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The Concerto for Bassoon by Andrzej Panufnik is a valuable addition to bassoon 

literature. It provides a rare opportunity for the bassoon soloist to perform a piece which is 

strongly programmatic. The purpose of this document is to examine the historical and 

theoretical context of the Concerto for Bassoon with special emphasis drawn to Panufnik’s 

understanding of religion in connection with Polish national identity and the national struggle 

for democratic independence galvanized by the murder of Father Jerzy Popiełuszko in 1984. 

Panufnik’s relationship with the Polish communist regime, both prior to and after his 1954 

defection to England, is explored at length. Each of these aspects informed Panufnik’s 

compositional approach and the expressive qualities inherent in the Concerto for Bassoon.  

The Concerto for Bassoon was commissioned by the Polanki Society of Milwaukee, 

Wisconsin and was premiered by the Milwaukee Chamber Players, with Robert Thompson as 

the soloist. While Panufnik intended the piece to serve as a protest against the repression of 

the Soviet government in Poland, the U. S. context of the commission and premiere is also 

examined. Additionally, the original manuscript and subsequent piano reduction are compared. 

Although the Concerto for Bassoon has been subject to formal analysis by several scholars, 

discussion of the piece is generally contained within a larger discussion of several other 

compositions, and a comprehensive analysis of the piece has not yet been presented. 

This document contains a thorough formal analysis of all movements, as well as analysis 

of Panufnik’s compositional style within the context of serialism, postmodernism, and the new 



Polish school of composition. The Concerto for Bassoon features several devices common to 

Panufnik’s larger opus, including the use of a common three-note cell, strong contrasts 

between sections and movements, and symmetrical patterns of transposition, metric 

alteration, dynamic alteration, and registral expansion. 
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CHAPTER 1.  INTRODUCTION AND STATE OF RESEARCH 

Introduction 

Andrzej Panufnik (1914-1991) was a man whose career was shaped by his involvement 

in and defection from Communist Poland.  His positions as conductor of the Warsaw 

Philharmonic and the Vice President of the Polish Composer’s Union provided him with a life of 

prestige and stability.  He left all this behind when he fled to England in 1955.  It took him years 

to build a new life for himself, but he remained an outspoken critic of the communist regime in 

Poland throughout the remainder of this life.  

Panufnik’s Western career was based in England, but he also had several advocates in 

the United States.  His music was first programmed in the United States by Leopold Stokowski.  

Other champions of Panufnik’s works in the U. S. include Sir Georg Solti and Seiji Ozawa.1 

Panufnik was therefore a logical candidate for the Milwaukee Chamber Players and Milwaukee 

Polish Society, who commissioned him in 1984 to write a bassoon concerto.  The piece was 

premiered by Robert Thompson with the Milwaukee Chamber Players in 1986. 

Like many of Panufnik’s compositions, the Concerto for Bassoon was intended to make a 

political statement.  It is dedicated to the martyrdom of Father Jerzy Popiełuszko, a Polish 

Catholic priest interrogated and killed in 1984 by the Polish Secret Police for his support of the 

Polish pro-democracy Solidarity Movement.  The strong political and religious overtones 

expressed in this piece make it a rarity within the solo literature for bassoon.  In addition to its 

importance as a contribution to the bassoon repertoire, the Concerto for Bassoon provides 

1 “Sir Andrzej Panufnik,” Andrzej Panufnik Estate 2012, Site by Speed of Sound, http://www.panufnik.com 
(accessed October 1, 2014). 

http://www.panufnik.com/
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stylistic insight into Panufnik’s unique compositional idiom.   It is the goal of this dissertation to 

address both the historical and stylistic context of the Concerto for Bassoon. 

State of Research 

Panufnik’s centennial birthday was in 2014.  Scholars and performers worked together 

to commemorate his career and achievements in a year-long calendar of events.  The 

centennial celebration included several chamber and symphony performances throughout 

Europe and an academic conference in Warsaw.2  In addition to these events, the 1987 

recording of the Concerto for Bassoon, conducted by Panufnik with the BBC Radio Orchestra 

and Robert Thompson as soloist, was re-released as a CD by Heritage Records on March 24th of 

2014.  The recording includes a spoken introduction by Andrzej Panufnik, as well as his own 

written program notes.3 

Scholars regard Panufnik primarily as a symphonist, but he composed many smaller-

scale works.4  Among these notable works are a violin concerto, written in 1971 for Yehudi 

Menuhin, and a cello concerto, written in 1991 for Mtislav Rostropovich.5  The Concerto for 

Bassoon is unique among Panufnik’s concertos because it contains several elements that tie it 

stylistically to his symphonies.   Subsequently, the Concerto for Bassoon is the main concerto of 

emphasis among scholars and is frequently mentioned in sources focusing on Panufnik’s 

symphonies.  

2 Ibid. 
3 Andrzej Panufnik, Concerto for Bassoon, BBC Symphony Orchestra, Robert Thompson, HTGCD266 – 
5060332660544, 2014, 1 Compact Disc. 
4 Bernhard Jacobsen, “Panufnik’s Music in the Context of 20th-Century Music,” in Andrzej Panufnik’s Music and Its

Reception, ed. Jadwiga Paja-Stach, (Musica Iagellonich, 2003), 53. 
5 “Sir Andrzej Panufnik,” http://www.panufnik.com.  Both these concerti were premiered with the London 
Symphony Orchestra; the Concerto for Bassoon, in contrast, was premiered by the Milwaukee Chamber Players.   

http://www.panufnik.com/
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Panufnik’s particular approach to composition could best be described as quasi-

programmatic.  His works are not programmatic in the strictest sense of the word, as they were 

not intended to embody a specific literary program.  However, each of Panufnik’s compositions 

drew inspiration from a unique nonmusical source.  In some cases, this inspiration might be a 

simple geometric shape.  In other cases, the pieces were intended as a reaction to some event 

in Panufnik’s own life.  His compositions are therefore strongly symbolic.  Although many 

sources discuss the role of symbolism in Panufnik’s compositions, few note the frequent theme 

of religious inspiration. 

Religion and politics are expressed as interrelated concepts throughout the Concerto for 

Bassoon.  As mentioned in the Introduction, the piece is dedicated to and inspired by Father 

Jerzy Popiełuszko, a Catholic priest who became a symbol of resistance and protest of the 

Polish communist government.6 This juxtaposition of religion and political protest serves as a 

nearly perfect illustration of the role of religion within Polish culture.  In the Communist regime, 

Soviet countries were discouraged from active participation in organized religion.  By 

maintaining strong ties to the Catholic Church, the Polish people maintained their cultural 

identity and a sense of autonomy.7  

Although Panufnik did not consider himself to be a religious man in the conventional 

sense, he composed many pieces inspired by religious themes which depict the Polish identity 

within the Catholic Church.  Prominent pieces that fit this description include Sinfonia Votiva, 

6 “Pro-Solidarity Priest is Murdered,” BBC, October 30, 1984, 
http://news.bbc.co.uk/onthisday/hi/dates/stories/october/30/newsid_4111000/4111722.stm (accessed 
10/05/2015). 
7 Longina Jakubowska, “Political Drama in Poland: The Use of National Symbols,” Anthropology Today VI:  4, Royal 
Anthropological Institute of Great Britain and Ireland: 10–13, 12. 

http://news.bbc.co.uk/onthisday/hi/dates/stories/october/30/newsid_4111000/4111722.stm
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Sinfonia Elegaica, and Sinfonia Sacra.8  Understanding the political and religious inspiration of 

the Concerto for Bassoon within the context of these other works is essential to a mature 

understanding of the Concerto for Bassoon. 

From an analytical perspective, Panufnik’s Concerto for Bassoon offers several elements 

that allow us to understand both his music and the zeitgeist of postmodernism.  Although the 

piece is often discussed in scholarly works, a complete analysis of the piece has not yet been 

provided.  My analysis of the piece illustrates Panufnik’s unique compositional practices as well 

as aspects drawn from previously established compositional movements. 

The majority of notable features are drawn from Panufnik’s decision to work with a 

small number of pitch sets or cells; it may be said that Panufnik’s writing utilizes the spirit of 

serialism to achieve the goal of postmodernism.  In other words, his unique use of motivic and 

rhythmic cells was designed to create music which is highly expressive and does not fall entirely 

within either the twelve-tone atonal or western tonal practices. 

8 Andrzej Panufnik, Impulse and Design in My Music (London:  Boosey & Hawkes, 1974), 4-5.  The religious theme 
of each of these pieces is made clear in the title of the works, as well as Panufnik’s own remarks about each piece. 
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CHAPTER 2 HISTORICAL CONTEXT:  BIOGRAPHY OF ANDRZEJ PANUFNIK 

1914-1939 

The biography of Andrzej Panufnik is intensely aligned with the major historical events 

of the twentieth century.  His early years were shaped by war, revolution, and turmoil.  He was 

directly affected by WWI and the Russian Revolution.  He experienced WWII and the German 

occupation of Poland, as well as the annexation of Poland by the Soviet Union.  He was also 

involved with Poland’s transition to Communism.  Each of these experiences had a profound 

effect on his identity as a composer.  It is only through gaining an appreciation of Panufnik’s 

personal experiences that we can understand the political attitudes he intended to express 

through his Concerto for Bassoon. 

A.  Childhood 

Andrzej Panufnik was born in Warsaw, Poland on September 24th, 1914.  He was the 

second child of Tomasz and Matylda Panufnik.  His father, Tomasz, worked as an engineer 

and esteemed amateur violin maker.9  Matylda was an accomplished concert violinist; she 

and Tomasz met due to her interest in his violins.  Andrzej was born just after the 

declaration of WWI, and Tomasz was conscripted to serve as a captain in the Russian army 

shortly after his birth.  He was still serving at the front when the Russian Revolution broke 

out in 1917.10  

9 Nigel Osborne, “Panufnik at 70,” Tempo:  New Series, 150, 5-6.  Two of Tomasz Panufnik’s violins would later be 
given as prizes for the Wieniawski Competition; they were one and played by Ginette Neveau and David Oistrakh. 
10 Paul Thomas Hebda, Spółka Nakładowa Młodych Kompozytorów Polskich (1905-1912) and the Myth of Young 
Poland in Music (North Texas State University: 1987), 7-8.  At the time, the country that we now consider Poland 
was divided into territories that were governed by the Austro-Hungarian, Prussian, and Russian empires.   
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The chaos surrounding the Russian Revolution made it impossible for Tomasz to return 

to Poland or send money to his family until 1919.  This temporary interruption of the family’s 

income forced Matylda to sell off most of her inheritance. 

 When Tomasz returned to Warsaw in 1919, Poland had gained independence from the 

Austro-Hungarian, Russian, and Prussian empires.  Inspired by Poland’s newfound autonomy, 

Tomasz decided to open a violin factory.  The factory went bankrupt within a year, leaving the 

Panufniks with few financial resources.11  Violin-making would remain a life-long passion for 

Tomasz, but he never considered opening another shop.  He rarely sold his instruments, 

although two of his violins were given as prizes for the first Wieniawski competition.  One of 

these violins was reportedly in regular use by the competition’s second-prize winner, David 

Oistrakh.12 

 Andrzej’s early exposure to music was through his mother, who was an accomplished 

violinist and pianist.  Matylda retired from her concert career when she married Tomasz and 

gave birth to her first son, Mirek.  However, the end of her concert career did not signal the end 

of her musical life.  Throughout Panufnik’s childhood, she spent several hours each day 

practicing.13   

Considering the passion for music shared by Andrzej’s parents, it is surprising that they 

did not at first encourage him to learn an instrument.  Panufnik’s maternal grandmother, 

                                                      

11 Andrzej Panufnik, Composing Myself (Boosey & Hawkes:  1987), 16, 22, 25, 26, 29.  Throughout his life, Tomasz 
was to make a number of unfortunate financial decisions which would place his family on the edge of poverty.  
Andrzej’s school often changed with his family’s financial situation; he recalls attending at least five Warsaw 
schools by the age of sixteen.   
12 Osborne, 5-6. 
13 Panufnik, Composing Myself, 11. 
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Henryka Thonnes, initiated his musical education.  The two had a very close relationship, and 

she noticed and nurtured Panufnik’s unique musical interests.  She took it upon herself to teach 

him to play piano and was his main teacher from 1920 until 1925.  Panufnik was admitted to 

the Warsaw Conservatoire in 1925, at the age of eleven, to further his musical studies. 

B.  Formal musical training   

Panufnik’s musical education was only reluctantly supported by his parents.  He was 

admitted to the Warsaw Conservatoire on two separate occasions; he was enrolled in a general 

studies high school after he failed his playing exam at the end of his first year.  He was 

encouraged to pursue a career as an engineer, and for a short period of time he appears to 

have considered the change.  Within a few years, however, he had decided that his true calling 

was music and he asked to be allowed to return to the Conservatoire.14 

Panufnik gained readmission to the Conservatoire when he was sixteen.  His father 

required that he finish his studies from the Municipal Gimnazjum, which forced him to attend 

the Conservatoire part-time until he completed his general studies.  By the time of his return to 

the Conservatoire, he was so far behind in his training that he was obliged to audition for the 

percussion program rather than the keyboard studies program.  Panufnik viewed his status as a 

percussionist mainly as a means to an end.  Although he did enroll in lessons and perform with 

the school orchestra, he hoped to gain entry to another concentration.15  

 After a semester as a part-time student and percussion major, Andrzej fulfilled his 

graduation requirement from the Municipal Gimnazjum.  At this point, he enrolled as a full-time 

                                                      

14 Bernard Jacobson, A Polish Renaissance (Phaidon Press Limited, 1996), 11. 
15 Panufnik, Composing Myself, 33. 
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student at the Conservatoire and switched his area of emphasis from percussion to 

composition.  He continued to study piano, and was soon performing small concerts with his 

classmates.   

In his autobiography, Panufnik reports an atmosphere of friction in his relationship with 

his composition professor, Kazimierz Sikorski.  According to Panufnik, Sikorski did not approve 

of his spare orchestration and experimentation with nontraditional harmonic techniques such 

as polytonality.  However, even in Panufnik’s own recollection, Sikorski’s reaction to these 

stylistic elements appears to be mild disapproval rather than open hostility.  Panufnik also 

admits that some of his works were warmly praised by Sikorski.16  Panufnik graduated from the 

Warsaw Conservatoire in 1936 with distinction, an honor which allowed him to conduct one of 

his own compositions in a graduate gala concert.17 

 Shortly after his graduation from the Conservatoire, Panufnik began to prepare for a 

period of international study.  It was common for young Polish musicians in the nineteenth and 

twentieth centuries to supplement their training with such endeavors.  Due in part to Poland’s 

dramatic history as a partitioned territory of Prussia, Russia, and Austria, its cultural and 

educational infrastructure was unstable and often underfunded.18  It was generally believed 

that study abroad would provide a more well-rounded education and allow students to make 

international contacts that could be used throughout their careers.  This idea was so deeply 

ingrained in Polish culture that the Polish government often paid both the tuition and stipend 

                                                      

16 Ibid, 49. 
17 Jacobson, A Polish Renaissance, 27. 
18 Hebda, 77.  Composing myself, 86; Adrien Thomas, Polish Music since Szymanowski, 9. 



 9 

for its scholars’ study abroad experiences.19  The tradition was defined by several notable Polish 

musicians, including Frederick Chopin, Jozef Hofmann, Bronisław Huberman, Henryk 

Wieniawski, and Aleksander Tansman.20   

Polish musicians generally preferred to study in Paris, but Panufnik chose to study in 

Vienna.21  Even at a young age, Panufnik had been interested in the music of the Second 

Viennese School.  He was frustrated during his studies in Poland by the lack of both 

performances and available scores relating to the avant-garde movement.  By moving to 

Vienna, Panufnik hoped to gain ready access to both scores and performances.   

Andrzej planned to complement his avant-garde explorations with in-depth study of 

established orchestral repertoire.  In an unconventional turn, he came to the conclusion that 

the best understanding of orchestral literature would come from the study of conducting.  

Enrolling in the Akademie für Musik und darstellende Kunst,22 hereafter referred to as the 

Vienna Academy, allowed Andrzej to study with Felix von Weingartner, the conductor of the 

Vienna Philharmonic Orchestra and Vienna Opera.  Panufnik’s interest in Weingartner stemmed 

from both Weingartner’s reputation as a sophisticated musical interpreter and the fact that he 

                                                      

19 Panufnik, Composing Myself, 86.  Panufnik applied for and was awarded a grant through the Polish Foundation 
of National Culture to study at the Vienna Academy for the academic year of 1936-1937.  His grant was transferred 
to the 1937-1938 academic year when he was drafted to a year with the Air Force under Poland’s National Service 
policy.  
20 Jozef Kanski, “Eminent Virtuosi,” Polish Music, ed. Stefan Jaroncinski (Warsaw: PWN - Polish Scientific Publishers, 
1965), 137, 144. 
21 For more information regarding Poland’s connection with Paris, see Hebda, 39. 
22 “Die Geschichte der MDW,” Universität für Musik und darstellende Kunst Wien, 2015, 
https://www.mdw.ac.at/405 (accessed 11/01/2015).  This was the official name of the institution at the time of 
Panufnik’s matriculation.  The music conservatory has undergone several name changes since its genesis in 1817.  
Its current official name is the Universität für Musik und darstellende Kunst Wien.   

https://www.mdw.ac.at/405
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was one of the few remaining conductors who had worked personally with Franz Liszt, Richard 

Wagner, and Johannes Brahms.23 

 Up to this point, Panufnik makes little mention of politics in his autobiography.  This is 

not a result of lack of exposure to political events.  He had already lived through WWI, the 

Russian Revolution, the assassination of the Polish President in 1922, and a coup d’etat of the 

new Polish President in 1926.24  Panufnik was constantly surrounded by political upheaval, yet 

he mentions these events mainly in the capacity that they directly affect his life.  He claims in 

his autobiography that he made a conscious decision in his early years to focus on his artistic 

development rather than the events occurring around him.25  This attitude differs greatly from 

his later signature of political activism.   

We begin to see the development of a political spirit near the end of Panufnik’s 

Viennese studies.  During his matriculation at the Warsaw Conservatoire, Panufnik makes little 

mention of the politically charged atmosphere of Western Europe in the 1930s.  He mentions in 

his autobiography that he was drafted into the Air Force, but this fact is important only because 

it delayed his trip to Vienna by a year.26  His decision to study in Vienna in the mid-1930s also 

implies a certain naïveté.   By the time Panufnik arrived in Vienna, Hitler’s rise to power had 

                                                      

23 Ronald Crichton and José A. Bowen, “Felix Weingartner,” Grove Music Online (Oxford University Press, 2007-
2009). 
24 Joseph Rothschild, “The Ideological, Political, and Economic Background of Pilsudski’s Coup D’Etat of 1926,” 
Political Science Quarterly, 78: 2.  224, 229. 
25 Panufnik, Composing Myself, 80. 
26 Ibid., 55, 63.  Panufnik spent the remainder of the year in Warsaw composing incidental music for radio plays 
and film, as well as some noncomissioned orchestral works.  The Warsaw Philharmonic premiered one of his 
works, entitled Little Overture.  
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caused the flight of many German and Austrian intelligentsia, including Albert Einstein, Arnold 

Schoenberg, Hans Adolf Krebs, Bernard Katz, and Max Born.27     

 At first, Panufnik’s studies in Vienna went more or less according to plan.  In addition to 

attending classes at the Vienna Academy, he attended concerts conducted by Felix 

Weingartner, Wilhelm Furtwangler, Bruno Walter, and Arturo Toscanini.  Unfortunately, he was 

unable to attend any performances featuring works of the Second Viennese School, but he 

contented himself with learning these works through the study of scores that had been 

unavailable in Warsaw.28  His experiments with dodecaphony during this time proved 

intellectually interesting, but led Panufnik to the eventual conclusion that pure 12-tone 

technique was an ineffective syntax.  He believed that the rules of dodecaphony made it 

impossible to emphasize one pitch over another, producing a syntax without meaning.29 

 Panufnik’s Viennese studies were cut short by the annexation of Austria by Nazi 

Germany in 1938.  Panufnik initially planned to complete his studies, even after the annexation.  

