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The Arcana1 of Composition
An interview with Krzysztof Meyer and Danuta Gwizdalanka

Danuta Gwizdalanka and Krzysztof Meyer in 2023. © Egbert Baars

By Henny van der Groep

The lives of the composer Krzysztof Meyer, originally from 
Poland, and his wife, musicologist Danuta Gwizdalanka,2 
are dominated by music, and despite their different pro-
fessions, they occasionally collaborate on the same project. 
For instance, the couple researched and wrote their own 
biographies of Lutosławski and Shostakovich. Nonetheless, 
Krzysztof Meyer’s profession was—and still, is—composi-
tion. Given his longevity and particularly rich career, it’s 
nevertheless a little surprising that Meyer’s childhood, and 
his development as a composer, are relatively ill-documented, 
whilst Danuta Gwizdalanka’s achievements in the field of 
Polish music, its history and composers are generally well 
known through lectures, books, and articles. Here, the DSCH 
Journal offers an insight into the couple’s rich musical lives. 

Poland, wartime and school

DSCH: I think that the situation in Poland was rather 
difficult around the time you were born in 1943. 

KM: Yes, of course. However, I was born in Kraków, 
which fortunately did not suffer as much from the war 
as Breslau (Wrocław), Białystok, or Danzig. Neither 
the Germans nor the Russians were successful in 
bombing Kraków. So, compared to other cities that 
were battlegrounds during World War II, Kraków 
barely suffered.

I don’t remember anything at all about that period. 
After all, I was only about two years old when the 
war came to an end. My first memories date from of 
the late 1940s.

DSCH: Were people allowed to go to church in those days?

KM: In Poland, it was never forbidden to go to church. 
When I went to primary school, which was during the 
worst period of Stalin’s reign, every school day opened 
and closed with a prayer. And once a week we received 
religious instruction, and the teacher was a priest from 
our local parish.

Interview
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Family, radio and music 
 `

DSCH: Where does your passion for 
chamber music come from?

KM: Both my parents were doctors. In 
her youth, my mother mastered play-
ing the piano quite well. My father was 
a music lover. He knew a lot of music, 
maybe even more than the average 
musician. But my grandmother on my 
father’s side—Stanisława Abłamowicz-
Meyer—was the professional in our 
family. She was a pianist and I really 
owe the fact of wanting to become 
a musician to her. I remember her 
house concerts very well, in which 
other musicians, her friends, partic-
ipated. And so, as a little boy, I heard 
a lot of chamber music live, mainly 
from the 19th century, and this was 
very important for my own musical 
development. Every Sunday, I looked 
forward to these house concerts: they 
fascinated me so much, and I waited 
impatiently for those pieces that 
were unknown to me. In particularly, 
Brahms and Schubert impressed me. 
It was an extraordinarily pleasurable 
experience for me, compared to which 
all children’s games lost their appeal.

Halina Ekier

DSCH:  The most important person 
in your musical education was Halina 
Ekier, whom you esteem highly in 
your memoirs.3 Can you tell us some-
thing about her?

KM: Halina Ekier, who worked as pro-
fessor at the State University of Music 
in Kraków, was an excellent and astute 
teacher. Nevertheless, it took me a while 
before I realised this. In everyday life she 
appeared a dull, rather close-mouthed 
woman who rarely laughed; for a child, 
it was not easy to communicate with 
her. After all, I was just nine years old at 
this time.   She quickly concluded that 
there was no possibility of my becom-
ing a good pianist. However, she knew 
of my motivation for composing, as 
sometimes I would show her my first 
endeavours. In general, she looked 
suspiciously at my compositions, never 
expressing approval as such. However, 

she must have thought that there 
was scope to teach me as a composer 
rather than just as a pianist. Once, she 
told me that I should listen to a lot of 
contemporary music if I really wanted 
to become a composer. Her teaching 
regularly included pieces by Prokofiev, 
Casella, Bartók and Lutosławski. That 
provided me with a lot of “baggage” and 
helped me understand modern music 
quite early on. Then she organised a 
meeting with a man of importance: 
namely the Kraków pedagogue and 
composer, Stanisław Wiechowicz. He 
was interested in my work and decided 
to teach me composition. I should add 
that both Halina Ekier and Stanisław 
Wiechowicz taught me in a generous 
and quite selfless way.

