’s adaptation of theatrical situations, in
which he decoupled structures from their specific semantic content. The result
in both cases is music that is expressive, but that keeps its distance from extra-
musical association — music that is evocative but still plausibly absolute.

Absolute Ethics in the Late Twentieth Century
Lutostawski’s approach to his dolente melodies parallels the aesthetic credo he
presented at the Congress of Polish Culture in December 1981. We might think
of them as meaningfully related because of the structural homology between
a theory of artistic ethics that is based on the moral agency of withdrawal,
and music that highlights its aspirations to affective legibility and expres-
sive immediacy only to deny them. We might also view Chain 2, along with
Lutostawski’s other works, as suggesting how a composer could be ethical dur-
ing the late twentieth century.

In a certain respect, Lutostawski’s insistence on the abstract qualities of his
music aligned him with modernist conceptions of truth and social engagement
that prevailed during the early years of the Cold War, when the boundaries div-
iding Soviet from American zones of cultural influence were seemingly at their
most impassable. We have already seen how musical style and audience access-
ibility became moral issues in Poland starting in the late 1940s. Compositional
choices were equally charged elsewhere, even when these choices were osten-
sibly apolitical. The stereotype of Western European serialism, for example, is
that its hermetically sealed surfaces resisted appropriation as propaganda; as a
result, the method was thought to safeguard a composer’s integrity and creative
autonomy.

What is striking is how Lutostawski’s musical enactment of his artistic ethics
differed from Western European strategies of the 1950s, as well as the compos-
itional practices that were promoted officially in Eastern Europe at the same
time. Lutostawski’s approach to melodic construction in Chain 2 suggests that
abstraction and expression interact in his music in ways that go beyond the
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simplistic oppositions that frequently typified the cultural politics of the early
Cold War. Developing a tendency that was present throughout his career,
Lutostawski’s works from the 1980s evoke an idealized inner realm while simul-
taneously pointing outwards to a sensuously expressive world. This interplay
implicated Lutostawski in some of the late twentieth century’s broader musical
trends, which included an ongoing reconsideration of the modernist and social-
ist realist aesthetics that had been dominant at mid-century. It was also mean-
ingtul in the particular circumstances of late socialist Poland, where the notions
of integrity, autonomy, and social service had such moral heft.

Of equal significance was Lutostawski’s commitment to artistic independ-
ence. At the 1981 Congress of Polish Culture, he repurposed the clichés of the
late 19505 to argue for the social value of detachment during a new political
moment, Detachment - and the abstraction that was its compositional paral-
lel - was an ethical position for Lutostawski. His withdrawal from the Polish
state made him a figure of moral authority in late twentieth-century Poland.®
Like artists in other fields, he boycotted official events throughout the 1980s,
refusing to return to public life until the breakdown of Polish state socialism
seemed assured. At decade’s end, he participated in the independent action
committees that aimed to smooth Poland’s transition to a democratically
elected government and market-based economy.®® Lutostawski’s music con-
tinued to sound in the official venues that he conspicuously avoided from 1981
to 1988, but its expressive abstraction also suggested a commitment to inner
integrity that was easily mapped onto a stance of political opposition. He
earned a Solidarity prize in 1983 for his Third Symphony, a work whose narra-
tive of symphonic struggle and eventual transcendence lent itself to politicized
interpretations.®® Just before his death in 1994, Lutostawski was decorated with
the Polish Order of the White Eagle, the nation’s highest honour. He was only
the second person to receive this award in post-socialist Poland. The first was
Pope John Paul 11.90

But absolute music also meant maintaining the status quo. Abstraction’s
connotations fluctuated throughout the history of socialist Poland. It was
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example, Jan Steszewski and Mieczystaw Tomasze-  lagellonica, 2005, 159-64 and 169-72.

wski highlight the composer’s moral character. 88 Gwizdalanka and Meyer, 2004, op. cit., 299-315
“Refleksje na temat osobowosci kompozytora and 414-19.

i jego udzialu w Zyciu muzycznym,” in Witold 89 Bodman Rae, 1999, op. cit., 183-4.

Lutostawski i jego wikiad do kultury muzycznej xx 90 Ibidem, 251-2.

LISA JAKELSKI ‘ UNIVERSITY OF ROCHESTER 95



potentially suspect in the late 19408, when opponents of socialist realism argued
that music’s fundamental meaninglessness rendered it incapable of expressing
concrete ideas or defined emotional content.?!

Once pluralism was instated as official musical policy circa 1956, abstraction
became a safe- guard for state-supported modernism. From the late 1950s on,
compositional opportunity in Poland depended on the notion that music was
abstract, or empty rhetoric - that is, not an ideological threat. In 1969, Stefan
Kisielewski - whom we encountered earlier as one of abstraction’s most vocal
defenders — grumbled that this strategy had even been too successful, because
it fostered a conciliatory pragmatism that muzzled musicians’ capacity to speak
with a critical voice.?? By the 1980s, abstract music had become incapable
of critique as well as a potential vehicle of protest. Lutostawski’s Congress of
Culture speech not only revisited the rhetoric of the past; it also re-politicized
a rationale that had long been used to justify the special privileges of Polish
modernist composers. As a result, composing absolute music was a paradoxical
proposition in late socialist Poland. Like the rhetoric of Lutostawski’s speeches
and the conventions of his melodies, it was an activity that was both empty and

filled with meaning,. =

91 Kisiclewski, 1948, op. cif., 3.

92 Stefan Kisielewski, Dzienniki. Warsaw: Iskry,
1996, 181. He made a similar point in January 1977.
See: Kisielewski, Dzienniki, 895.
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Witold Lutostawski and Musique Concreéte:
The Technique of Composing with Sound
Planes and it’s Sources

Maja TROCHIMCZYK!
Moonrise Press, Los Angeles

Abstract

This chapter presents the sources, development, and
applications of Lutostawski’s compositional technique
akin to composing with sound masses or clusters, that
appeared in his music from Jeux vénitiens (1961) on-
ward. This technique is based on concepts of the sound
plane [plaszczyzna déwigkowa] and the sound object
[przedmiot diwiekowy], two interrelated terms that

the composer discussed in his private notebooks and
sketches, not in public lectures or articles. His sketches
and notes, preserved in the Paul Sacher Stiftung in
Basel, show close connections of his novel composition-
al approach to the French musique concréte and parallels
in the compositional ideas of Tannis Xenakis. In fact, the
genesis of composing with sound planes in Lutostawski’s
music involves a direct borrowing of conceptual tools

Lutostawski and the Two Traditions

developed by Pierre Schaeffer and associated with the
notion of fobjet sonore [sound object]. Lutostawski also
drew inspiration from early electroacoustic works by
other French composers (Franc¢ois-Bernard Mache,
Michel Philippot, and Pierre Henry) that he encoun-
tered while serving on the Program Committee for the
Warsaw Autumn Festivals in the late 19505 and early
1960s. He applied the technique of composing with
sound planes in a series of major works, including: Jeux
vénitiens (1961), Trois poémes d’ Henri Michaux (1963),
the String Quartet (1964), Paroles tissées (1965), Cello
Concerto (1970), Les espaces du sommeil (1975), and
Chantefleurs et Chantefables (1990). The study is illus-
trated with sketches for Jeux, Trois poémes and Paroles
tissées, courtesy of Paul Sacher Stiftung.

Tadeusz Kaczynski’s 1972 Conversations with Witold Lutostawski contains one

of the composer’s most-often-quoted statements, a description of his location in

twentieth-century music history:?

1 This article is the result of my postdoctoral
research at McGill University supported by a
fellowship from Social Sciences and Humanities
Research Council of Canada (1994-96), continued
in 2001-02 with a postdoctoral fellowship from
the American Council of Learned Societies. I pre-
sented an early version of this paper at the Annual
Meeting of the American Musicological Society in
Phoenix, Arizona in 1997(as Maria Anna Harley, 1
changed my name to Maja Trochimezyk in 2001),
and an expanded one at Cornell University for
Prof. Steven Stucky’s composition seminar in 2000.
The article was scheduled for publication by the

MAJA TROCHIMCZYK | MOONRISE PRESS, LOS ANGELES

Musical Quarterly in 2004, rescheduled to 2006,
then to 2008, but never published. I thank Manag-
ing Editor Irene Zedlacher for copy-editing the
text. After the first presentation in 1997, | shared
copies with many researchers, including Prof.
Adrian Thomas, who, in turn, provided me with
his notes on sketches for Jeux vénitiens.

2 Kaczynski, Tadeusz. Conversations with Witold
Lutoslawski, rev. and expanded ed., trans. Yolanta
May and Charles Bodman Rae. London, Chester
Music, 1995, 15-16. The first Polish edition of these
interviews appeared in 1972, All page references are
to the English translation.
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I don’t belong to the Schoenberg/Webern tradition, but rather
to the tradition of Debussy, Stravinsky, and Bartok. But that
doesn’t mean that they have been models which I have con-
sciously copied. What really connects me with one music and
not the other is the aural sensitivity towards harmony, and

a conviction about the power of the melodic dimension and
thematic melody.

In another interview, Lutostawski told Irina Nikolska:?

Speaking of twentieth-century music, I can say that the road I
follow is remote from the New Viennese School (Schoenberg/
Berg/ Webern) and all the later manifestations of serialism. I
feel I am akin to French art - Debussy, Messiaen, Varése - as
well as to the early Stravinsky.

Lutostawski’s interviews with Kaczynski and Nikolska create a coherent image
of a modest, withdrawn doyen of contemporary music who distrusts the wild
experiments of the avant-garde,* constructs his chords in accordance with the
rules of acoustics,” and structures musical forms to reflect the psychological
needs of his listeners,® eschewing both the romantic excesses of emotion
and a detailed pictorial content.” In these conversations, Lutostawski repeat-
edly expressed his interest in harmony, his focus on twelve-note chords and
their subdivisions, and his way of organizing the temporal flow of the music.®
During the composer’s lifetime such statements were taken at face value, and
Lutostawski’s connections to avant-garde movements of electroacoustic music
remained unacknowledged.

An opportunity to revise this inaccurate image arose after the composer’s

death, when his sketches and personal notes and documents became available

3 Nikolska, Irina. Conversations with Witold
Lutostawski, trans. Valeri Yerokhin. Stockholm,
Melos, 1994, 75. The interviews were mostly con-
ducted between 1987 and 1992, with some dating
back to 1972.

4 Kaczynski, 1972/199s, op. cil., 5, 123-29.

5 Nikolska, 1994, op. cit., 125.

6 Kaczynski, 1972/199s, op. cit., 55, 65-67;
Nikolska, 1994, op. cit., 105, 150.
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7 Kaczynski, 1972/1995, op. cit., 82-85; Nikolska,
1994, op. cit., 90-92.

8 For a bibliography of Lutostawski’s published
articles and texts, see Bedkowski, Stanistaw and
Stanistaw Hrabia, Witold Lutoslawski: A Bio-Bibli-
ography. Westport, CN and London, Greenwood
Press, 2001
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for study at the Paul Sacher Foundation [Paul Sacher Stiftung] in Basel,

Switzerland. The work of Martina Homma (who had the fullest access to the

composer’s sketches during his lifetime) has revealed the importance of gaining

access to this valuable research material. In her 1995 dissertation and several

subsequent studies, Homma examined the scope of Lutostawski’s twelve-tone

serial thinking and concluded that his music did belong to the Schoenberg

tradition after all.?

The technique of twelve-tone chords or aggregates, developed by Lutostawski

in his mature works from Musique funébre (1958) onward, draws upon

dodecaphony only in the pre-compositional phase, and there are some serious

differences between these two types of twelve-tone techniques. In serial music,

the order of pitch classes is as important as their intervallic relationships; the

twelve-tone sets or rows consist of ordered pitch classes, not pitches, so that

the sets’ elements may appear in different registral positions. In contrast, as

Homma has shown, Lutostawski’s twelve-tone chords are built from pitches;

that is, the exact registral location of all the elements of these twelve-tone aggre-

gates is a crucial element in their structure.l

However, while talking about the unique features of his compositional

technique, Lutoslawski repeatedly pointed out its complete independence from

serialism. He was equally adamant about the lack of connection between his

technique and such crucial concepts of twentieth-century music as the cluster.

When talking to Irina Nikolska, the composer stated, “I do not use the term

cluster’ because it leaves room for different interpretations” and he explained

that!!

...people do not hear the sounds constituting such a vertical

sonority, instead, they hear a smudge. consisting of a certain

9 Homma, Martina. Witold Lutostawski: Zwélfton
Harmonik - Formbildung - “aleatorischer Kontra-
punkt” Studien zum Gesamtwerk unter Einbesehung
der Skizzen. Cologne, Bela Verlag, 1996. This book
was originally presented as her Ph.D. dissertation
in 1995 at the University of Cologne. The scope and
quality of her research was recognized by the com-
poser who gave her access to all his notes prior to
their deposition in Basel. She received an Honorary
Medal from the Union of Polish Composers, 2004
and an Honorary medal from the International
Witold Lutostawski Society, 200s.
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10 Homma, Martina. “The Twelve-Tone-Chord:
Towards a New Definition of Twelve-Tone-Music?”
In Witold Lutostawski: Czlowiek i dzieto w pers-
pektywie kultury muzycznej XX wicku, edited by
Jan Astriab, Maciej Jablonski, and Jan Steszewski.
Poznan, Wydawnictwo Poznatiskiego Towarzystwa
Przyjaciol Nauk, 1999, 110-28. See also Homma,
Martina, “Lutostawski’s Studies in Twelve-Tone
Rows,” in Skowron, Zbigniew (ed.). Lutostawski
Studies. Oxford and New York, Oxford University
Press, 2001, 194-210.

11 Nikolska, 1994, op. cit., 124.
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number of intervals — not a smudge, that is to say, not a cluster

...It may be a chord constructed from As for me, I do hear

these tones, so I perceive the whole of the vertical aggregate as

a chord major seconds, or from major and minor seconds, or

a minor-second chord broken down into two parts.

Thus, Lutostawski ostensibly rejected the idea of composing with amorphous

and intervallically nondescript clusters, or “smudges,” while reaffirming his

commitment to harmony. In accordance with the composer’s explicitly defined

hierarchy of technical issues, scholars have been more concerned with har-

monic matters, such as the construction and evolution of twelve-tone chords,

than with ideas of sonority and sound mass.

Charles Bodman Rae, for instance, uses the term sound mass only in refer-

ence to Jeux vénitiens (1960-61), as in “a dense sound mass” and “the impres-

sion of shifting textures within sound mass.”'? It is interesting to note the

disjunction between the composer’s openly proclaimed aesthetics and his

compositional practice, though in this respect Lutostawski does not differ from

well-known predecessors, such as Igor Stravinsky.!?

Despite the tone and scope of his public statements, Lutostawski’s music,

notes, and sketches provide ample evidence of his intense interest in a com-

positional technique akin to composing with sound masses or clusters. In this

chapter, I discuss the sources, development, and applications of Lutostawski’s

concepts of the sound plane [plaszczyzna dZwiekowa] and the sound object

12 Bodman Rae, Charles. The Music of
Lutostawski. London and Boston, Faber and Faber,
1994, 83-84. The index to Bodman Rae’s study does
not include the names of Schaeffer, nor Xenakis;
furthermore, the terms “clectronic music” and
musique concréte are also absent. Homma's 1995
dissertation (see note 9) mentions Schaeffer in

the context of contemporaneous developments

in avant-garde music that Lutostawski definitely
was NOT interested in (78, 79, 85), while pointing
out the similarities between Lutostawski’s works
and Xenakis’s stochastic music (ten references to
Xenakis, esp. 94-96), Kaczynski lists Xenakis in
his book as Lutostawski’s colleague, a fellow jury
member and composer featured during the same
concerts; but no references to Schaefler or electro-
acoustic music are made. See Kaczynski, Tadeusz.
Lutostawski: Zycie i muzyka [Lutostawski: Life and
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Music],Historia Muzyki Polskiej, vol. 9. Warsaw,
Sutkowski Edition, 1994. The notion of the “sound
mass” in Lutostawski’s music has been examined in
a chapter of Michael Klein’s “A Theoretical Study
of the Late Music of Witold Lutostawski: New
Interactions of Pitch, Rhythm, and Form.” Ph.D.
Dissertation, State University of New York, Buffalo,
1995.

13 See, among others, Craft, Robert. Conversations
with Igor Stravinsky. Garden City, N.Y,, Double-
day, 1959; Stravinsky, Igor and Craft, Robert.
Expositions and developments. Garden City, N.Y,,
Doubleday, 1962. These interviews were shown

to contain some “false memories” diverging from
reality by Richard Taruskin, in the two-volume
Stravinsky and the Russian traditions. Oxford,
Oxford University Press, 1996.
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[przedmiot dzwigkowy] that appeared in his music from Jeux vénitiens
onward." He discussed these interrelated terms in private notebooks, not in
public lectures or articles.'> Moreover, these concepts have — as I conclusively
prove - roots in the French musique concréte and parallels in the compositional
ideas of lannis Xenakis.

The genesis of the sound plane in Lutostawski’s music involves a direct bor-
rowing of conceptual tools associated with Pierre Schaeffer’s notion of lobjet
sonore [sound object]. Furthermore, on the path to this discovery, Lutostawski
drew inspiration from early electroacoustic works by other French composers:
Frangois-Bernard Mache, Michel Philippot, and Pierre Henry. Since the sound
worlds of musique concréte, Schaeffer, Varése, and Xenakis are not too distant
from Lutostawski (their links will be discussed later), it may appear that by
discovering the importance of this concept for Lutostawski’s music of the 1960s
and 1970s I am reaffirming the primacy of the Debussy-Stravinsky-Varése line.

But this line also includes Schaeffer and Xenakis, musique concréte and lobjet

sonore — names and issues that Lutostawski was usually reticent about.!6

The Emergence of the New Concept

Lutostawski’s sketches for Trois poémes d’Henri Michaux (1961-63) contain
an interesting discussion of the concept of sound plane and its manifesta-
tion in the music.”” In a longer draft (nine pages of notes on graph paper), he

14 In 2013, Adrian Thomas posted about this

on his “On Polish Music” blog - sadly, without
mentioning my work, after having participated in
the same 1997 AMS panel in Phoenix, AZ, when I
brought these concepts to light (the third panelist
was Martina Homma). Thomas shared with me
copies of his notes about Jeux vénitiens. http://
onpolishmusic.com/2013/10/19/%E2%80%A 2-
wlioo62-notebook-19-octaber-1960/.

15 In 1996, I worked directly with the manuscript
of Lutostawski’s Zapiski, called at that time the
Notebook of Ideas, preserved in the Sacher Stiftung
in Basel. The examples are reproduced by permis-
sion and provided courtesy of Dr. Felix Meyer,
Director of Paul Sacher Stiftung. See: Lutostawski,
Witold, Lutostawski on Music, edited and translat-
ed by Zbigniew Skowron. Lanham, MA, Scarecrow
Press, 2007; Lutostawski, Witold. Zapiski, edited
by Zbigniew Skowron. Warsaw, Wydawnictwa

Uniwersytetu Warszawskiego and Towarzystwo im.

Witolda Lutostawskiego, 2008.
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16 During the discussion period after the Beatty
Lecture at McGill University in October 1993,
Lutostawski affirmed a complete lack of interest in
computer music and the use of machines for any
compositional purposes, either creating musical
works, or performing. His sound world was that
of acoustic instruments and voices. According

to Martina Homma, this was one of his typical
statements on the subject. For his other nega-

tive statements about electroacoustic music, see
Kaczynski, Lutostawski: Zycie i muzyka, 1994, 216,
and Nikolska, 1994, op. cit., 144T.

17 Homma, Martina. “Witold Lutosawski’s Trois
poemes d’Henri Michaux: The Sketches and the
Work.” In 'The Polish Radio: Witold Lutostawski
Concert Studio. Warsaw, Polskie Radio, 1996, 14-31.
Reprinted in Pofish Music Journal 3/2, Winter
2000. http://www.usc.edu/dept/polish_music/PM]/
issue/3.2.00/homma.html.



described the main compositional technique used in this piece, i.e., the limited
aleatoricism:'®

... limited” aleatoricism consists of the juxtaposition of many
parts performed ad libitum independently of each other, in
regards to tempo, rhythm, etc. In this way something like
mobile “sound planes” emerge; these planes are limited in
time by their so-called beginning and ending (signaled by the
conductor) and they are limited in pitch scale by the choice
of particular 12-note chords (for which specific temporal
durations are reserved). These planes may remain, as it were,
in the same place as far as pitch is concerned, thus having a
static character, as in the beginning of the choral part of Part
I (from the words: “penser, vivre . . ” to “qui tressaille”). The
planes may also shift in the pitch scale and this deprives them
of their static character, as for example in the orchestral layer
in the middle of Part I (from the words “qui glissez en nous . .
” to “loin de rien pénétrer”). They may ascend up the scale or
descend, expand or contract, split into two or permeate each
other.

In the same note, the composer described these sound planes as “very charac-
teristic” of the work’s texture. Before considering the issue of the exact defin-
ition of the sound plane in Lutostawski’s music, let us look at some examples
from Pensées, Part 1 of Trois poémes. As the following sketch demonstrates, the
opening choral section was designed as a sound plane consisting of two blocks
of sound: one lasting for fifty seconds, the other for thirty-five seconds (see
Fig.1).

When comparing this sketch to the score, it is easy to notice the shortening of
the sound plane from eighty-five seconds to sixty (the composer used durations,
not meters, as the measure of time) and the disappearance of the caesura in
the middle. The overall, ascending pitch contour in the closing segment of the
sound plane remains the same; however, the extended block of low sounds that

18 I consulted this draft and copied the text by Lutostawski’s notebooks are mine and may differ
hand, word for word, at the Paul Sacher Stiftung in  from the published versions.
Basel in August 1996. All English translations from
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was supposed to follow, was replaced with a general pause in the final version of
the work. In general, Lutostawski’s sketches assign to each of the work’s segments
longer temporal spans than those appearing in the final versions of the music.

Pzt~ Sehbwia X Comown, |

1| | b i

Figure 1. Lutostawski, sketch for Trois poémes d’Henri Michaux. Sound planes,
with distinct “pointed” onset and offset, are located on the left.
The equivalent in the score is found in the beginning of the first movement,
pages 1-2 of the score. Sketch from the Witold Lutostawski Collection,
Paul Sacher Foundation, Basel. Reproduced by permission.

The following section of Pensées (the right side of the top system in the sketch
in Fig. 1, which corresponds to pages 9-11 in the choral score) superimposes
several blocks of sound performed by the choir, arranged from the highest to the
lowest voices. The second system in the sketch illustrates certain other features
of sound planes that Lutostawski mentioned: their expansion and contraction,
as well as the juxtaposition of distinct planes. A look at another, more detailed
sketch of this segment of Pensées (see Fig. 2) reveals a precise vertical alignment
of these polygonal shapes, always beginning from a sharp, pointed “tip.”
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Figure 2. Lutostawski’s detailed sketch of superimposed planes in Part 1
of Trois poems d’"Henri Michaux. Witold Lutostawski Collection,
Paul Sacher Foundation, Basel. Reproduced by Permission.

The pointed tips of these polygonal objects indicate the gradual beginnings
(onsets) and endings (offsets) of sound planes performed by the woodwinds;
their ascending outlines reflect the gradual change of pitch range. In the sketch,
these angular planes filled with tiny dots are superimposed upon the narrow,
block-like sound planes of the choir. It is easy to locate analogous material in
Rehearsal Numbers 34-84 of the final version of the choral score (see the sec-
tion “Ombres de mondes,” p. 12).

Here, we encounter the composer’s intuitive use of principles of “auditory
stream segregation” described in Albert Bregman’s psychoacoustic theory: the
simultaneous and mutually supportive characteristics of a shared spectrum,
dynamic envelope, and “common fate” (that is, the overall temporal evolution)
of sounds.” According to Bregman’s theory of stream segregation, developed at
McGill University, we separate and organize the unordered masses of sounds
we hear into distinct “streams” that share certain characteristics. This is, for
instance, how we can distinctly hear one voice of a person speaking to us in
a crowded room. Bregman lists the following acoustic clues for the correct
grouping of parts of auditory streams: (A) Horizontal (sequential) grouping:
frequency separation, speed, differences in timbre, differences in spatial origin,

19 Bregman, Albert. Auditory Scene Analysis: The  as Maria Anna Harley). It was the first musico-
Perceptual Organization of Sound. Cambridge, ma, logical work applying auditory stream segregation
M1t Press, 1990. I relied on Bregman’s theories in -~ theory to music analysis. In contrast, the fields of
my doctoral dissertation, “Space and Spatializa- psychoacoustic and music perceptions owe a lot to
tion in Music: History and Analysis, Ideas and Bregman and his book had over 5,900 citations.
Implementations,” McGill University, 1994 (written
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differences in loudness (weak effect), abruptness of the transition from one
sound to the next; (B) Vertical grouping (simultaneous elements): good har-
monic relations between partials, similar place of origin in space, frequency
separation, synchronized dynamics, synchrony of attack and shutoff (lesser
effect) of frequency components, synchronized changes in frequency. The
competition between horizontal and vertical grouping is resolved by the “old-
plus-new” strategy and by the cumulative effects of several simultaneous clues
working together.20

In order to separate two auditory streams or — in this case — distinct sets
of sound planes located in the same pitch range, Lutostawski draws from an
array of perceptual cues, including separate spatial locations (the choir is next
to, not behind, the orchestra), different timbres (woodwinds versus voices),
and distinct melodic-rhythmic material in each of the overlapping planes. The
voices sing continuous micro-glissandi in narrow ranges, while the woodwinds
perform irregular staccato notes and chaotic clouds of sound points. Thus, the
composer intuitively applies Bregman’s rule of the “cumulative effect” of various
clues in audition, focusing on factors that increase the segregation in horizontal
groupings, that is, differences in timbre and in the abruptness of the transition
from one sound to the next.2!

Both sketches from Trois poémes discussed above rely on graphic imagery to
portray the sound planes; both reveal how Lutostawski designed their overall
shape and details. It is not coincidental that the first sketch reproduced here
bears the caption “attention: temporal schema.” These blocks of sounds present
the overall contours of the music, with approximate pitch locations and tem-
poral spans. In Lutostawski’s music this way of composing is not limited to the
Trois poémes; sketch materials for many other works, such as the Jeux vénitiens
(1961, discussed below), Cello Concerto (1970) studied by Martina Homma, or

20 'This summary is based on a list of cues (ex-
tensively discussed in his 1990 book) summarized
by Bregman in “Introduction to Auditory Scene
Analysis” presented at a special session at the 16th
Congress of the International Musicological Soci-
ety in 2000 in London.

21 Lutoslawski’s sensitivity to perception and the
way of the listeners’ hearing music was expressed
repeatedly in his interviews and articles, for
instance, “Kompozytor a odbiorca [The Composer
and the Listener]” first published in Poland in
1964, and reprinted in Skowron, 2007 op. cit,,
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89-92. In the introduction to the Polish version of
this volume (Skowron, 2008, ep. cil., 10), Zbigniew
Skowron notes that the composer’s theory of
music perception based on the interplay of
expectations and their fulfillment or disappoint-
ment resembled psychological theories of music
listening developed by Leonard B. Meyer in the
1970s. Lutostawski came to similar conclusions
independently and, in the case of sound planes,
intuitively used psychoacoustically proven phe-
nomena in his works.
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Les espaces du sommeil (1975), offer examples of the sound-plane-related phe-
P I p p

nomena that Lutostawski mentions in the quotation above.??

In Les espaces du sommeil for baritone and orchestra there is a sound plane

that divides itself into two distinct streams (see Fig. 3) among many instances

of sound planes shifting in pitch space, that is, subdividing into ascending,

horizontal, and descending segments. These shifting planes either overlap one
another or are isolated by silences that articulate their outlines.

Many sketches for Les espaces contain drafts of the solo voice part with
textual fragments, orchestration details, and pitch/register representations of

instrumental material drawn as polygons, rectangles, and curvilinear shapes -

that is, as sound planes.??

It is worth noting that Lutostawski used this type of graphic potation of music

in registral space throughout his output: even the sketches for the late work
Chantefleurs et Chantefables (1989-90), especially the song “La Sauterelle” (The
Grasshopper), contain diagrams of sound blocks and evolving planes, which
consist of superimposed lines or clouds of sound points, shifting in pitch space.
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Figure 3. Lutostawski’s splitting sound planes in Zes espaces du sommeil.
Witold Lutostawski Collection, Paul Sacher Foundation, Basel.

Reproduced by permission.

22 Martina Homma discusses the use of geometric

shapes in the Cello Concerto (1970) in “Zwélf-
tonharmonik und Prikomposition des Materials:
Uberlegungen zu Konkretisierungsgraden im
Kompositionsprozess von Witold Lutostawskis
Cellokonzert,” in Quellenstudien 11: Zwélf Kompon-
isten des 20, Jahrhunderts, ed. Felix Meyer (Basel:
Amadeus, 1993), 202-32. One of Lutostawski’s
sketches reproduced in her article depicts triangu-
lar blocks of sound, often preceded with a sharper
triangle of the “onset” sonority (starting from the
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“tip”) and followed by another triangle or a single
line - representing a unique pitch “left over” from
the sound plane in a typical modernist gesture of
stylized reverberation.

23 A copy of another sketch from Les espaces may be
found in Harley, Maria Anna (Maja Trochimezyk).
“The Polish School of Sonorism and its European
Context.” In Crosscurrents and Counterpoints: Offer-
ings in Honor of Bengt Hambraeus at 7o, edited by
Per Broman, Nora A. Engebretsen, and Bo Alphonce.
Gothenburg, University of Gothenburg, 1998, 62-77.
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Definitions of the Sound Plane and the Sound Object
But what is a sound plane? I have used this term repeatedly as if its mean-
ing were obvious and its use fully justified by the composer’s linguistic habits.
Indeed, this term frequently appears in various sketches for Lutostawski’s works
of the 1960s. Following are some other examples of his use of the term.

Phrases from the sketches for Trois poémes (1961-63):

z tego, jako podstawowy material (ruchoma powierzchnia)
Translation: from this, as basic material (mobile plane)

rodzaj kontrapunktu kilku powierzchnii o roznym rodzaju
ruchu wewnetrznego Translation: (note to “pensées a la nage
merveilleuse”) a kind of counterpoint of several planes with
different types of internal motion

Phrases from the sketches for Paroles tissées (1965):

{3 * - » . . . .
zmienny przebieg” powierzchni, realizowany nutami
Translation: variable passage of the plane, realized with notes

w powierzchniach mozna pewne dzwigki obsadzac mocniej a
pewne stabiej Translation: within planes certain sounds can be
articulated (orchestrated) stronger, and certain weaker

Thus, sound planes may be mobile, may contain sounds of different degrees of
prominence, may be characterized by different types of internal motion, and
may be juxtaposed in counterpoint. A definition may be found in Lutostawski’s
Zeszyt Mysli [ Notebook of Ideas], used between 1958 and 1984 for personal
comments about compositional, philosophical, and aesthetic issues of con-
temporaneous relevance.?* Despite the German title assigned to it in the Paul
Sacher Stiftung, Privates Notitzheft, the “Notebook” is not entirely private in its

24 The Notebook of Ideas is held al the Paul Sacher  tions used in this article. All the translations are
Foundation in Basel, where it is identified by a mine, unless otherwise stated. The document was
German title, Privates Notitzheft. In August 1996 I published by Skowron in English in 2007 and in
had access to the criginal and copied all the quota-  Polish as Zapiski in 2008, op. cit.
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content. Lutostawski often turned to ideas and longer drafts jotted in this note-

book for his lectures and publications. Though he destroyed all private corres-

pondence with his wife, he preserved this Notebook of Tdeas for future scholars

of his music.? In the Notebook, the years 1959-61 are especially heavily anno-

tated, with bouts of activity followed by long stretches of silence. The knowledge

of the Notebook’s contents casts in a new light many of the composer’s public

proclamations, such as his dislike of electronic and computer music mentioned

above. This dislike was not complete as shown by notes from the late 1959

contain never-realized plans for an electroacoustic composition based on a text

by Kafka that would have used distortion, reverberation, and other modernist

means of sound transformation.

The subject of composing music with sound entities that differ from trad-

itional melodies and harmonies first appears in notes from September and

October 1960 in which Lutostawski discusses the concept of the przedmiot

dzwigkowy [sound object]. This term is a direct translation of the French lobjet

sonore, a term introduced in the late 1940s into the nascent domain of electro-

acoustic music by the father of musique concreéte, Pierre Schaeffer (1910-1995).2¢

The Lutostawski documents suggest that both terms he used interchangeably,

the sound plane and the sound object, refer to the same phenomenon. On 23

September 1960, Lutostawski wrote:

It seems that rhythm (in the widest sense - as the division of

time in which the action of a musical work takes place) is that

element of the musical matter which is the most difficult to be

destroyed. One is tempted by a thought about the ‘eternity’ of

this element. Instead of ‘melody” and ‘harmony, a new element

arrives (perhaps not entirely new in its essence but new in its

usage) — objet sonore, sound object.