He changed his mind when Weingartner was relieved of his duties at the Academy and replaced 

with a Nazi loyalist.  Panufnik left soon afterward, and did not complete his courses for the 

                                                      

27 Paul Griffiths, “Arnold Schoenberg,” The Oxford Companion to Music, Oxford Music Online (Oxford University 
Press, 2007-2015); D. H. Williamson, “Sir Hans Krebs (1900-1981),” Biochemical Journal 204:1, 1-2; Erik Ryding and 
Rebecca Pechefsky, “Bruno Walter,” Grove Music Online (Oxford University Press, 2007-2015); Pearce Wright, “Sir 
Bernard Katz,” The Lancet, 362: 9377, 85; Barry R. Parker, Einstein:  The Passions of a Scientist (Prometheus Books: 
2003), 228. 
28 Jacobsen, A Polish Renaissance, 25. 
29 Panufnik, Composing Myself, 73-74.  “The ‘democratization’ of the twelve notes of the chromatic scale seemed 
to block the way to essential expressive elements:  the prohibition against note-repetition meant that, even if the 
composer succeeded momentarily in creating a certain expressive character by emphasizing particular notes, he 
was immediately compelled to neutralize it by letting the others have their say.” 



 12 

term.  He left Vienna with only a short note from Weingartner validating and praising his work 

at the Vienna Academy.30   

If Panufnik had been naïve of the virulent nature of the Nazi regime, his attitude 

changed when he chose to leave Austria.  He was shocked that a man of Weingartner’s stature 

was not valued by the new regime.  He recognized that the values of the Nazi government did 

not lie in education or culture.  However, he still did not anticipate the arrival of WWII. He was 

not alone in this lack of foresight.  In his autobiography, Panufnik recalls a chilling scene of 

watching Polish Jews waiting at the train station shortly after the Annexation of Austria.  They 

were travelling to stay with their families in Poland under the belief that they would be safer 

there than in Vienna.31 

 Upon his return to Warsaw, Panufnik accepted a large commission to compose 

incidental film music.  He used the proceeds to fund a further year of international study split 

between Paris and London.  While in Paris, he frequently attended performances of the Paris 

Opera.  He received private conducting instruction from Phillipe Gaubert, the conductor of the 

Paris Opera and a specialist in the works of the French Impressionists.  He also used this time to 

attend programs of contemporary music, which featured works of Les Six and the Second 

Viennese School.32   

After six months in Paris, Panufnik chose to travel to London.  This decision was likely 

informed by his familial ties to England.33  London did not have the volume of concerts Panufnik 
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had experienced in Paris, but he enjoyed the calm, quiet, and private culture he encountered in 

Britain.  He used his time in England to focus on composition and returned to Poland after 

completing the year abroad.  He arrived in Warsaw in the fall of 1939, shortly before Germany 

invaded Poland.34 

 

1939-1946 

 When Germany invaded Poland in 1939, Warsaw was a primary target.35  As Panufnik’s 

autobiography was written several decades after WWII, it is not surprising that his recollection 

of exact events sometimes varies by the space of a few days from the accepted historical 

record.  However, the events as he recalls them are consistent in substance with the majority of 

accounts taken from this period.  Panufnik reports hearing bombs explode within the city on 

September 1st; he learned within the day that the bombs were the result of a German attack.36  

It was this attack on Poland which triggered the official declaration of war by the United 

Kingdom and France on September 3, 1939.  What Panufnik could not have known at time was 

that Germany had already agreed to split Poland with Russia, and the Russian army was biding 

its time before launching its own invasion from the East.37 

 Over the next week, German bombers carried out frequent and prolonged attacks on 

Warsaw.  Their goal was to destroy as much Polish infrastructure as possible before the arrival 
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of ground troops.  In addition to destroying many major roads and railways, the bombing 

created an atmosphere of chaos and panic which quickly paralyzed the Polish government.38  

Many government and military officials fled their homes in Warsaw, attempting to find refuge 

in the surrounding countryside, Romania, and France.39  Sporadic radio reports discussed the 

massacre of Polish armed forces.  The citizens of Warsaw, effectively cut off from the rest of 

Poland and under constant siege, soon began to face starvation.  German ground troops 

reached Warsaw on September 8th, a week after the initial attack.  The formal invasion of 

Warsaw began on September 9th, and the German army successfully overtook the city on 

September 28th.  Panufnik recalls Polish capitulation on October 1st; the last Warsaw garrison 

fell on the 2nd.40   

 The German occupation of Warsaw was far from peaceful.  Hitler’s ultimate plan did not 

include the Poles, but rather called for their eventual extermination.  Warsaw was one of the 

first cities subjected to Hitler’s concept of total war, in which the entire civilization was to be 

exterminated.  Both planned and random violence was common, and a resistance movement 

known as the Polish Underground soon began to circulate rumors of concentration camps 

within Poland.41 Throughout the war, Andrzej received news from the Polish Underground 

through his brother Mirosław, who was heavily involved with the movement.  House raids by 

the German military were commonplace, and at one point Tomasz’s inventory of violins was 
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temporarily confiscated.42  Within a year the Jewish population was relegated to a ghetto, and 

the entire population of Warsaw suffered from food scarcity and starvation rations.43 

During the German occupation, Miroslaw moved back into the Panufnik household with 

his chronically ill wife and young daughter.  Andrzej decided to move out so as not to be a 

burden.  He lived at first with a childhood friend named Stanislaw Dygat.  He eventually left this 

situation to move in with his girlfriend, Staszka Litewska, a war widow with two small 

children.44 

 There were very few musical performances in Warsaw during the years of German 

occupation.  Most of the performance halls had been destroyed during the invasion, and the 

infrequent sanctioned large-scale performances were reserved for German audiences.  Small 

chamber groups, however, were allowed to play in cafes during business hours, provided that 

German censorship rules were honored.45  In this capacity, Panufnik performed as a pianist with 

friends from the Warsaw Conservatoire.  He first formed a piano-violin duo with his Jewish 

friend Tadeusz Geisler.46  When Geisler disappeared, Andrzej formed a piano duo with Witold 

Lutosławski, another friend from his Conservatoire days.   

The Panufnik-Lutosławski duo produced their own transcriptions of orchestral music, 

and even performed pieces by banned composers such as Szymanowski and Gerschwin.  They 

experimented with jazz improvisation and occasionally performed clandestine concerts for the 
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Polish Underground.  Aside from this work, Panufnik did little serious composition, producing 

only a few works which would later be lost.47 Even at this early point in his career, Panufnik had 

learned that he needed a certain degree of calm and inner peace in order to compose to his 

standards. 

 By June of 1941, Germany had violated its treaty with the Soviet Union and began an 

invasion of Russia which reached Moscow by December.  The Soviet Union forged an alliance 

with the Allied powers, and by 1942 had launched a counteroffensive which would last until 

1945, when Germany surrendered.48  In 1943, the city of Warsaw witnessed the German 

destruction of the Jewish ghetto.49   

 In 1944, the German military allowed the Polish charity RGO (Rada Glowna Opiekuncza, 

or Central Council for Care) to raise funds through symphony orchestra performances.  Panufnik 

was invited to conduct the first of these concerts, and the well-attended concert was deemed a 

success.  One of Panufnik’s own compositions, Tragic Overture, was included on the program.  

Panufnik credits this concert with his postwar appointment as conductor of the Krakow 

Philharmonic.50  Shortly thereafter, Panufnik left the apartment he shared with Staszka 

Litewska so that he could accompany his mother to a small apartment on the outskirts of 

Warsaw.  Matylda had been in ill health for years, and Andrzej hoped that a short stay outside 
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the city would strengthen her.  Tomasz stayed behind to guard his violins, and Andrzej left the 

majority of his belongings, including all his musical scores, with Litewska.51 

 While Andrzej and Matylda were living in the outskirts of Warsaw, the Russian army 

incited the Polish resistance to rise up against the German occupation.  As the Warsaw Uprising 

engulfed the city in open warfare, the Andrzej and Matylda were unable to return to the city.  

The Polish Underground had begun the rebellion expecting the quick arrival of Soviet 

reinforcements.  Instead, Soviet forces remained just outside the city for 63 days, literally 

watching the decimation of the Underground.  Once the German army defeated the uprising, 

the Soviet army continued to raise no resistance as the city of Warsaw was further destroyed by 

the Germans.52   

Tomasz made a dangerous journey to join Andrzej and Matylda on the outskirts of the 

city shortly after the end of the Warsaw Uprising.  He brought news that Miroslaw had been 

killed when a bomb destroyed the Panufnik family house.  Miroslaw’s wife had also recently 

died due to a chronic case of tuberculosis, but their young daughter, Ewa, remained alive and 

well in another part of the city.  Andrzej and Tomasz took two separate trips to Warsaw during 

this time.  First, Tomasz returned to Warsaw to retrieve Ewa.  As the daughter of his son, 

Tomasz felt that Ewa belonged with him.  A few weeks later, Andrzej returned to the city to 

retrieve his father’s violins, which were still in the cellar of the ruins of their house.  Relying on 

the German he had learned in Vienna, Andrzej was able to reason with Governor Fischer, a 
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locally posted German general, and was escorted to his home.  He successfully saved his 

father’s violins before the house was destroyed by fire, and returned immediately to his family 

in the outskirts of the city.53 

Shortly after Andrzej returned to his family in the outskirts of Warsaw, the Soviet army 

attacked the German occupation.  Although the Panufniks were away from the fighting, they 

could hear the battle from their apartment.  They decided to leave the city.  Their hope was 

that an isolated rural location would be safer.  They eventually secured secret passage to 

Zakopane, a city roughly 450 kilometers south of Warsaw.54  Once the Soviets had successfully 

claimed Warsaw, Zakopane was witness first to a stream of fleeing German officials, then to the 

Soviet army.  The Soviet arrival did little too improve the lives the rural civilians.  Food had been 

scarce before their arrival, it was more so after Soviet forces settled into Zakopane.  Panufnik’s 

family was also forced to move to a new room when his family’s villa was claimed by Soviet 

officers.55   

Although the quality of living did not immediately improve after the Liberation, the 

Soviet army did not carry out the German practice of mass killings.  The Polish people 

tentatively went about the business of trying to rebuild their society and lives.  Andrzej 

returned briefly to Warsaw to rebury his brother.  While in town, he visited the apartment he 

had shared with Litewska.  Although many buildings in the area had been completely 
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destroyed, Litewska’s building was still intact.  He found the house with new occupants, who 

had thrown out and burned his scores.56 

 

1946-1954 

 Panufnik’s life and career during the Soviet years is currently the subject of academic 

debate.  Upon his 1954 defection to England and until his death, Panufnik claimed early and 

lasting repugnance for the Communist system and its oppression of the Polish people.  He was 

an outspoken critic of the Communist regime, and refused to return to Poland as long as it was 

controlled by the Soviet Union.57  The Concerto for Bassoon is one of several pieces Panufnik 

wrote as a protest of the Communist government.58   

 In recent years, some scholars have questioned the authenticity of some of Panufnik’s 

anti-Communist claims.  Although no scholar has dismissed the strength of Panufnik’s beliefs 

upon defection, some of the events discussed by Panufnik in his autobiography have been 

called into question.  The argument is often made that Panufnik enjoyed a quality of living and 

creative freedom in Poland unparalleled by his peers, and that his resistance to the regime has 

been exaggerated by his desire to justify his defection and differentiate himself from 
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Communist bureaucracy.59  What follows is an attempt to provide as much information as 

possible without the inclusion of known or suspected fallacy. 

 A thorough examination of Panufnik’s autobiography implies that his identity as a 

political activist developed slowly over the decades prior to his defection.  It is difficult to 

believe that an individual could have witnessed the atrocities of the annexation of Austria, as 

well as both the German and Russian occupation of Warsaw, without developing strong 

political views regarding the use of force to oppress a population.  Furthermore, the Russian 

tactics during the Warsaw Uprising laid a foundation for a relationship of distrust between 

Polish society and Russia in the Soviet era.   

 Panufnik’s relationship with the Communist Party was quite complex.  What appear to 

be conflicting attitudes and actions in Panufnik’s career may more accurately be viewed as the 

expression of the dichotomy between foreign and domestic interests.  Panufnik viewed the 

Communist Party as a separate entity from Poland.  He was happy to carry out those roles that 

he felt served his fellow composers and Poles, yet abhorred the concept of outside control.  He 

claims little disregard for his colleagues, including known Communist sympathizers, but instead 

directs the majority of his discontent toward Moscow.   

 Panufnik himself admits that he benefited from the Communist system and held a post 

of high regard.  It does not seem likely that he would abandon such a post without some 

serious philosophical conflicts with the Soviet government.  In addition to frequently speaking 
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out against Soviet repression subsequent to his defection, he refused several invitations to 

return for conducting engagements in Poland between the years of 1977 and 1990, returning 

only when Poland had transitioned to democracy. 

A.  Reconstruction 

 It was clear that the Panufnik family could not remain in Zakopane after WWII.  Without 

any rural connections, the family was without work or opportunity.  The war had taken its toll 

on the family, and prospects for employment for Andrzej’s aging father were nonexistent.  

Andrzej therefore took on the role of sole breadwinner. There was a greater likelihood that 

Andrzej would be able to find work in a city.  The most logical destination for the family was 

Kraków.  Unlike Warsaw, which had been essentially destroyed by both German and Soviet 

forces, Kraków had survived the war largely intact.  Many Poles had come to the city looking for 

opportunities.60  Throughout Kraków, there was an air of optimism as the Polish authorities 

began to speak of rebuilding Poland.   

 Stanisław Wohl, an old friend, hired Panufnik to write music for the Polish Army Film 

Unit.  Panufnik was also hired shortly thereafter by the new Ministry of Culture to reassemble 

and conduct the Kraków Philharmonic.61  Although he realized that a position with the Kraków 

Philharmonic would hinder his ability to compose, Panufnik accepted the position as it allowed 

him to support his family and move to the city.62  Andrzej arranged for Ewa to move in with 
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relatives on her mother’s side, partly because he would be working long hours and partly 

because his parents were in fragile health.  This was a well-timed decision; Andrzej’s mother 

died within months of arriving in Kraków.  Although Ewa’s living arrangements were 

permanent, she and Andrzej remained close in the following decades.  Their relationship was 

only severed in 1954, as a direct result of Andrzej’s defection.  However, they were reunited in 

1980 when Poland began to ease its international travel restrictions.63 

Panufnik’s engagements with the Polish Army Film Unit and Kraków Philharmonic left 

little spare time in his schedule.  He used what time he had to recreate a few compositions that 

had been destroyed during the war; he reworked his Tragic Overture, as well as Five Peasant 

Songs and his Piano Trio.64  Further attempts at noncommercial composition were ended with 

the unexpected arrival of Matylda’s cousin, who supported herself by giving piano lessons in 

the Panufnik apartment.  Panufnik found the noise of the lessons impossibly distracting and 

was unable to focus on his compositions in the apartment.  He adapted to the situation by 

composing pieces in his head while taking long walks through the city.65 

In addition to his duties as a conductor and composer, Panufnik soon began work with 

Tadeusz Ochlewski, a wartime acquaintance, to establish a publishing firm.  The Polskie 

Wydanictwo Muzycne, State Music Publishers would become known internationally as PWM.  

Obtaining printed music had always been problematic in Poland, and most of the country’s 

holdings had been destroyed in the war.  The new scores were the first to incorporate 
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Panufnik’s practice of notating only the active musical lines in the score; this method of 

notation has since become common practice in score publication.66  

Apart from occasional censorship of films by Soviet authorities, Panufnik reported very 

little government oversight in the early years of the regime.  He was promoted to Director of 

the Warsaw Philharmonic in 1946, at the end of his first concert season in Kraków.67  The 

orchestra had suffered greatly during the German occupation, and it was Panufnik’s task to 

rebuild the ensemble.  Andrzej accordingly resigned his position with the Kraków Philharmonic, 

but retained his apartment in Kraków and his position with the Polish Army Film Unit. 

Before rehearsals in Warsaw began, Panufnik was allowed to travel to Paris to obtain 

scores and parts for the ensemble.  He was introduced during this trip to Nadia Boulanger and 

Yehudi Menuhin.  Additionally, he was invited by Henry Barraud, the composer and Music 

Director of French Radio, to conduct the Orchestre National later in the year.68  Other 

international conducting engagements in 1946 included a London premiere of his Five Polish 

Peasant Songs at the International Festival for Contemporary Music, as well as a performance 

with the Tonhalle Orchestra in Zurich.69   

Despite the fact that all Panufnik’s engagements were approved and supported by the 

Polish government, his international travels sometimes drew criticism from the government-

censored Polish press, who claimed that Panufnik was “colluding with fascist composers.”70  

                                                      

66 Thomas, Polish Music Since Szymanowski, 40. 
67 Boleslawska, “Andrzej Panufnik and the Pressures of Stalinism in Postwar Poland,” 15. 
68 Thomas, Polish Music Since Szymanowski, 40. 
69 Jacobsen, A Polish Renaissance, 39. 
70 Boleslwaska, “Andrzej Panufnik and the Pressures of Stalinism in Postwar Poland,” 16; Panufnik, Composing 
Myself, 160. 



 24 

These criticisms would become more commonplace in later years, especially after 1948.  Most 

scholarly accounts first mention publicized disapproval of Panufnik’s interntional travels in or 

around 1948; Panufnik claims that the mixed messages were present as early as 1946.71 

Panufnik had been excited to return to Warsaw, but his career with the Warsaw 

Philharmonic was short-lived.  He resigned his position at the end of his first season, in the 

midst of a scandal in which several musicians were denied housing in Warsaw.  Panufnik 

returned to Kraków and shifted his focus to composition, both of independent commissions and 

with the Polish Army Film Unit.  This latter employment, although not considered by Panufnik 

to be art of his serious output, proved to be his “bread and butter” throughout his years in 

Poland.72  Panufnik soon completed two pieces, Circle of Fifths and Nocturne, as well as 

completing preliminary sketches for a third, Lullaby.  He was called to conduct Nocturne at the 

International Festival of Contemporary Music in Copenhagen, followed by engagements with 

the London Philharmonic Orchestra and the Berlin Philharmonic.73 

Even at this early point, the majority of Panufnik’s conducting engagements were 

arranged through the Polish Ministry of Culture.  This proved to be a double-edged sword; on 

one hand, Panufnik needed the full cooperation of the Polish government in order to travel 

internationally.  On the other hand, as a representative of Poland, engagements were accepted 

on Panufnik’s behalf without his prior knowledge, and cancellation of any engagement was 

                                                      

71 Panufnik, Composing Myself, 160. 
72Ibid., 189.  Although censorship of films was common throughout his tenure, Panufnik did not seem to consider 
his film work to be as serious an artistic pursuit as pure composition and therefore did not express the same levels 
of frustration as he later would with efforts to control his other compositional output.   
73 Thomas, Polish Music Since Szymanowski, 31; Boleslawska, “Andrzej Panufnik and the Pressures of Stalinism in 
Post-War Poland,” 15. 



