Letters of Grazyna Bacewicz and Vytautas Bacetius
(1945-1969; part I)

A Letters of Grazyna Bacewicz to Vytautas Bacevius

1945

° 20 August 1945

Dear Witek: We were so happy when, on August 20th, 1945, we finally
received two letters from you (one addressed to me, one tdlKje)d/e see from
your letters, however, that you have no idea at all what we’'ve tjwoagh and
how much we’ve had to endure. You write about bombardments in Warsdw as
that had been the only threat. Suffice to say that Warsawnson®, that the city is
gone for but a few houses, that there is no railway station thatre, single bridge,
nothing but heaps of ruins. Don’t get me wrong: I’'m not exaggera¥ing. must
have heard of the uprising in Warsaw, of how we fought Germéhditiéle more
than our bare hands, of how the Germans slaughtered the populgcetetc
Mummy’s house does not exist, it has burnt down with Wandzia’'s whokryibr
and everything, so has Kiejstut's — they have also lost evegyt®iar house seems
to be all right (in fact, our side wing is standing but the frnt's collapsed), but
it's been looted. (...) We left Warsaw on Octob&t zhe Germans took us to the
camp at Pruszkow. Wandzia was on a stretcher (she was seviausiged and had
undergone an operation — MJS’s note). It is thanks to Wandzia thakweeput in
sick bay — a barrack where they were letting people go. Thosedtioer barracks
were being sent for forced labor to Germany. Anyway, they let udMgotook
Wandzia, still on a stretcher, to the hospital in Grodzisk (..i9jskut and his wife
joined us there — when they finally found us. I've managed to savenwall
compositions (apart fror@verture, which I've recently reconstructed). (...) | went
with Mummy, Alinka and Kiejstut to Lublin. Wanda wrote for a page town
column), | performed with Kiejstut as accompanist. (...) Aft@me time Kiejstut

and | ran away from Lublin (it's such a hole) and | went toA.ddyot a job at the



Conservatory (a combination of the Warsaw and zLédnservatories); also, |
preformed a lot and wrote commissioned pieces. | wanted to self myses soon
as possible so that | could get Mummy, Alinka and Wandzia all doven Aed so

| did — they joined me after about a month. Kiejstut's at the €wasory too. He
gives additional piano (lessons), and, of course, he also accompanatirothers.
(...) My recent feats include music for a play (for the money) an®wueyture will
be performed at a festival in Krakéw in a couple of days. bgérakow a lot, and
to Warsaw too, or Praga to be exact (Praga is the part cfawan the other side
of the Vistula, for Warsaw is ho more), to play concerts. muthe war | wrote a
lot of stuff for orchestra and many smaller pieces as wadll.rAlwaiting for now is
an opportunity to shine in the world. Let me tell you a funny thing, too.dbing
literature as well now. A short story of mine was read on tt® rgesterday. I've
already written a novel and a half and some smaller textgel. My penname is
Roman Graowicz.

So here we are in tdd(we still live in a hotel since we can’t find an
apartment); Andrzej's in Grodzisk-Warszawa. (...)

I'm in good form, violin-wise. | don'’t think I've ever played seell. I'm
finishing my Second Violin Concerto. You letter arrived by the same post with one
from Father (from Lithuania — MJS). He’s alive and wellmsaaddress. He's
working as before (...).

Make sure you write as much as you can. Love (...}r¥1@a

° Paris, Hotel Ramzes, 28 March 1946

Dear Vitek: I've been in Paris for a week. It took me six days to ge¢ her
(...). 'm playing Szymanowski’€Concerto No. 1 with Klecki and orchestra at the
Salle Playel on May"a Klecki is a Paris celebrity (...) and a marvelous conductor.
Meanwhile, on April 2’?, there’s a chamber music concert at the Salle Gaveau with
my Suite for Two Vialins, even before that my recital mostly for the Polish colony

here, and then a great recital in Lyon. (...) What about you? (...) Yo wretto



buy yourSonata — OK, and what am | supposed to do with it, | don’t think | quite
got what you meant. (...)

We're very worried for Father; we've heard there are mapsrtiions now from
the Baltic states deep into Russia. Our letters come backwerdd, no news from
him. How will this end? (...)

Write me as soon as possible. Love, Apra.

