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ABSTRACT 

 

 The purpose of this document is to assist in both the performer’s preparation and 

performance of Áskell Másson’s Marimba Concerto for orchestra through an 

understanding of the thematic material, which the work is founded. This author believes 

that an understanding of the formal structure and thematic development of the concerto is 

essential to realizing a musical performance. Background information on Áskell Másson, 

including a brief biography and discussion of compositional style and output, are 

provided to further enhance the understanding and performance of the concerto. Also 

included is a compilation of interviews with the composer, offering insight into Másson’s 

past, current and future accounts, which is meaningful to the composition and 

performance of the work itself. Performance suggestions are provided by the author as a 

medium of interpretation and are related to the thematic structure of the work. As part of 

this document and for purposes of the accompanying recital, the author has generated a 

piano reduction of the orchestral score with collaboration from the composer. The piano 

reduction will also enhance the possibilities of future performances, making it 

increasingly accessible. The piano reduction of the Marimba Concerto will be published 

through Editions Bim, also the publisher for the concerto. It is the author’s belief that this 

document will provide a basis of study for future performers of Áskell Másson’s 

Marimba Concerto. 
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CHAPTER 1  

INTRODUCTION 

 

Although Áskell Másson has received international acclaim and recognition for 

his works for percussion, many having been performed internationally by some of the 

world’s most renowned artists, his works for marimba remain relatively unknown and 

underperformed. Originally composed in 1987 for a four-and-one-third octave range 

marimba, the composer revised the Marimba Concerto in 2007 to utilize the five-octave 

marimba. By this time, the five-octave marimba had become the accepted standard of 

composers and performers alike for the modern marimba concerti. The work was revised 

not only to make use of the improvements in marimba technology thereby enhancing the 

compositional possibilities for the concerto, but also as an opportunity to re-introduce the 

work to the international music community. This document will focus on the second 

edition of Áskell Másson’s Marimba Concerto, with the accompanying performance 

representing the world premier of the second edition and orchestral piano reduction.  
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CHAPTER 2 

ÁSKELL MÁSSON BIOGRAPHY 

 

Áskell Másson, one of Iceland’s leading composers, is a substantial contributor to 

the modern percussion repertoire. World-renowned soloists including Dame Evelyn 

Glennie, Gert Mortenson, Markus Leoson, the Swedish percussion group, Kroumata, and 

PercaDu, an Israeli percussion duo, regularly program his works for percussion as part of 

their international concert tours. Másson’s compositions have received international 

acclaim and recognition; featured at international festivals including the Percussive Arts 

Society International Convention (PASIC), Gulbenkian Festival, International Society of 

Contemporary Music (ISCM) World Music Days, Hong Kong Arts Festival, Sydney 

Spring Festival and Nordic Music Days presented by the Nordic Composers Council 

(NCC).  

 

As a composer, Másson has worked in Copenhagen, Stockholm, London and 

Paris, collaborating with such artists as Roger Woodward, Evelyn Glennie, Benny 

Sluchin, Gert Mortensen and Christian Lindberg.1 His works have been performed by 

orchestras including the New York Philharmonic, Cleveland Orchestra, Wienna Radio 

Orchestra, BBC Scottish Symphony and Oslo Philharmonic under such notable 

conductors as Leonard Slatkin, Esa-Pekka Salonen, Leif Segerstam and Jerzy 

                                                
1 Áskell Másson Homepage, Áskell Másson, http://www.askellmasson.com/biography.php 
(accessed on  February 26, 2009). 
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Maksymiuk. Másson’s compilation of compositions spans numerous genres including 

symphonies, solo concerti, works for choir and various chamber ensembles, big band and 

solo instrumental pieces. He is a prolific composer of theatre and film scores as well as 

television documentaries and radio broadcasts. Amongst Másson’s most often performed 

works are his grand opera The Ice Palace (2001); the symphony Sinfonia Trilogia (1992); 

concerti for violin (2000), clarinet (1980), viola (1983), snare drum (1982), piano (1985), 

trombone (2000), percussion (2000) and tuba (2008); orchestral works Rún (1994), För 

(2003), Okto November (1994) and Hvörf (1992); and solo instrumental works including 

Sonata for organ (1986), Blick for clarinet (1979), Hrím for cello (1987), Teikn for violin 

(1982), Cadenza for trombone (1987), Prím (1984) and Kím (2001), both for snare drum.2 

A complete catalogue of compositions by Áskell Másson can be found in Appendix B. 

Appendix C represents a compiled list of works for percussion only, while Appendix D 

contains a discography.  

 

Áskell Másson has been recognized for his compositions through numerous 

awards. Among these include the Iceland Music Prize for his Violin Concerto, which was 

named “Work of the Year 2006” in the category of “Classical and Contemporary Music” 

by the Iceland Composers League. In 2008, Ora, a concerto for six percussionists and 

orchestra, was named "Work of the year 2008" in the same category at the prize winning 

ceremony of the Iceland Music Prize. Ora was a joint commission from the Kroumata 

                                                
2 Áskell Másson Homepage, Áskell Másson, http://www.askellmasson.com/biography.php 
(accessed on   December 2, 2009). 
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ensemble, the Lahti Symphony Orchestra in Finland and its conductor, Osmo Vänskä and 

was presented at the 2009 International Society of Contemporary Music (ISCM) festival 

in Göthenburg.3 Másson comments: 

When Osmo [Osmo Vänskä] and I discussed a new piece for orchestra, the name 
Kroumata popped up and sometime later they all contacted me with the idea of a 
concerto for six percussionists and orchestra.4 
 

Kroumata, one of the world’s premier percussion ensembles, has given over 220 

world premieres around the world including appearances with the Los Angeles 

Philharmonic, Berlin Philharmonic, Lithuanian National Symphony Orchestra, Bergen 

Philharmonic Orchestra, Iceland Symphony Orchestra and the Swedish Radio Symphony 

Orchestra.5 Kroumata’s list of recordings consists of twenty CDs (including Sweden’s 

first digitally recorded CD in 1983), many of them in collaboration with other artists or 

ensembles.6 Másson explains his relationship with Kroumata by stating: 

I’m constantly meeting fantastic players through my works, which is for me a joy 
and a privilege. I got to know some of the founding members of the Kroumata 
ensemble in Sweden in the seventies, long before they formed their elite 
ensemble. But the dreams were all there already, and it has been a joy to follow 
their fantastic career since.7 
 

                                                
3 Áskell Másson, interview by author, 16 October 2009, electronic mail. 

4 Ibid. 
5 Kroumata Homepage, Kroumata-Ensemblen, http://www. eng-kroumata.sk-2.se/ (accessed on 
December 2,  2009). 
6 Ibid. 

7 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Áskell Másson was born in 1953 and began his musical studies on the clarinet in 

1961. He subsequently studied percussion at the Reykjavik College of Music in Iceland 

and privately in London with James Blades. Másson elaborates on his attraction to 

percussion: 

I started to write music for percussion seriously just before 1970. At that time, I 
found very little interest in the field of western percussion music. I sensed, 
though, a certain restlessness in the air at this time as this was an era of 
experimenting and trying out new things. Having listened a lot to western 
orchestral music, ethnic music and modern jazz music and having played with 
various groups and ensembles, constantly looking for new sounds and timbral 
combinations, I was sure that one could make some interesting new music for 
percussion that had a unique sound to it, yet being a very natural continuation of 
things that were of the day. It was this more than anything else that made me want 
to compose music for percussion, i.e. to create some music that I felt was missing 
and that I had not heard before. The reason why I changed from the clarinet to 
percussion was also linked with this, as I realized just how vast and exciting a 
sound world the percussion instruments stood for.8 
 

Through his study with James Blades, Másson became in contact with emerging 

percussionists and pupils of Blades, Evelyn Glennie and Roger Carlsson, as well as Bent 

Lylloff, an admired teacher and mentor in Denmark and Scandinavia, and Gert 

Mortensen. These relationships have led to various collaborations. Áskell Másson’s Prím 

(1984) and Kím (2001) were written for and dedicated to Gert Mortensen. Másson 

recently completed a new snare drum piece for Gert Mortensen entitled b2b (back to 

basics). Roger Carlsson premiered both the Konzertstück for snare drum and orchestra 

(1982) and Marimba Concerto with orchestra (1987), composed specifically for him. 

Evelyn Glennie, in particular, has since performed the Konzertstück for snare drum and 

                                                
8 Ibid. 
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orchestra frequently with orchestras worldwide including, among others, Royal 

Philharmonic Orchestra, BBC Symphony Orchestra, Cleveland Orchestra, National 

Symphony Orchestra (Washington D.C.), Cincinnati Orchestra and Los Angeles 

Philharmonic.9 Glennie is scheduled to perform the Konzertstück in the 2010 -2011 

concert season with the Rhode Island Philharmonic, the Hungarian Symphony Orchestra 

and the Portland Symphony Orchestra in Maine. Másson states: 

I got to know some very fine young percussionists both through Bent Lylloff, who 
was a great teacher and mentor in Denmark and Scandinavia, as well as James 
Blades who had a similar role in England and Europe. I had admired Bent for 
some time before I finally met him in Copenhagen. Bent had an excellent 
percussion group, which included amongst others, Gert Mortensen. He introduced 
us and we all became good friends. I became a pupil of James Blades, and soon I 
learned that amongst his many students were both Roger Carlsson and Evelyn 
Glennie.  
 
