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ABSTRACT

Samuel Zyman (b. 1956) is one of the leading Mexican composets tine
He has composedore than 55 works in a variety of genregludingsymphonies,
concertosprchestral pieces, film musichamber musi@andmusicfor solo piano This
studyincludesanRYHUYLHZ RI =\PDQYVY EDFNJURXQG DV D PXVLF
emphasis on hisolo pianoworks. It providesD GLVFXVVLRQ RI =\PDQYV PXVL
ananalysis of hisgwo most recensolo pianacompositionsTwo Motions in One
MovementandVariations on an Original Theme

Zyman cites the music of Bartok and Prokofiev, along Witpressionism and
jazz music, as important influences in his piano compositidhss studydemonstrate
that in his solo piano compositions Zyman has ectatstyle thanhcorporategour
diverseinfluences oR0"-century modern compositiahpractceS WKH WRQDO ODQJX
and percussive approach to the piah8artok, textural elemenfsundin 3SURNRILHY |V
piano works, elements dfpressionism, andertainrhythmic and harmonic elements of
MD]] PXVLF S LQWR D G L-a&kiryQr6itk.This Syrtbegir ¢ disparaty’ W
elements into a compelling contemporary musical language rdgkesna modern
composer deserving of the attention of prof@sai musicians and scholars.

This studyprovidesP XVLFLDQV LQVLJKW LQWR =\PDQYV FRPSF
brings the work of an important Mexican composer of our time to the attention of

contemporaryianiss and audiences.



12

CHAPTER' t
INTRODUCTION

Samuel Zyman wsaborn in Mexico City in 1956He studied medicine at the
UNAM (Universidad Nacional Autonoma de Méxicand at the same tinpgano,
compositionand conductingt the National Conservatorypespite the completion of his
medical degree,dchoseto dedicaé himselffully to musicupon movingo New York
City to study afThe Jilliard School*

=\PDQYV PXVLF KDV EHHQ ZL G Hd&uhtr & @dioadisG LQ KLV
music has been performed throughout the United States, MexicoAmérica, Europe,
Russia, and New Zealand and has been recorded on labels such as Sony Classics, EMI,
Naxos, Urtex Digital Classics, Island Records, Albany Records, Ambassador, and
Quindecim. Besides orchestral and chamber musazicertos for solo instruments,
opera, ananusic for film, Zyman has written four solo piano warks

=\PDQYYVY FRPSRVLWLRQV KDYH EHHQ SUHPLHUHG LQ L
including Alice Tully Hall, Merkin Concert Hall, Carnegie Hall, and Bedace of ke
Arts in Mexico City. Theyhavereceived positive reviewia such newspapers as thew
York Timesandthe Fort Worth Star Telegranm the United StatesndExcelsiot La
Jornada El Universal andMilenio in Mexico. TheSuite for Two Cellokas been

performed byyo-Yo Maand Carlosrieto? His orchestral piecEncuentrosvas

! Samuel Zyman, Skype interview by author, New York Otgtober 5, 2012

2 JHY % HUPDQ 36XEH 6BtRs LWirds id) X086 R007),
http://www.letraslibres.com/revista/artganedios/subeante-ayudeentrevistaconsamuel
zyman?page=fullaccessed April 28, 2012).



http://www.letraslibres.com/revista/artes-y-medios/sube-sam-te-ayudo-entrevista-con-samuel-zyman?page=full
http://www.letraslibres.com/revista/artes-y-medios/sube-sam-te-ayudo-entrevista-con-samuel-zyman?page=full
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performed by the Dallas Symphony Orchestra at Meyerson Symphony i#alP D Q { V
music is published by Theodore PresSempany one of the most notable publishers in
the United States.

Throughout his compositional caree=\PD Q TV P Xé&hlhenét&lVh E H
Mexico. He hageceivednumerousawardsandhis musichas beenvidely acclaimed and
performed by the leading orchestras of the country, including the National Symphony
Orchestra. In 1992, he was recognized with the Diploma of the Mexican Society of
Critics of Theater and Music as Most Outstanding Composer of the Year. In 1998, the
Embassy of Austria in Mexico awarded him the Mozart Medal for outstanding
achievement imusic, and in 2000, he was selected as jury president for the National
Composition Prize in Mexicb.His commissions, recordings, awards, publications, and
work as a Juilliard professor place him within the ranks of internatieratiygnized
Mexican conposers of our time.

Nationalistic elements such as folk tunes, mariachi instrumentation, and rhythms
typical of Mexican music are present in some of his woBkscuentrosa piece strongly
representative of the Mexican traditio, DV EHFRPH R QidosRaccaim&lQ 1V
orchestral pieced The rhythms in this piece, the composer states, are definitively
Mexican. A recently composed piano quint@artas de Fridawhich is not yet

published, was inspired by the letters of the famous Mexican painterkaida. In this

*7KHRGRUH 3UHVVHU &RPSDQ\ OXVLF 3XEOLVKHU DQG 'LVWULEXWRI
http://www.presser.com/composers/irdimmn?Name=SAMUELZYMAN(accessed March 28, 2012).

4 bid.

® Interviewwith Zyman October 52012.


http://www.presser.com/composers/info.cfm?Name=SAMUELZYMAN
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piece Zyman also includes notable Mexican eleménts.contrast, tie piano works of
Zyman as well as some of his compositions in other gearesnot centered in Mexican
elementsandreflect a more cosmopolitan, internatiorgiproach.Perhapis formal
musical training at Juilliaréind his experiences living for many years in New York City
broadened his perspective on international compositional trends as he became more
directly exposed to ideas of composers from diffebackgrounds and countriés.

$FDGHPLF LQWHUHVW LQ =\PDQYV PXVLF LQFOXGHV O
Rice University, which examines h@oncerto for Flute and Small OrchestadSonata
for Flute and Piand This thesis includes interviews WwiZyman and the flutist who
commissioned the pieces, as well as a detailed musical analysis of both works. Grove
Music Online provides a brief biographical entry on Zyman which includes a general
overview of his training and musical output.

There are aumber of newspaper articles, journal articles, and websites of music
departments at various universities in the United States that provide information on
=\PDQYV P XeViddnc®d@ [@s international reputation as an outstanding composer
of our time These sources describe his compositions, review performances of his works,

and highlight upcoming concerts aEimusic. Thefficial websiteof Theodore Presser

® Interviewwith Zyman October 52012.
" Ibid.

| M. 6LHJEDPXHO =8WPRO@IWUWR IRU )JOXWH DQG 6PDOO 2UFKHVWUD DQ
(DMA diss., Rice University, 2000).
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CompanySUHVHQWYV =\PDQYYV ELRJUDSK\ OLVW RI SXEOLVKH!
critical reviews?
=\ P D @i&nb music hasot been investigated in detail in scholarly publications
Several of his piano works have been commercially recorded, but none have been the
subject of academic study and analysite scarcity of scholarly written documents led
me to personally contaglyman to discuss my interestri@searching his piano
compositions Through two subsequent Skype interviews, | gathered information about
his life, career, and the specific pieteat are the focus of this studp detailed study of
his important piano works will giverofessionamusiciangnsight intothe various
contemporary elements bis compositional style.
To better understand his musiavill provide relevant biographal information
and discugsn about his musical formatipmcluding quote®btaineddirectly from the
composethat proved to be fascinatingAn overview of his four piano solo worlksd
his Concerto for Piano and Chamber Ensemivli be part of my study.l will conclude
with a detailed analysis dfielast twoworksthat Zyman has writtefor pianosolo, Two
Motions in One MovemeandVariations on arOriginal Theme
Zymanhascreated style thatncorporats four diverse practices found in 20th
century modern compositio6 W KH W R Q a@d @Rudsivé Babrbach to tharm
of Bartok, textXUD O HOHPHQWYV rio@ofksl Bléhients divpfessiSridm, and
variousUK\WKPLF DQG KDUPRQLF HOHPHQWV RI MD}] PXVLF &

century voice.In this study| will demonstrate howhese disparate influences are

7KHRGRUH 3UHVVHU 36DPXHO =\PDQ
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evidentin =\PDQ YV O D V \r ¥dl8 Biadd®yUndking connection® specific

exampledrom various 28-century works of Bart6k, Prokofiev, and other compasers
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CHAPTER I
BACKGROUND INFORMATION

A. Life and Musical Traininggf Samuel Zyman

Samuel Zymanvas born in Mexico City and grew up there with dider brother
andyounger sister As is common in a family of Jewish origire httendedhe Colegio
Israelitade Méxicountil he completedhigh school Zyman remembers life in Mexico as
tranquil and happy’

=\ P D @rgttontact with musicame at the early age sik, when someonsold
his father an accordiot. At this same timgZyman was also exposed to classical music.
One source was the accordion method that he was studying, which includedbus
transcriptions of classical music. Another source aviesge collection ofclassical music
masterpieces in LP formptirchased byis parents He and his brother explored this
music and enjoyed itery much After these introductorgxperiencs, he begaro take
piano lessonsMartin Garciawhoalsotaught him accordiorwashis first piano teacher

Zymanconsiders hisirst accodion teacherGuillermo Lépez Hinojosaasvery
influential, not only because of what he taught him, but Akstause he recommended
Hector Jaramillas apossible piandeacher for him A few years later =\PDQTV PRWKHU

askedJaramilo to takeher soras a studentJaramillowas a flutist and initiallyeclined,

% Samuel Zyman, Skype interview by author, New York (iigcembeB0,2012. The biographical
information throughout this chapter was obtained through two Skype interviews with Zyman (October 5,
2012 and December 30, 2012).

1 Zyman does not know what motivated his father to purchase the instrument. When his father brought
it home, it was placed in a closet. Then, at a birthday party that he and his family attended, they heard
someone playing an accordion. They enjoyed the music so much that their mother decided to find a place
where he and his older brother could take lessons.
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since hedid not think that he could teach Zyman effectivewRZHYHU DIWHU =\PDQ
mothermentioned 16 S Hs|fecommendation andsistedthathe give Zymaressons, he
relented. Jaramillo was the first teacher to encourage Zyman to comjmsgeng their
lessons, they wouleinprovisetogether Zyman later wrote pieces for flugsd also
learned the basic skills @iite and guitaplaying He remembers Jaramillo as a
3| D E » @isikian and wonderful personZ KR KDV EHHQ IRU PDQ\ \HDUV S
of the Universidad Nacional Autonoma de México (UNAM) Philharmonic Orchestra
Zymanconsiders Jaramillo to be the most influential musician in his early years.