25 According to Tadeusz Kaczynski (private con-
versation in Basel, August 1996), the Lutostawskis
burned all the intimate letters and documents
that they did not want to have exposed to the
public. This purging of their archives took place
in the months before their deaths in 1994. They
kept all notes, sketches, and drafts of lectures that
they considered relevant for future students of
Lutostawski’s music.

26 Schaeffer developed these concepts in 1948-49
and is credited with coining both terms. He was
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the main theoretician and writer of the Groupe de
Recherche de Musique Concréte (Grmc) that he
co-founded with Pierre Henry in the French Radio
in 1949. See: Schaeffer, Pierre. A la recherché d’une
musique concrete. Paris, Editions du Seuil, 1952;
Schaeffer, Pierre. Musique concréte. Paris, Presses
Universitaires, 1959; Schaefler, Pierre. Traité des
objets musicaux: essai interdisciplines. Paris, Ed.
du Seuil, 1966; Schaeffer, Pierre, Guy Reibel, and
Beatrix Ferreyra. Solfége de lobjet sonore. Paris,
Editions du Seuil, 1967.
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This brief note appears in the Notebook just two days after the composer wit-
nessed a performance of Pierre Schaeffer’s Etude aux objets during the “Warsaw
Autumn” Fourth International Festival of Contemporary Music (21 September
1960). Lutostawski was apparently preoccupied with the potential of this new
compositional technique and continued to reflect on it. On 19 October 1960, the
composer jotted down another idea, an attempt to define the sound object in
a stricter fashion:

In connection to the technique based on objects: Object = a
set of sounds between which a closer connection exists than
between every one of these sounds and any sound that belongs
to another object. This closer connection allows the object
to have coherence in time [in the margin: a drawing of two
objects, one consisting of dots, one of lines], but it can also
be a similarity of timbre, rhythm, harmonic profile, choice
of intervals, etc. Therefore, two rhythmic strands in the work
[are]:
1. Local rhythm, “small” - inside the object
2. Overall rhythm, “large” - that is the rhythm of the succes-
sion of objects.

Lutostawski was concerned with the introduction of a new compositional tech-
nique, one based on sound objects, not on melody and harmony. At the same
time, the statements show some confusion about the relationship of these sound
objects to time and rhythm. In the first quotation, the composer states that the
sound object replaces melody and harmony, that is, the pitch-related elements
of music; in the second excerpt, he discusses the presence of rhythm inside the
sound object. This second, more precise definition will be accepted here.

"The sound object, according to Lutoslawski, is a coherent temporal entity,
filled with musical material displaying certain common timbral, melodic, and
rhythmic characteristics. The postulate that the elements of the set of sounds
that form a given object have more in common with each other than with any
other sounds resembles the rules of “proximity” and “common fate” within
a single “auditory stream” discussed by Albert Bregman in Auditory Scene
Analysis cited above and other studies dating back to 1978, his influential article
on the topic of auditory stream segregation (post-dating the Polish composer’s
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writings and works).?” Lutoslawski’s definition of the sound object emphasizes
the similarity of timbre, rhythmic outline, dynamic features, articulation, and
other features shared by the distinct elements of a given object. At the same
time, all the objects that he discusses or draws are two-dimensional, located in
pitch-time space. The differences from Edgard Varése’s notion of a sound mass
projected into space and from Schaeffer’s lobjet sonore are quite extensive (and
will be examined in more detail below).

Lutostawski’s drawing in the margin of the Notebook next to the definition
jotted down on 19 October 1960 (cited above) illustrates two types of objects that
might be created from the aggregates of sound points or lines. The points may
represent scattered brief notes in a pointillistic texture, or staccato sounds. The
lines, all drawn horizontally, may represent sustained pitches, but when the lines
appear at an angle they represent glissandi. These two types of objects have clearly
identifiable beginnings and endings; they are “spatial shapes,” “Gestalts,” or “audi-
tory images.’?® It is interesting to note that two basic types of textures, made of
points, or lines, also appear in lannis Xenakis’s drawings of the sound material
used to build the basic units of his Markovian music system; Xenakis calls these
entities screens and subjects them to mathematical procedures of Boolean alge-
bra.2 I will return to the Lutostawski-Xenakis parallels at the end of this chapter.

In Polish music history, Lutostawski was not alone in noting the import-
ance of these spatial shapes for new music. In a series of articles dating back to
1960, Polish musicologist, Tadeusz Zielinski, discussed “the shape of sound”
(ksztatt brzmienia) as the most important concept introduced by the Polish
school of sonorism.? Nonetheless, Lutostawski soon replaced the term sound
object with the sound plane and used that term in many sketches; this expres-
sion entered his private compositional vocabulary. In the sketch material for the
Trois poeémes discussed above, sound planes are still alternatively called sound

27 Bregman, Albert. S. “The formation of audi-
tory streams.” In Réquin, J. (ed.), Attention and
Performance vir. Hillsdale, Ny, Lawrence Erlbaum,
1978. He discovered stream separation in 1969 and
first wrote about it in 1971.

28 The terms come from psychological research,
“Gestalt” psychology and Bregman’s auditory
scene analysis. Bregman mostly uses the expres-
sion “auditory streams,” while the term “auditory
images” appears elsewhere, e.g. Stephen McAdams,
“Spectral Fusion, Spectral Parsing, and the Forma-
tion of Auditory Images.” Ph.D. Dissertation,
Stanford University, 1984.
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29 See the image of “screens” in Xenakis, lannis.
Formalized Music: Thought and Mathematics in
Composition. Bloomington, Indiana University
Press, 1971, 50. Six chapters of this book were first
published in 1963 as Musique formelle. Xenakis's
earliest articles on the subject date back to 1956-7.
For more details see Harley, James. Xenakis: His
Life in Music. New York, Routledge, 2004.

30 These articles were collected and published
under the title Spotkania z muzykg wspdtczesng
[Encounters with Contemporary Music]. Krakow,
PWM, 1975.
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objects. Both terms appear interchangeably, as if their meanings were identi-
cal. The composer confirms that such sound planes are “a very characteristic
element for this work’s texture” In the notes for the next vocal-instrumental
composition, Paroles tissées of 1965, only the term plane remains. It is interest-
ing to compare the meanings of these two Polish terms. Przedmiot (object) is

a finite entity, with a clearly identifiable border, size, and physical shape. In con-
trast, plaszczyzna (plane) is an infinite, two-dimensional expanse on which all
sorts of objects may be located. Despite the composer’s linguistic usage, the first
term, object, seems a more accurate description of Lutostawski’s compositional
definition of such sonic entities as blocks of woodwind sonorities and choral
textures in Trois poémes - entities that appear in his sketches as rectangles,
polygons, or complex shapes with curvilinear contours. However, following the
composer’s lead, I will mostly use the term “sound plane.”

Lutoslawski, Varése, and musique concréte
Lutostawski’s quotation of Schaeffer’s term objet sonore in the first Notebook
entry (21 September 1960) about the technique of composing with such objects
indicates the source of his ideas. In shifting to the concept of the sound plane
in subsequent notes, he draws closer to Edgard Varese’s idea of the sound
mass. He did not, however, use that term. The origins of the sound mass have
been associated with Varése and Stravinsky; this concept has flourished in the
stochastic music of Jannis Xenakis.*! According to Olivia Mattis, the sound
mass (as understood by Varese) is “a composite sound that has a recognizable
timbre, rhythmic profile and articulation, but whose components can be altered
one by one to highlight different aspects of the sonic gesture”* The projection
of sound masses into space is a fundamental feature of Varéses vision of spatial
music, given a vivid description in his lecture in Santa Fe in 1936.% Varése
hoped that, in the future, new instrumental means would make possible the

31 See Olivia Mattis, “Stravinsky: A Surprising Yale University Press, 1987 Based on his Ph.D.
Source for Varése’s Spatial Ideas,” paper read at the  dissertation of 1983.

Meeting of the American Musicological Society, 32 Mattis, 1993, op. cit., 2.

Montreal, 1993. I consulted its unpublished type- 33 See Edgard Varése, “The Liberation of Sound,”

script. Mattis later published an several articles on  ed. Chou Wen-chung. In Contemporary Compos-
Varése, including “Varése’s Multimedia Conception  ers on Conlemporary Music, ed. Elliott Schwartz
of ‘Déserts. “"The Musical Quarterly 76/4: 557-583, and Barney Childs. New York, Holt, Rinehart and
1992, For a definition of the sound mass existing Winston, 1967, 105-208. The text includes three
only in the pitch/time domain, see Bernard, Jona-  different articles. For more details, see also Harley,
than W. The Music of Edgard Varése. New Haven, 1994, op. cit. chapters 3-5.
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creation of music with “the movement of sound-masses, of shifting planes” that
would replace linear counterpoint.® In this vision, musical objects — that is,
sound masses and planes - flow, change, expand, and contract, yet they have

a certain tangibility established by clearly defined boundaries. These boundaries
between what Varese calls “zones of intensities” are created by differentiation in
the domains of timbre and dynamics.?

It is easy to notice the similarity of this vision of mobile sound masses to
Lutostawski’s sound planes of “shifting contours” that change in time but are
clearly delineated by their proximity and/or distance in timbre, pitch, articu-
lation, motivic organization, and so on. Moreover, if we accept Jonathan
Bernard’s redefinition of Varése’s notion of projection of sound masses as lim-
ited to the two-dimensional plane (pitch-time), the similarities between the two
concepts become much clearer.

Despite this conceptual resemblance and Lutostawski’s own explicit refer-
ences to Varése as one of his musical forefathers (in interviews with Kaczynski
and Nikolska, among other sources), the Polish composer did not base his
notion of sound planes directly on Varéses. The link between these two com-
posers arose in the French school of electroacoustic music — musique concréte.
Vareses writings greatly influenced the thinking of French composers associated
with this school.?” One of its founders, Pierre Schaeffer, was Varese’s collabor-
ator on the electroacoustic part of Déserts (1954).3 Varese's subsequent articles
(especially “Spatial Music” of 1959)3 reflect this encounter and the experience
of exploring electroacoustic sounds with their foremost French theoretician.

Lutostawski’s definition of the sound object as a set of similar sounds
delineated in equal measure by its temporal span and by its content resembles
certain aspects of Schaefler’s definition of I'objet sonore. This notion resulted
from Schaeffer’s experiments in using prerecorded sound material for musical
composition. Every piece of tape with a recording of a sound (with a fixed
duration and spectral characteristics) may be called the material basis of the

34 Varése, “New Instruments and New Music,” in
“The Liberation of Sound,” 1967, op. cit., 197.

35 Ibidem.

36 Bernard, 1984, op. cit.

37 Varese's texts are often quoted in writings on
electroacoustic music. See Francis Dhomont, ed.,
LEspace du Son 1 and L'Espace du Son 11; special
issues of Lien. Ohain, Musiques et Recherches,
1988 and 1991.
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38 Their influence was reciprocal: Schaeffer had
already established the main principles of the new
electroacoustic art form in 1951-52. See Schaefter,
1952, op. cit. See also Carlos Palombini, “Machine
Songs V: Pierre Schaeffer. From Research into
Noises to Experimental Music,” Computer Music
Journal 17/ 3: 14-19, Fall 1993,

39 This article is included in “"The Liberation of
Sound,” Varése, 1967, op. cit.
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sound object. The objects themselves are perceptual, but not subjective; they are
what may be heard in the process of “reductive listening” while the tape is being
played; they become musical only when incorporated into an abstract musical
structure.’? Schaeffer used the term [objet sonore in a 1952 book and presented a
fully developed theoretical treatment of this notion and its ramifications in Traité
des objets musicaux of 1966. Schaefter’s 1952 volume, A la recherche dune musique
concrete is significant for Lutostawski’s sound-plane theory, as it provides a com-
plete vocabulary for musique concreéte, the definition of the objet sonore accom-
panied by many other terms. A short version of this glossary appeared in 1958 in
Poland, in Andrzej Rakowski’s article, which introduced the methodology and
equipment of musique concréte to Polish audiences (see Table 1).4!

Term(with Polish Definition
and English translations)

Lobjet sonore The recording of a sound fixed on tape, Lp, or another carrier, stored
(przedmiot dZwigkowy, sound for further use in the process of composition

object)

L.a monophonie A passage of sound material treated as being vertically unified; the
(monaofonia, monophony) equivalent of melody

Groupe A section of monophony (several seconds or several tenths of a
(grupa, group) second), organized in respect lo repetitions or internal evolution; con-

sists of cells or complex notes

Cellule A passage of sound material without repetition or evolution; does not
(komérka, cell) have a self-contained character such as a note complexe

Note complexe A section of monophony that consists of a certain whole; an entity
(note complex) that has a clearly defined beginning and ending

Structures Segments of material prepared by the composer for further arrange-
(struktury, structures) ment and transformation; consist of notes complexes and cells; struc-

tures may also contain sounds of traditional musical instruments; the
material (in Polish, material, or matter) of the structure - its spectral
content; the form of the structure - its dynamic outline

Manipulation Every action that transforms structures in the process of composing;
(manipulacja, manipulation) can be either transformation or transmutation

Table 1. Rakowski’s selected concept of misique concrete (1958)

40 Schaeffer extensively discusses “Reductive 41 Rakowski, Andrzej. “Metody realizacji muzyki
listening” in Traité des objects musicaux. Paris, konkretnej” [Methods of Realization of musique
Seuil, 1966. concrefe]. Muzyka 3/3: 60-61, 1958.
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Rakowski defines Schaeffer’s sound object as a physical fragment of a tape
recording (p. 60), but he also mentions other definitions (p. 62). The most
important for our purposes in Rakowski’s dictionary of musique concrete are
Schaeffer’s concepts of monophony (monophonie) as the equivalent of melody,
i.e., a sound passage that is vertically unified; a group (groupe), a subcategory
of monophony that consists of a longer sequence built from cells or complex
notes; a cell (cellule), a passage of sound without internal repetition or evolu-
tion; and a note complex (note complexe), a section of monophony that has
a clearly defined beginning and ending,.

The monophony provides the basic material for building structures or
segments of recorded sounds used for further manipulations, such as fil-
tering, reversal of direction, the change of tape speed, or the changes of the
dynamic envelope (sounds becoming louder or quieter). Similar terms appear
in Lutostawski’s sketches for Trois poémes. One remark among the sketches
addresses an issue in composing material for the third movement, ‘Repos dans
le mahleur. Here, the composer writes:*2

For each of the objects of which this form consists, a primary
matter (matiére premiére) needs to be created in the shape

of individual interpretations of texts assigned to this object,
that is, the creation of monody. Only afterwards this monody
serves to create many variants. Each of these variants con-
stitutes the final part for the individual performers. ‘Matiere
premiere’ — should be the quintessence, the ‘ideal’ interpreta-
tion of a given moment of the text.

This vocabulary is borrowed from, or modeled upon, the language of musique
concrete defined by Schaeffer in 1952 and quoted by Rakowski in 1958. The
whole musical form is described as consisting of distinct sound objects; each of
these objects has - as its source - its own matiére premiére that serves as a basis
for the material’s transformations and variants. Lutostawski’s emphasis on the
object’s clearly delineated temporal boundaries recalls Schaeffer’s definition of

42 Lutoslawski, sketch to Trois poémes, ¢. 1961,
Paul Sacher Stiftung. Translated by Maja Trochim-
czyk. Content Reproduced by Permission.
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note complexe. Like his French predecessor, the Polish composer creates

a hierarchy of elements: the sound object is a higher-level entity than its source
material; this idea reflects Schaeffer’s definition. Finally, Lutostawski’s term
monody closely mimics Schaefter’s monophonie.

How did the Polish composer learn about these concepts and the notion of
lobjet sonore? Lutostawski’s definitions and usage of the terms sound object and
sound plane highlight the perceptual aspects of both. Thus, both notions have
more to do with Schaeffer’s perceptually oriented notion of [objet sonore than
with Rakowski’s narrower understanding of Schaeffer’s concept of the object as
the physical carrier of sound. This fact precludes the transmission of ideas via
Rakowski’s article. This path seems unlikely also because the composer ren-
dered Schaeffer’s monophonie as monody; he would not have made such
a change while using a written text. Moreover, Lutostawski used a French term
to refer to the “primary matter” (matiére premiére) in a note otherwise writ-
ten entirely in Polish. This term does not appear in Rakowski’s summary of
Schaeffer’s terminology. Thus, Lutostawski’s source must have been Schaeffer
himself.

While the ideas of the musique concréte movement were transmitted to
Poland in articles by Jozef Patkowski (1956) and Andrzej Rakowski(1958),%
Schaefler personally, as well as his music, were also present in that country. As
a member of the program committee for the “Warsaw Autumn” International
Festivals of Contemporary Music, Lutostawski was involved in organizing
Schaeffer’s first appearance in Warsaw at the third festival in 1959. During the
Koncert muzyki konkretnej (Concert of musique concrete) held on 17 September
1959, the French composer gave a lecture about the new form of music and
its main concepts, and presented, among other works, his Efude aux objets.**
Schaefter’s electroacoustic composition highlights the use of sound objects as
a basic form of “found” material that is transformed and organized into a tight-
knit musical structure.

43 Patkowski, Jozef. “O muzyce elektronowej i 44 There is a brief mention of this lecture and
konkretnej” [On Electronic and Concrete Music].  Schaeffer’s biography in the entry on this concert
Muzyka 1/3 1 49-68, 1956. Patkowski, Jozef. “Experi- in Warsaw Autumn The Fourth International
ences sonores de la musique nouvelle,” unpublished  Festival of Contemporary Music Program Book,
lecture, presented at the 4th International Festival  edited by Tadeusz Marek. Warsaw, Wydawnictwa
of Contemporary Music, “Warsaw Autumn” 1960 Artystyczne i Filmowe, 1959, 89. The entry men-
(21 Sep.; Warsaw Autumn Program Book, Warsaw:  tions Schaeffer’s two books, including the then-
2K P, 1960; Rakowski, Andrzej. “Muzyka konkretna  still-unpublished Treatise, which appeared seven
we Francji w latach 1949-1955" Muzyka 3/1-2: years later.

134-61, 1958; and his “Metody realizacji muzyki

konkretnej,” Muzyka 3/ 3: 58-82, 1958,
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I have no proof that Lutostawski attended this presentation, but it is highly
likely that he did. With his fluency in French and a long-lasting interest in French
culture, the Polish composer would certainly have joined those members of the
“Warsaw Autumn” organizing committee who were responsible for taking care
of their French guests. Lutoslawski’s subsequent actions testify to his intense
fascination with musique concréte, a fascination that found expression in his writ-
ings. According to Jozef Patkowski, after the 1959 “Warsaw Autumn” Festival the
composer came into possession of publicity materials and recordings issued by
the Groupe de Recherches Musicales at 0.r.1.%. radio in Paris. Patkowski stated
that the composer was “very enthusiastic about this . . . he was fascinated with his
discovery5 It is not clear whether Lutostawski received these materials during
a personal trip to Paris in the fall of 1959, as Patkowski believed, or whether these
publications were mailed to him, as is the opinion of Lutostawski’s biographers.1¢

What matters is that Lutostawski’s initial encounter with musique concrete
during the 1959 “Warsaw Autumn” Festival was followed by his subsequent
exposure to the work of composers associated with the Groupe de Recherches
Musicales at 0.r.T.F., including Frangois-Bernard Méche, Michel Philippot,
and Pierre Henry.*” The scope of his fascination with musique concréte experi-
ments is documented in Lutostawski’s unattributed writings. According to
Jozef Patkowski’s testimony, Lutostawski was the anonymous author of the text
and the source of musical examples for the Polish Radio Broadcast No. 9 from
the Horyzonty Muzyki [Horizons of Music] series. This edition of Patkowski’s
regular contemporary music radio program was broadcast on 10 February 1960.
Patkowski’s statement is reliable because he designed and directed the entire
series during his tenure as the director of the Experimental Music Studio at the
Polish Radio in Warsaw. The program that Lutostawski prepared was entitled
“From the Works of the Groupe de Recherches Musicales 0.r.T.F., Francois-
Bernard Mache, Michel Philippot, Pierre Henry.*® The narrative commentary

45 I interviewed Patkowski on 18 May 2001 in
Warsaw, during a visit to his apartment to col-
lect his gifts for the Polish Music Center at usc,
including an autographed copy of the manuscript
of Trois poémes d’Henri Michaix.

46 Lutostawski scholars Martina Homma, Danuta
Gwizdalanka, and Krzysztof Meyer were not able
to confirm that such a trip took place in the fall of
1959; it is possible that information about it may
be found in the composer’s pocket calendars pre-
served at the Paul Sacher Stiftung in Basel.
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47 The Groupe de Recherches Musicales was
founded in 1958 by Pierre Schaeffer and Frangois-
Bernard Miche (b, 1935) as the new reincarnation
of the earlier institution that Schaeffer co-founded.
Michel Philippot (1925-1996) was named its direc-
tor in 1959.

48 “Z prac Grupy Badan Muzycznych o.r. 7.8,
Frangois Bernard Mache, Michel Philippot, Pierre
Henry”
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was later issued as No. 9 of transcripts of these broadcasts, also entitled
Horyzonty Muzyki, and published as a boxed set of leaflets.4’

In its print edition, the Horizons of Music No. 9 took the form of a three-

page anonymous leaflet, based on materials received from the G.r.M. in Paris.

Since the attribution of this text to Lutostawski increases his list of known

writings and expands our knowledge of his musical interests in an unexpected

direction, it will be worthwhile to review its summary of the ideas and tech-

niques found in the electroacoustic music of Mache, Philippot, and Henry. The

text is divided into six sections, which were separated during the broadcast by

the music discussed in each segment: Mache’s Prélude; Philippot’s Ambiance
N-1 and Ambiance N-2; and Henry’s ‘Voile d’Orphée, Antiphonie, and Vocalise.>
The music was probably broadcast from radio quality tapes, but Lutostawski

may have first heard it on commercial 1.p recordings available from G.Rr.M.:

Musique expérimentale and Musique concréte, issued by G.R.M. in association
with small music labels; and two Panoramas of Musique concréte, issued by

Ducretet Thomson in 1956-57.!

In the first section of his commentary for the Horyzonty Muzyki broadcast,

Lutostawski cites Frangois-Bernard Mache’s detailed description of structur-

ing the electroacoustic material in his Prélude. In the narrative, Méche thus

describes one thirty-two-second sound sequence: “there are only three elements

here: two layers consisting of pure, shapeless sound matter playing the role of

a textured background, and a series of complex notes or shorter events with the

dynamic profile in the shape of the delta.”>? The overview of Mache's compos-

itional technique concludes with a statement about the predominance of three

sound “dimensions” throughout the piece: “dynamic profile (here we deal with

49 The collection is described as a book in the
online ocrc catalogue, WorldCat.com. See Pat-
kowski, Jozef and Anna Skrzynska, eds., Horyzonty
Muzyki, Biblioteka Res Facta, vol. 1. Krakéw, pwm,
1970.

50 Michel Philippot composed Ambiance 1 in

1959 and Ambiance 11 in 1960. Voile d’Orphée was
created in 1953, as an excerpt from Henry’s larger
work for the French Radio, entitled Orphée (1950).
51 The Lp Musique expérimentale, LD o71 (Paris:
Boite & Musique, in association with 0.r.T.7.)
included Ambiance 11 by Philippot. The Lp Mu-
sique concréte (Paris: G.R.M., ca. 1960) included
Philippot’s Ambiance 1. The Lr Musique concréte.
Anthologie publiée sous la direction de Pierre Henry
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(Philips,1960) contained Etude aux objets by Sch-
aeffer and Prélude by Méche. The Lp Panorama de
musique concréte (DT L. 93090; London, Ducretet
Thomson; 1956) included The Weil of Orpheus by
Henry. The 1. Second panorama de musique con-
crete (DUC 20001; 1957) featured Henry’s Vocalises;
Philippot’s Etude; and the most famous musique
concrete work, Schaeffer and Henry’s Symphonie
pour un homme seul.

52 Since the original material used by Lutostawski
is not available, I translated the citations from
Lutostawski’s Polish translation; this indirect trans-
lation better reflects the composer’s interpretation
of the original thought. Lutostawski, leaflet no. 9,
Paul Sacher Stiftung.
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deltas based on more or less steep incline of the contour); grain of the texture
with a varying degree of harshness; and space that separates the three spatially
distinct layers.”>? While presenting Michel Philippot’s music in his broadcast,
Lutostawski focuses on the characteristics of the dual, concrete-electronic
sound material for Ambiance N-1. This material blends together>*

... the sound of glass being crushed by slow pressure and
sounds from electronic sources. These two types of material
lend themselves to be connected extraordinarily well, while
endowing each other with their irrational rhythmic momen-
tum and their melodies, played, as it were, on the edge of
the saw .. .. Thus, numerous small sound cells were created.
These cells were united with each other by means of a shared
element, which linked one particular cell with the next one.
‘Thanks to this shared element, it was possible to change the
order of the majority of the cells, with the exception, however,
of the last cell, which had to play the role of the “explaining”
coda at the end.

Far more important in the context of the genesis of Lutostawski’s major works
and the shift to sound planes in his compositional technique is his discussion
of Michel Philippot's Ambiance N-2, a work based on Stefan Mallarmé’s poem
“Toast Funebre>® In a program note about Ambiance N-2, Philippot discusses
his idea of “musicalizing” poetry by drawing musical material from a poetic
text. The resultant electroacoustic composition would then serve as an accom-
paniment for the recitation of the poem itself.5¢ In Zmbiance N-2, the poetry
“reverberates” in the music through the transformation and multiplication of
its vowels and consonants. In Horyzonty Muzyki No. 9, Lutostawski, faith-
fully following Philippot’s footsteps, reflects on the possibility of using a poetic
work as source material for the sounds of his music. He notes that there were

53 Lutoslawski’s text for leaflet Horyzonty Muzyki
No. 9, Paul Sacher Stiftung, Basel.

54 Ibidem.

55 Toast funébre was written in 1873 to commem-
orate the death of Théophile Gautier.

56 Philippot’s program note published on a web-

site dedicated to the composer(accessed on 25 Feb.
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2004); http://www.entretemps.asso.fr/Philippot/
Livremp.html.aMBIANCE N 2 (Toast Funébre):
wp s X ) e

Jenregistrais donc ce poéme telquelle le récitait;
puis, reprenant les consomnes el voyelles du texte,
je tentais den faircles matériaux sonores d’une
construction musicale dans laquelle le texte serait,
en quelquesorte, accompagné par lui-méme.”
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two premises for such an undertaking, “not only not destroying the poetry, but
actually forcing it to exist in a symbiotic relation with the music.” According to
Lutostawski, the idea of setting poetry to music in a “symbiotic” manner is the
first premise for a new genre of musical works. The second premise consists of
the “use for the creation of this music deformed vocal elements of speech, the
same elements that already exist in the poetic work, and to limit oneself solely
to these vocal elements.” The Polish composer believes that it is easier to limit
sound material in this way than to fully and deeply interconnect a poem with
its musical setting. Lutostawski further explains the malleability of language as
a source of musical material by listing examples of potentially musical traits of
vowels, consonants, and the poetic rhythm. Thus, as the Polish composer states,
“vowels extended by reverberation and transposed may acquire an almost ‘sung’
quality, whereas consonants may be articulated in a similar way to create per-
cussive sounds.” Furthermore, poetic rhythm may provide source material for
the music — by measuring and structuring the durations of key vowels, conson-
ants, or syllables that are repeated to establish certain patterns.

These hitherto unexplored ideas about the musical use of linguistic elements
and capturing the meaning of words in a musical setting would find their fullest
realization in Lutostawski’s monumental composition for two choirs and two
orchestras based on surrealist poetry, Trois poémes d’Henri Michaux (1961-
1963). Therefore, Philippot’s Ambiance N-2 should be seen as a crucial work in
the genesis of Lutostawski’s later composition; in both pieces, surrealist poetry
engenders music from its own sound material.

[n the remainder of the leaflet No. 9 from Horyzonty Muzyki, Lutostawski
discusses the music of Pierre Henry, starting from the best-known compos-
ition, Voile d’Orphée (1953) recognized by the Polish composer as the first
“lyrical work of musique concréte . . . without doubt the most ‘complete’ work
by Henrys” Interestingly, the compositional scheme of Henry’s Antiphonie,
with its precise notation of the durational scheme, appears to have provided
another inspiration for Trois poémes. In Henry's Antiphonie, as Lutostawski
stated in the anonymous leaflet, “two choirs are opposed to each other in a
medieval manner. On the one side there are groups consisting of ever-changing

cells, on the other - a strict twelve-tone series consisting of complex sounds

57 This piece (1953) was performed at the “Warsaw  Polish Radio in Warsaw. It had been commercially
Autumn” Festival; copies of the recording were released in 1956 on an Lp Panorama de musique
given to the Experimental Music Studio of the concréte (DTL.93090; London, Ducretet Thomson).
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with varied timbre, pitch and dynamics” These sound complexes, structured
from an array of different rhythmic values, appear in the conclusion of Henry’s
work in their most elaborate form. As a result, as Lutostawski writes, the juxta-
position of massive amounts of sound material creates a kind of “sound hys-
teria.” Henry’s dense superimposition of sound layers in the climax of the work
to create an intensely emotional effect is akin to those found in the later Trois
poémes. Similarly, his choice of using a durational, rather than a metric, tem-
poral scheme (that is, musical time measured in seconds and minutes) inspired
Lutostawski’s experiments in his subsequent compositions, from Jeux vénitiens
and Trois poémes onward.

Thanks to Patkowski’s revelatory statement about the authorship of the
anonymous leaflet from Horyzonty Muzyki, we may now gauge the scope of
Lutostawski’s involvement with the musique concréte movement at a crucial
point in his career. Prior to interviewing Patkowski, I had formulated, on the
basis of published sources, a hypothetical trajectory of Lutoslawski’s engage-
ment with musique concréte and his awareness of Schaeffer’s ideas. In this
narrative, I saw Patkowski as the source and Lutostawski as the recipient and
assumed that the composer was exposed to musique concréte solely in Poland,
during the performances of Schaeffer’s works at the “Warsaw Autumn” Festivals
and through Polish publications. My interview with Patkowski resulted in
a complete re-envisioning of the genesis of these ideas, incidentally revealing
the crucial role oral history plays in contemporary music studies.”

Well-grounded in electroacoustic works by Philippot and Henry, Lutostawski
also knew many pieces by Pierre Schaeffer and borrowed some of his ideas.

He probably witnessed a repeat performance of the Etude aux objets in 1960
during the Fourth “Warsaw Autumn” Festival. Schaeffer’s seminal work was
presented by Jozef Patkowski during a concert of experimental music on 21
September 1960. This wide-ranging panorama, featuring compositions by
Karlheinz Stockhausen, Luciano Berio, and John Cage, started from a lec-
ture, “Experiences sonores de la musique nouvelle” T believe that it was this
lecture and the presentation of Schaeffer’s piece that awakened Lutostawski’s
interest in composing music with sound objects instead of with melodies and

58 See the Oral History/American Music archives  Celebration (Urbana: University of Illinois Press,

at Yale University and work by Vivian Perlis: 1976). I have used interviews, recordings and tran-
Charles Ives Remembered: An Oral History (New scripts, as research tools since working on my ma
Haven: Yale University Press,1974) and An Ives thesis at Warsaw University.
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harmonies. Just two days after rehearing Etude aux objets in concert (on 23
September 1960), Lutostawski jotted down his first reflections on the subject in
the Notebook of 1deas. Soon afterward, he began sketching Jeux vénitiens (the
version completed in March 1961); this was the first composition to include ele-

ments of his new compositional technique.

Sound Planes from Jeux vénitiens to Paroles tissées
We have seen that Lutostawski’s discovery of the technique of composing with
sound objects immediately precedes its first application in Jeux vénitiens. The
composer began his most fruitful experimental phase with this composition.
While discussing the inspiration for this work’s innovative features, such as its
open form and limited aleatoricism, the composer usually referred to having
heard a radio broadcast of John Cage’s Concert for Piano (1957-58) in 1960.%
However, Lutostawski’s conceptual borrowing of ideas for Jeux vénitiens from
musique concréte — publicly not acknowledged during his lifetime - is a fascin-
ating instance of modeling instrumental music on an electroacoustic sound
world. After his 1959-60 encounters with the novel sonorities of musique con-
créte, the Polish composer decided to try his hand at the new orchestral style.
While working on the first version of Jeux vénitiens, on 13 March 1961 he wrote
the following entry in the Notebook of Tdeas:*

It could be said that in works that I compose now the influ-
ence of electronic music could be seen. Perhaps. One thing is
certain for me: that electronic music embodies, to a certain
degree, the sonorous and rhythmic elements that for a long
time have imposed themselves on my imagination.

