





MEYER KUPFERMAN

Meyer Kupferman died on November 26, 2003, at the age of 77.

Meyer lived life to the fullest. He was a prodigious composer, a marvelous clarinetist, a caring
teacher, and the focus of a group of friends and former students who looked to him for musical
leadership

If ever a composer was an autodidact it was Meyer Kupferman. While he was aware of the major
contemporary trends, he resolutely followed his own path. He found his own language at an
early age, and while he deepened and broadened that, he never changed his course. An
independent spirit, he performed his own music, established a company, Soundspells, 10
publish and record his work. Meyer was not associated with any group or camp. He was his
own man. His loyal friends will carry through the unfinished recordings of his final works.

From his early days Meyer Kupferman was able to elicit the support and cooperation of many
fine performers. His music was performed by Ronald Roseman, Samuel Baron, Gilbert Kalish,
Catherine Rowe and lLaszlo Varga, among others. Although (naturally) primarily interested in
promoting his own music, Kupferman was also concerned with the work of his friends. For a
number of years he presented an annual concert in what was then Carnegie Recital Hall at his
own expense. In these concerts he generously included works by as many as five of his friends,
a number of which were written for the occasion. [ was the beneficiary of his generosity three
times, and the music [ wrote with Meyer in mind has a special place in my oeuvre. 1 can think
of few other composers with so generous an attitude toward their collegues.

A large man with large energies and enthusiasm, Meyer Kupferman created a large body of work,
which will find its place as posterity forms its judgments. He was a very definite musical
presence, and will be missed.

Leo Kraft, composer

from The New Music Connoisseur Web Site

reprinted by permission




INVISIBLE BORDERS (2003)

Invisible Borders for large orchestra was conceived as a musical poem in four movements. Each
poem is built around a theme stated in the opening few bars, and intimately developed in the
freest possible style. The first is slow, and enters its own world of chromatic fantasy. The
second is more rhythmic, and touches on unexpected dramatic postures. The third barely
moves in any distinguishable tempo, and is almost completely free, like an ever-changing
cadenza. The finale, however, is based on a shornt motif, which rapidly grinds its way into
blazing fireworks,

Binding the movements together is an overriding tonality, highly subjective, without clear
separations or frontiers. The poetic images may go anywhere, and yet they relate and are
clearly drawn from the same source.

WHEN THE AIR MOVES.. (2003)

When the Air Moves.... is a shom essay for orchestra (approximately 14 minutes). 11 1s a piece
of changing tonalities, sometimes tonal, sometimes freely chromatic and sometimes quite
atonal. The winds, strings, brass and even the percussion are often pitted against each other
like the antiphonal choirs of a large chorus.

The work opens quietly, with a sustained rising line that acts as the principal theme of the
entire piece. Rhythmic variations immediately make themselves known, and begin to affect
the gentle thrusts of new rhythms and languages. At times it feels like a game for
entertainment and at other moments seems to be choked up with tearful emotion. The
orchestral colors refract vividly with each new rhythmic wurning point. The end is a long but
rapid fadeaway that may seem to go on forever.




AND FIVE QUARTETS (SYMPHONY FOR STRINGS)
(1986)

And Fwe Quartets (Symphony for Strings) is the last major work commissioned by Maestro
Edgaard Feder, cellist and conductor, who died the year it was completed. The piece requires
five string quartets to sit far apart in a special semicircle around the stage, with the conductor
standing at a central pudium, [ree o move 1o each ensemble. Four of the quartets are normal
quartets (two violins, viola and cello), whereas quartet number 5 consists only of two violins
and two double basses. Owver the years, I've made some small revisions in the score, and but
for these details, this final version is essentially the same as the original.

A driving, athletic, contrapuntal thrust opens the piece. All five quartets launch into sets of
tiny canonical imitations that gradually create an overwhelming massed sound in very fast
tempo. This contrapuntal approach remains in effect throughout the entire symphony. After
a short pause, my idea began 1o evolve ... to create the illusion of five muted quarets
constantly overlapping each other and radiating affectionate echoes and floating sounds,
without a discernable end.

