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SONATA GUERNICA (1984)

After viewing a truly overwhelming Picasso one-man-show in New York City in the carly 1980s Meyer Kupferman was inspired by the depth
of his feelings on expenencing the full impact of Picasso’s giant mural, Guermica. The many cunious tuny sketches the artist made 25 studies for
Guermica were abso especrally revealing. Clearfy, these images remanned in the composer’s mind long enough to take root and eventually evolve into
a prand musical statement. Sonata Guernica, which he scored for violin and plano a few years later

Kupferman's fascination with the “the Spanish spinit in an”™ began with his visit 1o Barcclona and Ibiza in the late 19605, The sounds and
passions of the flamenco guitar and the ritual songs and dances of the street musicians of Spain all made their impression on him_ As a result it was
guite natural for Kupferman to cvoke a nchly colorful and indeed very personal Spumish wusical siyle w sepport the onality and sionality of his ideas
for Semiata Guernica. “The long rubato lines.” said the composer, “and particularly the linle unexplained dramas, which | encountered in almost every
phise of Spanish music, were often surprisingly explosive. You have o people’s music loaded with fire when you add their love of embellishment and
driving rhythms ™

Kuplerman has often voiced his outrage against oppression through many works. His epic tone poem Masada (Soundspells CD117),
depicting the Zealots™ uprising against the Roman army is similar in theme to Sonata Guemica. His Tiananmen Suite (CD1135) for piano, raged
against the Chinese government's murder of protesting students in Tiananmen Square.

Sonata Guernica does not concemn itselfl with the blow-by-blow specifics of a tone poem, nor does the spint of the work limit itself with the
minutiae of 4 particular event in history, Rather, the piece explores this tragedy of epic proporions on & more timeless plane.

The very sconng of the work is & study of opposites, of the Yin and Yang. The lyncism of the violn is pined sgainst the percussive violence
of the piano, whose music is never lynical except when in a distant accompanimental role. The deficate tonal music of the violin is contrasted with the
often jarming atomality of the prano. The violin is aided in this delicacy through the use of a vanety of mutes (the regular mute and the heavy steel
practice mute) on the violin. This creates o wide palerte of sounds, expanding the instrument’s myniad of unmuted tone colors and harmonics, which
added 1o the surreal, highly charged expression of the work.

The overall shape of Somara Guernica explores the juxtaposition of increasingly violent, agitaied music between melodies of ever more
delicate and (ragile beauty. These melodics seem to suggest the fragility of human life end its perseverance, in spile of continuous batiles with the
clements, the ravages of the rocky carth and ultimately with one’s feflow man. This is in evidence in the form of 4 carefree village dance aboul
halfwiy through the piece. One exguisite B minor theme in particular (the principal aality of the work and & fuvored key of the composer) can be
traced through many puises and timbees in most of the cogent episodes of the Sonaty. This theme seems 1o suggesdt the indomitable inner peace which
endures in mankind when all else is lost

Insistent, repetitive piano chords in the climactic section 1oward the end depict the final bombing by the Gicrman Lufiwaffe of the mnocent
1own of Guermica m & style reminiscent of Prokofiey's “War™ Sonatas. Above this insistent rhythm the violin melody soars and screams i agony and
outrage, recalling the centrality of Picasso’s mural. But the mvincibility of inner peace endures the cruel destruction: As if over a desolate wasteland
of dry, broken sticks and bones, the fmal section reculls the B minor melody in the violin, muted with the metal practice mute. This ghostly theme s
interspersed with desiccated pestures from the piano, Low muted notes seem o chime the bells from a desolate church as all the musical material
converges around the note B and rings the piece into silence.

3ot Gaernivg was cunindssioned by snd decicitid bo violinist Mary Findley snd plunist Masjorly |ee and premiered al the Keanedy Centet in
Wishington, 1 C. in 1985 )

THE FLAMES OF ABRACADABRA (1976)

Meyer Kupferman has long been intngued with Jewish occultism. As a boy his Ezther heliped instifl in him the sensc of magical mysticism
contained in Jewish mystical rituals and the Cabala. Throughout has carcer he has wntten musical works inspired by this vast and fascinating subject
for diverse media. These works include the ballet The Dyvbbuk, The Shadows of Jerusalem for voice, clannet. cello and piana, The Magician for
clarinet and piano, The Red King's Throw Tor clannet, cello, piano and percussion, In My Father's Image for violin and pianc and The Judgment, a
{ull length Biblical opera in three acts for vinces alone.