It was Jimmy Blades who introduced my early pieces to Evelyn and after this, our 
collaboration emerged. It was Gert Mortensen who encouraged me to compose 
Prím (1984). I wrote it during a stay in Copenhagen where I also worked on the 
preparation of my opera The Ice Palace (2001). He premiered it in the Berwald 
Hall in Stockholm, Sweden, but the concert was directly broadcast in Sweden, 
Norway and Denmark, and so I listened to it in Copenhagen.10 

 

                                                
9 Evelyn Glennie Homepage, Dame Evelyn Glennie, 
http://www.evelyn.co.uk/Evelyn_old/live/archive.htm  (accessed on November 30, 2009). 
10 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Áskell Másson further comments on his most recent works for percussion and 

commissions by stating: 

A few years ago, Gert Mortensen introduced me to the dynamic Israeli PercaDu 
and commissioned a piece for them. This resulted in my duo, Tromma (2002) for 
two marimbas and drums. Last January, Colin Curry and Pedro Carneiro 
performed the Icelandic premiere of my double concerto [for percussion], 
Crossings (2008), with the Iceland Symphony, Rumon Gamba conducting, a truly 
excellent performance. I am now off to the 2009 Brno International Marimba 
competition where a new piece of mine, Cosmic Tree (2009) for marimba and 
three percussionists, is obligatory for the last round. I love working with young 
people. I have also just completed a new snare drum solo for Gert Mortensen, 
entitled b2b (back to basics).11 

 

 Áskell Másson has served in many capacities throughout his career. From 1973-

1975, Másson worked as a composer and percussionist with the National Theatre Ballet 

in Iceland and in 1978-1983, he was a producer at the Music Department of the Iceland 

State Radio, after which he has devoted his time exclusively to composition.12 Másson 

has also served as Secretary General of the Society of Icelandic Composers (1983 - 

1985), President of the Society for Artists' Royalties (1983-1999) and President of the 

Performing Rights Society (1989-1999).  

 

As a composer, Áskell Másson draws on a wide variety of experiences, both 

musical and other, more general influences. Overall, Áskell Másson has been considered 

an impressionist composer who, as an autodidact, openly draws on his practical 

                                                
11 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
12 Áskell Másson Homepage, Áskell Másson, http://www.askellmasson.com/biography.php 
(accessed on  December 2, 2009). 
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experiences as a percussionist and interest in creating unique timbres and textures.13 His 

music can be characterized as ethereal and atmospheric in timbre, introspective and 

distinctively meditative. For Másson, the relationship between percussion and 

composition is illustrated in earlier remarks on his attraction to percussion and the 

creation of unique sounds as a general sense. Másson further comments: 

In my childhood, my biggest musical influence was the music of the great 
classical and, especially, romantic masters. Of these, Beethoven has had a lasting 
influence, and his music is to me forever modern. Regarding Beethoven, his 
harmonic rhythms are unique as well as his way of introducing rhythmic motives, 
which can, on first hearing, be interpreted in more ways than one. But the real 
power of his music to me is that it always seems to be so infinitely linked with 
human life itself.  
 
Later, the great orchestrators, for example Richard Strauss, Mahler, Prokofiev, 
Respighi, Stravinsky, Debussy, Martinu and Janacék are those who specifically 
have been influential to me as well as so many different kinds of music like ethnic 
music from various countries, rock, the playing styles of the harpsichord masters, 
the great jazz drummers and individual works by Takemitsu, Varèse and [Elliot] 
Carter. Outside influences on my compositional styles are many, and infinitely 
linked with general influences in life itself, like other art forms, nature and 
people.14 

  
Later works such as Másson’s Cosmic Tree for marimba solo and three 

percussionists (2009), Maes Howe for tuba and orchestra (2008) and Frón for symphony 

orchestra (2003) in particular, exhibit an influence of his Icelandic heritage. Cosmic Tree 

is a programmatic work referring to the Yggdrasill, cosmic tree of Norse mythology, and 

the Nornes (fortune women) who decide the lives and destiny of mankind.15 The title 

Maes Howe signifies the culmination of Nordic culture while the translation of Frón 
                                                
13 Göran Bergendal, New Music in Iceland (Reykjavík, Iceland: Iceland Music Information 
Centre, 1991),  154-155. 

14 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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means Iceland. All three works convey a programmatic Nordic theme and are rooted and 

based on Icelandic folk songs. In regards to the effect that Icelandic cultural has had on 

his composition, Másson explains: 

Icelandic musical heritage has also influenced me greatly for the last ten, fifteen 
years or so, but not before that. I think I deliberately avoided Icelandic folk songs 
simply because I didn’t see in them, at the time, interesting possibilities. This 
changed while at a similar time, I also got to know people who were categorizing 
old Icelandic scripts which included music, and others which were speculating in 
this music performing traditions.16 

 

                                                
15 Editions BIM Publishing, Editions BIM, 
http://www.editionsbim.com/index.php?main_page=product_info&products_id=1782 (accessed 
on November 28, 2009). 

16 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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CHAPTER 3 

MARIMBA CONCERTO AN OVERVIEW 

 

 Áskell Másson’s Marimba Concerto was composed in 1987 and premiered in 

1992 by Swedish soloist Roger Carlsson and the Göthenburg Symphony at the 

Göthenburg Symphony Hall, Jun’ichi Kirokami conducting. The concerto was 

commissioned by the Nordic Music Council (NOMUS). It was recorded subsequently for 

the album Percussive Impact (see Appendix D for complete discography). Másson 

explains the time between the completion of the work and the premier by stating: 

The work was originally set to be premiered in 1990 under the baton of Leif 
Segerstam, but it was postponed at the last minute and premiered in 1992.17 
 
 
The Marimba Concerto was revised in 2007 by Áskell Másson. The concerto was 

originally written for a four-and-one-third-octave marimba (commonly referred to as a 

“low A marimba”), with a range from A2 to C7 as shown in Figure 1. Másson revised the 

work in order to make use of the enhanced capabilities of the five-octave marimba, which 

features an extension of the lower range from A2 to C2 as illustrated in Figure 2.  

 

 

 

 

                                                
17 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Figure 1: Range of a Four and One -Third Octave Marimba (A2-C7) 

 

Figure 2: Range of a Five - Octave Marimba (C2-C7) 
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Although the five-octave marimba existed at the time of the composition’s conception in 

1987, Másson explains:  

At the time of writing, the low A marimba was the most successfully sounding 
instrument of the day. I wanted to show as many sides of it as possible within the 
scope of a single composition. There were of course already the five-octave 
models, but they were not of the quality for the lowest notes, which was really 
wanted. However, after all the betterments and innovations in which the 
instrument has gone since then, I wanted to re-introduce the work with a version 
of it for the bigger and fuller sounding five-octave instrument.18  
  

Regarding the revision, Másson further describes his reasoning as follows: 

 The fine sound of these lowest notes (five-octave instrument) only came later and I 
wanted my concerto to utilize them as indeed the whole instrument. The low A 
version still captures the essence of the composition and, to me, is still quite valid. 
The five-octave instrument could take some chords in a better layout and long 
scales could be further elongated and enhanced.19 

 

 The marimba soloist is required to utilize both two and four mallets in his concerto. 

As a result of using four mallets, the marimbist must consider a number of sticking 

permutations available, given the specific passage. In some instances, the music clearly 

dictates the sticking; others present the possibility of multiple interpretations, in which 

the performer must choose the appropriate sticking to effectively execute the musical 

phrase. This document will present sticking recommendations based on this author’s 

musical interpretation and the use of the Musser-Stevens Grip, detailed in Leigh Howard 

                                                
18  Áskell Másson, interview by author, 22 February 2009, electronic mail. 

19 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Stevens’ book on marimba technique: Method of Movement.20 Másson also makes use of 

a fifth mallet, although for a brief moment. Due to the nature of Másson’s use of this 

technique, indication of mallet numbering system for the short five-mallet passage is 

unnecessary.  

       

When utilizing four mallets, the following mallet numbering system will be used: 

Left-Hand Outside Mallet: 1 

Left-Hand Inside Mallet: 2 

Right-Hand Inside Mallet: 3 

Right-Hand Outside Mallet: 4 

 

When holding 2 mallets, sticking will be indicated as such: 

L: Left Hand 

R: Right Hand 

  

 Overall, the Marimba Concerto exhibits a wide range of characteristics. Distinctly 

meditative sections vary between expansive, lyrical lines and sudden rhythmical 

outbursts. Másson shows an attraction to expressive, lyrical lines in his writing for the 

marimba and main thematic material. The marimba soloist dominates the concerto with 

lengthy solo narrations requiring considerable virtuosity. Másson often employs extended 

                                                
20 Leigh Howard Stevens, Method of Movement for Marimba (New York: Marimba Productions, 
1979). 
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techniques in his compositions. In his Clarinet Concerto, for instance, microtones and 

multi-phonics are heard in the solo part, while in the Marimba Concerto, Másson makes 

use of one-handed rolls, displaced passages, extreme ranges and striking sound 

characteristics such as the use of wooden marimba mallets. Másson further states: 

I wanted to show as many sides of the instrument [marimba] as I could. 
Percussive passages, long melodic lines, extreme registers, putting the soloist at 
the back in a supporting role, “filling up” soundal [sic] blocks in the various 
instrumental groups, as well as never losing the role of a leader was all a part of 
this. From the outset, when I began to write for percussion instruments, I wanted 
to write lyrically no less than percussively for these wonderful instruments, even 
with non-pitched instruments. So this has been with me for a long time and 
always has been an integral part of my goals in writing for percussion.21 

 

                                                
21 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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The Marimba Concerto is comprised of three movements, played continuously. 

The first movement is the most substantial both in breadth and presentation of the 

thematic material; the movement foreshadows musical context throughout the remainder 

of the work. The second movement is the most lyrical and reflective in nature featuring 

the marimbist in expanded melodic lines, while the third movement features a more 

rhythmic nature.  

 

The concerto is based on two main themes, which serve as the foundation for 

thematic development and subsequent material, and are illustrated in Example 1 and 

Example II. The main themes are conceived within a chordal system, which Másson 

describes as “a modal-derivation, where the inversions of a ‘nucleus five-note chord’ are 

transposed in a variety of ways.”22 This “nucleus chord” is shown in Example 3. Másson 

uses the enharmonic spelling for G-flat, (F-sharp) interchangeably throughout the 

concerto. Furthermore, Theme I conveys octatonic scalier characteristics while Theme II 

exhibits twelve-tone relationships although neither are used in the strictest definition or 

aspect. 

 

 

  

                                                
22 Áskell Másson, interview by author, 2 November 2009, electronic mail 
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Musical Example 1: Theme I, Marimba Concerto 

 

 

Musical Example 2: Theme II, Marimba Concerto 

 

 

Musical Example 3: “Nucleus Chord”, Marimba Concerto  
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One of the more striking characteristics of the work is a recurrent trill. Each of the 

concerto’s three movements begins in a similar manner and with the sounding of this 

figure. However, each movement develops in its own unique way. Although the trill does 

not represent any formal thematic material nor is it developed in the same manner in each 

of the individual movements, its recurrence throughout the concerto serves to unify the 

work as a whole.23 Example 4 illustrates the recurring trill figure found throughout the 

concerto. 