 25 

considered an action against the state.74  Even Panufnik admits conflicting feelings regarding 

the situation; although he did not appreciate the idea that engagements were accepted without 

his consent, he was pleased to be raising the Polish profile on an international scale and 

welcomed the opportunity to travel.75 

B. Socialist Realism 

1948 was to be a dramatic year for the arts in the Soviet Union.  Early in the year, word 

reached Warsaw of an anti-formalist crackdown on the arts led by Andrei Zhdanov, the 

secretary of the Russian Central Committee.  Several works by well-known Russian composers, 

including Prokofiev and Shostakovich, had been officially placed in the loosely-defined category 

of formalist art.  These works were condemned by the Soviet government as decadent and 

unpatriotic, and were stricken from Soviet public record.   

Composers were instructed to write music which would be accessible to the masses, 

with an emphasis on choral works of a patriotic nature.  Music which glorified the Russian 

Revolution in 1918 was especially favored.  This movement was dubbed Socialist Realism by 

Zhdanov.  Further, all music composed in Russia was now subject to review by the Central 

Committee before its release could be approved.76  The crackdown was not immediately 

extended to Poland.  For several months, it appeared that Polish composers would still be 

allowed to compose with some degree of freedom.77  
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Panufnik’s career in 1948 followed much in the same vein as the preceding years.  He 

continued his compositional pursuits, and submitted a composition to the newly formed United 

Nations Educational, Scientific, and Cultural Organization, or UNESCO, to commemorate the 

centennial of Chopin’s death.  His international conducting engagements included concerts with 

l’Orchestre Radio Symphonique, the Opera in Marseilles, and the Bordeaux Symphony.  He was 

also invited to conduct one of his recent compositions at that year’s International Festival of 

Contemporary Music.78   

Panufnik’s composition was soon curtailed by his appointment to the newly formed 

Composers’ Union at the request of the Minister of Culture.  Despite having never joined the 

Communist Party, Panufnik was elected Vice-President within his first year of service, and soon 

became acquainted with Zofia Lissa, the undeclared Soviet representative in the Union 

leadership.  Panufnik claims that relations between Lissa and the Union remained cordial 

throughout the years, but also maintains that she was never fully trusted by himself or his 

colleagues.79   

After Panufnik completed his conducting circuit for the 1948 season, he was appointed 

to the Polish Committee of the Defense of Peace.  He was sent within this capacity to an 

International Congress for Peace, a gathering of Communist officials and sympathizers designed 

to reinforce the party line.80  It was at this assembly that the Zhdanov doctrine of Socialist 

Realism was officially extended to Poland.  The following year, Poland received its own version 
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of the Russian anti-formalist crackdown.  One of the main agenda items of the 1949 Composers 

Union Conference at Łagów was the examination of recent Polish compositions according to the 

rubric of Socialist Realism.  Several works written by Polish composers, including Panufnik’s 

own Nocturne, were criticized as not adhering to the ideals of Socialist Realism.81  It became 

clear that Polish composers would face the same restrictions as Russian composers as the party 

encouraged the creation of works glorifying the Russian Revolution.   

Panufnik and his fellow composers were strongly encouraged to write a number of 

patriotic song settings under the auspices of the Zhdanov Doctrine.  Panufnik claims that he 

abhorred these assignments and purposely tried to compose shoddy pieces.82  This assertion is 

the source of recent controversy, and several scholars have countered that Panufnik appears to 

have approached at least some of these assignments in earnest.  Whatever his attitude at the 

time, it is fair to say that Panufnik would not have composed the anthems without prodding.  

From his earliest projects, Panufnik shows a preference for instrumental writing.  Before the 

Zhdanov Doctrine, his vocal works consisted of patriotic hymns he set for the Polish 

Underground during the German Occupation.  After his defection, vocal works were limited to a 

small portion of his output.83 
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Aside from the choral settings of Soviet anthems, Panufnik attempted to avoid bending 

to the will of Socialist Realism.  As the Vice-President of the Composer’s Union, open defiance 

of the new policy would have been unwise and ultimately counterproductive.  An established 

pattern of defiance would likely lead to loss of status and privileges, including the international 

conducting engagements that Panufnik valued. A precedent had also been set in Russia that 

works could be declared decadent and banned from performance.84   

Panufnik chose in these circumstances to focus on resetting and reimagining Polish folk 

songs.  The folk songs provided the populist accessibility and patriotic tone favored by the 

regime, and therefore could not be condemned.  By choosing material that predated the Soviet 

regime, Panufnik sidestepped the issue of proclaiming allegiance to the Soviet Union.  Further, 

the idea of composing pieces inspired by folk music was not new to Panufnik.  In addition to his 

exposure to the works of Béla Bartók in Paris, Panufnik had already written some folk-inspired 

pieces, and would continue to write such pieces throughout his career.  For all these reasons 

Panufnik felt that he was able to preserve his integrity as a composer without provoking 

controversy.85  

Panufnik reports his first escorted international trip to be in 1950.  He was engaged to 

record a few of his compositions in Budapest, and was accompanied at all times by a pair of 

Soviet officials he sarcastically dubbed “guardian angels.”86  This practice of assigning a pair of 
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government chaperones to Panufnik on his international trips was to become routine 

throughout the remainder of his time in Poland.87 

Panufnik was honored in 1950 by election to the post of Vice-President of the Music 

Council of UNESCO.88  He maintains that he was never granted permission to attend UNESCO 

affairs, and therefore served as Vice President in name only.  Meanwhile, at a meeting of the 

Composer’s Union, Panufnik’s Sinfonia Rustica was criticized as formalist art.89  Ironically, the 

piece had won first prize in the Polish Chopin Competition of 1949.90 

Beginning in 1950, Panufnik was frequently the recipient of mixed messages from the 

Soviet government.  Even scholars who question the accuracy of Panufnik’s autobiography 

admit that he was frequently criticized for not adhering closely enough to Socialist Realism.91  

He was awarded the extremely prestigious Polish Standard of Labour First Class in the same 

year that Sinfonia Rustica was criticized.  The Standard of Labour First Class designation gave 

Panufnik special privileges, specifically access to better health care.  Under the auspices of the 

new designation, Panufnik applied and was approved for a small apartment in Warsaw.92  Then, 

in 1952, Panufnik’s Heroic Overture was selected for performance by the Olympic Committee 

for the Helsinki games in 1952.  He was allowed to attend the games and conduct his piece with 
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the Finnish Radio Orchestra, but he claims the piece was condemned in Poland upon his 

return.93  He was also awarded the title of State Laureate of Poland in both 1951 and 1952.94 

Panufnik was sent by the new Minister of Culture to tour Russia shortly after settling 

into his new apartment with his father.  He thoroughly enjoyed the performances he was 

allowed to attend, and admired the discipline and skill of the musicians, actors, and dancers he 

observed.  Although he enjoyed the compositions of Prokofiev, Shostakovitch, Khachaturian, 

and Kabalevsky, he was not impressed with many new pieces sanctioned by the Minister of 

Culture.  He also lamented the fact that he was not allowed to meet privately with any Russian 

citizen due to his comprehensive and constricting itinerary as well as the omnipresent 

“guardian angels.”  He left with the impression that he had been shown a carefully orchestrated 

and controlled version of Russia lacking in nuance and authenticity.95 

Panufnik spent the summer of 1950 composing his Symphony of Peace in a government 

resort outside Warsaw.  His compositional output (not including the film scores he composed 

throughout his career in Poland) had essentially ended when Sinfonia Rustica was denounced, 

and he struggled to refocus himself.  While at the resort he was introduced to Marie Elizabeth 

O’Mahoney.  O’Mahoney, commonly known as Scarlett by her acquaintances, was by all 

accounts an exciting and intelligent young woman who had moved to Poland from London.  She 

met Panufnik during the honeymoon of her third marriage.  It did not take long before the two 

                                                      

93 Tompkins flatly denies this allegation, referencing both the ZKP in 1952 and Musyka in 1953.  Both sources claim 
that Heroic Overture was widely praised by the Composers Union and the Ministry of Culture.  There is no mention 
of performances of the piece in Poland.   
94 Jacobsen, A Polish Renaissance, 42. 
95 Panufnik, Composing Myself, 200. 



 31 

had begun a clandestine affair.  Panufnik soon learned that Scarlett suffered from epilepsy, and 

he used his influence to arrange an appointment with a doctor in Warsaw.96 

Medical knowledge of epilepsy was still shockingly rudimentary in the early 1950s.  

Panufnik and Scarlett were told that the best treatment would be the adoption of a more 

tranquil lifestyle.  Additionally, the Polish specialists claimed that pregnancy would diminish the 

symptoms of epilepsy.97  Andrzej and Scarlett were therefore married in July 1951, shortly after 

the premiere of Symphony of Peace.  Scarlett was pregnant by the following January.   

By the time Andrzej and Scarlett were married, Tomasz had fallen into chronic ill health.  

Andrzej arranged for a live-in caretaker before leaving for his honeymoon.  Tomasz died shortly 

after their return.98 

Scarlett gave birth to a daughter in September of 1952.  She was named Oonagh in 

honor of Scarlett’s Irish heritage.99  Panufnik’s time had previously been taken up by working 

for the Film Unit and the Composer’s Union.  What little time he had for personal projects 

disappeared once Oonagh was born.  For a time, Andrzej was happy.  However, tragedy was 

soon to strike.   

Andrzej was sent in 1953 to lead a tour of China commemorating Mao Tze Dong’s 

birthday.  Near the end of the tour, just before he was set to conduct a concert for Chairman 
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Mao, Panufnik was told that Oonagh had died in a tragic accident.  Although grief-stricken, he 

was forced to conduct the concert before returning to Scarlett in Poland.  The return trip from 

China took over a week.100 

C. Symphony of Peace:  A Study in Panufnik’s Relationship with Socialist Realism 

Perhaps the topic of greatest contention among Panufnik scholars to date is the 

composition and reception of Symphony of Peace.  In his autobiography, Panufnik claims that 

the idea to write such a symphony was an attempt to escape badgering and suspicion by Soviet 

officials near the end of his Russian tour.  Only when a heavily edited account of his tour was 

printed in Polish press did he resign himself to the composition of the piece.    

Recently recovered archival evidence offers some opposition to this account.  According 

to the records of the Polish Composer’s Union, Panufnik had received a significant commission 

for a Symphony of the Revolution, commemorating the 1918 Russian Revolution, before he 

began his Russian tour.  After the tour, he changed only the title of the piece, which was to 

become his Symphony of Peace.  Both titles would have been viewed quite favorably under the 

Zhdanov Doctrine, which detracts from the idea that Panufnik was under political pressure to 

change the title of the commission.   The commission of the symphony is not mentioned in any 

of Panufnik’s own writings.   

At any rate, once Panufnik committed himself to the piece, by all accounts he expended 

a great deal of energy in the interest of writing with integrity.   This effort produced a work 

which was important to the composer on a personal as well as professional level.  The finished 
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piece was performed throughout Europe and in the United States, both before and after 

Panufnik’s defection.   Symphony of Peace proved to be so important to Panufnik that he chose 

to rework it in 1955, the year after his defection.  He removed the choral section from the 

original, changed the dedication to victims of WWII, and renamed the piece Sinfonia Elegiaca. 

 

1954-1991 

A. Defection 

Panufnik chose to defect to England in 1954.  He claims to have made the decision after 

being asked to spy on his Western colleagues through personal correspondence.  He felt 

frustration at the limited time he was able to devote to composition, and likely felt an urgent 

desire for new surroundings after the recent deaths of his father and daughter.  He also 

expressed the hope that he might have more influence on Polish politics as a voice of 

opposition in Western Europe than as an inside man in Poland.  

Panufnik hoped for the relaxation of Socialist Realism upon Stalin’s death in 1954.  

Although Tompkins, Boleslawska, and Thomas claim that the policy of socialist realism had 

begun to relax in Poland as early as 1951, this was not the interpretation of Panufnik.101  Based 

upon the tone of his autobiography, it appears that Panufnik would not have accepted anything 

less than a cancellation of state policy.   

Instead, party officials continued to push for greater adherence to the principles of the 

Zhdanov Doctrine, although they began to consider a wider variety of compositional styles as 
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acceptable expressions of Socialist Realism.102  Recent scholarship points out that, despite 

Panufnik’s claims of feeling controlled by the Soviet government, Polish interviews throughout 

this period often quote his strong criticisms of the system.103Andrzej himself chronicles the 

publication of at least one such article in 1954.104 

While casting doubt on Panufnik’s portrayal of himself as a victim of his Soviet superiors, 

these documents support the idea that the composer was by this time deeply unhappy with the 

regime.  Panufnik was never a member of the Communist Party, and he did not, even in his 

autobiography, express fear of Sokorski, the Minister of Culture in Poland.  His expressions of 

fear of persecution are often based upon his perception of Soviet officials in other countries 

and generally directed at Moscow.105 

Panufnik was better equipped than many of his colleagues to imagine a future outside 

of Poland.  His niece, Ewa, was the only living relative with whom Panufnik had a close 

relationship, and she was living with relatives on her mother’s side.106Andrzej’s conducting 

engagements through the years had allowed him to maintain a wide professional network, and 

Scarlett’s British citizenship provided him with a substantial link to a European nation he had 

previously visited and thoroughly enjoyed.  Further, the prospect of greater control over his 

career must have been enticing.  Although he had composed steadily throughout his 

association with the Polish Film Unit, Panufnik did not consider his work in this context to be 
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part of his opus.  He left his film scores behind when he defected, and did not return to film 

work for the remainder of his career.107 

The first step in Panufnik’s defection plan was to get Scarlett out of Poland.  On the 

pretense of visiting her ailing father in London, Scarlett was granted a travel visa.  Once in 

London, Scarlett’s role was to maintain the illusion that she would soon be returning to Poland 

while quietly arranging for Andrzej’s defection.108 

Andrzej’s defection was facilitated through a recording project with the Tonhalle 

Orchestra of Zurich in July of 1954.  Andrzej had no secure way to discuss defection plans with 

Scarlett, so he was not sure that this engagement would result in his defection.  Nevertheless, 

he packed his suitcase assuming that this would be the case.  He brought all his manuscripts, 

with the exception of his film scores.  Everything fit into a small suitcase, a fact perhaps 

validating his frustration with the constraints placed on him by the Soviet regime.  He 

regretfully left behind all his father’s violins, as well as all the awards he had been given by the 

Polish government.109 

Upon his arrival in London the next morning, Panufnik was granted political asylum and 

taken to stay with a family in the countryside.  He gave a press conference in which he provided 

scathing criticism of living and artistic conditions in Poland as well as the Soviet Union.  This 

press conference effectively severed all ties with Poland.  Panufnik was condemned by the 

Polish government as a traitor.  His name was stricken from public record.  His music was also 
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officially banned from performance and broadcast in Poland until 1977.  All items in his Warsaw 

apartment were confiscated.110 

Although Panufnik’s defection and press conference drew considerable international 

coverage, his actions failed to have the long-term and far-reaching effects he had envisioned.  

Throughout his early years of defection, Panufnik was often to be frustrated with a reluctance 

of Western Europeans to discuss Polish affairs in a negative light.111 

B.  Establishing a Western Career 

 Panufnik was thirty-nine years of age when he defected.  Although he had reason to 

believe that he would receive some work in England, he certainly was inexperienced in the 

business of working as a freelance artist.  The majority of his career had been organized by the 

Polish government and his independently commissioned works had been few.  In retrospect, it 

is hardly surprising that he and Scarlett lived without any income for the first two months of 

their defection.  In Composing Myself, Panufnik recalls, “After about two months, I thought that 

Scarlett and I would probably soon be discovering that our main freedom was the freedom to 

starve.  I had leapt from my Polish position of No. One to No One at All in England.”112   

Panufnik eventually began to form connections with both patrons and composers in 

London.  Early supporters of his British career included Sir Stuert Wilson, Ralph Vaughan 

Williams, Arthur Benjamin, and Lord Norwich.113  While greatly appreciative of his supporters, 
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Panufnik had some difficulty adjusting to the finer points of British professional etiquette.  An 

example of this cultural discrepancy can be found in a brief review of his relationship with the 

concert agency of Harold Holt Ltd.   

Panufnik had been contracted by Harold Holt Ltd. to conduct an orchestral performance 

of his work in October of 1954, roughly three months after his arrival in London.  Although the 

concert was a success, Panufnik was soon embroiled with the agency regarding a 

miscommunication about his compensation.  He had failed to realize that the compensation for 

extra musicians would be taken directly from his own paycheck, leaving him with almost 

nothing.  Panufnik’s angry reaction to the situation resulted in a severing of ties with Harold 

Holt Ltd, which never again contracted him.114 

 Panufnik’s second year in England was more productive than the first.  It was in the year 

1955 that Panufnik was contracted with the publishers Boosey & Hawkes in London.  Boosey & 

Hawkes would remain Panufnik’s sole publisher for the remainder of his life.  Through the 

encouragement of his publishers, Panufnik wrote several sets of informative program notes 

regarding his compositions, as well as a comprehensive guide to his later compositions and 

artistic process (Impulse and Design in My Music) and his autobiography (Composing Myself).  

By the summer of 1955, Boosey & Hawkes set about the task of publishing all of Panufnik’s 

extant works.  Because the firm was initially unsuccessful in receiving copyright release of 

works that had previously been published by PWM, Panufnik spent several months making 

small changes to several of his pieces.  The pieces were then published as “new” works.  By 
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autumn, PWM had confirmed the dissolution of Panufnik’s copyright, and the remainder of his 

works were published without revision.115 

 Panufnik’s career in London was further improved by his invitation to conduct Sinfonia 

Rustica at the BBC Promanade Concert at Albert Hall in July of 1955. 116  The aim of these widely 

publicized concerts has always been to provide a wide variety of music to the largest possible 

audience, thereby educating the public and cultivating a well-rounded appreciation of classical 

music.   

The Proms performance led to a commission of Rhapsody for the BBC Orchestra.  This 

was the first piece Panufnik composed entirely outside of Poland.  The piece was performed in 

January of 1957.  Despite these early successes, Panufnik felt that he needed to return to a 

career in conducting in the interest of financial stability and the acquisition of British 

citizenship.  He applied for and was accepted in a two-year appointment as the Music Director 

and Conductor of the City of Birmingham Symphony Orchestra, hereafter referred to as the 

BCSO.117 

 Panufnik’s assignment to the Birmingham Symphony coincided with and perhaps 

precipitated the end of his marriage to Scarlett.  The pair had always been an unusual couple.  

Panufnik had a fairly shy and serious personality, and required a certain amount of quiet to 

work effectively.  Scarlett was highly social, and enjoyed an active life in society even before she 

met Andrzej.  Their differences became more pronounced after they relocated to London.  
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Panufnik viewed England as an opportunity to compose in peace.  Scarlett likely thought of the 

move in terms of the new social connections to which she would have access.  To be fair to 

Scarlett, Panufnik does not mention whether he discussed the Birmingham Symphony position 

with his wife before he accepted.  His contract required him to move from London.  Scarlett 

chose to remain at their apartment in Kensington.  The two were divorced by the end of 

Panufnik’s BCSO contract.118 

   During his time with the BCSO, Panufnik arranged for guest appearances by several 

well-known soloists, including Janos Starker, Daniel Barenboim, and Yehudi Menuhin.  Panufnik 

claimed that his own works were programmed with the BCSO only at the urging of the BCSO 

Management Committee.119 

 Panufnik’s contract with the BCSO was fulfilled at the end of the 1958 concert season, 

and he returned to London.  He conducted a new composition, Polonia, at Proms that fall.  This 

performance coincided with the retirement of Richard Howgill as Music Controller at the BBC.  