DSCH: What other music was on the 
agenda?

KM: Besides contemporary music 
of the twentieth century, I had to 
play and understand works by Bach, 
Haydn, Mozart, Beethoven, and other 
great composers from the past. It 
was wonderful that in addition to 
the pure pianistic problems, Halina 
Ekier analysed Bach’s fugues with me, 
illuminating for me sonata form, the 
essence of modulation and so on; I 
found it all absolutely fascinating. A 
passage from my book:

“Ekier constantly stressed that one 
could only develop [compositional] 
sensitivity and good habits by focusing 
on the best works. So, I had to play a 
lot of Bach, which incidentally gave 
me great joy. She often said that in 
order to truly understand his music, 
one must also get to know his other 
works, above all his cantatas, passions, 
the Mass in B minor and works for 
instrumental ensembles. The great 
love she instilled in me for Bach 
quickly took the place of a previous 
passion for Tchaikovsky.”4

Stanisław Wiechowicz

DSCH:  At what age did you first 
meet Stanisław Wiechowicz? Could 
you tell us a little more about him and 
his assistant Maria Fieldorp?

KM: As I mentioned it was thanks 
to Halina Ekier, that I got to know 
Stanisław Wiechowicz—this was at the 
age of eleven. Unfortunately, today, 
Wiechowicz is a forgotten musician, 
although during his lifetime he was 
one of Poland’s foremost authorities 
in the field of composition. Above all, 
he is known in Polish history as the 
composer of choral music and as an 
outstanding pedagogue.

Immediately after our first meeting, 
Wiechowicz told my father of his 
wish to initiate me into the “Arcana 
of Composition.” We met at the pro-
fessor’s home every four to six weeks. 
I showed him the pieces I had recently 
composed, and after closely studying 
them, he would communicate his 
thoughts. His remarks were at times 
unexpected, or at others, surprisingly 
stimulating. Wiechowicz emphasised 
that if I wanted to be a composer I 
should compose frequently—every 
day—but in addition to studying 
theory. Unfortunately, he was unable 
to take on this aspect of my musical 
education himself due to lack of time, 
which is why he recommended his 
assistant Maria Fieldorf. From the age 
of twelve, I received regular lessons 
from her in the theory of harmony, 
then counterpoint, the fugue, and 
finally, not long before my final exams, 
in the basics of the dodecaphonic sys-
tem. Imagine—for once a week, and 
over nine years I was taught by Maria 
Fieldorf herself! It was thanks to her 
that I mastered musical disciplines 
that were normally only studied at 
conservatory. It’s also amusing to 
compare Maria Fieldorf and Halina 
Ekier: they were both demanding, dry, 
without a hint of smile, but marvellous 
in their own way. 

Conservatory and teachers

DSCH: Which teachers did you have 
at conservatory?

KM: As I mentioned, I already had 
thorough tuition in harmony and 
counterpoint from Maria Fieldorf 
before I entered the conservatory. So, 
at the beginning of my studies, I was 
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able to skip these subjects, as well as 
the disciplines of instrumentation and 
solfège that Wiechowicz had taught me 
in private. I should also add that I’m 
blessed with perfect pitch. This combi-
nation of circumstances led the rector of 
the conservatory to decide that I could 
begin in the second year of studies. I 
entered the conservatory in the autumn 
of 1962, and I completed my studies in 
1965. Although I began my composition 
studies with Stanisław Wiechowicz, this 
only lasted a few months, as he passed 
away. Some months later a new young 
teacher arrived at the conservatory—
this was Krzysztof Penderecki. Although 
I signed up for his class, Penderecki was 
unfortunately very busy and was often 
on the road, a reason why in the end 
I had to do much on my own. This 
has, of course, a positive side. I didn’t 
want to be influenced by such an emi-
nent figure, which without any doubt 
Penderecki was. I worked quite hard, 
and was focused on what I wanted to 
study, and my graduation thesis was a 
Violin Concerto. During my studies, I 
had the opportunity to have a symphony 
of mine performed by the Philharmonic 
of Kraków. And for my debut at the 
Warsaw Autumn Festival, it was my 
First String Quartet that was included 
in the programme (1965).5 This was a 
great honour for me.