The Flames of Abracadabra was commussioned by the Cantilena Chamber Players and premiered by them in 1976 at the Grace Rainey
Rodgers Auditorium in New York City. The word *Abracadabra™ is actually a Hebrew word ( Abreq ad habea) relerring o the medieval charm used
by lewish occultists as an amalet to ward of] their enemies. In the same way the chamber work, scored for violin, viola, cello and pieno, is a kind of
incantatory evecation of the special sense of magic found mn Jewish mysticism.

The mercunially changing moods of the work are presented m three movements entitled “Cosmic Eve,”™ “Diream Spirit”™ and “Metamorphosis.™



Kuplerman says sboul his prece, =, Whai | ined o achieve wis o succession of spells incanied by four pluyers. [t was as if | were trying 1o extract the
last cssence of magic out of each instrument.”

In an eeri¢ timbral effect, Kupferman likens his masic 1o a game of magic, as the siring plavers 1ap their fingers against the bodies of their
instruments. Tradstionally, the knocking of wood has been practiced by many cultures m an effort to release the spirits conlained therein. The final
mavement, “Metamorphosis,” reveals a kind of rhythmic magic created by placing accents agamst the steady rthythm of sixteenth-notes. Later, a
violin solo is accompanied by the remaining plavers who “whistle lightly in delicate glissando scooping patterns,” creating an ethereal, spectral
mood. A final musical color puints the picture of distant tolling bells through & sequence of piano harmonies, relating this [inal sound to the idea of
the ovenones plaved in the piano’s earlier matenal.

TUNNELS OF LOVE 1969)
a jazz concerto)

The music of the iwentieth cemury has been Fraught with more isms and movements than in any other century and the reasons for this
pluralism may number higher than the individual styles themselves. One hopetul explanation might be that a contemporary composer of the classical
art wishes o reach a wider audience and educate it in his own personal way through a more vernacolar path.

Certainly the third stream jazz movemnent, for befter or worse, may have had this notion in mind. Many concent works of recent decades have
used the idiom of jazz, its harmonies, syncopated rhythms and undulating gestures, in the context of an music, Notable examples mclude works as
diverse as the Ebony Concerio by lzor Stravinsky, La Creation du Monde by Danus Milhaud, AN Ser by Milwon Babbit, Sic Smudies an Themes by
Paul Klee by Gumther Schuller, Concerto for Jaz: Band and Orchestra by Rolf Licherman and the Fiano Sonata of Samue| Barber. Meyer
Kupferman has had o lifclong passion for jazz in many contexts and his nch contributions to classical juzz are worthy of mujor consideration and
study,

Kupfenman’s venturcs into this idiom are essenually personal and explore keyboard, chamber and orchestral technigues which reflect aspects
of classical form m parallel with the improvisatory styles fundamental to the lanpuage of jazz. His works in this direction are many and include his
early Sonata on Jarz Elements tor solo piana, fazz String Onarter, Concerto for Celle and Jazz Band (Soundspells CD111) and his epie hour length
Jazz Sxmphony (CD104). These are unigue and compellng arpuments for the inclusion of atonal jazz as 4 major element in art music. In 1990, not o
be content with the mere act of presenting examples of his theories without explanation, he published a book entitled Aronal Jazz (Dorn Publications)
which elucidates some of his ideas about sonal improvisation and includes a play-along CD,

Tunnels of Love, a major offering im atonal juez. 1s in reality a mini clarinet concerto. 1t has evolved through years of performance. coaching
and improvisation and even today continues to change its shape at every performance. Kupferman says “1 often think of my Tunnels us having 4 king
of *word-of-mooth” score because | can’t resist changing it all the ume.”