Zyman also took lessons withe outstanding Mexican jazpianistJuan Jos
Calatayud ZKR DFFRUGLQJ WR =\PDQ ZDV Wpialdt hWe&xidkoPRVW LP
DW W K HDwihig Risistudies with Calatayud, he became more interested in
improvisation. Later Zymanenrolled in the National Conservatory of Mysihere he
studied piano, conducting, and composition

In 1975 hebegan medical studied the UNAMSchool of Medicingwhile

continuing athe National Conservatory of Musi&ven though his love for music was
very deephe wageluctantto pursue a career as a professional musiciame asuld not
imagine howhe would make &ving solelyas a compser. Moreover Zymandid not
consider himself akilled enough pianisto pursuea careeas a sadist. It was for these
reasons that he decided to complete a medical deBlisenterest in biology and
mathematics provided further support flois career choiceAboutthe decision to study
medicine andnusicsimultaneouslyhe said

When itwas time for me to choose a career and go to the universitpse
medicine | did not have pressure from anyone to study medicierainlynot
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from my parents. | made the choice and took the entrance. eikaant to the
National University to study medicine. | thought | was going to be a déctor
somebody who loves music and plays the piano on the side
Zymanwas a teaching assistant in the Dép&nt of Histology (19756) and in
the Depament of Physiology (19788), and froml979 to 1981 hevasa Lecturematthe
UNAM Department of HistologyHe recalls these years as extremely basg that
studyingmedicine and musisimultaneouslyas insane =~ owever he was
academicallysuccessful in botBubjects.Within that time it became clear to him that he
would dedicatenimselfto music and would not practioeedicine Howeveras he was
far along in his medical studidse made thelecisionto finish both degrees
At the NationalConservatoryhis principal piano &@cher was Maria Teresa
Castrilléin.*? He alsostudied conducting with Francisco Savin and Eduardo Diazmufioz
from 1978 to 19811n 1980, he receivedRanoDiploma from theNational
Conservatory bMusic, andalso theMedical Doctor Degree from the UNAMThe
following year heattended workshops given by the compa$emberto Hernandez
Medrang with whom he studied musical analysis and counterpoint
=\ P DQiffst choice for graduate studies was Juillidhdugh it was not the only
option heconsidered At the time he andhis girlfriendNancy Carrascgnow his wife)
soughta place where he could continue graduate studies in compositid@ Nancy, an
outstandingscientist, couldind a laloratoryfor a postdoctoiaellowshipin molecular

biology and biechemistry. They explored several possibilitigacludingSwitzerlandand

12 Gabriel Pareyériccionario Enciclopédico de Musica en Méxjatol. 2, 2nd ed(Zapopan, Jalisco,
Mexico: Universidad Panamericana, 2pQir131.
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eventhe Soviet Unionthoughin the endNew York was the mostttractive. It was there
thatthey finally sttled

The year 1981 marked a timg pointin =\P D Q {V , fobhdwwad &lvarded the
UNAM International Fellowship to studyusic abroad In preparation for his
applicationto Juilliard he studied wittStanleyWolfe, a conposer who at that time was
thedirector of the Evening EensionDivision at Juilliard. Zyman noted?, RZH 6 WD QOH\
an enormous debHe was amazingtord ©~ 8QGHU :ROIHTV WXMWHODJH KH
piece for string orchestraijsfirst piece for full orchestrand hisfirst chamber pieces
For his formal Juilliard applicatioZymansubmitteda portfolio of workscompleted
while studying with Wolfe

During his graduate studi@ymanwas awarded several scholarships and
fellowships: the FONAPAS fellowship (National Funidr Cultural Affairs, Mexico)the
Juilliard Scholarkip Committee Grant, thelorence Louchheim Stol Foundation
Fellowship thelrving Berlin Fellowship Fund Awarchimemory oiGeorge Gershwin
andafellowship at Juilliardas an ear training teaching assistdté wasalsoateaching
assistant in the Department of Literature and Materials of Music from-1988in the
EveningDivision. At Juilliard, Zyman completed hiM andDMA degreesn
composition During the first year of hisn D VW H U ] We Stidi¥d=xcbrpdsition with
Roger Sessionsvhile duringtheremainder of his time at Juilliatte was a student of
David Diamondwham he described ageryinfluental. He also noted Vincent
Persichettas a possible influenceyen though Zymanid not study privately with him

Michael White, chairman of thdusic Theory Department at that time, appreciated



21

=\P D Qvfirk as a teaching assistant, and when{rae positions became open, Zyman
was invited to teach music theory.

Zyman began his Juilliard teaching career with an assignment of a few classes and
eventually became a fuime professor. Since 1987, hastbeen on the faculty of
-XLOOLDUGYTV OXVLF 7TKHRU\ DQG $QDO\VLV '"HSDUWPHQW

Zymanactive as a composer while fulfilling his teaching duties at Juilffrd.

B. Overview of =\ P D M%jdr Compositions

The Concerto forPiano and Chamber EnsemiflE988) has been very significant
in his careersince it marked his debut as a composer in New York. The concerto is
three movements and lasts approxima23yninutes The orchestration includes flute,
oboe, clarinet, bassa, horn, timpani, 2 violinsjiola, violoncello, and double bas$.
Zyman selected the instrumentationtise concert@ould be played with dew as11
instrumentalistsor with a chamber orchestra or full orchestra. Zymeaganized the
premiere concert and conducted the performance. This concert marked the beginning of

his successfutareeras a composer

13 Zyman chooses not to follow a set schedule for composing. When he does not have a deadline to
completea commission, he works at his own pace, combining teaching, composing, and time with his
family, always considering the priorities of the moment.

14 Samuel ZymanConcierto para piano y grupo de camai@ryn Mawr, PA: Merion Music, Theodore
PressecCo., 1988.

'3 |nterviewwith Zyman December 302012.
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The Sonatafor Flute and Pianq1993) LV =\ P D@3 tpérformeavork.’® It is
FRQVLGHUHG D 3P DM R UwasHeStHredvasraquired sdrkiférihe YoQrg
Artist Competition at th@009 National FluteAssociationConvention:’ Mexican flutist
Marisa Canales commissioned and premiered the work. Among the many performances
that thesonatahas receivedt waspeiformed at three of the Natioh&lute Association
Conventions, il997 1998,and1999:® This work and his flute concerto were the
subjectof 6 L H J#bCidrM™ dissertatian
Within his chamber musiworks thepianotrio Search(2005) issignificant.
Commissioned by the Texas Christian University School of Music, the trio was
premiered aCarnegie Hall® Juan Arturo Brennan descetd LW DV 3D ZRUN XQPLVW
his own, with tight textures, parallel motion, rhythmic subdivisions and a careful
DWWHQWLRQ WR VWUXFWXUH 7TKH PXVLEF EOQFOXGHV LPL'
The Suite for Two Cello§007), one of his most popular pieces, was
commissioned by Chos Prieto and performed by Prieto and- Yo Ma in the Palace of

Fine Arts in Mexico Cityattwo soldout concert$? In 2010,Ma and Prietalso

'8 Interviewwith Zyman December 302012.

" Samuel ZymarTwo Motions in One MovemefBryn Mawr, Pa.: Merion Music, Theodore Presser
Co., 196).

8 Siegel,1.

¥ Texas Chrisan University School of Musidttp://www.music.tcu.edu/carnegie_weill.agrcessed
October 5, 2012).

20 Juan ArturoBrennan 3) RUR (QV D P E QalJatmadslufe 18, 2011,
Culturasection http://www.jornada.unam.mx/2011/06/18/cultura/a04afactessed April 29, 2012).

2 Interviewwith Zyman October 52012.


http://www.music.tcu.edu/carnegie_weill.asp
http://www.jornada.unam.mx/2011/06/18/cultura/a04a1cul
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performed the work iSpain? This piece continues igain popularity within the cello
community as in February 2018henMa performedseveral movements of the suite
following amaster clasfor advanced cello students in Mexico City.

Among his symphonic workshe Concerto for OrchestraalledTres Laberintos
Concertantesstandsas a major workWritten in 2010, t is considered by the composer
his most significantarge-scaleorchestral piece=\PDQ GHVFUhdmé& LW DV 3W
ambitious and perhajpkse most accomplished workn this genrelt wascommissioned
andpremiered by the Orquesinfénica de Mines, one of the leading orchestras in
Mexico.?* The premiere wasonducted by Carlos Miguel Prieto in Mexico City at the
Sala Netzahualtcoyot in 20£0.

These works are significabecause they have afforded Zyman international
exposure through performances at major venues by wtass artistsCommenting on
theaboveworks, Zymannotedthe emotional impadhey have hadn audience For
him, it is thesinglemost important measune assessinthe significance and quality of

his individual works®

2 Carolina Quiepo3 < Rro Ma y el Niemeyer DUWH \ F R MBihB@®asivdzomSeptember
17, 2010, Criticas sectiphttp://www.mundoclasico.com/ed/documentosidec.aspx?id=65268b40
919445be810702f50fcc2d3l(accessed March 1, 2013).

% Juan ArturoBrennan ¥o-<R 0D 6 X S H ULd YowiatgiFeluary 16, 2013
Opinidn sectionhttp://www.jornada.unam.mx/2013/02/16/opinion/a04alaatesseiarch 1, 2013

| nterviewwith Zyman December 302012.

% Classicalmx,
http://www.classical.com.niindex.php?option=com_content&view=article&id=5779:musicaxicana
de-conciertotreslaberintosconcertantegonla-orquestasinfonicade-mineria&catid=914:musicaara
tus-ojos&ltemid=181(accessed January 2, 2012).

% |nterviewwith Zyman December 302012.


http://www.mundoclasico.com/ed/documentos/doc-ver.aspx?id=65268b40-9194-45be-8107-02f50fcc2d3b
http://www.mundoclasico.com/ed/documentos/doc-ver.aspx?id=65268b40-9194-45be-8107-02f50fcc2d3b
http://www.jornada.unam.mx/2013/02/16/opinion/a04a1cul
http://www.classical.com.mx/index.php?option=com_content&view=article&id=5779:musica-mexicana-de-concierto-tres-laberintos-concertantes-con-la-orquesta-sinfonica-de-mineria&catid=914:musica-para-tus-ojos&Itemid=181
http://www.classical.com.mx/index.php?option=com_content&view=article&id=5779:musica-mexicana-de-concierto-tres-laberintos-concertantes-con-la-orquesta-sinfonica-de-mineria&catid=914:musica-para-tus-ojos&Itemid=181
http://www.classical.com.mx/index.php?option=com_content&view=article&id=5779:musica-mexicana-de-concierto-tres-laberintos-concertantes-con-la-orquesta-sinfonica-de-mineria&catid=914:musica-para-tus-ojos&Itemid=181
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CHAPTER lII:
6$08(/ =<0%$196 3,$12 :25.6
A. Three Piano Pieces
Three Piano Pieces one of the=\PDQ YV HDU O L H)\althotgR AshBtV LW LR Q \
among higublishedworks The sethis first composition for solo pianwaas written in
1981in New York Cityfor the ArgentiniarAmerican pianisMirian Conti,who
premierel it DW R QH R studer® cin@pkit@r Mcitalé\t this point in his career
Zymansoughtto incorporate more dissonaninto hisharmonic languagi response to
his preoccupation with adopting a motraodern” compositional voice He experimented
with developing musical styles similar to that of the contemporary compekese
musiche heard Though not suref the asthetic path he would follgymanknew he
wasin the processf developing his/oiceas a composemeverthelessThree Piano
Piecesdoes not differ significantly from his later piano pieces becthesset
incorporatesuchelementsas tritones andriving rhythmic patterndeatureshatappear

more fully developed in later works.

B. Concerto for Piano and Chamber Orchestra
As noted, he Concerto for Piano and Chamber Orchesisa major composition
LQ =\P D Q fahdmarkedihis Wew York debut at Merki@oncertHall in 1988 In a

review ofthe concerto, Allan Kozinof the New York Timeslescribed itas3D VFRUH IXOO

" |nterviewwith Zyman December 302012.
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of fascinaing W H [ W X U D O 11t @ \edith® @b DArian Contj who preniered the
work with theChelsea Ensembtmnducted byyman. A commercial recording is
available on the Antilles/Island Recordbel In composinghis concertoZyman was
inspiredby 3 U R N R PiaHoYCp¥icertdNo. 3 About 3 U RN R I L H Nefremarkeld N
SWKH ILUVW WLPH , KHDUG WK dweérRi@mrergy BkEltingw EOHZ PH D
P X V Litfvas definitely influential to my Piano @oerta *°
Zyman worked on this piece for abait monthsand described the process
challengingoecause at that time bed his familyweremoving from New Jersey tdew
York. He notes
| remembelexactly the time when | wrote tlwncertoand what was going on in
my life« LW Z DV wddnefe movingand our new home was nggt ready
when we sold the oldne so we practically had n@ace to stay for about a month.
We wereat staying abtherpeople] Maces. Mirian let me use an aptment with a
piano to composbkecause there was no piano where | was stagimg)| had to
keepworking on the piece becaukkad already a date set in Merkin Hall
Zyman stated thdhe style otis pianoconcerto isImorefluid andfreer”
compared to earlier works, because at this point in his career he \easyamconcerned
about writing ina style that would beiewedasoverlytraditional He describd this
concertoas energetic, tonalut withdissonanceandgenerally neecomanticin style.