1946

° Paris, 21 May 1946

Dear Brother: Kiejstut received some old letters by Father (who wrote he’'d
had some very, very old ones from us). He is now a school inspaotoa school
manager anymore. He inspects schools now. This has calmed us dawinaugh
the news are almost six months old now (...).
I’'m playing hide-and-seek with the Embassy; that is, | pretermktnice but | keep
on going against the grain. I've ignored all their invitationsparties at the
Embassy. They know | side with the reactionaries, but they can’téllrme to go
to hell because I'm returning to Poland and could tell on them (...).

Write again! Grayna

° Paris, 17 June 1946

Dearest Brother: (...) I'm so sad we won't be able to write candidly any
longer now that I'm going back to Poland. Try to be more cirpatiswhen you
write me there. A musician’s been arrested recently, at gnend of mine. He’s
still in jail. (...)

| wish you much success in all your plans and endeavors. Love aed,kiss
Grazyna.

When do you think we will get to see you?



° Paris, 20 November 1946

Dear Vitek: I'm so sorry you're sad. Don’t hate me for my “wise” advice,
but it seems so natural. Remember, Little Brother: an adisbnly be looked up to
by other people! If you keep on complaining to every Tom, Dick and Hbaty
you’re being ignored, that you're in trouble, all you get is pity or ththbguised
joy. When you're down on your luck, don’t tell even to your closest friend. tDon’
forget you don’t perform because you don’t feel like it, not because a@t dry
to change your tactics, Brother. This is the first step to sscdde second: get rid
of your debts! This is essential! You're only getting further anth&raway from
your goal if you keep on worrying about us. Why don’t you try to concentrate on
composing for a bit? They’ll perform you once, then twice, then youdlf pl piano
concerto — perhaps a new one, not too heavy, nice-sounding, not too difficult —

somewhere else, and things’ll start to happen. (... \Bi@

° Paris, 21 March 1947

Brother Dear: (...) Since you write so much about your work, let me say a
few words about myself. You see, Polish composers have long tfieatselves
from Szymanowski's influence and have gone their various wayse. rhy own
way, for | pay most attention to form. | think that just aspiding stones one on
another, with no plan, no order, one will never build a house and the ilile w
always crumble, there are some principles of construction in a efamusic that
must help it to stand. Of course, the laws don’t need to be old, @loid.f Music
can be either simpler or more complex, no matter — it all depmntie language of
the composer — but it must be well constructed. | don’t even talk ajumd
orchestration, because that goes without saying. I've thrown awayldngieces.
Now that | know so much more than before | see their many weatsposo what
Is the point in keeping them? Sorry: | am not God, | don’t sedangyt do or write
as final. Still, this does nothing to stop me from being happythaare God. (...)
You write thatPreludes are trifles when compared to your great compositions.
| know, but want the merest trifle to be flawless. And it’s that performance that

makes or breaks a work (...).



Don’t be so conceited with us; when we write to you, it's to help youtanbe a
nuisance. If you feel offended by us, who in the world will be allowdaetoandid

with you? Will anyone? (...)

° 14 August 1947

Dear Vitek: (...) | keep on wondering why on earth you should be so keen
on the career of a virtuoso. This virtuoso thing is such a nuisanogefin my own
life; if you want to know the truth, | would really prefer to bee@mposer and
nothing more. | have the feeling that neither you nor | will everobyee great
virtuosi, simply because we're both too old and too vulnerable. Maisui is at
least 10 years your junior. (...) If you want to compose well, you have to
concentrate on it (...). And, in general, | think you’re not on the pgkhi: you have
such a great gift of composition, yet, to tell you the truthjik you're throwing it
all away, worrying about things of lesser value than cregtivibu thrash about
like a lion in a cage, and where is this going to lead you? Reowdreasons, you
cannot return to Poland or Lithuania (...).

As to myself, if someone told me one day that I'm to stop beviglimist,
| would only be overjoyed. | play because it seems dishonorable tobstqure
inertia, and also because that's what keeps me in money in Polandydality
would rather earn less and care less, and sit at home, akdostity composing.
That's my dream. Yet when I'm in Paris, composing is out ofjtrestion (no place
to do it etc.); in Poland I'm thrown from one concert to anotherl can only
compose in-between, at night. This is all wrong. But enough abaut’'sngou that
| —and all of us — we have at heart!