Sketches for Jeux vénitiens (1961) contain numerous segments made of sound
planes or objects — curvilinear outlines and figures filled with parallel lines that

59 See chapter 4 in Bodman Rae’s The Music of between electronic music (German) and musique
Lutostawski, 1994, op. cit.; Kaczynski, 1972/1995, concréte (French) was gradually disappearing,

op. cit., 58, blended into one field of “electroacoustic” music.
60 This quote seems to point out a conceptual Second, in Poland two related terms, “elektronowa”
dependence on electronic music, a German, not (this form was used earlier) and “elektroniczna”
French, form of the electroacoustic art. Several (this form appeared later), were often applied to
reasons allow us Lo consider this remark as yet the whole field of the new electroacoustic art,
another proof of Lutostawski’s debt to the French including musique concrete.

school. First, in the early1960s the distinction
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indicate sustained pitches. In the materials for the first movement, the double-
pointed shapes are filled with unevenly spaced lines representing pitches. The
staggered entries of these pitches articulate the ascending pitch-envelope that
provides the overall shape of a given sound object. Each of the objects is sub-
divided into sections by the changed spacing of the lines and pitches. They are
usually denser near the onset (beginning) and offset (end) of the sound object
and sparser in the remainder of the spatial shape. One of the pages contains
additional details, with the outline drawn separately beside a table of rhythmic
patterns marked realizacja (realization), which contains the rhythmic motives
for the material of which the sound object was built (see Fig. 4). This particular
sketch for the first movement of Jeux lists possible textural variants, including
pizzicato, tremolo, or sustained notes: “or pizz. (similarly)” [lub pizz. (podob-
nie)], “or” [lub] followed by an image of tremolo eighth-notes interrupted with
pauses, and “or long notes” [lub diugie nuty]. The last annotation accompanies
a drawing of the interior of the familiar shape with a gradual onset/offset (the
tips or points of the contour) and the intertwining of pitches within the interior
of the sound plane. The caption for this sketch names sound sources as “string
elements” [elementy smyczkowe] and “12-tone'figures’ of different shapes”
[12-dzZwigkowe “figury” o réznych ksztattach).

TFigure 4. Lutostawski’s sketch for possible solution for the interior
of a sound object in Jeux vénitiens. Witold Lutostawski Collection,
Paul Sacher Foundation, Basel. Reproduced by Permission.
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A search for similar sound materials in the score allows us to identify the
block B from the first movement of Jeux vénitiens as a possible realization

of this idea. The changing outline filled with sustained pitches and scattered
groups of two to four thirty-second notes may be seen as a realization of two
ways of filling the object with sounds: 1) the irregularly dispersed lines and
2) short groups of repeated pitches. The pitch envelope of the whole section
also resembles the sketch: it begins with a narrow span in the central register,
expanding upward and downward to a conclusion in the highest register.

[n another sketch for the same work, Lutostawski selects rhythmic motives
to be used in sections B, D, F, and H, in soli and fufti. 'This page (no. 14a) of the
sketchbook demonstrates that while the composer thought about the internal
material of his sound planes/objects, he also considered the temporal evolution
of these objects in the overall form of the piece. After writing down descrip-
tions of sound material, he drew a diagram of segments B, D, G, and H with
approximate shapes of sound objects and their relative position in pitch-time
space. Three blocks (B, D, and 6) have ascending contours and similar shapes,
while the climactic segment H reverses the direction and shifts the pitch envel-
ope from the highest point downward. The drawing bears the title “location in
space” [umieszczenie w przestrzeni]. The latter term refers to the space of pitch,
not of the spatial location in the performance hall.

It is easy to notice the results of Lutostawski’s technique of composing music
by dispersing sound objects of different shapes, timbres, and locations in pitch
space in the fourth movement of Jeux vénitiens. Completed on 8 March 1961,
the earliest to be finished, this movement did not change much in subsequent
revisions, done by August 1961. In this section of the work that relies on the
technique of sound planes, Lutostawski’s juxtaposition of distinct planes of dif-
ferent sizes and timbres may be seen, for instance, in the climax of the finale.

The simultaneous sound planes are clearly delineated in Lutostawski’s nota-
tion, which discontinues staves at the end of each object and begins anew with
the entry of each new texture - thus, providing clear contours of all the elements
in the multilayered design. This notational innovation is a characteristic feature
of all Lutostawski’s mature works. In Jeux vénitiens, the sound planes have dis-
tinct sonorities, articulations, timbres, and motivic characters. The woodwinds
play staccato in their first plane (Rehearsal Number g) and have sustained notes
with sforzando accents in their second plane (j). The brass instruments (trumpet,

horns, and trombone) play scattered eighth notes with accents in their first object
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(f) and follow with a section of quickly repeated thirty-second notes in their
second object (1). The piano initially continues an ascending passage of semitonal
clusters, but it shifts to a new texture of martellato leaps (k) after a brief pause
allowing for the temporal contours of each object to be established. Finally, the
strings end their previous sound mass filled with legato passages to begin a new,
pizzicato segment built from several superimposed rhythmic patterns.

This passage from the climax of Jeux vénitiens is a good example of the com-
poser’s ability to construct the large-scale temporal flow in his music. He plays
with listeners’ expectations by gradually shortening the superimposed planes
that maintain their identity in the complex texture due to their distinct motivic,
dynamic, and timbral features. Actually, I believe that the clarity of the formal
organization of this segment results from the fact that it was structured spa-
tially — as an array of well-organized sound shapes, with their relative positions,
durations, registral locations, content and characters worked out on the graph
paper prior to confining details to music notation.®! Here, the music is made
from sound planes/objects, by, first, creating an overall contour with a particu-
lar temporal-spatial envelope and, second, working out details of the material
used to fill in the plane/object. This method of constructing music belongs
among the original compositional techniques that Lutostawski used for a long
time after completing Jeux vénitiens in 1961.

While discussing compositional ideas for Trois poémes, Lutostawski told
Tadeusz Kaczynski that “Jeux vénitiens was quite an enlightening experience
which gave me a lot of new ideas”®* Lutostawski scholars typically associate these
new ideas with the discovery of aleatoricism and the limited use of chance in
musical composition. These are, of course, major innovations. However, the tex-
tural and structural innovations that I discuss here strongly link Jeux vénitiens to
musique concréte. After Jeux, these novel compositional techniques were applied
in a series of works, including, but not limited to: Trois poémes d"Henri Michaux
(1963), the String Quartet (1964), Paroles tissées (1965), Cello Concerto (1970), Les
espaces du sommeil (1975), and Chantefleurs et Chantefables (1990). As the com-
poser explained to Kaczynski: “the Trois poémes no doubt continue the earlier
search. I have tried to develop here a number of technical solutions I first used in
the Jeux, at the same time rejecting the unsatisfactory ones.”

61 Martina Homma writes about composing in ings for the general spatial design in the third part
pitch space in “O przestrzeni muzycznej w har- of Jeux vénitiens (p. 92) and the second part of
monice dwunastotonowej Witolda Lutoslawskiego.”  Trois poems d’Henri Michaux (p. 102).

Muzyka 4o/1-2: 85-110, 1995, Without identifying 62 Kaczynski, 1972/95, op. cit., 27.

or discussing “sound planes,” she provides draw-
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Let us examine an example from the third movement of Trois poémes d’Henri
Michaux where the composer worked out details of a sound object while think-
ing in Pierre Schaeffer’s terms of monophonie (which he renamed monody). In the
sketch of the first sound plane in the third movement of Trois poémes in Figure s,
Lutostawski outlines the shape of the sound plane, writes out a phrase of the basic
material with its poetic text, as well as its rhythmic and melodic contours, and
notates several ideas about the possible musical realizations of this plane:®3

« “very slow, totally ad lib” [b. wolno, catkowicie ad lib.],

« “use small ensembles, e.g., 2-3 voices in the same space”
[wykorzystac mate zespoly, np. po 2-3 gl. na tej samej przestrz-
eni|, and

« “afterwards make the whole ensemble sing for a long time,
with freedom, and assure a complete differentiation of
rhythm and differences of the meaning of the same passages”
[po czym — “rozspiewac” caly zespdl na dlugo,ze swobodg i

zapewnic catkowicie niejednorodny rytm i niejednoznaczosé
tych samych pochoddw).

‘e i (}q,pu . ucu./fa_n.uo e
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Tz'gure 5. Lutostawski, sketch of a sound object with annotations about
its material for the third movement of Trois poémes d’Henri Michaux,
“Repos dans le Malheur” Witold Lutostawski Collection, Paul Sacher
Foundation, Basel. Reproduced by permission.
63 Quoted from the sketches for Trois poémes lection, Paul Sacher Stiftung, Basel. Reproduced by

d’Henri Michaux in the Witold Lutostawski Col- Permission.
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The familiar pointed shapes appear above and underneath the sample of the
basic material for this section. As in the sound planes realized by woodwinds
in the first movement, discussed at the beginning of this article, the voices
enter gradually and the whole mass of sound slowly emerges and disappears.
This idea is realized in the score in the section that starts with the words “Le
Mahleur, mon grand .. " in the third movement of Trois poémes (the choral
score, p. 42). A more detailed analysis would show the similarities between
the soprano line and the “monody” element in the sketch, and the relation-
ship of this primary entity to its variants in the different voices. Additionally,
the gradual onset of the sound plane reveals Lutostawski’s inclination to favor
sonorities with a diminished level of what psychoacoustic scholars call the
“sensory dissonance.” Psychological studies have found that the “asynchrony
of onset” - that is, the use of staggered entries, with one voice or part entering
after another - reduces the subjective perception of dissonance. In contrast, the
degree of perceived dissonance has been found to increase with the dynamic
level and to be at its greatest for the same pitch sets when all the voices or parts
resound simultaneously.®4

A review of Lutostawski’s sketches demonstrates that sound planes are
common in other compositions. Although I was not able to look through
the sketch material for all the pieces Lutostawski composed, I noticed a fam-
iliar sound-plane shape in his String Quartet (1964). Actually, I found it in
Lutostawski’s seminal article about his compositional technique, “Rhythm and
the Organization of Pitch in Composing Techniques Employing a Limited
Element of Chance”®> After describing the principles of pitch organization in
the technique of limited aleatoricism (called “playing ensemble ad libitum” in
the article), the composer illustrates “attempts to make the music less static
without sacrificing all the advantages of the technique of ensemble ad libitum”
with an example from the main movement of the String Quartet.®® This seg-
ment begins with a single pitch, e-flat, and builds up to the whole twelve-tone
chord (semitonal cluster), by first descending to B-flat, then ascending to a-flat.
64 See Maria Anna Harley, report from study ses-  Employing a Limited Element of Chance.” Polish
sion 13, “Auditory Scene Analysis: Future Directions Musicological Studies, vol. 2. Krakow, pw M, 1986,
for Musicological Research, “in Musicelogy and Its 37-53. 'The original Polish version was published in
Sister Disciplines, Proceedings of the 16th Inter- 1978. The example appears on p. 46 in the English
national Congress of the International Musicological  version of the text.
Society, London, August 1997 (London, 1999). 66 Luloslawski, 1978/86, op. cil., 45,

65 Lutostawski, Witold. “Rhythm and the
Organization of Pitch in Composing Techniques
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After sustaining the full chord for a while, the ambitus narrows gradually,
rising from B-flat to £ and descending to the same pitch. Lutostawski’s image
illustrating the pitch outline is an oblong figure with two points.” This figure is
identical to the sound-plane shapes in Jeux vénitiens and Trois poémes d Henri
Michaux. However, there is no mention of sound planes in the text of the
article. Instead, the composer points out that during this section all the instru-
ments play glissando, which obliterates the clear contours of this spatial shape.
He concludes: “thus, the formula describes only the outer limits of the pitch of
the notes used.”®8

We have to understand that. if the “formula” (or the sound-plane design)
presents the contour filled with linear glissandi, the similarity to other sound
planes used in the two large works immediately preceding the String Quartet
is even stronger. The relationship of other compositional techniques in these
works was not a secret. Lutostawski explicitly admitted using the same tech-
niques in the chamber work as in the earlier orchestral compositions when he
told Tadeusz Kaczynski that®?

... having written several works for large ensembles from 1961
onward, I wanted to try my technique on a small group. It is a
severe and difficult test, because all the elements of the tech-
nique of the composition stand out so much more clearly. The
possibilities of colour and dynamics are limited, the number of
notes which can be sounded together is reduced, and so all the
elements must be combined more carefully than in the case of
a large orchestral work.

[n this interview, the composer discussed: issues in writing for an ensemble

ad libitum; the quartet’s novel, mobile form; the use of traditional compos-
itional techniques, such as polyphony and motivic development; and the work’s
expressive character and potential imagery. About the latter point, Lutostawski
was adamant, as in other conversations with Kaczynski, that the relevance of
expressive terms (e.g., funébre) was solely musical and that his compositions
belonged in the domain of absolute music.” Following this line of thought, we

67 Lutoslawski, 1978/86, op. cit., 46. 70 According to my conversations with Tadeusz
68 Ibidem. Kaczynski in August 1996, at the Paul Sacher
69 Kaczynski, 1972/1995, op. cit., 31. Stiftung in Basel.

MAJA TROCHIMCZYK ‘ MOONRISE PRESS, LOS ANGELES 129



can surmise that one reason for his silence about the use of sound planes and
links to musique concrete in the works from this period was that talking about
spatial objects and planes would make the music seem too geometric and not
“musical” enough, just like talking about expression and emotion would have
made it too “programmatic” and illustrative.

In his examination of the rhythmic structure in the String Quartet,
Lutostawski pointed out the nontraditional features of his textures: “it is not
so much a four-part polyphony as a bundle of four continually intertwin-
ing lines, developing the same melodic and rhythmic substance.””! Likewise,
the sketch material for “Paroles tissées contains numerous spatial images,
constructed from intertwined, multicolored lines that fill in the outlines of
ascending, descending, or curved contours. Here, the idea of creating sound
planes or objects from a bundle of lines is as important as that of endowing
the resultant plane/object with a double-tipped contour indicating a grad-
ual onset and offset of the sonorities. In a note to himself, preserved among
the sketches for Paroles tissées (p. 4 of the loose-leaf material), Lutostawski
described his intention to create a “variable passage of the plane realized with
notes.”’2 He indicated the shapes of these passages in tiny drawings inter-
spersed among his notes and reminded himself to “look at the instrumental
parts of 3 Poems: e.g. ‘great tutti’ — the principle of automatic transformation”
and “ - only in p - repeated several times, always with new material.” This is a
proof of a common compositional technique, with ideas transmitted from one
work to the next.

Elsewhere in the notes, the composer reminded himself that he had to review
the introduction to Trois poémes and to “see J.v. [i.e., Jeux vénitiens - MT| 1V,
beginning.” The latter note appears in the context of searching for an effect-
ive way to subdivide textures into individual rhythmic and harmonic strands.
Lutostawski marked them by different pencil colors: green, purple, brown, and
so on. The compositional techniques used to create sound planes in these three
works were quite, and intentionally, similar. However, the sound planes that
resulted from the application of the same technique were by no means homolo-
gous and homogeneous. Lutoslawski’s sketches for Paroles tissées include the
following remark:

71 Lutostawski, 1978/86, op. cit., 46.
72 Sketch material at the Witold Lutostawski Col-
lection. Paul Sacher Stiftung, Basel.
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...to A — in the plane certain sounds may be set (orchestrated)
in a stronger fashion and certain other may be weaker, for
instance, a given pentachord . . . but with three sounds ‘set
stronger’ — a triad, while the rest is weaker. The strength may
be achieved either through frequency [of occurrence] or
through a greater number of instruments. The same can be
applied to every sonority, e.g., of a certaini2-tone chord so that
the priority is given to its particular part.

The two means of highlighting elements within a sound plane involve difter-

ent perceptual effects: (1) the repetition of selected intervals or pitches leading

to the cumulative effect of their greater prominence over the temporal span,

in the horizontal dimension; and (2) the use of a larger volume of instrumen-

tal sounds (a greater number of instruments) for certain elements of texture,
leading to their stronger presence in a given moment, that is, in the vertical
dimension.” One much-belabored sketch for Paroles tissées, drawn in pencil,
with heavy traces of repeated erasing and extending of individual lines, portrays
the interior of a pointed spatial shape, similar to those in Jeux vénitiens, Trois
poémes, and the String Quartet (see Fig. 6). All the individual voices perform
sustained pitches, with their registral shifts indicated by vertical lines connecting
the two horizontal segments of each part. It is interesting to note the meticulous
working-out of details, especially at the beginnings and endings of the sounds.
Additional changes are applied to the order of entries, registral shifts, and
durations. Thus, the composer reduced the length of some lines and extended
others to satisfy his requirements for the shape of the whole sound plane and the
particulars of the harmonic simultaneities. Interestingly, this drawing does not
show the object’s external outline, and there are no sound blocks identical to this
sketch in the score. The only remotely similar aspect of the completed work is in
the conclusion of the first movement: the music follows the same contour, from a
single, low pitch (C-sharp 3 in the violins and violas), through a complex sonor-
ity of intertwining lines, different in each of the divisi violins, to a sustained 6 in

the highest parts (see Rehearsal Numbers 24-26 in the first movement).”

73 According to Bregman’s principles of group- 74 Lutostawski, Witold, Paroles tissées. Miniature
ing elements into separate and distinct auditory score, p. 10. Krakow: pwM, 1967.

streams, the first way of highlighting a given

musical material may be more effective.
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Figure 6. Lutostawski, sketch of the interior of a sound object from Paroles tis-
sées for tenor and chamber orchestra. Witold Lutostawski Collection,
Paul Sacher Foundation, Basel. Reproduced by Permission.

Sound Planes in the Music of Lutostawski and Xenakis
While containing a wealth of parallels with the ideas of Pierre Schaeffer and the
French school of musigue concréte, the Notebook of Tdeas contains Lutostawski’s
expressions of a dislike of the scientific-avant-garde stance of the Greek-French
composer-architect, lannis Xenakis. Despite that rejection, there are many
similarities in their compositional techniques, such as sketching and calculating
details of sound material on graph paper, not in music notation. I will review
examples from Lutostawski’s Paroles tissées, and Les espaces du sommeil, and
Xenakis's Cendrées (1973-1974) and Terretektorh (1966).

The notes for Paroles tissées contain a page of various spatial shapes, scat-
tered as a range of variants that might be used in the section C of the first
movement. These textural fragments consist of straight, angular, and curved
line segments and of aggregates of points, with each sample presenting a some-
what different material, accompanied by a caption assigning the series of these
patterns to successive stages of the piece.

A page of similar images appeared in Xenakis’s Musiques formelles in 1963,
two years before the composition of Lutostawski’s work. These drawings por-
trayed the various types of what Xenakis called screens, without reference to any
specific compositions. Nonetheless, Xenakis's sketch material for specific works
illustrates his practice of composing music with different spatial sound shapes.
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In Cendrées tor mixed choir and orchestra (1973-74), for instance, he used
several types of sound planes/objects, i.e., distinct geometric figures such as
“clouds” of sound points, “arborescences” of glissandi, and massive clusters. One
of Lutostawski’s sketches for the fourth movement of Paroles tissées (possibly
for the work’s conclusion) is reminiscent of Xenakis’s imagery, as it presents a
bundle of descending lines leading to one pitch with an annotation “conver-
gence in one point” (zbieganie w jednym punkcie).”> However, Xenakis’s arbor-
escences usually “diverge” - with several lines branching out from one point of
departure, a single pitch.7

When preparing the material for Cendrées, Xenakis constructed a seven-page
booklet from transparent strips of architectural design paper. Here, he worked
out the proportions of sound blocks, the direction and angle of the glissandi,
and the use of solo voices, choir, and orchestra.”” Like in Lutostawski’s sketches,
the pages carry traces of numerous changes. Their transparency allowed the
composer to see the whole of the work simultaneously and to plan the balance
of sonorities in the registral space. In addition to this booklet, Xenakis wrote on
sheets of graph paper (with a millimeter scale), often cut into horizontal strips
and covered with calculations, drawings of clusters of glissandi, and notes about
the selection of texts. These sketches fleshed out the details of the shapes and
volumes of sound masses that had been designed earlier. While there are no
equivalents in Lutostawski’s sketch material to Xenakis’s transparent booklet,
his sketches for the Trois poémes present a related way of thinking about large-
scale temporal organization, both globally and on a limited scale, while working
out the exact content of each sound plane.

Another example of Lutostawski’s inspiration with Xenakis’s compositional
ideas is found in an unusual - for Lutostawski - sketch of the spatial sound
location and movement in physical space of the concert hall. His sketch material
for Les espaces du sommeil’® features a drawing of the spatial location of three
groups of percussive instruments. On the same page, the composer indicates the
rhythmic material to be played by each group of percussion, with exact dynamic
envelopes, crescendo-decrescendo. The successive dynamic peaks of the three

75 Lutoslawski, Sketch material for Paroles tis- 77 1 examined Xenakis’s sketches in the summer
sées, Witold Lutoslawski Collection, Paul Sacher of 1997, when I made photocopies of this booklet,
Stiftung. thanks to Radu Stan, the representative of Xen-

76 See Squibbs, Ron. “Xenakis’s Piano Music,” in akis’s publisher, Salabert, in Paris.
Harley, Maria Anna, ed., Swiat Xenakisa [Xenakis's 78 Lutostawski, sketch for Les espaces du sommeil,
World], a special issue of Muzyka 43/ 4, 1998. the bottom part of page 18. Paul Sacher Stiftung.
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layers would, in performance, create an impression of sound movement from
one group to another.”” Such shifting sonorities first appeared on the pages of
Karlheinz Stockhausen’s Gruppen fiir Drei Orchester (1955-56) and were com-
mon in Xenakis's scores, such as Terretektorh (1966) for an orchestra dispersed
in space or Persephassa (1969) for six percussionists surrounding the audience.
In 1967, Lutostawski had an opportunity to witness a performance of Xenakis's
Terretektorh in a large hall of Warsaw’s Higher School of Planning and Statistics
during that year’s “Warsaw Autumn” Festival. This performance made quite
an impression on other Polish composers.®® Similarly, the 1975 performance of
Persephassa approved by Lutostawski in his capacity as an influential member of
the “Warsaw Autumn” Program Committee at least a year earlier, might have also
stimulated his interest in spatial experiments that he sketched out for Zes espaces.
While this attempt at spatialization remained a unique example in
Lutostawski’s sketch material, its presence suggests that the composer’s stance
was more inclined towards the experimental and avant-garde than his public
statements had led us to believe. The striking visual similarity of sketch material
by Lutostawski and Xenakis indicates a kinship of their approaches at a deep,
conceptual level. Both composers created sound planes, objects or shapes as
coherent entities delineated by their contours and their textural content. These
planes or objects consisted of lines (straight, curved, or crisscrossing), points
(smaller or larger), or their combinations. It would be hard to assume that these
two composers borrowed the ways of drafting and visualizing sounds from
each other. Their shared background in mathematics provides one possible
source for the similarity of their geometric approaches to musical sound. More
importantly, their inspiration by the sound objects of musique concrete may be
another reason for their surprising affinity.

Conclusions
It is clear that Lutostawski was aware of his debt to Pierre Schaeffer and other
French composers of the musique concréte movement, even though he did not

79 See Harley, Maria Anna. “Spatial Sound Move- 80 I mention Xenakis's influence on Grazyna
ment in the Instrumental Music of Tannis Xenakis.” Bacewicz in “Bacewicz, Picasso, and the Making

Interface: Journal of New Music Research 23/ 3 of Desire,” Journal of Musicological Research 16/ 4:
291-314, August 1994. See also, by the same author,  243-81, 1997. In a private communication, Krzysztof
“From Point to Sphere: Spatial Organization of Szlifirski (co-founder of the Electronic Music Stu-
Sound in Contemporary Music (after 1950),” Can-  dio at the Polish Radio) recalled the excitement that
adian University Music Review 13: 123-44, 1993. the Warsaw premiere of this unusual work caused

among Polish musicians and composers (July 1997).
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openly acknowledge his indebtedness in public interviews and essays. Instead,
he repeatedly suggested the existence of this link by placing the emphasis on
the “Debussy-Stravinsky-Varese” line. Those who knew of Varese’s impact on
musique concrete and Xenakis, would be able to take their cue. In the Notebook
of 1deas, the composer wrote on 18 October 1959: “I'm interested mostly in
these elements of technique which have a chance for survival, which do not age
right away.®! Indeed, it can be said that the technique of sound planes described
in this article did not age “right away.” It provided Lutostawski with years of cre-
ative music-making. Six years later, toward the end of his Notebook (17 October
1965), the composer wrote: “Once an aphorism occurred to me: one should
model oneself after the great and copy from the little ones. Yesterday I read a
sentence by T. Eliot, ‘bad poets imitate, good poets steal”s?

Even if stolen or, in proper musicological parlance, borrowed, Lutostawski’s
ideas of the sound object and the sound plane grew into something entirely
different from their models. In contrast to Pierre Schaeffer - whose primary
area was electroacoustic music - Witold Lutostawski explored various types of
sound planes in his instrumental and vocal-instrumental compositions. These
notions and their musical realizations became a vital element in his novel com-
positional language, a proof of his inventiveness and originality.

Further research on his concept of the sound planes should explore ways in
which the composer, profoundly concerned with perceptual clarity, structured
sound planes in accordance with the principles of auditory scene analysis -
issues that this essay touched upon only briefly. A full description of his reper-
tory of spatial planes and objects would be welcome, as would a study of his
usage of these shapes in other works from the 1960s to 1990s.

The final issue is that of the composer’s creation of a “positive professional
image” and a self-placement among the giants in the history of 20th century
music. According to a 2005 study by Laura Morgan Roberts a “positive profes-
sional image” may be created by a range of techniques of “impression manage-
ment” that involves “positive distinctiveness” - using cues to forge a personal
identity that is socially valued - as well as “social recategorization” accom-
plished through suppressing aspects of personal identity that are personally

81 “Interesujg mnie gtownie elementy techniki, 82 “Kiedys przyszedt mi do glowy taki aforyzm:
ktore majg widoki trwalosci, ktdre nie starzejg sie  wzorowad sie nalezy na wielkich, za$ ‘zlewac’ z
od razu” matych, Wezoraj przeczytatem zdanie T. S. Eliota

“bad poets imitate, good poets steal.”
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and/or socially devalued, in an attempt to distance oneself from negative
stereotypes.®® Lutostawski public statements positioned him as an important
member of the international new music world, a contemporary classic, not

an experimental musician authoring ephemeral works without lasting value.
Admitting to a conceptual borrowing from the toolbox of musique concrete
would add nothing to his “classic” status; talking about Debussy, Stravinsky, and
Varese — would.

Over the years, Lutostawski’s publicly expressed attitude toward electroacous-
tic music evolved toward an increasingly distant and critical stance, for instance
during Lutostawski’s lectures and discussions at the Summer Courses for Young
Composers in 1986 in Poland.®* In the discussion after the19g3 Beatty Lecture at
McGill University, Lutostawski explicitly reaffirmed his lack of interest in com-
puter music and the use of machines for compositional purposes.® By then,
his fascination with the discoveries of musique concréte was all but forgotten.

In a seminal 1999 article, Steven Stucky singled out several characteristics that
suggest the underlying continuity of Lutostawski’s creative aesthetics, including
“multi-layeredness and meta-polyphony “that he noticed in Jeux vénitiens, Trois
poémes d "Henri Michaux, and the Preludes and Fugue.®® Thus, composing with
simultaneous, yet distinct, sound planes may paradoxically be interpreted as
indicative of Lutostawski’s traditionalist stance.

However, my overview of his pieces from the mature period, 1961-75, which
are permeated with sound objects and planes, suggests that the composer was,
perhaps, much closer to the avant-garde than he was willing to admit publicly
and that scholars have been able to ascertain. The Notebook of Tdeas and sketch
materials contain many statements proving that Lutostawski strived to move
away from the tradition of polyphony, harmony, and melody; that he tried to
break from the customary ways of structuring dense textures.

83 Roberts, Laura Morgan “Changing Faces: Pro-  lished. The discussion session was of particular in-
fessional Image Construction in Diverse Organiza-  terest, as it was “orchestrated” by Martina Homma
tional Settings,” Academy of Management Review, — who wrote questions for students to ask, the

30/4: 685-711, October 2005, favorite questions of Lutostawski's that were certain
84 I served as translator for these courses, organ- to generate long and interesting answers.

ized by the 1scm-Polish Section, in Kazimierz 86 Stucky, Steven, “Change and Constancy: The
Dolny, Poland, in the first two weeks of September  Essential Lutostawski.” In Skowron, Zbigniew (ed.).
1986. For other cautious statements about the Lutostawski Studies, Oxford and New York, Oxford
future of electroacoustic music, see Kaczynski, University Press, 2001. First version read at a
1972/1995, op. cit., 173-74. Lutostawski symposium in Warsaw, June 1997

85 The lecture was recorded, though the recording
appears to have been lost and it remains unpub-
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The sound plane exists as a whole, as a unit in pitch-time space. The temporal
outline of a work is based on the juxtaposition of simultaneous and successive
planes; it realizes a new, spatial concept that might be compared to various
techniques of layering introduced earlier, but that differs from them in many
ways. In the notion of the sound plane, the opposition of the horizontal mel-
ody-polyphony and the vertical harmony is subsumed by a new, two-dimen-
sional construct. My examination of Lutostawski’s debt to Pierre Schaefter
and other composers of the French musique concrete casts a new light on the
genesis of his avant-garde compositional technique, though much research
remains to be done on the music of Lutostawski in particular and on postwar,
avant-garde music in general.
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Witold Lutostawski - An Algorithmic
Music Composer?

STANISEAW Krurowicz and KAROL LIPINSKI
Academy of Music, Wroctaw

Introduction
Many elements of Witold Lutostawski’s musical language comprise a scheme,
which displays the characteristics of a formal system. If a model for such a
system is precise enough, there is a temptation to find an algorithm realizing
the composer’s ideas that could be used in a real musical context. Once a proper
algorithm is found, the computer program realizing it can be written.

Two elements of the composer’s language have been chosen to be modelled
here as formal systems: his distinctive harmony of 12-tone chord-aggregates,
and his equally distinctive technique of creating melodies by pairing intervals.
A formal model has been developed for each of them. Computer programs
implementing such algorithms are shown and have been applied in order to
generate several excerpts from Lutostawski’s music. Their usefulness and effect-
iveness in testing various possible outcomes of the composer’s compositional
goals will be emphasized.

Although there is no evidence that Lutostawski ever used a computer for
composition, it seems that he anticipated its application in music. Designing
and using an algorithm in music does not necessarily mean that it has to be
realized by a computer. So, the question posed in the title seems to be a valid
one.

The term “algorithmic music” is used here to indicate music that is partly
or entirely composed according to some a priori fixed method, today usually
with help of a computer. This set of rules is called an algorithm. If the set of
rules imposed by a composer can be implemented by a finite number of steps,
the computer program can be written realizing them. Such was the earliest
use of computers in music, prior to using them for sound transformation and
synthesis.

Probably the earliest musical algorithm (Fig.1) was given by Guido d'Arezzo
(1026).! The algorithm composes diatonic tunes to the given text. Against the
1 D’Arezzo, Guido. Micrologus. Ed. Ambrosio M.

Amelli. Rome, Desclee, Lefebre et S.Edit. Pont,
1904.
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Figure 1: Diagram for Guido d’Arezzo’s algorithm.,

n——j

* Read first ASCII
Get ASCIl codes codle for a vowel
of Latin vowels ¥
F 3
Create list of ? E“f%? 'pasﬂnsﬁg “
itthes assigned list assigned to a
each vowel vowel
Read in text Append to
* notelist
| Read first character l Y

. |Read next ASCII
% ; 3 code for a vowel

Convertto ASCII
YES
- 4—-———}

y
Append fo list NO
of vowels *

> YES
' .L Y
Play the note list

Read next character

NO

End of vowels?

HO
End of text? > ——jw

YES

Figure 2: Flowchart for Guido d’Arezzo’s algorithm.
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two-octave wide diatonic scale, which was the standard compass for vocal
music of his time, he placed three iterations of the sequence of vowels used in
Latin: a, e, i, o, u:

Then, the vowels from the text to be used are extracted and one of the cor-
responding pitches shown in the above diagram is randomly assigned to each
vowel. Since this method supplies three choices for each vowel (four for the
vowel a), the algorithm yields multiple solutions for any given text. There are
roughly 3n possible plainchant melodies, where n denotes number of vowels
in the text. Thus, the number of possible melodies grows explosively for longer
texts. The composer can select the one that most suits his/her aesthetic prefer-
ences. It is interesting to notice that this algorithm makes use of the basic prob-
ability calculus. The flowchart of Guido algorithm is shown in Fig. 2.

In the twentieth century, composers of computerized algorithmic music have
adopted many different models for shaping their compositions, including mod-
els taken from various scientific disciplines. The oldest and the most commonly
used tools for the pre-compositional decisions are those belonging to math-
ematics (and it is well known that Lutostawski studied mathematics to a rela-
tively advanced level, in parallel with the beginning of his studies at the Warsaw
Conservatory of Music). Geometry has been used in polyphony for isometric
transformations of melodic line such as inversion, retrograde and inversion
of retrograde, algebra for numerical operations on notes represented by num-
bers and combinatorics for rearrangement of music structures. Applications of
probability calculus, particularly continuous and stochastic processes, are fairly
recent ones. There have also been many implementations of models derived
from natural sciences and formal linguistics. The source of algorithms used in
music could be roughly categorized as follows:

« Mathematics « Natural Sciences

STANISLAW KRUPOWICY -

Geometry Chaos theory
Algebra Fractals
Probability calculus Cellular automata
discrete Genetics
continuous Neural networks

stochastic processes
Combinatorics

Game theory

KAROL LIPINSKI

« Linguistics

Generative grammars

Translation rules
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The history of music provides many examples of composition techniques in
which a finite source material is subject to the combinatorial treatment. The
twentieth century brought, among others, serial techniques, which are perfectly
suitable for algorithmic transformations performed by computers. The same is
true with Lutostawski’s technique of controlled aleatorism.