 

Musical Example 4: Trill figure, Marimba Concerto  

 

                                                
23 Roger Carlsson, "Concerto for Marimba and Orchestra." Percussive Impact. Cond. Jun'ichi 
Hirokami.  Comp. Àskell Másson. IMCD 019. 1987 
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CHAPTER 4 

MARIMBA CONCERTO ANALYSIS 

 

Áskell Másson’s Marimba Concerto consists of three movements, played 

continuously, and is organized around two central themes under a chordal system 

comprised of a five note “nucleus chord.” The marimbist is given two cadenzas; the first, 

Cadenza I, occurs at the end of the opening movement, while the second, Cadenza II, 

appears in the final movement. Although the overall tempo of the concerto is moderato, 

the work follows a conventional fast-slow-fast format. Table 1 outlines the formal 

structure of the concerto. The analysis will be further outlined and delineated in the 

following chapters. A suggested performance practice in relation to the thematic material 

and its subsequent development will be offered for the potential performer. 
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Table 1: Formal Structure, Marimba Concerto 

 

MOVEMENT  I 

Section Measures 

Introduction 1-16 (beat 1) 

Section A (Theme I) 16 (beat 2) - 22 

Transition A (Theme I) 23 - 31 

Section B (Theme II) 32 - 61 

Section C (Development 

Theme) 

62 - 78 

Section B (Theme II) 79 - 91 

Transition B 

(Introductory material)  

91 - 96 

Section A (Theme I) 97 - 126 

Section D  
(Theme I, Theme II,  

Development Theme) 

127- 171 

Transition A (Theme I) 172 - 179 

Section A (Theme I)  180 -192 

Transition B 

(Introductory material) 

193 -199 

Closing Material  200 - 287 

Cadenza I 288 - 375 
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Table 1- Continued: 

MOVEMENT II 

Introduction 1 - 23 

Section A (Theme I) 24 - 33 

Section B  34 - 69 

Section C (Theme I / 

Section B) 

70 - 79 

Section A  
(Theme I / 

Developmental Theme) 

80 - 89 (beat 2) 

Transition 89 (beat 3) - 103 

Section B 104 - 119 

Closing Material 

(Introduction) 

120 - 124 

MOVEMENT III 

Introduction 1 - 11 

Section A (Theme II)  12 - 24 

Section A’ 
(Theme II / Development 

Theme) 

25 - 33 

Section A (Theme II) 34 - 43 

Transition (Theme I) 44 - 49 

Cadenza II 50 - 74 

Closing Material 
(Passacaglia – “nucleus 

chord”) 

75 - 116 (end) 
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CHAPTER 5 

 MARIMBA CONCERTO MOVEMENT ONE 

 

 The first movement of the concerto is the most considerable of the three 

movements. This movement is the lengthiest of the concerto taking a performance time of 

approximately nine minutes and thirty seconds, excluding Cadenza I, played attacca 

between the first and second movements. The movement is the most significant in 

relation to the presentation of the two main themes and other important thematic aspects 

to the concerto including a recurring trill figure and the development of Másson’s 

“nucleus chord,” which serves as the basis for the concerto. 

 

The movement begins with the introduction of the trill figure (Example 5), heard 

in the piccolo and flute 2, and the “nucleus chord” (Example 6) played by the marimbist. 

Másson asks the marimbist to utilize wooden mallets to further delineate the pointed 

rhythmic figure and as a distinct tone color for the instrument. The “nucleus chord” is 

heard in two diverse manners within the introduction of the concerto: long sustained 

chords in the brass and in short punctuated rhythms by the woodwinds, harp and 

marimba. The introduction concludes with the “nucleus chord” played by the brass 

section in measure 16 (beat one) as in the opening statement of the marimba shown in 

Example 6. Diagram 1 outlines the overall structure of the introduction. 
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Example 5: mm. 1-3 in movement one of the Marimba Concerto 

 

Musical Example 6: mm. 1-7 in movement one of the Marimba Concerto 

 

Diagram 1: mm. 16 in movement one of the Marimba Concerto 

 

Theme I, illustrated in Example 7, occurs for the initial time in the marimba in 

measure 16, thus marking the beginning of Section A of the first movement of the 

concerto. Attention should be given to the re-articulation of the E-flats in measure 20, 

which prolong the overall descent of the melodic contour, developing tension. Emphasis 
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and movement may well be given toward the natural resolution of this syncopation on 

beat one of measures 18 and 21. Measure 23 through the downbeat of measure 31 serve 

as transitional material between Theme I and Theme II and is divided into two sections as 

shown in Diagram 2. The marimba soloist musically dominates Transition A as 

illustrated in Example 8.  

 

Musical Example 7: mm.16-22 in movement one of the Marimba Concerto 

 

Diagram 2: mm. 23-31 in movement one of the Marimba Concerto 
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Musical Example 8: mm. 23-29 in movement one of the Marimba Concerto 

 

Much of the music contained in Transition A is for marimba only. Use of the 

outside mallets insures a fluid transition to the fifth and sixth note of the sextuplet and 

provides a comfortable body positioning for the soloist. A slight ritardando in both 

measures 24 and 28 as marked in Example 8 is effective in developing a musical 

performance. At a close range, measure 24 commences with a rapid harmonic rhythm 

(changing every eighth note), increasing intervallic size and increasing space between the 

right and left hand voices leading to the entrance of the orchestra in measure 25 as 

indicated in the above example. Measure 28 begins with the upper voice (right hand) 

ascending in a quintuplet rhythm. The descending line entrance on beat two (left hand) 

creates a polyrhythmic relationship of five against two, thus generating a denser texture 

and dramatic rhythmic effect. As in measure 24, the increasing space between the two 

voices is an effective use of the instrument’s range by Másson.  

The downbeat of measure 29, shown in Example 9, can be interpreted as either a 

“blocked” or “broken” chord. Given the musical context preceding the downbeat of 
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measure 29, this author suggests performing the figure as a broken chord or hands 

separately as illustrated in Example 10. This manner of performance further delineates 

the formal structure of the transitional section, marking the end of Section A, and further 

distinguishes itself through textural depth and musical variety from measure 25, thus 

enhancing the expressive qualities of the performance.  

 

Musical Example 9: mm. 29 in movement one of the Marimba Concerto 

 

 

Musical Example 10: m. 29 in movement one of the Marimba Concerto 
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Section B of the transitional section to measure 31 is for solo marimba. The 

musical material originates from Theme I as presented in Example 11. The accents in the 

marimba part shown in Example 11 outline the first three measures of Theme I as 

illustrated in Example 12a and 12b.  

 

Musical Example 11: mm. 29-31 in movement one of the Marimba Concerto 

 

Musical Example 12A: mm. 29-31 in movement one of the Marimba Concerto 
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Musical Example 12B: mm. 29-31 in movement one of the Marimba Concerto 
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The marimbist should seek to ensure the listener’s perception of the relationship 

between Example 11 and Theme I noted in Examples 12A and 12B. Although Transition 

A utilizes thematic material derived from Theme I, it contrasts rhythmically in character 

with the lyrical nature of the previous theme through the use of thirty-second notes and 

the overall eighth note pulse. Másson’s marimba writing within this section displays a 

dense texture and rhythmic approach in contrast to the lyrical, single melodic line utilized 

in Theme I.  

Section B of the first movement of the concerto begins in measure 32 with Theme 

II heard in the marimba as illustrated in Example 13. Theme II is expanded in comparison 

to Theme I, and is divided into four sub-phrases as outlined in Table 2. The overall 

structure of Section B is shown in Diagram 3. 

 

Musical Example 13: mm. 32-46 in movement one of the Marimba Concerto 
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Table 2: Sub-Phrase Structure of Theme II, Marimba Concerto 

Sub-phrase Measures 

I 32 – 33 

II 34 – 36 

III 37 – 40 

IV 41 - 46 

 

 

Diagram 3: mm. 34-69 in movement one of the Marimba Concerto 

Measure 62 marks the beginning of Section C and the introduction of a 

developmental theme. Example 14 illustrates this development theme. The marimba acts 

in an accompaniment role through measure 77, where the marimbist re-states the original 

“nucleus chord,” transposed from its original version as shown in Example 15A and 15B, 

in the closing statement in section C.  
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Musical Example 14: Development Theme in movement one of the Marimba Concerto 

 

 

Musical Example 15A: “Nucleus Chord” in movement one of the Marimba Concerto 

 

 

Musical Example 15B: “Nucleus Chord” inversion in movement one of the Marimba 

Concerto 
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The realization of Example 15B by the marimbist is shown in Example 16. The five-note 

sequence is marked by brackets and is repeated three consecutive times. The “nucleus 

chord” is further recognized through the use of the suggested sticking permutation. 

Rhythmically, a ritardando effect is achieved through movement from the two sets of 

sextuplets (the twelve-note grouping) to the quintuplet, and ultimately, to the ascending 

chromatic sixteenth-note line and measure 78. Measure 78 marks the end of section C 

and a return to music from section B and Theme II. 

 

Musical Example 16: m. 77-78 in movement one of the Marimba Concerto 

 

Másson returns to thematic material taken from Theme II in measure 78. Theme II 

is heard in the string section (violin II, viola and cello) in measures 79 through 82 

followed by a marimba statement of the theme shown in Example 17. Example 18A is an 

extraction of Theme II heard in the treble clef melody of the marimba in measures 83 

through 86 (Example 17). Example 18B illustrates the correlation between the melodic 

line (accented quarter notes) of the marimba in measures 87 through 90 (Example 17) and 

sub-phrase 4 of Theme II. 
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Musical Example 17: mm. 83-91 in movement one of the Marimba Concerto 

 

Musical Example 18A: Theme II, sub-phrase four in movement one of the Marimba 

Concerto 

 

Musical Example 18B: Theme II, sub-phrase four in movement one of the Marimba 

Concerto 
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The suggested sticking permutation in measure 84 is consistent through measure 

86 as is measure 87 through to the second beat of measure 90, where the pattern is altered 

slightly in anticipation of measure 91. Measure 91 marks the beginning of Transition B. 