Originally composed 45 & duo for the composer himselll who played the clurinet part and the great jazz bassist Richard Davis, Tunnels of Love
was premicred a1 Carnegie Recital Hall by these artists in 1970; the work evolved into a trio, which included an improvised (but composer-coached)
drum part, which was played by Ronald Zito at the Carnegic premiere. Inspired by Richard Davis” imagination and virwosity, Kupferman expanded
the improvisatory episodes in the second and third movements. Although the clariner pant was conceived 1o be played come escrito, the composer
cioniled not rosist adding a few improvisatory sections for himsell st the Carnegie event.

The jazz style of Tunnels of Love is at home structorally as ant music. [is three movements fall into classical Fast-5Slow-Fast tempi. The
chromatic basis for the piece is Kupferman's special Infinities 12-tone row (G, F. A-flat, C-{lar, B-flat, D, F-shurp, E. C. E-flar, A, C-sharp). Cenain
improvisatory episodes utilize the ffinities row in chordal arrangements creating an atona) “chart™ for both players. In addition there is, in the third
movemenl. o cadenza for the clannel accompanied by the other two players who improvise off of each other. The fast, driving rhythms of the first
movement are relentless from head to toe, A slow transition follows and leads us directly into the slow blues movement which is styled with a
characteristic Kupferman love wne with vanations, The Finale seems to have been conceived is a Latino jazz essay = with all Kinds of surprising
licks and goodies along the path of the musical tunnel.” The classical form peeks through even more vividly because of the recapitulation of the
opeming theme of the first movement and at the very end the passionate slow blues song of the second movement.

Tunnels of Love clearly indicates that Kupferman has found his own jazz voice in a classical world The work., in my opinion. is a challenging

tour de force as & performing vehicle for any major armst, Nntes bj? Cflffﬂﬂp kﬂ' Vassi MI‘S
“My Music...” by Meyer Kupferman

The music | love w wrile often crosses over a broad spectrum of styles usually charactenized by tonal and monal positions, Since §have been
doing this sort of thing lor fifty years. the nobion of mixang opposmg elements which 1s very natural for me has included thematic and athematic



materials. jazz and non-jare sdeas and a bost of thythmic and textural opposites that | would prefer to describe as dynamic of “creative
polarization”. As for performing artists, my best players and interpreters are those who have a real feel for these aesthetic games: they must be
artists who command considerable viruosity and a deeply rooted expressivity, since my work ofien fouches on neo romantic performance

I suppose | should admit at this point that in the carly days | was very quickly hooked on the challenge of big. romantic forms. This
became evident as soon as 1 started composing for orchestra: My first symphony, first piano concerto, first cello conceno and first opers were all
complesed betore | wus twenty-one. Although these were never listed as tone-poems, it was for myself alone that these symphonic pieces were
based on folk legends, fragments of mythology or the rich passions of epic poetry,

After working in a free chrosmatic style during the 1940°, the twelve-tone system gradually occupied more and more of my attention.
Since I was wtally self-taught in music composition and wore no academic handeufts 1 hold me back or keep me in Line, | plunged right in and
freely adapred the whole dadeciphonic system to my own selfish needs. Thinking (hat | had stumbled upon a pold mne, | created o form where
each new work was based on 3 rotstaing series of tone centers - clearly 4 contradiction of awonality! This kind of re-invention soon led 1o what |
then regarded as my first major innovation: all forty-eight permutations of the row were employed in a symmetrical distribution of 1onal ceners,
each seven bars long und each coondinated by and evolved from the pitch sequence of the basic row. My CHAMBER SYMPHONY (CD112)
was an early example of this tone-center rotation procedure. Since the symphony had a bit of success and was premiered on an imponant 1ISCM
concert along with John Cage’s LANDSCAPES FOR TWELVE RADIOS | was happy to coatimsc in this direction._for a while.

The 1950°s represented a period of many swings back and forth between this form of private stonality and my “old reliable’ chromatic
tonality. Perhaps my LYRIC SYMPHONY (CD111) and FOURTH SYMPHONY (1955, Louiswille) are the best examples of the laticr approach.
My SONATA ON JAZZ ELEMENTS (1958, Serenus), a freely twelve-tone, hand-hitting jazz sonata, clearly showed that although | might have
tuken legve of my senses wiiting such an enomously difficult kevhoand work, | had not shandoned the jare world, Dreaming sbout the mind-
bogghng operatic success of Menotti, many young Amencan composers like mysell were caught up in the operatic explosion of the 1950"s.
Stravimsky's THE RAKE'S PROGRESS was an important contribution and urged us on still further. Although none of us really succeeded. | did
manage 1o compose four operas dunmg this crery decade: DOCTOR FAUSTUS LIGHTS THE LIGHTS., VOICES FOR A MIRROR, THE
CURIOUS FERN and DRAAGENFOOT GIRL

