











sets, nineteen soloists, five choruses and absolutely no supporting instruments. I never concerned mysell about where my
poor singers would get their pitch or how they would maintain the twelve-tone intonation. Each singer had to have perfect
pitch or a remarkable sense of relative pitch. Since | had worked with artists of this type before | could foresee no great
difficulty. Now, however, | believe that | must have been wrong since THE JUDGMENT has still not seen the light of day.

The early 197()'s marked the beginning of a major turnabout for me, My music embraced a new multi-style approach
which 1 soon wound up calling “gestali” form, Today | can safely say | wasted many hours hopelessly trying to explain to
my academic cronies why | gave it such a name. My lecture in Aspen, for example, proved 1o be a bust until [ played some
tapes of my new “gestalt” music. Suddenly there was a glimmer of understanding. “Why does music always have to be
consistent”, | asked. “Life certainly 1sn't except when it chooses to be!™ My new “gestalt” idea provided me with a great
raison d’etre to explore expansive musical conceptions of changing elements or, in fact, totally contrasting styles so
incongruous that they had no business being near cach other, let alone in the same composition! Thus armed with the
chameleon-like aesthetic of my “gesralt” idea. | could not only combine tonality with atonality but create a believable blend
of music which could include touches of aleatoric, romantic, minimalist, jazz, electronic and even folk-like materials in the
same piece. Eventually | discovered that the “gestalt” traffic flowed better in large forms. As a result an avalanche of
massive “gestalt” works followed: YIN YANG SYMPHONY. CONCERTO FOR SIX INSTRUMENTS AND
ORCHESTRA, TWILIGHT SYMPHONY, THE CELESTIAL CITY/ CONCERTO FOR CELLO AND TAPE
ORCHESTRA and MASADA.

The 1980°s and 1990's reveal a continued expansion of my 'Infinities’ cycle. | would not be exaggerating if I said my
*Infinities’ row was like an old friend with whom | enjoy a visit a few times a vear. My weakness for atonal jazz provides me
with other aesthetic “pals and cookies.” Speaking about 1990, it would appear | opened a Pandora’s box with my new book
titled ATONAL JAZZ. The book explains my idess about twelve-tone improvisation and is published with an ‘Infinities’
play-along CD (Dom Publications). I scribbled the first draft of the book on my way to Lithuania in that scary summer of
1990, Our nervous little caravan of soloists, engineers, producers and wives sneaked into Vilnius to record my JAZZ SYM-
PHONY (CD104) without Soviet visas! Very dangerous - so was the music! But that's another story,

I do not wish to give the impression that | abandoned my ‘fnfinities” fantasies, but my “gestalt” form eventually did
emerge as the central preoccupation of my music from 1980 through 1996. The compositions of this period were centered
around two instruments: the piano and the amplified guitar. The major keyboard works are THE MOOR'S CONCERTO
(piano and orchestra, CD110), A LITTLE IVORY CONCERTO (piane and chamber orchestra, CD100), MASADA (piano
and five instruments) and four big piano sonatas: THE CANTICLES OF ULYSSES, RED SONATA, TWILIGHT SONATA
and SONATA OCCULTA. The works for amplified guitar are CONCERTO FOR GUITAR AND ORCHESTRA (CD113),
ICE CREAM CONCERTO (for eleven players and ice cream vendor, CD109), THESE SUNS ARE DARK and HAMLET,
PRINCE OF DENMARK. both for solo guitar, GOING HOME (for guitar quartet) and ICARUS (for guitar, viola and cello).

Just 10 show that [ am still keeping my hand in there, | should explain that I do play my instrument, the clarinet, every
day, and conduct once in a blue moon, or whenever it is less of a hassle for me o do i M'\r MUSICIANS jAre very sensilive
individuals, often high-strung or just plain strung-out from too much concentrated work on my music. It is good, therefore,
that | hold myself in high esteem as an excellent coach (I havent killed anyone yet. but | have been tempted to many times! ).
[ try to impress upon my artists that they should enjoy the challenge of ‘impossible’ passages. arguing, making revisions and
planning important musical events,

In closing let me say that music has been my life and | am very grateful 1o have lived it. Although the hardships,
struggles and disappointments are never forgotien, the real joy of making something out of nothing is always there in front of
me.