Both of these techniques were created before computers were introduced to
music, so it seems that some composers anticipated the appearance of comput-
ers in music. There are other elements of music which could be described by
an algorithm and solved by computers, including: density of texture, rhythmic
patterns, tempo changes, articulation, and distribution of dynamics.

Lutostawski’s Algorithms
The algorithms used by Lutostawski are of two types: the combinatorial kind;
and those based on discrete probability calculus. Combinatorial algorithms
can be traced both in his technique for composing certain kinds of melodic
lines, and in his way of designing the harmonic structure. Discrete probability
algorithms manifest themselves in aleatoric sections and heterophonic bundles
of melodic lines. The following chart summarizes the algorithms that could be

found in Lutostawski’s music:

» Combinatorial « Discrete probability calculus

« Melody « Collective ad libitum (controlled

» Harmony aleatorism)

« Complementary sets of pitches « Bundle of individual melodic lines

« Selective octave transfer as a (heterophony, lannis Xenakis:
method of linking the consecutive aborescences)

12-tone chords

Combinatorial Algorithms
"Two examples of using combinatorial algorithms in Lutostawski’s music are pre-
sented below. The first one is used for generating melodic lines, the second for
the generating twelve-tone harmony.

Melody
Constructing melodic lines as a combination of two types of interval-classes
seems to be Lutostawski’s predominant technique for creating melodies in his
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late pieces. He uses pairs of interval-classes interchangeably. 'The flowchart of
such an algorithm is presented below (Fig.3)

This algorithm has been implemented in OpenMusic. The program presented
below (Fig.4) generates a set of melodies based on the 2+5 pairing of interval-
classes (major seconds and minor sevenths paired with perfect fourths and per-
fect fifths), the pairing that Lutostawski used, for example, in the 5th Movement
of his Partita, bars 9-12.2 The snapshot of the program shows the original
melody and one of the instances of melody constructed by the algorithm.

Par of intervals melody

START
4
Create scale of

instument

Getihytmic
stuctue

Select frstnote

Display melody

Read no. ol notes

Read par of
hir/ae Play melody

Draw the firstinterval

!

Make a list of
intan:han?ed intervals
of alengh equal b
no. of notes

!

next _note =
L " previous_note
+nextinterval

1

STOP

no_of_notes =
no_ol_notes-1

Append note to
rnelgdy list

“Figure 3. Interval-class pairing for melodies.
& g

2 Bodman Rae, Charles. The Music of Lutostawski.  translated by Stanistaw Krupowicz. Warsaw, PwN,
London, Faber and Faber Ltd., 1994, 64-65. See 1996, 76-77.
also Muzyka Lutostawskiego by C. Bodman Rae,
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in the Open?Music program.
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It should be noted that every execution of the program generates a different
melody for the given parameters; but each result fulfills the characteristics and
constraints determined by the algorithm.

Although Lutostawski tended to use pairs of interval-classes interchange-
ably, it is possible to wave aside this constraint and to build melodies from two
interval-classes more freely, without the necessity of constant swapping from
one to another. Such a generalization of Lutostawski’s idea has also been tested
here and is shown in the following algorithm (Fig. 5):

Pair ofintervals melody

F'y ’
Caloulate intervals
between adjacent
i notes
Create scale of
instument

4

Set no_of_notas

r

Sel parr of
intervals

J, Get ythmic

stucture
Create inversions of
pair of intervals

) 4 i
Create list intervals r?,'gfm
of pair of intervals and

ther inversions

[ cateree-
varlste routng

y

Play melody

Create list of andomly
selected notes from

scale of instumentot  |-¥
the length no_of notes

4

Figure 5: Melodic interval-class pairing

with any order of interval-classes.

The computer program realizing this algorithm makes use of the OpenMusic
cree-varliste routine, which is an example of heuristic programming. The
program finds a solution by trial and error within imposed constraints. Again,

STANISLAW KRUPOWICYZ - KAROL LIPINSKI | ACADEMY OF MUSIC, WROCLAW

145



every run of the program creates a different instance of a melody built exclu-
sively of the given interval-class pair. The snapshot of the program is given
below (Fig.6):

rhythmic structure

5500 |[san0 |
L(? ((15//8(331.023.03)) (15//8(3.0 126 1 2)) (15//8 (2.0 1.0 12)) (15//8(32.01 3.0 1.0 2 3.0)) )) ] [
5 number of notes
tempo of a quarter-note ¢ e e
252
i pitches to select from
[
‘e
Bl Sl BB & O 15p
sat
% ©
v O+
[ v e v L ©
1% £ 5. [ 73 (") [
et
A T T
% ¢ ) N <
¥ =252
£ T - ot L R

Figure 6. Melodic interval-class pairing in any order,
using the OpenMusic program.

Harmony
Harmony of 12-tone chords is one of the most innovative inventions of

Lutostawski’s compositional technique. He defined several types of such chords:

+ Defined by number of intervals between the adjacent notes.
elementary: 1 interval; there are only 2 such chords (interval-classes 1 or 5)

simple : 2 intervals; there are only 15 such chords
complex: 3 or more intervals; there are many such chords

» Chord-aggregates: different component chords of fixed amount of notes

separated by fixed set of intervals.
if the component chords are 4-tone chords then there are 2 separating

intervals
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if the component chords are 3-tone chords then there are 3 separating
intervals

if the component chords are 6-tone chords then there is 1 separating
interval

Chords-aggregates (or chord ‘complexes’) made up of 4-tone chords are the
most commonly used, so this type of harmony will be discussed here. Fig. 7
presents the computer program, which is able to generate all 12-tone chord-
aggregates, composed of the 4-tone component chords as proposed by Charles
Bodman Rae:?

a=1 b=2 c=3 d=4 e=5 f=6 g=7 h=8 i=9 k=10

q
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i
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i
il
i
il
‘
s

TCLLLL CLLOLC [y TLLWe & LLLnLh PP dLLLLn

"Figure 7: Four-tone components of Lutostawski’s chord-aggregates.

The algorithm creates and counts all 3-element variations with repetitions
from the set of ten component 4-tone chords labelled a, b, ¢, d, e, f, g h, j,

k. There are 103=1000 such variations. Then it creates and counts all 2-ele-
ment variations with repetitions from the set of twelve intervals o, 1, 2, 3, 4,

5, 6, 7, 8, 9, 10, 11. There are 122=144 such variations. Since three component
chords can be separated by two intervals (measured from their roots), we get
1000*144=144,000 chord-aggregates. To obtain all possible chords built this
way, one has to take a Cartesian product of set of all 3-element variations with
repetitions of the set of component chords and the set of 2-element variations
with repetitions of intervals. Not all of them are ‘true’ 12-tone chords since
some of the pitches are duplicated. In the next step, the algorithm filters them
out, so that we are left only with 12-tone chord-aggregates that do not contain
any pitch duplications. Once this was done only 212 of the 144,000 12-tone
chords-aggregates remained. The flowchart of the this algorithm is shown
below (Fig. 8):

3 ibid,, p. 54.
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TFigure 8. Algorithm for constructing all 12-tone chord-aggregates
built of three 4-tone chords.

The snapshot of the program written in OpenMusic in order to realize this
algorithm is shown below (Fig.9). All 12-tone chord-aggregates are printed
both in music notation and with the letter codes introduced by Bodman Rae.
Obviously, both output windows in the snapshot are too small to show all of
them, but in the ‘real’ world (i.e. when the program is executed) they can be

scrolled up and down, so all results can be examined.
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Figure 9. Algorithm for chord-aggregate harmony,

programmed in OpenMusic.

The program can also be used to demonstrate the sequences of 12-tone chord-
aggregates embedded in various pieces by Lutostawski. One can take as an
example the opening sequence of Lutostawski’s Mi-Parti (1975-1976) as shown

below in Figure 10:
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Mi-Parti, opening strings, Fig 1-8
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Figure 10: Mi-Parti, opening string harmony in Figures 1-8
(generated by the OpenMusic program).

Conclusions
The algorithms and programs presented here show that significant elements
of Lutostawski’s compositional technique can be “algorithmized” and there-
fore computerized. An additional bonus of such programs is that they make it
quicker and easier to perform analytical procedures that would otherwise be
time-consuming and even somewhat tedious. Once the suitable program has
been developed, it can serve not only to mimic particular melodic or harmonic
solutions preferred by Lutostawski, but it can also be helpful in exploring other
possibilities embedded in Lutoslawski’s musical language.

For a composer who would like to adopt some elements of Lutostawski’s
technique, the fundamental questions are: how idiomatic is it; and, does it
imply a unique style? My own experience as a composer suggests the negative
answer to these questions. Despite using some of Lutostawski’s technical ideas
in my own music, it seems to me that my music does not evoke any stylistic
associations with the music of Lutostawski. This would mean that his compos-
itional technique is essentially neutral with regard to the stylistic character of
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the resulting music, and that it could be applied in different ways to produce
different and stylistically personal results.

The algorithms presented here represent just the beginning of the computer-
aided analysis of Lutostawski’s musical language. Further research needs to be
done and no doubt will be done. The time has come for us to move beyond the
nineteenth-century paradigms of music analysis and to revive the more object-
ive methods of analysis that prevailed in earlier times. Paradoxically, computers
can be of the utmost importance for this process. =
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Strategies of Instrumentation and
Orchestration in Lutostawski’s

Cello Concerto

CHRIS PAUL HARMAN

Schulich School of Music, McGill University

Abstract

This paper considers various implications of
Lutostawski’s approach to instrumentation and or-

chestration in the CelloConcerto (1970). Despite the
absence of extended techniques frequently associated
with the music of the 1960s avant-garde, Lutostawski
succeeds nonetheless in creating a distinctive sound

world through normative performance idioms, and
by carefully planning the temporal deployment of

instrument’s prevalence throughout the work demon-
strates striking deviations from historical norms in the
composer’s treatment of different instrumental groups.
By extension, specific correlations between instrumen-
tation, gesture and pitch content serve to elucidate the
world’s form at all levels.Discussion of real or perceived
extra-musical content in Witold Lutostawski’s Cello
Concerto has preoccupied real composers, performers,

CHRIS PAUL HARMAN

individual instruments or groups of instruments. The
author’s collection of chronometric measures for each

music theorists and musicologists alike since the work’s

premiere in 1970.!

Denying the existence of explicit extra-musical narrative, the composer none-

theless acknowledged abstract borrowings from other art forms, particularly

the theatre, and freely spoke of the relationship between soloist and orchestra as

»9

“one of conflict.

For his first concertante work, Lutostawski maintained many aspects of the

characteristic approach to instrumentation and orchestration already present

in the purely orchestral works from the 1960s. To this end, one may speak, in

non-programmatic terms, of a conflict borne out in the Cello Concerto by the

1 Lutostawski, Witold. Concerto for Cello and Or-
chestra. London, J. & W. Chester, 1971. Premiered
in 1970 by Mstislav Rostropovich (the dedicatee),
with the Bournemouth Symphony Orchestra con-
ducted by Edward Downes.

2 Kaczynski, Tadeusz (trans. Yolanda May).
Conversations with Witold Lutosfawski, London,
Chester Music, 1984, 60. Lutoslawski discouraged
far-reaching extra-musical interpretations of his
music in general, and in this interview, reprimands
his interlocutor for purportedly conceiving of the
Cello Concerto as if it were “an illustration to some
bizarre spectacle.” (ibid. 63-64) Chief among those
prone to such interpretations, Mstislav Rostrop-
ovich, the work’s dedicatee, inferred “significant

MCGILL UNIVERSITY

allusions to the personal conflict [of the type] he
[Rostropovich] had long experienced with Soviet
institutions,” and an “unequal struggle, of the
individual against the collective” (see Bodman
Rae, The Music of Lutostawski, Omnibus Press,
Third Edition, 1999, 119 and 122). Recent scholar-
ship, mindful of the composer’s predilections,

has pursued a more conciliatory strategy, as in
Nicholas Reyland’s discussion of akcje (action, or
musical plot), linking extra-musical metaphors and
signs to the listener’s psychological understanding
of musical form in “Notes on the Construction of
Lutostawski’s Conception of Musical Plot,” Witold
Lutostawski Studies, vol, 2: 9-25, 2008).
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soloists and the orchestra’s contrasting short- and long-term goals and types of
activity. Paradoxically perhaps, I will argue that this conflict actually enhances
the composer’s legerdemain in marshaling the resources of his instrumentation,
and in using orchestration to define musical form in ways that often escape the
listener’s notice.

For an avant-garde composer of the late-20th century, Lutostawski’s treat-
ment of performance idiom, as a factor of instrumentation, is notable for the
absence of so-called “extended techniques.” Indeed, the particular modes of
instrumental performance called upon in the Cello Concerto - flageolet, glis-
sando and sul ponticello in the strings, fluttertongue in the winds - were already
well-established in orchestral writing by the beginning of the 20th century.
Unusual or atypical instruments are similarly absent: the required woodwind
doublings, for example (piccolo, bass clarinet and contrabassoon) are modest,
even by late-19th century standards. Lutostawski’s battery of pitched- and non-
pitched percussion, though diverse, is likewise economical when compared
with the requirements of composers from the 1960s and 1970s such as Krzysztof
Penderecki (b. 1933), or earlier composers such as Edgard Varése (1883-1965).

What then, are the defining characteristics of Lutostawski’s approach to
instrumentation and orchestration in the Cello Concerto? The answer may
depend in part on how we define these terms.

Historical treatises have sometimes referenced instrumentation and orches-
tration interchangeably. Here, I will differentiate in the following way: instru-
mentation may refer to the collection of instruments in a given work, or the
manner in which they are used individually, i.e., their performance idiom;
orchestration will refer to the specific temporal deployment of instruments
which, at the local level, affects timbre and texture, and, at the global level,
affects form. Orchestral music from the late-Classical period onward propagates
a stereotyped hierarchy of instrumental groups, exemplified by their prevalence
and importance of function. A representative description of this hierarchy
may be found in the following excerpt from Kent Kennan’s The Technique of
Orchestration, first published in 1950.3

The strings are sometimes spoken of as “the backbone of the orchestra”
..since the early days of the orchestra, [they] have been called on to carry the

3 Kennan, Kent Wheeler. The Technique of Orches-
tration, Second Edition, Englewood Cliffs, New
Jersey, Prentice-Hall, Inc., 1970, pp. 32-33.
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greatest burden of the playing. That is, if the number of measures played by the
woodwind, brass, and string sections in a large number of scores were counted,
in most works the strings would be found to play the greatest number of meas-
ures, with the woodwind section ranking second and the brass third.

To verify whether or not Lutostawski’s orchestration in the Cello Concerto
adheres to this model, I first set out to rank the prevalence of the orchestra’s
different instrumental groups. Bar-counting was rendered impracticable by the
predominance of unmetred sections, for which the composer does not always
prescribe absolute durations. As an alternative methodology, by consulting
a recent recording, I drew chronometric measures of section lengths, and sub-
sequently determined the quantitative prevalence of each instrument or groups
of instruments therein. Table 1 (p. 162-163), Prevalence of Instruments
in Lutostawskis Cello Concerto, shows the resultant data.

The first part of the list treats the woodwinds, brass, percussion, and strings
each as a composite group, while the second part of the list provides information
for all of the different instruments within each group. Each chronometric num-
ber corresponds to the duration of a given section as determined by the score’s
Rehearsal Numbers and represents the absolute time that an instrument or
group of instruments is active. Values of only one second typically reflect a short
punctuation or brief ornamental figure at the outset of, or within a section.

These data, at first glance, would seem to both confirm and contradict
Kennan’s hierarchy. Not surprisingly, the solo cello occupies a place of promin-
ence throughout. Among the orchestral groups, strings are clearly shown to be
the most active, in terms of number of sections, and in terms of total chrono-
metric time. Percussion instruments, not mentioned in Kennan’s description,
rank second based on chronometric time, but are almost commensurate with
the strings in the number of sections in which they appear. Brass instruments
contribute to a relatively modest number of sections, but rank third by their
chronometric prevalence, whereas woodwinds, ranking fourth, receive a
smaller measure of total chronometric time, but participate in a larger number
of sections.

Despite the differences in total chronometric measure for each instrumental
group, it is remarkable to note how infrequently the various members of the

4 Warsaw Philharmonic Symphony Orchestra,
Rafat Kwiatkowski; cello, Antoni Wit; conductor,
DUX 0499, 2005.
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orchestra actually play. For example, strings, the most prevalent group with
8:20 of activity, are present for less than one-third of the work’s total duration
(25:20). Much of the strings’ writing is pizzicato, thereby reducing their cumu-
lative “weight” within the orchestral texture. Woodwinds, the least prominent
group overall with 4:03 of activity, are present for less than one-sixth of the
work’s total duration. Several individual instruments are especially scarce: pic-
colo (0:24), contrabassoon (0:03), whip (0:01), woodblocks (0:02) and tam-
bourine (0:02).

Such a finding helps to account for the relative transparency of Lutostawski’s
scoring throughout much of the work. Additionally, the preponderance of small
chronometric measures — those of a few seconds or less — illustrate the com-
poser’s privileging of aphoristic musical comments from the orchestra, reserv-
ing much of the continuous musical activity for the soloist. In longer sections,
Lutoslawski frequently uses layers of rapidly moving instrumental lines to
create an illusion of sustain, postponing any type of real sostenuto playing until
the work’s second half. In this way, the listener does not likely tire of individual
instrumental sonorities, as each new entry carries with it a renewed freshness
and focus of sound.

In conjunction with a strategic rethinking of the instrumental hierarchy,
one significant aspect of Lutostawski’s orchestration in the Cello Concerto
involves the specific temporal deployment of its instrumentation, particularly
by forestalling the first appearance of each instrument or instrument group, and
by confining certain instruments or instrument groups to specific sections or
movements. As regards form, the concerto divides into four major parts, akin
to movements played without break: an introduction; a cycle of four episodes,

a cantilena, and a finale with coda. The work’s introduction, for unaccompanied
solo cello, lasts more than four minutes. From the purview of orchestration,
this introduction establishes what might be considered a baseline timbre, with
which the listener may compare or contrast the timbres of subsequent instru-
mental entries. Such a connection for the listener must undoubtedly occur with
the trumpets’ first entry at Rehearsal Number 1 (#1), which not only interrupts
the musical flow, but also presents an opposition of timbre, marking the begin-
ning of a lengthy process by which the composer slowly reveals his gamut of
instrumental sonorities.

Throughout the ensuing four episodes (second movement), Lutostawski
introduces, almost by accretion, the instruments of the woodwind choir,

158 STRATEGIES OF INSTRUMENTATION AND ORCHESTRATION
IN LUTOSEAWSKI'S CELLO CONCERTO



strings (pizzicato), mallet percussion and keyboards, as shown in the Table 2
(p. 164-165), First Entries of Orchestral Instruments or Characteristic Modes of
Performance

Modes of Performance. The first episode, beginning at # 10, illustrates this
progress, and also demonstrates the composer’s characteristic use of “false” or
“tentative” starts as a means of building toward continuous motion or activity.
Each episode is preceded and followed by an intrusive brass fanfare, first involv-
ing three trumpets, then expanding to include trombones. Moments of formal
articulation within each episode occur with the sudden appearance of a large
body of instruments, as in the string aleatory at #17, and with the subsequent
aleatory of skin percussion, contrasting with the strings in the manner of
a textural ‘Klangfarbenmelodie at #18.

‘The work’s cantilena (third movement) presents orchestral strings in their
first instance of arco playing, and first instance of continuous, lyrical activ-
ity. Initially, the texture accrues instrument by instrument (four solo double
basses), then by instrumental sections (the remaining double basses, cello,
viola, violin 11 and violin 1). The finale conspicuously introduces several
previously unheard instruments: horns, tuba and pitched (unmuted) timpani.
With most of the work’s instrumentation now present, the composer turns the
listener’s attention toward first appearances of distinctive gestures or modes of
playing. Notably, various types of glissando manifest in the orchestral strings,
timpani and trombone, forceful cluster chords in the piano punctuate the
beginnings of several sections, and in the woodwind and brass, fluttertongue
technique embellishes a number of grotesque sustained chords. Meanwhile,
several wind and percussion instruments continue to make their first appear-
ances including piccolo 11 and 111 whip, wood blocks, tam-tam, and finally, the
contrabassoon less than 30 seconds before the work’s close.

In each of the first three movements, Lutostawski achieves formal intelligibil-
ity, in part, by assigning limited or circumscribed roles to the orchestral instru-
ments, often associated with characteristic pitch material, as shown in Table 3
(p. 166-167), Contributions of Individual Instruments or Instrumental Groups
within each Movement.

The entire orchestra, as mentioned previously, remains silent during the
introduction. Throughout the four episodes, pizzicato strings are relegated to
the punctuation of single notes or chords; woodwinds play a more active role,
contributing legato arpeggios and oscillating figures, outlining semitone and
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thirds-based harmonies. Trumpets and trombones impinge on the proceedings
with their abrasive fanfares, emphasizing a dissonant harmony devoid of thirds.
The cantilena once again dispenses with woodwinds, brass and percussion at its
outset, serving to unify the soloist and strings through their timbre and shared
sostenuto mode of playing. Here, the soloist delivers a long lyrical line built
from interval class pairings 2+3, 2+5 and 1+2, while the accompanying strings
unfold a succession of semitone-based cluster harmonies, presented in variable
open and close voicing in different registers.

A brief interruption at # 75 finds the celesta, harp and piano slowly and
gently intoning the pitch classes of a “consonant” twelve-note chord in three
contrasting layers of pulse, against a backdrop of quiet pedal tones in the flutes
and clarinets.

Throughout the work, the solo cello is afforded, by contrast, a diversified
vocabulary of musical gestures and modes of playing, particularly in the intro-
duction, the four episodes, and in the finale. Even in the absence of extended
techniques, the soloist freely navigates plucked and bowed passages, contrasting
staccato and legato articulations, reiterative articulations (tremolo, ricochet),
artificial harmonics and glissando. Quarter-tones provide a means of intensify-
ing the chromatic quality of selected scalar and melodic figures and ornamen-
tations in the introduction and finale. Moments of restraint are the exception
rather than the rule, as in the cantilena, when the solo cello is limited to arco
playing as part of its lyrical recitative.

Clear precedents for Lutostawski’s strategies in the Cello Concerto may be
found in his major orchestral works from the 1960s. Like the Cello Concerto,
the Second Symphony (1965-1967) suppresses the orchestral strings in the
worls first half, and tentatively explores different fixed combinations of brass,
woodwind and percussion instruments throughout seven episodes, each separ-
ated by double-reed based refrains, analogous to the Cello Concerto’s brass
interruptions.

Unlike the later concerto, the Second Symphony - undoubtedly one of the
composer’s landmark compositions — met with a mixed critical reception.
Composer and Lutoslawski scholar Steven Stucky acknowledges the work as
“a brilliant achievement,” with the caveat that “it seems, in retrospect, too long,
5 Stucky, Steven. Lutostawski and his music, Cam-

bridge [Eng.]; New York, Cambridge University
Press, 1981, 165.
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because the proportion of hesitant to direct expression seems miscalculated.”
In the absence of an autonomous and active solo part, listeners likely become
aware of the composer’s structural apportioning of instrument groups, and
prolonged absence of orchestral strings. On the other hand, the continuous
presence of a solo string instrument in the Cello Concerto may serve to distract
the listener, making him/her less aware of such organizational processes, and
thereby reinforcing the element of surprise, much as a magician uses “smoke
and mirrors” to conceal a “sleight of hand.”

Lutostawski revisited the idea of forestalling instrumental group entries on
a large scale one further time with the orchestral work Mi-Parti (1976). In this
instance, the composer privileges muted strings and woodwinds in the work’s
opening sections, delaying the first appearance of brass until the work’s first
main climax, approximately five minutes into its fifteen-minute structure. With
the completion of Novelette (1979), Lutostawski adopted a much more liberal
approach to the temporal deployment of his instrumentation, beginning as
he would in many later works such as the Symphony No. 3 (1973-1983) — with
an orchestral tutti, followed shortly thereafter with a free interplay of diverse
instrumental timbres.

In summary, Lutostawski’s approach to orchestration in the Cello Concerto
may be seen as the apotheosis of an austere approach to the marshaling of
instrumental resources in a large scale form. The austerity of such an approach
proves a natural complement to the composer’s solutions for problems per-
taining to other musical parameters, such as the bipartite or end-accented
treatment of form, the exclusive pairing of interval classes to generate linear or
vertical pitch material, or the contrasting of a battuta and ad libitum sections
for qualitative change in musical expressivity through rhythm. As finite as these
technical solutions may appear to be, in Lutostawski’s masterly hands, they are
nonetheless shown to be capable of producing, in the minds of listeners, an
infinite world of real and perceived extra-musical possibilities. =
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Neoclassicism in Lutostawski’s
Double Concerto

TayLor BROOK
Columbia University

Abstract

'This paper looks at the influence of Baroque and
Classical music on Lutostawski’s Double Concerto

for oboe and harp. It is argued that while the surface
elements of the music do not suggest a Neoclassical
Classical composition, the Double Concerto is quintes-
sentially Classical in its formal principles, textural

makeup, and structural design. Lutostawski’s approach
to Classical and Baroque influences is compared

with those of Schoenberg and Stravinsky, showing
Lutostawski’s individual compositional method through
his utilization of different polyphonic and ritornello
procedures throughout the Double Concerto.

In 1997 Steven Stucky identified “Neo-classic and Baroque allusions” as the
first and most prominent link connecting Witold Lutostawski’s early and

late works, including the obvious and often commented about Concerto for
Orchestra (1954), and “not easily dismissed... the concerto-gross-like-layout
of the first movement of the Double Concerto.”! Indeed, Lutostawski’s Double
Concerto for oboe, harp and chamber orchestra (1980)? exhibits many fea-
tures of Neoclassicism, in the sense associated with Igor Stravinsky and Béla
Bartdk, but also, and notably so, with Arnold Schoenberg.? This broad concept
of Neoclassicism is expressed through the lighter textures, triadic and quasi-
tonal use of pitch, and the rhythmic language and well-defined phrase struc-
tures found throughout the Double Concerto. Lutostawski’s Neoclassicism

is at once overt — in the use of Baroque structures and the concerto grosso
instrumental form - and subtle, as revealed by the prevalence of triadic pitch
structures within a twelve-tone system and imitative polyphonic textures.
Stephen Stucky commented about the Baroque formal elements in the Double
Concerto, pointing out, for instance, that its “three movements are to a great
extent independent from each other, lending a Baroque quality to the piece,™
but the work’s less obvious harmonic and textural aspects of Neoclassicism

1 Stucky, Steven. “Change and Constancy: The Es-
sential Lutostawski” In Lutostawski Studies, edited
by Zbigniew Skowron, Oxford, Oxford University
Press, 2001, 139-140.

2 Lutoslawski, Witold. Double Concerto for Oboe,
Harp, and Chamber Orchestra. London, Chester
Music, 1980. Commissioned by Paul Sacher for
oboist Hans Holliger and harpist Ursula Holliger

TAYLOR BROOK { COLUMBIA UNIVERSITY

(his wife), who premiered the work on 24 August
1980 at the Lucerne Festival in Switzerland, with
Collegium Musicum conducted by Sacher.

3 Arnold Whittall, “Neo-classicism” in Grove
Music Online. Oxford Music Online, hitp://www.
oxfordmusiconline.com/subscriber/article/grove/
music/19723 (accessed December 4, 2009).

4 Stucky, 2001, op. cit., 180.
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may be added to this premise. In this study, I argue that connections with

the Baroque permeate the Double Concerto and that the work constantly
references and toys with the Classical and Baroque traditions. The referential
elements are found not only on the surface level of the music, but rather, like
the Neoclassicism of the Second Viennese School,’ they are often embedded in
the structure and combined with new techniques that distance them sonically
from their origins.

The Double Concerto was composed over a ten-year period (1970-80),
resulting in a work that contains elements from Lutostawski’s middle and late
styles. The Concerto is the first composition that marks a turn away “from the
single-span, end-weighted formal architecture” of works like the Concerto for
Orchestra and the “shift towards multi-movement, free-form structures” that
“owes something to the Baroque suite, or the early Classical symphonies of
Haydn.”® The concerto consists of three movements: Rapsodico, Dolente, and
Marciale e grotesco. As in many other Lutostawski’s works, such as the String
Quartet (1964) and the Third Symphony (1973-1983), the movements are not
separated by a silence but are instead performed atfacca. This continuous multi-
movement form is not found in the Baroque or Classical repertoire; however,
the affectation and textures that separate the movements and their subsections
are clearly articulated, a feature seldom found in Lutostawski’s earlier works.
The instrumentation of oboe and harp soloists accompanied by an orchestra of
twelve strings and two percussionists, while reflecting the conditions of Paul
Sacher’s commission of the work for Hans and Ursula Holliger and his own
Collegium Musicum, also references the Baroque concerto grosso.” Composers
such as Arcangelo Corelli (1653-1713) used a similar instrumental arrangement
of a concertino group (often two violins) with string orchestra, which resembles
the instrumentation of Lutostawski’s Double Concerto.

The connection to the concerto grosso is not limited to instrumentation; it
is also evident in the way the instruments interact. The concerto grosso form is
defined by the use of ritornello passages alternating between the soloists and
the orchestra, a technique that Lutostawski uses throughout the Concerto,
alternating quasi-aleatoric duos between the two soloists with orchestral
interludes. Ritornello structures occur in the first movement from the first

5 Whittall. op. cit. Oxford Music Online, http://www.oxfordmusicon-
6 Stucky, 2001, op. cit., 185 line.com/subscriber/article/grove/music/06254
7 “Concerto grosso.” In Grove Music Online. (accessed December 8, 2009).
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measure through to Rehearsal Number 17, and again at Numbers 24 and 25; in
the second movement from Rehearsal Number 26 to 46; and in the third move-
ment from Rehearsal Number 78 to 84. Furthermore, in the third movement,
Lutostawski expands the idea of ritornello by alternating subgroups of instru-
ments rather than repeating the standard opposition of the soloist(s) versus the
orchestra. From the opening of the third movement the oboe plays as soloist
with orchestral accompaniment until Rehearsal Number 60, when the oboe
rests and the harp plays with the orchestra from Rehearsal Number 60 to 69.
The procedure then intensifies as the harp and oboe alternate with greater fre-
quency from Number 69 to 74, at which point the solo instruments finally play
together. This intensification of the alternation of instrumental subgroups takes
the ritornello to its logical extreme, into a realm beyond the Baroque repertoire.
However, because Lutostawski relies on the original Baroque technique as

a point of reference, this extension of the ritornello form remains in the broadly
outlined sphere of Neoclassicism.

In the Double Concerto, Lutostawski organizes pitch by twelve-note chords
and complementary subgroups of twelve-note aggregates.® The work also
contains two twelve-tone rows, which are implemented in a single section, to
serve specific functions; they do not permeate the work in the way a row does
in serialist compositions. Using this approach to pitch, which the composer
explored in a number of previous works starting with Musique funébre (1958),
Lutostawski carves out particular subgroups of the chromatic spectrum that
contain possibilities for making references to tonality and diatonicism.

Admittedly, not every pitch structure references Neoclassical tonality. For
example, the opening section of the work features frenzied movement in
an aggressive twelve-note chord string tutti. The use of pitch in this open-
ing section, and in many other sections, does not reference Neoclassicism;
however, the texture, which will be discussed further on, as well as the afore-
mentioned placement of the sections in a ritornello form, allow for sections
such as the opening to cohere with the work’s overall Neoclassical/Classical

underpinnings.

8§ For an in-depth analysis of 12-tone chords and punkt” Studien zum Gesamtwerk unter Einbezie-
pitch organization in Lutostawski’s music including  hung der Skizzen. Cologne, Bela Verlag, 1995. The
many examples frem the Double Concerto see Double Concerto is discussed specifically on pp.

Homma, Martina, Witold Lutostawski. Zwolfton- 128, 308-310, 496, 516-17, and 578, in addition to
harmonik- Formbilduung - “aleatorischer Kontra-  other references.
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Figure 1: The prime row form from the first movement of the Double Concerto.

A strong preference for triads becomes apparent in an analysis of the pitch
structures. The anatomy of the first twelve-tone row, which exhibits sym-
metrical triadic content, is shown in Figure 1. Although the second half of the
row is not the exact retrograde of the first half, the contour of the two halves
contain this relationship: three ascending intervals followed by two descending
intervals versus two ascending intervals followed by three descending inter-
vals. Furthermore, the arrangement of the triads in the row is also symmetrical
around the middle of the row.