His successor, William Glock, was in charge of all BBC programming and was not particularly 

pleased with Panufnik’s compositional style.  He favored music from the Second Viennese 
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School and therefore Panufnik’s music practically disappeared from BBC radio for the next 

several years.120 

 During the period of 1960-1962, Panufnik developed a working relationship with Camilla 

Jessel, a former secretary of Neil Marten and a photographer with the Save the Children 

Fund.121  Camilla had been contacted by Marten, who informed her that Andrzej was in need of 

help organizing his professional correspondence.  At first, their working relationship developed 

slowly.  Both Panufnik and Camilla were travelling internationally at the time.  However, by 

1962, Camilla had straightened out the majority of Panufnik’s affairs, even recovering 

professional engagements and commissions which had escaped Andrzej’s notice.   

 Camilla and Panufnik quickly became romantically involved.  They were engaged shortly 

after Panufnik was awarded the first prize of the 1963 Prince Ranier of Monaco competition for 

Sinfonia Sacra.  The couple soon moved to Twickenham, a neighborhood roughly ten miles 

southwest of London’s city center situated on the Thames river.  Camilla’s family hailed from 

Twickenham, and the Panufniks were granted a lease on Camilla’s grandmother’s estate. This 

home was nearly ideal to the couple’s needs; it was near Camilla’s family, convenient to 

London, and relatively quiet.  Panufnik most of all appreciated the pastoral setting of the 

property, as well as a small shed which would become his dedicated composition studio.  The 

house was to remain their home for the next several decades.  Over the years, they were to 

host occasional guests including Leopold Stokowski and Nadia Boulanger.122  
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 C. Ties to the U. S. 

Shortly after signing on with Boosey & Hawkes in 1955, Panufnik traveled to the United 

States for the first time.  He had been invited by Leopold Stokowski to attend a performance of 

Symphony of Peace by the Detroit Symphony.  As a passionate advocate of contemporary 

music, Stokowski was to serve as Panufnik’s first and strongest advocate in the United States.  

The two were connected personally as well as professionally.  In addition to sharing British 

citizenship and Polish ancestry, Stokowski and Panufnik were to become lifelong friends.  

Stokowski was a frequent visitor to Panufnik’s home and would later be named godfather of 

Panufnik’s daughter, Roxanna.123    

  The Symphony of Peace performance was a popular success.  When Panufnik withdrew 

the piece and published a revised version under the title Sinfonia Elegiaca, Stokowski 

conducted the premiere with the Houston Symphony.124   

Panufnik’s success in the United States caused him to briefly consider moving across the 

Atlantic in 1960, once he realized his works were not receiving BBC coverage under the 

leadership of William Glock.  Despite the support of Stokowski and an impressive resume of 

conducting engagements with orchestras throughout Europe, Panufnik failed to find any 

permanent position as a conductor in the U. S.  He eventually moved into a room in 

Oxfordshire, a county due west of London.   The room was owned by Neil Marten, the Foreign 
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Office employee who had handled Andrzej’s defection to England.  Panufnik became a British 

citizen in 1961.125   

Despite his decision not to seriously pursue a career in the U. S., Panufnik did receive 

several additional commissions from Polish-American organizations and major American 

orchestras.  His first American-based commission was his Sinfonia Sacra, written for the 

Kosciuszko Foundation.  The commission was part of a celebration of Poland’s Millenium 

Celebration of 1966.  The other notable commission by a Polish-American organization is the 

Concerto for Bassoon, which was written in 1984 for the Polanki Polish Society.   Commissions 

ordered by major American orchestras include Sinfonia Votiva by the Boston Symphony 

Orchestra and Symphony No. 10 by the Chicago Symphony Orchestra.  Additional American 

premieres include Harmony:  A Poem for Chamber Orchestra, which was premiered by the New 

York Chamber Symphony and Arbor Cosmica by the Music Today Ensemble.  Arbor Cosmica was 

the result of a commission by the Koussevitzky Music Foundation through the Library of 

Congress. 

 

1963-1991:  Stability 

The Prince Ranier of Monaco prize Panufnik won shortly before his engagement 

increased his demand as both a composer and conductor.  There were several performances of 

Sinfonia Sacra as well as conducting engagements in Lisbon, Brussels, and Argentina, Chile, Peru 

and Brazil.  In the early years of their marriage, Camilla often accompanied Andrzej in his 
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travels.  The photographs she took on these trips were used in various professional projects 

ranging from free-lance work to commissions by the British Council.126 

 Despite these developments, Panufnik’s music was not broadcast again by the BBC until 

1966.  The bestowal of the Sibelius Centenary Medal in 1965 may have had some small effect 

on the BBC programmers as they reconsidered their position.  Panufnik’s return to prominence 

in England also may have been partly delayed by a lack of new compositions.  During the mid- 

to late-1960s, he composed only two new pieces, the Katyn Epitaph and Universal Prayer.   

Katyn Epitaph and Universal Prayer share characteristics which tie them to the Concerto 

for Bassoon.  The former pieces are both cantatas; Panufnik intended a similar vocal 

connotation in the Concerto.  All three pieces also share a message of unity and peace among 

people.  Universal Prayer is drawn from a poem by Alexander Pope.  The text calls for all people 

to be united and to rise above petty differences.  Katyn Epitaph serves as a protest to actions of 

the Soviet regime during WWII.  It references the secret massacre of Polish intelligentsia and 

military officials in the Katyn Forest by the Russian army just before the beginning of WWII.127   

 Aside from these pieces, Panufnik largely withdrew from composition.  He chose to 

undergo a period of intense introspection regarding his compositional style.  His goal was to 

develop a comprehensive yet flexible compositional method which could be adapted to the 

demands of each new commission.  Panufnik wished to continue to evolve as a composer.  
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Therefore, his new method employed a number of serial concepts which could be adapted to 

reflect varying degrees of tonality.  He became particularly fond of three-note cells as the 

melodic and harmonic basis of his compositions.128  Other compositional preferences common 

to his new style included the use of symmetry as well as augmentation and diminution of 

movement, phrase, and meter. Each of these ideas can be found in Panufnik’s earlier output.  

The period of introspection allowed him to synthesize the various componen  ts into a unified 

set of compositional tools. 

Once Panufnik had finished reflecting on his compositional method, he found that he 

was able to compose pieces more quickly than in the past.  The improved efficiency and clarity 

with which he approached composition was augmented through his marriage to Camilla.  As 

had been the case before their wedding, she oversaw and helped to manage his professional 

correspondence while maintaining her career as a photographer.  She understood the solitude 

he required during his compositional process, and kept social calls to a minimum during 

sensitive periods.  Her adept household management provided a level of stability which Andrzej 

had seldom experienced.  His appreciation of her work may be reflected in his compositions; 

following their marriage in 1963, the majority of his works are dedicated specifically to her.129  

 Panufnik’s reputation continued to grow.  In addition to commissions from such 

respected orchestras as the London Symphony Orchestra, Chicago Symphony, and Boston 

                                                      

128 Panufnik, Composing Myself, 320. 
129 Jacobsen, A Polish Renaissance, 57. 



 45 

Symphony, Panufnik was granted the first lifetime achievement award of the Prince Rainier of 

Monaco Competition in 1983.  He received the title of Knight Bachelor in 1991.130  

 The official Polish ban on Panufnik’s music ended in 1977.  Panufnik was invited to 

conduct in Poland on multiple occasions, beginning in 1977, but he refused to accept any 

invitation until Poland had adopted a democratic government.  He visited Poland only once, in 

1990, only a year before his death.  After his death, Poland awarded him the prestigious 

Knight’s Cross of the Order of Polonia Restituta.131 
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CHAPTER 3.  COMMISSION, PREMIERE, AND RECEPTION OF CONCERTO FOR BASSOON 

 Panufnik was first approached to write a bassoon concerto in 1984.  Robert Thompson, 

the principal bassoonist of the Milwaukee Chamber Players and Professor of Bassoon and 

Director of the Institute of Chamber Studies at University of Wisconsin at Milwaukee, was 

introduced to the composer by a mutual friend, Bernhard Jacobsen.132  The commission of the 

piece was underwritten by the Polanki Polish Society of Milwaukee.133  This group self-describes 

as a “cultural club,” much in the manner of Sons of Norway and the Maui Portuguese Cultural 

Club.134  The official directive of such organizations is often to preserve ethnic traditions rather 

than to make political statements.  Nevertheless, the organization would have been very open 

to Panufnik’s music. 

 

Catholicism in Poland and the Martyrdom of Father Jerzy Popiełuszko 

The Catholic Church in Poland has for centuries been intertwined with a sense of 

national and cultural identity.  Despite losing and regaining independence as a sovereign nation 

multiple times throughout the centuries, Poland always maintained its religious identity.  It is 

therefore not surprising that Poland would resist the philosophical opposition of communism to 

organized religion.135  The strength of the Catholic Church in Poland is perhaps most clearly 

                                                      

132 Jacobsen’s scholarly writings regarding Panufnik figure prominently as sources for nearly all subsequent 
publications, including this dissertation. 
133 Robinson, 247. 
134 “About Us,” Sons of Norway, 2015.  https://www.sofn.com/about_us/ (accessed 10/30/2014); “Maui Portugese 
Cultural Club,” http://www.mauiportugueseculturalclub.com/ (accessed 10/30/2014). 
135  The philosophy of Communism generally discourages organized religion; while Eastern European countries 
were not subject to the same radical anti-religion rhetoric observed in China, there was a general weakening of 
religious affiliation throughout the Soviet Union. 

https://www.sofn.com/about_us/
http://www.mauiportugueseculturalclub.com/
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illustrated by the appointment of Pope John Paul II, formerly Cardinal Karol Józef Wojtyła, in 

1978.136   

Father Jerzy Popiełuszko has not reached the same level of notoriety as Pope John Paul 

II, but he was and remains well-known by Polish citizens.  He was a young, energetic priest 

living in Warsaw during the 1970s and 1980s.  In addition to acting as a strong community 

leader, Popiełuszko soon distinguished himself as a strong advocate of the Polish Workers’ 

Solidarity Movement.  His status as a beacon of popular resistance to unfair government 

policies made him a target of the Communist regime, who accurately sensed that their control 

over Poland was slipping.  It was therefore shocking but not surprising when Father Popiełuszko 

was abducted for interrogation in 1984.  News of the event first came from Popiełuszko’s 

driver, who witnessed his kidnapping at the hands of three secret police officers.  His body was 

found in a reservoir feeding into the nearby Vistula River; it was clear he had been severely 

beaten prior to his death.137   

News of Father Popiełuszko’s death reached Panufnik shortly after he began his work on 

the Concerto for Bassoon.  To Panufnik, the event must have seemed a perfect illustration of 

the injustices of Communism.  The premiere of the piece was set in Milwaukee; in addition to 

the commission of the work by a Polish heritage society, Panufnik must have known from his 

early experiences with Stokowski that Midwestern audiences would likely be receptive to his 

music and perhaps open to a more politically-motivated piece.  In addition to dedicating the 

                                                      

136 Thomas Cahill, Pope John XXIII (Lipper/Viking, 2002), 224. 
137 “Pro-Solidarity Priest is Murdered,” BBC, October 30, 1984.  In addition to a 2008 book, Popiełuszko’s death has 
inspired two films and a documentary.  His attackers were tried and found guilty; they remained in jail until 1989.  
Father Popiełuszko was nominated for beatification by Pope Benedict in 2010.  
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piece to the memory of Father Popiełuszko, Panufnik frequently remarked that the Concerto for 

Bassoon was inspired by the events surrounding his death.  He denied that the concerto was 

programmatic simply because it was not technically drawn from a literary program.  However, 

he did go so far as to acknowledge several musical references to the priest.138 

 

Polish-American Immigration Patterns:  Panufnik’s Milwaukee Audience 

 Immigration of ethnic Poles to the United States can be traced throughout history, 

reaching back before the Declaration of Independence.  Ethnic Poles currently make up the 

largest Slavic ethnic group in the United States, and many cities have well-established Polish 

communities.  Although immigration from Poland has never truly ceased, the majority of the 

current population arrived between the years 1860 and 1980.  

The majority of the Polish-American audience present for the premiere of the Concerto 

for Bassoon were likely descended from immigrants arriving in the U. S. between the years 

1865 and 1924.  Poles immigrating during this period tended to be from rural areas.  They often 

emigrated in search of a more secure financial future, and generally settled in the industrial 

centers of the U. S.  Cities such as Chicago, New York, and Milwaukee were common 

destinations for Poles emigrating during this period.  By the time of premiere, these individuals 

would have been second or third-generation U. S. citizens.   

 

Premiere and Reception 

                                                      

138 Panufnik, “Composer’s Note.” 
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The premiere of the Concerto for Bassoon occurred on May 18 of 1986.  The premiere 

had the added distinction of being conducted by Panufnik; the performance was Panufnik’s U. 

S. conducting debut.  In addition to audience members connected with the Polanki Society, 

there were likely many non-Polish classical music enthusiasts in the audience.  The reception of 

the premiere was very enthusiastic, as evidenced by the review which appeared in the local 

paper the next morning.139 

The second performance of the piece occurred the following year in London.  Robert 

Thompson was the soloist in both performances as well as in the original BBC recording.  His 

interpretation is drawn not only from these early performances with Panufnik, but from 

additional rehearsals he held with Panufnik in the Twickenham estate prior to the premier.140  

Robert’s thorough preparation of the piece in accordance with Panufnik’s guidance makes the 

original recording an invaluable resource to any musician wishing to prepare the Concerto for 

Bassoon.  Following these performances, the Concerto for Bassoon was played fairly frequently 

through the early 1990s.  Robert Thompson had additional performances of the piece, including 

at the 1989 International Double Reed Society Conference in Baltimore.141  Another notable 

performance was by Charles Ullery with the St. Paul Chamber Orchestra.142   

Despite these prominent performances, the Concerto for Bassoon has failed to gain a 

place in the standard U. S. bassoon repertoire.  Panufnik’s 100th birthday took place in 2014.  

                                                      

139 Robinson, 248. 
140 “Robert Thompson,” http://www.robertthompson75.com/ (accessed 10/30/2015).  Robert Thompson’s web 
page features a picture of Thompson and Panufnik rehearsing in Panufnik’s home.   
141 “Robert Thompson,” from “Who’s Who:  Soloists and Lecturers,” IDRS Conference Program, 
http://www.idrs.org/events/conference/Towson/TowBio.N_Z.pdf (accessed 8/01/2015). 
142 “Charles Ullery,” From “Program Notes,” 1993 International Double Reed Society Conference, Tuesday, July 27, 
1993.  https://www.idrs.org/events/conference/Minnesota/MinTue.pdf (accessed 10/05/2015). 

http://www.robertthompson75.com/
http://www.idrs.org/events/conference/Towson/TowBio.N_Z.pdf.
https://www.idrs.org/events/conference/Minnesota/MinTue.pdf
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This event spurred several performances of his works throughout Europe, an academic 

conference in Kraków, and the rerelease of the original recording.143  The recently released 

recording was reviewed twice by the International Double Reed Society.144 It is my hope that 

these events will raise the profile of the piece. 

 

Orchestral Reduction:  Discrepancies  

 The original publication of the Concerto for Bassoon was in 1986.  This publication 

consists of a handwritten manuscript and orchestral score.  It also includes a page-long 

description of the piece, written by Andrzej Panufnik prior to publication.  The most widely 

available version of the piece today is a slightly altered version published in 1993 by Boosey & 

Hawkes which includes a piano reduction and a shortened version of Panufnik’s original 

program notes.145  As this version was published after Panufnik’s death, it is not immediately 

obvious if the reduction was Panufnik’s own or that of a third-party editor. 

  Any reduction of an orchestral score for performance by solo piano is subject to a 

degree of alteration.  The Concerto for Bassoon is no exception to this rule.  There are five 

major alterations in the piano score when compared to the original orchestral score.  First, the 

subtlety of voice leading among the string players is often lost in tutti sections.  This is a 

function of necessity.  The voicing of chords must be altered in order to produce a part which is 

                                                      

143 “Sir Andrzej Panufnik’s 100th Birthday,” panufnik.com. 
144 “’New’ Recording of Panufnik Bassoon Concerto.Released, R.Thompson,bassoon.” International Double Reed 
Society, 1/7/2014.  http://www.idrs.org/IDRSBBS/viewtopic.php?id=15280.  IDRS Form (accessed 8/5/2014). 
145 Panufnik,”Composer’s Note;” Ibid.  Concerto for Bassoon (London:  Boosey & Hawkes, 1986); Ibid.  1993; Ibid.,  
Concerto for Bassoon, BBC Symphony Orchestra, Robert Thompson, HTGCD266 – 5060332660544, 2014. 1 
compact disc. 
 

http://www.idrs.org/IDRSBBS/viewtopic.php?id=15280
http://www.idrs.org/IDRSBBS/viewtopic.php?id=15280
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more idiomatic to the piano.  The second major alteration relates to the dynamic subtleties of 

the piece.  The orchestral score utilizes dramatic crescendi of sustained pitches in the Prologo 

and Recitativo I movements; these crescendi are functionally impossible to recreate on the 

piano without rearticulation of the chords.  Therefore, the corresponding crescendi in the solo 

part hold a greater degree of importance and should be exaggerated.   

 The third alteration is the omission of some material in both the solo and 

accompaniment parts.  The solo part is altered in three places.  The original score designates a 

series of articulated A-Flats beginning at Rehearsal 12 in the Prologo.  These A-Flats serve as a 

bridge to the opening pitch of the following Recitativo I.  In the 1993 version, these pitches are 

completely omitted from the part.  The Aria movement includes three slightly shortened 

phrases immediately preceding Rehearsal 4 and Rehearsal 19.  It seems that each of these 

alterations may have been introduced as a consideration of the soloist’s endurance.  

Significantly, the original recording of the piece, conducted by Panufnik and performed by 

Robert Thompson, contains these same omissions.   As the movements are to be played 

without pause, it is likely that the omissions were made in order to allow the soloist to clear his 

or her bocal of condensation. 

 There is also the omission of countermelodies in the orchestra part, always during 

periods where the majority of the orchestra is rearticulating complex chords.  This is almost 

certainly a response to the desire to preserve the pitch content of the chords in the piano part.  

The most striking example of a missing countermelody occurs between Rehearsal 4 and 

Rehearsal 8 of Epilogo. 
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 The final alteration in the 1993 version of the piece is the slight increase of notated 

tempi in in the Prologo, Aria, and Epilogo movements.  In each of these cases, the notated 

tempo is four beats per minute faster in the 1993 version than in the original score.  The Aria 

tempo is notated with the subscript that the movement should be played as slowly as possible.  

However, given the extremely taxing nature of the movement, in conjunction with the attacca 

transitions between all movements, the soloist is likely to require a slightly faster tempo even 

than the increased notated tempo. 
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CHAPTER 4.  PANUFNIK’S COMPOSITIONAL STYLE 

Education and Influences 

 In order to better understand Panufnik’s unique musical contribution, it is important to 

become familiar with both his cultural and compositional background.  Chapter One addressed 

the cultural context in which Panufnik lived.  This chapter shall begin with a discussion of 

Panufnik’s identity as a composer. 

Panufnik is generally discussed in the context of the new Polish school of 

composition.146  This loosely-defined group is composed of Polish composers of the late 

twentieth century, most notably Witold Lutosławski, Henryk Górecki, and Krzysztof Penderecki.  

Each of these composers operated under the doctrine of Socialist Realism as outlined in 

Chapter One.  It must be noted that Polish composers did not unanimously support Socialist 

Realism or the tenets of the Zhdanov Doctrine.  As in Russia, several prominent composers 

were quite openly opposed to the government’s vision of art.  Nevertheless, simply by 

operating in Poland, all composers were forced to adopt the goals of Socialist Realism to a 

certain extent.  Let us take a moment to consider Socialist Realism in greater depth.   