The 1960°s marked the beginning of my CYCLE OF INFINITIES, a scrics of related twelve-tone works spanning nearly four decades all
based on the same tone row. [ became totally committed 1o this direction, discovering along the way that my “Infinities’ tone row was like a
magic tune that could yicld anything | required in terms of melody. counterpoint, texture or hannonic organization. My CYCLE OF INFINITIES
started ou with four different solo instrument concents. unaceompanied Mute, viol, cello, voloratura soprano und alto sax in a big jazz ino. Each
concert became a spectacular tour-de-force for the artist, particularly since new echo techniques, theatrical illusions such as lighting and

choreography. and an armay of elecironic devices which enabled these solo instrumentalists or singers to perform live against their own pre-
recorded sounds - were all pant of cach “Infinities” event.

Also, | composed many ‘Infimstics’ jazz works hike my JAZZ STRING QUARTET (premucred at the White House when Johnson was
president), CONCERTO FOR fFllﬂhNDMZEAh’DICDHIMHFINTﬂESFtﬂIECﬂm‘Slt‘nrﬁhu:herut:hua CDl14),
INFINITIES FOR STRINGS, JAZZ INFINITIES THREE for sax, hass and drums (premicred a2 the Library of Congress dunng the First
Intemnational Jarz Festivall and MOONCHILD AND THE DOOMSDAY TROMBONE. 2 jazz conceno for oboe (Ronald Roseman) and a small
group of versatile antists including the wonderful Jan DeGaetani who sang jazz onstage for the first time with this “Infinities” piece. A highlight in
my evolving CYCLE OF INFINITIES was an opera without orchestra, THE JUDGMENT, composed in 1968, The libretio was based on the
hiblical story of Lot in Sodom. Conceived in giganiesque proportions, THE JUDGMENT. in three long acts, called for huge stage sets, nincteen
soloists, five choruses and sbsolutely no supporting instruments. | never concened myselfl about where my poor singers would get their pich o
hiow they would maintain the twelve-lone intonation. Each singer had 10 have pertect pitch or a remarkable sense of relative pitch. Since | had
worked with artists of this type betore 1 could foresee no grem difficalty. Now, however. [ believe that 1 must have been wrong since THE
JUDGMENT has still not seen the light of day.

The eurly 1970°s marked the beginning of 4 major turnabout for me. My music embraced a new multi-style approach which | soon
wound wp calling “gesialt™ form. Today | can safely say | wasted many howrs hopelessly trying to explam to my academic cromes why | gave it
such a name. My lecture in Aspen, for example, proved 1o be o bust until | played some tapes of my new “gestalt” music. Suddenly there was 2
glimmer ol understanding “Why does music always have 1 be conssstent”™, | asked. “Life cenainly isn"t except when it chooses 1o be!™ My new
“yestalt” jdes provided me with a great raison d'etre to explore expansive musical concepltions of changing elements or, in fact, wowlly
contrasting siyles so incongruous that they had no business being near euch other, let alone in the same composition! Thus armed with the
chameleon-like assthetic of my " pessalr™ idea. | could not only combine 1onality with atonality bai create a believable blend of music which
could include touches of aleatonc, romantic, minimalist. jazz, electronic and even folk-like matcrals in the same piece. Eventually | discovered
that the “pestalt ™ traffic flowed benes in large forms. As a resull an svalanche 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” cyele, 1 would not be exaggerating if | said my ‘Infinities’ row
was like an old friend with whom 1 enjoy a visit a few times a year. My weakness for atonal jazz provides me with other aesthetic “pals and
cookies." Speaking about 1990, it would appear 1 opened a Pandora’s box with my new book titled ATONAL JAZZ. The book explains my ideas
about twelve-tone improvisation and is published with an “Infinities” play-along CD (Dorn Publications). | scrbbled the first draft of the hook on
my way to Lithuania in that scary summer of 1990. Our nervous little caravan of soloists, engincers, producers and wives sneaked into Vilnius to
record my JAZZ SYMPHONY (CDI1{M} without Soviet visas! Very dangerous - so was the music! But that’s another story,

[ do not wish to give the impression that | abandoned my “fufiniries” fantasies, but my “gesralt” form evenually did emerge as the cen-
tral 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 (piano and chamber orchestra, CD101 ), MASADA (pizno 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 [CARUS (for guitar, viola and cello).