The structure of measures 79 through 91 can be defined in three main fashions: the 

melodic material used as discussed and illustrated in Examples 18 through 19B, the 

entrance of the marimba in measure 83, and the sudden change in rhythm of the 

descending counter line played in the marimba from quintuplets in measures 87 through 

90. Diagram 4 illustrates the development of measures 79 through 91.  

 

 

Diagram 4: mm. 79-91 in movement one of the Marimba Concerto 

 

Transition B (measures 91-96) recalls the introductory material with a re-

statement of both the “nucleus chord” and the trill figure and is dominated by the 

marimba soloist as illustrated in Example 19. Másson requires the marimbist to utilize a 

one-handed roll to maintain the trill figure while stating the “nucleus chord” with the left 

hand in measure 95. In measure 96, the marimbist is required to execute simultaneous 

one-handed rolls. The “nucleus chord” is also re-stated by the orchestra as shown in 
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measure 96 of Example 19. The statement here by the orchestra correlates with the 

marimbist statement of the “nucleus chord” in the introduction of the concerto. 

 

Musical Example 19: mm. 94-96 in movement one of the Marimba Concerto 

 

Measure 97 marks a return to Section A and Theme I as first stated by bassoon 1 

and clarinet 2. Theme I is divided between both instruments as shown in Example 20. 

The final statement of Theme I is played by the marimbist in a short interlude as shown 

in Example 21. Theme I lies in the soprano voice and mallet number 4. The statement of 

Theme I by the marimbist effectively ends the return of Section A of the first movement.  

 

 

Musical Example 20: mm. 97-103 in movement one of the Marimba Concerto 
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Musical Example 21: mm. 117-123 in movement one of the Marimba Concerto  

  

From the beginning of the concerto up until measure 127, Másson has presented 

each of the two main themes (Theme I and Theme II) as well as the Development Theme 

in succession. Section D (measures 127 through 171) represents Másson’s juxtaposition 

and development of the thematic material. Diagram 5 illustrates the overall composition 

of Section D. 
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Diagram 5: mm. 127-171 in movement one of the Marimba Concerto 

 

Both sub-phrase A and B (measures 127 through 141) represent the first time that 

the Development Theme is heard in the marimba and serves as the starting point of 

Section D. Theme II (sub-phrase 1 and 2 as illustrated earlier in Table 2) is played against 

the Development Theme by the French horn section in measures 127 through 131. A 

slight ritardando occurs in measure 127 through 131 to an adagio tempo marking at 

measure 132. Here, the marimbist continues the Development Theme, heard now in 

octaves, and is joined by both clarinet 1 and clarinet 2. Example 22 illustrates the 

marimba solo part; encompassing sub-phrase A and B of Section D.  
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Musical Example 22: mm. 127-141 in movement one of the Marimba Concerto 

 

 As shown in Diagram 5, violin 1 re-states the Development Theme, while Theme 

II is played in measures 142 through 156 by violin 2 (sub-phrase C). Meanwhile, the 

marimba recalls both the trill figure and “nucleus chord” in a counter-melodic line. 

Example 23 illustrates the development of the thematic material in violin 1, violin 2, and 

marimba parts. In this passage, the marimba soloist performs a vital role in the unification 

of the concerto. The trills, now elongated, are references to the opening moments of 

Másson’s concerto, while the dissonant, rhythmic chords such as in measures 151 and 

152 (shown as completed note heads in Example 23) recall the opening passage of the 

marimba and the striking statement of the “nucleus chord.” 

 

 

 



 52 

 

Musical Example 23: mm. 142-156 in movement one of the Marimba Concerto 
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Musical Example 23 - continued: mm. 142-156 in movement one of the Marimba 

Concerto 
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Section D ends with the statement of both Theme II and the Development Theme 

played simultaneously. Theme II is stated in the marimba and violin II in unison; 

Development Theme is heard in the glockenspiel and violin 1. Both themes are 

transformed from their original versions using augmentation techniques. Example 24A 

and 24B illustrates the development of Theme II with Example 25A and Example 25B 

illustrating the augmentation of the Development Theme. Example 26 illustrates 

measures 157 through 171 of Section D and Másson’s use of Theme II and Development 

Theme. Measure 171 concludes Section D. 
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Musical Example 24A: Theme II in movement one of the Marimba Concerto 

 

Musical Example 24B: mm. 157 – 171 in movement one of the Marimba Concerto 
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Musical Example 25A: Development Theme in movement one of the Marimba Concerto 

 

 

Musical Example 25B: mm. 157 – 171 in movement one of the Marimba Concerto 
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Musical Example 26: mm. 157-171 in movement one of the Marimba Concerto 
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Musical Example 26 - continued: mm. 157-171 in movement one of the Marimba 

Concerto 

 

Measure 172 marks a return to Transition A toward an eventual revisit to Theme I 

beginning in measure 180. The return of Transition A is again dominated by the 

marimbist, with Másson making use of previously established material shown in Example 

8. However, in anticipation of Theme I, Másson extends the marimba interlude in 

measure 180 with a brief reference to Theme I as the return of Transition A concludes. 

Example 27 illustrates measure 180 and the statement of Theme I. Theme I is found in 

the soprano voice of the marimba and corresponds to the first three measures of the 

theme. Másson originally asks for all notes to be accented. However, a more accurate 

performance of the passage and representation of the original thematic material may be 

presented as shown in Example 28. Furthermore, the perception of the listener to the 

thematic material is enhanced. A fully realized performance of this passage is illustrated 
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in Example 29. Note the dotted tie marking provided by this author to further illustrate 

the desired performance practice.  

 

Musical Example 27: mm. 180 in movement one of the Marimba Concerto 

 

 

Musical Example 28: mm. 180 in movement one of the Marimba Concerto 

 

 

Musical Example 29: mm. 180 in movement one of the Marimba Concerto 
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Measure 180 marks the return of Theme I and Section A, heard in the string 

section, through measure 192. In measures 193 through 199, Másson again recalls the 

opening introduction of the concerto with references to both the trill figure and “nucleus 

chord” in a return of Transition B. The closing section of the movement begins in 

measure 200 and carries through to the conclusion of the movement and Cadenza I. This 

section begins with a re-statement of Theme II, although in a developed form. Example 

30 outlines the intervallic relationship of both the original form of Theme II and the 

inversion found in measures 200 through 204. Másson utilizes the marimba’s distinct 

rhythmic quality to supplement the passage played in the orchestra. The marimba passage 

is shown in Example 31.  
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Musical Example 30: mm. 200-204 in movement one of the Marimba Concerto 

 

 

Musical Example 31: mm. 200-204 in movement one of the Marimba Concerto 

 

Másson does not provide any indicated accent or phrase markings. However, 

when compared to the variation of Theme II as previously shown in Example 31, this 

author suggests the interpretation illustrated in Example 32. The accents and dotted 

phrase markings provided by this author further outlines the variation of Theme II and 

provides a unified performance between the orchestra and soloist.  
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Musical Example 32: mm. 200-204 in movement one of the Marimba Concerto 

 

Quotations of established thematic material, although fragmented, are heard 

throughout the orchestra in the closing section of the concerto and include references to 

the trill figure, “nucleus chord” and Theme I. Másson makes use of a fifth mallet in the 

marimba solo in a statement of the five-note “nucleus chord” in measures 217 through 

219 as shown in Example 33. The notation of this passage suggests that the marimbist 

should hold two mallets (mallet number 1 and 2) in the left hand while the right hand 

holds mallet numbers 3, 4 and 5. However, given the close intervallic relationship of the 

F natural and G flat in the upper voicing, this author suggests that mallets 1, 2 and 3 

should be held in the left hand leaving mallets 4 and 5 in the right hand. 
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Musical Example 33: mm. 217-219 in movement one of the Marimba Concerto 

 

The closing section of the first movement to the concerto is dominated by a 

sextuplet rhythmic motive shown in Example 34. This motive is first heard beginning in 

measure 205 in violin 1, violin 2, and viola, and is found throughout the closing section. 

Theme I is stated in its retrograde version as shown in Example 35. 
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Musical Example 34: mm. 205-212 in movement one of the Marimba Concerto 

 

 Musical Example 35: mm. 261-267 in movement one of the Marimba Concerto 
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The climax of this section, and indeed the entire first movement, begins with the 

last statement of the closing motive played by the soloist; doubled in the string section. 

The closing motive as played by the marimbist is illustrated in Example 36. Másson 

embellishes the closing motive the use of the thirty-second notes in the marimba as 

compared to the original motive, doubling the rhythmic value and adding to the virtuosic 

element and solo role of the marimbist. The passage is to be performed with two mallets 

only, ensuring the proper volume of the passage as well as the desired articulation of the 

accentuated thirty-second note figure. Natural alternating sticking is acceptable with a 

double right (noted RR in the Example 36) execution of the thirty-second note figure. 

Example 37 illustrates the final section (measures 280 through 287) of the closing 

material and end of the first movement. The movement ends suddenly as Cadenza I 

begins in measure 287.  
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Musical Example 36: mm. 280-287 in movement one of the Marimba Concerto  
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Musical Example 37: mm. 280-287 in movement one of the Marimba Concerto 
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Musical Example 37 - continued: mm. 280-287 in movement one of the Marimba 

Concerto 
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CHAPTER 6 

MARIMBA CONCERTO CADENZA I 

 

Áskell Másson includes a total of two cadenzas in his Marimba Concerto. 

Cadenza I occurs at the end of the first movement and serves to connect the first and 

second movements of the concerto, marked attacca. Cadenza I is vast in scope and depth, 

lasting approximately four and a half minutes. The cadenza forms an integral core of the 

concerto both re-stating and further developing previously stated thematic material 

throughout the cadenza. Thorough knowledge of the thematic material and its 

development is crucial for the soloist’s connection of the cadenza to the larger concerto 

as a whole. 

  

 Cadenza I occurs suddenly and without warning. The opening statement of the 

cadenza consists of a partial statement of Theme II, followed by a one-measure transition 

in measure 290. The partial statement of Theme II by the marimba comprises the first 

sub-phrase as previously outlined. Másson recalls Transition A in measure 290. Example 

38 illustrates the opening statement of Cadenza I (measures 288 through 290).  
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Musical Example 38: mm. 288 – 290 in movement one of the Marimba Concerto  

 

The next segment begins in measure 291 and carries through to measure 304. This 

section is based on two main thematic ideas from Theme II and the Development Theme. 