Every foreigner should find assistance in his fellow expatia¥ou’ve
severed all ties with them, or they with you, and now you cannot expaatial

aid from anyonel et me know what you think. (...)

° Prague, 18 May 1948
Dear Brother: I'm in Prague for the Festival of Contemporary Music. They

played myOverture today. It was a great success. I'm playing for the Radio



tomorrow. (...) I'm taking the opportunity of being abroad to beg you, delsttés
Vitek, to stop writing all those foolish things in your letterswa’ll all end up in
jail. (...) All your letters are being censorgdPozna. They're all being opened on
the pretext of being badly sealed. (...)

° 16 February 1952

Dear Witek: The problem you've mentioned in your letter is my old
problem, too. (...) You see, I've realized a couple of years agadmaposers have
really ended up in an impasse with all that avant-garde. And bmmgdtad to be
done about it. To go on didn't make any sense. In fact, compositions ner long
pleased even the composers themselves (remarkable gemciselsng). Music is a
beautiful art; the things written were not.

There has also been a change in my own experience and understanding of
music. | decided a new road had to be found. It should lead above aaibthr
a simplification of the musical language. A simplification, aoteturn to the old
ways of classicism, of the major-minor system — the questhfoisimple and the
new, obviously without denying the achievements of the previous epoehibly
| mean the entire first half of the 2@entury.

Apart from that, composers seem to be ashamed of theire@rabside — so
I've thrown all caution to the wind and | now write emotional mubio not saying
I've already found that new road, for that might take a wholeucgind dozens of
composers. Still, I'm searching, I'm concentrating and, abalelI'm trying to
write earnestly

I've come to the conclusion during my stay in Belgium that waste
composers are going nowhere. (...) They’re still fooling around moikes, colors,
interesting rhythms etc., but still there’s no Music there.

| have a test for my own road being not too bad, sinc&uoaytet won first
prize despite being jotted down in no time between one thing and another!
Obviously I'm as far as | could possibly be from saying I've e@edd perfection!
The West might be playing with their little noises, but | knihey’'ve had enough.

As to myself, | keep on being tackled (despite all successyvifbing “tough”



music — which seems to be the general opinion of my work. Ykemngsas I'm not
convinced my stuff's too complex, I'll keep on doing what I'm doing now

| think you've been misinformed on the “commission” system herdadt
it's a wonderful thing that's making the whole western Europmemm with envy.
We’'re being paid by the state so that we can work in all tratyqudid Bach write
a single work that didn’t have to be commissioned? And I'd rathiethgemoney
from the state than from an individual. You're also wrong inelbelg commissions
are only for mass songs. | get contracts for quartets, symphauasertos,
pedagogical pieces (I like that) etc. The commissions mdigplay certain
tendencies — for instance, to produce operas and cantatas aecesia general
public — but, in general, one does what one does best.

(...) A composer must write honestly, for inner satisfaction, wighout

forgetting his audience. Gr.

° 11 October 1952

Dear Vitek: (...) You're asking for an opinion on your teaching, so here’s
my answer. (...) You can’'t expect miracles: a composer won't firsd dwn
language of expression as long as he has not written 50, 100, 150 qfiditibs
worth, always reminiscent of someone else’s work and imperfefcirm, etc. If
your student doesn’t seem to be able to write more than 4 bars withagt be
reminded of other people’s work, he simply doesn’t seem to be restllyrs
“learning” composition. I'm writing about learning in invertednomas, because
| don’t think anyone can be taught composing from the scratch.ddtdcan teach
forms, polyphony, harmony etc., in_a practieedy. You say he knows all these
subjects, yet his knowledge _is ortheoretical, since he hasn’t written a single piece
himself. (...)

° 2 September 1954
Dear Vitek: (...) You wrote me once about the sonata form — about the two

views on it. | tend to think that the sonata form doesn’t haveetstrictly classical

(although I've so far stuck to the classical form myself). €raust be a conflict, of



course, which was evident in the classical form in the two csimgathemes and
their “clash” — (development). | feel that the new quartet $tarting to write will
breathe a little fresh air into the sonata form, and | mightbte ta write a little

more about that then. (...)