Just to show that [ am still keeping my hand in there, | should explain that | 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 to do it. My musicians are very sensitive individuals, often high-strung or just plain
strung-oul from too much concentrated work on my music, 11 1s good, therefore, that 1 hold mysell in high esteem as an excellent coach (1 haven't
killed anyone yet, but | have been tempted to many times!). I try to impress upon my artists that they should enjoy the challenge of ‘impossible’
passages, arguing, making revisions and planning impontant 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 disap-
pointments are never forgotten, the real joy of making something out of nothing is always there in front of me.

Meyer Kupferman (1996)

Mary Findley

Mary Findley, violinist, has been featured as a soloist with the Cincinnati Symphony under Thomas Schippers, and many other
orchestras throughout the United States. She is a frequent recitalist in such halls as Weill Hall and Merkin Hall in New York City and The Library
of Congress, Kennedy Center, the Phillips Collection and the National Gallery of Art in Washingten, D.C. A champion of contemporary music,
Mary Findley has presented challenging new Amencan and European works on radio broadeasts in the United States and Europe. She has also
appeared as soloist a music festivals in Germany, Holland, Finland and Sweden. She is on the faculties of George Washington University and the
Levine School of Music in Washington, D.C, Over a twelve vear period Mary Findley has presented four major violin works by Meyer
Kupferman, with three composed especially for her. The Washington Post says about her work: ... “A violinist with exemplary technigue and
strong emotional involvement in the music.” The Cincinnati Post describes her as: . “A first-class concert artist; poise, self-confidence, & bounty
of talent and, perhaps most important, a musical personality that comes across in everything she plays.”

Kazuko Hayami

Pianist Kazuko Hayami has won an international following, performing regularly in Japan and the United States, concertizing in Great
Britain, and recording in Russia. For ten seasons Ms. Hayami has been presented in recital in Weill Recital Hall at Camnegie Hall and in Merkin
Hall under the auspices of Antists International,

Ms. Hayami is in demand as an orchestral soloist, with recent engagements including Beethoven's Fifth Piano Concerto with members of
the Laurentian String Quartet, and appearances as guest soloist with the Crimea State Philharmonia at the Yalta International Festival. She 1s a
frequent guest artist of such series as the Inter-America Festival (Washington, D.C.), the Arcady Music Festival (Maine). the Washington
Chamber Music Society ( Washington, CT and Lenox. MA) and the Laguna Beach Festival (CA),

She was featured along with New York Philharmonic clarinetist Stanley Drucker in a PBS telecast, has given numerous master classes
and lecture recitals, and served as a judge for a nationwide prano competition in Japan.

Ms. Hayami has also recorded Meyer Kupferman's Piano Quintet and “A Little lvory Concerto™ (CD101} and his 50 minute piano
concerto called “The Moor's Concerto” (CD1I0),



“She gave the work a polished reading, one that danced and gliitered deliciously. Few pmisis define texture and sonorities of Ravel's Miroirs with
the kind of digital elarity that Ms, Havami broaght 10 the score,” - The New York Times

“Ms. Havami clearly defined the character of each work, with both polished sensitivity and keen rhythmic sense, and with dramatic vision on the one
hand and subtle lyricism on the other ™ - Ongaku no Tomeo, Japan

James Jones

James Jones has been principal clanmetist in the Wichita Symphony and professor of claninet at Wichity
State University since 1969, He has appeared as soloist with the Symphony several times and is a frequent
recitalist in the Wichita area and at national conferences. Recent performances include recitals at the Composers,
Inc. Series in San Francisco and af the convention of the International Clarinet Association in Tempe, Arizona
Jones is founder of the Wichita Clannet Society and the Harvey Music Festival in Newton, Kansas and is a
founding member of W5U's Wiedeman Trio which performed its east coast debut recital at the Phillips Collection
in Washangion, D.C. i 1993, He has performed in Merkin and Camegie Recital Halls in New York, the Library of
Congress and Phillips Collection in Washinion and throughout Europe with the Lizurance Woodwind Quintet
which has recently produced 2 debut compact disc with Summit Productions.