 “Warsaw Autumn” and 
Shostakovich

DSCH: When exactly was Shostakovich 
invited to the “Warsaw Autumn”?

KM: Shostakovich’s music was per-
formed at the “Warsaw Autumn” every 
year, even though his work did not fit 
the profile of the programme, which 
was primarily dedicated to avant-
garde music. The audience was more 
interested in modern Western music, 
but not particularly in Shostakovich’s 
compositional style.

In 1959, Shostakovich was guest of 
honour at the festival, but for the rea-
sons above, he did not hold any special 
place among the guests. Thereafter, he 
never returned to Poland. All the same, 
he gave a long and positive interview 

about the festival to Polish radio.6 The 
interview was even published in the 
Polish magazine Ruch Muzyczny. 
Then, in December of the same year 
we all were utterly astonished when 
a review of the “Warsaw Autumn,” 
signed by Shostakovich, appeared in 
the Soviet press, containing very sharp 
criticisms of the festival, with attacks 
on dodecaphony, pointillism and on 
the programme in general. I suppose 
that this was an article written by one 
of the many Soviet critics and merely 
signed by Shostakovich. 

Shostakovich and Krzysztof Meyer

DSCH: When was the start of your 
acquaintance? 

KM: This was in autumn of 1964. 
Before that, when I was sixteen years 
old and still in high school, I wrote 
a long letter to thank him for all the 
experiences his music has given me. To 
my astonishment, I got an answer in a 
short time. I was overjoyed, and this was 
the beginning of our correspondence. 
Shostakovich never failed to answer me.  
Although his letters were strictly to the 
point, I felt that in his answers there was 
an expression of affection. Sometimes, 
I felt foolish, as he probably wrote such 
letters to many other people. And that 
must have taken him a lot of time.

DSCH: How long did you know him 
and how often did you meet him?

KM: I knew him for eleven years, and 
we remained in contact until the end. 
A few days after his death I received 
his final letter. I met him on eight, 
perhaps nine occasions in my life and 
each time in Moscow. I was at the first 
performance of the 14th Symphony, 
which made an overwhelming impres-
sion. Shostakovich was very close to 
me and was someone with whom one 
could talk about many topics. 

DSCH: What did Shostakovich mean 
for your development?

KM: I don’t believe that Shostakovich’s 
music had an impact on my devel-
opment as a composer, although his 

music did particularly touch me early 
on, just like Bartók or Stravinsky. I 
saw in these composers a greatness 
comparable to the giants of the past. 
I mean, I considered them, and still 
do, among the giants in music history. 
Of course, it was always an exciting 
experience for me to learn about a 
new unknown work by one of them, 
and it was without any doubt one of 
the most beautiful experiences of my 
childhood. 

DSCH: The Gamblers. How did this 
project come about? Did you receive 
a specific request to finish the opera? 
When was the opera performed, and 
how did the audience react?