The implementation of this twelve-tone row occurs in the first movement
from Rehearsal Number 17 until two bars after Number 21. This section of the
work, marked Zppassionato, begins with a trio between three groups of strings:
the first three violins, violins four to seven, and the first two violas. The legato
string trio plays through several of the row forms, shown in order in Figure 2,
creating a hocketing texture. This sustained hocketing texture of the trio allows
for three adjoining pitches of the row to sound simultaneously at any moment,
thus exposing the triadic structure of the row harmonically. This utilization of
the row as a means of generating a consistency of harmony and interval con-
tent was also explored by Lutostawski in Musique funébre, where the composer
developed a row to avoid triads and tonal centres rather than create them. This
method of embedding tonal possibilities within the interval structure of
a twelve-tone row was first explored by Alban Berg (1885-1935) in his celebrated
Violin Concerto (1935),” which uses a twelve-tone row formed by elided major
and minor triads. Like Berg, Lutostawski evokes an ambiguously tonal har-
monic sense by saturating the music with triads, while simultaneously remain-
ing within the structural framework of a twelve-tone row.

Although the techniques of retrograde and inversion of a melody are
used throughout the entire canon of Western music, it is in the Renaissance
and Baroque periods that these techniques were most common and most

9 Pople, Anthony. Berg: Violin Concerto.
Cambridge, Cambridge University Press, 1991.
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thoroughly explored. The choice of row forms in the Double Concerto displays
a systematic use of the retrograde inversion. For instance, the second row,
occurring in the score after Rehearsal Number go at measure 227 of the third
movement, is manipulated by inversion as well as used in a polyphonic texture.

Measure numbers Permutation
(Rehearsal No. 17)

173 P,
3§ RI,
5-7 P,
7-9 RI,,
9-11 P,
11 - 14 RI,,
14 - 17 P,
17.-21 RI,

125 P,

25-29 RI,

29-32 P,

34 -39 RI,

39 - 45 P

45 - 47 RI,

Figure 2: The implementation of the row from Bodman Rae.!

In Figure 3. This Figure also marks the chromatic segments with brackets as
well as possible subdivisions of the pitches into triads.

Most of the pitch structures found in the Double Concerto are formed by the
coupling of complementary groups of pitch-classes. Nearly all the complementary
structures are realized in the normative fashion as two subgroups, which together
form a twelve-note chord. However, there are a few exceptions to this rule in
the second movement, where ten-note chords are chosen instead. One strand of
complementary pitch structures that runs through the entire work can be found
in the recurring duos between the oboe and harp soloists. The exact pitch struc-
tures of these duos and the rehearsal numbers at which they occur are shown

10 Bodman Rae, Charles, The Music of
Lutostawski. London, Faber and Faber, 1994, 156.
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Figure 3: Complimentary pitch collections in oboe and harp duos shown
with corresponding rehearsal numbers in the second movement
of Lutostawski’s Double Concerto.

The complementary structures found in the duos of the first movement are
comprised of two chromatic segments separated by a larger interval. There is
nothing inherently tonal or Neoclassical about these pitch structures, how-
ever, they do suggest tonal centres by focusing on small segments of the pitch
material. For instance, in the oboe part for the first duo at Rehearsal Number 8,
excluding the first leap from E-flat to B-flat, the first two systems feature move-
ment by interval classes 1 and 2 exclusively, providing pitch centres through
repetition of a single note as well as through sustaining pitches in long fermata
notes. However, further on in the passage, Lutostawski begins to toy with

a quasi-tonal melodic movement. The fourth line, for example, features an overt
tonal centre on E, created by the repeated leaps from B to E and from A to E, as
well as by the use of short melodic cells ending on E, such as B -~ D-sharp - E
and A - A-sharp - B - E.

A less obvious, but no less important, reference to Baroque music contained
in the construction of the ad libitum duo sections lies in the use of register to
create compound melodies. In the third and fourth line of the oboe part from
Rehearsal Number 8, Lutostawski writes a compound melody by alternating
figures in the middle range of the instrument with figures in the upper range of
the instrument. Furthermore, the continuation of this section shows a differ-
ent technique of creating compound melodies, which features movement by
semitones separated by fourths, as demonstrated in Figure 4. The same example
also illustrates Lutostawski’s use of the twelve-tone row appears with its various

174 NEOCLASSICISM IN LUTOSLAWSKI'S DOUBLE CONCERTO



manipulations, such as the retrograde of contour, transposed down by a minor
second. Techniques such as these occur throughout the entire work in the ad

fibitum duo sections, contributing to the overall coherence of the work.

o]

[y,
Figure 4: Excerpts from the ad libitum oboe part in Rehearsal Number 8.

In the orchestral sections of the work, Lutostawski often implements canonic
structures — yet another technique integral to Baroque music. However, his can-
ons are unlike the canons found in the Baroque period because they are a tool
to create sound masses with a certain affect, or a gradual expansion of range.
This technique is similar to the use of canons by Gyérgy Ligeti (1923-2006) in
pieces such as Atmospheres (1961) and Lux Aeterna (1966).1

As mentioned above, the opening of the Double Concerto bears no obvious
relationship to Baroque music. It begins with a flurry of action on a twelve-
note chord with a separate line for each of the twelve strings. The only audible
relationship with tonality can be found in the lowest voices, that of the second
cello and the double bass, oscillating between the notes C and G, which is rem-
iniscent of a C tonality. A stronger relationship with Baroque music exists on a
structural level; the opening section contains two superimposed canons, both
of which begin in the structural middle of the imitative process.'? This quasi-
canonic technique can be found in all of the repeated orchestral sections of the
ritornello portion in the first movement; examples can be found at the opening
of the work, two measures before Rehearsal Numbers 2 and 3.

The second movement begins with three overlapping canons: one canon
played by the first six violins, a second canon played by violin seven through to
the second viola, and a third canon played by the two cellos. All three canons
imitate at the unison; however, they do not all share the same time inter-
val between entries. A dotted eighth rest is used in the first canon, while the

durations of five sixteenths appear in the second and third canons. The pitch

11 Bernard, Jonathon W. “Inaudible Structures,
Inaudible Music: Ligeti’s Problem, and His Solu-
tion.” Music Analysis vol 6, no 3: 207-35, 1987,

12 By “structural middle,” I am suggesting that the
music begins at a middle point in the formal struc-
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ture. In other words, a canonic structure begins
with a single line that is then imitated; however,
Lutostawski’s canon begins at a point where all the
imitative entries have already occurred.
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content for this canonic section is comprised of complementary six-note groups
of stacked thirds, as shown in Figure 5. The first grouping can be found in vio-
lins one through six (the first canon), with the second grouping given to violin
seven through to the contrabass (canons two and three). These pitch structures
reflect the construction of the row; they can be deconstructed into four differ-
ent triads. The first group contains A-flat minor, E-flat major, F diminished,

and C-flat augmented triads, while the second group contains A minor, F-sharp
minor, F-sharp diminished, and D major triads. The implementation of these
pitch structures often highlights their triadic content by arpeggiating the triads,
particularly those of a major or minor sonority. For example, the opening of
the canon at the Rehearsal Number 26 begins with nine beats of an arpeg-
giation of an E-flat major triad. Similarly, the second canon, played by violin
seven through to viola two, is made entirely of an arpeggiated A-minor chord,
while the third canon in the cellos is simply an oscillating major third, sug-
gesting a D-major tonality. Passages featuring canons with similar pitch designs,
although differing in orchestration, occur in the same movement at Rehearsal
Numbers 29 and 33.

==

|

#

Figure 5: Complementary pitch structure at Rehearsal Number 26
in the second movement.

It isn’t until the gargoylian third and final movement, Marciale e grotesco, that
Lutostawski turns to the variant of the Neoclassical style associated with Igor
Stravinsky, particularly in terms of rhythm. The opening of the third movement
features a march melody, part of which is shown in figure 6, played by the oboe.
The march develops in pitch by gradually expanding a chromatic segment. The
melody is given a strong, march-like quality through the use of repeated notes
as well as recurring rhythmic figures in duple meter. The large-scale structure
of the phrases also exhibits Neoclassical tendencies: it features a clear and
regular pulse into which an element of irregularity is inserted, a device often
used by Stravinsky in his Neoclassical works, such as LChistoire du soldat (1918).
This effect is realized by the insertion of a triple-meter measure in the middle
of the predominantly duple-meter passage. The inserted triple-meter bars occur
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two measures after the Rehearsal Number 50, as well as one measure before
Number 51.

Ei‘ Pﬂf‘ﬁr =3 f‘.ﬂ}' eoe = o #
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Figure 6: The march melody introduced by the oboe in the third movement.

The final passage of the Double Concerto suffuses the work with a strong sense
of E major through a final tutti section leading to a resplendent cadential fin-
ish. Here, Lutostawski evokes a dominant function with the note F being set in
opposition to the tonic E, and after a brief back-and-forth between these notes
the music concludes with a cadential progression to an E chord. This overt
appearance of a cadence is surprising as it blatantly displays tonality in
a way only hinted at in the rest of the Double Concerto. The ending embodies,
or perhaps affirms, the playful affect of the work as a whole and may cause the
listener to reinterpret what was heard before in the work as humorous, or even
mischievous.

The Double Concerto extends the ideas of Neoclassicism by elaborating
on Baroque techniques and taking them to extreme, and sometimes unusual,
places. By integrating Baroque techniques in both the structural and surface
level of the music, Lutostawski manipulates and re-contextualizes his musical
material in ways that remove its relationship with its tonal ancestry further than
in the Neoclassical works of the first half of the twentieth century. Overall, the
Double Concerto plays with the Western musical tradition in a manner at once
lighthearted and serious. =
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Centrifugal and Centripetal Forces
in Witold Lutoslawski’s Chain 3

DUNCAN SCHOUTEN
Schulich School of Music, McGill University

Abstract

In the analysis of the music of Witold Lutostawski, two
potential areas of interest include his use of the “chain”
technique and his interest in employing opposing
musical forces. The composer himself made multiple
references to the chain technique, a formal principle
that forgoes clear-cut division between sections in
favour of the use of multiple contrasting layers, the stag-
gered beginnings and endings of which cause them to
overlap like the links of a chain. Multiple analysts have
noted Lutostawski’s frequent use of what they refer to
as “centrifugal” and “centripetal” musical forces - the
former suggesting dis-integration, the latter suggesting

development and integration - as a means of organizing
the work and as a source of musical tension. In her an-
alysis of Chain 1 and Chain 3, Nikolska (2001) acknow-
ledges the chain technique’s potential role in support

of both centrifugal and centripetal musical tendencies,
but stops short of identifying specific examples. The
present analysis of the harmonic, rhythmic, and formal
structures of Chain 3 (1986) studies the piece through
the lens of these centrifugal and centripetal forces,
paying particular attention to the way in which they are
influenced by the chain technique.

Throughout his creative life, Witold Lutostawski (1913-1994) developed what
he referred to as the ‘chain’ technique. By this, he meant a basic formal prin-
ciple that links together segments of a work in superimposed layers. Although
elements of chain-like structures can be traced back as far as the 1950s and the
Musique funébre (1954-1958), his use of the technique culminated in the mid-
1980s in a series of three works: Chain 1 for chamber ensemble (1983); Chain 2,
Dialogue for violin and orchestra (1984-1985); and Chain 3 for orchestra (1986).!
Previous analyses have established Lutostawski’s interest in employing
“centrifugal” and “centripetal” forces in his music.? This is to say that while
one musical process may contribute to a sense of development and integration,
another may - sometimes simultaneously — suggest suspension and disintegra-
tion.? In her analysis of Chain 1 and Chain 3, Nikolska acknowledges the chain

1 Lutostawski, Witold. Chain 2: Dialogute for violin
and orchestra. London: ]. & W. Chester/Edition
Wilhelm Hansen London Ltd., 1985. Chain 3 for or-
chestra. London, J. & W. Chester/Edition Wilhelm
Hansen London Ltd., 1986.

2 Harley, James. “Considerations of Symphonic
Form in the Music of Lutostawski™ In Lutestawski
Studies, edited by Skowron, Zbigniew. New York,
Oxford University Press, 2001, 167; Whittall,
Arnold. “Between Polarity and Synthesis: The
Modernist Paradigm in Lutostawski’s Concertos

DUNCAN SCHOUTEN L MCGILL UNIVERSITY

for Cello and Piano” In Lutostawski Studies, op. cil.,
244-268.

3 Nikolska, Irina. “On the Types of Chain Con-
nections in the Late Music of Lutostawski: Some
Remarks on Chain 1 for Chamber Ensemble and
Chain 3 for Orchestra”. In Lutostawski Studies,

op. cit., 305-323. See also Bodman Rae, Charles.
“Lutostawski’s Sound World: A World of Con-
trasts.” In Lutostawski Studies, edited by Zbigniew
Skowron, 16-35. Oxford: Oxford University Press,
2001.
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technique’s potential role in support of both musical tendencies, but stops
short of identifying specific examples.* In contrast, while the present essay
provides an analytical overview of Chain 3 as a whole, it does so with the addi-
tional goal of exploring the role of centrifugal and centripetal forces within
the work, paying particular attention to the way in which they are influenced
by the chain technique.” Before proceeding, however, we must first briefly
establish the history of the work and further examine the nature of the chain
technique.

Chain 3 is a single movement work, scored for full orchestra with a large
percussion section, with a duration of approximately 11 % minutes. The piece
was written on a commission from the San Francisco Symphony Orchestra, and
was premiered on 10 December 1986, conducted by Lutostawski. As the title
indicates, it is the third incarnation of the same formal idea, described by the
composer in the prefatory notes to the earlier Chain 2 (1984):

The title of [Chain 2] relates to its form. Over the last few years
I have been working on a new type of musical form, which
consists of two structurally independent strands. Sections
within each strand begin and end at different times. This is the
premise on which the term chain was selected.¢

Kathy Ann Russavage summarizes the technique more succinctly, saying:
“constructed of two interwoven layers, a seamless texture is created by the non-
coincidence of sectional divisions of each layer”” In describing his motivation
for creating the chain technique, Lutoslawski states that:

Historically, a musical construction has been made up from a
series of sections, each having a cadence at its end. [ wanted
to break from this convention. So I put forward an alterna-
tive conception of leaving one musical thought for another;
namely, the method of asynchronous superimposition of

4 Nikolska, 2001, op. cit., 305. 2, and Chain 3. MLA. Thesis, Northern Arizona
5 'There is only one current study dedicated University. UMI/Proquest, May 2014.

to interval classes and motivic structure in 6 Lutostawski, 1988, op. cil.

Lutostawski’s Chains by Joseph Jakubowski: 7 Russavage, Kathy Ann. Instrumentation in the

Interval Class Hierarchy and Motive: An Analytical — Works of Witold Lutostawski, D.M.A. Thesis, Uni-
Application to Witold Lutostawski’s Chain 1, Chain  versity of Illinois at Champaign-Urbana, 1088, 34.
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two layers passing on to another section independently. This
device freshens the dramaturgic quality of the musical form.
... This method is conducive to an ambivalent perception of
music; after all, T can initiate a new musical thought against
the background of a different one, carrying - why not? — an
antithetic sense. Suppose you have a dream. You see some-
thing, and suddenly you realize that it is something quite
different.®

Charles Bodman Rae further generalizes, pointing out that:

[Lutostawski’s] prime purpose in exploring and exploiting this
principle has been the search for alternative ways of building
a large-scale form, and to replace conventional structuring in

clear-cut sections.?

Beyond the two earlier members of the Chain series, the technique is also
explicitly explored in a number of the composer’s earlier works, including Mi
Parti (1975-1976), the Double Concerto (1979-1980), and Symphony No. 3 (1981-
1983). A visual representation of this technique, as applied to the introduction
of Chain 3, is shown in Example 1. Having established the context of the work,
we can now more closely examine its musical content.

Despite the work’s relatively short duration, the sketches left by Lutostawski
demonstrate the composer’s rigourous planning of Chain 3. This is not surpris-
ing, as he saw the work’s treatment of many independent musical ideas as com-
parable in intent to large-scale symphonies.’® This also fits with Lutostawski’s
preoccupation, particularly in his later career, with the development and exten-
sion of traditional symphonic forms.!

Analysis reveals that the single movement form of Chain 3 consists of three
sections, each of which contains multiple subsections: the introduction, span-
ning the first twelve Figures,2 exposes the chain; Figures 13-37 make up the

8 Nikolska, 2001, op. cit., 305-306. 12 Other authors use the term “Rehearsal Num-

9 Bodman Rae, Charles. The Music of Lutostawski, ber” for what Schouten calls a “Figure” in the
London, Faber and Faber, 1994, 178. score; they also use the term “Figure” for music

10 Nikolska, 2001, op. cit., 315. examples. Schouten’s preferred use is “Figure” for
11 Harley, 2001, op. cit. 169-193. “Rehearsal Number” and his illustrations are called

“Examples.” [Editors].
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Example 1: Tlustration of the chain technique,
as applied to the introduction of Chain 3.13

middle section; and Figure 37 to the work’s closing comprises the climax, transi-
tion and coda. The complete formal structure is described in Table 1 (p. 196-197).
Lutostawski made no attempt to hide the effects of the chain technique in

the work’s introduction. In fact, he described this section as an “ostentatious

13 Adapted from Evans, Gerald E. “The develop-  Music e~ Art Festival: Contemporary Music Forum
ment and application of the chain technique in the 11, edited by W.E. Lake. Bowling Green State Uni-
recent works of Witold Lutostawski.” In Proceed- versity, 1990, 40.

ings of the Bowling Green State University New

182 CENTRIFUGAL AND CENTRIPETAL FORCES IN WITOLD LUTOSLAWSKI'S CHAIN 3



display”* designed to make the chain readily audible to the listener. In this
section, played mostly ad libitum, or conducted without metre, Lutostawski
presents twelve overlapping ideas, or ‘links’ that he describes as follows:

The layers constituting the sound patterns of my Chain 3 are
in extremely sharp contrast to each other not only in struc-
tural terms, but also in the very nature of their expressiveness,
which is not characteristic of my earlier compositions. In one
passage, for example, violins 1 and xylophone are ‘giggling’;
utterly unexpectedly a cantilena of four cellos appears; while
the latter keep on ‘singing) the former give way to a group of
brass wind instruments ‘grumbling’; and so on.”

From his description, it is evident that Lutostawski intends the work’s introduc-
tion to be highly dis-integrated in nature, suggesting centrifugal rather than
centripetal tendencies. He achieves this by giving distinctive characteristics to
the individual links, thereby creating considerable musical contrast at the points
of sectional overlap. Table 2 (p. 198-199) contains a summary of the material
that comprises each link.

The “Ordered Pitch Classes™6 column shows the order in which the pitch
classes are initially unfolded, while the “Unordered Pitch Classes” column
shows these in their unordered, numerical form. The “Interval Classes” column
shows the most commonly utilized interval classes, although not necessarily in
the order of their frequency. Note that this information is drawn from the entire
duration of each link, and does not imply that all pitch or interval classes can be
heard at once, The indications in the “Tempo” column refer only to its associ-
ated link, and it can be assumed that polytempi relations occur between any
two adjacent links with unique tempi.

Lutostawski employs a number of methods to ensure differentiation between
links. These include dissimilar textures, tempi, registers, and dynamics, as well
as unique melodic, harmonic and rhythmic gestures. For instance, Example 2
illustrates the registral ranges and generalized dynamic characteristics of the
twelve links. While registral overlap is present between many links, one also

14 Evans, 1990, op. cit., 38. denoted by both their traditional letter names and
15 Nikolska, 2001, op. cit., 311-315. integer notation, where C is represented as o, C#
16 In the present analysis, pitch classes are is 1, etc.
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notes areas of rather extreme differences. This is further heightened in the
music by the fact that each link rarely occupies a range of more than a single
octave at any one time. The instrumentation differs greatly between links, and
consists of a variety of small instrumental groupings. The pitch material for
each link is taken from consecutive segments of the chromatic aggregate, and
each link contains a partial complement to the pitch material of the preceding
link. While this approach to pitch organization could be perceived as contrib-
uting to a sense of unity through complementation, the total absence of pitch
invariance between links, combined with the myriad other musical oppositions
that occur, serves only to further distinguish each link.
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Example 2: Registral ranges and typical dynamics of the first
twelve links, Figures 1-12.

Despite the centrifugal nature of the exposition, Lutostawski does not intend for
the individual links to operate wholly autonomously, and takes steps to ensure
that unifying, centripetal forces remain active between the links. For example,
Lutostawski continues his well-established tradition of using a small selection
of interval classes.!” Melodic motion of the semitone and whole tone domin-
ates the exposition, and while other interval classes are used, they are generally
only introduced into a link once its basic character has been already established.

17 Bodman Rae, Charles, 1994, op. cil, 63-65; The Essential Lutostawski”, In Lutostawski Studies,
Stucky, Steven. “Change and Constancy: op. cit., 151-152.
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Lutostawski also allows the links to ‘react’ to each other at the transition from
one link to another. The details of these interactions are summarized in the final
column of Table 2, and will be further discussed as we now look more closely at
the content of the opening chain, starting from the beginning of the work.

The exposition of the chain is preceded by a short flourish in the strings,
winds and percussion that presents a twelve-note chord, although its sub-
structural polychordal layering is obscured by rapid figuration throughout the
orchestra. This sonority settles on pitch D4 in the viola and

Chordal punctuations, ending on low, written out glissandi in the celli.ubular
bells. This flourish gives way at Figure 1 to the first link, played on three flutes.
'This link begins and ends on a unison F-sharp4, and its expressive, cantabile-
like lines form a quasi-canonic

The exposition of the chain is preceded by a short flourish in the strings,
winds and percussion that presents a twelve-note chord, although its sub-
structural polychordal layering is obscured by rapid figuration throughout
the orchestra. This sonority settles on pitch D4 in the viola and tubular bells.
This flourish gives way at Figure 1 to the first link, played on three flutes. This
link begins and ends on a unison F-sharp4, and its expressive, cantabile-like
lines form a quasi-canonic texture. Four solo contrabasses interject midway
through Figure 1 with sustained half notes to form the second link. This also
prompts the first link to begin the expansion of its intervallic material, which
demonstrates one method of interaction between links. Initially, the first link
emphasizes interval classes one and three, but begins to increase its range to
include interval classes two, four and five at the introduction of the second
link.

At Figure 2, three solo violins and xylophone enter to form the third link,
which prompts the contrabasses to quickly drop approximately one octave. This
new link begins on a cluster spanning a minor third from B6 to D7. One pitch
class is assigned to each instrument, which it maintains throughout the link,
although occasional octave displacements do occur. The rhythm in this section
is primarily a series of 32nd notes followed by eighths and quarters. At the tran-
sition to the next link, the texture becomes increasingly pointillistic, and octave
displacements occur with greater frequency.

At Figure 3, three clarinets begin a quasi-canonic link, played mostly in
sixteenth- and 32nd-note patterns. This link is registrally displaced by two
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full octaves from the start of the previous link. The pitch material is initially
unfolded primarily in groups of adjacent semitones, and gradually expands
to include interval classes two, three, and five. Although the clarinets begin
to descend in register prior to the introduction of the next link, the process is
expedited in the link’s transition.

At Figure 4, four solo celli begin the first quasi-canonic cantabile section
heard since Link 1. The melody is primarily comprised of eighth- and half-note
rhythms, and gradually ascends in register over the course of the link. Initially,
it emphasizes pitch classes one and two, and then expands to include three and
five. While the melody undergoes a crescendo at the entrance of the next link,
few other aspects of its character are affected by the interruption. This can be
interpreted as a statement about the ‘strength’ of the cantabile, which, as will
be discussed, Lutostawski thoroughly tests in the work’s forthcoming middle
formal section.

At Figure s, the celesta, harp and piano begin a rather static link that explores
interval classes one and two in repeated 32nd-note grace notes followed by
sustained whole notes. The performers are instructed to repeat these patterns
unchanged as the next link enters, which only adds to its feeling of stasis.

At Figure 6, two muted trumpets and two muted trombones mark the re-
entrance of the brass section to the music. Here, they play sustained, flutter-
tongued half notes in alternation with 32nd-note figuration. Like the previous
link, the intervallic range is limited to only interval classes one and two. Interval
class one is emphasized between half notes, while the 32nd notes include both
interval classes one and two. At the transition to the next link, the half notes are
abandoned in favour of the 32nd-note motives.

At Figure 7, three bassoons and solo bass clarinet present the most har-
monically transparent link heard, thus far. Previously, much of the harmonic
structures have been close, cluster-like sonorities, whereas this link offers much
wider vertical spacing between its component pitches. The repeated patterns
heard here are of either one or three grace notes followed by a half note. When
reduced to interval classes, this link features one, two, three, and five, although
many of these are heard as sevenths, sixths and other wide leaps. At the transi-
tion to the next link, the motives undergo a slight rise in register.

At Figure 8, four solo violins return to the high registers last heard in Link 3,
and begin the push toward the conclusion of the chain’s exposition. Beginning
on a unison Bbs, they present interval classes one, two, three, and four in a
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flurry of 32nd-note patterns that gradually slow to sixteenths, eighths and
quarters. The transition to the next link prompts the line to return to 32nd-note
figuration.

At Figure g, three muted trumpets form a link that echoes much of the char-
acter of the preceding link. As in Link 9, this link begins with all instruments
on a unison pitch - here note D4 - where it also ends an octave higher on Ds.
As well, it shares the rhythmic feel of a written-out ritardando, beginning with
32nd-note figuration and gradually slowing to sixteenths, eighths, quarters and
half notes in a quasi-canonic texture. It also shares similar intervallic patterns,
emphasizing interval classes one and three. Unlike the previous link, however,
it simply repeats its ritardando gesture from a standstill, rather than gradually
regaining rhythmic momentum. The entrance of the next link seems to have
no affect on the current link, which simply fades away after expending its
energy.

At Figure 10, three solo violins present a link beginning with a written out
semitone glissando played at the unison, a gesture not previously heard in the
work. The glissando descends in eighth notes from F#6 to D#6, before repeating
F#6 in sixteenth notes and re-cycling through the gesture. After moving down
an octave, the entrance of the next link prompts the violins to begin scalar-like
sixteenth-note patterns running between the pitch components of the glis-
sando. Interval classes one and three are emphasized throughout this link, with
the semitone dominating.

Figure 11 marks the final link of the introduction. Unlike the previous links,
this is played a battuta, or conducted with metre. It begins with three flutes
and harp on a unison Cs playing 32nd-note patterns, and gradually expands to
include all of the winds, as well as the trumpets, celesta, harps and piano play-
ing all twelve pitch classes in a sort of ‘babble’ that spans almost four octaves
At Figure 12, the performance again returns to ad libitum and undertakes a
gradual, orchestra-wide crescendo in preparation for the beginning of the next
major formal section.

Nikolska describes the introductory section of Chain 3 as “hesitating”'® a
musical situation that Lutostawski also explored in his String Quartet (1964)
and Symphony No. 2 (1965-1967). It seems that his aim in this section was to
create a feeling of stasis and suspension through the use of a large number

18 Nikolska, 2001, op. cit., 315.
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of dis-integrated, centrifugally natured musical elements. The result is music
that, while appearing to move forward, does not seem to develop or reach any
particular goal. In conceiving of the music in this way, Lutoslawski’s metaphor
likening this section to a dream may seem somewhat more relevant. It also cor-
responds well to his desire to engage the listener in the first section of a work,
but not to provide too much growth or complexity, instead leaving them to
thirst for more substantial development in the music to come."

Marked Presto and played a battuta, the middle section of Chain 3 (labeled
‘B’ on the formal overview in Table 1) comprises five subsections, usually
demarcated by changes of tempo and metre. In contrast to the work’s highly
centrifugal introduction, this section is constructed according to Lutostawski’s
approach to symphonic development?® and is far more centripetal in nature.
Here, musical ideas are frequently recalled and varied, while they were largely
transient and fleeting in the preceding section. In the work’s middle section,
the chain technique closely resembles its use in Chain 2, where links are super-
imposed onto one stable, consistent element.?! In the case of Chain 3, the stable
layer is almost always found in the string section. Unlike the discrete pitch
class segmentation between the links of the introduction, Lutostawski strength-
ens the internal unity of the middle section through the use of shared pitch
classes between links. There is, however, a recurrent device of melodic blurring
employed throughout, where contrasting patterns abruptly interrupt a stable
melody, thereby reducing its dominance in the texture. This device functions as
a sort of internal link within the stable layer. The resulting interruptions help to
maintain the presence of centrifugal forces in the work, and play an important
dramatic role, which will now be discussed.

Figures 13 to 17 alternate between quiet, thin textures and dense flurries of
sound, usually comprising twelve-note aggregates. Figure 13 begins with brass
rips superimposed on a pianissimo twelve-note chord played in the strings, and
is followed by a repeated series of seven descending whole tones, played pizzi-
cato, that cycle downwards through the string families, beginning in violins 1.
At Figure 14, two clarinets play a grotesque link that emphasizes intervals of
the second, tritone and seventh. This passage includes all pitch classes but E.

19 Kaczynski, Tadeusz. Conversations with Wilold 20 Nikolska, 2001, op. cit., 317
Lutostawski. Translated by May, Y. London, J. & 21 Evans, 1990, op. cit.

W. Chester/Edition Wilhelm Hansen London Ltd.,

1984.
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At Figure 15, a variation of Link 11’s semitone glissando gesture is heard in the
trombones. At Figure 16, the dense twelve-note chord texture from earlier in
this section — previously heard in the strings - transfers to the winds, which
play a descending cascade of lines that emphasize semitones. Under this, the
strings, brass and percussion play chords built primarily of thirds with added
neighbour notes. This texture gradually thins to give way to the next formal
section in Figures 17 to 23.

This section is consolidated by a flowing cantabile melody, played in unison
by violins 1 and 2, and it is onto this that several links are superimposed. The
cantilena’s interval content favours semitones, major and minor thirds, and
tritones, and occupies a range spanning E4 to E6. In this section, Lutostawski
makes blurring of the cantilena a focal point, interrupting the melody every
few measures with mostly chromatic sixteenth-note patterns in divisi violins
1and 2. The cantilena begins at Figure 17, over which the seven-note des-
cending whole-tone motive from the previous section undergoes a series of
transformations in the winds, first expanding intervallically in the bassoons
and bass clarinet - now instead favouring thirds over seconds - and then
expanding rhythmically in the horns, where it becomes a series of chromatic-
ally descending quarter and half notes. At Figure 18, the remaining strings,
tubular bells and harps form a link that repeatedly restates an A minor seventh
chord with a flat ninth and flat eleventh in a written out ritardando. This chord
gradually dissolves into a single note and is met by a descending flurry in the
clarinets and bassoons that resembles the texture near the end of formal sec-
tion B1. Figure 19 introduces a gradually ascending melody in the two harps.
'This melody highlights interval classes one and six. As well, the divided cello
section begins ascending triplet eighth-note figures that rise in quarter-tones.
The texture then remains relatively static over the next several figures as ele-
ments of the newly introduced links are played against each other, gradually
rising in register, while the violin cantilena continues to develop and increase
in rhythmic activity. Finally, the sixteenth-note blurring in the violins takes
over in Figure 22, which leads into the next formal section, spanning Figures
23 to 27.
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Example 3: Harmonic progression of strings, Figures 23-25.

At Figure 23, groups of four solo violins, violas, and celli begin playing sul pon-
ticello glissandi spanning thirds. The resulting chords outlined by the glissandi,
a reduction of which in shown in Example 3, are primarily tertian in construc-
tion, and gradually decrease in range and pitch cardinality as they ascend in
register. Above this, several small links are played in the winds and percussion,
beginning just before Figure 24. At Figure 25, the complete string section settles
on a sustained A dominant thirteenth chord, which foreshadows the climax

of the work. Just before this, the first flute begins a new link played in half
notes in alternation with eighth-note quintuplets, upon which another link in
the clarinet and harp is superimposed. At Figure 26, the flute link changes its
character to a series of quarter notes emphasizing interval classes one and three.
The clarinet briefly imitates the earlier flute patterns just prior to exiting the
texture, which is followed by the exit of the flute. One measure before Figure 27,
the strings break from their sustained chord to begin emphasizing pitch class D,
which prepares the move to the next formal section, spanning Figures 27-31.

f)

P A | 1

F T 1 | 1T

e WAL 8 ) WS e [ s

Y o P hy ¥ —

e L o ")

Te) © bo

a1 L] b K & ) e 1} 1

bl 13 1 JLANK & ) |
<) [ ] IS § ) 1
[0} al |
Fig. 18 Fig. 20 Fig. 21 Fig. 27

Example 4: Harmonic progression of the “ritardando” chord from Figs. 18-27.
Although there is no change of metre at Figure 27, it does mark the return to the
violin cantilena, and is therefore best considered as a new formal section. Rather

than being treated as a strict recapitulation of earlier material, which Lutostawski
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has stated that he preferred to avoid,?? this section instead seems to be a con-
tinuation of section B2. Not only does the cantilena rapidly return to eighth- and
sixteenth-note rhythms previously heard at the end of the melody’s first occur-
rence, but the surrounding texture also returns with instrumental reinforcement.
For example, the gesture of the ostinato ritardando chord now adds the trum-
pets, horns and trombones to its earlier strings, tubular bells and harp. As well,
Example 4 shows the development of the pitch content of this gesture from its
initial emergence in Figure 18. Note the movement of the top voice: from Figures
18 to 21, it rises in semitones from Ab4 to Bb4. Upon its return in Figure 27, the
top voice is heard on note B4, appearing to pick up where it previously left off.
On a global scale, the interruption of the cantilena can be interpreted as a large-
scale application of the principle of melodic blurring. Rather than brief flourishes
momentarily interrupting the line for a measure or two, the entirety of section B3
served to interrupt the continuation of the cantilena, thereby slowing the pro-
gression toward its culmination. As with the interruption of the cantabile melody
in the introduction’s Link 5, however, the ‘strength’ of the cantilena again proves
too formidable for the centrifugal elements attempting to force its dis-integration.
Like in the cantabile heard in formal section B2, the texture between Figures 27
and 31 remains reasonably static. A new link is introduced in the trumpets and
horns at Figure 30, descending in semitones through quarter note triplets. Shortly
thereafter, the flutes, oboes and clarinets begin reinforcing the string cantilena,
which now takes on the melodic pattern of three ascending grace notes followed

by a half note. This motive was previously heard in Link 6 of the introduction.
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Example 5: Harmonic progression in the last three measures of Fig. 36.
Figures 31 to 37 comprise the last formal subdivision of the middle section
of the work. Like formal section B3, this section functions as a large-scale

22 Nikolska, 2001, op. cit., 321.
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interruption of the development of the string cantilena. In a manifestation of
Lutostawski’s concern with the psychological perception of form,?* he offers the
listener a clue to the relationship between the two sections by using the same
opening gesture for both. The overall principle of this section is of orchestral
and textural thickening, in that almost every time an instrument enters, it does
not leave the texture until the conclusion of the section. This contributes to a
growing intensification of the texture and prevailing dynamic in preparation for
the movement to the work’s culmination. By Figure 36, the texture has grown
quite thick in sixteenth-note figuration, and comprises almost the complete
orchestra. In the last three measures of Figure 36, the density abruptly breaks
apart for the presentation of four fortissimo chords, each rooted in pitch A1.