Dr. Jones holds degrees from The Ohio State University and the University of lowa; he has performed
with orchesiras m Columbus, Wheeling, Cedar Rapids and Flonda and was guest principal clarinetist in San Diego
m 1983

,‘r'ﬂl"i. I'Lﬂlf_"f' James Jones, clarinet

Since 1989 Mark Foley has held the dual posts of Wichita Symphony Orchesira Principal Double Bass and
Instructor of Bass at the Wichita State University School of Music, A native of Minnesota, he began his bass
training at the age of |8 in Minneapolis, graduating from the University of Minnesota in 1984. He completed a
Masters degree at the Eastman School of Music in 1987 while serving as a bassist with the Rochester Philharmonic
Orchestra. Other orchestras Mr. Foley has played with include the Indianapolis Symphony, the Buffulo
Fhilharmonic, the Binghampton Symphony and the Minnesota Opern Orchestru; he was Principal bossist of the
Heidelberg Schloss-Spiele Opera Festival in Germany in 1985, Mr. Foley spends his summers in Bloomingion,
Induma, working towand a Doctoral Degree in Bass Performance at the Indiana University School of Music. He
serves 45 an executive board member of the Intemational Society of Bassists. He has premiered numerous new
pieces wiitten [og him, and lias been g lealured soloist al the Bomk new music festival in Flonda. He has recorded
and performed with numerous rock bands on electric bass. An avid jazz bassist, Mark Foley plays with jazz groups
ns ofien as he can.

Mark Foley, bass J.C. Combs

Dr. Combs is a Professor of Music at Wichita State University. He has been the recipient of both the
Kansas Regents Award for outstanding teaching, and the Leadership in the Advancement of Teaching wt Wichita
Stote University

1.C. Combs is the tcmpanist withi he Amencan Sinfonietia, as well as nmpamist and principal percussionist
with the Wichita Symphony Orchestra. His work in pioneering unigue percussion ensemble literature has gained
him considerable recognition. A video entitled “War Games for Professional Wrestlers and Extended Percussion™
by Walter Mays and produced in conjunction with the Nebraska Public Television Network, has been selected for
the Cannes Video Festival in Cannes, France. Portions of the video were also selected for the movie “Twister,”
starring Harry Dean Stanton

His latest video progect "Masters of Percussion,” produced by the Kentucky Center for the Performing
Arts, featured Combs and the Wichita State University Percussion Ensemble along with Ed Soph, Dave Samuels,
and Andy Narell. The video was selected as one of the fifieen best entertainment videos on PBS for 1990, In 1993
the video was selected to go in the permanent archives of the Smithsonian.

J.C. Combs, percassion
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(IN ONC. MOVEMENT)
(27:19)

Mary Findley, violin
Kazuko Hayami, piano

@] TUC FLAMES OF ABRACADABRA (976)

COSMIC EYE (4:12)

DREAM SPIRIT (6:00)
METAMORPUOSIS (3:49)

The Cantilena Chamber Players*

[ TUNNELS OF LOVE (969)

(A JAZZ CONCLRTO)
FAST JAZZ BEAT (3:59)
TRANSITION (1:12)
SLOV BLUES (4:45)
LATING FINALEL. (7:36)
JAZZ CADENZA (6:53)
James Jones, clarinet
Mark Foley, bass
J.C. Combs, drums
Total duration (1:05:56)

i

Rhinaback, NY 12672 § pegaglasgdipees

(314) B76-6295 —

Mary Findley

Partial flunding for this recording was provided by a grant
tough the Lévine Schodi of in Washington D.C.
from the Morma arg Gwendolyr Cafritz Foundation.

Speciz! thanks w0 the Universty of Wichila musc depant-
ment fo¢ the generous use of its concen hall and secord-
ing ‘aciibes.

*The Cantilena Chamber Players
Edna Michell, vickin
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