KM:  Shostakovich began compos-
ing The Gamblers, based on Gogol, 
shortly after finishing his “Leningrad” 
Symphony. Unfortunately, he com-
posed no more than fifty minutes and 
gave up after that. This was a great 
pity, as this could have become a won-
derful work, worthy of his genius. In 
1980, the opera house in Wuppertal 
had a project to perform the work. 
However, the main problem was that 
only the beginning of a single act 
was available. The music publisher 
Hans Sikorski sent me a proposal to 
complete the entire first scene in a 
way that it could be performed. Even 
so, the project made no sense to me. 
I argued that “either you complete 
the piece in its entirety, or you omit 
the sketches and refrains from the 
original staging/production.” But 
the director, Friedrich Meyer-Oertel, 
and Hans Sikorski, who represented 
Shostakovich in Germany, did not 
want to give up the idea of a per-
formance, and that’s why I agreed to 
finish the opera. This meant that my 
version had to be at least double the 
length of Shostakovich’s fragment. I 
began by deciding that I wanted to 
compose in the style of the existing 
music, so that no one would notice 
the difference between Shostakovich’s 
music and mine.

I worked on the score for almost a year, 
and in June 1983, the first performance 
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took place in Wuppertal. It was an 
outstanding performance and the 
audience reacted spontaneously.

The success of this performance led 
to the Wuppertal theatre also staging 
a series of special performances with 
The Gamblers including in Remscheid, 
Solingen, and even in Poland at 
the “Warsaw Autumn,” in Danzig 
(Gdansk) and in Poznań.

Danuta Gwizdalanka and  
Krzysztof Meyer

DSCH: When did you meet each 
other?

DG: It must have been in the mid-
1970s. I was a member of an organi-
sation for young music lovers called 
Pro Sinfonica. One day, someone 
from the board of this association 
came up with the idea of inviting 
Krzysztof Meyer and organising a 
meeting with him. It was during the 
“Polish Spring” festival of new music 
in Poznań, which took place every 
year. I can’t remember what Krzysztof 
was talking about on that occasion. 
The next time we met was at another 
Polish festival in southern Poland 
(Stalowa Wola)—and that was the 
beginning. At the time I was study-
ing musicology and I was of course 
interested in contemporary music. 
The conversations with Krzysztof 
were enthralling and I learned a lot 
from him.

DSCH: Where did you study? 

DG: I graduated from the Adam- 
Mickiewicz University in Poznań.

DSCH: How much did you work 
together?

KM: Not much. After all I’m not a 
musicologist, and to be honest, I 
don’t know much about Danuta’s 
field of study. Obviously, we have 
listened to a lot of music together 
and discussed related topics many 
few times, but on the other hand, 
musicology is a totally different field 
of music. 

DG: Although we did write together a 
new book about Shostakovich, which 
has not been published.7 

DG: Myself, I’ve written biographies 
of Mozart, Karol Szymanowski, Maria 
Szymanowkska and Mieczysław 
Weinberg.8 One of the reference 
works in which I was involved was 
The History of Music (in four volumes). 
Also, a book that considers 100 Years 
of Polish Music. In addition, I wrote 
about different topics such as Music 
and Politics and Music and Genes. And 
several of these books were trans-
lated into English, German, Russian, 
Japanese, Italian, and Lithuanian. 
Our closest combined collaboration 
is the monography (in two volumes) 
of Witold Lutosławski, whom we both 
knew very well.

Witold Lutosławski

DSCH: When did you first meet 
Witold Lutosławski?

KM: It was in 1965 that I met 
Lutosławski for the first time. After 
my debut at the “Warsaw Autumn,” 
he offered me private coaching. I 
was delighted. Every couple of 
months, I went to his house in 
Warsaw and showed him the scores 
I was working on. From the first 
meetings, I was convinced that we 
would have had a wonderful teacher 
in Poland if he had wanted officially 
to become a professor. But he had 
neither the time nor the desire to 
commit himself to teaching. I think 
that I was one of the few younger 
composers with whom he spent 
hours and shared his experiences 
exhaustively. These consultations 
lasted three years, and they led to 
a true friendship between us. Often, 
we met at the “Warsaw Autumn” and 
at other concerts, both in Poland 
and abroad. We worked together 
for many years on the board of the 
Polish Composers’ Union and on 
the Programming Commission of 
the “Warsaw Autumn.” He was a 
wonderful human being and a very 
close friend. We knew each other 
for 29 years. 