The most basic goal of Socialist Realism was to find a means of expression distinct from 

the Western tradition of common practice.  This objective was not dissimilar from that of 

composers experimenting with atonality in Western Europe and the United States in the post-

                                                      

146 Zofia Helman, “The Dilemma of Polish Music,” in After Chopin:  Essays in Polish Music, Maja Trochimczyk, ed., 
Polish Music History Series, vol. 6 (Polish Music Center, 2000), 224; Jacobsen, A Polish Renaissance, 9; Chales 
Bodman Rae, “The Polish Musical Psyche:  From the Second Republic into the Third,” in Polish Music Since 1945, 
ed. Eva Mantzourani (Musica Iagellonica, Kraków, 2013), 22;  Eva Mantzourani, “Intorduction,” Polish Music Since 
1945, ed. Eva Mantzourani (Musica Iagellonica, Kraków, 2013), 7-8. 
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war era.147  The main difference in rhetoric between Eastern and Western Europe lay in the 

Communist regime’s intent to produce a new style of composition unique to Communist states.  

Composers were expected to create music which would be recognizable as belonging to this 

new Communist tradition.  In order to add cultural legitimacy to this goal, the Zhdanov Doctrine 

encouraged the use of folk themes as a basis for composition.  The nationalist nuances utilized 

by the Zhdanov Doctrine echoed many European composers active around the time of the 

Russian Revolution, including Béla Barók, Edvard Grieg, Jean Sibelius, and Antonín Dvořák.148   

Eastern and Western composers in the post-war period shared loosely-defined musical 

objectives.  Both schools sought to create something new and innovative, but the exact nature 

of the innovation was not spelled out.  Western composers operated under their individual 

interpretations of the future of musical innovation.  Eastern composers were unified by 

government-mandated Socialist Realism, but the Zhdanov Doctrine was largely a document of 

rhetoric and contained few practical musical guidelines.   

The greatest practical distinction between Soviet and Western composition came from 

the heavy-handed Soviet strategy of enforcement.  Rather than allowing composers to evolve 

on their own terms, Soviet officials formed overseeing committees and condemned works that 

drew too heavily on perceived but undefined Western influences.  Composers were subject to 

government-sanctioned criticism and censorship.   

                                                      

147 Although it must be noted that Schoenberg’s serialism movement was intended as a natural progression of the 
system of Western tonality, the fact remains that it was an attempt to move beyond this system to a new frontier 
of expression.  Ideologically, then, its motivations are different from Socialist Realism, which did not consider itself 
to be linked to the Western Tradition, but the outcomes of the two movements are remarkably similar. 
148 Donald Jay Grout and Claude V. Palisca, A History of Western Music, 6th ed. (W. W. Norton & Company, 2001),  
646, 654, 655, 680. 
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Additionally, Eastern composers were blocked from any contact with new music.  The 

effect of this government-imposed quarantine was an artistic vacuum within the Soviet Union.  

This means that, when Panufnik defected to England in 1954, he was completely removed from 

the context of the Polish school of composition.  His influence on Soviet composers was 

extinguished when the performance of his works was banned.  

In the years after Panufnik’s defection, the Polish government loosened its restrictions 

on composers.  The result was a flourishing of artistic activity which was to characterize the 

Polish school of composition.  Panufnik’s absence during this period requires us to consider him 

as connected with yet separate from the Polish school. 

Despite Panufnik’s removal from the Polish school of composers, his educational and 

professional background was similar to that of his Polish contemporaries.  His training consisted 

of first graduating from one of the larger Polish music schools, then augmenting his education 

by spending time in Western Europe.  His decision to study in Vienna was unusual among Polish 

musicians, but he also spent time in Paris.  Because Paris was a well-established destination for 

young Polish students, Panufnik was exposed to the same musical influences as many of his 

colleagues. 

During the early years of the Soviet regime, Panufnik was consistently employed and 

enjoyed a position of prestige.  His works were performed both in Poland and abroad, and 

many of his compositions were praised by the government.   Nevertheless, his compositional 

output during this period was limited.  His commitments to the Polish Composer’s Union, the 

Polish Army Film Unit, and various additional government-sponsored committees prevented 



 56 

him from having much time to devote to composition.  The majority of his pieces were written 

after he moved to England. 

Once Panufnik defected, he was free to compose without government oversight.  This 

did not necessitate the development of a new style of composition.  Panufnik viewed his 

decision to leave Poland as a change in circumstance rather than a change in culture.  While he 

continued to evolve as a composer, he did not make any conscious decision to adapt his style to 

his new surroundings.   

In his autobiography, Panufnik claims to have always had the same compositional goal.  

His aim was always to find a unique form of expression.  He did not want to be forced to follow 

any construct to the letter, and wanted an approach that was flexible enough to be molded to 

the specific needs of each piece.  Yet he found that the absence of any compositional construct 

would be a serious impediment to his ability to communicate with his audience.  This balance 

between freedom and construct is the central theme in Panufnik’s compositional output, and 

the aspect of his music in which we see the greatest variation. 

Several years after his defection and shortly after his marriage to Camilla Jessel, 

Panufnik underwent a period of intense philosophical introversion.  He emerged from this 

period with a crystallized approach to composition.  Once established, this philosophy of 

composition the template used to produce all his future works.   

It would be a gross oversimplification to assume that this new philosophy produced an 

obvious and drastic change in the character of Panufnik’s works.  Rather than serving to form a 

dramatic new style, the compositional breakthrough described by Panufnik in Composing 

Myself acted as a tool which codified Panufnik’s existing compositional practices.  This new 
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compositional directive provided a more deliberate and systematic method to continue his 

work.   

 

Common Compositional Aspects and Evolution of Style 

Panufnik could be considered a postmodernist in his compositional motivations.  He 

was not necessarily interested in adhering to a school of composition.  He was intensely 

interested in expressing his own voice, which drew from but was not bound to established 

musical traditions.  The compositional construct discussed in the previous chapter served as 

Panufnik’s compass.  The construct of each piece is fascinating from an analytical perspective 

and will be discussed in depth in the remaining pages of this document.  However, the highly 

structured interpretation of structural elements has the unfortunate effect of masking the 

innate musicality of each piece.  While the expression of the construct is methodical and 

predictable, Panufnik’s greatest gift as a composer lies in his ability to prevent such logical 

patterns from appearing pedantic or cerebral.  In fact, Panufnik's compositions relay a strongly 

emotional message.  This discrepancy between construction and effect was known to Panufnik, 

and was a source of frustration throughout his career.  The matter is discussed at length in an 

excellent article by Niall O’Laughlin, entitled “Feeling and Intellect, Heart and Brain:  Technique 

and Content in Panufik’s Symphonies.”149 

It is difficult to determine how Panufnik’s compositional style was affected by Socialist 

Realism.  Nearly all the works he wrote before Polish reconstruction have been lost, making any 

                                                      

149 Niall O’Loughlin, “Feeling and Intellect, Heart and Brain:  Technique and Content in Panufnik’s Symphonies,” in 
Andrzej Panufnik’s Music and Its Reception, ed. Jadwiga Paja-Stach, 70-84 (Musica Iagellonich, 2003). 



 58 

sort of critical analysis difficult.  Only three pieces from this period remain.  Panufnik 

reconstructed his Sonata for Piano, Violin and Cello, Five Polish Peasant Songs, and “Overture” 

from memory in the year 1945.  Of these pieces, only the Sonata for Piano, Violin and Cello was 

written before the German occupation of Warsaw.150   

Each of these pieces contains elements which ties it to Panufnik’s later output. The 

Sonata for Piano, Violin, and Cello displays a preference of repeated intervals, in this case 

stacked fifths and half steps.  There is tension between expressed duple meter written within 

the context of triple meter.  The oscillation of relatively static chords as well as the prominence 

of the half-step serve as relatively consistent devices within Panufnik’s writing to introduce 

tension, and may be found frequently in this piece.  Further, the incremental upward 

progression by half step motion in the scherzo movement is consistent with the methodical way 

in which Panufnik approaches dramatic climaxes in his later works.  

The other two recreated pieces, Five Peasant Songs and Tragic Overture, were 

composed during the German occupation of Warsaw.  When considered in the context of the 

Bassoon Concerto, the two pieces take on a particular significance.  All three pieces were 

written in response to political repression.  In many ways, the Bassoon Concerto could be 

interpreted as a combination of the two pieces. 

Five Peasant Songs was written as an attempt to preserve Polish culture in the face of 

oppression; these settings of folk songs are relatively simple and are often described as 

“innocent.”151  Obvious features of these song settings are the use of static chordal oscillation 

                                                      

150 “Sir Andrzej Panufnik,” www.panufnik.com 
151 Krzysztof Stasiak, An Analytical Study of the Music of Andrzej Panufnik (Belfast: Queen’s University, 1990), 16. 
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as a harmonic base, as well as the juxtaposition of E and Eb to introduce an element of tension.  

Throughout Five Peasant Songs, we again observe the emphasis of a particular interval, in this 

case the interval of a third in both its major and minor inflections.  The third is used both as 

harmonization of the melody and as a means of transposition.  A nearly identical treatment of 

this interval can be observed in the outer movements of the Concerto for Bassoon. 

This use of thirds has been the subject of discussion by several scholars.  Some view it as 

the statement of ambivalent modality; the use of a chromatically inflected third is thought to 

cement the piece in one tonal area.  When considered in conjunction with Panufnik’s frequent 

use of ostinato, it is easy to see the logic of such an interpretation.   

  Instead of being intended to clearly define a tonal center, Panufnik’s major/minor 

thirds are a convenient marriage of three of his favorite compositional devices.  The 

major/minor third inflection allows Panufnik to retain the use of traditional major and minor 

chords when stacked.  Additionally, the inflection highlights the interval of a semitone, an 

interval which figures prominently into nearly every existing piece written by Panufnik.152  

Finally, the major/minor third could be viewed simply as the repetition of a single interval, 

namely, that of a third.  Thus Panufnik is able to highlight, by the use of a single figure, his 

affinity for minor seconds, the use of a single interval as the basis of a harmonic structure, and 

the use of stacked intervals.  Further, the use of the inflected third would allow Panufnik to 

                                                      

152 The most obvious use of the minor second is within the context of the cell containing pitches F-E-B.  This cell is 
the most common cell found in Panufnik’s compositions, and is referred to in this document as Cell A.  Like the 
“Panufnik chord”, Cell A is similar to a figure used by another of Panufnik’s famous predecessors.  Bartok’s well-
known “Z-Cell” is interrvallically identical to Panufnik’s favorite cell, except that it contains an additional pitch one 
semitone below the highest pitch; an example of the Z Cell would contain the pitches F-E-Bb-B. 
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retain the expressive power of traditional tonality without necessarily being subject to the rules 

of Common Practice.  This is the very desire he expressed throughout his career. 

An additional feature which will become increasingly prominent in Panufnik’s writing, 

including the Concerto for Bassoon, is the adaptation of a figure evoking a dominant seventh 

chord.  For the purposes of my analysis, this figure shall be labelled “Sonority B”.   

Example 1.  Sonority B. 

 

Kryzstof Stasiak wrote about Sonority B extensively in his dissertation, An Analytical 

Study of the Music of Andrzej Panufnik.  This lengthy document provides thoughtful analysis of 

the majority of Panufnik’s extant compositions, although it does not contain a formal analysis of 

the Concerto for Bassoon.  In his chapter regarding pitch organization, Stasiak refers to Sonority 

B as the Beta Cell.  He interprets the Beta Cell as a variation of the dominant seventh chord.  

According to Stasiak, the function of the Beta Cell is to bring the composition closer to the 

realm of traditional tonality.  Additionally, the Beta Cell serves the role of a contrasting 

sonority.  Stasiak traces the use of the Beta Cell to several of Panufnik’s compositions, 

especially movements with simple textures.  A particularly interesting example is the molto 

ritmico movement of Sinfonia Concertante, which alternates a series of Alpha Cells (Stasiak’s 
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designation for the Panufnik Cell as seen in the Prologo) and Beta Cells as the harmonic basis of 

the coda.153 

While Stasiak brings up many valid and important points, I disagree with his 

interpretation slightly.  While he discusses characteristics of the Concerto for Bassoon 

throughout this chapter, he does not mention the piece in connection with the Beta Cell.  This is 

likely because Panufnik’s use of Sonority B differs slightly from Stasiak’s observations regarding 

the Beta Cell.  First, although Sonority B is found throughout the movement, it is not always 

orchestrated to reflect the voicing of the dominant seventh chord.  It is equally likely to be 

voiced in a stacked fifths and sixths.  Stasiak’s discussion of the Beta Cell also asserts that the 

cell is only used in sections featuring the Alpha Cell, or Cell A as it is named in this document.  

This is simply untrue in the case of the A Theme.  Stasiak’s interpretation of the Beta Cell also 

does not account for its fluid nature in the Concerto for Bassoon.  While Stasiak describes a 

static cell, the sonority in this case is subject to the addition and subtraction of pitches as well 

as revoicing.   

Following his discussion of the Beta Cell, Stasiak classifies two additional cells, which he 

labels as Gamma and Delta.  The Gamma Cell is actually a diminished triad, and the Delta Cell is 

an augmented triad.154  While I agree that both sonorities are used extensively in Panufnik’s 

works in general, and the Concerto for Bassoon in particular, their classification as cells seems 

slightly pedantic.  The same argument can be made for the Beta Cell; Stasiak has confined the 

                                                      

153 Stasiak, 166. 
154 Ibid., 172. 
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sonority to a fairly static definition which does not necessary fit all the nuances of its use in the 

case of the Concerto for Bassoon. 
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CHAPTER 5.  ANALYSIS OF CONCERTO FOR BASSOON 

Overview 

The Concerto for Bassoon is a five-movement piece scored for bassoon soloist and a 

chamber orchestra composed of one flute, two clarinets, and a chamber string section.  The 

string section must include a minimum of four violins, one viola, two celli and one bass, but 

Panufnik expressed a preference for a larger ensemble.  In his own notes, Panufnik designated a 

configuration of six first violins, five second violins, four violas, three celli, and two basses.  This 

arrangement was likely inspired by Panunik’s preference for regular rates of growth.  The same 

type of numerical progression may be found in metric changes throughout the Concerto for 

Bassoon.  Panufnik indicates in his program notes for the piece that the string section could be 

doubled, but did not discuss the possibility of reducing the instrumentation.155 

The concerto is divided into five movements:  Prologo, Recitativo I, Recitativo II, Aria, 

and Epilogo.  Panufnik wrote in his program notes as well as in his spoken introduction to the 

original recording of the piece that he chose operatic titles for his pieces in order to draw 

attention to the drama portrayed in each movement, as well as to acknowledge the singing 

quality of the solo bassoon part.156  Each movement of the concerto contrasts with neighboring 

movements in orchestration, character and tempo.  This pattern of shifting character between 

adjacent movements is featured in several of Panunik’s symphonies as well as the Concerto for 

Bassoon.157  The first, third, and fifth movements are played at faster tempi and are associated 

                                                      

155 Panufnik, “Composer’s Notes.” 
156 Ibid. 
157 O’Laughlin, “The Symphonies of Andrzej Panufnik:  Plans and Content,” Lietuvos muzikologia 
8, 2007. 75. 
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with louder dynamics.  They also are far more likely to feature strings than woodwinds.  

Recitativo I and Aria are slower and feature softer dynamics as well as a greater tendency to 

use woodwind than string instruments.   

Given Panufnik’s well-documented use of symmetry as an organizational factor in his 

compositions, it is surprising that the longest of the movements is the Aria, the fourth 

movement, rather than the central Recitativo II.  Although each movement is clearly 

differentiated from its neighbors, the movements are to be played attacca, and each 

movement ends with a brief transition leading to the next movement.  This style of 

uninterrupted transition between strongly contrasting movements was common to many of 

Panufnik’s late symphonies.158  The listener is given the impression of a seamless progression of 

related events rather than the occurrence of discrete musical ideas. 

Panufnik was always careful to draw a distinction between the Concerto for Bassoon and 

programmatic music.  He did not consider the piece to be programmatic because it did not 

depict the events of a concrete literary document in the manner of Strauss’ Don Quixote or Don 

Juan.  He also claimed that he did not consciously attempt to reference Father Popiełuszko’s 

interrogation and death in the piece.  However, he was willing to admit that there are many 

allusions to Father Popiełuzko as well as the violence of his death.  In his own program notes for 

the piece, once he has established all the information listed above, and with several additional 

caveats, he cautiously offers the following remarks about the meaning portrayed by each 

movement.  He admits that the Recitativo I could depict the prayerful meditation of Father 

                                                      

158 Ibid. 
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Popiełuszko; Recitativo II might be interpreted as the Father’s interrogation, torture, and death; 

and Aria might serve as an elegy for the Father.  The short, forceful Epilogo is intended as a 

reassertion of the atrocity of the priest’s death.  He does not specifically mention any 

extramusical association for the Prologo, but does allude in his early program notes to Father 

Popiełuszko’s patriot sermons.159 

 

Prologo 

A.  Overview:  Orchestration, Dynamics, and Meter 

The first movement expresses a severe, marchlike character.  Panufnik never specifically 

commented on the extramusical associations of this movement, but did imply in the extended 

Composer’s Notes in the original printing of the orchestra score that the movement might 

depict Father Popiełuszko’s fiery patriotic sermons.160  When the movement is examined simply 

from a metric perspective, it resembles a musical countdown.  The initial framework of the 

movement consists of relatively stable four-measure phrases punctuated by a contrasting 

measure of a more violent nature.  Each of these four-measure phrases, upon further 

investigation, is made up of three subphrases, each of which is one beat shorter than the 

preceding subphrase.  Likewise, the punctuating measure (which shall be referred to in the 

following analysis as an Interrupting Motive) becomes shorter by one beat with each 

occurrence.   After four phrase-interruption sets, the phrase is shortened to last three rather 

than four measures; the eventual disappearance of the Interrupting Motive after measure 40 

                                                      

159 Panufnik, “Composer’s Note,” 1986 printing. 
160 Ibid. 
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results in an increasingly chaotic and violent escalation of the movement which culminates in 

the abrupt transition to Recitativo I. 

The martial character of Prologo is accentuated by the notated dynamic.  The 

movement begins with a fortissimo dynamic in the accompaniment, and the overall dynamic 

never drops below forte. Within this narrow dynamic range, the only way to achieve a 

noticeable change in volume is to alter the texture by adding and subtracting instruments.  This 

is indeed a device employed by Panufnik in Prologo.  The dramatic effect of this tactic is limited, 

however, by both the dynamic limitations of the soloist and the small size of the orchestra.  

Panufnik therefore employs several additional methods to build and release dramatic tension.  

The most obvious of these methods are:  subtle yet predictable shortening of phrases, 

increasingly frequent changes in tonal orientation, and an almost exponential rise in tessitura in 

the solo part.  Each of these operations shall be discussed in the formal analysis below. 

B. Formal Analysis:  Metric and Motivic Aspects 

Prologo is best understood as the progression of five distinct yet related sections.  For 

the purposes of this paper, these sections shall be labelled Section A (mm 1-24), Section B (mm 

25-40), Section C (mm 41-48), Section D (mm 49-52) and Transition (mm 53-56).  The pitch 

content of each of these sections is drawn from a common three-note cell and its 

transpositions.  For the purposes of this paper, this common cell shall be referred to as “Cell A”, 

and is discussed at length in the following paragraphs.  Sections A, B, C, and D are each 

composed of three transpositions of Cell A.  In each section, these three transpositions are 

separated by the interval of a major third.  The orchestration of the cell transpositions is 
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consistent throughout the movement; the solo line is made up of one transposition, while the 

orchestra performs the other two transpositions.   

The following section draws its pitch content from the same cell, transposed again by 

subsequent major thirds, yet separated from the cell transpositions of the previous section by 

the interval of a minor second. In this way, all chromatic pitches are expressed upon the 

completion of Section C.  Section D reiterates the cell transpositions of Section A. The Transition 

reiterates all the Cell A transposition groups expressed in Sections A, B, C, and D.  The cell 

transpositions are presented at an accelerated rate, thereby allowing the Transition to serve 

both as a summary of the movement and as a signal that a change is about to occur in the 

character of the piece. 