Másson begins with an expanded assertion of Theme II re-directing the melodic material 

in measure 296 in a partial statement of the Development Theme. Theme II re-appears in 

measures 300 through 301. The section ends with an expansive flourish from the soloist 

ending in measure 304. Example 39 illustrates measures 291 through 304 of Cadenza I. 
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Musical Example 39: mm. 291 – 304 in movement one of the Marimba Concerto  
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Musical Example 39 continued: mm. 291 – 304 in movement one of the Marimba 

Concerto  

 

Example 40 highlights the use of Theme II (complete note-heads) in measures 

291 through 295 of the cadenza. Likewise, Example 41 outlines the use the Development 

Theme in measures 296-299. As stated earlier, Másson returns to the use of Theme II in 

measures 300 through 301, outlined in Example 42. Given these comparisons, this 

author’s interpretation of measures 291 through 304 is outlined in Example 43. 
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Musical Example 40: mm. 291-295 in movement one of the Marimba Concerto 

 

 

Musical Example 41: mm. 296-299 in movement one of the Marimba Concerto 
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Musical Example 42: mm. 300-301 in movement one of the Marimba Concerto 
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Musical Example 43: mm. 291 – 304 in movement one of the Marimba Concerto 
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To fully realize the thematic relationships outlined in Examples 40 and 41, the 

author suggests the tenuto markings in measures 291 through 299 illustrated in Example 

43. The dotted phrase markings in Example 43 correlate with both themes’ original 

interpretation. The forte marking in measure 296 distinguishes the change in thematic 

material. The suggested ritardando in measure 299 contributes to the dramatic sense of 

the crescendo marking and assists in the transition to the sextuplet figure beginning in 

measure 300. This author suggests beginning measure 302 at the pace of the preceding 

ritardando in measure 301, then adding an accelerando and momentum through the C-

sharp in measure 304.  

 

Másson returns to a partial statement of Theme II and the Development Theme, 

combining them into a single melodic line in measures 306 through 313. In measures 314 

through 318, the two themes are juxtaposed. The dotted phrase markings provided by this 

author are congruent with the interpretation of the thematic material throughout the 

concerto and allow both themes to maintain their musical independence. Example 44 

illustrates measures 305 through 318 of Cadenza I and includes this author’s performance 

notations as described above. 
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Musical Example 44: mm. 305 – 318 in movement one of the Marimba Concerto 
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Beginning in measure 322, Másson returns to an expanded variation of Theme I 

illustrated in Example 45. The accents in the marimba part outline Theme I as illustrated 

in Example 46. As noted earlier, the performer should seek to ensure the listener’s 

perception of the relationship to Theme I. Theme I is preceded by a statement of two 

“nucleus chords” juxtaposed in measure 322, shown in Example 47.  

 

Musical Example 45: mm. 322 – 328 in movement one of the Marimba Concerto 
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Musical Example 46: mm. 322-328 in movement one of the Marimba Concerto 

 

 

Musical Example 47: m. 322 in movement one of the Marimba Concerto 
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Másson creates a dense rhythmic texture with the polyrhythmic relationship 

between the triplet and quintuplet figures in measures 334 through 341. As Másson states 

in his comments regarding the role of the marimba soloist, this section concerns itself 

with the “filling up of large soundal [sic] blocks” in its musical intent.24 This is illustrated 

by the use of dense texture, wide range and large intervallic leaps. Measures 338 through 

341 are an extension of the previous quintuplet figure. Másson increases the intensity of 

this section through the use of the high register of the marimba and a fortissimo dynamic 

marking. Example 48 illustrates measures 334 through 341 of Cadenza I. In the macro 

structure of these measures, a slight dynamic emphasis can be placed at the beginning of 

measure 336 on the D-sharp in the upper voice as well as a slight crescendo added to the 

end of the phrase and the last C-sharp again in the upper voice. This is marked by the 

larger dotted phrase marking as well as the crescendo indications in measure 335 and 337 

by the author. This interpretation ensures that the thematic material taken from Theme II, 

heard in the upper voice, maintains its original structure and further clarifies the 

polyrhythmic relationships within the marimba writing. 

 

                                                
24 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Musical Example 48: mm. 334-341 in movement one of the Marimba Concerto 
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Beginning in measure 342, Másson returns to the development of Theme II. Here, 

Másson varies the theme through use of diminution. Example 49 illustrates Másson’s 

variation of Theme II in measures 342 through 346. Másson does not provide any 

interpretation for the passage. However, the phrase markings provided by this author in 

Example 49 are crucial to the representation of Theme II. 

 

Musical Example 49: mm. 342-346 in movement one of the Marimba Concerto 
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Measures 350 through 355 represent the climatic point in Cadenza I culminating 

in a statement of the “nucleus chord” throughout the register of the marimba in measure 

354. The opening to Theme I is recalled in a four-part voicing in measure 355, thus 

concluding this section of the cadenza. Example 53A illustrates measures 350 through 

355 of Cadenza I. Example 53B further outlines the relationship between the thematic 

material and its development in this section. 

 

 In measure 355, consideration of the thematic material is vital to the correlation 

of the passage to the original Theme I statement. Másson does not provide markings to 

such degree, instead marking all notes to be accentuated. In measures 350 through 353, 

Másson again utilizes the inversion of Theme II as found in the left hand octaves shown 

in Example 57B. Overall, Example 52A and Example 53B further illustrates and aid in 

the relation of musical material and performance to the overall thematic development of 

the concerto. 
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Musical Example 50: mm. 350-355 in movement one of the Marimba Concerto  
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Musical Example 51: mm. 350-355 in movement one of the Marimba Concerto 
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The closing section of Cadenza I begins in measure 356 and ends with Másson’s use of 

both the trill figure and “nucleus chord.” In measure 371, Másson recalls the “nucleus 

chord” in the bass clef and left hand of the marimbist while sustaining the trill figure in 

the right hand of the marimbist through the use of a one-handed roll technique. In 

measures 373 through 375, the marimbist returns to the opening of the concerto and the 

re-articulated trill figure heard in the first measures of the introduction. The andante -

marking in measures 373 serves to establish the tempo for the beginning of the second 

movement, marked attacca from the end of the cadenza. Example 54 illustrates measures 

370 through 375 and the conclusion of Cadenza I. 

 

Musical Example 52: mm. 370-375 in movement one of the Marimba Concerto 

 

 Cadenza I is vast in both scope and depth. Másson both recalls and further 

develops thematic material from the first movement, adding to the musical significance 

of the cadenza in the overall structure of the work. Másson utilizes the marimbist equally 

through an expansion of thematic ideas, providing a unifying sense of the cadenza to the 

concerto as a whole. 
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CHAPTER 7 

MARIMBA CONCERTO MOVEMENT TWO 

 

Áskell Másson’s second movement of the Marimba Concerto reflects a number of 

characteristics of his work as a composer including the use of expanded melodic lines, 

creation of ethereal or atmospheric sound qualities and a distinctly meditative 

ambiance.25 Másson uses an exceedingly transparent style employing a single melodic 

line in the marimba throughout much of the second movement. Másson introduces new 

melodic material exclusive to the second movement that musically dominates the 

movement. Example 53 illustrates this melody, which comprises the B Section of the 

movement, as performed by the soloist. Compositionally, Másson uses an extensive 

melodic range with large leaps, often employing small intervallic movement with octave 

displacement. The second movement begins in the same manner of the opening to the 

concerto with the trill figure heard in the flute and violin I, although develops in its own 

unique way. The introduction of the second movement ends with a recall of the 

accentuated statement of the “nucleus chord” played in the marimba and woodwind 

section.  

  

 

 

                                                
25 Göran Bergendal, New Music in Iceland (Reykjavík, Iceland: Iceland Music Information 
Centre, 1991), 154-155. 
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Musical Example 53: melodic theme in movement two of the Marimba Concerto 

 

Section A of the movement begins with a statement of Theme I. Másson utilizes 

the inversion of the original theme. Example 54A shows Theme I in its original form, 

while Example 54B illustrates the inversion of Theme I heard in the marimba in measures 

25 through 31. 
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Musical Example 54A: Theme I in movement one of the Marimba Concerto 

 

 

Musical Example 54B: mm. 25-31 in movement two of the Marimba Concerto 
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Measure 34 marks the beginning of Section B and the melodic material discussed 

and illustrated in Example 53. Section B is divided into two sections, outlined in Diagram 

6. The marimba introduces the theme in measures 34 through 49 followed be a repeat of 

the theme in measures 50 through 69. In measures 50 through 69, the theme is played and 

passed through the orchestra in the flute, oboe, violin, and harp.  

 

Diagram 6: mm. 34-69 in movement two of the Marimba Concerto 

 

The soloist’s entrance in measure 70 marks the return of Section A with Másson 

combining Theme I and Development Theme to form one melodic idea in the marimba. 

Example 55 illustrates the first statement by the soloist in Section A in measures 70 

through 79. Theme I is marked in the lower voice of the marimba and is played in its 

entirety and original form. Másson includes a highly chromatic counter-melody in the 

upper voice and right hand. The overall dynamic marked by the composer is mezzo forte. 

However, as Example 55 outlines, in order to more clearly state Theme I, the counter-

melody should be performed at a lesser dynamic level. 
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Musical Example 55: mm. 70-79 in movement two of the Marimba Concerto 
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 After a brief transition in measures 89 through 103, the melodic theme of 

movement two and Section B returns and is played soli in violin I. The marimba is purely 

accompanimental until the restatement of the ending phrase of the theme in measures 117 

through 119 as illustrated in Example 56. The movement ends in measure 123 with a 

return of the opening measures of the concerto and the re-statement of the accentuated 

“nucleus chord” figure heard in the marimba. As before, this figure serves as a 

recognizable characteristic of the concerto. Example 57 illustrates the final measure of 

the second movement and the transition, marked attacca, into the third and final 

movement of the concerto. 