DSCH: Through Lutosławski did you 
meet many other musicians—like 
Peter Pears, for example?

KM:  Lutosławski knew outstanding 
musicians and worked closely with 
them. His soloists were Peter Pears, 
Mstislav Rostropovich, Anne-Sophie 
Mutter, Eduard Brunner, and so on. 
It goes without saying that because 
of our good relationship, I automat-
ically got to know everyone. Once, 
Lutosławski recommended me to 
Peter Pears, and suggested a com-
position written by me. That’s how 
I got the opportunity to know this 
excellent singer. And I composed for 
him a Lyric Triptych, op. 38 [1976] 
for tenor and chamber orchestra. He 
performed this at the 1978 Aldeburgh 
Festival. Regrettably, I wasn’t able to 
be at the performance in the UK.9 
Thanks to Lutosławski I got to know 
the American conductor Mario di 
Bonaventura, who conducted my 
symphonic music. I was immensely 
grateful to Lutosławski for all of this.

DSCH: Could you tell us something 
about Witold Lutosławski’s invention 
known as “Controlled Aleatoric,” and 
the way it affected Western European 
music?

KM: Yes, it was in 1961: he com-
posed Jeux Vénitiens for Chamber 
Orchestra, and he used a completely 
new method of rhythmical organisa-
tion in his music. He called this new 
technique “a game to a common ad 
libitum.” The musicians of the orches-
tra received the exact notation of 
what they had to perform, but their 
playing had to be completely inde-
pendent of all the other musicians. It 
is difficult to describe the essence of 
this “controlled Aleatorism” here, and 
I’d like to add that it was applied in 
countless pieces by Polish composers 
and found its way around the globe. 
In this respect, you could compare 
it with the creation of Stravinsky’s 
Neoclassicism—a way of compos-
ing that was adopted by the following 
two generations. Lutosławski had the 
same impact on young composers.
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DSCH: How did Lutosławski think 
about aspects of contemporary music 
like dodecaphony and the Schoenberg 
movement?

KM: Once he said: “In twentieth 
century music I distinguish two his-
torical main streams in which one 
can be easily determined. One is the 
post-Schoenberg movement, mean-
ing all that is connected with dodeca-
phony, with serial music, Webern, 
and the post-Webern music and so 
on. Less easy to grasp is the second 
movement, of which the source—if 
we restrict ourselves to our centu-
ry—is Debussy. In this movement you 
find personalities like early Stravinsky 
works, or Varèse, or Messiaen. I am 
mostly connected with the second 
movement and not so much with the 
Schoenberg period. In reality, I com-
posed one single composition with 
the systematic application of twelve-
tones rows. However, this technique 
has a different purpose from that tied 
to dodecaphony.” [Here, he was think-
ing of his Musique Funèbre.10]

Krzysztof Meyer and composing

DSCH: Did Lutosławski and his ideas 
inspire you to compose contemporary 
music?

KM: It is no secret that Lutosławski’s 
music fascinated me in my youth 
for some time, and I hoped his “con-
trolled Aleatoric” technique would 
enrich my creativity. Quite soon I 
realised that focusing on this tech-
nique meant that I would inevitably 
fall under its spell. From that, it was 
one step away from epigonism. So, 
one day, I came to reject everything 
related to my fascination for my com-
patriot’s music, and luckily, I was able 
to achieve this rather quickly. 
 
DSCH: Could you tell us something 
about any aesthetic challenges of 
composing?

KM: That’s a question I can’t respond 
to precisely, but in general I would 
formulate it like this; the sound that 
I imagine and the corresponding 

notation in the score are tied by two 
elements. Naturally, it’s necessary to 
have a certain “sound vision” in mind 
as starting point: this needs to appeal 
my aesthetic tastes, but then also 
appeal to me enough for me to want 
to transform it into music. But there’s 
a second essential element: that this 
“vision” should have its own underly-
ing structure, in a way that I can build 
on in my intended composition. I can’t 
really separate these elements, mean-
ing I can’t talk about aesthetic prob-
lems alone. These are very important, 
but they cannot exist out of context.