The common cell referenced above can be found in many of Panufnik’s works.  For the 

purposes of the document, the cell shall be referred to as “Cell A.”  Cell A consists of a minor 

second, a perfect fourth, and an augmented fourth.  This combination of intervals fits well with 

Panufnik’s sense of musical aesthetics; the presence of the perfect fourth, generally expressed 

in its inversion as a perfect fifth, allows Panufnik to create a nearly tonal syntax.  The addition 

of the third note introduces ambiguity which prevents the piece from being considered 

conventionally tonal.  In analyses of Panufnik’s opus, Cell A is most often referred to in the 

transposition containing the pitches F, E, and B.161  

  

                                                      

161 Alina Królak, “Organization of Pitch in Andrzej Panufnik’s Concertos for Solo Instrument and Orchestra,” Andrzej 
Panufnik’s Music and Its Reception, ed. Jadwiga Paja-Stach, 150-158 (Musica Iagellonich, 2003), 156. 
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Example 2.  Cell A.  

 

 For the sake of economy in this document, each transposition of the cell shall be named for 

the upper note expressing a minor second.  In other words, a cell containing pitches F, E, and B 

would be referenced as “F transposition.”  In Figure 2, the occurrence, transposition, and 

orchestration of the common cell is illustrated and divided into the Sections A, B, C, D, and 

Transition mentioned above.  Simultaneous transpositions of the cell in the orchestra are 

notated in Chart 1 by the inclusion of additional orchestral subsets.   
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Chart 1.  Cell Transpositions in Prologo. 

 

 

An orchestral introduction occurs in measures 1-4 and is illustrated in Example 3.  Many of 

the ideas which will make up the framework of the Prologo are expressed within this short 
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segment.  The orchestration of Cell A is designed to emphasize the interval of a perfect fourth.  

The stability of this interval is used as a touchstone; it provides the orientation against which 

Panufnik can introduce tonal and metric dissonance.  For the sake of efficiency, in this and all 

following examples, the double bass part is notated at sounding pitch. 

Example 3.  Measures 1-4, Prologo. 

 

 

 When we examine the metric character of the introduction, we see a strong duple 

orientation in conflict with the notated triple meter.  The cello is especially important in 

reinforcing this metric orientation by alternating between G and D, producing a figure that 

appears at first glance to be a statement of cadence, key, and meter associated with a military 

march.  

As discussed above, Panufnik’s orchestration of Cell A in Prologo is designed to 

emphasize the interval of the perfect fourth.  As detailed in Impulse and Design in My Music, 

Panufnik’s works were often conceived as illustrations of a central visual or mathematical 

concept.162  The overarching theme of the piece was sometimes distilled to the various 

                                                      

162 Panufnik, Impulse and Design in My Music, 3. 
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expressions of a single number.  Perhaps the most obvious example is his Symphony of Spheres, 

a piece written in 1975 for the London Philharmonic.  This piece was intended to depict six 

separate spheres, each of which was associated with a separate musical characteristic.  The 

characteristics, as listed by Panufnik, are “harmony, rhythm, melody, dynamics, tempo, and 

structure;” these same aspects can be observed as expressing a common numerological 

constant in the Concerto for Bassoon.  A similar prismatic expression of number can be found in 

Panufnik’s Sinfonia Mistica and Metasinfonia.163   

The phrase structure of Prologo is organized to reference the number four.  The first 

obvious example of this quadratic orientation is the length of the opening motive of the piece, 

which is illustrated above in Example 3.  Panufnik presents an initial four-beat phrase 

punctuated by a beat of rest.  Before the entrance of the soloist in measure 5, there are two 

reiterations of this material, each separated by a beat of rest.  However, one beat is subtracted 

from the phrase in each subsequent reiteration.  This results in motive presentations which last 

four beats, three beats, and finally two beats.   

Despite the changing length of each phrase iteration, the duple orientation is 

maintained by the cello part, which begins each iteration with the pitch G and maintains the 

established alternation between G and D, expressed as a perfect fourth.  The result is the 

impression of a disappearing motive which remains in duple meter.  These three iterations of 

motive form a four-measure macromotive which will underpin the phrase structure of the 

                                                      

163 O’Laughlin, “The Symphonies of Andrzej Panufnik:  Plans and Content,” 77. 
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entire movement.  For the remainder of this analysis, this macromotive will be referred to as 

“March Motive”. 

The soloist enters at the beginning of the second occurrence of the March Motive, in 

measure 5.  The solo part contains many similarities to the March Motive.  While the cello and 

bass sections continue their expression of Cell A, the bassoon solo expresses an intervallically 

identical cell, transposed up a major third to include the pitches C-B-F#.  The orchestration of 

March Motive in the accompaniment emphasizes the interval of the perfect fourth; likewise, 

the presentation of Cell A in the bassoon solo appears as an arpeggiation of the cell divided into 

perfect and augmented fourths.  The length and metric structure of solo phrases are also tied to 

that of March Motive.  Like March Motive, the opening solo phrase is four measures long.  It is 

made up of three statements or subphrases which coincide with the three sub-motives of 

March Motive.  Finally, the rhythm of the solo line accentuates the perception of duple meter.  

Because the solo part and March Motive share so many common characteristics, they function 

together in a structure which shall be referred to as a macromotive for the purposes of this 

document.  The first such macromotive occurs in measures 5-8, and is illustrated in Figure 4 

below.  
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Example 4.  Illustration of Macromotive followed by Interrupting Motive. 

 

 

There are two additional characteristics of note regarding the solo line.  First, the exact 

order of cell arpeggiation is not maintained.  Due to this slightly irregular nature, the solo line 

shall not be given its own shorthand designation.  The second unique characteristic of the solo 

line regards the direction of its arpeggiation.  The direction of arpeggiation occurs in a 

symmetrical fashion; in other words, an upward arpeggiation in one macromotive is followed 

by a downward arpeggiation in the following macromotive, and vice versa.    

Immediately following the completion of the first macromotive in measure 8, Panufnik 

introduces entirely new thematic material.  As mentioned in the Overview of this movement’s 

Analysis, this new theme is labelled simply as the Interrupting Motive.  The Interrupting Motive, 

illustrated in the final measure of Figure 4 above, is immediately recognizable by a change in 

articulation and pacing.  The Interrupting Motive is an orchestral figure; although appears 

several times throughout the Prologo, it never includes the soloist.  It consists of several 
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groupings of sixteenth notes, a rather chaotic arrangement in comparison to the march 

rhythms featured in the preceding macromotives.  The contrast in character is underscored by a 

change in articulation; the strings were marked pizzicato in the previous macromotive, but are 

now marked arco.   

At first glance, the Interrupting Motive appears to be completely distinct from the 

preceding macromotive.  Within the larger context of the Prologo movement, it becomes clear 

that the macromotives and Interrupting Theme are related.  The Interruption Motive will recur 

several times during the piece, always at the end of a statement of macromotive.  A more 

thorough analysis of the Interrupting Motive also reveals several tonal and metric 

characteristics connecting it to the macromotive.   

The Interrupting Motive consists of the alternation of two transpositions of Cell A.  The 

level of transposition is obscured by the voice leading of the orchestration, which produces the 

smoothest possible lines among individual instruments.  However, when the pitch content of 

the transpositions is examined, they form a clear relationship connected with the preceding 

statements of March Motive.  The first cell in the Interrupting Motive is a reorchestration of the 

cell expressed in the preceding orchestral accompaniment.  The second cell is a transposition of 

the preceding orchestral cell by the interval of an augmented fifth; it is also the transposition of 

the preceding solo cell by the interval of a major third.  Together, the transposition levels of Cell 

A through the end of the following Interrupting Motive represent the equal division of the 

octave by major third, or the expression of an augmented triad.   

These relationships are illustrated in Examples 1 and 4, but shall be further explained in 

Example 5.  In Example 5, we see the expression of transposition A-Flat by the orchestra in 
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measure 8.  This transposition is maintained in measure 9, where it is presented in alternation 

with an F-Flat transposition.  This second transposition is both an enharmonic augmented fifth 

above the preceding orchestral transposition, and an enharmonic major third above the 

preceding solo cell, which expresses C transposition. 

Example 5.  Measures 8-10, Prologo. 

 

The Interrupting Motive also serves as a functional bridge to the next solo/orchestral 

macromotive.  In each case, the first transposition expressed in the Interrupting Motive will 

become the transposition found in the following solo line.  The second transposition of the 

Interrupting Motive will be expressed in the following orchestral accompaniment.  This is 

illustrated in Example 5 above.  The second transposition presented in measure 9 is 

Transposition F-Flat.  Its enharmonic equivalent is maintained by the orchestra in measure 10. 

There are two exceptions to this relationship between the Interrupting Motive and 

following macromotives:  in measures 25 and 41, the entire macromotive structure shall 
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abruptly jump to a transposition up a perfect fifth from the expected pattern.  These 

unprepared transpositions signal the advent of a new augmented triad set, which will follow 

the previously established pattern of alternation.  These jumps in transposition signal a new 

section of the movement, and result in the five-part division of the movement outlined in the 

introduction of this analysis. 

Thematically, the Interrupting Motive is similar to the March Motive in that it expresses 

the same two transpositions of Cell A equally.  The equal representation of these two 

transpositions of Cell A was achieved in Macromotive A by orchestration; the solo part 

expressed one transposition exclusively, and the orchestral part expressed the other.  In the 

case of the Interrupting Motive, both cell transpositions are expressed by the orchestra.  

Therefore, equal representation of the transpositions is achieved through equal frequency of 

repetition.  To achieve equal frequency of repetition, the statements within the Interrupting 

Motive consist of groups of two, four, or six sixteenth notes as illustrated in Figure 6.  Each of 

the note groupings is beamed as it appears in the original score; pitch has been omitted to 

emphasize the rhythm rather than the variable melodic contours of the various statements.  

Each statement is followed by a rest; the aggregate length of sixteenth notes and rests is always 

either two or three beats.  Whenever possible, Panufnik employs aggregate statement lengths 

of both two and three beats, thus reinforcing the duple-triple metric tension of the movement.   
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Example 6.  Rhythmic Cells Featured in the Interrupting Motive.   

 

The length of each individual group appears to be random; there is no discernible 

pattern in the selection of a group of two rather than four or six sixteenth notes.  However, the 

total length of the Interrupting Motive does follow a predictable pattern.  Each repetition of the 

Interrupting Motive until the Transition in measure 53 is a total of one quarter note shorter 

than the preceding Interrupting Motive.  This mimics the predictably vanishing pattern 

expressed in March Motive.  The Interrupting Motive reaches the minimum possible aggregate 

length in measure 36, which is two beats in length.  The final echo of the Interrupting Motive, at 

the end of Section B in measure 40, is only one beat in length and does not introduce a new 

transposition of Cell A.  After this, the figure disappears.  A similar figure appears in the 

Transition section, but this figure bears many distinctions differentiating it from the 

Interrupting Motive.  These differences will be discussed at the end of this chapter.       

Each new section is subject to changes of the established pattern.  In Section B, the 

major change is the shortening of the solo line and Motive A to accentuate triple rather than 

duple meter.  This yields a macromotive that is three measures long rather than four, as 

illustrated in Example 7.  This triple meter emphasis continues until the end of Section B in 

measure 39.  The following measure contains the last logical iteration of the Interruption 
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Motive.  As noted earlier, the Interrupting Motive will not return for the remainder of the piece, 

although it will be echoed in the Transition. 

Example 7.  Motive A, Section B. 

 

The disappearance of the Interrupting Motive at the end of Section B signals several 

additional alterations to the previously established patterns.  Each transposition of the solo line 

now ends with a trill featuring the two notes of the cell which are separated by a minor second 

as illustrated in Example 6.  This is the first time a trill has been used by any instrument in the 

Concerto.  In measure 45, at the beginning of the third transposition of Cell A in the solo part, 

the line is further shortened to emphasize the quarter note.  When considered in isolation, this 

truncated line seems to imply alternating triple and duple meter as illustrated in Example 8 

below.  
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Example 8.  Notated and Implied Meter, Measures 45-48. 

 

 

There are several alterations of the orchestral Marching Motive in Section C.  In sections 

A and B, transpositions of Motive A shifted at the end of each macromotive.  One of the 

functions of the Interrupting Motive was to introduce this shift, as illustrated in Example 3.  In 

Section C, however, the Interrupting Motive has disappeared and the rate of transposition 

shifting is accelerated to occur each measure in the orchestra and every second measure in the 

solo line, as illustrated in Example 9 below. This increased frequency of transposition allows the 

orchestra to provide the Cell A transposition which would have been introduced by the 

Interrupting Motive in previous sections.  The frequency of transposition also serves to 

emphasize the notated triple meter of the piece.   
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Example 9.  Measures 44-48. 

 

An interesting duple nuance is provided by the addition of violins to the texture in two-

measure segments.  These segments occur in measures 42-43, 46-47, and all measures after 48. 

The second of these segments is illustrated in Example 9 above.  Because the violin entrances 

emphasize the downbeat, they maintain the integrity of the notated triple meter.  However, 

the two-measure length of violin entrances during Section C, as well as the separation of violin 

entrances by two-measure segments, imparts a faint hemiola inflection. 

 Section D contains further adaptations which differentiate it from previous sections.  As 

in Sections B and C, the solo line in Section D is accelerated.  In this case, the soloist begins a 

new transposition at the beginning of each measure.  This results in a duration of only four 

measures for the entire section.  Despite this remarkable brevity, Section D maintains its status 

as an independent section because it fulfills the same transpositional objectives as each of the 

previous sections. 
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Motive A now appears in a new rhythm and configuration, as illustrated in Example 10.  

The orchestra had previously performed an implied dominant-tonic ostinato rhythm of one 

note per beat; the speed of the ostinato is now doubled.  Motive A is also now divided between 

high strings and low strings; the orchestration is shifted at the midpoint of each measure.  Thus 

the orchestration shifts reinforce triple meter with their frequency yet suggest duple meter in 

their placement. 

Example 10.  Motive A Configuration and Orchestration in Section D. 

 

The final section of the piece, Transition, begins in measure 53 and serves as both a 

summary of the Prologo and as a transition to the next movement.  The solo line is completely 

absent from the Transition, and the orchestral part is made up entirely of arco sixteenth notes 

which continue without rest until the end of the movement.  These sixteenth notes contain 

each transposition of Cell A, in the same order that they were used in the earlier Sections of the 

movement.  As in the earlier sections of the Prologo, Cell A is presented in a given 
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transposition, then undergoes three transpositions by the interval of a major third before 

moving to a different level of transposition.   

The Transition also echoes the earlier sections of the piece in that each new level of 

transposition features an increased rate of transposition.  The first four-transposition cycle 

takes up the space of two measures and consists of transpositions which last six sixteenth 

notes; the second cycle takes one measure and consists of transpositions lasting three sixteenth 

notes; the final measure contains the third and fourth cycles, each cycle taking up the space of 

a quarter note and each transposition lasting only one sixteenth note.  The final beat of the 

final measure is used to reiterate the first cycle of transpositions, much as Section D returned to 

the transpositions of Cell A featured in Section A.  This final cycle features the pitch A-Flat, 

which will be the first note of the next movement.  To save space, the Transition has been 

provided in the piano-reduction form below. 

Example 11.  Transition to Recitativo I. 
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Recitativo I 

The second movement begins with a fortississimo A-Flat whole note played by the soloist.  

As discussed in the analysis of Prologo, this particular note, as well as the notated dynamic, 

were foreshadowed in the final beat of the previous measure.  Following a notated whole rest 

of silence, the soloist eases into progressively softer and shorter reiterations of the same pitch, 

separated by progressively shorter periods of silence.  This unusual opening serves to transport 

the audience to a new emotional space of quiet reflection.  Considering the movement’s 

designation as andante religioso, it is appropriate to consider this opening section as having 

nearly the same function as a call to prayer. 

The most striking aspect of the opening of Recitativo I is the absence of the orchestra at the 

beginning of the movement.  The woodwinds reenter in the second implied measure; their 

function throughout the movement is to sustain chords expressing transpositions of Cell A.  

When considered in conjunction with the nearly overpowering role of the orchestra at the end 

of the Prologo, the effect of this spare orchestration is jarring.   

There is not an obvious link between the solo line and accompanying woodwind harmonies, 

but the chords do follow a predictable and significant pattern.  The shifting of the woodwind 

chords coincides both with the arrival of cadences in the solo part and with implied bar lines 

indicated in the score by dotted lines. Further, the transpositions of Cell A expressed in 

Recitativo I occur in the following order:  F, A-Flat, C; E-Flat, G, B-Flat; D, G-Flat, B-Flat; D-Flat, F, 

A; C, F-Flat, A-Flat; C-Flat, E-Flat, G; B-Flat. If considered in sets of three and compared with 

Figure 2, these transpositions express the same major third/augmented triad relationship, and 
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indeed the exact order of transpositions, utilized in Prologo.  Each set of three chords is 

indicated in the score by the inclusion of a rehearsal number. 

While performing Recitativo I, the soloist is immediately struck with the unusual nature 

of the key signature.  Panufnik abandons the traditional manner of notating key signatures, and 

instead indicates flats for C, D, E, F, G, and A (in that order).  This may be considered as a signal 

to the soloist; the key signature, of course, is not audible to the audience.  Further, the 

orchestral parts are notated without any key signature.  The most likely explanation for this set 

of unique circumstances is that Panufnik is making a very deliberate attempt to communicate 

that the character of the movement should lie outside traditional Western norms.  The 

movement is generally understood to lie within the modal D-Flat Dorian, although in the 

original publication of the score Panufnik indicated that he considered the melody to be in a 

minor key rather than a church mode.164   

A similar key signature can be observed in Panufnik’s Hymn to the Virgin Mary, a piece 

he wrote in 1964.  The program notes, written by the author, are quite revealing regarding the 

effect he hoped to achieve in this piece.  In Impulse and Design in My Music, he writes: 

“In this choral prayer to the Virgin, my intention was to evoke the adoration, warmth 

and pure faith of the Polish peasant…The melodic theme based on the pentatonic scale has 

close relation to Polish folk music as well as some distant flavor of plainchant.”165 

Several additional factors support the idea that the movement is intended to be 

evocative of traditional Polish chant.  First, the dedication of the piece to Father Jerzy 

                                                      

164 Panufnik, “Composer’s Note”, 1986 printing.  
165 Panufnik, Impulse and Design in My Music, 6. 
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Popiełuszko conditions us to expect just such a movement.  It is entirely logical that part of the 

piece should reflect the musical atmosphere that surrounded the Father daily.  Further, the 

indication of andante religioso, lack of formal bar lines,166 hexatonic modal inflection of the solo 

line,167 legato character of the movement, and orchestral indication of alla organo all clearly 

point to the chantlike character of the movement. 

Despite these factors, the movement is not written as a true chant.  Scholars have 

identified several instances in which Panufnik directly quotes folk and religious sources.  For 

example, the Sinfonia Sacra is frequently cited as quoting the Bogurodzica, the earliest known 

Polish hymn.  If the Recitativo I movement of the Concerto for Bassoon contains a similar 

quotation, it has yet to be identified.  Katarzyna Szymanska-Stulka refers to the movement as a 

prayer to the Virgin Mary, but bases this assumption on the Virgin’s central role as protector of 

Poland rather than on evidence of an exact musical source.168  While the movement is similar to 

the Song to the Virgin Mary referenced earlier in this chapter, the melodies are not identical.  