Thefirst movements in traditional sonata formThe second movement is past@nadi

lyrical, while the last movement isyenergetienato perpetuc®

2 Allan Kozinn, 37 KH $FFHQW I New Yorik RixedDstober 2, 1988, Arts section,
http://www.nytimes.com/1988/10/02/arts/reviemsisicthe-accentis-on-youth-atsamuelzyman
concert.htmiaccessed December 30, 2012).

? Interviewwith Zyman December 302012,

¥ bid.


http://www.nytimes.com/1988/10/02/arts/reviews-music-the-accent-is-on-youth-at-samuel-zyman-concert.html
http://www.nytimes.com/1988/10/02/arts/reviews-music-the-accent-is-on-youth-at-samuel-zyman-concert.html
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Theconcertowas selected agquired repertoiréor the2004Biennal
InternationalPiano Competitiomeldin Baja Califania, Mexico. The winnel;Hsuan
Chengfrom Taiwan, performet with the Bap California Symphony Orchestta The
concertohas alsdeen performed bexican pianisClaudia CoronaCorona is

currently working on recording the concerto in Germiny.

C. Dance foPiano

Composed in 1989 and premiered by Mirian Cddéincefor pianois =\PDQ TV
second sol@ianowork. This piecewas commissioned biana Vered, director of the
Rutgers Summerfedi. This festivalwas established in 1987 and featured performances
by the music, theatrenddance departments at Rutgehsiversity, along with
exhibitions from the visual arts departmé&ht.

Dancehad itsNew York premiereat anunusualkoncertwith twenty pianists
presenting32 premieres All the worksfor this concert were no more than five minutes
in length Alpin Hong gave an outstanding performance of the péttes concert

Anne Midgette othe New York Times wrote3A star of the night, Alpin Hong raised the

31 Sioux City Journalhttp:/siouxcityjournal.com/news/orpheurmadyfor-iowa-pianc
competition/article_e2dbdd3865252faa9542b9227e6c403.htnfaccessed Jaary1, 2013).

32| nterviewwith Zyman December 302012,
* Ibid.

3 RutgersUniversityMason Gross School of the Art
http://www.masongross.rutgers.edu/about/histaccessed Mah 2, 2013)



http://siouxcityjournal.com/news/orpheum-ready-for-iowa-piano-competition/article_e2dbdd35-0552-52fa-a954-2b9227e6c403.html
http://siouxcityjournal.com/news/orpheum-ready-for-iowa-piano-competition/article_e2dbdd35-0552-52fa-a954-2b9227e6c403.html
http://www.masongross.rutgers.edu/about/history
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FXUWDLQ ZLWK 0U DaRdefqrpisndd WBichRauhdeda little like Debussy
on speed ™

TheDanceis setin short ABA form The A sections feature liveyncopated
rhythmic patternglong withfast scalar passages, while Bisection is slow and lyrical
Of his piano worksit is the most consonanwith the entire B section confined &G
sharp Aeolian modeAs in all of his solo piano works light texture is prominent

throughout Zyman describes this work dgght, jumpy, lively and showy?>®

D. Two Motions in One Movement

In a review ofTwo Motions in One Movemewtllan Kozinn from the New York
Times writes,3n Two MotionsImpressionism and jazz wind around each other like
vines.®” Perhaps the most wethown piano solo piece by Zymahwo Motions in One
Movementvas commissioned by the Music Thars Association of Californialhe
work was premiered in San Diegbthe MTNA Conventioin 1996 Audrey Andrist,

aCanadian pianist who studied at Juillianehs in chege of the commissioning program

35 Anne Midgette,3$ OXOWLWXGH RI 9RLFHWFBI® & HU RNewSYorkQiR&sArts
Section http://www.nytimes.com/2002/12/17/arts/musaview-a-multitude-of-voicesall-from-
pianos.htmfaccessed December 30, 2012).

% |nterviewwith Zyman December 302012.

3" Allan Kozinn, 3$ <RXQJ 3LDQLVW ZLWK D %LJ $SSdd\Wdrk\THigVRIBIS WHPEH U
section http://www.nytimes.com/2002/09/26/arts/music/27NASS.Hawkessed December 30, 2012).

% |ndiana University Bloomington Jacobs School of Music
http://blogs.music.indiana.edu/lamcrecordings/classidaderies/piano/abotthe-works (accessed
December 28, 2012).



http://www.nytimes.com/2002/12/17/arts/music-review-a-multitude-of-voices-all-from-pianos.html
http://www.nytimes.com/2002/12/17/arts/music-review-a-multitude-of-voices-all-from-pianos.html
http://www.nytimes.com/2002/09/26/arts/music/27NASS.html
http://blogs.music.indiana.edu/lamcrecordings/classical-cd-series/piano/about-the-works
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andcontacted Zymato requesta work forsolopiano that would be theequired piece
for all participants in thé¢4TNA Young Artistcompetition Zyman recalled

| was invitedto go to the covenWLRQ LQ 6DQ 'LHIJR« , UHPHPEHU RQ
another played the piectwenty orwenty ILYH« , GRQfW UHPHPEHU KRZ
played L W « W K kva$ WiitErHhs a competition pie&it was not written for

someone in particuld?

Following the event, the piece was published immediately by Presser.
About the title of the piec&ymannoted

| had to come up withraeinterestingclever titlebecause | was writing a piece that
was in a single movement, but it had different charactetis,slow and fast
sectiors. The idea was that the piece should not be too loexaedingly
difficult. | was told by the person who commissionieithat t needed to have a
title that wasadequate for the purpose of the competititircould not just be
called Piano Piece No. 3, so | came up with the title in EnglisShwo Motions in
One MovemenS with the idea of playing with the words, because motion and
movement man almost the same thing, and the piece has the fast and slow
sections The tough thing was to translate it to Spanish, beddeseordmotionin
Spanish isnovimientg andmovement is to, so the translatiowould be Dos
Movimientos en Um*

Two Motions in One Movememas been performeahd recordetby various
professional pianistsMexican pianist Claudia Coromacorded itl R U W K His&a 30
Latinoamericand L Q DORQJ ZLWK SLDQR ZRUNV E\ ODULR 5X
2002), Carlos Chavez (189978), Heitor Villalobos (1881959) and Alberto Ginastera

(19161983)** Mexican pianist Mauricio Nadéras performed this work extensively in

3 Interviewwith Zyman December 302012,
“0 Ibid.

*1 Samuel ZymanTwo Motions in One Movemertlaudia Corona, Naxos 8551282, CIDO9.
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Mexico and other countries. He recorded it e concert performed in Paris in 2010

for acommercial recording entitledauricio Nader in Paris”

E. Variations on an Original Theme

Composed in 2007 and dedicated to Mirian Cordriations onan Original
Themas the last work for sol piano that Zyman has writteand the only one from his
compositional output in theme and variations forfine premiere took placn June 6,
2009at theAnnual Meeting Recital of the Leschetizky Associatiort thas held at the
Tenri Cultural Institute in New YorkThe score was selected and published in January

DV 36 FRUH R W K2UQaBNM& laksizal music magazine in Mexico.
The Variations wersubsequently published by Theodore Press2010%

Zyman was intent on writing serious themr these variations and he described
the work asa deep meditatiomvith contrastingvariations an adventuroupieceof
substantialengthand difficulty. ~ It took him several months foish the Variations
About the premiere, he recadl:

| was there. temember itverywek LW ZDV JU HMDWan dékeitet! Dhe®f
voice) Mirian played it beautifully Shespoke to the audience befgerforming
the piecesn the programand beforglaying my piece she expladhow she and |
had been classmates at Juilliard, and weshave beeifriends for over 20 years,
and that she had asked me to write this pidceras actually quite emotional
because my wife was with meit was here in New ork, and Mirian spoke so

nicely and introduced me to the aewce,andthenplayed thepiece;it was well
received, so it wareally very emotional for nié

2 Mauricio Nader Official Websitehttp://www.mauricionader.net/products.htatcessed February 3,
2013).

*3SamuelZyman & RPR VH GHILQH HO p[LW R SD)@RrXDOFRPSRVLWRU

** Interviewwith Zyman December 302012.


http://www.mauricionader.net/products.html
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CHAPTERIV:

20" &(1785< ,1)/8(1&(6 ,1 6$08(/ =<0$1976 3,$12 :25.6

When asked about his primary influences as a composer, Zyitedrthe music
of Bartdék and Prokofiev, as welsImpressionisnand jazz.However,he explained that
whencomposinghe does not consciously try to emulate the specific style of a composer
or piece. For examplewhen describing thsea Q1O XHQ FH R Pidrd RdhBertdtoY |V
3, hestated clearly thdte did not studyhat particulasscore whilewriting his piano
concero. 5DWKHU KH KDG WKH VRXQ®& IRstedd ioitleiberdtdly 3L Q KLV
trying to reproduce theechnicalapproachof these composers, he absorbed and
internalized the musical style, to the point that it became a part of his own musical
language.A closer examination of=\ P D @fhhiques and that of his influences reveals

the connections between them.

A. BatdN TV LQIOXHQFH

ZymanFLWHG %DUWYNTV XVH RI FRXQWiHWSBKR4uChW DQG W
asthe String Quartet No. 4nd theMusic for Strings, Percussion, and Celestese
two elementsDV ZHOO DV %DUWRNYTV S HstrEextwery ¢conip&8ieg) RDFK W
for Zyman® %DUWYNYV LQIOXHQFH LV HYLGHQWIinQRW RQO\ LQ

treatment of melodgnd tonal language.

*5 Interviewwith Zyman December 302012,

“® Ibid.
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In the two fast variations d&fariations on an Original Them&yman employs a
two-part contrapuntal texture for extended passages. Some of these passages involve free
two-part counterpoint, while others include imitatidhassagewith similar textural
treatmens are present isome piecesf Bartok  MikrokosmosVolume VI. Examples 1

and 2 illustrate thse similarities.

MusicalExamplel: Zyman,Variations on an Original Themenm.150-158
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© Copyright2010by Merion Music,Inc.
Theodore Presser Company, Sole Representative
Used with permissian
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MusicalExample 2: Bartok,1 R 3& KURPDW Lffom Rikrék@sWvdsR Q °
mm.1-7
Allegro, J =144 f 3 1
o) — —— | | e @
i S 3 - y 3 —] T T T T 1 1 —] I y 3 1
IS - € f s # = =
Y] be
e (Piele o £ o 00 |p £ £ @ fole £ £
% [; T i T ! T ! T 1 T T 5 {él 1 1
| 1
S
49 b]l; l; < 21'_‘ T AN N IAY :T K T —
e e e ot
0y [ [ [ —~———— |V
% % % 5 i
- eriefole, feleei,orlie .
] e — . — P “»}' P—&P—FhP—ErP—I it
3 [ | 4 1 1\‘ S |

Mikrokosmos SZ107 byBéla Bark
© Copyright 1940 by Hawkes & Son (London) Ltd.
Definitive corrected edition © Copyright 1987 by Hawkes & Son (London) Ltd.
Reprinted by permission.