DSCH:  You composed a great deal in 
your life and for many sorts of instru-
ments, but knowing that you mas-
tered the technique of organ playing 
in youth11 leads us to wonder, what 
type of compositions did you write 
for this instrument? 

KM: Alas, I did not compose much 
for organ until now. There is only a 
Fantasy for organ solo. I received this 
commission shortly before the fall of 
the Berlin Wall. The second piece, I 
wrote for the anniversary celebration 
of the Philharmonic in Lódz.  And in 
the third piece, the organ is one of 
the instruments of the orchestra. It is 
a Mass with mixed choir, orchestra, 
and organ. 

Working in Poland

DSCH: You worked with young peo-
ple; what was the specific subject?

KM: For 21 years, from 1966 to 1987, 
I worked at the Kraków Music High 
School. Today it’s called the Music 
Academy. I did not have the oppor-
tunity to teach composition; rather, I 
taught musical analysis, solfège, coun-
terpoint, fugue, and later the history 
of music. It was a pity that I could 
not teach privately, working rather as 
class teacher. It was interesting work, 
although composition was my main 
activity. The students varied from 
highly talented to weakly ungifted. 
To be frank, the work in Kraków did 
not please me that much. On the other 
hand, I had nice colleagues and good 

friends among the lecturers, meaning 
that I wouldn’t describe the experi-
ence as a complete waste of time. I had 
close friends among composers and 
met them frequently. We had deep 
discussions and exchanged our own 
experiences. The value of this can’t be 
overestimated.

DSCH: You worked with many musi-
cians, conductors, and composers 
worldwide; is there a link with your 
work as president of the Composers’ 
Union?
 
KM: No: I would emphasise that 
my job with the board of the Polish 
Composers’ Union and my work with 
musicians abroad have nothing to do 
with one another. It really is impossi-
ble to connect the two. In addition to 
which, no one gets a job on the board of 
the Composers’ Union as easily as one 
might imagine. One has to put oneself 
forward as candidate for the board, and 
then be elected during the special meet-
ing that’s held every two years. It’s simi-
lar to the way people are elected for the 
programme committee of the Warsaw 
Autumn Festival—it’s done democrati-
cally. Added to which, contacts I made 
with musicians from outside of Poland 
were as a result of meetings and joint 
concerts. In this, I needed no assistance 
from the Composers’ Union. On the 
contrary, I was the one who helped 
the Union and the “Warsaw Autumn” 
by establishing contacts with excellent 
musicians from abroad, who were invit-
ed to perform in Poland. For instance, 
I managed to persuade the first-class 
cellist Ivan Monighetti [to come], who 
subsequently created close ties with 
Poland. Also, I succeeded in inviting the 
great Swiss clarinettist Eduard Brunner 
for the “Warsaw Autumn.” I could give 
more examples like this.

Working in Germany

DSCH: How easy was it to train 
upcoming composers in Cologne?

KM: That’s not so easy to explain. 
There is not a generally applicable 
method for studying the principles 
of composition. Much depends on 
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1	 Arcana means “secrets.”
2	 See also “Shostakovich and the ‘16th Quartet’: Interview with Krzysztof Meyer,” and “Shostakovich on the Music 

of His Contemporaries: Interview with Danuta Gwizdalanka,” DSCH 41, 58–61.
3	 Krzysztof Meyer, Mistrzowie i przyjaciele (Masters and Friends) (Kraków: Polskie Wydawnictwo Muzyczne, 2011). 

Information on Krzysztof Meyer’s childhood also features in this memoir of Krzysztof Meyer’s life. An extensive 
book, it contains almost 400 pages.

4	 Meyer, Mistrzowie i przyjaciele.
5	 An international festival of contemporary music was established during the Polish Thaw (1956) for the first time. 