Panufnik also did not mention any quotations in the Concerto for Bassoon.  He writes instead of 

the intended atmosphere of each movement.169 

Recitativo I does not follow the general rules observed in chant melodies.  While the 

modal orientation and loosely defined, declarative rhythm of the movement evokes the 

character of chant, the melody soon moves beyond the confines of chant ambitus, register, and 

cadence.  The solo line constantly descends and features cadences on several pitches 

                                                      

166 There are some dotted bar lines inserted in the score, likely to aid in rehearsal. 
167 The pitch B never occurs in the solo line. 
168 Katarzyna Szymanska-Stulka, “Idiom polski w tworczosci Andrzeja Panufnika” (Warsawa:  Akademia 
Muzycznaim, Fryderyka Chopina, 2006), 76. 
169 Panufnik, “Composer’s Note,” Concerto for Bassoon and Small Orchestra. 
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throughout the movement.  This is in opposition to the typical plainsong practice of centering 

cadences on one or two pitches.170 

The dramatic elements of Recitativo I are derived from dynamics and conflict of contour 

between the solo and orchestral parts. The dynamics are simple yet dramatic.  The first half of 

the movement is marked pianissimo in both the solo and orchestral parts.  Beginning in the 

tenth transposition of Cell A, almost exactly at the midpoint of the movement, a crescendo is 

marked that continues for the entire length of the movement.  This crescendo is exaggerated in 

the final five implied measures and finally exceeds the dynamic of fortissimo in the final note of 

the movement.   

The alteration of dynamic level provides the best opportunity for division of the piece 

formally.  If we consider the introduction of crescendo to mark the beginning of a new section, 

the piece would be divided into three sections; mm 1-9, mm 10-16, and mm 17-21.  This 

division yields sections which are nine, seven, and five measures in length, respectively.   

Throughout the movement, the solo and orchestral lines are subject to an increasing 

level of registral discord.  At the first entrance of the flute and clarinets, all instruments are 

playing at an equivalent register to the soloist.  As the movement progresses, the melody slowly 

descends and the accompaniment ascends.  The intervals of transposition of Cell A are 

obscured through voice leading, which is designed to provide the smoothest voice leading 

possible.  This results in a much more gradual movement into the upper register, and also 

                                                      

170 Kate Helsen, “Sketching the Shape of Gregorian Great Responsories,” in Traditions in Western Plainchant, ed. 
Pascale Duhamel and Barbara Swanson, 41-64 (Ottowa, Canada:  Institute of Mediaeval Music, 2010), 50. 
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serves to emphasize the dissonant qualities of Cell A.  These elements may be observed in 

Example 12, which illustrates the first six chords of Recitativo I. 

 Example 12.  Woodwind Chords, Recitativo I, Implied Measures 1-6. 

 

The movement ends with a dramatic chord held by the bassoon and orchestra.  For this 

final chord, the two clarinets move to play in unison.  The result is a perfect fifth rather than a 

transposition of Cell A.  The soloist plays the root of this fifth, and together the soloist and 

orchestra crescendo into the second Recitativo movement. 

 

Recitativo II 

Recitativo II provides a sharp contrast with Recitativo I.  Whereas the character 

conveyed in the former movement was calm, quiet, and meditative, the latter movement is 

loud, angular, and violent.  The solo and orchestral parts in the first Recitativo operated in 

differing realms of rhythm and pitch content, while the solo part of Recitativo II mimics and is 

based upon the orchestra.  The orchestration has shifted away from the woodwinds of 

Recitativo I to feature the strings.  Finally, while the structure of Recitativo I is resistant to 

obvious formal division, Recitativo II may be understood as consisting of three sections.  

Sections A (mm 1-5), B (mm 6-15), and C (mm 16-27) follow an equivalent pattern of 

transposition, thematic development, and orchestration.  Section C is followed by a brief 



 88 

transition to the following movement.  The transition consists of three reiterations of a single 

chord which shall be central to the Aria movement. 

The two Recitativo movements are linked mainly by the absence of true bar lines and 

spare use of the orchestra.  These two characteristics are also the most obvious connections to 

the operatic recitativo which the title of these movements references.   

The orchestral part, which in Recitativo I had consisted of sustained chords and acted as 

a constant background accompaniment to the soloist, is now made up of short, jabbed 

interjections.  The smooth voice leading of Recitativo I is replaced with dramatic leaps.  The 

orchestra and soloist never play at the same time in this movement.  Each of these 

characteristics can be observed in the first implied measure of the piece, illustrated in Example 

13 below. 
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Example 13.  Implied Measure 1, Recitativo II. 

  

The orchestral interjections in Recitativo II introduce new pitches to be picked up by the 

soloist in the following passage, much as the Interrupting Motive functioned in Prologo.  In 

Recitativo II, however, the pitches express augmented triads rather than transpositions of Cell 

A.  The pitches of each orchestral interjection are the result of an upward transposition by half 

step of the previous orchestral interjection.  The upward direction of transposition is 

counterbalanced by the fact that each triad is written at a slightly lower pitch level than its 

predecessor.  The descending pitch level of the orchestral interjections is reflected in Panufnik’s 

orchestration.  The chords are first performed by the violin section and gradually move through 

darker orchestration until the final chords of the piece, which are played by the celli and basses.  
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The solo part, meanwhile, will gradually rise in tessitura.  This is an exact reversal of the 

registral tendencies of Recitativo I. 

The relationship between pitch content in the orchestra and soloist is illustrated in 

Example 13.  The movement begins with the violins playing the pitches F-Flat, A-Flat, and C.  

This augmented triad is transposed up by a minor second and played in the first, third, and fifth 

notes played by the soloist in the following passage.  The second, fourth, and sixth notes are 

transpositions of the same augmented triad up by an additional minor second.    Following 

these six notes, the soloist performs a new set of six notes in which the second, fourth, and 

sixth pitches express the same augmented triad, but the first, third, and fifth notes are 

transposed to appear a minor second above rather than below the second, fourth, and sixth 

notes.   

This passage establishes the pattern that serves as the template for the remainder of 

the movement.  Each orchestral interjection is followed by four expressions of an augmented 

triad in the solo part.  The triads are expressed in pairs; adjacent pitches are derived from 

different augmented triad sets a semitone apart.  In each case, the second, fourth, and sixth 

notes always spell the augmented triad which is the result of a major second transposition up 

from the preceding orchestral chord.  The first, third, and fifth notes alternate between 

placement a minor second above and a minor second below the latter subcell notes, thus 

providing alternation between the two remaining augmented triads.  In this way, each implied 

measure includes all twelve tones of the chromatic scale, presented through the fragmentation 

and juxtaposition of mutually exclusive augmented triads.  
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The solo part, which failed to follow any recurring template in Recitativo I, now follows a 

prescribed and predictable pattern of movement as detailed above.  There is nevertheless an 

element of chaos, which is first expressed by the interruption of the solo line by randomly 

placed rests ranging in duration from an eighth rest to a half rest.  A more striking change to the 

established pattern may be observed in measure 5, which is illustrated below in Example 14. 

Example 14. Implied Measure 5. 

 

Implied measure 5 begins with the orchestra’s return to the original transposition of the 

augmented triad.  The soloist then expresses four sets of sixteenth notes separated by 

semitone.  This statement is similar to the previous augmented triad pairings with three major 

distinctions.  First, there is an extra pair of sixteenth notes.  Second, the last pair ends with a 

trill instead of a sixteenth note.  Third, the first note in the set is a minor second below the 
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second note, while the third, fifth, and seventh notes are all a minor second above the 

proceeding pitches.  

Each of these alterations serves to signal a change in the movement, and serve as a 

marker for the end of the first division of the movement.  There are two remaining sections of 

Recitativo II; each of these consists of five transpositions of the augmented triad in the 

orchestral part.  The first expressions of augmented triads in the orchestra are followed by four 

statements of juxtaposed pairs of augmented triads in the solo part, following the same pattern 

described in Example 13.  The fifth augmented triad in the orchestra restates the original 

augmented triad of the section, and is followed by an altered four-pair set of sixteenth notes 

ending with a trill.   

This altered figure signals the end of the preceding section and the beginning of a new 

section.  Much as each section of the Prologo featured alterations to the established pattern of 

composition, each new section of Recitativo I bears unique developments.  The most obvious 

change is the alteration of tempo.  Section B, which begins in measure 6, begins with a notated 

accelerando.  Section C, which begins in measure 16, is marked with a notated sempre 

accelerando.  This progressive change in tempo is accompanied by a notated change in dynamic 

level.  Section A is marked sempre forte in the solo part; Section B is marked piu forte, and 

Section C is marked fortissimo.  It must be noted that, if the soloist wishes to emphasize this 

growing dynamic, it will likely be necessary to begin the movement at a softer dynamic.  The 

orchestra is marked sempre fortissimo throughout the movement.  Because the orchestra and 

soloist never play together, this notated dynamic implies that the soloist will gradually grow in 

dynamic to meet the orchestra. 



 93 

Another alteration presented in Sections B and C is the increasing prominence of the 

orchestra.  In Section A, the orchestra performs only two sixteenth notes, each preceding the 

expression of a set of four augmented triad pairs by the soloist.  Each orchestral entrance 

utilizes pitches from a new transposition of the augmented triad. Beginning in Section B, the 

orchestral interjections increase in frequency; the augmented triad is reiterated throughout 

each series of solo augmented triad pairs.  Although the interjections always appear between 

augmented triad pairs, their frequency and placement appears to be random.  The accelerando 

taking place in Sections B and C gives the impression that the interjections are constantly 

becoming more frequent, despite their irregular placement. 

The movement ends with a brief transition to the Aria, which may be observed in 

Example 15 below. 

Example 15.  Transition to Aria.
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As previously mentioned, this transition is simply the appearance of a chord in the 

orchestra, which is performed three times in identical orchestration.  Each reiteration is to be 

slightly louder than its predecessor.  However, as the chords are marked fortissimo, piu 

fortissimo, and fortississimo, this progression of dynamic would likely be almost abstract in 

practice. 

The lower strings maintain the augmented fifth triad D-Flat-F-A of the preceding figure, 

but the upper strings express a sonority completely new to the piece.  The chord is split into 

two octaves and contains the pitches F, A, A-Flat, and C.  This very chord is often referred to by 

scholars as the “Panufnik chord.”171  When examined closely, it becomes clear that the chords 

are designed to serve as a bridge to the Aria movement.   

 

Aria 

A.  General Remarks, Formal Outline 

The fourth movement, entitled Aria, is the longest and most complex of the 

movements.  Each preceding movement maintains a unique and consistent character defined 

by orchestration, dynamics, thematic material, and rhythm.  In contrast, Aria contains 

alternating sections featuring contrasting material and character.  These sections are 

reminiscent of but not identical to thematic ideas from the preceding movements.   

                                                      

171 Charles Bodman Rae, “The Role of the Major-Minor Chord in Panufnik’s Compositional Technique,” In Andrzej 

Panufnik’s Music and Its Reception, ed. Jadwiga Paja-Stach, 136-149 (Musica Iagellonich, 2003), 138; Szymanska-
Stulka, 97.  
 



 95 

The clearest formal division of the piece is as follows:  Introduction, mm 1-4; Section A, 

mm 5-24; Section B, mm 25-41; Section C, mm 41-60; Section D, mm 61-79; Cadenza, mm 79-

80; Section E, mm 81-109.  Each section shares a common pitch with its immediate neighbor.  

Because neighboring sections do not share a common method of pitch organization, this 

common pitch acts almost as a pivot tone between alternating systems.  The Introduction, 

Section A, Section C, and Section E feature common material which is reminiscent of Recitativo I 

in several respects.  Sections B and D are made up of two distinct themes which are adapted 

from material found in the Prologo and also contain aspects similar to Recitativo I and 

Recitativo II.  The cadenza draws from both the Prologo and Recitativo I movements.    The 

movement least referenced in the Aria is Recitativo II; this movement shall be more directly 

echoed in the final movement of the piece. 

B. Analysis:  Introduction, Sections A, C, and E 

The majority of the Aria movement is made up of thematic material reminiscent of the 

Recitativo I.  For the purposes of this document, the common theme found in the Introduction, 

Section A, Section C, and Section E shall be referred to as the “Aria Theme.”  As we might 

expect, the tempo and character of the Aria Theme contrasts with the preceding Recitativo II.  

Whereas Recitativo II featured loud dynamics, a driving tempo, and the string section of the 

orchestra, the Aria theme returns to the quiet, slow, and contemplative character and 

orchestration of Recitativo I.  In contrast with Recitativo I, however, the woodwinds take a 

more active role as countermelody then melody in the Aria Theme.  

i.  Introduction and Section A 



 96 

The movement begins with a four-measure orchestral introduction, illustrated below in 

Figure 13.  The introduction is made up of two nearly identical two-measure phrases which 

introduce the melodic contours of the Aria theme and deescalate the frantic, violent energy of 

Recitativo II.  Measure 1 contains only the melodic line, performed by the first clarinet.  This 

melody consists of quarter notes, to be played piano with a slight crescendo.  The pitches of the 

melody fill in the interval of a minor third from F to A-Flat.  Based on only this first measure, we 

would assume that the Aria theme lies firmly within the tonality of F Minor.   

In measure 2, the second clarinet and flute enter and provide a slight disturbance to this 

assumption.  In both measures 2 and 4, the flute and second clarinet simultaneously perform A-

Natural and F-Natural, in identical register, dynamic, and rhythm.  The pitches, which imply a 

tonal orientation of F Major rather than F Minor, are rapidly articulated on the downbeat of 

both measures.  This momentary change in character serves to emphasize the harmony, and 

specifically its dissonance with the F Minor orientation of the melody.  This dissonance is 

resolved in measures 3 and 5, when the flute line moves from A-Natural to F.  This pattern of 

consonant measures alternating with dissonant measures shall characterize the Aria Theme 

throughout the movement. 
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 Example 16.  Orchestral Introduction, Aria. 

 

Panufnik’s motivation for this tonal ambiguity may be inferred when the piece is 

considered within the context of the program.  Panufnik wrote in his program notes that the 

main character of the movement was intended to evoke Polish folk tunes and signify Father 

Popliuszko’s Polish heritage.  Rather than quoting an existing folk tune, however, Panufnik 

wished to create an original composition reminiscent of the Polish folk tradition.172  We should 

therefore expect writing similar to that of Panufnik’s folk-music inspired pieces, including Tragic 

Overture, Sinfonia Votiva, and Five Peasant Songs.  These pieces are all connected by simple 

textures as well as a certain level of harmonic eccentricity.173 

Section A begins in measure 5, immediately after the conclusion of the Introduction.  

The material of Section A makes up the body of the Aria Theme mentioned in the introduction 

to the analysis of this movement.  In many ways, the Aria Theme is an expansion and 

development of the material presented in the Introduction.  The Aria Theme maintains a four-

phrase structure throughout the movement.  Each of these four phrases is four measures in 

                                                      

172 Panufnik, “Composer’s Note,” Concerto for Bassoon and Small Orchestra. 
173 Stasiak, 16, 18, 19, 22, 33. 
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length, and each measure maintains a meter of 4/4.  This quadruple orientation is yet another 

aspect connecting the piece through reference to and application of the number four.  The first 

phrase of the Aria Theme in Section A is illustrated below. 

Example 17.  Aria Theme. 

 

The melody of the Aria Theme is not particularly complex.  All pitches are diatonic to the 

key of F Natural Minor.  The leading tone is presented only twice, near or at cadences.  In both 

cases, Panufnik chooses to use E-Flat rather than E-Natural.  This is one of several features 

which add a vaguely chantlike character to the Aria Theme.  The contour of the melodic line 

mostly utilizes stepwise motion and leaps of a third.  Much in the manner of early chant, leaps 

in the melody are immediately either filled in or followed by complimentary leaps returning the 
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contour to its previous plane.  The regular rhythm of the phrase also echoes that of a chant 

melody; the melody is mostly composed of quarter notes and all notes longer than a half note 

are reserved for phrase endings.174 

The harmonic underpinnings of the Aria Theme are less conventional than the melody.  

Shortly after the soloist’s entrance in measure 5, the woodwinds die out and are replaced with 

sustained chords played by the violas, celli, and basses.  Texturally, rhythmically, and 

dynamically, the orchestral part is reminiscent of the sustained sonorities of Recitativo I.  

However, it soon becomes clear that the pitch content of each measure is somewhat different 

from the Cell A transpositions which made up the woodwind chords of Recitativo I. 

The Introduction sets up a pattern of alternating harmonic consonance and dissonance.  

This pattern continues throughout the various appearances of the Aria Theme; however, the 

sonorities used do not follow the strictest conventions of traditional tonality.  The concept of 

consonance is illustrated using a sonority first introduced at the end of Recitativo II, which was 

introduced in the analysis of that movement as the “Panufnik chord.”  The Panufnik chord is 

thusly named because it is common to many of Panufnik’s compositions.  It consists of a perfect 

fifth which is filled in with both a minor and major third.  By presenting both chromatic 

inflections of the third, the Panufnik chord contains a tonal ambiguity and symmetry which 

prove useful in many of Panufnik’s compositional constructs.  The most common transposition 

of the Panufnik chord in the Concerto for Bassoon is illustrated in Example 18 below. 

                                                      

174 Robert Fowells, Chant Made Simple (Paraclete Press, 2000), 6; David Hiley and Alex Lingas, “Plainchant,” Oxford 
Companion to Music (Oxford Music Online, 2007-2015); Sister Miriam Joseph Reinhardt, An Analysis of the Melodic 
Characteristics of Gregorian Chant (New York University, 1971), 12-14;  Helsen, 51. 
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Example 18.  Panufnik chord. 

 

 

The use of the Panufnik chord in the Aria Theme was prepared by the Introduction’s 

melodic emphasis on F and A-Flat and the harmonic addition of A-natural in measures 2 and 4.  

However, the chord is not completed until the addition of the pitch C in measure 5.  After this 

point, it appears in somewhat static form, although it is subject to transpositions throughout 

the movement.  As the Panufnik chord is used to designate consonance, transposition of the 

chord indicates a temporary shift of the Aria Theme to a new tonal center.  Specifically, the 

midpoint of the second phrase of each Aria Theme features a downward transposition by the 

interval of a major second.  This transposition is accompanied by an upward shift of a minor 

third in the tonal orientation of the melody.  The opposite direction of movement between the 

harmony and melody in these cases presents a point of maximum harmonic tension.  Both the 

Panufnik chord and melody return to their original orientations by the beginning of the fourth 

and final phrase. 

The sonority used to represent dissonance throughout the Aria Theme is also a sonority 

common to many of Panufnik’s compositions.  For the purposes of this document, this 

dissonant sonority shall be referred to as “Sonority B.”  Like the Panufnik chord and Cell A, 

Sonority B is a feature found in several of Panufnik’s compositions.  It is labelled as a sonority 

rather than a cell because its pitch content is fluid rather than set.    The most common form of 
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Sonority B in the Aria Theme contains the pitches D, E-Flat, F, and A-Flat.  When considered in 

closed position, this collection of pitches contains the intervals of a minor second, major 

second, minor third, perfect fourth, and tritone.  When the possibility of inversion is 

considered, the tone cluster has the potential to express all intervals except the major third and 

minor sixth, or interval class 4.   

The most common voicing of Sonority B in Panufnik’s compositions emphasizes its 

similarity to a dominant seventh chord with a substituted sixth.175  However, in case of the 

Concerto for Bassoon, the sonority is expressed as a series of stacked fifths.  This wide 

orchestration serves to dilute the more striking chromatic aspects Sonority B and present a 

more delicately voiced dissonance.  The various voicings of Sonority B discussed above are 

presented in Example 19 below. 

Example 19.  Voicings of Sonority B. 

