











My Music... by Meyer Kupferman

The music | love to write often crosses over o broad spectum of
styles usually chomocterized by fonal and otonal positions, Since | have
been doing this sort of thing for fifty yvears, the notion of mixing opposing
elements which is very natural for me has included thematic and athe-
matic materkals, jazz and non-jazz ideas and g host of hythmic and texhur-
ul upposiles hal | would prefer (o describe os dynarmic or crealive polor-
ization. As for performing artists. my best players and interpreters are those
who have a real feel for these cesthefic gomes: they must be arfists who
commond considerable virtuosity and o deeply rooted expressivity, since
my work often touches on nectomantic performance fraditions. | suppose
I should admit at this point that in the eary days | was very quickly hooked on the challenge of big. romantic forms. This become
evident as soon as | started composing for orchestra: My first symiphony, first plono concerto, first celio concerto and first opera
were 0l completed before | wos twenfy-one. Although these were never Isted as fone-poems, it was for myself alone that these
symphonic pieces were bosed on folk legends, fragments of mythology or the rich possions of epic poatry.

After wiorking in o free chromatic style during the 1940's the twelve-tone system gradually occupled more and more of
my attention. Since | wos totally self-tought In music composition and wore no acodemic handcuffs to hokd me boack or keep
me in line, | plunged right in ond freely odopted the whole dodocaphonic systern to my own seffish needs. Thinking that | had
stumbded upon o goldmine, | created a form where each new work was based on o rofating sedes of fone centers - clearly o
confradiction of atonality! This kind of re-invention soon led to what | regarded os my first major innovation: all forly eight per-
mutations of the row were employed In a symmetrcal distribution of tonal cenfers, each seven bars long and eoch coordi-
nated by ond avolved from the pitch sequence of the bosic row, My Chomber Symphony was on eorly example of this tone-
center rotation procedure. Since the symphony had o bit of success and was premiered on an important SCM concert, | wos
hoppy to continue in this direction for o while.

The 1950's represented a perod of mony swings bock ond forth between this form of private atonality ond o more neo-
romantic chromatic tonality. Perhaps my Lyric Symphony and Fourth Symphony (1935) are the best examples of the lotter
aporocch. My Sonafa on Jazz Flements (1958), a freely twelve-tone, hard-hitting jozz sonata, cleary showed that afthough |
might hove taken leave of my senses wiiting such on enormously difficult keyboard work. | had not abandoned the jozz world
Dreaming about the mind-boggling eperatic success of Menottl, many American composers ke myself were caught up in the
operatic explosion of the 1950's. Although none of us really succeeded. | did manage to compaose five cperas during this crazy
decode: In A Garden, Doctor Faustus Lights the Lights. Vioices for a Mimog The Curous Fern and Droagenfoot Gin,

The 1960°s marked the beginning of my Cycle of Infinities, o sedes of related twelve-tone works spanning nearly four
decodes ol bosed on the same tone row. | become totally committed 1o this direction. discovedng along the way that my
Infinities tone row was ke 0 mogic tune that could yield anything | required in terms of melody, counterpoint, texture or har-
monic crganization. Cycle of Infinities started out with four different solo insument conceris: unoccompanied fiute, violg, celio
and coloratura soprong, Eoch concert become g spectacular tour-de-force for the arfist, parficularly since new echo fech-
niques, theatrcal llusions such as lighting and choreography, ond an array of electronic devices which enabled these solo
instrurnentaolists or singers to perform live against their own prerecorded scunds, were all part of eoch Infinifies event.