Bartok more often carries imitation further than does Zyman, but both composers employ
freetwo-part counterpoint with extensive chromaticispical of 20'-centurystyle.

Another similarity in the piano music 8artokand Zyman is the use of the
SLDQRTV SHUF XV \BarioK e¥piedtad itheréhtlyH¥rcussive nature of the
piano in a number of his work#llegro Barbarq the Out of Doos suite the Sonata for
Piang and others.6 RPH S DVYVDJH Waki&iorsHae @ §iMilar perasive
character to passageaindin % D U WiambfOéncerto No..2In both workschords that
include repeated notes, alowgh driving, insistent rhythmsecamea part of the

musical style (Examp$e3 and4).
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MusicalExample3: Zyman Variations on an Original Themenm.230-239
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© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Usedwith permission

MusicalExample4: Bartok,Piano Concerto Naz, third movementmm.178-185

(solo piano part)

Piano Concerto No.,2SZ95by Béla Barbk
© Copyright 1932 by Universal Edition, Vienna for all countries except the USA.
© Copyright 1932 by Boosey &awkes, Inc. for the USA, copyright renewed.
Reprinted by permission.
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There are other exgrtesof a percussive approach to piano writihd) =\PDQ fV
work. In ExampleB, the synopated homorhythmic attacks the accented harmonic
tritonesproject apercussive soundn Example 22, the extensive syncopation and
accentsalsohighlight the S L H pétdussiveeharacter.
In their melodic style, both Bait and Zyman at times employ extended medodi
linesthat are highly chromatic and involve primarsepwise motion Even though the
contour of these lines is smooth, the chromatidgigettsa feeling of tensionThese
linesare not confined to a chromatic scateo other types ofraditional or20"-century
scales. Insteadhorter segments of ofgpe of scale overlap with segments of a
different type. This approach provides structure to the chromaticism, yet the
unpredictability of the linesreatesa more unsettled and nervoefect
Both Bartok and Zyman incorporate elements of octatomilesdnto their work.
While Zyman makes more extensive use of octatonic scales, there are also similarities in
the treatment of this scale. In his book on Bartok, ElAotokoletz devotes a chapter to
WKH GLVFXVVLRQ RI WKH 3at@pi¢y &hd DHoMohd&f@matiorG'IHeW RQLF F
DQDO\|HV WKH ZD\V LQ ZKLFK %DUWYNYVY PHORGLHV DQG
segments that overlap with diatonic and wkiolee formations’
One example from many that Antokole&ires is an excerpt from No. 11 of
% D U \Bagdtklés He notes the interactions of a complete octatonic scale in the

melodic line, accompanied by diatonic quartal harmoffida.m. 25, the melodic line

“"Elliott Antokoletz, The Music of Béla Bartok: A Study of Tonality and Progjesin Twentieth
Century MusiqLos Angeles: University of CaliforniBress1984), 205270.

“8 |bid, 206
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features an octatonic segment beginning ah&p. In the next bar, a chromatic passage
follows, and in mm. 2-28, a complete octatonic scale is presergedting again on D

sharp. In mm. 229, Bartdk uses a diatonic segmdexgmpleb).

Musical Example5: Bartdk,BagatelleNo. 11, mm.24-30

whole tone

octatonic — diatonic
[ 1
|
h - L ]
chromate octatonic

Fourteen Bagatelle<Op. 6 byBéa Bartk
© Copyright 1909 by Rozsnyay Karoly, Budapest. Copyright assigned 1950 to Editio Musica Budapest.
Revised edition © Copyright 1998 by Editio Musica Budapest.
Reprinted by permission.

Zyman tends to use the octatonic scale for portions of his melodies and also
incorporates overlapping scale segments. In mri8léf Two Motions in One
Movementthe octatonic scale is the primary scale used, but there are also overlapping

diatonic and chromatic segments (Exantyle
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MusicalExample6: Zyman,Two Motions in One Movememm. 1518

chromatic

() |
1 : I octatonic
octatonic

diatonic

1

J l ]
octatonic

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In Variations on an Original Theméhere are also examples of octatestale and
chromatiescale combinations. One example begins at m. 176, where both hands start

with a contrapuntal chromatic segment in octaves and continue to outline the octatonic

scale in the following bars (Examplg



MusicalExample7: Zyman,Variations on an Original Themenm. 176179

chromatic

| octatonic

chromatic

| octatonic

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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,Q %DUWYNTV PXVLF WKH VFDOH VHIPHQWY WHQG WI

greater emphasis on the octatonic scale. However, both composers use the idea of

overlapping scales, which provides melodic variety beyond the notes of the octatonic

scale onlyand gives a coherent structure to the lines

7KH XVH RI WULWRQHV LV SURPLQHQW WKURXJKRXW

theVariations As an exampleZyman presents harmonic tritones in counterpoint

starting in thePiu mossaection of Variation IExample8). Similar textures are found

in other parts of the work.
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MusicalExample8: Zyman,Variations on an Original Themenm. 3-38

> — ——r—
tritones in counterpoint
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© Copyright2010by Merion Music, Inc
Theodore Presser Compai8gle Representative
Used with permissian

,Q VRPH RI %DUWYNYYV PXVLF WKHUH DUH SDVVDJHV |
treatment of tritones in counterpoint. An example of this treatment is taken from the

Sonata for Two Pianos and Percuss{@&xampk 9).
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Musical Example9: Bartdk,Sonata for Two Pianos and Percussifirst movement,
mm. 1318

(piano parts only)

tritones in counterpoint,
independent rhythmic lines

Sonata for Two Pianos and Percussi®&Z110 by Bla Bartk
© Copyright1942 by Hawkes & Son (London) Ltd.
Reprinted by permission.

$QRWKHU H[DPSOH RFFEXUV LQ DQ BaybtéléqFRmplelOL R IURP
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MusicalExample 10 Bartok,BagatelleNo. 8, mm. 2832

Fourteen BagatellesOp. 6 byBéa Bartk
© Copyright 1909 by Rozsnyay Karoly, Budapest. Copyright assigned 1950 to Editio Musica Budapest.
Revised edition © Copyright 1998 by Editio Musica Budapest.
Reprinted by permission.

$QWRNROHW] QRWHYV % Dhayéy hafioniegtspedieaMW LQ WULW
cites theBagatelles' In Examples 9 and 10 % D U W y N 1 WerDoBSrat&gmR &t &t
rhythmic independence in the counterpoint tdaas =\ P D @gjpvoach. However, with
both composers the treatment of this interval as both a harmonic sonority and
contrapuntal device is similar.

The preceding examples illustrate some of the connections between the musical
style of Barték and that of Zymarespte these similarities, each composseshese
various elements in his own wayWhile the rhythmic style of both composers includes
IUHTXHQW V\QFRSDWLRQ =\PDQYV SDWWHUQV WHQG WR
irregular rhythmic groupingsZyman employs harmonic tritones and octatonic scales
more extensively than BartéieverthelessZymanfV L Q F &el&RrRitDo® D UW YN TV

stylethat he finds interesting and adapts therittioils compositional/oice

“9Elliott Antokoletz TwentiethCentury MusiqdEnglewood Cliffs, NJ: Prentice Hall, 1992), 11%6.
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% SURNRILHYfV LQIOXHQFH

Zyman cites Prokofiev as an influential composer and specificatlyesPiano
Sonata No. as a work of particular intereste notesthe percussive nature found often
LQ 3URNRILHY TV Howeévey, B LPRXN/R IRflte¥c® s most evident in
=\ P D @Maic in theelementof texture Like Prokofiev in his later piangonatas,
Zyman tends to favor leaner texturds.his 2008 book on Prokofiev Pian@&atas,
%RULV %YHUPDQ GHVFULEHV WKH WOYSRUHQ@W 6RQOB® D X\R\
and characterize¥ RPH RI1 WKH Ztpam\ScalatiDV R Mt Rexture of the A
section inTwo Motions in One Movemeistsimilar tothatof the first theme in the first
PRYHPHQW RI Sdo&d\N\R.I LB £dMposrs write singldine passages,
sometimes with unison octaves, and include occasional punctuatingadhfeer-note

chords. Example$land12show the first bars afach piece

% |nterviewwith Zyman December 302012.

>'BorisBerman 3URNRILHYYV 3LDQR 6RQDWDV $ Prlo@kr(NewHWeaH /LVWHQF
Yale University Press, 2008152



MusicalExamplell: Zyman,Two Motions in One Movememm. 5

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

MusicalExamplel2: Prokofiev,PianoSonata No. 7first movementmm. :10

PublishedL988by Dover Publicationsinc.
Used with permissian
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In the works of both composers, the accompaniment in fagtging sections
often consists of single notes or octaves (e.g., Prokd?ieno Sonata No. 7first
movementmm. 2869). As well, chords tend fanction in apercussiveole rather than
to provideonly harmonic background.

The slowetpaced sections of their works share notable similarities in texture.
%RWK WKH PDLQ W/arhhtoHs &nl ar OAdNal fMvemend the second theme
LQ WKH H[SRVLW LAaQo BhataBler NAdaiioy Mave three distinctive
layers, each working in counterpoint and with an emphasis on contrary motion between
the outer parts. Zyman uses more octarel a substantially wider range than Prokofiev,

but the triple layering is present in the work$othcomposers (Examplds3and 4).



MusicalExamplel3: Zyman, Variations on an Original Themenm. 1216

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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MusicalExample #: Prokofiev,Piano ®nata No. 7first movementmm. 122129

PUOISE e with pormission

This layering createsot onlyan effectivecontrast to the leaner textures in the
faster sectionst also provides a different sense of rhythmic pacing. The distinct
rhythmic patterns in each layer work together to create an active composite rhythm,
though without one particular layer sounding like the primary rhythmic driving force.
This texture gres the slower sections a sense of momentum withoagressieness
of the faster sections.

Zyman noted thate wasnfluencedby a particular textural effect employed by
Prokofiev: the use of alternating hands when playing a fiian patterr?? At the

beginning of the third movement of i$ano Sonata No., Prokofiev writexhords in

2 | nterviewwith Zyman December 302012.
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the right hand and octaves in the left hamd recurringwo-measurehythmicpattern

(Example 15).

MusicalExample B: Prokofiev,Piano $nata No. 7third movementmm.1-8

PublishedL988by Dover Publications, Inc
Used with permissian

For the first 25 barsf this movementProkofiev maintains this textural pattern in which
both hands never play simultaneousWhenthe pattern is finally brokerne returns to a
thin two-part texture similar to that déflusicalExample 12.,Q SDUWYV Riwve\PDQ YV

Motions in One Movemerthere is a similanse of the division of hand&xample 16)
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MusicalExamplel6: Zyman,Two Motions in One Movememhm. 22-24

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
=\PDQYTV WKHWWH[WXUH LV QRW DVn#FRQWIDQXRXYV DV
smaller segments, though it is a prominent component of the outer fast sections of the
piece. Such a texturalso yields gercussive sound that Zyman favols =\PD Q {V

piano works, texture appears to be the primary elementebe@als &inship between his

music and that of Prokofief;V

C. Impressionistic elements

In his bookimpressionism in MusjcChristopher Palmer notes some of the
features associated with the style of music so cladgjpedto Debussy: the use of
modes, wholdone scales, parallel chords, aptW HQGHQFLHYVY WRZDUGV D QHZ
IOXLGLW\ RI B BSOUHRVMVRKHVH HOHPHQWY DUH SUHVHQW L
pieces He confines the use of theserants to the slowextions ofTwo Motionsn One

MovemenandVariations on an Original Theme

%3 Christopher Palmetmpressionism in MusifLondon Hutchinson & Co Ltgd1973), 20-28.
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One of the salient impressionistic feature3wo Motions in One Movemeist
the use othordal planing The B section of the piece starts at m. 62, with the tempo

indicationtranquillo e rubato(Example ).