 

Musical Example 56: mm. 117-119 in movement two of the Marimba Concerto 

 

 

Musical Example 57: mm. 123 in movement two of the Marimba Concerto 
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CHAPTER 8 

MARIMBA CONCERTO MOVEMENT THREE 

 

Másson’s writing in the third movement features a vertical, multi-voice 

compositional approach to the marimba. Másson’s use of thirty-second note and sextuplet 

passages in the marimba serves to aid in the overall driving rhythmic feel of the 

movement. The soloist maintains predominance in the statement and development of 

thematic material. Thematically, the movement acts as a recap, although not considered a 

true recapitulation, of the concerto. Másson largely makes use of fragments of thematic 

material recalling previously heard subject matter serving to unify the work as a whole.  

 

The third movement of the concerto features a progression of five chords as 

illustrated in Example 58. With the exception of the third chord in this progression, all 

are “nucleus chords.” This progression is treated as a passacaglia, although not adhered to 

in the strictest definition of the term.26 Originating from the ritornello, the passacaglia in 

the 20th and 21st century is applied in terms of pitch ostinato.27 The passacaglia serves as 

not only the culmination of the “nucleus chord,” but the closing structural material of the 

concerto.28 

                                                
26 Áskell Másson, interview by author, 2 November 2009, electronic mail. 

27 Stanley Sadie, ed., The New Grove Dictionary of Music and Musicians,Vol. 2 (London: 
MacMillan, 1980) 

28 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Musical Example 58: mm. 83-87 in movement three of the Marimba Concerto 

 

As in the previous two movements, the introduction of the third movement begins 

in similar fashion with a statement of the trill figure and “nucleus chord.” The trill figure, 

as before, is heard in the upper woodwind voices while the brass continues to sound the 

“nucleus chord” with short, pointed accents. The “nucleus chord” heard in the marimba 

part varies as shown in Example 59.  

 

Musical Example 59: mm. 9-10 in movement three of the Marimba Concerto 

 

 

Theme II is introduced in measure 16 as a sextuplet rhythmic motive of the third 

movement. The figure is fully realized by the marimba as shown in Example 60. Example 

61 illustrates this statement by highlighting Theme II within measures 16 through 20. 
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Musical Example 60: mm. 16-20 in movement three of the Marimba Concerto 

 

Musical Example 61: mm. 16-20 in movement three of the Marimba Concerto 
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Although Másson does not provide any performance notes to the soloist, the 

comparison of the above example with earlier discussions regarding Theme II leads to an 

enhanced realization by the marimbist. The performer should seek to correlate the 

relationship of the passage to Theme II highlighted in Example 61. Example 62 illustrates 

this author’s musical realization and interpretation of measures 16 through 20 of the third 

movement. All expression markings are added by the author. The accent markings 

represent the relationship between musical examples 60 and 61, while the dotted phrase 

markings reflect the original phrasing of Theme II. The crescendo marking in measure 17 

reflects the dotted quarter note value of the B-flat in the original theme, which is rolled, 

and its movement to the B-natural in the following measure. Compositionally, the second 

half of measure 17 operates as a trill functionally sustaining the B-flat. Both crescendos 

in measure 18 and 19 reflect a movement to higher pitch material and the overall 

structure of the original phrase. 

 

 



 97 

 

Musical Example 62: mm. 16-20 in movement three of the Marimba Concerto 

 

The soloist marks the beginning of section A in measure 25 with the re-statement 

of the Development Theme, heard here in its entirety. Másson uses a rhythmically 

diminished version of the theme. All pitch relationships to the original statement of the 

theme are maintained. Example 63 illustrates Másson’s use of the Development Theme in 

measures 25 through 30. Again, Másson does not provide information as to the musical 

realization of the solo material and leaves much to the performing artist. When 

comparing the original phrase markings of the theme heard in the first movement, an 

actual musical realization of the passage may be offered as seen in Example 64.  
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Musical Example 63: mm. 25-30 in movement three of the Marimba Concerto 
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Musical Example 64: mm. 25-30 in movement three of the Marimba Concerto 



 100 

Theme II is a key component of section B and is played by violin 1, violin 2 and 

glockenspiel in measures 27 through 30 and continued in the horn section in measures 31 

through 33. In both instances, Theme II is rhythmically augmented as shown in Example 

65 and 66. Overall, section B of the third movement contains a layering of both the 

Development Theme and Theme II, both of which are rhythmically altered; the 

Development Theme is diminished while Theme II is augmented. Example 67 illustrates 

the alignment of both altered themes in measures 27 through 31. 
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Musical Example 65: mm. 27-30 in movement three of the Marimba Concerto 

 

 

Musical Example 66: mm. 31-33 in movement three of the Marimba Concerto 
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Musical Example 67: mm. 25-30 in movement three of the Marimba Concerto 
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Másson returns to section A with a re-statement of the inversion of Theme II. Theme II is 

augmented as illustrated in the comparison of Examples 68 and 69. Example 69 

illustrates Másson’s use of Theme II in the marimba solo (measure 35). Example 69 

highlights the relationship of the passage to the original inversion of Theme II. In 

Example 70, mallet stickings are offered to aid in the facilitation of the passage as well as 

bring out the intended phrasing and thematic relationship, with the accents reflecting the 

relationship to the original thematic material. 

 

Musical Example 68: Theme II in movement one of the Marimba Concerto 

 

Musical Example 69: m. 35 in movement three of the Marimba Concerto 

 

Musical Example 70: m. 35 in movement three of the Marimba Concerto 

The return of section A closes with an abrupt marimba solo and partial statement 

of Theme II in measures 41 and 42 as shown in Example 71. Consistent with the nature 
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of the third movement, Másson utilizes a diminished form of the theme. As in previous 

examples, the soloist must show an understanding and interpretation of the thematic 

material. Example 72 illustrates this relationship of measures 41 and 42 to Theme II. 

Based on the illustration of Example 72, a realized interpretation is offered by this author 

as shown in Example 73.  
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Musical Example 71: m. 41-42 in movement three of the Marimba Concerto 

 

 

Musical Example 72: mm. 41-42 in movement three of the Marimba Concerto 

 

 

Musical Example 73: mm. 41-42 in movement three of the Marimba Concerto 
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The return of section A (measures 34 through 43) is followed by a short transition 

and a solo statement of Theme I by the marimbist, which leads directly into Cadenza II. 

In contrast to the earlier cadenza found in the first movement, Cadenza II is relatively 

short consisting of a total of twenty-four measures compared to the eighty-eight measures 

that comprise Cadenza I. Compositionally, Másson layers several thematic elements. In 

measures 55 through 60, Theme I is stated in its entirety with elements of Theme II while 

in measures 61 through 73, both Theme II and the Development Theme are utilized. 

Example 74 illustrates the use of thematic material found in Cadenza II, measures 55 

through 73. 
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Musical Example 74: mm. 55-73 in movement three of the Marimba Concerto 
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One of the cadenza’s unique elements is Másson’s contrast of the percussive 

nature of the staccato tones played against the sustained sound of the rolled notes in 

measures 55 through 60. Másson states that staccato marked notes should “shoot out” of 

the texture29. Given Másson’s remarks as well as the indication in the score (single, non-

rolled note with staccato marking), this author would suggest realizing the figure in the 

manner shown in Example 75. Furthermore, this author would suggest that when two 

notes are played simultaneously, both notes be struck together with the continuation of 

the roll following so as to ensure that both notes are heard at the same time. This can be 

seen in measure 56 (beat 3) and the downbeat of measure 57 (D natural and B natural). 

 

Musical Example 75: mm. 55-57 in movement three of the Marimba Concerto 

                                                
29 Áskell Másson, interview by author, 16 October 2009, electronic mail. 
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Cadenza II concludes in measure 73 and with a short transition in measure 74, the 

closing section of the Marimba Concerto begins in measure 75. Másson uses the 

culmination of the “nucleus chord” as a passacaglia through the end of the work shown in 

Example 58. The marimba soloist first loosely states this chord progression in measures 

75 through 82, illustrated in Example 76. Here, Másson utilizes a poly-rhythmic 

relationship of “two against three” creating a highly dense texture. From a performance 

standpoint, emphasis should be given to the moving line in the left hand of the soloist as 

well as to the progression of the “nucleus chord.”  
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Musical Example 76: mm. 75-82 in movement three of the Marimba Concerto 
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Musical Example 76 continued: mm. 75-82 in movement three of the Marimba Concerto 
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In measure 98, the marimba soloist begins a direct statement of the passacaglia as 

previously outlined. The passacaglia is heard two unique times in the marimba. The first 

is shown in Example 77, measures 98 through 102. This statement is repeated in 

measures 103 through 107. Measure 108 through 112 is the final statement of the 

passacaglia and is illustrated in Example 78. Stickings are provided here by the author 

not only to aid in performance part, but correlate with the passacaglia and “nucleus 

chord” progression. 
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Musical Example 77: mm. 98-102 in movement three of the Marimba Concerto 
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Musical Example 78: mm. 108-112 in movement three of the Marimba Concerto 
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True to the unifying nature of the work, Másson’s Marimba Concerto ends with 

the sounding of two elements interwoven throughout the concerto: the trill and original 

statement of the “nucleus chord.” As illustrated in Example 79, the trill figure is written 

out here rhythmically beginning in measure 112 (beat 4) through measure 116. Here, the 

soloist sounds the “nucleus chord” with violin I providing the A natural, played as a 

harmonic, from the “nucleus chord.”  
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Musical Example 79: mm. 112-116 in movement three of the Marimba Concerto 

 

 



 117 

CHAPTER 9 

INTERVIEW WITH ÁSKELL MÁSSON 

 

 Below is a compilation of interview questions with Áskell Másson over a period 

of time between the spring of 2009 to the date of this document. I will be eternally 

grateful to Áskell for his time, patience and incredible insight to not only his thoughts on 

the Marimba Concerto, but to other compositions and beyond. The discourse provided 

here is exceptional in its scope and offers extraordinary insight to Másson as a master 

artist, musician and person. 

 

MS: What would you say are your biggest musical influences? Composers (specifically 

those who are influential in your writing for percussion)? Styles of music? Eras? Other 

outside influences that affect your musical creativity?  How does your Icelandic musical 

heritage affect your compositions, if at all?  