A reduction of these chords is shown in Example 5. While the lower members
of these chords remain mostly unchanged, the top notes gradually ascend in
register. These punctuating chords serve to prepare for the work’s point of cul-

mination in Figure 37, which begins the final section of the piece.
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Example 6: Harmonic progression in the brass in Figure 37.

At the work’s culmination (labeled ‘C’ on the formal overview in Table 1), the
previously omnipresent string layer drops out to give way to the entrance of an
ad libitum cantabile in the brass. One of Lutostawski’s goals for Chain 3 was to
feature the brass section, particularly on their ability to play singing lines, rather
than the strident sounds he usually assigned to them.?* Initially, the brass is
accompanied by an infringing, cluster-like texture in the winds, played in 32nd-
note patterns, but this gradually fades as the cantilena develops. Here, again, the

23 Stucky, 2001, op. cit., 161-162.
24 Bodman Rae, 1994, op. cit., 210.
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strength of the cantabile melody overwhelms the opposing centrifugal forces.
The brass cantilena draws its pitches from a twelve-note chord, shown as the
leftmost item in Example 6. The chord undergoes several changes during the
course of the melody, including two octave transfers of the E-flat - F-sharp
dyad. Rhythmically, the cantilena is based on a long isorhythm, an extended
repeated rhythmic phrase of 48 notes, starting from a dotted whole note, fol-
lowed by a half-note, eighth-note and a dotted quarter-note. Each instrument
begins at a different location in the isorhythm, and its long length mitigates the
need for any re-cycling of the rhythmic material. The cantilena concludes at
the end of Figure 37 on an altered A minor thirteenth chord with added neigh-
bour notes, shown as the rightmost chord in Example 6 (top). From this point
onward, it appears that the final occurrence of the cantilena has forced out what
centrifugal elements still lingered in the work, and the music is finally free to
proceed uninterrupted.
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Example 7. Harmonic progression of Figs. 38-41 (top)
and harmonic progression of Figs. 44-46.
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Figures 38 to 42, carried by the strings, contain a gradual dissolution of
the tension created in the brass cantilena. The harmonic progression of these
figures can be seen in Example 7. A string perdendosi leads to the work’s final
formal subsection.

The coda begins at Figure 42 in the violas, referencing the start of the work.
A canon is formed in the string section from a single motive. The starting note
of the entries, both above and below, proceed in the circle of fourths from the
initial motive on E. Above the initial motive, entries occur on notes A, D, G, C,
F, and A-sharp, while the entries below begin on a repeated E, followed by B,
G-flat, and D-flat. As well, all motives occurring below the first are presented in
an exact intervallic inversion of the prime form. After the canon continues ad
libitum in Figure 43, a solo trumpet heralds the push to the work’s final cadence,
which occurs at Figure 44 on a seven-note chord that resembles an altered A
dominant thirteenth. Sixteenth-note chromatic motives help to dissolve the
climactic chord, which is then echoed in a series of three punctuating chords
in Figures 45 and 46. A reduction of the primary chords from Figure 44 to the
closing of the work is shown in Example 7 (bottom). Each chord in the series
contracts substantially in range and register, ending on a cluster-like sonor-
ity. Rather than providing a conclusive ending, Lutostawski closes the work on
a cluster spanning F2-Ba (save for the omission of A2) in six solo celli, which
ultimately dissolves in written out semitone glissandi ending on Eb2.

It is interesting to note that in Chain 3, the culmination of the work and
its orchestral climax occur at different times. In most of Lutostawski’s earlier
works, the destination of the form coincided with point of climax. In Chain
3, Symphony No. 3, and several of his other later works, however, this is not
the case. The chord at Figure 44 may be the point of climax, but it is the brass
cantilena at Figure 37 that stands as the true destination of this work. As well, it
is worth noting the tonal reference in the work’s closing, particularly in relation
to the piece’s opening sonority. The work began on a chord that settled on pitch
class D, while the climactic chord - along with several other quasi-tonal chords
heard throughout the work - is firmly rooted in pitch class A, thereby forming
a large-scale tonic/dominant relationship. Just as this relationship enables the
most fundamentally unifying, centripetally focused harmonic function in tonal
music, Lutostawski draws upon it to serve a similarly unifying role in Chain 3.

As has been established by other authors, centrifugal and centripetal
forces play an important role in Lutostawski’s music. The present analysis has
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illustrated several examples of how these entities function on both the formal
and surface levels of Chain 3. In particular, it has shown how the manifestation
of the opposing musical forces is aided by the use of the chain technique. This
technique, which is built on the principle of juxtaposing and superimposing
musical material, offers Lutostawski a variety of dramaturgic devices. Through
its use, he is able to abruptly overlay or insert new ideas that can either push
apart or draw together the prevailing musical flow. The chain technique is
employed to create a highly dis-integrated musical environment in the work’s
introduction, while the dramatic interplay between centrifugal and centripetal
forces forms the foundation of the middle and closing sections. Although the
author maintains reservations regarding Lutostawski’s claim that the chain
technique is readily perceptible by the listener, it is evident that the composer’s
conception of the technique allowed him to formulate complex compositional
strategies.

Looking beyond the scope of the present analysis, there remain several
potential areas of interest within the piece that invite further research. These
include further detailed analysis of the pre-culminational section from Figures
31-37, as well as analysis of the harmonic aggregates created by the intersection
of links in the work’s introduction, the pitch networks created via the chain
technique in the work’s middle and closing sections, and the role of the chain
technique in the form of the work’s closing.
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Table 1: Detailed overview of Figs. 1-13 of Chain 3 (Adapted from Evans 1990, op. cit., 39)

Fig.  Section Instrumentation ~ Ordered pitch classes Unordered pitch classes (C=0
wl Link 1 3fls Gb, E D, Eb, Db, E 1,2,3,4,5,6
Link 2 4 cbs G, G#, A, Bb 7,8,9,10
2 Link 3 3vns/ xyl B, CC#D 11,0,1,2
3 Link 4 3cls E E, Eb, Gb, G, Ab 3,4,56,7,8
4 Link 5 4 vcs C#D,C,B, A, Bb 9,10,11,0,1,2
5 Link 6 celesta / harp / pf  F Gb, E, D# 3,4,5,6
6 Link 7 2 tpts / 2 trbns Bb, A, Ab, G 7,8,9;10

(con sord.)

7 Link 8 b.cl/ 3 bns C,Eb, B, E, Db, D 1105 12 3.4
8 Link 9 4 vns Bb, A, G, Ab, F#, F 56,7,8,9,10
9 Link 10 3tpts (consord.) D, B, C# C 11,0, 1,2

10 Link 11 3vns F#, K E, D# 3,4,5,6

11 Link 12 harp / 3 fls C, Bb, E, Gb, Ab, A, All

D, Db, B,Eb, G, E

12 Extension  tutti N/A All
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Interval classes

1,2,3,4,5

1;2,3

1,2,3

dogi2. 35

1,2 3,5

1,2

1,2

1:2: 5358

1,2,3,4

1,2,3

1,3

All ICs

All ICs

Tempo
e=112
e=112
e= 168
e=168
e=112
q=:60
q=:60
q =60
e=160
e=160
e=160
q =80
q=280

Character

Quasi-canonic; cantabile Increased 1C range
Sustained half notes Registral drop of ~1 octave

32nd notes, followed by eighths and quarters Increased
octave displacements

Quasi-canonic; mostly comprised of 16th and 32nd note
figures Gradual descent in register

Quasi-canonic; cantabile No change

32nd note grace notes, followed by sustained whole notes
Free repetition

Flutter-tongued sustained notes, followed by 32nd note
figures Becomes entirely 32nd note figures

Ascending grace notes, followed by sustained half notes
Rise in register

32ndnotes, followed by 16ths, eighths and quarters
Return to 32nd note figuration

Quasi-canonic; 32nd notes, followed by 16ths, eighths,
quarters and halves No change

Written out semitone gliss. Becoming 16th notes
Becomes 16th note pattern

Quasi-canonic; 32nd note flourishes, gradually expand-
ing through the orchestra to become “babble”

N/A
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PART IV
LUTOSEAWSKI
IN MONTREAL, 1993



Hommage a Lutostawski

Music from Montreal - cbe Stereo:
producer: FRANCES WAINRIGHT

Program broadcast December 12th 1993.
Re-broadcast February 13th 1994, to mark the death of the composer.

Music recorded at the Hommage a Lutostawski concert held at Pollack Hall,
McGill Faculty of Music, October 30th 1993.

Program:

Epitaph (1979) for oboe and piano;
NORMAND FORGET - oboe, MARC COUROUX - piano
'

Sacher Variation (1975) for solo cello;
ANTONIO Lysy - cello
-

Partita (1984) for violin and piano;

SyrLvia MANDOLINI - violin, MARC COUROUX - piano
~
Chain 1 (1983) for chamber ensemble;

McGill Contemporary Music Ensemble,

s
BRUCE MATHER - conductor
String Quartet (1964); Penderecki Quartet

The following is a transcription of the broadcast conversation between Jim
Coward, host of Music from Montreal and James Harley, coordinator of the
McGill Hommage a Lutoslawski concert.

Jim CowAaRD (j¢): Now, as promised, I am joined by James Harley, a com-
poser at McGill, to discuss Lutoslawski from a composer’s point of view.
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Welcome to “Music from Montreal” What is it about this kind of event that

makes it so important to have someone like Lutoslawski in Montreal?

James HARLEY (JH): Well, it’s important because he is without a doubt one
of the great living composers. He is 8o this year, and his music is performed all
over the world. He is studied by all music students who learn about the 20th
century — his name will come up. So, he’s part of the history of the century, and
happily is still alive. In addition, his music is quite well known, unusually so for
a living composer.

jc: But that brings me back to my question though. The music is known.
Certainly people who study music, people who are aware of, familiar with,
contemporary music know the name Lutoslawski and his music. But to have
the man himself walking among us in Montreal, what does that add to the
experience?

jH: I think it is a rare opportunity, partly because most of the composers we
concern ourselves with are dead, and we just don’t get the chance to have them
walk among us. But to see the man, to hear what he has to say, is a great occa-
sion for people interested in music. And in the case of Lutoslawski, he is very
gracious as well as articulate and cultured, and has a lot that he himself can add
to the experience of his music. He is also able to contribute his perspective on
music in general, on the way it has developed in this century.

j¢: How do you explain the appeal of Lutoslawski’s music? Pollack Hall was full
the evening of the concert, and the applause was not just polite, people genu-
inely enjoyed what they were listening to. There was quite a bit of variety as the
evening went on. What is there in the music that has that direct appeal?

yH: Lutoslawski’s music really comes directly out of the classical-romantic
tradition. He has never tried to be radical. His training as a musician, his clas-
sical training, is always coming through. He also has, I think, a sense of drama
that’s important to his music. He is not just trying to express abstract ideas,
he’s working with expressive ideas. I think it is always appealing when music is
conceived in dramatic terms rather than in more formal ways. In addition, the

language that he uses does not break sharply with the tradition; he is trying to
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carry things forward from the way they were before, from more familiar kinds
of material to more contemporary elements, whereas a lot of other composers
really did want to break with the way things were, particularly after the Second
World War. He wasn't attempting that. Instead, he was trying to develop his
own language on the basis of what he had done before and what everybody else
had done.

jc: As for these developments which took place after the Second World War, we
have to remember that a large part of Lutoslawski’s career was spent in Poland
during a communist regime, which would illuminate, to some extent, every-
thing he did.

jH: Well, he certainly has struggled with that. Poland was never as successfully
oppressed as some of the other countries in Eastern Europe. Lutoslawski did
have a particularly difficult period during the Stalinist era. That was the toughest
time in Poland, in which the “social-realist” policy was enforced quite strictly,
and his music was banned as being too formalist and not relevant to the people.
It was quite a dark period for him. After that, though, conditions relaxed some-
what, Lutoslawski was able to travel abroad and he became a truly international
composer. But at the same time, I'm sure, there were always struggles with the
authorities. For instance, he had another difficult period in the 1980’ during the
imposition of martial law when, at a certain point, no one was allowed to travel,
and phone lines were cut. For someone like Lutoslawski, who had an inter-
national career as a composer as well as conducting engagements around the
world, that was a particularly painful period. In addition, he has always stood
up against oppression and has never cooperated with the regime. I think he

was hurt a great deal by the martial law ordeal, and in fact, refused to make any
public appearances during that time, just to make sure that the point was taken
that he wasn't supporting the regime in any way. So, he has made some strong
political statements, more by example than by being outspoken, but at the same
time, his international stature has always been there, and he has been able to rise
above the particular difficulties of living in a communist country.

jC: Let’s move away from a discussion of Lutoslawski the individual, and focus
back on the music again. The next work we are going to hear is the Partita for

violin and piano. Can you introduce this for us?
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jH: All right. This is a big piece for violin and piano, which really comes out the
tradition of violin sonatas — Beethoven, Brahms and so forth. It contains three
substantial movements laid out in a kind of classical form, fast-slow-fast.

In between those movements are two shorter movements that resemble caden-

zas, but cadenzas that involve both players.

In fact, they are called “Ad Libitum” sections, in which the two players are
playing quite freely, not trying to coordinate with each other. So they form an
interesting contrast to the other movements, being based on a different kind of
rhythmic energy. Altogether, though, the music is quite substantial and serious.
There is a lot of virtuosic writing for the violin, and, being very idiomatic for
the instrument, it works well. Of course, Lutoslawski studied violin and piano
himself, so these are the two instruments with which he is the most intimately

familiar.

jc: He hasn’t written a lot of chamber music. In fact, the music on this program
was a good chunk of his total output in chamber music, wasn't it?

JH: It was, yes. He has mostly concentrated on orchestral works - it makes the
arrival of a new piece of chamber music by Lutoslawski quite an event.

jc: The quality of the performances that evening at Pollack Hall was very good,
and part of that, I suppose, is the inspiration of having the composer there in
the hall listening.

jH: Oh yes, certainly, I think that’s part of it. Plus having the chance to get

to meet him before, and in the case of some of the musicians, having the
opportunity to play the piece through for him and to hear his comments.
Lutoslawski has always been a performing musician. Now he’s a conductor,
but earlier on he was a working concert pianist, so he has a very practical
knowledge of the music; of his own music of course, but also of what it means
to play the music as a performer. So, I think he’s able to relate easily to the per-
formers, and I think that that helps inspire the musicians. It certainly did

in the case of this concert.

jc: Not just knowing the music, but knowing how to make it work.
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jH: Exactly.

jc: The last work we are going to hear on Music from Montreal this week is
Chain 1. Now this is a work for chamber orchestra, 14 members altogether,

strings, winds, percussion and harpsichord. How does this work?

jH: The title refers to the idea of having different kinds of music going on at the
same time. You might have, for example, a clarinet solo, and then in the middle
of the phrase, somebody else in the ensemble begins playing a different kind of
material. It's counterpoint, really, but the idea of the chain comes from the fact
that one kind of material or phrase by a particular musician or group of musi-
cians will start first and then another one will come in in the middle of that, and
the first one will end while the other one carries on, and so on, creating

a series of “links” The result is that you get a continual overlapping of phrases.
So there is a sense of continuity, but at the same time, of a series of contrasting

little events.

jc: What I want to know before we conclude is, what is your connection with

Lutoslawski?

yH: Well, first of all, T was interested in his music, that’s how [ started to get

to know him. Then, I spent some time in Europe, in London, Paris, and then
had the opportunity to spend a year in Poland, in Warsaw. [ actually first met
Lutoslawski in London, and since then have had a few chances to talk to him,
attend workshops with him and hear him give lectures, as well as to hear a lot of
his music performed live, which is always a great experience. He has also been
on juries of competitions where I've won prizes, so [ guess I've gotten to know

him a little bit, over the years.

jc: This program was a highlight of a week at the end of October when Witold
Lutoslawski was visiting Montreal. Thank you James Harley for visiting Music
from Montreal to introduce us this afternoon to the personality and the music

of Lutoslawski.

jH: Thank you, it’s been a pleasure. =
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Witold Lutostawski
— Calendar of Life

Maja TROCHIMCZYK

1913

25 January — Witold Roman Lutostawski is born in Warsaw as the fourth
child of Jozef and Maria Lutostawski. His parents own an estate in Drozdowo in
Podlaskie Voivodeship (north-east of Warsaw) and traveled to Warsaw for the
birth. The child’s middle name, Roman honors the politician Roman Dmowski,
the leader of the National Democratic movement, and a close family friend.

29 June — Witold Roman is baptized in Drozdowo with his uncle Jan and

aunt Maria serving as the godparents.

1914
28 July - The World War I begins with the assassination of Archduke Franz
Ferdinand of Austria in Sarajevo, pitching Austria and Prussia against Russia,
France and their allies. Poland is divided between Prussia, Russia, and Austria.
November - Jozef Lutoslawski and his brother Marian join the Central Civic
Committee associated with Dmowski’s National Committee of Poland.

1915

7-8 August - The entire Lutostawski family, including brothers Marian, Jozef,
and Kazimierz with their wives and children, leaves the family estate near the
front lines for the apparent safety of Moscow, where they join the community of
Polish émigrés.

1916

The Lutostawski family lives in Moscow, in a cramped apartment occupied by
Jozef, his wife and four children, uncle Marian, and Mieczystaw Niklewicz with
his family.

1917

Marian and Jozef Lutostawski are active in assisting Polish émigrés who leave
Russia for France and England.
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25 October (Julian calendar) - The October Revolution begins. On October
26, the Winter Palace in St. Petersburg is taken, on 5 November, the Kremlin in
Moscow falls. The four-year-old Lutostawski remembers the Revolution’s color-
ful Moscow fires.

1918

23 April - Marian Lutostawski is arrested; followed by the arrest of Witold’s
father, Jozef, on 25 April.

15 August — The children are sent to Poland, while the future composer’s
mother and aunt remain in Moscow to care for their husbands.

5 September - Marian and Jézef Lutostawski are convicted of counterrevolu-
tionary activities and executed by the firing squad, on the orders of Dzerzhinsky
(Feliks Dzierzynski). The family reunites in Warsaw. The Lutostawski estate of
Drozdowo is in ruins.

1919

The six-year-old Witold begins piano lessons with Helena Hoffman. He
frequently changes teachers because the family lives in Warsaw and spends
summers in Drozdowo. His mother supports the family as a doctor at Miss
Plater’s boarding school for girls. She is also active in politics, serving on the
City Council in Warsaw.

1920
Maria Lutostawska becomes a doctor at the Ujazdowski Hospital in Warsaw.
Spring — Witold attends his first symphonic concert - of Beethoven’s Ninth

Symphony at the Warsaw Philharmonic - and is greatly impressed by the music.
Summer - during vacations in Drozdowo, the Lutostawskis are evacuated

because of the Soviet-Polish war.

1921
Home education complements school - Maria Lutostawska reads Greek
myths to her children.

1922
After the death of grandmother Paulina, the Lutostawskis move back to the

manor of Drozdowo where they remain for two years. Witold receives piano
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lessons from a teacher in the nearest city, Lomza: Alina Rudnicka who studied
with Aleksander Michatowski. His first composition, written at the age of nine,
is a Prelude for piano.

1923
Lutostawski continues to write music and decides upon the career of
a composer.

1924

11 April - Lutostawski attends the Warsaw Philharmonic’s performance of
Karol Szymanowski’s Symphony No. 3 and is profoundly affected by the music.

September — Witold is admitted to the Stefan Batory High School for boys in
Warsaw.

At the age of 11, he plays his earliest compositions for pianist Aleksander
Michatowski and starts private piano lessons with Jozef Smidowicz.

1925
The family cannot afford Witold’s continued piano lessons with Smidowicz.
He explores the musical repertoire on his own and “discovers” Maurice Ravel.

1926
Lutostawski starts to study the violin with Lidia Kmitowa, a student of the
famous Joseph Joachim; the violin lessons continue for six years.

1927
Lutostawski starts taking private lessons in composition and music theory
(harmony, counterpoint, and the fugue) from Witold Maliszewski.

1929

When the family cannot pay for Witold’s continued private composition
lessons with Maliszewski, the teacher decides to teach the gifted student for
free. Lutostawski “pays it forward” for this generosity in the 1980s and 1990s, by
offering private scholarships to young composers to study abroad, supported
with funds from his compositional prizes.
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1930

Lutostawski composes the ‘Dance of the Chimera for piano and the Scherzo
for orchestra.

January 20 — the first public performance of Lutostawski’s music: the Scherzo
is played by the orchestra of the Qui Pro Quo theatre in Warsaw.

He organizes a group of fellow high-school students to sing cabaret songs in

an ensemble of “revelers.”

1931
He passes his matriculation exam (“matura”) at the end of high school and
enrolls at the Mathematics Department of Warsaw University.

1932

He is admitted to the Warsaw Conservatory to study piano in the class of
Jerzy Lefeld and composition in the class of Witold Maliszewski.

For the entrance examinations Lutostawski plays Bach’s Prelude and Fugue
in B flat minor from Das Wohltemperierte Klavier 1, Mozart’s Concerto in C
minor, and Chopin’s Etude in G flat major, Op. 10.

After six years, Lutoslawski ends violin studies to concentrate on the piano
and composition.

1933

He gives up studies of mathematics at the University of Warsaw.

The first performance by the Warsaw Philharmonic: Haroun al Rashid,
a ballet fragment conducted by Jozef Oziminski. Jan Maklakiewicz’s review
in Kurier ‘Poranmy names it “the most impressive” work of the program and
praises the composer for his ability “to use successfully a unique orchestral
coloring”

1934
10 May - Lutostawski attends Grazyna Bacewiczs first composer’s recital at
the Warsaw Conservatory, and is particularly impressed by the Witraz [Stained

Glass].!

1 To indicate the married status of women, the last
name of IHakowicz receives a traditional ending of
-6wna for Miss and —owa for Mrs.

212 WITOLD LUTOSEAWSK]I - CALENDAR OF LIFE



He composes the Piano Sonata and two songs to Kazimiera

[Hakowicz[éwna]’s poems.

1935

16 February - Lutostawski performs his Piano Sonata at the Warsaw
Philharmonic Hall.

May - He meets Karol Szymanowski in Riga during a concert tour; the older
composer compliments his Sonata for piano.

May - Introduction to Spotdzielnia Autoréw Filmowych (Film Authors
Cooperative). Witold starts working for the Polish Radio.

1936

Lutostawski completes his piano studies with an extensive program:
Bach’s Prelude and Fugue in D major from Das Wohltemperierte Klavier 11,
Beethoven’s Concerto in G major and Sonata “Les adieux”, Prokofiev’s
Variations from the Concerto No. 3, Mozart’s Sonata, Schumann’s Toccata,
Op. 7, Chopin’s two Etudes and the Ballade No. 4, Liszt’s arrangement of
Paganini’s Caprice No. 24 and a fragment from Maliszewski’s ballet Syreny [The
Mermaids] for piano.

He composes music for three short educational films: Gore [ Fire![ and
Uwaga [Beware!] by Eugeniusz Czekalski, and Zwarcie [Short circuit] by Stefan
and Franciszka Themerson.

1937
Lutostawski completes his composition studies at the Warsaw Conservatory,

with a performance of the Fugue for orchestra conducted by Walerian
Bierdiajew (28 May), and a presentation of a dossier including two Requiem
fragments (‘Requiem aeternam and Lacrimosa), the Piano Sonata, fugues,
smaller works for piano, and songs.

After graduation, Lutostawski enrolls in mandatory military service, joining
the communications unit in the Officer Cadet School in Zegrze.

1938
15 November — He completes the Symphonic Variations, begun two years
earlier. The Kurpie Suite and Piano Concerto are started, but never finished.
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1939

Lutostawski plans to study with Nadia Boulanger, in Paris but is conscripted
into the army instead. From Maliszewski’s recommendation: “Since the time of
Chopin there has not been such a talented student at this school”

17 June — The premiere of the Symphonic Variations in Krakéw under
Grzegorz Fitelberg.

1-20 September — After the outbreak of WW II, Lutostawski serves in the
signals and radio unit of the Krakow division of the Polish Army.

20 September - taken prisoner by the Germans, Lutostawski escapes on
September 28 and returns to Warsaw.

1940
In Warsaw, under German occupation, the institutions of higher learning
are dissolved and most classical concerts banned. Lutostawski earns a living by

accompanying cabaret singers in the Ziemiarnska café. He forms a piano duo
with Andrzej Panufnik, performing in the Aria café with a repertoire of popu-
lar songs, arrangements (from Bach to Ravel), jazz (Duke Ellington, even occa-
sionally Gershwin), and jazz improvisations of their own. Around that time,
he meets his future wife, Danuta Bogustawska and composes Two Etudes.

7 October - his brother, Henryk, dies in Kotyma, Siberia.

1941

January-March - Jews from local communities are deported to two Ghetto
areas in Warsaw.

Lutostawski continues to earn a living as a café entertainer. He composes
Variations on a Theme by Paganini for two pianos that remains one of his most
popular works. The Panufnik-Lutostawski duo plays for the U aktorek [At the
actresses| café,

1942

The Panufnik-Lutostawski duo performs in the Sztuka i Moda [Art and
Fashion] café.

22 July - The Great Deportations of Jews from the Warsaw Ghetto begins.
Over 300,000 people are sent to their deaths in Treblinka by September.

29 July — Lutostawski performs Szymanowski’s violin works with violinist
Eugenia Uminska at the Jarostaw Iwaszkiewicz’s villa in Stawisko near Warsaw.
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1943

April 19-May 16 1943 - The Warsaw Ghetto Uprising ends with the liquida-
tion of the Ghetto, emptied of all inhabitants. Polish civilian population suf-
fers repressions and many residents, caught in street and café sweeps by the
Gestapo, are sent to forced labor camps in Germany, or to concentration camps
for slave labor. The underground Home Army continues conducting acts of
sabotage against the Germans.

Tn 1943-44, Lutostawski composes five songs for voice and piano, Piesni
walki podziemnej {Songs of the Underground Struggle] and many polyphonic
exercises. He also works on the First Symphony.

1 October — A benefit concert for the Panufnik-Lutostawski piano duo.

1944
July - The Lutostawskis leave Warsaw for Komoréw before the outbreak of

the Warsaw Uprising on 1 August 1944. During the summer, Lutostawski com-
poses polyphonic exercises for clarinets, oboe and bassoon.

22 July — The Manifesto of the Soviet-sponsored Polish Committee of
National Liberation is proclaimed in Chelm near Lublin, in opposition to the
legal Polish government-in-exile. The date becomes a national holiday of the
Polish People’s Republic until 1989.

October 3 - After the fall of the Warsaw Uprising the family moves

to Krakow.

1945
April - Lutostawski returns to Warsaw, starts working as the director of the

classical music department at the Polish Radio and holds this position until
March 1946.

21 October — The premiere of the war-time Wind Trio.

Lutostawski is active in the Union of Polish Composers (zxp) as the treas-
urer and in the zaiks (Association of Writers and Composers for the Stage)
which he joins on 7 September.

He composes music for youth, e.g. Folk Melodies commissioned and pub-
lished by pwMm.
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1946

22 July - The premiere of Folk Melodies by pianist Zbigniew Drzewiecki.

Lutostawski composes 20 Carols for voice and piano, commissioned
by pwM.

26 October - Lutostawski marries Danuta Bogustawska, née Dygat; they
live with Marcin Bogustawski, Danuta’s son from the first marriage. His wife
become his friend, confidante, copyist, and all-out support.

5 December - The Symphonic Variations are performed at the Thédtre des
Champs-Elysées in Paris in the presence of the composer during a UNESCO
concert conducted by Grzegorz Fitelberg. Lutostawski stays in Paris for three
months: meets Nadia Boulanger, visits museums and galleries, and attends

concerts.

1947
19 January — Parliamentary elections are held in Poland, with the results

falsified by authorities and rigged by ormo militias that terrorize the oppos-
ition, so that pro-Soviet parties win. A former NKwD agent, Boleslaw Bierut
becomes the President until 1952, when the office is abolished and he becomes
the Prime Minister instead. He also serves as the First Secretary of the PZPR,
Poland’s ruling party since 1948. Bierut oversees the Stalinist period marked by
repressions, trials and death sentences for many Home Army heroes.

Summer - Lutostawski travels to Copenhagen for the 1scm Festival.

He completes the Symphony No. 1, begun in 1941, and writes two sets of chil-
dren’s songs to poems by a Polish-Jewish poet Julian Tuwim (who survived the
war in South America). He also composes incidental music and popular songs.

1948

8 January - Lutostawski starts writing incidental music for plays staged at
Teatr Polski in Warsaw. This collaboration continues to 1959.

1 April — After the premiere of Symphony No. 1 in a private performance, the
work is condemned as “formalist.” Lutostawski represents Poland at the 1scm
Festival.

September to 3 ‘December - Lutostawski travels in France with his wife and
the pianist Witold Matcuzynski. He receives the City of Warsaw Music Prize
for 1948.
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The Soviet-sponsored Peace Congress is held in Wroctaw (formerly Breslau
in German-controlled Silesia, given to Poland after WW II).

1949

5-8 August — At the Lagéw Congress of the Union of Polish Composers,
the ideology of socialist realism is introduced, folk music and mass songs are
promoted, and “formalist” composers condemned. Lutostawski attends the
Congress and in its aftermath starts writing works based on folk melodies and
mass songs.

9 November - 'The premiere of the Overture for Strings takes place in Prague
during the Soviet-controlled Peace Congress, when the World Committee of
Partisans for Peace is formed.

20 December — Lutostawski receives the second prize for the song Lawina
[Snowslide] in a competition celebrating Pushkin’s 150th birthday.

1950

16-19 June — Lutostawski attends the sth Congress of the Union of Polish
Composers.

September — He receives the second prize in a competition for mass songs.

1951

20 April - The premiere of the Little Suite for chamber orchestra, based on
tolklore from the Rzeszow region.

September — Lutostawski travels to Soviet Union.

He composes songs for children, Stomkowy lancuszek [Straw Chain], Silesian
Triptych based on folklore, and Dziesie¢ Piesni Zotnierskich [Ten Soldiers’
Songs] on a commission from the Ministry of National Defense.

December — Lutostawski wins the first prizes at the Polish Music Festival for
children’s music and for the Silesian Triptych (premiered at the festival) in the
orchestral music category. He continues serving in executive roles in the Union
of Polish Composers.

1952
25 January — Lutoslawski conducts the Polish Radio Great Symphony
Orchestra in Katowice in Haydn’s Symphony No. 92 and his own Symphonic

Variations.
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He receives a Polish State Prize, second class.

27 September to 5 October — He attends, as Poland’s representative, the Berlin
Music Festival.

November - Lutostawski chairs the program committee of the pwnN (Polish
Publishing House for Music).

1953

5 March - Stalin dies, but the repressive Stalinist policies continue in the
satellite countries until 1956.

23 March - Lutostawski records the Bucolics and Three Easy Pieces for the
Polish Radio.

1954

1 June - The composer receives the Prime Minister’s Award for works for
children and youth.

1 August — He completes the Concerto for Orchestra, his most popular
orchestral composition.

26 November - The premiere of the Concerto for Orchestra takes place at the
Roma theatre under the baton of Witold Rowicki.

1955
15 February - The Dance Preludes are premiered in Warsaw.

May - Lutostawski represents Poland at the Sibelius Festival in Helsinki and
meets the elderly composer.

22 July - He receives the Polish State Prize, first class.

The 5th International Chopin Competition opens with Lutostawski’s
Concerto for Orchestra; the composer serves as a member of the jury.