I'he finale of And Five Quartets revents back to the driving force of the beginning only this time
in D Major. The lines now build into more and more dissonant tonalities, almost suggesting
that things are ready to break apan, and they almost do. The last few bars, however, on the
dominant D Major assertion, provide us with a gripping climactic tutti for the end.

PAUL FREEMAN, CONDUCTOR

Paul Freeman has distinguished himself as one of the world’s pre-eminent conductors. Much
in demand, he has conducted over 100 orchestras in 28 different countries including the New
York Philharmonic, the Cleveland Orchestra, the Chicago Symphony, L'Orchestre de la Suisse
Romande, and major orchestras in London, St. Petersburg Moscow and Berlin. Maestro
Freeman has served as the Music Director of Canada’s Victoria Symphony, Principal Guest
Conductor of the Helsinki Philharmonic and Associate Conductor of the Dewroit and Dallas




Symphony Orchestras. He is currently Music Director of the renowned Chicago Sinfonietta
and simultaneously serves as Music Director and Chief Conductor of the Czech National
Symphony Orchestra in Prague. With over 200 recordings to his credit, he has won
numerous awards for his unique interpretations of the classical, romantic, and modern
repertoire. Dr. Freeman, who studied on a U.S. Fulbright Grant at the Hochschule in Berlin,
holds a Ph.D. degree from the Eastman School of Music and LH.D. degrees from Dominican
University and Loyola University.

CZECH NATIONAL SYMPHONY ORCHESTRA

Since the Czech Republic’'s bloodless “Velvet Revolution” of 1989, the country has been
riding a rapid wave of democratization, which has affected the music industry as well.
Orchestras in order to survive must concern themselves with the procurement of foreign
funds through recording contracts and overseas performances. These developments have
necessitated the need for higher performance standards.

Out of this chaotic scene Jan Hasenohrl, an outstanding solo trumpet player, sensed the acute
need to reshape the Czech orchestral scene and, in 1993, invited the top musicians from
Prague’s major orchestras to form a new orchestra, the Czech National Symphony Orchestra.
The Orchestra gave its first concert, conducted by Vladimir Valek, in November 1993 in
Prague’s Rudolfinum Dvorak Hall. In 1994 the Czech music world’s national treasure,
Zdenek Kosler, was named chief conductor. The first recording was made at the beginning of
April 1994. Maestro Kosler died in August 1995.

In January 1996 the brilliant American Conductor and Music Director of the Chicago
Sinfonietta, Paul Freeman, was appointed Music Director and Chief Conductor. Under
Maestro Freeman's leadership, the Czech National Symphony Orchestra has shown stunning
development. Already he has made over 30 compact discs with the orchestra and has toured
Italy and Great Britain. So successful was the November 1997 United Kingdom tour of 19
concerts under Paul Freeman and Libor Pesek that IMG Concert Management has recently
signed a 5-year contract to tour the Czech National Symphony Orchestra in Europe, Asia, and
America. Through its many recordings, concerts and television productions it is fast
becoming one of the most important ensembles in the Czech Republic.



MEYER KUPFERMAN (1926-2003)

In 1942, Virgil Thomson reviewed a concert of student works at the High School of Music
and Art in Manhattan. He thought that the concert’s quality presaged well for the future of
American music, but that the student composers were structurally and harmonically
conservative. He wrote, “The farthest any piece strayed from mid-nineteenth-century
harmonic syntax was the moderate but wholly neat and charming French impressionism of
Mr. Meyer Kupferman'’s Wind Sextet.” This was the first notice in print that the sixteen-year-
old Kupferman received. He would go on to create a gigantic literature of chamber and
orchestral works. Moreover, he would continue his precocious defiance of what Thomson
called “the basic musical language of educated America.” Stylistically, Meyer Kupferman'’s
music covers a vast range. The only common characteristic of Kupferman's output has been
the expressive exuberance never far from the surface of even his most abstract works.

Kupferman enrolled at Queens College after high school, but left without completing a
degree. Formal education held little appeal for the young jazz clarinetist. When he wasn't
playing in New York City clubs and writing jazz arrangements for himself and his friends, he
continued to write concert music and to study the works of his favorite composers on his
own. Later on, the early importance of jazz in his life would have an enormous influence on
his personal musical style, as would the still earlier influence of his immigrant father's folk
tunes from Eastern Furope.