 

ÁM: In my childhood, my biggest musical influence was the music of the great classical 

and, especially, romantic masters. Of these, Beethoven has had a lasting influence, and 

his music is to me forever modern. Regarding Beethoven, his harmonic rhythms are 

unique as well as his way of introducing rhythmic motives, which can, on first hearing, 

be interpreted in more ways than one. But the real power of his music to me is that it 

always seems to be so infinitely linked with human life itself.  
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Later, the great orchestrators, for example Richard Strauss, Mahler, Prokofiev, Respighi, 

Stravinsky, Debussy, Martinu and Janacék are those who specifically have been 

influential to me as well as so many different kinds of music like ethnic music from 

various countries, rock, the playing styles of the harpsichord masters, the great jazz 

drummers and individual works by Takemitsu, Varèse and Carter.  

Outside influences on my compositional styles are many and infinitely linked with 

general influences in life itself, like other art forms, nature and people. Icelandic musical 

heritage has also influenced me greatly for the last ten, fifteen years or so, but not before 

that. I think I deliberately avoided Icelandic folk songs simply because I didn’t see in 

them, at the time, interesting possibilities. This changed while at a similar time, I also got 

to know people who were categorizing old Icelandic scripts which included music, and 

others which were speculating in this music performing traditions  
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MS: Can you discuss a bit the process (both creatively and compositionally) that you go 

through? Do you realize the music yourself?  

 

ÁM: Wherever I am, I carry sketch paper for my ideas. I always perceive an idea with 

sound. The sketches must remind me of that sound so that I can write out the full score 

directly. I hand write all my scores, which are then computerized by my publishers and 

dealt with from there.The only percussion instrument, which I own and practice on 

(besides my snare drum), are some goblet drums like darabukas. The only pieces I play 

now are the ones that use these drums. So far, I’ve composed two duets, one with the 

clarinet (Seasons) and another with cello (Twilight) as well as a quintet (Con Moto) for 

flute, bass clarinet, bassoon, darabuka and marimba (five-octave).  
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MS: As I understand, you started off playing the clarinet. What drew you to become a 

percussionist? Could you describe the events that led to your study with James Blades?  

 

ÁM: I started to write music for percussion seriously just before 1970. At that time, I 

found very little interest in the field of western percussion music. I sensed, though, a 

certain restlessness in the air at this time, as this was an era of experimenting and trying 

out new things. Having listened a lot to western orchestral music, ethnic music and 

modern jazz music and having played with various groups and ensembles, constantly 

looking for new sounds and timbral combinations, I was sure that one could make some 

interesting new music for percussion that had a unique sound to it, yet being a very 

natural continuation of things that were of the day. It was this more than anything else 

that made me want to compose music for percussion, i.e. to create some music that I felt 

was missing and that I had not heard before. The reason why I changed from the clarinet 

to percussion was also linked with this, as I realized just how vast and exciting a sound 

world the percussion instruments stood for. I simply wanted to study with Jimmy. I got 

the contact through the Royal Academy of Music in London and he accepted to listen to 

me and then in continuation took me on as a private student. 
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MS: What attracts you to the marimba? Can you discuss the commissioning process for 

the Marimba Concerto? What role did Roger Carlsson play in the composition process?  

 

ÁM: My interest in the marimba grew strongly during my adolescence. I felt it was like 

witnessing a charming African / South American instrument, which was “westernized” 

around 1900, suddenly blossoming into a fully fledged western soloists’ instrument with 

all the new mallets, grips and techniques –what a marvel! I had to write for this 

instrument. My first piece for the instrument was my Sonata, but as I was at this time 

quite involved with writing for the orchestra, I soon realized that I wanted to write a 

concerto. The Marimba Concerto was composed in early 1987. The dates of working on 

it are December 19th, 1986 to the date of completion on February 24th, 1987. It was a 

commission from the Swedish soloist Roger Carlsson and the Göthenburg Symphony 

Orchestra financed by the NOMUS [The Nordic Music Committee] fund. 

 

The work was originally set to be premiered in 1990 under the baton of Leif Segerstam, 

but it was postponed at the last minute and premiered in 1992 by Roger Carlsson with 

Jun’ichi Hirokami conducting the Göthenburg Symphony at the Göthenburg Symphony 

Hall. The work was subsequently recorded. I wrote the piece to completion before 

consulting Roger. Some minor alterations were then made in collaboration with him. 
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MS: Can you describe the conception of the two main themes, which largely make up the 

concerto, and the overall nature of the marimba writing, particularly addressing the 

lyrical approach to the thematic material? 

 

ÁM: The work has a chordal system, which would be described as a modal-derivatory, 

where the inversions of a “nucleus” 5-note chord are transposed in a variety of ways. The 

two main themes of the work are conceived within this chordal system. From the outset, 

when I began to write for percussion instruments, I wanted to write lyrically no less than 

percussively for these wonderful instruments, even with non-pitched instruments. So this 

has been with me for a long time and always has been an integral part of my goals in 

writing for percussion. I wanted to show as many sides of the instrument as I could. 

Percussive passages, long melodic lines, extreme registers, putting the soloist at the back 

in a supporting role, “filling up” soundal [sic] blocks in the various instrumental groups, 

as well as never losing the role of a leader was all a part of this. At the time which I wrote 

the piece, the four and one-third marimba, which I originally wrote the piece for, was the 

most successfully sounding instrument of the day. However, after all the betterments and 

innovations in which the instrument has gone since then, I wanted to re-introduce the 

work with a version of it for the bigger and fuller sounding five-octave instrument. 
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MS: What characteristics do you think should influence the performance of the Concerto? 

 

ÁM: As far as characteristics and nature of the work, I have only a general remark: 

remember to project well. There is a whole orchestra there as well. I have noticed that 

some are of the opinion that the marimba should only be played solo or in chamber music 

settings. I don’t agree to that, but when you’re playing with an orchestra you must 

remember that the intimacy and privacy of a marimba recital is not there. Having this in 

mind, I’ve not witnessed any balance problems or things that don’t come across in this 

concerto. 
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MS: You seem to have become quite strong acquaintances (if not outright friends) with 

some of the world’s leading percussionists: namely Kroumata, Evelyn Glennie and Gert 

Mortensen. Can you describe the fruition of this working relationship/friendship?  Is this 

through James Blades? Do you compose with these individuals specifically in mind? Can 

you briefly describe some of your commissioning projects and how they came about? 

 

ÁM: I got to know some very fine young percussionists both through Bent Lylloff, who 

was a great teacher and mentor in Denmark and Scandinavia, as well as James Blades, 

who had a similar role in England and Europe. I had admired Bent for some time before I 

finally met him in Copenhagen. Bent had an excellent percussion group, which included 

Gert Mortensen amongst others. He introduced us and we all became good friends. I 

became a pupil of James Blades and soon I learned that amongst his many students were 

both Roger Carlsson and Evelyn Glennie. Roger and I had met long before, but it was 

Jimmy Blades who introduced my early pieces to Evelyn and after this, our collaboration 

emerged. It was Gert Mortensen who encouraged me to compose Prím. I wrote it during 

a stay in Copenhagen where I also worked on the preparation of my opera The Ice 

Palace. He premiered it in the Berwald Hall in Stockholm, Sweden, but the concert was 

directly broadcast in Sweden, Norway and Denmark, and so I listened to it in 

Copenhagen. I got to know some of the founding members of the Kroumata ensemble in 

Sweden in the seventies, long before they formed their elite ensemble. But the dreams 

were all there already, and it has been a joy to follow their fantastic career since. A few 

years ago, Gert Mortensen introduced me to the dynamic Israeli PercaDu and 
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commissioned a piece for them. This resulted in my duo, Tromma (2002) for two 

marimbas and drums. Ora was a joint commission from the Kroumata ensemble, the 

Lahti Symphony Orchestra in Finland and its conductor, Osmo Vänskä. When Osmo and 

I discussed a new piece for orchestra, the name Kroumata popped up and sometime later 

they all contacted me with the idea of a concerto for six percussionists and orchestra. Ora 

won the 2008 Iceland Music Prize and was presented at the 2009 ISCM (International 

Society for Contemporary Music) festival in Göthenburg.  

 

I’m constantly meeting fantastic players through my works, which is for me a joy and a 

privilege. Last January, Colin Curry and Pedro Carneiro performed the Icelandic 

premiere of my double concerto [for percussion], Crossings (2008), with the Iceland 

Symphony, Rumon Gamba conducting, a truly excellent performance. I am now off to 

the 2009 Brno International Marimba competition where a new piece of mine, Cosmic 

Tree (2009) for marimba and three percussionists, is obligatory for the last round. I love 

working with young people. I have also completed a new snare drum solo for Gert 

Mortensen, entitled b2b (back to basics). 
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MS: Your works for snare drum have been immensely popular and are widely played by 

some of the best percussionist in the world. I have heard Evelyn Glennie do your 

Konzertstück for snare drum several times (the latest in 2008 here in Mobile, AL. with 

the Mobile Symphony). Can you shed some light on why your works for marimba have 

not been as widely performed? In creating a second edition to the Marimba Concerto, is it 

one of your goals to re-introduce the piece, especially now utilizing the five-octave 

marimba? 

 

ÁM: I can only guess that there was a certain need (I felt it myself) for concert pieces for 

the snare drum. I mentioned before that I heard the premiere of Prím in a direct broadcast 

in Copenhagen. Listening to it with me was pianist Stefan Vofka Ashkenazy who said 

afterwards: "I’ve not until now heard a real musical work for the snare drum." You ask 

for a comparison with the marimba works. I’m afraid that I cannot help much here, but it 

certainly comes to mind that there are many styles and "kinds" of marimba music and 

many have very strong feelings of what they like and what they don’t. After the second 

performance of the concerto [Marimba Concerto], which Osmo Vänskä conducted with 

Evelyn Glennie as soloist, he remarked: "It cannot be all that bad to be a composer if you 

can compose music like this." The lyric and expressive nature of the work probably 

comes in here. I love working with contrasts based on the same materials! My Sonata [for 

marimba], which is really a sonata-fantasia, also has this and, as you know, my Impromtu 

[for marimba] is based on materials from the concerto. 
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MS: What figures or trends in music today do you find interesting or appealing? Do they 

have any affect on your own compositions?  What about the arts in general? Did they 

have any affect in relation to your composition for the marimba?  