MusicalExample Z: Zyman,Two Motions in One Movememm. 6265

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In the first two bars of this section, the right hand plays a recithit@enelody marked
legato espressivoA passage incorporating diatonic planing witan E Aeolian scale
follows. Examples thateaturethis kind of texture are found in the works obmposers
associated withP SUHVVLRQLVP 2QH RI W KSaRba&hBdrofithe LQ 'HE XV
suitePour le Piano.Example B GHPRQVWUDWHY "HEXVV\YV XVH RI SDU

chordsall within a Gsharp AeoliafE lonianscale
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MusicalExample B: DebussySarabanddrom Pour le Pianomm. 3841

In MusicalExamples 17 and 18theinversions are ndtrictly maintainedor all
chords, though theiis indicationof parallel motiorthroughout each excerptVith the
diatonic planing, the use of upper register for both hands, and the downward direction of
the line,theH[FHU SW | U R PouHI& Ridhehe$ ¥ character similar to that of
=\PDQYV % VIME Motith®inROhe Movement
Another example of diatQ LF SODQLQJ WKDW EHDUV D UHVHPEO!
planing is found in th&ive Mystical Songef Ralph Vaughan Williamsa composewho
studied with Ravelanother prominent composer associated imipressionism The
second song of this cycle 3Got Me Flowers™ V K @ WitdiNrimpressionisti¢exture

(Example D).
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MusicalExample B: Vaughan Williams 3, *RW OH ) O R EiteWystiddUSORgs
mm. 18-25

As in the Zyman example, the parallel chords are limited to triads, andrighhe
hand all the sonorities am@icedin first or second inversion (from m. 20 to the downbeat
of m. 23). While Zyman does not voice the left handmostly rootposition sonoritiesis
doesVaughan Williams, the effedf triads moving in parallel mainin bothexamples
is similar. Confiningthe chords to a mogeoduces @ense of stability Howeverthe
parallel motiorresults ina nonfunctionakhordprogressia, creatingafluid, less goal
directedsense of harmonic motiorBy shadowing the mailine, the parallel chords also

thicken the texture.
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In Variations on an Original Theméhere are no sections of parallel triads'Br 7
chords, though impressionistic featuresesent in a different manneZyman
occasionallycreatesmpressionistieffectsthrough the use of textyralong with
ambiguous harmony and rhythmin Variation I, Zyman presents a series of arpeggiated
chords after the end of each main phrase. These chords are derived frortowéole
scales, which are oen DVVRFLDWHG ZLWK LPSUHVVLR @IV LF ZRUN
Voiles The chords arerittenin a high register over a losustained Hlat pedalin

octaveg Example20).

MusicalExample20: Zyman, Variations on an Original Themenm. 103105

chord components that includetes

/ of a wholetone scale based on C

chord built from notes of  chord built from notes of
a wholetone scale based a wholetone scale based
onC on Csharp

© Copyright2010by Merion Music, Inc
TheodorePresser Company, Sole Representative
Used with permissian

The combination ofhe sustained low notethe placement of the rolled chords in

the high registerand the harmonic ambiguity of the chords createthareal
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atmosphere.([DPSOH VKRZV DQ H[FHUYIM>DHWR/P GtBab X V/\ \ PWK
HIKLELWY VRPH IHDWXUHYVY VLPLOD us&oRavideRdn@geV H[DPSOF

sustained low notegmbiguoudarmonies, slow tempo, aagpeggiations

MusicalExample21: Debussy 5SHIOHW YV JbrRiMag§Bdk], mm.82-89

Throughout Variation IYZymanemploysfluid rhythmic patterns and frequent
crossrhythmswithin a slow tempo to create a vague sendb@lbeat (see Example32
and57). In addition to this rhythmic effecEymanspreads théexturallayersover a
wide range in parts ohis variation Such rhythmic ambiguitgnd texturalvriting
contribute to the impressionissoundworld foundin this piece.

=\P D Q 1V modésmiy have been influenced by faniliarity with the piano
music of Debussy and Ravel +H VSHFLILF D Ou3a oFhotids \h tEdarvakin® T V
andTombeau de Couperi In the opening bars of the irRRYHPHQW RI 5DYHOV

Sonatinethe themdeginsin the Fsharp Aeolian mode, witthe effectof the natural

**Interviewwith Zyman December 302012,
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degree clearly audibleln the B section of=\ P D QW&Motions in One Movemeiite
first theme which isset inthe E Aeolianmode produces similar effect.

By comparison to composers such as Debussy and Ravel who are traditionally
associated witlhmpressionismZyman uses impressionistic featutess extensively
Passages with such featuoesuronly occasionallywithin his music. Specific
impressionistieclements such gmrallel chords, textural and rhythmic ambiguity, and
modesare used to delineate sectiamshin his piano works.For example,
impressionistic elements are the defining features of the first part of the B sefisa in
Motions in One Meement In the second variation &fariations on and Original Theme
thearpeggiated chords derived from whod@e scales serve to clearly separate the
phrases.Thesempressionistic passagpsovidea strikingcontrastto the material that

comes beforand after

D. The influence of improvisation and jazz

Throughouthis youth, Zyman played piano in restaurants, often improvising and
playing jazz music. Thus, it was natural that jazz elements viloaldheir way into his
compositional style In digussions centerezh the topic offazzand how that style was
incorporated in hisompositions, Zymabriefly identifiedone chordS a dominan™
split-3¢ harmonyor a dominant ¥ with a sharp 8 $ and severasyncopatedhythmic
patterndoundin TwoMotions in One MovemenBeyond these exampldse did not

identify specificjazz techniques thatight be found in his piano works

% |nterviewwith Zyman December 302012.
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Jazz musician aneducatoMark Gridley QRWHY WKDW DQ DEXQGDQFH
SDWWHUQV ™ LV DQ HVVH QWArdd@nHsPriddpatiqn\ié dRe oftiie] ] P XV LF
defining features iTwo Motions in One Movemead in the fast variations of
Variations on an Original Theme7 KH RFWDWRQLF VFDOH DOVR NQRZQ
V F D O#hothér ¥lementsedoftenin jazzimprovisation®’ In Examples and11, the
PXVLF UHIOHFWV D VW\OH WKDW RQH PLJKW DVVRFLDWH
extensive syncopation, a singledifocused on the octatonic scale, and accented chords
that punctuate the rhythm of the melody. Exan&ilkistrates some of these elements as
they occur in th&/ariations

Another element frequently found in jazz music is the use of quartal harmonies.

Paul Berlinerin his bookThinking in Jazznotes how jazz pianistiften construct chords
in fourthsto create different color®. In mm. 2324 of Two Motions in One Movemen
chords appear in fourths in the right hand, while the left hand plays open fifths. In his
instructional publicatiohe Jazz Piano Bopkark Levine notes that chords in fourths
are common voicings in jazz. In particular, he describes how the fgamugianst

McCoy Tyner sometimegoicedchords by striking an octave or open fifth, followed by

*% Mark C. Gridley, Jazz Styles: History & Analysiéth ed. Englewood Cliffs, NJ: Prentice
Hall, 1997, 6-7.

" Mark Levine, The Jazz Piano BodRetaluma, CA: Sher Music Co., 19896-81.

%8 paul Berliner Thinking in Jazz: Thinfinite Art of Improvisatior{Chicago: Universit of Chicago
Press, 1994), 334.
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threenote chords in quartal voicing to fill out the harmdfyin Example22 =\PDQfV

voicingsaresimilarly constructed

MusicalExample22: Zyman,Two Motions in One Movememhm.23-24

quartal voicings

] ]

open fifths

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Zyman did not cite particular jazz compositions tiatould specificallyrelateto
his piano music, though hikd identify Oscar Peterson and Dave Brubeck as jazz pianists
he admire$§® Through the use of syncopated rhythmic patterns, idiomatic chord
voicings,harmoniesoctatonicscale patterngnd musicafjestures with an improvisatory

character, the influence of jazz iJRPLQHQW LQ =\PDQYV SLDQR PXVLF

E. Synthesis
As seen in the previous examplegnian incorporates some of the elements of
various important musical trends of thé"2fntury. Example23 demonstrates one of

the ways in which a combination of influences is successfully synthesized in the context

9| evine, 107.

80 | nterviewwith Zyman December 302012.
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of a singular musical passage: the use of octatonic segments with overlapping chromatic
segments and the use of harmonic tritagieslar to that found in the musaf Bartok

the multt OD\HUHG WH[WXUH W\SLFDO RI VRPH RiluBURNRILHYY
rhythmic patterns associated with impressionistic sgieimelodies with an

improvisatory quality that are characteristigazz.

MusicalExample 3: Zyman Variations on an Original Themenm. 284285

improvisatory character of melody
chromatic segment

chromatic segmentl octatonic segment | I
1 ] [ ]
octatonic segment octatonic segment

harmonictritones (in counterpoint)

multi-layered texturéover a wide rangejluid rhythmic texture across layers

octatonic segments

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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Zyman may not have consciously incorporategispecific theoretical technigs
outlined above. However, his familiarity with tHversesounds and styseof 20"
century music led him to combine thesgiedelementsnto acoherent musical passage
Theexcerptabove exemplifies the characteristic tréftatdefine =\ P D @i$tihctive

musicalvoice
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CHAPTERV:
MUSICAL ANALYSIS

A. Two Motions in One Movement
According toareview of Two Motions in One Movemethiat appearsn Indiana
University V. Z H,BW K WAH I$ak H tekady form (a slow section is framed by two fast
ones that share the same material), the harmony is primarily modal and the work has
mixed influences: one can hear some references to jazz and Latin music amiréie ce
section is reminiscent of Debus&. =\PDQ FRQV tv@rHBRW WRKGV? WR UHSUH\
the fast and the slow sections of the pi¥ce.

The pieceis in ABA” form and may b&liagrammed as follon@ able 1)

Table 1: Zyman,Two Motions in One Movemem@utline ofForm

A B A

Abbreviated version of
Section A

iFast tempo iSlow tempo

iExtensive syncopation
iHarmonically unstable

iRecitative and pallel
chords in the first part;
hemiola rhythms in the
second part

iModal in the first part;
more chromatic in the
second part

iHarmonically unstable
though it concludes
with A as a the tonal
center

mm. 1-61

mm. 62-104

mm. 105-140

®Indiana University Bloomington Jacobs School of Music
[http://blogs.music.indiana.edu/lamcrecordings/classidaderies/piano/abotthe-works|(accessed
December 28, 2012).

%2 |nterviewwith Zyman December 302012.
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The outer sectiaremarked by constant rhythmic energy and drivkile the slower
middle sectiorprovides contrast with its reflective mgadoreconsonant harmongnd
impressionistic characteEven though there areferences té as a tonal center,
traditionalharmonicprogressionslo not occur Some passags the outer sectionasre
based onlte octatonic scalavhile parts of the B section are clearly mod&Vith few
exceptionsthe texture is lean throughoeuwtften with two individual lines and occasional
punctuating chords

Table 2 outlines théorm of the openind\ section:

Table2: Zyman,Two Motions in One Movememutline ofSection A

Introductory figure mm. 12
a mm. 324
Introductory figure mm. 2527
b mm. 2844
Introductory figure mm. 4547
Concluding section (derived froa) mm. 4861
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Zymanstartswith anintroductoryfigure thatincludes a shompeningflourish followed
by materialbasedon a motive consisting of a descending half step and downward leap,

along withanarpeggiated dimishedseventh chordExample24).