Early in his career, however, he wrote music consciously distant from these popular roots, but
possessing an immediacy and directness that earned him notice. His most popularly
enduring work from this time is the shor, frenetic Ostinato Burlesco. The piece, which exists
in a number of different orchestral and solo piano versions, has been described variously as
“a brash send-up of Bartok's famous Allegro Barbaro” (Lehman, American Record Guide) and
as “Bernstein on turbo” (Barnett, Classical Music Web). Tlis first opera, a playful one-act
setting of a text by Gertrude Stein called In A Garden (1948), attracted a great deal of
attention, leading to a teaching position at Sarah Lawrence College in 1951 for its composer.
Overall, the reception of Mever Kupferman's early works may be summed up by the remarks
of William Moonz of the Louisville Courier-Journal. Reporting on the premiere of the Fourth
Sympheny by the Louisville Orchestra in 1956, Moortz wrote, “| Kupferman's| star is still rising
on the American musical scene. Kupferman is a composer who demands unusual
concentration from his listeners and writes with impressive technical polish.”




Throughout the 50's, the composer developed his interest in sernial techniques in ways
characteristically non-academic. Reminiscing during an interview in February of 1999, he
remarked, “|W]hen I got to the 12-tone idea, which fascinated me, | was not classical about it
and didn't feel that I had to do it Schoenberg's way. The reason was that, being self-taught, |
didn't know what Schoenberg’s way was.” Kupferman devised new pitch ordening systems
based on the 12-tone concept for works such as the Chamber Symphony, a piece based on a
firmly reinforced tone center that shifts regularly while progressing through the tone row,

But Kupferman's interest in jazz inspired him to address what he saw as a commaon weakness
in the 12-tone music of his day. He remarked in a 2001 interview, "I was feeling the impact of
slow music on the current, contemporary scene. It seemed 1o me that the physical rhythm of
music had gone by the wayside, and that audiences were very restless because they were
hearing very complex serial rthythms that moved in static bursts.” The idea led to the Sonata
on Jazz Elements (1958), a 12-tone, jazz-classical piano work in classical sonata form. Eric
Salzman, reviewing the sonata for the New York Times, said.

... [T]he idea of mixing a little jazz with a long-hair concert
piece has tempted many, but few have succeeded in geuting the
combination to work.

Mevyer Kupferman did and in his ‘Sonata on Jazz Elements’ he
has worked out certain parallels between some advanced jazz sounds
and a good, fat contemporary composing technique.

This is not jazz proper nor is it meant to be. Its sounds and
lines are illuminated by the jazz experience and filled with an
expressive tension between the layer of jazz ideas and the ‘serious’
constructive fundamentals. Big, many voiced harmonic sounds and
a sense of forward impulse help out the imaginative combination of
elements.

Kupferman continued to write jazz-classical works with great success throughout his career. In
1963, the State Department commissioned a Jazz String Quartet, which was played at the
Johnson White House by the Claremont String Quartet. The Claremont also toured with it, as
did the Kronos Quartet some time later. The Hudson Valley Philharmonic commissioned and
premiered a Jazz Symphony in 1988 1o celebrate the bicentennial of the Constitution, and the
clarinet solo Moonflowers, Baby! (1986) was described by Bernard Holland in the New York
Times as “full of charm and cleverness, one of the finest ‘third stream’ pieces this writer has
encountered. Hints of blues and jazz fly by ..., their earthiness and grace hinted at defily in a



context far more precisely plotted and complexly argued than most jazz improvisations can
be.”

Meanwhile, Kupferman's 12-tone technique evolved further as he sought a way o convey his
characteristic emotional exuberance using the serial technique. In 1961, he conspired with
flautist Samuel Baron 1o compose a 2-hour solo work for Baron to perform as a single concert.
The work, Infinities One, was based on a single 12-tone row that Kupferman would use
repeatedly for the rest of his career. He decided that a tone row, if heard in multiple works,
would gradually reveal more of itself both o the audience and to the composer. The Infinities
row (G, k A-flat, C-fla, B-flat, D, F-sharp, E, C, E-flat, A, C-sharp) became the basis for more
than 30 works, from short solos to a lengthy opera. Kupferman also used it in dozens of other
works, many of them not strictly atonal, until the row had become a core component of his
musical vocabulary.