° 19 October 1957

Dear Witek: (...) You once wrote about musical creation in a way that
made me think it might be a good idea for you to contact dodecaphdxssy®u
probably know, there is a fairly large group of composers in Frallest Germany
and Italy who venture upon untrodden ways. You might be interested, | think.
They're all derived from dodecaphony, but they’re on a road of their Give.
whole thing is based on the concept of series. It's a totally foewal problem
that's of the greatest interest, and it's also new in terhisne (instrumentation).
It's mostly Boulez in France, Stockhausen in Germany, and INogio in Italy.
They’re all pretty well known in Europe. (...) I'll stick to nfgonservatism” (the
inverted commas are here because my music is perceivedldsHeare), although
of course I'm trying to keep abreast of what’s going on inatbdd at large. | shall
not follow those gentlemen because it wouldn’t be honest on my pait fardl
honesty the most important thing in art. My music is emotional, psreamewhat
in the old sense; their music creates emotion with completebrelift qualities: the
perfection of conducting the series etc., etc., and that's mhkés me recoil from
it. (...)

Love from us all - Grayna

° 5 October 1958

Brother Dearest: (...) Your thoughts on form are all very true. There’s only
one thing | can't really agree with: that a composer should vingt® intuition.
Consciousness is essential in our work — my opinion at least. Andythan
reasoning is a little one-sided: you tend to overemphasize forine atetriment of
other elements. You're not concerned — or so | understand — with thé&ynole

musical language, as if expressing your musical idea in a oew ilnmediately



resulted in the work’s being novel in other ways too — in ternimtf harmony and
rhythm. How can you be so sure? Other composers in the world a@nddience
all that hunt for completely new ways of creating sound; hence,nkiarce,
electronic music: making music with electronic lamps. THeole/ music is at
a crossroads — that much is clear. I'm too old myself to joosé who choose to
chase such total novelties. My role is to do what | do moressrvell; of course,
| don’t stand still. And so I'll keep on writing for our old instnents, trying to
achieve unified expression by making sure I'm original enough instefniorm
and musical language and the choice of instruments. And we’ll saehappens -
hell knows what.

| feel you're young enough to be able — or so | imagine — to inment
things in any sphere. The truth is that you're actually more invernkan | am,

even if you might not have really made use of it yet. Think abo(it.i}!

° 23 October 1958

Dear Witek: (...) Why on earth do you start worrying all of a sudden
whether or not a piece is a reflection of reality? Only one théngertain:

a composer cannot think about it while writing music. It's good ¢ddioRvho said
that it's wrong for an artist to work with anything but his owegsure on his mind.
The later fate of what had been written of one’s own pleasunat's &a whole other
story. It is my opinion that (if the author is good enough) a work canrbéection
of reality in some sense — yet to be honest, | couldn’t carellass obsessed with a
totally different matter: with how people attach too much attentiothémselves
and their actions. I'm dreaming of writing a book about it, a ddatow I'll never
write. (...)

As to our musical discussion: there is an argument for the dodecaghonis
for the possibility of writing beautifunusic within their system. This an argument
by analogy: aren’'t Bach’'s fugues beautiful despite the constgafoim? (...) Do
you know Berg’sviolin Concerto? I'm sure you do. It's beautiful music, even if it's

dodecaphonic. (...)



You and | seem to agree and understand each other, yet we think in ou
different ways. You approach your profession, that of the composerd, nmea
highly Romantic fashion. I'm not saying this because of all thegthyou've been
writing to me about soul (...), but because you could get carried ansymething
like that.

| treat the job of the composer as carving in stone, and reotragsmission
of the sounds of imagination or of inspiration. Most of the world’s asaps work
like bureaucrats, in an ordered way. When their muse abandons thanwfole,
they do their technical homework. (...) I would never hold it agaimgbree that he
or she allows a single voice for a longer time. Quite therapntit's much better
than when all keep on playing, or at least seem to. Then allasbrdf color,
register, intensity etc., is gone. Contrast is a very impoei@ment of art. For how

can one use contrasts when everyone keeps on playing? (...)

° 30 June 1960

Vitek, (...) While composing, avoid looking at the work of Shostakouitéd.
IS not a good example. He is behind the times. Avoid chromatiesn wood.
That's outdated. On the other hand, don’t shun long notes in stitiegse.g. some
movement in wood, or some trashing brass about. You must makd aflgwitch
in your musical thinking in order to move as far away as poshihe your part
one. Make it a point of honor to build the following parts completelieiiht one

from the othelrDon’t forget to make your percussion more diversified. (...)