MusicalExample 2. Zyman Two Motions in Ondlovementmm. 12

Opening flourish
I 1

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

The syncopatiom this openingfigure sets up the rhythmic style of the piece, and the
diminishedseventh chords introduce the flavor of the octatonic s@diés figure is the
only one in the piece that is played with both hands in unison one octave Hpart.
fanfarelike opening dong with the unison texture, giséhis figurea declamatory
chamlcter Zyman uses it here and in other places to delirtbateeginnings and endings
of subsections.

The firstsulsection a (mm. 127), islargely based on three motive®ccurring
in the first half of many measuresptive x is characterized by syncopated rhy#im
both handswith accented octaves open fifthan the bassnd the right hand answering

in a higher registerWhile all the intervals in the twioote groupings in theghthandare
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minor thirds in the following example, these groupings are not confined to this interval

within subsectiora (Example 25)

MusicalExample %: Zyman Two Motions in One Movememm. 34

© Copyright1996by Merion Music,Inc.
Theodore Presser Company, Sole Representative
Used with permissian

Motive y, presented in mns-6, includes rhythmisyncopationsimilar to those
of motivex. However,certain characteristics differentiatdrom motivex. In motivey,
thehands play togetheand there is anighthreston the second beatBoth of hese
features emphasize the syncopatiandincrease thehythmic tension The right hand
playsa repeated chromatic segment. After mn®verystatement of this motivéhe

left handconsists oharmonic major sixthsuch as those found m. 6 (Example 26)
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MusicalExample B: Zyman Two Motions in One Movememm. 56

© Copyright1996by Merion Music, Inc
Theodore Presser Company, SRkpresentative
Used with permissian

To complement motivesandy in mm. 89, Zyman introduces motive a
rhythmic patternn the left hand that consistsan eighthreston the third beafbllowed
by three staccato eightiotes. This motivealwaysfollows motivex. It provides anore
stable rhythmic foundatioover which faster rhythms occur in the right hand, as well as
sense of drive toward the downhe#&his motiveappears ireither steps or thirds

(Example Z).

MusicalExample27: Zyman Two Motions in One Movememhm. 89

I I—ZI
z

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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Almost allthe materialfoundin subsectiora is built from these three motive#
sweepingsense of momentum combined with an unrelenting nervous energy is achieved
through almost continuowsxteenthnotemotionin this subsection. Beginning m. 8,
Zymangraduallymoves towardhe higher registerbuilding tensionand leathg to a

climax in m. 23(Example 28)

MusicalExample28: Zyman,Two Motions in One Movemem. 23

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Much of the pitch material in motiveis derived from an octatonic scalehich
destabilizeshe sense of tonal centiarthis subsectionThere are some elements that
point to A as the tonal centeMotive zemphasizes notes derived from the A minor
scale focusing omatternsbelonging tahe tonic and dominant chords (see Examfge 2
At the climax in m. 23, the note A is reinforced on the downbeat with the accented open
fifth chord on Ain the low registeralong with a quartal chord built on A in thiggh
register In the left hand there is a series of diatonic efiiém chordsmoving from A to
E, outlining tonicto dominant(see Example&. However, throughout this subsection,

theextensivechromaticism in theight-hand melod: linesobscurs thetonal center.



64

In m. 26 theintroductoryfigure returnssuddenly but this timean octave higher
thanpreviously heard|t is extended and concludes wibkscending accented triplets
thatstop on asforzandooctaveE in the lefthandon the downbeat of m. 28Thispoint
marks the beginning of a nesubsection b.

A freer developmenaf earlier ideaswith more angulamelodiesandrhythms
thatarenot asintenselysyncopated asefore characterize subsectidm It consists
primarily of three ideas (1) thesixteenthnote motiveghatderive their contour and
rhythmfrom the opening flourisin m. 1(Example ®, mm. 3632), (2) thesyncopated
eighth-notemotivethat accompaniegsustained tone in the melo@y. 29) and (3)the
rhythmicfigure of a sixteenthrest followed by sixteenthote and eighthote which

creates a catindresponseffect(mm. 3631).

Musical Example29: Zyman Two Motions in One Movememhm.28-32

Syncopated eighthote
motive accompanying
sustained note

opening flouristmotive
1

Call-andresponse figure

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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The tonality in this subsection remains unstable. There is no emphasis on A,
althoughthere are some suggestiongofater weight ok, its dominant.Subsectiorb
opens with a lovoctave orE in m. 28and ends on a low octave G shampthe downbeat
of m. 45. Themelodyfirst comes to rest on G sharp in m. Z2ven though there are no
traditional chords in this subsection, E is more prominent in the bass in some places
While up to this pointheallusionsto a tonal center are suhttbese hints toward sense
of tonic and dominartielp to reference A as a tonal center. This note does become the
clear tonal center at the end of the first main section, as wailtlas end of the piece.

The introductory figure returns again in 45, now two octaves higher than at the
beginning of the piecelike in m. 27, it concludes with accented triplets descending, but
this timecadencesinexpectedlyn m. 48 to repeatedpenfifth chordsin half notes

(Example30).
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MusicalExample30: Zyman Two Motions in One Movememm.45-48

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

These chordabruptly halthe momentum and provide a striking contrast to the rhythmic
and harmonic tension up to this poifthey give clear reference to A as the tonal center
andsignal the beginning of the concluding subsectidwo bars ohalf-note chords
alternate withhwo bars ofmaterial eithercloselyderived from or taken exactly from
subsectiora, with a sudderthangan dynamicsfiguration, and rhythmic activity

(Example 3).
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MusicalExample31: Zyman,Two Motions in One Movememim. 4357

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In m. 6162, the last time that the half note chords are heard, thergasdandothat
segues into theew tempaand completes the transitionttee B section
In contrasto the agitated A section, tlisecton, markedTranquilo e rubato

has a reflective characterhroughout this section there is a sense of rhythmic freedom,
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with many indications ofitardandoandrubato. Theoutline of theB sectionis

illustrated in Table 3

Table 3: Zyman,Two Motions in One Moveme@utline ofSection B

Part 1 (mm. 62/8) Part 2 (mm. 79.04)

iRecitative melody, followeq iMelody derived from
by parallel chords Introductory Figurehemiola

iOpens in A Dorian, settles rhythms

into E Aeolian More chromatic and
harmonically unstablgonal
center drifts to B

The first part of the B section (mm.-G8) consists of two distinct ideast
recitative-like melodyover a sustained octave and a series of descending parallel chords

in respons€Example 2).

MusicalExample32: Zyman Two Motions in One Movememm. 6265

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Usedwith permission
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A distinctly modal flavoiis found throughout this opening pafrom the preceding
openfifth chords A continues athe tonal center in mm. 623. The consistent use of F
sharpsprojects the Dorian modeHoweverthetonic driftstowards E in the next several
bars and is confirmed with the cadence irbB. At this point,the tonality settles into E
Aeolianas therecitative and the parallel chordkernate.

Beginningin m. 75 Zyman develops the parallehord passageslhetextural
accompanyingparts no longer move in parall@otionwith the melody The melody
remains close to that of the initial statement in mm654though Zymanmises F natural
now, giving the harmony a Phrygian inflectioimn mm. 7778, a second stateent of the
melodic idea, now at higher pitch level and in octalezg]s to a melodic cadence on B,
which concludes the first part of the B section.

The second part of the B section (mm-10®)is more chromatic and
rhythmically active. The melodic material is largely derived from the opening flourish
motivein m. 1, althoughhe slowtempoconveysa morerelaxedcharacter.The
accompaniment alternates betweesoftly pulsatingsyncopated figure mainly in seconds
in themiddle to high registeandfigures of sixteenth notehat involvehemiola rhythms
andoutline broken chords

This second paxpens with impressionistic effect$n thefirst two barsthere isa
running scalevith an improvisatory feahat stops om haltnotetrill followed by
another running scale leading to the main thematic material. These figures, along with

the gentle syncopations in the left hamtl the higher register, give theggening
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measures sense of rhythmic fluiditghat ceemphasizeaclear sense of beaihe

seconds in the accompaniment serve to blur the harmony adExathple 3).

MusicalExample33: Zyman Two Motions in One Movememm. 7982

opening flourishmotive
1

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In m. 85 themusicbecomesnore restless with hemiola figures in both hands
This part builds to &igh point at m. 88 followed by a cadence on B in m.v@®@rethe
more placid feeling returnsith the pulsating seconds in the left hafdhe hemiola
figuresstart up agaim m. 95, and therhe paceguickensn m. 99 with apiu mosso e

rubatotempoindicationand apiu f dynamic markindExample 34)
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MusicalExample34: Zyman Two Motions in One Movememi. 99

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

The character of the music becomes agitated with frequent actéoth handsandthe
dynamic levelisesto ff at the climax of the B sectioat m. 101 (quasi maestoso e
rubato). Thelow B octavein thedeepbass registes answered bthe thematianaterial

from m.81, played in both hands two octaves apB&stample 5).

Musical Example35: Zyman Two Motions in One Movememm. 1@A-102

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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In this second part of the B section, the harmony becomes more unstable with the
chromaticisnof the arpeggiated hemiola figures in m, 8®ugh the tonal center settles
toward B in m. 89 when the calmexture returns. This note is emphasized irridje
hand, and the accompanimental figures which were previously based in E are transposed

down a fourth to refledhis shift tovardB (Example 8).

MusicalExample36: Zyman,Two Motions in One Movememm. 8990

© Copyright1996by Merion Music,Inc.
Theodore Presser Company, Sole Representative
Used with permissian

The unstable harmony returns in m. 95, though &nfirmed as the goal at the climax
whereit is both the lowest note and the opening note ofrthve in the upper par{see
Example 35) Thus, throughout the B section, the tonal center has slowly shifted up by
perfect S5thsfrom A to E to B. Thelast fourbarsof the B sectiompresent three
statements ahe mainthematic idearetaining the texture and force of the climax.

The A" section(mm. 105140) beginabruptlywith asuddersforzandachordthat
marks the return dhe opening fast tempdt is followed bymusicof arestlescharacter

derived fromsubsectiorb of thefirst A section(Exampe 37).
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MusicalExample37: Zyman,Two Motions in One Movememm. 105107

© Copyright1996by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

After only five bars of material derived from subsectiptheintroductory figure returns
two octaves higher than in the opening of the piece, antitieextended to five bars
(mm. 110114). A literal recapitulation obulsectionais presented imm.115136.
Subsectiorb does not return after this poinafter one final statement afie introductory
figure at m. 137the pieceends suddenlwith anaccented octave on thawvest A in the

OHIW KDQG FRQILUPLQJ WKLWn@é&Wal DV WKH SLHFHYV SU
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B. Variations on an Original Theme

This work consists of themewith asombercharacterfollowed byfour
variations that feature contrasting moadatsltempos as well ashallenging pianistic
passagesThere is a literal restatement of tthemeafterthe last variation.Some
prominent characteristics of thpgece areontrapuntal passagesossrhythms andthe
extensive use of harmonic tritonasd octatonic scalesVith a few notable exceptions
the harmonys notfunctionalin the traditional senseAn outline of thepiecefollows

(Table 4)

Table 4: ZymanYariations on an Original Them®utline

Theme (mm. 26) Largo espressivo e rubato 4/4
A *A" *Coda
Variation1 (mm. 27-94) Allegro molto agitatan 12/8
Variation2 (mm. 95141) Tranquillo. Rubato e molto espressivo2/2
Variation 3 (mm. 14277) Allegro moltoin 6/8
Variation 4 (mm. 27804) Adagio con espressiotie 4/4
Theme restated (mm. 3¢E30) Largo espressivo e rubato 4/4
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Theme

The themas in AA” form with a coda.The extensive chromaticism, slow tempo,
and low register of the openirgntribute to its darkserious mod. The first four notes
of the melody provide the motive whosentour(a descending half step followed by
descending skip armhascending stepyill be the focus of development throughout the
piece. In the first four bars, harmonic tritones support this opening thematic idea

(Example38).