Meyer Kupferman (1996)



Eduardoe Garcia-Barrios
Conductor

Eduarde Garcia-Barrios™ creativity, perfectionism, freshness and versatility have gained him the respect of his
colleagues. Born in Mexico City, his first music teacher was his father, a self-taught pramist. But 1t was at the age of 16 that he
discovered his own destiny when he attended a concert by the Moscow Philharmonic conducted by Dmitri Kitajenko. Later,
Eduardo Garcia Barrios enrolled in the National Conservatory of Music in Mexico City. Since then this gifted artist has proven
himself to be a great festival promoter and organizer, Shortly afterward he enrolled in the Tchaikovsky Conservatory in Moscow
where he studied piano with Nune Khachaturian, viola with Gela Dubrova, orchestral conducting with Yuri Simonov (Principal
Conductor of the Bolshoi Theater) and, by one of those fortunate comeidences, became Maesiro Kitajenko's student.

One of Maestro Garcia-Barrios” most important works was the creation of the Moscow Sinfonietta, later 1o become the
Orquesta de Baja California, When he returned to Mexico in 1990 he was invited to lead the Chamber Music Department af the
National University of Mexico and at the end of the same vear arrived in Baja. California in the Northwest of Mexico to
continue project started in Moscow with the Sinfonietta: a small orchesira of soloists able to perform an extensive reperioire and
also run a permanenl educational program. The Orquesta de Baja California (OBC) was bom.

Maestro Garcia-Barrios” extensive repertoire includes chamber music, works from the Barogue through the
Contemporary period and Beethoven's, Brahms®, Tchaikovsky's, Rachmaninov's and Mahler's Symphonies as well as
Stravinsky's works, Prokofiey’s, Shostakovich's, Ives” and de Falla's, among others.

Orquesta de Baja California
Eduardo Garcia-Barrios, Director

The Orquesta de Baja California is considered one of the finest chamber orchestras in Mexico as well as one of the
most important cultural projects of the Northwest. Founded and conducted by Maestro Eduardo Garcia-Barrios, 1t is widely
known for its intense activity. In four and a half years it has given more than 300 performances, has toured several times and has
made several recordings. Fifty percent of its activities is dedicated to an educational program that involves more than one
hundred students from all over the state of Baja California where it is based, making it the first school orchestra in Mexico. It
also has a close relationship with other artistic groups: actors, theater directors, ballet companies and visual artists. The OBC
performs frequently in interdisciplinary projects, bringing to them an interesting originality and providing the community a wide
perspective on the arts.

Performers from the Orquesta de Baja California

For “Twilight Symphony” For “Masada”
Flute - Sebastian Winsion Flute - Scbhastian Winston
Oboe - Boris Glouzman Clarinet - Vladimir Golizman
Clarinet - Vladimir Goltzman Bass Clannet and Saxophone - Alexandr Gurievich
Bass Claninet - Alexandr Gurievich Piano - Inna Tchechko
Bassoon - Pavel Getman Violin - Igor Tehechko
Trumpet - Joe Dyke Cello - Omar Firestone
Trombone - Lauren Marsteller Bass - Kiezo Mizoin

Percussion - Andrei Tchemyshey

Piano and Electne Harpsichord - Inina Tehechko
Violin - Igor Tchechko

Viola - Cynthia Saye

Cello - Omar Firestone

Bass - Kiezo Mizoir
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Orquesta de Baja California, Series
Eduardo Garcia Barrios, Conductor

[{] TWILIGHT SYMPHONY (1974)

(For My Father)
In one movement (31'54")

[2] MASADA (1977)
(A Holocaust Tribute)
In one movement (24'40")
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