° Venice, 8 July 1960

Dear Vitek: We're leaving Venice for Florence tomorrow morning. We
made sure we didn’t waste our time here. Apart from old pairatimd architecture
we stumbled upon the Biennale, a global exhibition of modern paintag a
sculpture. (...) Things are now much worse at home than a year agsoership is
killing writers and journalists. In the Academy of Fine Afts,instance, it has been
announced that Socialist Realism is again the official styg&cept that the young

people laugh at that and pledge allegiance to abstradiwem we, musicians, are
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being meddled with. It's obviously not a return to Stalinism; gtél hard-liners are
gaining ground. It's much more difficult to go abroad than it used tarmed,even
artists’ wages are controlled to make sure we don’'t get tod.nietters (those
from abroad) are opened and read from time to time. We catétt@o much about
that from Poland; | can do that here though. (...) Some of our ‘figadad
ministers and politicians are scared shitless of the Sowigis are once again on

the rebound. Still we can’t oppose them too openly because of our unfortunate

geography. (...)

° 3 August 1960
Dear Witek: (...) Only today did | take a closer look at your symphony. In

terms of music it's_very interestingnd coherent! Congratulations! However, | do

have many reservations as to your instrumentation. One is versagealewinds,
both wood and brass, prefer rising figures. It's much more difftoytlay them the
other way round, especially if the figures themselves are t¢Dghailed references

to instruments in the score follow — MJS). (...)

° 12 September 1960

Dear Witek: I'm poring over your symphony trying to find a place for
a celesta. A celesta could really add color to the sd@ee so happy because of
the publication of your Sonatas and Capriccio. Thank you for sending us a copy.
(...) Isn't it true that a composer feels so much better wheis pablished? Well
then, congratulations! Have you already received officifrmation about having
been granted resident status? Allow me to say that things &iedomuch better
for you than they did some two years ago.

(...) My Sxth Quartet has been performed at the festival to the annoyance of
the old (e.g. Sikorski) and the surprise of the young. The ladieg already thought
| can’t go any further, so now they've recognized me all again. What's really
happened is that the moment has arrived when a composer wants patcantp
leave all that has been behind and starts looking for new timgasic. The young

might be a little too weird (as is their right) and the midgieeration are trying to
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preserve as much music as they can in the “weirdness,” noexps&riments.
Anyway, there is no progress without the freedom to experiment.résud, | still

have the upper hand. (...)

° 5 May 1962

Dear little Vitek, (...) This short fragment seems to me (sorry!) not too well
instrumented. | think there’s too much piano thinking here. Theptirhas v.
tough leaps; what is more, it is written over three bars fiteenhighest to the
lowest note (technically unfeasible). That's very unpractical. I.is) my dream to
wrote a piece that could be performed by an average orchestranaftand a half

rehearsals — and performed well.

° 28 October 1962
Don't forget the vibraphone, which blend notes really well. (...) Glidea

can be done with a celesta (in its white keys).”

° 18 December 1962

| wish you well Just stop writing those crazy letters to people. Somkeeof t

worst misfortunes come from letters!

° 18 January 1963

| still have inner reservations against a graphic notation wdical ideas,
because they do not yet constitute a work of music. On other hand, Wheila (
sister — MJS) says poets nowadays try to log whatever is boneiouhconscious,
So it's quite possible I'm just being old-fashioned. | still Kithough, that to
realize the graphic image, to “fill” it with sounds, wilé a Herculean task. The next
thing to do would be to invent a new score notation for this rémirzasince the

traditional would never satisfy you anyway.
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° 1 August 1966

Today it's all aboutwWord No. 7 (for two pianos — MJS). Well, | like it very
much, it's terribly difficult but playable and learnable. The vehoburse of the
work is v. interesting! | have one tiny little qualm — thataolt's fine, except for

the technique you used (so very much not piano-like).

° 14 November 1966

Music has changed so much in the last 20, let alone 40 yedarsothanly
am | worried when they play my symphonies (luckily this happens vetgrag — |
would never agree to a new print edition. It goes without sayirtgl'treathrown
away lots of pieces and that | would have never allowed their ptibhicar

performance.

Elaboration: Matgorzata Janicka-Stysz (Music Academy, Krakéw)

Translation: Jan Rybicki
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