MusicalExample38: Zyman,Variations on an Original Themenm. X4

main motive

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

While the main melody is not confined to an octatonic scaileglitdes segments of four
notes that belog tothis scale These segments hint at the more extensive use of
octatonic scales later in the theme and in the variations

Rhythmically, Zyman starts with longer note valuesthe accompanimentAs

the theme unfolds, the note values become shorter and shorsiteg a sense of
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continually increasinghythmic momentum After theopeninghalf-note chords, he
moves to quartenote triplets in m. 4, to eighthote triplets in m. 5, to sixteenth notes in
m. 7, and finally to sixteenthote triplets in m. 8 To furtherheighten the rhythmic
tension Zymanintroduces 43 cross rigthms in m. 7

In addition to this buildup of rhythmic activity, Zyman quickly expands the range
to a high point in m. 7.Here he develops some tieideas presented in the first bars.
There isa transformation of the opening motitheatbegins a rapid descent in register
The middle layer of the texture includes harmonic tritones, whitee left hand, a full

octatonic scale is presentéekample39).

MusicalExample39: Zyman Variations on an Original Themen. 7

Opening motive, transformed

! ! 1

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

As the main line descends, it is primarily chromatic, though there arstadsisegments
which fit an octatonic scaleThe momentunof the descending figure in the right haad

stopped in m. Wvith theritardandoand thepunctuationin the low registeof three
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accented notes marké&d Herethere is a cadencearked bya quarterrest bringingthe

openingsectionof the themeo aclose(Example40).

MusicalExample40: Zyman,Variations on an Original Themenm. 89

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

After thequarter resin m. 9 the firsttemporeturns with a sudden change tgpa
dynamic level and a sudden move to a higher regiSteeright hand ascends and
includes motivic material from before, while the left hand plays descending harmonic
tritones. These bars set up the modified statement ¢hthe opening sectiofExample

41).

MusicalExample4l: Zyman,Variations on an Originalhememm. 1011

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian



78

The second part dhe theme (A")s afreerecapitulaion of the first part.Now
theouter parts aren octavelacedin theextreme high and low registers between
liesa more distinct third layewhich includes harmonic tritones throughotihe main
melodic and rhythmic motives from mm-9lserveasa foundation for the material this

part(Example 2).

MusicalExample £2: Zyman,Variations on an Original Themenm. 1214

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

At m. 18,there is aotherrapidy descending scalar passageichlike the one in m. 8.
This time it is longer anthcorporatesa more extensivectatonic segment that includes
the complete scaleAfter the punctuating threeote figurethat marls the cadencehe

left hand plag a recitativelike passage markdiberamente(Example 8).
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MusicalExample 8: Zyman,Variations on an Original Themenm. 1920

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

This recitativelike passage serves a linkto thecoda(mm. 2126). The noteD
is reinforced several timesd functionsasthe dominantpreparing the arrivadf G as
tonicat m. 21. This measure marks the first time a clear tonal center emeZgesan
presents thepeningmotive in the lefhand, nowtransformed into a diatonic context.
While he omits the third degree of the scale, making it unclear whether the mode is major
or minor,thetonal centeon Gis clearly heardhrough the use of open fifttwlilt on the
tonic note The rhythmicactivity slows down tenainly half notes and whole notes
giving a calmer feel to this concluding part of thermé&ethemecloses with glagal

cadencen mm. 2425 (Example 4).
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MusicalExample 4. Zyman,Variations on an Original Themenm. 2126

opening motivefransformed
to a diatonic context

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Variation |
Like the other variations, Variation | does wtaselyfollow the exact form of the
theme. Rather, it draws upon distinct elements of the theme and makes them the focus of

development.An outline of the structure of Variation | follow$able 5)
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Table5: Zyman,Variations on an Original Them&ariation |

Chromatic lins and
further development
of aandb

Development
of aandb

Melodic material Opening motivic

derived f Harmonic ' d Chromatic lines
ntemr/ef ronr]l'n tritones in r'l ?riar:]' openingmotivic idea

contour ot opening counterpoint armonic and harmonic tritones
motivic idea tritones

_ Thicker texture |
2-part counterpoin{ 3-layertexture | and hemiola | Primarily 2part texture

rhythms

mm. 2%34 mm. 3542 mm. 4361 mm. 61-94

Markedallegro molto agitatandin 12/8 meter\Variation lopens witha single
line in the low register. Thmelodybeginswith a similarcontourto thatof the opening
motive of the themebut departs quickly from the original melodt includes a hemiola

rhythm thatis an important elemeint thisvariation (Example 3).
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MusicalExample %: Zyman,Variations on an Original Themenm. 2729

opening motivetransformed
I 1

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

The openingartof this variation(a), mm. 2734, features counterpoint in two
voices with primarily stepwisenotionwithin the octatonic scaleTheaccelerando
marking in mm. 334, alongwith adramatic ascenses up the syncopatedecondoart
(b), markedpiu mosso Rhythmic drive anenergy prevail in this section, which
characterized by thicker texturan three layers The outer parts platyitonesin contrary
motion,alternatingwith a figurethat includes a triton the middle register Hemiola

rhythms are prominent throughabis section(Exampe 46).

MusicalExample 4. Zyman,Variations on an Original Themenm. 3638

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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In m. 42, the repeatechythmic patternof the previous seven bassbroken by the
last three cbrds that ascend chromaticaitythe right hanénd descenth the left hand
The contrary motiom the outewnoicesleads to alimax in m. 43 with aforzandcchord
on the downbeat of the banarking thebeginning ofanewpart

The next part (mm. 481) features a development of material fromalandb
parts. After a suddercontractionfrom an extremely wide rangm the keyboartb a
narrowfocus at itscenter the musiccontinues ima thinnertwo-voicetexture The first
four measuredevelopthe motives in thepeningpart(a). In the second halves of the
bars starting in m. 4hemiola rhythmseturnwith a new motivewhile the left hand
accompanies with accentsdts ofdescending tritonesThe hemiola rhythm is derived
from the second part of this variatidn).( The tritones move within an octatonic sgale

clearly projecting the sound of this sciexample Z).

MusicalExample Z: Zyman,Variations on an Original Themenm. 4850

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

At m. 51, octaves in the low register punctuate the downbeats and é¢kpaadge The

hemiolamotive is repeated for several bars and restateld teae at a higher pitch level,
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leading to a climax m. 55 before there iagaina suddershift to a narrower rangelhe
thin contrapuntal textuneeturns this timein aslightly higher register
In m. 61, Zyman introduces a new melodic itleat highlightsthe chromatic

scale(Example 8).

MusicalExample48: Zyman,Variations on arOriginal Thememm.61-64

© Copyright2010by Merion Music, Inc
Theodore Press&€ompany, Sole Representative
Used with permissian

In mm. 6177, stepwise motiomn the melody and contrary motion betwékeea
handsprevail with accompanyingritones Occasionally, motives from the previous
partsbriefly return. At m 75 the climaxof this variation arrivesvith sforzandooctaves.

In m. 77 descendindines confined to anctatonicscalemove towards the low register.
Frommm. 81-86, the left hand plays accented notes on the beat while the right hand
plays theopeningthematic idea of this variatiorEven though the melodic idea is
syncopated, the figure in the left hand clearly projects the 12/8 meter consistently for the

first time in this variatior{Example 9).



85

MusicalExample 9: Zyman,Variations on arOriginal Thememm. 8386

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In m. 87, the rhythm slows down tiotted haknotes and dotted wholeotes This
relaxationof the rhythmic paceecallsthe calmer rhythmicharacteof thelast bars of
the theme (mm. 226). The variation concludes with a low octave onibjch is

sustained into the beginning dariation I1.

Variation Il

Variation Il is ina slow2/2 meter Markedtranquillo, rubato e molto espressivo
its noble charactegrovides eclearcontrastto boththe Theme and Variation The
rhythm in this variation is slow and steady, wiibne ofthe faster syncopations of the
previous variation.Like the rhythm, the harmomgnd sense of tonal cenisrmore stable
in this variation, opening in B flat and maog to E flat at the endThe form is clear,
with three weldefined phrases. After each cadenfygman uses series oarpeggiated,
harmonicallyambiguous chords itéhigh registerto create amtmospheri@ffect In its

texture and overall stability, this variatismderived fromWKH WKHPH{V FRGD
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In the openingneasureshere is asteadyB-flat pedal poinin the highest voice
The melody and harmony in the first phrasmainexclusively within a Bflat major
scale, and the phrase concludes with-ecedence After this cadence, the higiegister
chords enterThey are derivedhainly from wholetone scaleand destabze the
harmony These chords createdeeamy floating sensdetween thenajestic,stable,

choralelike phrasegExample50).

MusicalExample50: Zyman,Variations on an Original Themenm. 100105

© Copyright2010by Merion Music, Inc
TheodorePresser Company, Sole Representative
Used with permissian

The second phrase presethissame melody as the first, though the octaves in the bass
line enter earlier. There is op&trameasire of chords after the cadencEhroughout
these first two plases, the dynamics remaiiang, contributing to the calm mood.

In contrast to these opening phrashs,third phrase beginsudly, markedff
sonoro e subitowith both hands playing the safmm@monicintervals an octave aparn
an accented, percussive mann€he melody and harmony are more chromatnd the
tonal center becomes less cleAt.m. 121, a lowB octavethickens the textureAn open

fifth on B flat returns in m. 124, though after the unstablerds that presded if B flat
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nolonger sounds likéhe tonic In the next two bars, its new function as dominant
becomes clearAs the phrase continuespedal point on Eat from m. 126until the end
of the variatiorestablisheshis noteasthe new tonal centerThefortissimodynamic
levelremairs until thedecrescendthat leads to theelodiccadence in m. 132There is

a hint ofa Phrygian inflection with the Hats in mm. 127128and 131(Example 3).

MusicalExample51: Zyman,Variations on an Originalheme mm. 126129

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Following this phrase hetritone-basedchordsare heardor thelast time, beforg¢he

variation concludes quietly with repeates E-flat octavesin mm. 140141

Variation Il

Setin a fast 6/8 meteNariation 1l has an agitatecharacteandis similar in
styleand content to Variation | Some of the material, sueshemiolaandharmonic
tritones is derived from the material of Variationthough there are some new rhythmic

motives that define this variatiolhe syncopationf the opening motive of Variation
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[, although accentedoes notdisturo WKH OLVWHQ éf th§ pul§eZdDeteis @ HV V
sense of continual development of the main idieasughout

This variationstars with asingle-line melody similar to thebegiming of
Variation. The FRQWRXU RI WKH WK Hérv§ & Réfeb@datipdttisR WL Y H
melody New thythmic motives involving sixteenth notester in the third barAs in
Variation |, the second voice enters in a contrapuntal manner a few bars after.the first

This second voice involves scalar passages belonging to an octatoniEgeaaiple 2).

