











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 important ISCM concert
along with John Cage's LANDSCAPES FOR TWELVE RADIOS | was happy to continue in this direction...for a while.

The 1950’s represented a period of many swings hack and forth between this form of private atonality and my
‘old reliable’ chromatic tonality. Perhaps my LYRIC SYMPHONY (CD110) and FOURTH SYMPHONY (1955.
Louisville) are the best examples of the latter approach. My SONATA ON JAZZ ELEMENTS (1958, Serenus), a freely
twelve-tone, hard-hitting jazz sonata, clearly showed that although | might have taken leave of my senses writing
such an enormously difficult keyboard work, 1 had not abandoned the jazz world. Dreaming about the mind-
boggling operatic success of Menotti, many young American composers like myself were caught up in the aperatic
explosion of the 1950's. Stravinsky’s THE RAKE'S PROGRESS was an important contribution and urged us on still
further, Although none of us really succeeded, | did manage to compose four operas during this crazy 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 series of related twelve-tone works spanning
nearly four decades all based on the same tone row. | became totally committed to this direction, discovering along
the way that my ‘Infinities’ tone row was like a magic tune that could yield anything I required in terms of melody,
counterpoint, texture or harmonic organization. My CYCLE OF INFINITIES started out with four different solo
instrument concerts: unaccompanied flute, viola, cello, coloratura soprano and alto sax in a big jazz triv. 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 array of electronic devices which enabled these solo
instrumentalists or singers to perform live against their own pre-recorded sounds - were all part of each ‘Infinities’
event.

Also, | composed many ‘Infinities’ jazz works like my JAZZ STRING QUARTET (premiered at the White House
when Johnson was president), CONCERTO FOR CELLO AND JAZZ BAND (CD111), INFINITIES PROJECTIONS (for
chamber orchestra - CD114), INFINITIES FOR STRINGS, JAZZ INFINITIES THREE for sax, bass and drums (pre-
miered at the Library of Congress during the First International Jazz Festival) and MOONCHILD AND THE
DOOMSDAY TROMBONE, a jazz concerto for oboe [Ronald Roseman) and a small group of versatile artists
including the wonderful Jan DeGaetani who sang jazz onstage for the first time with this ‘Infinities’ piece. A
highlight in my evolving CYCLE OF INFINTTIES was an opera without orchestra, THE JUDGMENT, composed in
1968, The libretto was based on the biblical story of Lot in Sodom. Conceived in gigantesque proportions, THE
JUDGMENT., in three long acts, called for huge stage sets, nineteen soloists, five choruses and absolutely no sup-
porting Instruments. I never concerned myselfl 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 1970°s marked the beginning of a major turnabout for me. My music embraced a new multi-style
approach which I soon wound up calling “gestalt” 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 to be
a bust until I played some tapes of my new “gestalt” music. Suddenly there was a glimmer of understanding. “Why
does music always have to be consistent?”, 1 asked. “Life certainly isn’t except when it chooses to be!” My new
“gestalt” idea provided me with a great raison d'etre 1o explore expansive musical conceptions of changing
elements or, in fact, totally contrasting styles so incongruous that they had no business being near each other, let
alone in the same composition! Thus armed with the chameleon-like aesthetic of my "gestalt” idea, I 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 I dis-




covered 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 | said my
‘Infinities’ row was like an old friend with whom I enjov 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 ideas about twelve-tone improvisation and Is published with an
“Infinities’ play-along CD (Dorn Publications). | 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 SYMPHONY (CD104) without Soviet visas! Very dangerous - so was the music! But that's another story.

I do not wish to give the impression that 1 abandoned my ‘Infinities’ 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 (piano 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 to show that [ am still keeping my hand in there, | should explain that 1 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-out from too much concentrated work on my music. It is good,
therefore, that | hold myself 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 important musical events.

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

front of me.
Meyer Kupferman (1997)
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