Also. | compesed many Infinifies jazz works ke my Jazz String Quartet (premiered at the White House when Johnson was
president). Concerfo for Cello and Joz Bond. Infinifes Projections (for chomber orchesirg), Infinities for Strings, Jozz Infinitkes
Three for sax. bass ond drums (premiered at the Librory of Congress for Gunther Schuller's FArst Infemational Jaozz Festival) ond
Moonchild ond the Doomsday Trombone, a jazz concerto for oboe and o small group of versatile artists including Ronaid
Roseman and the wonderful Jon DeGoetanl who sang jazz onstage for the first time with this Infinities plece. A highlight In my
evolving Cycle of Infinities was an opera without orchestrg, THE JUDGMENT, in three long octs. called for huge sfage sefs, nine-
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tean sololsts, five choruses and absolutely no supporting instruments. | never concemed mysell about where my poor singens
would get their pitch or how they would maintain the hwetlve-tone intonation. Each singer had to have perfect pitch or a remark-
oble 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 o major turnabout for me, My music embroced a new multistyle approach
which | soon wound up caling “gestalt” form, Today | can safely say | wasted many hours hopelassly trying to explaln to my aco-
demic cronies why | gove it such o nome. My leciure in Aspen, for example. proved fo be o bust unfil | ployed some topes of my
nenw gestolt music. Suddenty theme was o glimmes of understanding. “Why does music always hove to be consislent?” | osked
"Life certainly Bn't except when it chooses to be!™ My new gestait idea provided me with o great raison d'efre fo explore expan-
sive musical conceptions of chonging eements of in foct, totally contrasting styles so Incongrucus that they had no business
being near each othet let olone in the same compaosition! Thus ormed with the chomeleon-like cesthetic of my gestait idea. |
could not only combine tonality with atonality but create o bellevable blend of music which could include touches of aleataric,
romantic, minmalist, forms. As o result, an avaionche of massive gestalt works followed: YinYong Symphony, concero for Six
Instruments and Crchesira, Twilight Symphany, The Celestial Clty and Concerto for Cello, Tape and Orchesto.

The 1980°s ond 1990°s reveal o confinued expansion of my infinifies Cycle. | would not be exoggerating if | soid my Infinities
row 5 ke an old friend with whom | enjoy a visit a few times a year. My weokneass for atonol jazz provides me with other aesthet-
ic opportunities. Speaking about 1990, it would oppear | opened o Pandora’s box with my new book tifled Atonal Jozz. The book
explains rmy deas about twalve-tona improvisation and i published with an Infinities play-along CD. | scribbled the first draft of
the book on my way to Lithuania that scary summer of 1990, Our nervous lithe caravan of soloists, engineers, producers and wives
sneaked inte Vilnius to record my Jazz Symphony without Soviet visas! Viery dongerous - so was the music! But that's another story

| do not wish fo give the impression that | abondoned my grandiose gestalt fantasies. The gestalt form eventually did
ermange ai the cantral precccupation of my music from 1980 through 1996, Tha compositions of this panod wera centared around
two instruments: the plano and the omplified guitar. The major keyvboard works were The Moor’s Concerfo. A Litfie lvory Concerto.,
Masoda and four big piano sonotos: The Canticies of Ulysses, Red Sonata. Twiight Sonata and Sonato Coculfa. The works for
ompifiad guitce cre Concarfo for Guitar ond Orchasirg, lce Cream Concarfo (for 11 players and ice creom vandaor), Thasa Suns
are Dark and Hamlet, Prince of Denmark (both for solo guitar), Going Home (for guitar quartet) and lcarus (for guitor viola and
cello)

Just to show fhat | am still keeping my hand in
thare, | should explain that | do play my instrument, the
claninet, every day, aond conduct once In a biua moon,
of whenever It |s less of a hassle for me o do it. My musk
clong ore very sensifive Individugls, 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 os an excellent coach (| haven't killed any-
one yet, but | have been tempted many timest). | fry fo
impress upon my arfists that they should enjoy fhe chal-
lenge of impossible poassoges. arguments with com-
|posars, making revisions and pianning important musical
events.

In closing el me say thal music hos been my life
and | om very grateful to have lived i, Although the
hardships. struggles and disappointments are never for-
gotten, the real joy of making something out of nothing

Meyer Joanne  loura Ann  Russell Is always there in front of me
Kupferman Fﬁu;ge Mauer Herlow - Meyer Kupferman
artin




FOUR CONSTELLATIONS (1974) () NORTH STAR

for flute and clarinet

1. ) Aquarius {4:02) The Flute and Chamber Music of

B Scorpio (1:38) MEYER KUPFERMAN

Libra (2:51)

& ] Sagittarius (3:13) Laurel Ann Maurer, flute, piceolo and alto flute
Russel Harlow, clarinet, Eb clarinet and bass clarinet

O NORTH STAR (1 in o
for Nute (piccolo ansl alto Mute), clarinet J-nanne Pearce Martm, R

(Eb clarinet and bass clarinet) and piano
[B. | Lento espressivo (6:14)

March with variations (1:03)

[7_] Variation 1 (1:46)

8. Variation 11 (2:54)

9. | Variation 111 (2:25)

Hl_. Variation IV (1:27)

Variation V(1:39)

[E.]SF{)H':'}' [8:43)

[13.] Stridente agitato ritmico (5:35)

[i£] DOVELY DUO (1998)

for flote and clarinet (7:37]

STRATA (1997)
for solo Mute (//:25)
in memory of Samuel Baron

Total Duration: 63:49 . Laure! Ann Maurer
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