1956

21-30 January — Lutostawski represents Poland at the Mozart Festival in
Salzburg.

September - The Little Suite and the Concerto for Orchestra are performed
at the First Warsaw Autumn Festival.

14-25 February - The 20th Congress of the Communist Party in Soviet Union
includes a speech condemning the cult of Stalin - given by Nikita Khrushchev,
the next leader of ZsRrR.
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March 12 - Poland’s Stalinist President, Bolestaw Bierut, dies in Moscow.

June 28 - Workers’ uprising in Poznan is brutally suppressed, but a tempor-
ary “thaw” results, with Wladyslaw Gomulka released from prison and named
the First Secretary of pzpR in October.

20 October to 9 November — The Hungarian Revolution against the commun-
ists erupts and is crushed by the invasion of the Soviet army.

1957

9-10 March - Lutostawski presides over the Congress of the Union of Polish
Composers (zkp).

31 March — He registers the pseudonym Derwid with zaixs; he later writes
over 30 popular songs as Derwid.

28 August - The composer completes of Five Songs to Kazimiera IHakowicz’s
poems.

Summer - The Lutostawskis travel with the Malcuzynskis to Italy and France;
they attend Nadia Boulanger’s 7oth birthday celebrations.

1958
26 March - The premiere of Funeral Music: Jan Krenz conducts the Polish
Radio Symphony Orchestra. This work marks the start of Lutostawski’s inter-
national career and remains among his most often recorded compositions.
Lutostawsk is a member of a delegation of Polish musicians (with Bacewicz
and Uminska) visiting Strasbourg.

1959
15 January - Lutostawski receives the annual award of the Union of Polish

Composers,

May - Funeral Music and Tadeusz Baird’s Four Essays are named the
most important works of the year at the uNEsco International Rostrum of
Composers in Paris.

Lutostawski is elected to the 1scm executive committee and remains in this
position until the dissolution of the Polish Section of 1scM in 1965.

10-16 June - Lutoslawski serves on the jury ofor the 1scm Festival in Rome.

He becomes a member of the repertoire committee of the Warsaw Autumn
Festival.
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1960
January — His pop song, Nie oczekuje¢ dzis nikogo [Tm not waiting for any-
body tonight| sung by Rena Rolska is the Polish Radio’s “song of the month?”
Lutostawski hears John Cage’s Second Concerto for Piano and Orchestra. The
idea of using the element of chance in music inspires his new compositional
technique of “controlled aleatoricism” that he first uses in Venetian Games.
10 - 19 June - During the International Festival of Contemporary Music in
Cologne, Lutostawski is elected to serve as the vice-president of the 1sc M.
September - He attends a composers’ conference in Dubrovnik, Yugoslavia.

1961

24 April - Jeux vénitiens [Venetian Games], completed in March, is pre-
miered by Andrzej Markowski conducting selected movements at the festival in
Venice.

19 May - Lutostawski lectures at the First Zagreb Biennale: On the develop-
ment of contemporary musical language.

16 September — The complete Venetian Games is performed at the Warsaw
Autumn Festival.

1962

22 July — Lutostawski receives the Polish Minister of Culture’s Award,
first class.

The composer travels to the u.s. to lecture at the Tanglewood Music Festival.
In New York, he meets Edgard Varése and visits Milton Babbitt’s electronic
music studio.

1963

9 May - The premiere of Trois poémes d’Henri Michaux, conducted by
Lutostawski, takes place at the Second Biennale in Zagreb.

August - Lutostawski lectures at the Dartington Summer School of Music.

He receives the first prize from the International Music Council and the
Gesellschaft der Musikfreunde in Vienna,

1964
28 May to 3 June - Lutostawski serves on the jury of the 1scm Festival in
Copenhagen.
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22 July - He receives the Polish State Prize, first class. Other awards of the
year are: the Serge Koussevitzky International Recording Award and the first
place at the uNEsco International Composers’ Tribune in Paris, both for Trois
Poémes dHenri Michaux.

December - Lutostawski finishes his String Quartet commissioned by the
Swedish Radio. It is the first chamber work using the technique of controlled
aleatoricism and the innovative notation designed by the composer’s wife,
Danuta.

1965

12 March - The LaSalle Quartet premieres the String Quartet at the Museum
of Contemporary Art in Stockholm.

April - Lutostawski completes Paroles tissées for baritone and ensemble,
dedicated to Peter Pears, the partner of Benjamin Britten.

20 June - the premiere of Paroles tissées at the Aldeburgh Festival of Music
and the Arts in founded by Britten in England.

25 September — The LaSalle Quartet performs the String Quartet at the

Warsaw Autumn Festival.

1966

August - Lutostawski receives the Alfred Jurzykowski Foundation Prize in
New York. Between 1964 and 1998, 461 Polish artists, writers and musicians
were recognized by this prize.

The Hopkins Centre Art Festival features eight works by Lutostawski. He
befriends the conductor Mario di Bonaventura.

17 September — A meeting with Mstislav Rostropovich is the inspiration for
the Cello Concerto. Lutoslawski signs a publishing contract with Hansen, a
British music publisher later purchased by Chester Music Ltd.

18 October — The premiere of the main movement from Symphony No. 2 by
the Hamburg Radio Orchestra conducted by Pierre Boulez.

1967

Lutostawski’s honors include: the Gottfried-von-Herder-Preis in Vienna
and the Leonie Sonning Music Prize in Copenhagen, both with a substantial
amount of money. The following year he buys a house in the district of Zoliborz

and creates a sound-proof composition studio.
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Stefan Jarocinski’s Materiaty do monografii [Materials for a monograph], the
first book about the composer, is published.

9 June - The composer conducts the newly completed Symphony No. 2 in
Katowice.

18 October - Maria Lutostawska, the composer’s mother, dies in Warsaw.

1968

March - In a Polish political crisis known as wydarzenia marcowe [March
events], students and intellectuals protest against the government. The strikes
and demonstrations are suppressed by the security forces. Jewish professors are
accused of corrupting the students and the remnant of the Jewish commun-
ity is expelled in an official anti-Semitic campaign. This campaign stems from
the infighting within the Polish Workers' Party (pzpR), but over 10,000 Jewish
Poles are forced to leave with one-way travel documents.

May - The third win at the uNEsco International Composers’ Tribune in
Paris: the Symphony No. 2 is awarded the first place and broadcast by all par-
ticipating radio stations around the world. Lutostawski gives master classes in
Aarhus, Denmark.

11 May - 'The Concertgebouw in Amsterdam presents Trois poémes d"Henri
Michaux and Musique funébre.

20 August - Polish troops are among the Warsaw Pact armies that invade
Czechoslovakia to put an end to its attempt to break away from the Soviet Block
and create a democratic government.

September - The 1scm World Music Days Festival organized in Warsaw,
with Lutostawski as the program committee’s chair is boycotted by many
Western delegates, in response to the Polish participation in the invasion of
Czechoslovakia.

20 September — The Polish premiere of Livre pour orchestre at the Warsaw
Autumn Festival.

28 October - The Lutostawski Day at the Contemporary Music Days in Paris
(five works performed).

18 November - The performance of Livre pour orchestre at the Hagener
Musiktage Festival.

1970
July - Lutostawski completes the Cello Concerto dedicated to Rostropovich.
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14 October - The premiere of the Cello Concerto in London.
‘December — Workers’ protests in Gdansk and other cities in northern Poland
are brutally repressed, with 42 persons killed and over 1,000 wounded.

1971

The Cleveland Institute of Music awards Lutostawski an honorary doctorate,
his first.

In Paris, he receives three awards: the Grand Prix International du Disque de
I'Academie Charles Cross, the President of the French Republic’s Prize, and the
Prix Maurice Ravel for lifetime achievement.

Lutoslawski becomes an Honorary Member of the Union of Polish

Composers.

1972

Work begins on a symphony commissioned by the Chicago Symphony
Orchestra.

Tadeusz Kaczynski's Conversations with Lutostawski is published.

12 October - The premiere of the Preludes and Tugue in Weiz near Graz,
Austria.

December — Lutostawski visits Moscow for the Russian premiere of the Cello
Concerto.

1973

The composer’s 6oth birthday is celebrated with many distinctions: an
honorary doctorate from the University of Warsaw (June), the zxp Award (this
year, he also becomes the Union’s President until 1979), and the Sibelius de
Wihuri Prize in Helsinki (Autumn).

January - Concerts with the London Sinfonietta.

30 September - The Cello Concerto and Preludes and Fugue are performed
at the Warsaw Autumn Festival with Heinrich Schiff as soloist.

1974
Lutostawski receives an honorary doctorate from the Northwestern

University in Evanston, near Chicago. The composer conducts the Berliner
Philhamoniker. His music is featured in a series of Polish Radio broadcasts,
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Witold Lutostawski's Works, by Tadeusz Kaczynski. Balint Andras Varga’s

Lutostawski Profile, a book of in-depth interviews, is published.

1975

April - Lutostawski writes the Sacher Variation for solo cello for Paul
Sacher’s 7oth birthday; Mstislav Rostropovich plays it on May 2 in Zurich.

17 November — He completes Les espaces du sommeil for voice and orchestra,
dedicated to the baritone Dietrich Fischer-Dieskau.

Lutostawski receives an honorary doctorate from Lancaster University.

1976

22 October - The premiere of Mi-parti at the Amsterdam Concertgebouw,
followed by a performance in Rotterdam.

Lutostawski’s works are recorded on six L.ps by EM1 to be released three years
later. Bogdan Pociej’s Lutostawski a wartos¢ muzyki [‘Lutostawski and the value
of his music] is published. Lidia Rappoport’s book on Zutostawski in the ussr
appears as well.

1977

22 Tuly — For prL’s national holiday, the composer is awarded the Order of
the Builders of People’s Poland.

Rostropovich’s Cello Competition in La Rochelle features Lutostawski’s con-
certo as one of three choices for the contestants, other options are Shostakovich
and Dutilleux.

1978

Krzysztof Zanussi’s film, Baird, Lutostawski, Penderecki, is completed.

12 April — The premiere of Les espaces du sommeil in Berlin with Fischer-
Dieskau and the composer conducting.

July — The composer receives the Polish State Prize, third class.

1979

In Germany, Lutostawski receives a recording award, the Deutsche
Schalplattennpreis.

5 May - He completes the Novelette for Rostropovich and the National
Symphony Orchestra in Washington, .c.
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July - The composer conducts Les espaces du sommeil and Paroles tissées at

the Proms Festival, Royal Albert Hall in London.

1980

3 January - The premiere of the Epitaph for oboe and piano, Alan Richardson
in memoriam, at the Wigmore Hall in London. It is his first work in two dec-
ades not based on twelve-note chords.

July - Lutostawski teaches a masterclass in Aix-en-Provence, about his and
Dutilleux’s music.

He receives an honorary doctorate from the Nicolaus Copernicus University
in Torun.

24 July - The premiere of the Double Concerto at the Lucerne Festival, with
Paul Sacher conducing, Hans and Ursula Holliger as oboe and harp soloists,
respectively.

August — The strikes in Polish shipyards and mines end on August 31 with
the historic agreement in Gdansk to form independent trade unions Solidarity
and to conduct limited reforms. About 10 million Poles joined the independent
trade unions “Solidarity.”

1981
30-31 January - Lutostawski takes part in an extraordinary assembly of the zxp.
February - March — A European concert tour ends with a concert by the
Berliner Philharmoniker. Lutostawski is granted an honorary doctorate by the
University of Glasgow.
22 Jpril - The premiere of Grave for cello and piano.
25 August - Lutoslawski conducts a concert at the Proms Festival in London.
11 December - The composer delivers a speech about truth and the arts
at the Congress of Polish Culture in Warsaw. The congress is interrupted
on December 13 with the imposition of the martial law by Gen. Wojciech
Jaruzelski. Lutostawski’s name is placed on the censors’ index, banning the pub-
lication of any news about his activities.

1982

During the martial law period, Lutostawski continues his concert tours with
appearances in London (February), Norway (summer), Paris (August), England
and Hungary (autumn).
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1983

The composer’s 7oth birthday is celebrated with honors: a Jubilee concert
with the New York Philharmonic, Zubin Mehta, and Roman Jabtonski, piano
(January); the Ernst von Siemens Prize (Munich); and an honorary doctorate
from Durham University.

31 January — Lutostawski completes the Symphony No. 3.

29 September - The premiere of the Symphony No. 4 by the Chicago
Symphony Orchestra, conducted by Georg Solti.

‘The martial law is lifted, but some political prisoners remain incarcerated
until 1986.

4 October - Chain 1is performed by the London Sinfonietta at the Queen
Elisabeth Hall in London.

1984

Lutostawski receives the Solidarity Committee for Independent Culture Prize
for Symphony No. 3 and an honorary doctorate from the Jagiellonian University
in Krakow, Poland.

1985

18 January - The premiere of Partita for violin and piano in Saint Paul,
Minnesota, by Pinchas Zukerman and Paul Neikrug.

21-29 January — Lutoslawski in Residence at the University of Southern
California, with open rehearsals filmed by Pawel Kuczynski, several concerts he
conducted, lectures, the opening of the Polish Music Reference Center to which
he donated a set of important manuscripts (January 23) and his 72nd birthday
on January 25. The donated manuscripts are: Paroles tissées (1965)

Preludes and Fugue (1972), Mi-parti (1976), Novelette (1979), and Mini-
Overture (1982). The renamed Polish Music Center also holds manuscript copies
of Trois poéms d’Henri Michaux.

In 1985, Lutostawski receives important prizes and donates the funds to
establish scholarships for young composers and to assist sick children (the
composer does not have children of his own): the Gravemeyer Award for Music
Composition from the University of Louisville and the Premio Reina Sofia de
Espana [Queen Sofia Prize for Music Composition, Spain]. He is also granted
the Gold Medal by the Royal Philharmonic Society in London.
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1986

The composer receives the International Record Critics Award for his
Symphony No. 3.

January - The premiere of Chain 2 at the Zurich Tonhalle with Anne-Sophie
Mutter, violin.

26-30 March - A series of concerts at the Royal Academy of Music Festival in
London presents the majority of Lutostawski’s compositions.

September — He lectures at the Summer Courses for Young Composers in
Kazimierz Dolny, organized by the Polish Society of Contemporary Music
(1scm - Polish Section).?

10 December — Lutostawski completes the Chain 3 for the San Francisco
Symphony Orchestra.

1987

Lutostawski receives honorary doctorates from the universities of
Cambridge, Baldwin, Belfast, and Manchester. He is awarded an honorary
membership in the Accademia Nazionale di Santa Cecilia in Rome. The Los
Angeles Philharmonic’ recording of the Symphony No. 3 conducted by Esa
Pekka Salonen wins a Grammy Award for the Best Classical Contemporary
Composition.

4 May - The first concert of his music in Poland after the end of the martial
law is held at the F. Chopin Academy of Music in Warsaw.

1988

Lutostawski receives an honorary doctorate from the F. Chopin Academy of
Music in Warsaw.

19 August — Krystian Zimerman premieres the Piano Concerto at the
Salzburg Festival.

September - The first performance of Lutoslawski’s music after the martial
law at the Warsaw Autumn Festival.

11 September - Lech Walgsa’s Civic Committee issues a statement on trade
union pluralism, signed, among others, by Lutostawski.

2 See the articles by Robert Aitken and James
Harley in the present volume.
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1989

Lutostawski composes the Interlude as a link between the Partita and
Chain 2; the new work is premiered in 1990.

6 Tebruary to 5 April - Round Table Talks are held in Poland between the
Solidarity activists led by Lech Walesa and the government. The right to organ-
ize independent trade union is granted, along with participation of independent
candidates in parliamentary elections.

1 April - Lech Walgsa’s Civic Committee organizes an Independent Culture
Forum at the Warsaw University, with Lutostawski’s participation.

4 June - Landslide victory of Solidarity in Polish elections: 99% of seats
in the newly created Senate and all 35% of allotted seats in the divided Seym
(Parliament). The end of the Polish People’s Republic.

1990

14-17 January — The first Witold Lutostawski International Composers’
Competition takes place, with the composer as the president of the Jury.

26 March - He receives the Legion of Honor from the French government.

Lutostawski receives honorary doctorates from the universities of Boston and
Strasbourg.

2 May - He signs an agreement to deposit all his manuscripts in the Sacher
Stiftung in Basel. These do not include several important manuscripts deposited
in 1985 at the University of Southern California in Los Angeles.

20 May - The premiere of the Tarantella for baritone and piano in London.

Lutostawski is nominated to the Polish Council of Culture.

September — during the Warsaw Autumn Festival he meets with Andrzej
Panufnik who left Poland in 1954.

9 December - Lech Walgsa is elected the President of Poland (a newly cre-
ated office).

1991

Lutostawski receives the Signature Award from the Pittsburgh Symphony
Orchestra and an honorary doctorate from the University of Pittsburgh.

8 June - The composer meets Pope John Paul 11 at Warsaw’s Teatr Wielki.

8 August — The premiere of Chantefleurs et Chantefables at the Proms Festival
in London.
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1992
Lutostawski receives the Incorporated Society of Musicians Award from
Manchester.
Subito for violin and piano is his last chamber music composition.
April - the 2nd Lutostawski Composers’ Competition in Warsaw.
22 August - Lutostawski completes the Symphony No. 4.

1993

5 February — The premiere of Lutostawski’s Symphony No.4 by the Los
Angeles Philharmonic with the composer conducting.

18 May - The Swedish Academy of Music awards the Polar Music Prize to
Lutostawski. The award is considered a music equivalent to the Nobel Prize.

25 September — The last concert at the Warsaw Autumn Festival.

7-8 October — A Lutoslawski Competition is launched in Bialystok by
Stanistaw Oledzki.

24 October — The last concert conducted by Lutostawski at the New Music
Concerts in Toronto is recorded and released in 2010 on the Nonesuch label.?

30 October - Lutostawski receives an honorary doctorate from McGill
University in Montreal, Canada® and participates in the soth anniversary cele-
brations of the Polish Institute of Arts and Sciences in Canada. He oversees a
chamber concert of his music at McGill.

November — Lutostawski receives the Kyoto Prize in Creative Arts and Moral
Sciences in Japan.

He is also the recipient of the Music Award from the Royal Philharmonic
Society in London.

‘December — The composer is diagnosed with a malignant neoplasm
{(melanoma).

1994
Lutostawski receives the Classical Music Award for the Symphony No.4.
19 January - Lutostawski receives the Order of the White Eagle from the
President of Poland.

3 See the article by Robert Aitken in the present
volume,

4 See the documentation of the visit in the appen-
dix to the present volume.
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7 Tebruary — Lutostawski dies in the Government Hospital on Emilia Plater
Street.

16 February - The funeral at the Powazki Cemetery [Cmentarz
Powgzkowski] in Warsaw.

22 April - The death of his wife, Danuta Lutostawska. They are survived by
her son, Marcin Bogustawski. =
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Witold Lutostawski — List of Works

Maja TROCHIMCZYK!

Editor
1. Music for Orchestra and Solo Instruments with Orchestra

» Wariacje Symfoniczne [Symphonic Variations] (1938) - orchestra (3.3.3.3
- 4.3.3.1 — timp.perc - cel.pf.hp - str), 9 min. Completed on 15 November 1938,
Drozdowo. pw M/Chester.

» Wariacje na temat Paganiniego [Variations on a Theme by Paganini]
(1941, orch. 1978) for piano and orchestra (2.2.2.2 - 4.3.3.1 - timp.perc - hp -
str), based on Caprice in A minor, No. 24 (6 min.). pw m/Chester.

» Symphony No. 1 (1947) for orchestra (3.3.3.3 - 4.3.3.1 - timp.perc - cel.
pf - str), 24 min. 1. Allegro giusto 11. Poco adagio 111. Allegretto misterioso 1v.
Allegro vivace. pwm/Chester.

» Uwertura smyczkowa [Overture for strings| (1949) for string orchestra, 5
min. Dedication: “to Mirko Oc¢adlik” pwm/Chester.

» Mata suita [Little Suite] (1950, rev. 1951) for orchestra (2.2.2.2 - 4.3.3.1 -
timp.perc - str), ¢. 11 min. 1. Fujarka [Fife] 11. Hurra polka 111. Piosenka [Song/
1v. Taniec [‘Dance]. Based on folk melodies from Machow (Rzeszow region).
pwM/Chester.

= Cztery sygnaly orkiestrowe na 11 Festiwal Muzyki Polskiej [ Four
Orchestral Signals for the Second Festival of Polish Music] (1954) for orches-
tra. 1. Motyw wlasny [own motive]. 11. Motyw mazowiecki [Mazovian Motive].
111. Motyw z rzeszowskiego [ Rzeszow Motive]. 1v. Motyw z towickiego [Lowicz
Motive]. Completed on 10 November 1954. Unpublished.

» Koncert na orkiestre [Concerto for Orchestra] (1954) for orchestra (3.3.3.3
- 4.4.4.1 — timp.perc - cel.pf.2hp - str), c. 30 min. 1. Tutrada 11. Capriccio not-
turno e Arioso 111. Passacaglia, Toccata e corale. Based on folk melodies from
Oskar Kolberg, Piesni ludu polskiego. Mazowsze vols. 2 and 5 (Cracow, 1886/90).
Dedication: “to Witold Rowicki” Completed on 1 August 1954. Prizes: State Prize,
Order of Labor class 11, 22 July 1955; 18t prize - UNESCO, 1963. PwM/Chester.

| Based on information provided by Martina of Works created by James Harley for the Polish
Homma in Witeld Lutostawski: Zwélfton Harmonik  Music Center at usc, for my unfinished project

~ Formbildung - “aleatorischer Kontrapunkt.” Virtual Encyclopedia of Polish Music. http://www.
Studien zum Gesamiwerk unter Einbesehung der usc.edu/dept/polish_music/v £ p m/lutos/lu-wrk-f.
Skizzen. Cologne, Bela Verlag, 1996 and the List html.
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» Muzyka zatobna [Musique funébre] (1958) for string orchestra (12-
16.12-16.8-12.8-12.6-10), ¢.13. 5 min. 1. Prolog [Prologue] 11. Metamorfozy
[Metamorphoses] 111. Apogeum 1v. Epilog [Epilogue]. Dedication: “a la mémoire
de Béla Bartok” Completed on 10 January 1958. Prizes: Prize of the Polish
Composers’ Union (zKp), 15 January 1959; 1st prize, International Tribute of
Composers (UNESCO), Paris, 12-15 May 1959. pwm/Chester.

» Trzy postludia [ Three Postludes] (1960) for orchestra (3.3.3.3 - 4.3.3.1
— 4perc - pf.2hp - 16.14.12.12.8), ¢. 17 min. 1. MM = 80 II. MM = 160 III. MM =
150. Dedication: 1. “for the centenary of the Red Cross.” Completed: 1. On 14
September 1958; 11. On 27 August 1960; 111. On 4 April 1959. pwM/Chester.

» Jeux vénitiens [ Venetian Games/ Gry weneckie] (1961) for chamber
orchestra (2.1.3.1 - 1.L.1.0 — timp.perc - cel.2pf.2hp - 4.0.3.3.2), c.13 min. 1.

Ad libitum 11. MM=150. 1. MM=60. IV. MM=60. Commissioned by Andrzej
Markowski, Cracow Philharmonic Chamber Orchestra, completed on 5
April 1961; revised on 29 August 1961. First Prize, Tribune Internationale des
Compositeurs (UNESCO), Paris, May 1962. pwMm/Chester.

= Symphony No. 2 (1967) for orchestra (3.3.3.3 - 4.3.3.1 - 3 perc - 2pf.hp -
16.14.12.6.6); ¢. 30 min. 1. Hésitant 11. Direct. Commissioned by Nord-Deutscher
Rundfunk, for the 100th concert in the Das Neue Werk series. Completed: 1.
on 24 April 1967; 11. on 4 September 1966. First prize, Tribune Internationale
des Compositeurs (UNEscO), Paris, May 1968. pwm/Chester.

» Livre pour orchestre (1968) for orchestra (3.3.3.3 - 4.3.3.1 - timp.3perc —
cel.pt.hp - str), c. 22 min. 1. 1er Chapitre / 1er Intermede 11. 2me Chapitre / 2me
Tntermede 111. 3me Chapitre / 3me Intermede 1v. Chapitre final. Commissioned
by the City of Hagen. Dedication: “to Berthold Lehmann.” pwm/Chester.

» Concerto for Cello and Orchestra (1970) completed in July 1970 (3.3.3.3 -
4.3.3.1 - timp.3perc — cel.pf.hp - str), c. 24 min. Commissioned by the Royal
Philharmonic Society and the Gulbenkian Foundation. Dedication: “to Mstislav
Rostropovich.” pwm/Chester.

» Mi-parti (1976) for orchestra (3.3.3.3 - 4.3.3.1 - perc — cel.pf.hp - str), c.
15 min. Commissioned by the City of Amsterdam, for the Concertgebouw
Orchestra. Completed on 15 June 1976. pw M/Chester.

= Novelette (1979) for orchestra (3.3.3.3 - 4.3.3.1 - timp.perc - cel.pf.2hp
- str), ¢. 17.5 min. 1. Announcement 11. First Event 111. Second Event 1v. Third
Event v. Conclusion. Dedication: “for Mstislav Rostropovich and the National
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Symphony Orchestra, Washington” Completed on 5 May 1979; fourth move-
ment on 3 October 1978; fifth on 15 June 1978, pwm/Chester.

» Double Concerto (1980) for oboe, harp, chamber orchestra (2perc
- 7.0.2.2.1), ¢. 20 min. 1. Rapsodico. 11. Dolente. 111. Marciale e grotesco.
Commissioned by and dedicated “to Paul Sacher” Completed on 31 March 1980.
pwM/Chester.

= Grave: Metamorphoses for cello and string orchestra (orch. 1981)
(4.3.3.2.1), ¢. 7 min. Dedication: “In memoriam Stefan Jarocinski (1912 - 8 May
1980).” Completed on 31 March 1981. pw Mm/Chester.

» Symphony No. 3 (1983) for orchestra (3.3.3.3 — 4.4.4.1 - timp.3perc -
cel.apf.2hp - str), c. 30 min. Commissioned by the Chicago Symphony
Orchestra. Dedication: “for Sir Georg Solti and the Chicago Symphony
Orchestra” Completed on 31 January 1983. Grawemayer Award, Louisville, 1984.
pwm/Chester.

= Partita (1984, orch. 1988) for violin and orchestra (2.0.2.2 - 0.2.2.0 — timp.
perc — cel.pf solo - str), c.15 min. 1. Allegro giusto. 11. Ad libitum. 111. Largo. 1v.
Ad libitum. v. Presto. Dedication: “to Anne-Sophie Mutter” pwm/Chester.

» Chain 11: ‘Dialogue for violin and orchestra (198s) for solo violin and
orchestra ( 2.2.2.2 - 0.2.2.0 - timp.2perc - cel/pf - 6.6.4.4.2), ¢. 18 min. 1. Ad
libitum. 11. A battuta, MM - ci160. 111. Ad Libitum. 1v. A battuta, Vivace.
Commissioned by Paul Sacher, for the Collegium Musicum. Dedication: “to
Paul Sacher” Completed on 7 April 1985. pwM/Chester.

» Chain 111 (1985) for orchestra ( 3.3.3.3 - 4.3.3.1 - timp.4perc - cel.pf - str), c.
10 min. Commissioned by San Francisco Symphony Orchestra. Completed on
28 August 1985. pw M /Chester.

» Concerto for Piano and Orchestra (1987) for solo piano and orchestra
(3.3.3.3 = 4.2.3.1 — timp.perc - hp - str), ¢c. 27 min. I. MM = 110. 11. Presto. 111.
Largo. 1v. MM = 84. Commissioned by the Salzburg Festival. pwm/Chester.

» Prelude for 6.s.M.D. (1989) for orchestra (2.2.2.2 - 2.2.2.1 - timp.perc - str),
c. 2 min. Chester.

= Interludium [Interlude] (1989) for orchestra (1.2.2.1 - 0.1.1.0 - perc -
cel.pf.hp - str), c. 5 min. Commissioned by and dedicated “to Paul Sacher”
Completed on 19 October 1989. pwm/Chester.

» Symphony No. 4 (1992) for orchestra (3.3.3.3 - 4.3.3.1 — timp.3perc - cel.
pf.2hp - str), c. 22 min. Commissioned by the Los Angeles Philharmonic
Orchestra. Completed on 22 August 1992. pwM/Chester.
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2. Music for Voice(s) with Instruments

» Requiem (fragments, 1937) for soprano, choir (optional), and orchestra
(2.3.2.3 = 3.4.1.1 = timp - str). 1. Requiem aeternam (lost) 11 Lacrimosa (3 min.).
Diploma work. PwM

» Lacrimosa (1937) for soprano and organ, transcription of the orchestral
version, 3 min. PwM

 Tryptyk Slgski [Silesian Triptych] (1951) for soprano and orchestra
(3.2.3.2 - 4.3.3.1 - timp.perc — cel.hp - str), 9 min. 1. Allegro non troppo 11.
Andante quieto 111. Allegro vivace. Based on songs from Jan S. Bystron, Piesni
ludowe z polskiego Slaska (Cracow, 1927-34). Prizes: First Prize, Festival of
Polish Music, Warsaw, 16 December 1951; State Prize Class 11, 17 July 1952.
pwM/Chester.

» Pigé Piesni [Five Songs] (1957) for soprano and piano, 10 min. 1. Morze
[Sea]. 1. Wiatr [Wind]. 111. Zima [Winter]. 1v. Rycerze [Crusaders]. v. Dzwony
Cerkiewne [Orthodox-Church ‘Bells]. To texts by Kazimiera Ittakowicz[éwnal,
Dedications: 1. Marya Freund; 11.-v. Nadia Boulanger. Completed on 23
September 1956 (1) and 25 August 1957 (11-v). pwmM/Moeck Verlag.

» Pigé Piesni [ Five Songs] (1957, orch. 1958) for soprano and orchestra
(timp.perc - pf.hp(2) - 9.0.4.4.4), 10 min. Orchestral arrangement with the
same titles and dedications. Completed on 31 March 1958. pwM/Moeck Verlag.

= Trois poemes d’Henri Michaux (1963) for choir (5 sopr., 5 altos, 5 tenors, 5
basses), orchestra (3.2.3.2 - 2.2.2.0 - timp,4 perc. — 2 pn, hp) to poetry b Henri
Michaux, ¢. 20 min. 1. Pensées 11. Le grand combat 111. Repos dans le Malheur.
Commissioned by Slavko Zlati¢ and the Zagreb Radio Choir. Completed: 1. on
7 January 1963; 11. 1 on April 1963; 111. on 17 April 1963. First prize, Tribune
Internationale des Compositeurs (UNEScO), Paris, May 1964. pw m/Chester.

= Paroles tissées (1965) for tenor and chamber orchestra (perc- pf.hp -
5.5.3.3.1) to poems by Jean-Frangois Chabrun, c. 15 min. Dedication “to Peter
Pears” Completed: 1. on 4 April 1965; 11. on 15 April 1965. pwM/Chester.

» Les espaces du sommeil (1975) for baritone and orchestra (3.3.3.3 - 4.3.3.1
— timp.perc - cel.pf.hp - str) to poems by Robert Desnos, from Corps et biens,
1930, ¢. 15 min. Dedication: “to Dietrich Fischer-Dieskau.” Completed on 17
November 1975. pwM/Chester.

» Nie dla ciebie [ [Not for you] (1981) for soprano and piano, to a poem
by Kazimiera Ittakowicz. Dedication: “to Mieczystaw Tomaszewski, for his
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6oth birthday” Completed in November 1981. Published in Mieczystawowi
Tomaszewskiemu w 6o-lecie urodzin, Cracow, Zeszyty Naukowe Akademii
Muzycznej w Krakowie, 1984, 275-281.

» Tarantella (1990) for baritone and piano to a poem by Hilaire Belloc, “Do
you remember an inn, Miranda?” ¢. 3 min. Dedication: “to Sheila MacCrindle.”
pwM/Chester.

» Chantefleurs et Chantefables (1990) for soprano and orchestra (1.1.1.1 -
1.1.1.0 — perc — pLhp - 8.7.6.4.2) to poetry by Robert Desnos, Chantefables et
chantefleurs (Paris, 1955), ¢. 20 min. 1. La Belle-de-Nuit. 11. La Sauterelle 1.
La Véronique. rv. Téglantine, I' Aubépine et la Glycine. v. La Tortue. V1.

La Rose. vir. LAlligator. virr. L Angélique. 1x. Le Papillon. pwm/Chester.

3. Chambre Music

» Drobne utwory polifoniczne [Small polyphonic works] (1943-44) for vari-
ous wind instruments. 1. Ten Interludes for oboe and bassoon. 11. Ten Canons
for two clarinets. 111. Ten Canons for three clarinets (10th missing in manu-
script). Unpublished.

» Cwiczenia polifoniczne [ Polyphonic exercises] (1943-44) for strings. 1. Ten
Canons in four parts. 11. Eleven Miniatures in four/five parts. Unpublished.

» Trio (1945) for oboe, clarinet, bassoon, ¢. 12 min. 1. Allegro moderato. 11.
[No tempo indication]. 111. Allegro giocoso. Unpublished.