In addition 1o jazz, atonality and the Romanian folk tunes he learned from his father,
Kupferman experimented with many other musical ideas during the 70's, including visual
scores, aleatoric and improvisatory elements and the combination of pre-recorded tape with
live performance. By the 80's, he seldom conceptualized a work that could easily be described
as one kind or another. He recognized the mixed voice as its own aesthetic and dubbed it
“gestalt”. A “gestalt” work is not structurally straightforward, but full of contrasting moods.
Themes and motifs do not receive linear progressive treatment, but contribute to a set of
resonant echoes within the overall flow. A “gestalt” work is perceived by the listener on two
levels. First, there is 3 moment by moment progression of moods, sometimes startling by
contrast, but always emotionally convincing. The second level, by contrast, does not unfold
linearly in time. Instead, structural elements build connections throughout the course of the
work, leaving an overall impression that comes together in the mind of the listener when the
piece is complete. In an interview in 1992, Kupterman said:

For years now, I've been bringing into close, even conflicting
proximity, musical styles that normally are polarized by time, culwure,
common practice, philosophy, and geographical distance.

In short, I like to mix things that normally don't mix. It's a bit
like walking down Broadway, or riding the subways of New York.
There'’s a sort of a mix of love and hate, fears, joys, and tragic
components, all mingled in the sights and sounds around you. 1
think that because 1I'm a New Yorker, | have this sense of what can
happen in a very tiny area between all of these unmixable elements.




The total output of Meyer Kupferman includes several operas, dozens of songs, tens of orchestra
works, a few string quartets and woodwind quintets, dozens of solo works and a few hundred
chamber works. This enormous oeuvre, perceived as a whole, can be said to exemplify the
gestalt idea. Anyone who picks twenty works at random will see contrasting stylistic elements,
but the essential Kupferman will emerge — big, emotional, humorous and grand. Throughout
his career, he followed expression and meaning wherever it led musically, without regard for
promoting a consistent image. “The fact that swylistic signatures seem o have become so
overwhelmingly essential to composers today has troubled me since the late 1940's." he wrote
n a letter to the New York Times in 1988. °|A]ny great leap forward, any revolutionary stylistic
change by a gified composer will certainly be absorbed in time and accepted by his listeners.”
Serialism, tonality, neoclassicism, minimalism, total serialism, aleatory - as the debates about
form and harmony raged, Kupferman refused to accept assignment to a particular camp and
gleefully adapted any techniques that suited him.

Virgil Thomson’s offhand comment about the high school composer proved to be prophetic.
And if the young Kupferman was precocious in defying conservative romanticism in 1942, the
mature Kupferman was predictive in disowning all of the strict ideologies of the middle and late
20™ century. It is early to be certain of a trend, but, so far, 21" century musical thought has
shown a desire to emulate the diversity that is drawn so vigorously in the music of Meyer
Kupferman.

Kupferman biography by JovEllen Snellgrove
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MEYER KUPFERMAN

Orchestral Music, Volume XVII

INVISIBLE BORDERS (2003)

[1]
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[6]

I. Adagio |08:12]

I1. Deciso scherzando [03:14]
I1I. Lento rubato [07:35]

IV, Ritmico [05:51]

}UHET THE AIR MOVES... (2003)
14:14

AND FIVE QUARTETS
(SYMPHONY FOR STRINGS) (1986)

[23:18]

Faul Freeman, conductor
Czech MNational Symphony Orchestra

Complete CD Duration: |62:27]

Producer: Christopher Vassiliades

Caver art: Untided (2003), acrylic on canwas by Mever Kupferman
Cover photo: Charles Carlson

Fupterman photo: Howard Dratch

A&R supervision: Christopher Vassiliades

Recorded by: [CH Polvart, Prague

Balance engineer: Jan Kotzmann

wastered by leremy Tressler at Dream{lower Studio

The music and CDs of Meyer Kupferman are
available from Soundspells Productions.
Please include contact information, and
purchase order number where possible, in all
orders sent via e-mail, fax or mail. Complete
catalogues of music and CDs will be sent
upon request,

All Suundspf:ll& CDs are also available
through Albany Records and online at
www.classicalcds.ner
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