MusicalExample52: Zyman,Variations on an Original Themenm.142145

1
(N

opening motive,
transformed

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

In mm. 148149,there ardigures with harmonic tritonesiemiola rhythmsand

contrary motion that are similar in character to figures from Variat{@&xample 3).
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Example53: Zyman,Variations on an Original Themenm. 148149

© Copyright2010by Merion Music,Inc.
Theodore Presser Company, Sole Representative
Used with permissian

Zymanoccasionally interjects these motsvmtothe material d Example52. From the
opening to m. 175here is a constamise and fall in registerin these barshere are also
crescendo$ollowed by asubitop. At m. 176, a climax is reached, witlstaves in
counterpoinandin syncopated rhythemoving from the outer reaches of the keyboard

in contrary motion(Example 3).

MusicalExampleb4: Zyman,Variationson an Original Themanm.176-179

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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The rhythmic motive in the first two bars in the upper part becomes a focus of
developmenin the next 20neasures Then there is a long buildup to another climax. In
this passageZyman incorporates motives involving sixteenth notes, along with
syncopated figures derivetbin mm. 176179. The texturdas mainly in two parts,
though itbuilds to thredayers as the range expands grealgomm. 202 to m. 210,
harmonic tritones form the middle layer, as they do in Variation |, while the upper part

plays syncopated rhythms in octayEgxample 5).

MusicalExample 5: Zyman,Variations on an Original ieme mm. 201210

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Thesforzandachordthat marks the climax in m. 210fidlowed by a new
element a serie®f repeated percussiwtaccatahords After four bars ofthese chords,

Zymanpresents a varied repetition of the buildup in mm.-29@ again consisting of the
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various rhythmic motives heard earlier in the variatiéfter another climatic point, the
repeated percussive chords ratithough novthis ideastars one half step lower than
m. 210 ands expanded to eleven bars

After this secondtatement of percussive chordyman combinemotives from
the first part of this variation. After a restin m. 250 th&rruptsthe momentum, the
material from mm. 142460 is repeated almost literallyars of rest in mm. 253 and 256

break upthis material andreatea sense of fragmentatiggxample %).

MusicalExample B: Zyman,Variations on an Original Themenm. 250260

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

Following this fragmentatigrthe main line comes test on a sustained DAfter several

bars of rhythmically staggered motivestheleft hand that echo theense of
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fragmentation in mm. 25057, he variation closes quietlyith repeatedctave’' fV R Q

the downbeats of the last three bars

Variation IV

Markedadagio con espression€ariation 1V continues the pattern of alternating
slower and faster variationghis variationhas a clearly defined forwf ABA. With
only a few exceptions, there ateenthnotestripletsrunning continuouslyn some
layer of the textureEven though the tempo is slowjglhythmic patterprovides a
sense of flow and forward motioff.he pattern i®ne of the defining characteristics of
this variation and iglerived from theapid descending scalar passages and recitative in
the theme. These triplets are sometimes played against straigieenth notes, creating
a floating, ambiguous rhythmic feel in some plaedsich contributes tas
impressionistic character.

In the A section of this variatiorhé¢ melodystartsin the left hand Out of all the
variations herethe melodymost closelyesembleshe melody and rhythm of the theme

as it uses the motives from mm. 1, 3, and 4 of the tl{{Example 5).
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MusicalExample ¥: Zyman,Variations on an Original Themenm. 278280

© Copyright2010by Merion Music, Inc
TheodorePresser Company, Sole Representative
Used with permissian

Three bars latethe melody shifts to the right hand and presents in octaves a variation of
the introductory thematic idea at a different pitch level (mm:-283). It concludeswith

the quartemote triplet figure from m. 4 of the theme, though now it sounds likerie

of a phrase Theritardando, along with the pattern in the accompanimergate a sense

of a cadence on E maj@Example B).
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MusicalExample 8: Zyman,Variations on an Original Themen. 283

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian

The B section begins m. 284andis defined by the use of three layers, expanded
range, andour-versussix cross rhythmsThe lowest layer consists primarily of
sustained notes the low register The middle layeprovides the patterns that create the
cross rhythms with the tdme andfocuses orarmonic tritons, which have been
importantelements throughout the piec&hetop layertakesthe melodywhich covers a

wide rangg Example 59).
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MusicalExample B: Zyman,Variations on an Original Themenm. 284285

© Copyright2010by Merion Music, Inc
Theodore Presser Company, SRkpresentative
Used with permissian

Several bars later, the melody reestihe highest note of the keyboamslotives
from the A section of this variation combine witansformednotivesof the themeand
octatonic segments to make up the material in the B sedtidhis sectionthe texture
range,and rhythmic intensity build to a climax in m. 29&.feature of the B section is
the use of octave figures with repeated notes, which have an insjsédity thatprojects

a more powerfutharactethandoes the materiah the A sectior{Example60).
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MusicalExample 60 Zyman,Variations on an Original Themen.292

© Copyright2010by Merion Music, Inc
Theodore Presser Company, SRkpresentative
Used with permissian

A declamatory version dhe motive in m. 3 of the them® presented in octaves
in m. 294 followed by the quartenote triplet figure from m. 4This triplet figure marks
the end of the B sectipjustasit marked the end of the A sectioifthe cadence on E flat
and the Phrygian inflection (spelled E instead of F flat) recall the last phrase of Variation

MusicalExample61: Zyman,Variations on an Original Themenm. 294295

© Copyright2010by Merion Music, Inc
Theodore Presser Company, Sole Representative
Used with permissian
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The A section returns in m. 29vithout modification except for a repetition of
the final bar one octav@gherwith a change of one not& hemarkng meno mossa
ritardando, and a fermathring this variatio to a close.The slowing of the rhythmic
pace and the soft dynamic set up a return of the theme.

I[LNH % Odtdb&ry VariationsD Q G 5] H ZheNPedpk United Will Never
Be Defeated!the piece ends withlderal restatemenof the theme.lt serves as a frame
for the structure of the work. his repetition recapitulasehe elements that became the

basis for the variations and provides for a conclughanis calm and resolved
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CHAPTER VI
SUMMARY AND CONCLUSIONS
With the vast diversity of styles in the modern musical world, forging a
convincing musical language is a challenge for contemporary composers. Samuel Zyman
has developed a style that represents a musical voice that draws upon a geds ran
traditions of western music. Into his own style he has assimilated a diverse set of
elements, ranging from the musical styles of acknowledg@et@0tury masters like
Bartok and Prokofiev, to the stylistic trendslofpressionism and jazz. His usiethese
elements is not merely a replication of the work of other composers or of academic and
historicalpractices but rather is an integration of these sounds into a new voice that
reflects contemporary musical culture. The ability to create suolta keveals a
composer who understands both the contemporary musical world and the traditions from
which it developed.
=\PDQYV PXVLFDO H[SHULHQFHV LQ KLV IRUPDWLYH \I
foundationin standard classical piano repertoire and technidgehe advanced in his
classical studiegerforming musisuch aDebussf B HIO HW V Gfan@lisrizeg( D X
him with impressionistic stylesHis acquaintanceith DQ G VW X G\ graho5uyidd O TV
furtherbroughtthe sounds ofmpressionisninto his musical consciousnesBy this
time, Zyman also had extensive experience performing jdizstrong interest ithis
musicled him to merge these tve@emingly disparat@fluences into his compositional
voice. This interest, along with higdity to improvise, may have helped him to blend

these influences in a convincing mann®rhile the influence of jazz is clearly evident in
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therhythmic style andmprovisatorycharacteof =\ P D @i&ic his ability to weave
this element into theusical fabric of a classical idiom in which every note and rhythm is
written outis noteworthy
With his move to New York City and studies at Juilliardy P D @fisical
horizons expandetthrough intense study of 2@entury repertoirandexposure to a
wide range of musical styléisat he gained through frequent attendance at coraaits
interaction with worleclassmusicians His academic studies and direct contact with
importantliving Americancomposers broaded his perspective on cagmporary
compositional trends. Thes&perienceted him toincorporate specifielementssuch
asWKRVH IRXQG LQ %DUWy N, Rsan@ositonsRisladtviioy PXVLF
piano works,Two Motions in One MovemeaihdVariations on an Originalhemedraw
upon thesenoderninfluences in addition ttmpressionism and jazand reflect a
cosmopolitan styleln her book.a Composicién en México en el Siglo,¥¥landa
Moreno Rivas quotes Zyman regarding his approach to compositional style:
| do nd want to declare myself against a particular style or tendency. Modern
composers have the right to be as academic as they want. In my case, | want the
music to provoke emotions, evoke images, and stay in the mérory.
Working inan important center itheinternational music scene, he is well awaf¢éhe
stylistic trendsthatare considered within the mainstreafi21*-century classical music

and how a contemporacpmposemust discoven unique voicavithin thatcontext®*

% YolandaMoreno Rivasl.a composicién en México en el siglo ¥exico City: Consejo Nacional
Para la Cultura y las Arte$994), p. 134.

% Siegel, 3536.
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The two piano works anatgd in thisdocumeninclude the general features of
=\PDQYV FRPSRVLWLR QnarQonicthitbesl, octsfadiEl scaMs] eRergetic
sections with rhythmic drive that are contrasted with lyrical passages of impressionistic
qualities, incorporationf jazz voicingsand rhythmsand thin textures that alternate with
the use of a wideangeof the keyboard imulti-layered texturesHis musicis clearly
recognizabldy the combination of these element$heseelements lend his piano pieces
a contemprary sound, but one that is accessible and appreciated biriotd
musicians and general audiences.

As a representative of his native Mexico, Samuel Zyman has gained widespread
recognition as one of the leading”2dentury composers of his countrilowever, his
influence as a composer and teacher extends to the international level. With his
prestigious teaching position, the commissions he has received from notablelassld
artists and ensembles, and his published work by Theodore Presserghekds
recognition as a musician on the international st&je.music has gained the interest of
professional musicians, scholars, and general audiences alike, and the performances of
his works at notable concert venues reflect his significance asemoomposer of our
time.

The piano work®f Samuel ZymanTwo Motions in One Movemesuhd
Variations on an Original Themarea noteworthy contribution to contemporary piano
repertoire. The fusion of diverse modern compositional techniques into a distinct
personal style and accessible contemporary idiom has attracted professional pianists to

include these pieces in their repertoifidhey involvechallenging pianistic passagist
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areappropriate for the concert stagieough theoveralltechnical demands of the works
are withinthereach ofaspiring professional pianist3.hrough this study, | hope to bring
them to the attention of more pianists, particularly those interested incegxgaheir

modern reperty.
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Nayeli Lopez<Inayeli@email.arizona.edu> Mon, Apr 22, 2013 at 12:59 A
To: copyright <copyright@carlfischer.com>

Dear Christina,

As | have been completing revisions on my dissertation, | noticed that the measure numbers 1
example from Zyman's Two Motions in One Movement are off by one nunibad already sent the
signed agreement and the fee, though | was wonderthigismall change could be made to Schedu
A.

The excerpt in question is the followingxample 35 mm. 16102 (originally | had asked
permission to use 16203)

Could you please let me know if this change can be made to the permissiomsesgPdeneed to
turn in the final dissertation document by this Friday, so if you could get back to me as soon as
possible | would appreciate it very much.

Thank you,

Nayeli

copyright <copyright@carlfischer.com> Mon, Apr 22, 2013 at 8:47 A
To: Nayeli Lopez <Inayeli@email.arizona.edu>

You can use this e-mail as confirmation for this change to be made.

Thanks,
Christina Rosado
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