= Mala suita [Little Suite] (1950) for instrumental ensemble, ¢. 11 min.
based on folk melodies from Machdéw (Rzeszdw region). 1. Fujarka [Fife]. 11.
Hurra polka. 111. Piosenka {Song]. 1v. Taniec [Dance]. Unpublished. See a ver-
sion for orchestra from 1951, pwnm/Chester.

» Recitative e arioso (1951) for violin and piano, ¢. 3 min. Dedicated to
Tadeusz Ochlewski. Completed on 26 August 1951. PWM.

» ‘Bukoliki [Bucolics] (1952, arr. 1962) for viola and cello, ¢. 5.5 min. 1. Allegro
vivace 11. Allegretto sostenuto 1. Allegro molto rv. Andantino v. Allegro marci-
ale. Based on the work for piano, folk melodies from Wiladystaw Skierkowski,
Puszcza kurpiowska w piesni (Plock, 1928-34). pwM.

» Trzy Fragmenty [Three Fragments] (1953) for flute and harp, c.4 min.

1. Magia [Magic]. Allegro moderato. 11. Odys na tace [Odysseus in Ithacal,
Andante con moto. 111. Presto. PWM.
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= Preludia taneczne [ Dance Preludes] (1954) for- clarinet and piano, c. 7
min. 1. Allegro molto 11. Andantino 111. Allegro giocoso 1v. Andante v. Allegro
molto. Completed on 21 December 1954. pw M/Chester.

» Preludia taneczne [‘Dance Preludes] (1954, orch. 1955) arrangement for
clarinet and chamber orchestra (timp.perc - pf.hp - str), the same five move-
ments as above. Completed on 5 September 1955. pw M /Chester.

» Preludia taneczne [Dance Preludes] (1954, arr. 1959) for instrumental
ensemble (1.1.1.1 - 1.0.0.0 - 1.0.1.1.1). The same five movements as above. pwm/
Chester.

» Kwartet smyczkowy [String Quartet] (1964), c. 23.5 min. 1. Tntroductory
Movement. 11. Main Movement. Commissioned by the Swedish Radio, for the
10th anniversary of Nutida Musik. Completed: 1. in December 1964; 11. in
November 1964. pw M/Chester.

» Preludia i fuga [ Preludes and Fugue] (1972) for 13 solo strings (7.0.3.2.1.),
¢. 34 min. Commissioned by and dedicated “to Mario di Bonaventura.” 1.
Preludes 1-7. 11. Fugue. Composition completed: 11. on 29 June 1972; Preludes
in August 1972. Note in the score: “The work can be performed whole or in
various shortened versions. In the case of the performance of the whole, the
indicated order of the Preludes is obligatory. Any number of the Preludes in any
order can be performed with or without a shortened version of the Fugue.” State
Prize, First Class in 1978. pwnm/Chester.

= Epitaphium [Epitaph] (1979) for oboe and piano, ¢. 5.5 min. Dedication: “in
memory of Alan Richardson” Completed in August 1979. pwm/Chester.

= Grave: Metamorphoses for cello and piano (1981), c. 7 min. Dedication: “In
memoriam Stefan Jarocinski (1912 - 8 May 1980).” pw m/Chester.

» Mini-Overture (1982) for brass quintet (2 trumpets, horn, trombone,
tuba), ¢. 3 min. Dedication “to Dr. Walter Strebi” Completed on 6 January 1982.
Chester/pwm.

* Chain 1 (1983) for ensemble (1.1.1.1 - 1.1.1.0 - perc - hps - 1.1.1.1.1), ¢. 9 min,
Dedication: “to Michael Vyner and the London Sinfonietta.” Completed on 20
July 1983. pwM/Chester.

» Partita (1984) for violin and piano, c. 15 min. 1. Allegro giusto. 11. 7d
libitum. 111. Largo. 1v. Ad libitum. v. Presto. Completed: 1. 9/8/1984; 111.
11/10/1984; v. 10/30/1984. PwM/Chester,

= Tanfare for Louisville (1986) for winds and percussion (3.3.3.3 - 4.3.3.1 —
timp.perc), c. 2 min. Completed on 22 August 1986. Chester.
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= Fanfare for cCUBE (1987) for brass quintet (2 trumpets, horn, trombone,
tuba), c. 30 sec. Chester.

w Slides [ Przezrocza] (1988) for chamber ensemble ( 1.1.1.1 - 1.0.0.0 - perc -
pf - 1.0.1.1.1), ¢. 4 min. Dedication: “for the 8oth birthday of Elliott Carter (b. 11
December 1908).” Completed on 13 September 1988. pw m/Chester.

= Fanfare for Lancaster (1989) for brass ensemble and side drum (4.3.3.1), .
1 min. Chester.

» Subito (1992) for violin and piano, ¢. 5 min. Commissioned by the
Indianapolis Violin Competition. Chester.

= Fanfare for Los Angeles Philharmonic (1993) for brass and percussion, ¢.

1 min. Chester.
4. Music for Piano or Two Pianos

= Dwie etiudy [Two Studies] (1941) for piano, 4.5 min. 1. Allegro 11. Non
troppo allegro. pw m/Chester.

= Wariacje na temat Paganiniego [Variations on a Theme by Paganini]
(1941) for two pianos, 6 min., based on the Caprice in A minor, No. 24. PWM/
Chester./Muzyka (Moscow).

= Bukoliki [Bucolics] (1952) for piano, c. 5.5 min. 1. Allegro vivace 11.
llegretto sostenuto 111. Allegro molto 1v. Andantino v. Allegro marciale. Based
on folk melodies from Wtadystaw Skierkowski, ‘Puszcza kurpiowska w piesni
(Plock, 1928-34). pw M/Chester.

» Miniatura [Miniature] (1953) for two pianos, 1.5 min. PWM.

= Tnwencja [Invention] (1968) for piano, c. 50 sec. Dedication: “for the 71st
birthday of Stefan Sledzinski” pwMm/Agencja Autorska/Chester.

5. Music for Solo Instruments
» Sacher Variation (1975) for cello solo, c. 5 min. Dedication: “to Paul Sacher
on his 7oth birthday” pwm/Chester.

« For Martin Nordwall (1984) for clarinet solo, 1 min., composed on 13 July
1984. Unpublished.
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6. Popular Songs - for Children, Folksong Arrangements, and Mass Songs

» Haslo uczniow [Student Song] (1931) for choir (SATB/TTBB), to a text
by Stanistaw Mlodozeniec. Published by Stefan Batory Gimnazjum. Reprinted
in its 75th-anniversary publication, Pochodem idziemy... [We are marching...].
Warsaw, P1w, 1993.

= Piesni walki podziemnej [Songs of the Underground Struggle] (1942-

44) for voice and piano, c. 15 min. 1. Zelazny marsz [Tron March], 11. Do broni
[To Arms]. 111. Przed nami przestrzen otwarta [An Open Stretch Before Us].
1v. Jedno stowo, jeden znak [One ‘Word, One Sign]. v. Wesoly pluton [Merry
Platoon]. Poems by: 1 - Stanistaw Dobrowolski, 2 — Aleksander Maliszewski, 3,
4 — Zofia Zawadzka, 5 - Anonymous. Cracow, Pw M.

» Trzy koledy [Three Carols] (1945) for solo voices, unison choir, and
ensemble, to words by Aleksander Maliszewski. 1. Nie w Betleermn [ Not in
‘Bethlehem]. 11. ‘Kolgda wojenna ["War Carol]. 111. Z Herodem {From Herod).
Warsaw, Czytelnik.

= Melodie ludowe [ Folk Melodies] (1945) for piano, 10 min. Settings of folk-
songs collected by Jerzy Olszewski. 1. HAch mdj Jasieriko [0, my Johnny]. 11. Hej,
od Krakowa jadg [Hey, T come from Cracow]. 111. Jest drozyna, jest [There is a
path, there is]. 1v. Pastereczka [The little shepherdess]. v. Na jabtoni jabtko wisi
[An apple hangs on the apple tree]. vi. Od Sieradza ptynie rzeka [A river flows
from Sieradz]. vi1. Panie Michale [Master Michael]. virr. W polu liperika [The
linden tree in the field]. 1x. Zalotny [Flirting]. x. Gaik [The grove]. x1. Ggsior
[The gander]. x11. Rektor [ The Schoolmaster]. pw m/Chester.

s Pigc melodii ludowych [ Five Folk Melodies] (1945, selected songs from
Melodie ludowe, arr. 1952) for youth string orchestra. 1. Ach méj Jasieriko [0,
my Johnny]. 11. Hej, od Krakowa jade [Hey, T come from Cracow]. 111. Gaik
[The grove]. 1v. Ggsior [The gander]. v. Rektor [The Schoolmaster]. pwM.

» Cztery melodie slgskie [ Four Silesian Melodies] (1945, from Melodie
ludowe arr. 1954) for four violins, for youth. 1. Zalotny [Flirting]. 11. Gaik [The
grove]. 111. Ggsior [The gander]. 1v. Rektor [ The Schoolmaster]. pw M.

» Dziewiec melodii ludowych [ Nine TFolk Melodies] (1945, selected from
Melodie ludowe arr. 1971 by José de Azpiazu) for guitar solo. 1. Ach mdj
Jasieriko [0, my Johnny]. 11. Hej, od Krakowa jade [Hey, 1 come from Cracow].
111. Jest drozyna, jest [There is a path, there is]. 1v. Pastereczka [The little
shepherdess]. v. Na jabloni jabtko wisi [An apple hangs on the apple tree]. v1.
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W polu lipetika [The linden tree in the field]. vi1. Zalotny [Flirting]. viii. Gaik
[The grove]. ix. Rektor [The Schoolmaster]. PWM.

» Dwadziescia koled [ Twenty Carols] (1946) for voice and piano, c. 45
min. 1. Aniot pasterzom mowil. 11. Gdy si¢ Chrystus rodzi. 111. Przybiezeli do
Betlejem. 1v. Jezus malusienki. v. ‘Bog si¢ rodzi. vi. W zlobie lezy. vi1. Pdtnoc
juz byla. viir, Hej Weselmy sig. 1x. Gdy sliczna Panna. x. Lulajze, Jezuniu. X1.
My tez pastuszkowie. x11. Hej, w dzieri narodzenia. x111. Hola, hola, pasterze
z pola! x1v. Jezu, sliczny kwiecie. xv. Z narodzenia Pana. xv1. Pasterze mili.
XVII. 7 c6% z tg dziecing? xv1i1. Dziecina mata. x1x. Hej, hej, lelija Panna
Maryja. xx. Najswigtsza Panienka po swiecie chodzita. Texts: 1, 5, 6 - Michal
Mioduszewski, Spiewnik koscielny (Cracow, 1838); 14,15 - Mioduszewski,
Spiewnik koscielny (Cracow, 1842); 2,16 - Mioduszewski, Spiewnik koscielny
(Cracow, 1853); 3,4,7:8,9,10,11,12,13,16,17,18 — Mioduszewski, Pastoratki i koledy z
melodyjami (Cracow, 1843); 19 — Oskar Kolberg, Lubelskie (Cracow, 1883); 20 -
Kolberg, Leczyckie (Cracow, 1889). Commissioned by pw M. pwMm/Chester.

» Twenty Polish Carols (1946, orch. 1984-89) for soprano, female choir, and
ensemble (1.1.2.1 - 2.1.1.0 — timp.perc - pf.hp - str), 45 min. 1. Angels to the shep-
herds came [Aniof pasterzom méwil]. 1. Hey! We rejoice now [Hej! Weselmy sie].
111, When the Christ to us is born [Gdy sig Chrystus rodzi]. 1v. Just after midnight
[Pélnoc juz byla]. v. God is born [Bég si¢ rodzi]. vi. Our lovely Lady [Gdy sliczna
Pannal. vir. Hurrying to Bethlehem [Przybiezeli do Betlejem]. vii. In a manger
[W zlobie lezy]. 1x. Jesus there is lying [Jezus malusienki]. x. We are shepherds
[My tez pastuszkowie]. x1. Lullaby, Jesus [Lulajze, Jezuniu]. x11. Hey, on this the
day [Hej, w dzieri narodzenia]. X111, Jesus, lovely flower [Jezu, sliczny kwiecie].
x1v. Heyla, heyla, shepherds there you are [Hola, hola, pasterze z pola!]. xv. What
to do with this child? [ ¢z z tg dziecing?]. xvi. Hey, hey, lovely Lady Mary [Hej,
hej, lelija Panna Maryja]. xvir. This is our Lords birthday [Z narodzenia Panal.
xvirL. Shepherds can you tell? [Pasterze mili]. x1x. Infant so tiny [Dziecina mala].
xx. Holy Lady Mary [Najswigtsza Panienka po swiecie chodzila]. Chester.

= Szesé piosenek dziecinnych [Six Childrens Songs| (1947) for voice and
piano to poems by Julian Tuwim. 1. Taniec [Dance]. 11. Rok i bieda [Year and
trouble]. r11. Kotek [Kitten]. 1v. Tdzie Grzes [Here comes Greg]. v. Rzeczka
[Little river]. vi. Ptasie plotki [Birds’ gossip]. PwM. In 1953 arranged for
mezzo-soprano and chamber orchestra (1.1.2.1 - 0.0.0.0 - hp - str), 8 min.
pwM. Also in 1953 arranged for children’s choir and orchestra, unpublished.
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» ‘Dwie piosenki dziecinne [ Two Children’s Songs] (1948) for voice and piano
to poems by Julian Tuwim. 1. Spézniony stowik [The Nightingale is Late]. 11. O
Panu Tralaliriskim [ About Mr. Tralaliniski]. pwm/Chester. In 1952 arranged for
voice and chamber orchestra, unpublished.

= Lawina [An Avalanche] (1949) for voice and piano, to a poem by
Alexander Pushkin, Obval (1829). pw M. 2nd prize, Polish Composers’ Union
Song Competition “150th anniversary of Pushkin’s birth”

» Dziesiec polskich piesni ludowych na tematy Zolnierskie [Ten Polish Folk
Songs on Soldiers’ Themes] (1951) for male choir (TT88B). 1. Pod Krakowem
czarna pola [A black field near Cracow]. 11. Nie bede tez ronic [No tear will be
shed]. 111. A w Warszawie [And in Warsaw]. 1v. Zachodzi stoneczko [The sun
is setting]. 1v Oj, i w polu jezioro [Oh, and a lake in the field]. vi. Jam kalinke
famata [T broke the guelder rose]. vi1. Gdzie to jedziesz, Jasiu? [ Where are you
going, Jackz]. viii. A na onej gorze [And on that mountain]. 1x. Juz to jija
siddmy roczek [ Already passed the seventh year]. x. Malgorzatka [Maggie].
Arrangements of folksongs: 2,4,9 - from Kolberg, Krakowskie 2/6 (Cracow,
1873); 7 - from Kolberg, Mazowsze 3/26 (Cracow, 1887); 8 - from Kolberg,
Mazowsze 4/27 (Cracow, 1888); 10 - from Kolberg, Mazowsze 1/24 (Cracow,
1885); 1,3,5,6 — sources unknown. Commission Ministerstwo Obrony Narodowej
[Ministry of National Defense]. Published by Wydawnictwo Ministerstwa
Obrony Narodowej (‘Biblioteka muzyczna, no. 31).

= Siedem piesni [Seven Mass Songs] (1950-52) for voice (unison chorus)
and piano. 1. Zwycieska droga [The road to victory]. 11. Wysztabym ja
{1 would marry]. 111. Nowa Huta. 1v. Stuzba Polsce [Service to Poland].

v. Zelazny marsz [Tron March] (from Songs of the Underground Struggle).
vI. Najpiekniejszy sen [The most beautiful dream]. vi1. Naprzéd idziemy
[Forward we go]. To texts by: 1,6 - Tadeusz Urgacz; 2 - Leopold Lewin; 3,4 -
Stanistaw Wygodzki; 5 - Stanistaw Ryszard Dobrowolski; 7 - Jan Brzechwa.
pwM/Czytelnik.

» Trzy piesni [Three Mass Songs] (from Seven Mass Songs, 1950-52, arr.
1951) for choir. 1. Zwycieska droga [The road to victory], 11. Nowa Huta. 111.
Naprzdd idziemy [ Forward we goJ. pwMm/Czytelnik.

= Stuzba Polsce [Service to Poland] (from Seven Mass Songs, 1950-52,
arr. 1951) for male choir and piano, to a text by Stanistaw Wygodzki. pwm/
Czytelnik.

242 WITOLD LUTOSEAWSKI LIST OF WORKS



» Wiosna [Spring] (1951) for mezzo-soprano and chamber orchestra. 1. Juz
jest wiosna [Already it’s spring]. 11. ‘Piosenka o zlotym listku [Song of the golden
leaf]. 111. Jak Warszawski woznica [Like a Warsaw coachman]. 1v. Majowa nocka
[May night]. Poems by: 1 - Hanna Januszewska; 2 - Jadwiga Korczakowska; 3 -
Wtodzimierz Domeradzki; 4 - Lucyna Krzemieniecka. Unpublished.

Wiosna [Spring] (1951, arr. 1952) arranged for voice and piano, and
for choir (SSA) and piano. 1. Piosenka o zlotym listku [Song of the golden
leaf]. 11. Majowa nocka [May night]. Poems by: 1 - Jadwiga Korczakowska;

2 - Lucyna Krzemieniecka. pwm. Choral versions by Chester. in Three
Children’s Songs, 1977.

w Jesiert [ Autumn] (1951) for mezzo-soprano and chamber orchestra to poems
by Lucyna Krzemieniecka. 1. ‘W listopadzie [‘In November]. 11. Swierszcz [The
cricket]. 111 Mgla [Tog]. 1v. Deszczyk jesienny [Light autumn rain]. Unpublished.

= Stomkowy taricuszek i inne dziecinne utwory [Straw Chain and other
children’s pieces] (1951) for soprano, mezzo-soprano and chamber ensemble
(fl, ob, 2 cl, bn), 10 min. 1. Wstep instrumentalny [Instrumental Introduction].
11. Chatupeczka niska [Low Hut]. 111. ‘Byta babuleika { There was an old
woman)]. 1v. Co tam w lesie huknelo [ What went bang in the woods?]. v. ‘Rosla
Kalina [A guelder rose grew]. v1. Cheialo si¢ Zosi jagédek [Sophie wanted blue-
berries]. vi1. Stomkowy taricuszek [Straw Chain]. Source of texts: 2,3,4,7 - Oskar
Kolberg, Krakowskie, vol. 2 (Cracow, 1873); 5 - Janina Porazinska; 6 - Teofil
Lenartowicz; 8 - Lucyna Krzemieniecka. pwm/Chester.

= Srebna szybka / Muszelka [Silver window-pane / Cockle-shell] (1952) for
voice and piano, to poems by Agnieszka Barto. Unpublished. Arranged for
mezzo-soprano and chamber orchestra in 1953. PWM. Translated and arranged
in 1977 by Marie Pooler for choir (ssA) and piano. Published by Chester. in
Three Childrens Songs.

» Towarzysz [Comrade] (1952) for voice and piano, to a poem by Stanistaw
Wygodzki. Also in 1952, arranged for baritone, male choir and orchestra.

= Trzy utwory dla mlodziezy [Three Pieces for Youth] (1953) for piano.

1. Czteropalcéwka [ Four-finger exercise]. 11. Melodia [Melody]. 111. Marsz
[March]. Commissioned by pwm. pwm/Chester.

Dwie piesni dziecinne [Two Children’s Songs] (1953) for voice and piano, to
poems by I - Janina Ositiska; 11 - Lucyna Krzemieniecka. 1. Pidreczko [Little
feather]. 11. Wrébelek [Little sparrow]. Commissioned by the Polish Radio,
completed on 18 May 1953, PW M.
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» Dwie piesni dziecinne [Two Children’s Songs] (1953) for voice and piano,
to poems by: 1 - Stefania Szuchowa; 11 - Lucyna Krzemieniecka. 1. Wianki
[Wreaths]. 11. Pozegnanie wakacji [Goodbye to holidays]. Commissioned by the
Polish Radio, completed on 1 July 1953, pwM.

= Trzy piesni Zolnierskie [ Three Soldiers’ Songs] (1953) for voice and
piano. 1. ‘Kto pierwszy [Who first?]. 11. Narciarski patrol [Ski patrol]. 111.
Skowronki [Skylarks]. To texts by: 1 - Stanistaw Czachorowski; 2 - Aleksander
Rymkiewicz; 3 - Mieczystaw Dotega. Published by Wydawnictwo Ministerstwa
Obrony Narodowej, Warsaw, 1953.

» Dziesiec taricow polskich [Ten Polish Dances] (1953) for chamber orches-
tra. 1. Kozioratka. 11. Nie chcg cig znac {1 will not know you]. 111. Gotgbek
[Pigeon]. 1v. Grozik. v. Kaczek. vi. Kowal [Blacksmith]. vi1. Ty i ja (Laura)
[You and me -Laura]. viir. Maryszunka [Little Mary]. 1x. Dobra tabaczka
[Good tobacco]. x. Szejper. Arrangements of folk songs.

= Dwie piesni dziecinne [Two Children’s Songs] (1953, arr. 1953) for voice and
chamber orchestra. 1. Pidreczko [Little feather]. 11. Wrébelek [Little sparrow] to
poems by: 1- Janina Osinska; 2- Lucyna Krzemieniecka.

« Spijze, Spij [Sleep, sleep] (1954) for mezzo-soprano and chamber orches-
tra to a poem by Lucyna Krzemieniecka. Commissioned by the Polish Radio,
completed on 12 January 1954.

» Idzie nocka [[Night is falling] (1954) for mezzo-soprano and chamber
orchestra to a poem by Janina Osiniska. Commissioned by the Polish Radio.

» Warzywa [Vegetables] (1954) for mezzo-soprano and chamber orchestra,
to a poem by Julian Tuwim. Commissioned by the Polish Radio, completed on
19 May 1954.

» Trudny rachunek [ Difficult Sums] (1954) for mezzo-soprano and cham-
ber orchestra, to a poem by Julian Tuwim. Commissioned by the Polish Radio.
Completed on 23 May 1954.

» Zaslyszana melodyjka [ An Overheard Melody] (1957) for two pianos, 5
min. Completed on 17 February 1957.

» Piosenki dziecinne [Children’s Songs] (1958) for voice and piano. 1. Nocny
Marek [A Night Owl]. 11. Jedna galgzecka [One little branch]. 111. Piosenka na
Prima Aprilis [Song on April Fools’ Day]. 1v. Kuku-kuku [Cuckoo, cuckoo].
Poems by: 1, 2 Janina Osinska; 3, 4 Roman Pisarski. Completed in March 1958
(nos. 3-4).
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= Na Wroniej ulicy w Warszawie [On Wronia Street in ‘Warsaw] (1958) for
voice and piano, to a poem by Roman Pisarski. Completed in December 1958.

= Bajka iskierki [A Spark’s Tale] (1958) for voice and piano, to poems by
Janina Porazinska. 1. Siwy mréz [Hoar-frost]. 11. Malowane miski [ Painted
bowls]. 111. Bajka iskierki [A Spark’s Tale]. 1v. Butki za cztery dudki [Little
shoes for fourpence]. v. Kap..kap..kap [Drip, drip, drip]. vi. Plama na podtodze
[A stain on the floor]. Completed in November 1958, Pw M.

= Sechs polnische ‘Weihnachtslieder [Six Polish Christmas Carols] (1959)
for 3 recorders. 1. My tez pastuszkowie [ We also, shepherds]. 11. Przybiezeli do
Betleem pasterze [Shepherds came to Bethlehem)]. 111. Jezus malusieriki [Tiny
baby Jesus]. 1v. Péinoc juz byla [Midnight]. v. Hola! Hola! Pasterze z pola
[Halo, halo, shepherds from the fields]. v1. Jezu, sliczny kwiecie {Jesus, a beauti-
ful blossom]. Completed on 21 July 1959, Moeck.

= Trzy piosenki dziecinne [Three Children’s Songs] (1959) for voice and
piano, to poems by Benedykt Herz. 1. Trgbka [Little trumpet]. 11. Abecadlo
[aBc]. 111. Lato [Summer]. Completed on 27 December 1959.

» The Holly and the Ivy (English Carol) (1984), arrangement, ¢. 30 sec.,
June 1984.

= Incidental Music, Film Scores

» Harun al Raszyd (1931) incidental music for orchestra. Commissioned by
Janusz Makarczyk. Destroyed in WW 11,

« Three Short-Film Scores (1936). 1. Gore [Fire]. 11. Uwaga [Beware!].

111. Zwarcie [Short Circuit]. Commissioned by the Institut Spraw Spolecznych; 1,
2. Bugeniusz Cekalski - director, 3. Stefan & Franciszka Themerson. Destroyed
in WW I

= Odrg do Battyku [Via the Oder to the Baltic] (1945) film score for orchestra,
39 min. Commissioned by S. Mozdzenski, film director. Unpublished.

» Suita Warszawska [Warsaw Suite] (1946) for orchestra, 20 min. 1. Kleska
[Disaster]. 11. Powrdt do zycia [Return to Life]. r11. ‘Wiosna Warszawska

[ Warsaw Spring]. Commissioned by T. Makarczynski, film director.
Unpublished.

= Cyd (1948) incidental music for ensemble to &I Cid by P. Corneille, for Teatr
Polski in Warsaw. Unpublished.
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» Fantazy (1948), incidental music for female choir, and ensemble (1.0.1.0

- 0.2.1.0 - perc - pf - 1.1.0.1.1), to a play by Juliusz Stowacki for Teatr Polski,
Warsaw. Unpublished.

» Wesole kumoszki z Windsoru [Merry Wives of Windsor] (1948) incidental
music for ensemble (1.0.1.0 - 0.1.1.0 — perc - 1.0.1.1.1), for Shakespeare’s play at
Teatr Polski, Warsaw.

= ‘Bog, cesarz i chlop [God, Emperor and the Peasant] (1948) incidental music
for ensemble (0.0.1.0 - 1.1.1.0 - perc - hp - 1.1.1.1.1), for a play by Julius Hay at
Teatr Polski, Warsaw. Unpublished.

8. Lost Works

These manuscripts were lost/destroyed in the destruction of ‘Warsaw by Germans
after the fall of the Warsaw Uprising in October 1944, when all surviving resi-
dents were forcibly removed and the city burned down.

» Prelude (1922) for piano. Destroyed.

» Drobne utwory [Little Pieces] (1923-26) for piano. Destroyed.

» Kolysanka [Lullaby] in E major (1926) for piano. Destroyed.

» Trzy preludia [Three Preludes] (1927) for piano. Destroyed.

» Sonata No. 1 (1927) for violin and piano. Destroyed.

= Sonata No. 2 (1928) for violin and piano. Destroyed.

» Poeéme (1928) for piano. Destroyed.

= ‘Wariacje [Variations] (1929) for piano. Destroyed.

= Taniec Chimery [‘Dance of the Chimera] (1930) for piano. Destroyed.

= Scherzo (1930) for orchestra. Destroyed.

» Harun al Raszyd (1931, arr. 1933) for orchestra. Destroyed. Commissioned by
Janusz Makarczyk.

» Sonata (1934) for piano, 23 min. 1. Allegro. 11. Adagio ma non troppo.

111. Andante - Allegretto - Andantino. completed on 29 December 1935,
Warsaw.

» Dwie piesni [Two Songs] (1935) for voice and piano to poetry by Kazimiera
akowicz, from Placzgcy Ptak (Warsaw, 1927). 1. Wodnica [Water-nymph].
11. Kolysanka lipowa [ Linden Lullaby]. Destroyed.

» Double Fugue (1936) for orchestra. Destroyed.

» Preludium i Aria [ Prelude and Aria] (1936) for piano. Destroyed.
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9. Dance Songs (Written Under the Pseudonym ‘Derwid’)

Mostly published in a monthly popular music magazine Spiewamy i Tariczymy
[We sing and dance]. Cracow, Pw M.

s Cyrk jedzie [The circus is coming] (1957) — waltz text: Tadeusz Urgacz

» Czarownica [The witch] (1957) - foxtrot, text: Tadeusz Urgacz

= Daleka podréz [Distant journey] (1957) — tango, text: Mirostaw lebkowski/
Tadeusz Urgacz

» Milczgce serce [Silent heart] (1957) — tango, text: Tadeusz Urgacz

= Zielony berecik [The little green beret] (1957) — foxtrot, text:

Mirostaw Lebkowski

» Jak zdobywac serduszka [How to win hearts] (1958) - tango, text:

Tadeusz Urgacz

» Kapitatiska ballada [The captain’s ballad] (1958) - tango, text:

Tadeusz Urgacz

» Mitosé i $wiat [Love and the world] (1958) - waltz, text:

Eugeniusz Zytomierski

= Nie chee z tobg si¢ umawiad [1 do not want to date you] (1958) - slow-fox,
text: Zbigniew Kaskur/Zbigniew Zapert

» Szczesliwy traf [Good fortune] (1958) - foxtrot, text: Jerzy Miller

= ‘W lunaparku [At the funfair] a.k.a. Nie kupites mnie [You do not own me]
(1958) - tango, text: Jerzy Miller

= Warszawski dorozkarz [The Warsaw cabman] (1958) — waltz, text:

Jerzy Miller

= Zakocha( si¢ w wietrze [To fall in love with the wind] a.k.a. Serce na wietrze
s [Heart on the wind] (1958) - tango, text: Jerzy Miller

= Kiosk na Powislu [Kiosk by the Vistula] a.k.a. Kiosk inwalidy (1959) -
waltz, text: Jerzy Miller

= Nie oczekuje dzis nikogo [T am not expecting anyone today] (1959) - slow-
fox, text: Zbigniew Kaskur/Zbigniew Zapert

= Tabu [Taboo] (1959) - foxtrot, text: Tadeusz Urgacz

s« Telimena (1959) — slow-fox, text: Tadeusz Urgacz

» Filipince nudno [The bored Philipina] (1960) - slow-fox, text: Jerzy Miller
= ‘Moje ptaki [My birds] (1960) - blues, text: Jerzy Miller

= Po co spiewad piosenki [ Why sing songs] (1960) - tango, text: Karol Kord
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» Zlote pantofelki [Golden shoes] (1960) - slow-fox, text: Adam Hosper

» Jeden przystanek dalej [One stop further] (1961) - tango, text: Jerzy Miller
» Plamy na storicu [Sunspots] (1961) - slow-fox, text: Jerzy Miller

» Rupiecie [Odds and ends] a.k.a. Wedrowny czas [ Wandering time] (1961) -
waltz, text: Jerzy Ficowski

» Tylko to stowo [Only this word] (1961) — tango, text: Adam Hosper

= W pustym pokoju [In the empty room] (1961) - tango, text:

Artur Miedzyrzecki

» 1 coz to teraz bedzie [ What is going to happen now] (1962) - slow-fox, text:
Adam Hosper

= Na co czekasz ['What are you waiting for] (1962) - tango, text: Jerzy Miller
» ‘Wedrowny jubiler [ The wandering jeweller] (1962) - slow-fox, text:
Aleksander Rymkiewicz

= Z lat dziecinnych [ From childhood] (1962) - slow-fox, text: Jerzy Miller

= Nie dla nas juz [!No longer for us] (1963) - waltz, text: Jerzy Miller

» Znajdziesz mnie wszedzie [You will find me everywhere] (19064), text:
Zbigniew Kaszkur/Zbigniew Zapert
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WPani

Prof. Hanna M. Pappius
Przewodniczgea Komitetu
Organizacyjnego Obchoddw

WPan

Prof . Jézef Lityniski

Prezes

Polski Instytut Noukowy w Kanadzie

i Biblioteka Polska im. Wandy Stachiewicz
3479 Peel Street, Mec Gill University
Montreal, PO, H3A 1W7

Kanada

Wielce szanowna Pani, wielce szanowny Panie Profesorze,

W odpowiedzi na list z 27 lutego 1993, jaki otrzymatem od
Pafistwa za podrednictwem p. Dzieduszyckiej uprzejmie komunikuje,
7e zaproszenis mnie na uroczystodci 50-lecia Polskiego Instytutu
Naukowego w Kanadzie w dniu 30 pazdzierniks 1993 poczytuje sobie
za zaszezyt i przyjmuje je z satysfakcjg. Jestem rowniez gotdw wy-
glogié przy tej okszji prelekeje w jeazyku francuskim /lub angiel-
skim/ na temat zwigzany z kulturyg wspélczesng.

Jednoczedénie prosze o przyjecie wyraziow mej gorscej wdziecz—
nodci za wyrazy uznania, jakie zechcieli Parstwo skierowaé do mnie
w Parstwa lidcie. Pragne zapewnié, ze wysoko je sobie cenig.

Lacze wyrazy glgbokiego szacunku

et d | adteoExiels

Witold Lutosiawski

Letter from Lutostawski accepting invitation to be Guest of Honor
at the Polish Institute’s soth Anniversary.
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Lutostawski conducting in Toronto on October 24, 1993.
Photo HAndré Leduc.
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Danuta and Witold Lutoslawski

at the Polish Institute Library.

Witold Lutostawski with Martina Homma

in Montreal.
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Poster announcing Lutostawski’s Beatty
Lecture at McGill University
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