The festival ran from 1958 and continues today, as the well-known “Warsaw Autumn” (Warszawska Jesień).
6	 For the complete story see Krzysztof Meyer, Schostakowitsch: Sein Leben, sein, Werk, seine Zeit, Überarbeitete Neu-

ausgabe (Mainz: Schott Music GmbH & Co. KG, 2008), 385–388.
7	 This is an unpublished Polish edition of Schostakowitsch: Sein Leben, sein, Werk, seine Zeit.
8	 Danuta Gwizdalanka, Der Passagier, Der Komponist Mieczyłsaw Weinberg im Mahlstrom des zwanzigsten Jahrhun-

derts (Wiesbaden: Harrassowitz Verlag, 2020).
9	 In this period, it was not easy to get a visa.
10	 A la Mémoire de Béla Bartók (1958). 
11	 As a child of about twelve years Krzysztof Meyer held a position as organist playing in services in one of the churches 

in Kraków. He still attended school. The Catholic Church in Poland was open to everyone, even on the coldest of 
winter days. 

the abilities and existing skills of 
the young musicians. It’s essential 
to develop young composers’ talents 
early on. Often, it is rather difficult to 
gain an opinion about the talents of 
a young student, or to be sure about 
their taste, their preferences, and 
their general perception of music. It’s 
indeed easy to misjudge or “misdiag-
nose” someone, and the lecturer needs 
to have some considerable experience 
to prevent misunderstandings and to 
have the patience and care of attention 
not to make mistakes by giving incor-
rect advice. But the job in Cologne 
was fascinating, and I also worked 
there for 21 years.

DSCH:  In Cologne, you worked with 
Mauricio Kagel and György Ligeti. 
Both contemporary composers. Did 
these colleagues have any specific 
significance for you?

KM: I was on friendly terms with both 
men, but professionally there was no 
significance at all, because our worlds 
were too different. By the way, Ligeti 
lived and taught in Hamburg with the 
result that we rarely met.  I liked both 
men’s outstanding work and appre-
ciated their music abilities. We did 

not interfere in the activities of each 
other, neither as pedagogues nor as 
composers. 

The collaboration between 
performing musicians and the 

composer

DSCH: Can you share with us your 
impressions of working with per-
forming musicians?

KM: Working together with artists has 
always held my interest. And the better 
they were, the more fascinating I found 
our encounters. A widespread problem 
with contemporary music is often the 
idea of its complexity, its unplayabil-
ity, and this could be considered as a 
common flaw in contemporary music, 
especially from the younger genera-
tion. But when I compose for certain 
performers, I often meet them during 
my work on the piece and ask any 
number of details on interpretation, 
performance possibilities, etc. Artistic 
friendships have been formed through 
frequent encounters and numerous 
performances of the same piece by 
the same performer. In addition, 
musicians have sometimes had not just 
one, but several or even more than a 
dozen of my pieces in their repertoire. 

A situation like this gives rise to true 
friendship. I’ll mention some of these 
people with whom I have learned a 
lot, through our discussions. These 
are leading world musicians, such as 
flautists Aurèle Nicolet and Andras 
Adorian; oboist Hans Heinz Holliger; 
clarinettist Eduard Brunner; violin-
ist Dmitri Sitkovetsky; cellists Ivan 
Monighetti, Boris Piergamierschikov, 
and David Geringas, and so on. Of 
special value for me is the relation-
ship with three conductors. They 
have performed my work over many 
years: Antoni Wit, Andrey Boreyko, 
and Łukasz Borowicz. In conclusion I 
must mention the Wilanów-Quartett, 
for whom I have written almost all my 
string quartets. The Wilanów-Quartett 
probably performed my music more 
than a hundred times (I don’t exag-
gerate) over forty years and recorded 
nearly all my quartets on CD. I can’t 
really praise their friendship enough. 
It’s not easy to mention all musicians 
I have worked with; one can easily 
forget someone, but I will add that it’s 
really a great pleasure for a composer 
(at least for me) to work with such 
professional performers. 