 

Sonority B is too unstable to be considered a cell in the strictest sense.  Various 

reiterations may include the addition and subtraction of various pitches.  In measure 8, for 

example, the pitches B-flat and D-Flat are added to the sonority.  In measure 11, the B-flat is 

again added, and the F is missing.  This volatility makes it nearly impossible to find any 

                                                      

175 Stasiak, 165.  Other pieces which feature this sonority include Sinfonia Concertante, String Quartet No. 1, 
Dreamscape, and Sinfonia Mistica. 
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consistent relationship between Sonority B and the Panufnik Chord.  The main purpose of 

Sonority B seems to be providing an interesting contrast in color, and to intimate tonal 

instability.  The shift of tonal center which occurs between the middle of the second and the 

beginning of the fourth phrases of each Aria Theme was mentioned in the discussion of the 

Panufnik chord above.  Each of these shifts are immediately preceded by an extra repetition of 

Sonority B, which serves to signal and accentuate the advent of a change. 

ii.  Section C 

Section C, which begins in measure 41, marks the thematic and tonal midpoint of the 

movement.  The melodic element of the Aria Theme is now provided by the flute and clarinets, 

which move in three parallel octaves.  The harmonic element is provided by the string section 

as before; however, the sustained chords found in Section A are now replaced with plucked 

chords presented on the second and fourth beats of each measure.   

From a harmonic perspective, the string parts are equivalent to those found in the 

original Aria Theme, although both the melody and harmony have been transposed by the 

interval of a tritone.  This transposition is significant because it occurs at the middle of the 

movement.  Panufnik’s interest in the use of symmetry indicates that this is the intended climax 

of the movement.  As in Section A, the melody and harmony shift by contrary minor thirds at 

the midpoint of the theme, then return to the original pitch level for the final phrase.   

The most dramatic addition to the Aria Theme in Section C is the countermelody 

provided by the soloist.  The countermelody is designed to mirror and complement the 

progression of the melody; the rhythm of the line slows when the melody moves, and gains 

momentum when the melody is at rest.  It consists of pitches either taken directly from the 
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melody or related to the melody through major or minor third, and ends each phrase with an 

additional measure featuring the resolution of an appoggiatura figure.  The interaction of 

melody and countermelody in the opening measures of Section C is illustrated in Example 20 

below. 

Example 20.  Bassoon Countermelody, Section C. 
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Example 20.  Continued. 

 

The final measure of Section C does not end with the resolution of the soloist’s 

appoggiatura; rather, the note is used as a vehicle to return the dynamic level to fortissimo.   

iii. Section E 
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Section E begins with a return to the original tonal orientation of F Major/Minor.  In this 

version of the Aria Theme, the melody returns to the solo line, but is performed one octave 

higher than in Section A.  The countermelody which was performed by the soloist in Section C is 

now found in the woodwind instruments.  The section ends with a transitional passage based 

upon the first two measures of the Introduction to Aria.  In measures 101-108, this opening 

motive is repeated three and a half times.  The melodic fragment emphasizing the movement 

from F to A-Flat is first performed by the clarinet, then the flute, and then the soloist.  While a 

solo violin performs the fourth expression of this fragment in measure 107, the bassoon soloist 

provides an acceptable cadence to the movement by moving from F to C.  Just as it did at the 

end of Section A, the movement to C in measure 107 provides the most traditional expression 

of cadence to be found in the movement.  The C is performed two additional times, in 

measures 108 and 109.  Meanwhile, melodic fragment performed by the violin soloist is 

essentially frozen at its midpoint.  The result is the final articulation of Sonority B. 

iv.  Sections B and D:  Unifying Factors 

Sections B and D are both made up of the alternation between two themes.  While 

these themes contrast with each other in nearly every aspect of character, they are unified by 

their pitch organization.  Both themes are made up entirely of transpositions of the A Cell 

featured in Prologo.  Furthermore, each measure of Sections B and D features three 

transpositions of Cell A, each separated by the interval of a major third.  The cell transpositions 

of each measure occur a minor second from the equivalent cell transpositions of the preceding 

measure.  The order and progression of Cell A transpositions in Section B is illustrated below in 

Chart 2. 
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 Chart 2.  Cell A Transpositions, Section B. 
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Chart 2.  Continued.

 

The pattern of transposition outlined above is very similar to the set of operations used 

to organize the Prologo movement as illustrated in Chart 1.  In fact, the order of transpositions 

in the first half of Section B and the second half of Section D is equivalent to that of Prologo 

with one small distinction.  In Prologo, each set of three transpositions separated by major third 

is expressed in four pairs before the entire unit is moved up by semitone.  Each one of these 

sets of transpositions was labelled as a cycle in Chart 1.  Each cycle lasted for a different 
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number of measures.  In the Aria, each cycle is maintained for only three transposition sets, 

each of which lasts a total of one measure.  Although each cycle now contains three rather than 

four transpositions, emphasis on the number four is maintained by the fact that there are four 

mutually exclusive cycles expressed over the course of four measures.  Additionally, although 

each cycle now lasts one measure, the length of each measure is subject to alteration.  Thus the 

spirit of cycle acceleration is maintained in the B and D Sections of Aria. 

In both Sections B and D, the midpoint of the section is followed by a reversal of the 

pattern of transpositions.  While each measure still expresses Cell A transpositions separated 

from each other by major third and related to the preceding measure by the transposition of a 

half step, the second half of Section B and the first half of Section D change the measure-to-

measure direction of transposition from a minor second up to a minor second down.  There is a 

single caveat to this pattern.  In both Sections B and D, the reversal of direction of transposition 

actually occurs in the tenth measure rather than the expected ninth measure.  This results in 

both Sections B and D ending with Cell A transpositions a half step higher than the cells 

expressed at the beginning of the section.  This alteration allows for a sense of progression 

between the beginning and end of each section.  The immediate result of this progression is 

that the Aria Theme is able to begin at a different pitch level in each Section.  The order of Cell 

A transposition in Section B is illustrated in Chart 2 above.   

The mirror image produced by the sudden reversal of the direction of transposition is 

echoed by the length of each measure.  In Prologo, Panufnik chose to utilize the concept of an 

increasingly shortened measure and phrase length.  The effect of this metric pattern was the 

communication of a sense of growing urgency.  In the case of Sections B and D of Aria, each 
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measure which contains Cell A transpositions a minor second above the preceding measure is 

also a quarter note shorter in overall length.  Once the direction of transposition is reversed, 

the length of each measure is increased by a quarter note.  Because Section B begins with 

measures related by rising minor second transpositions, the midpoint of Section B yields the 

measures of shortest length.  Both measures 32 and 33 are only one beat in length; the 

presence of two short measures is made necessary by the even number of measures in Section 

B.  In Section D, the midpoint can be found in measures 68 and 69.  Because Section D begins 

with measures separated by a series of descending minor second transpositions, the midpoint 

is marked by the longest measures of the section.  Both measures 68 and 69 are eight quarter 

notes in length.   

The two themes found in Sections B and D shall be referred to as the “Choral Theme” 

and “Revised Interrupting Theme.”  While their unique characteristics shall be discussed in the 

following paragraphs, there is one additional common characteristic of note.  The themes are 

seen only in conjunction with each other, and occur in two different configurations.  Both 

Sections B and D consist of three statements of the themes.  In Section B, the Choral Theme 

occurs at the beginning and the end of the section.  The Revised Interrupting Theme is between 

these two statements of the Choral Theme.  In Section D, this order is reversed so that the 

Revised Interrupting Theme is found at the beginning and end of the section and the Choral 

Theme is in the middle. 

Aside from these striking unifying patterns, the two themes presented in both Sections 

B and D are quite different from each other.  The differences between the themes shall now be 

examined.     
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v.  The Choral Theme 

The Choral Theme is first presented at the beginning of Section B and is illustrated in 

Example 21 below. 

Example 21.  Choral Theme. 

 

Although the Choral Theme shares both the origin of its pitch organization and the basic 

mechanism of its progression with the Prologo, the style of the theme is perhaps more closely 

tied to Recitativo I. The sustained chordal nature and smooth voice leading patterns of the 

orchestral accompaniment are similar to that of Recitativo I.  The legato nature of both the 

orchestral and solo lines is reminiscent of Recitativo I.  Additionally, the Choral Theme and 

Recitativo I are the only large thematic sections of the Concerto featuring both the loud and 

soft extremes of the dynamic spectrum.  While other themes utilized crescendi and diminuendi, 
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these dynamic changes occur within the context of a single dynamic marking or are confined to 

brief transitional passages.  The dynamic aspect of the Choral Theme is tied to the expression of 

mirror symmetry found in the metric and transpositional development of the section.  When 

the measure-to-measure progressions move up by half step, the Choral Theme undergoes a 

dramatic crescendo from pianissimo to fortissimo to accompany the shortening length of each 

measure.  Descending transpositions between measures are marked with a decrescendo from 

fortissimo to pianissimo.   

There is one major distinction between the character of the solo part in Choral Theme 

and Recitativo I.  As mentioned in the general discussion of Sections B and D, the solo part in 

the Choral Theme is completely made up of statements of Cell A.  The solo part in Recitativo I is 

much more tonally ambiguous and does not follow any specific easily identifiable pattern.  The 

use of Cell A in the solo part of the Choral Theme necessitates the frequent expression of 

fourths and fifths.  This is more reminiscent of the contours expressed in the Prologo and 

Recitativo II.  The solo part of Recitativo I also features leaps of a fourth and fifth, but they are 

much more rare than in the other movements.  A further tie to the Prologo movement is 

provided by the similar relationship of transposition between the solo and orchestral lines.  In 

both movements, the solo and orchestral cells are separated by the interval of a major third.  In 

the Choral Theme, however, the solo cell is now a major third transposition below the 

orchestra, as opposed to the major third transposition above observed in Prologo.   

vi. The Revised Interrupting Theme 

The Revised Interrupting Theme is, as one might guess by nomenclature alone, an 

adaptation of the Interrupting Motive from the Prologo.   The orchestration, cellular 
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organization, dynamic level, and articulation are common to both.  The Revised Interrupting 

Theme is composed of thirty-second notes whereas the Interruption Motive was made up of 

sixteenth notes; this is simply an adaptation to the slower overall tempo of the Aria relative to 

the Prologo.  The main difference between the two entities is in their duration.  The 

Interrupting Motive only appeared as one-measure statements; the Revised Interrupting 

Theme continues for several measures at a time.  

vii. Cadenza 

The Cadenza occurs between Sections D and E.  The last two measures of Section D, 

measures 77-78, act as a transition to the cadenza.  As discussed above, the midpoint of Section 

D contains the longest measures of the section; therefore, the first and last measures of the 

section are the shortest, and are only one quarter note in length.  This last, shortest measure 

occurs in measure 76, and contains transpositions of Cell A at A and C-Sharp.  Because the 

section has reached its logical conclusion, the cycle of transposition is frozen.  The next two 

measures contain four beats and express the F, A, and C-Sharp transpositions of Cell A.  The 

rhythm of these measures places a strong duple emphasis on the statement; the order of pitch 

placement cycles through all three transpositions of Cell A in a uniform order through four 

iterations of the F, A, C-Sharp transposition cycle.  This orientation of pitches into groups of 

three provides a subtle triple orientation at odds with the strong duple rhythmic orientation.  

The order of transposition remains consistent through the first twelve chords.  After the twelfth 

chord, the order is reversed twice:  the transpositions move backward through the established 

pattern for two chords, then proceed in the original direction through the final two chords.  The 

result is a set of Cell A transpositions following the pattern:  C-Sharp-A-F-A-C-Sharp-A-F.    This 
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pattern may be observed in Example 22 below.  To save space, the piano reduction is 

presented.  

Example 22.  Transition to Cadenza. 

 

This pattern of reflected transposition is continued through the first half of the cadenza.  

The cadenza is made up of nine statements, each separated by an elongated rest.  Each of these 

statements is both shorter and softer than the preceding statement.  These transformations 

serve to provide a transition back to the serene atmosphere of the Aria Theme which shall 

immediately follow in Section E. 

The first two cadenza statements are made up of descending arpeggiations of F, A, and 

C-Sharp transpositions of Cell A.  The statement increases in speed as the figure descends in 

pitch; the lower cells are also arpeggiated to reflect narrower intervals.  In both statements, the 

order of cell transposition is reflected over a central C-Sharp (or enharmonic D-Flat) 

transposition.   

The third and fourth statements are too short to contain a reflection; each of these 

statements contains only two complete cell transpositions, and a single pitch taken from the 

third transposition.  The direction of arpeggiation is reversed from the previous two 

statements; the first cell is arpeggiated downward, while the remainder of each statement is 
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arpeggiated upward.  Additionally, the symmetrical transformation of note lengths is replaced 

by a pattern of gradually lengthened notes. 

The remaining statements serve to return the character of the piece to that of Recitativo 

I.  The pitches no longer serve as arpeggiations of a cell, but rather fill in the original Aria 

interval of F-A-Flat.  The cadenza ends with a single sustained A-Flat, which is the final bridge to 

Section E. 

 

Epilogo 

 The Epilogo returns the piece once again to the loud, aggressive character expressed in 

the Prologo and Recitativo II.  It begins with a statement by the orchestra which is very similar 

to the Interrupting Motive in the Prologo and the Revised Interrupting Theme of the Aria.  The 

figure maintains the unpredictable assignment of two-beat and three-beat aggregate rhythms 

illustrated in Figure 6.  Additionally, the pattern of Cell A transpositions until the end of the first 

beat of measure 9 in the Epilogo is equivalent to that found in Prologo, illustrated in Figure 2, 

and the portions of the Interrupting Theme marked by descending half step transpositions.  The 

main distinctions of the opening measures of Epilogo are the exact transpositions of the 

opening measure and the simultaneous expression of two transpositions by the orchestra.  The 

cell transpositions are still separated by the interval of a major third, and all cells expressed 

within each measure belong to the same set of three transpositions. 

 Measures 1-8 of Epilogo are subject to predictable metric attrition.  The Interrupting 

Theme of Aria shares this characteristic.  In the Aria, each measure which was the result of an 

ascending minor second transposition was one beat shorter than its predecessor.  In measures 
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1-8 of Epilog, the pattern is reversed so that each measure that descends by half step is a 

quarter note shorter than its predecessor.  Measure 8 provides the shortest possible measure, 

which is one beat long.  If this figure were meant to mimic the Prologo, we would expect it to 

disappear at this point.  If it were a recollection of the Aria, we would expect the subsequent 

regular lengthening of measures.  Instead, the next four measures of orchestral introduction 

are consistently written in triple meter and the irregular groupings of sixteenth notes are 

replaced by constant sixteenth notes.  This is similar to the transitional section of the Prologo.  

Further, the order of transpositions in measures 9-10 of the Epilogo is the exact reverse of the 

order found in measures 53-56 of the Prologo.     

 Measures 11 and 12 are the final measures of the orchestral introduction.  They are 

similar to the preceding measures in rhythm, frequency of transposition, and the order of 

transposition.  However, the cycle of transposition is halted in measure 11, leaving cells 

transposed at the level of D-Flat, F, and A.  These cells provide the pitch content until measure 

35. 

 The soloist enters in measure 13.  Each beat of the next twenty measures is punctuated 

by two simultaneous chords presented by the high and low strings, and presenting pairings 

drawn from the D-Flat, F, and A transpositions of Cell A.  The soloist plays a series of perfect 

fourths derived from the chord played simultaneously by the low strings.  For example, if the 

low strings play Cell A transposed to A (containing the pitches A, A-Flat, E-Flat), the soloist will 

play A-Flat and E-Flat.  Both the soloist and strings gradually ascend until the highest register of 

the bassoon is reached just before measure 35. 
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There are several changes in the texture of the piece in measure 19.  At this point, the 

dynamic level drops from fortissimo to pianissimo.  The strings, which had been playing 

pizzicato chords on each beat, now play two sixteenth-note arco chords at the beginning of 

each beat.  The clarinets and flute are also reintroduced to the texture at this point.  Until 

measure 35, the woodwinds provide a legato version of the chords played in the upper strings.  

The flute always mirrors the first violins, while the first clarinet mirrors the second violin and 

the second clarinet mirrors the violas.  As the strings and woodwinds rise in tessitura, their 

dynamic level also increases.   

The approaching end of the Concerto for Bassoon is signaled by the eventual stagnation 

of the solo line.  As mentioned above, the soloist’s entrance is preceded by the limitation of 

pitch content in the orchestra to the D-Flat, F, and A transpositions of Cell A.  The bassoon 

soloist is confined to pitches taken from these three Cell A transpositions from measures 13-34.  

The result of this limitation is a strong prevalence of the interval of the perfect fourth.  This 

aspect of the movement ties it to the musical elaboration of the number four, which is a 

common theme of the piece as a whole.  In measure 35, the pitch content of the solo part is 

confined to C’s and G’s, expressed as the interval of a perfect fourth.  This is perhaps the first 

example of a traditional authentic cadence within the Concerto for Bassoon, endowing a kind of 

triumphant strength to the solo line. 

The final cadential passage begins when the bassoon reaches its highest tessitura, in 

measure 35.  The advent of this new passage is marked by the alteration of the orchestral part.  

In all measures preceding measure 35, the orchestral part consisted of two simultaneous 

transpositions of Cell A a major third apart.  In the preceding measures featuring the bassoon 
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soloist, measures 13-34, the orchestral accompaniment was restricted to short notes placed on 

each beat.  Measures 35-38 consist of lengthened chords which imply duple meter in measures 

35-36 and triple meter in measures 37-38.   

Example 23.  Orchestration Leading to Final Cadence.   

 

The pitch content of the chords in measures 35-38 is completely new to the movement.  

There are two different chords presented in these measures; the chord in measures 37-38 is 

the result of a downward minor third transposition from the chord in measures 35-36.  The 

flute and clarinets play in their highest register, bringing a great amount of timbral emphasis to 
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the pitches G and E.  The strings, meanwhile, remain in their lower registers.  The aggregate 

pitches present a chord similar but not equivalent to Sonority B as observed in the Aria. 

When considered within the context of the bassoon part, the woodwinds in measures 

35-38 appear to fill in a C Major chord, reinforcing the impression of an authentic cadence.  The 

strings, meanwhile, appear to simultaneously outline a Major-Major and Major-Minor F 

seventh chord.  This sonority therefore encourages the listener to consider the repeated C in 

the solo part as both the tonic of C Major/Minor and as the dominant of F Major. 

The final five measures of the piece, measures 39-43, feature a final alteration of the 

orchestral accompaniment.  The texture among the string players returns to short chords 

performed on the beat.  The low strings present a C Major chord, while the upper strings 

present a C Minor chord.  This orchestration of the Panufnik chord emphasizes the duality of 

the sonority; the major and minor chords are treated as separate yet simultaneous entities 

rather than a simple modal inflection.  The woodwinds retain the character of measures 35-38, 

and now present a C Major chord reinforcing the upper strings.  These sonorities are repeated 

until the end of the piece.  The result is a dramatic final cadence.   
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CHAPTER 6.  CONCLUSION 

Within the common canon of solo bassoon repertoire, there are few pieces designed to 

convey a dramatic political message.  Panufnik’s Concerto for Bassoon is an extremely poignant 

exception to this rule. Panufnik’s unique approach to tonal organization and orchestration, as 

well as his extensive collaboration with Mr. Robert Thompson, result in an emotionally effective 

and tonally fascinating piece which should become a more regular addition to concert 

programming.  Panufnik’s skillful orchestration provides an excellent balance between the 

orchestra and soloist, a difficult objective concerning the instrument’s natural proclivity for 

blending into orchestral textures.  It is my hope that this document, in conjunction with the re-

release of the initial recording conducted by the composer and performed with Mr. Thompson, 

will spark renewed interest in the piece and encourage us to think more deeply about themes 

of idealism, repression, and artistic expression. 
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