 

ÁM: I have been for some time now preparing a series of pieces for solo marimba, using 

very different techniques and means of musical expression. It seems to me that many 

players today look at a piece for solo marimba more in technical terms than as a piece of 

music. I think that this may partially be the reason why so many players feel competent to 

compose for their instrument. So often the music is composed to contain certain technical 

means rather than the music itself and its development demanding different techniques. I 

feel that the future of works for solo marimba is particularly exciting. 

 

It seems to me that films, television and computer games are influencing most of the arts 

in general today. One sees this in the theatre, in the production of operas and even in 

written novels: more speed, more which meets the eye, etc. This is also slowly sieving in 

at symphony concerts, which can sometimes be quite exciting if it is done in the right 

way. However, it is also easy to exaggerate here. The diversity of musical styles, the 

melting together of unrelated music, etc., is to me a good thing though, as always, it takes 

a good artist to do this in a convincing way. It will be interesting to see to what this may 

lead us in the future.           
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CHAPTER 10 

CONCLUSION 

 

At the time of this document, Áskell Másson’s works for percussion (excluding 

marimba) are widely performed by some of the finest artists in the world. It is this 

author’s desire that this document and accompanying performance of the Marimba 

Concerto with piano reduction (world premiere) can serve as a catalyst for performances 

of the concerto as well as other works for marimba by Másson. This author believes that 

this document, through formal analysis, performance suggestions and insight into the 

composer both through biographical and interview sections of the paper, will provide a 

valuable resource in the preparation and performance of Áskell Másson’s Marimba 

Concerto.  
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APPENDIX A 

ERRATA 

The following examples illustrate the corrected version of the published marimba 

solo part for Áskell Másson’s Marimba Concerto as corroborated by the composer. All 

corrected notes have been displayed with completed note-heads for the corresponding 

errata and correction for the example. 

 

 

Musical Example 80: m. 30 in movement one of the Marimba Concerto 

 

 

Musical Example 81: m. 185 in movement one of the Marimba Concerto 
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Musical Example 82: m. 111-112 in movement two of the Marimba Concerto 

 

 

Musical Example 83: mm. 57-58 in movement three of the Marimba Concerto 

 

 



 131 

APPENDIX B 

CATALOGUE OF WORKS  

3 Bagatelles 
for clarinet solo  
Publisher: Editions Bim, (1991) 
 
A Night Walk (1989) 
a television play by Svava Jakobsdottir 
 
A Oldum Ljosvakans 
for big band  
Publisher: ITM 
 
A Voce Sola 
for viola solo  
Publisher: Editions Bim, (1984) 
 
Aeolus 
for tuba solo  
Publisher: Editions Bim, (2003) 
 
Alfasteinn (Fairy Stone) 
for piano 
Publisher: Editions BIM, (2003) 
 
Aura 
for crotales and glockenspiel (1 player) 
Publisher: Editions Bim, (2002) 
 
Bæn 
for contra tenor or alto voice and bells 
Publisher: ITM, (1994) 
 
Bæn 
for mezzo-soprano or tenor and bells 
Publisher: ITM, (1994) 
 
Bell of Iceland (1980) 
a play by Halldor Laxness 
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Berceuse 
for guitar  
Publisher: ITM, (1989) 
 
Black and White (1975) 
Ballet based on 6 negro spirituals  
 
Blik 
for clarinet solo  
Publisher: Editions Bim, (1979) 
 
Blood and Ink (1989) 
a television documentary on novelist Gunnar Gunnarson 
 
Boreas 
for tuba solo  
Publisher: Editions Bim, (1999) 
 
Cadenza 
for trombone solo  
Publisher: Editions Bim, (1987) 
 
Canto Nordico (Trombone Concerto) 
for trombone and orchestra  
Publisher: Editions Bim, (2000) 
 
Canzona 
for 2 guitars or any 2 instruments  
Publisher: ITM, (1984) 
 
Cecilia 
for orchestra, organ, choir and soloists 
Publisher: ITM, (2010) 
 
Christmas Songs 
for strings  
Publisher: ITM, (1982) 
 
Clarinet Concerto 
for clarinet and orchestra  
Publisher: Editions Bim, (1980) 
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Cosmic Tree 
for marimba solo and 3 percussionists 
Publisher: Editions Bim, (2009) 
 
Crossings 
Double Concerto for 2 percussionists and orchestra (2002) 
Publisher: Editions Bim, (2002) 
 
Death of a Salesman (1981) 
a play by Arthur Miller 
 
Derrière le miroir 
for brass ensemble  
Instrumentation: 3 trumpets, 4 horns, 3 trombones, 2 tubas 
Publisher: Editions Bim, (1983) 
 
Divertimento 
for guitar, clarinet and percussion  
Publisher: ITM, (1986) 
 
Divorce (1982) 
a play by Kjartan Ragnarsson 
 
Domestic Ghosts (1980) 
a play by Bödvar Gudmundsson 
 
Earth (Siljia) 
for 3 percussionists 
Publisher: Iceland Music Information Centre, (1972) 
 
Egil, Son of the Night Wolf (1998) 
a play based on the Egil Saga, staged by the Grey Coast Theatre, Scotland 
 
Eining 
for violin, violoncello and piano  
Publisher: ITM, (1995) 
 
Eining 
for soprano, violoncello and piano  
Publisher: ITM, (1995) 
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Electra (1991) 
Radio production 
 
Elegie 
for organ  
Publisher: ITM, (1981) 
 
Elja 
for chamber orchestra  
Orchestration: (picc).1.1(bcl).1(cbs). - 1.0.0.0. - strings_ 
Editions Bim, (1982) 
 
Ensilumi  
for cello and orchestra  
Editions Bim, (2009) 
 
Fadir Vor 
for mixed choir a capella  
Publisher: ITM, (1999) 
  
Fagra Veröld 
for voice and piano  
Publisher: ITM, (1993) 
 
Fantasia 
for oboe and harpsichord  
Publisher: Editions Bim, (1991) 
 
Fantasia 
for clarinet and harpsichord  
Publisher: Editions Bim, (1991) 
 
Fantasiestück 
for piano  
Publisher: Editions Bim, (2004) 
 
Fjörg (from Völuspa) 
for mixed choir and solo percussion  
Publisher: ITM, (1989) 
 
Footprints 
for soprano, violoncello and piano  
Publisher: ITM, (1994) 
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Frón 
for symphony orchestra  
Publisher: Editions Bim, (2003) 
 
Frum - a drum song 
for solo 13 drums  
Publisher: Smith Publications, (1995) 
 
Gimli 
for mixed choir a capella  
Publisher: ITM, (1989) 
 
Glacier  
Saxophone and Vibraphone 
Publisher: Iceland Music Information Centre, (2002) 
 
Hamlet 
for soprano, bass, brass ensemble, percussion and harp 
Instrumentation: soprano, bass, 2 horns, 2 trumpets, 2 trombones, 2 tubas, timpani, 2 
percussionists, harp 
Publisher: ITM 
 
Hamlet, Prince of Denmark (1989) 
a play by William Shakespeare 
(Radio production) 
 
Helfro 
for 2 percussions and tape or 4 percussionists 
Publisher: ITM, (1978) 
 
Horn Concerto 
Editions Bim, (2009) 
 
Hrim 
for violoncello solo  
Publisher: Editions Bim, (1978) 
 
Hringras 
for girl's choir and percussion 
Instrumentation: girl's choir, crotales, bell in C#, tubular bells, gong, vibraphone, dobachi 
Publisher: ITM, (1998) 
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Hvörf 
for strings  
Publisher: ITM, (1992) 
 
Impromptu 
for marimba solo  
Publisher: Editions Bim, (1987) 
 
Impromptu 
for hand drums  
Publisher: ITM, (1987) 
 
Introitus 
for mixed choir, brass, timpani and organ  
Publisher: ITM, (1985) 
 
Itys 
for flute solo 
Publisher: ITM, (1978) 
 
Job (2000) 
A performed version of the book of Job, staged in the Neskirkja Church, Reykjavik 
 
Kammersinfonia (Symphony No. 2) 
for chamber orchestra  
Orchestration: 1(picc).1(eh).1(bcl).1(cbs). - 1.1(picc,flg).0.0. - 1perc, pno - strings) 
Publisher: Editions Bim, (1997) 
 
Kím 
for snare drum solo  
Publisher: Editions Bim, (2001) 
 
Klukkan 
for piano and percussion duo (2009) 
 
Konzertstück 
for snare drum and orchestra  
Publisher: Editions Bim (1982) 
 
Konzertstück 
for snare drum and piano reduction  
Publisher: Editions Bim (1982) 
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Lament 
for flute solo  
Publisher: Editions Bim, (1978) 
 
Larghetto 
for organ 
Editions Bim, (2010) 
 
Leit 
for symphony orchestra 
Publisher: ITM, (1986) 
  
Little Brother in the North (1998) 
a television documentary on the Puffin bird  
 
Ljos 
for dobachi, bells, bell plates, tubular bells, marimba, crotales, cello, darabuka, children's 
 choir  
Publisher: ITM, (1998) 
  
Loftur The Sorcerer 
for orchestra  
Instrumentation: 2 (+2 off stage).2.2.2-0.0.0.0 - timpani, percussion, celesta, harmonium, 
 strings 
Publisher: ITM, (1980) 
 
Machbeth (1977) 
a play by William Shakespeare 
 
Maes Howe (Tuba Concerto) 
for tuba and chamber orchestra  
Orchestration: 1.1.1.1 - 0.1.0.0 - perc. - strings 
Publisher: Editions Bim, (1999) 
 
Marimba Concerto 
for marimba and orchestra  
Publisher: Editions Bim, (1987) 
 
Meditation 
for organ  
Publisher: ITM, (1992) 
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Melodie 
for viola and marimba  
Publisher: Editions Bim, (2001) 
 
Melodies 
2 flutes and vibraphone  
Publisher: ITM, (1974) 
 
Mirage  
for harp (2010) 
 
Monologue 
for trombone solo  
Publisher: Editions Bim, (2002) 
 
Okto November 
for string orchestra  
Publisher: Editions Bim, (1982) 
 
ORA 
percussion ensemble soloist and orchestra 
unpublished 
 
Partita (Nocturne) 
for guitar and percussion  
Publisher: ITM, (1994) 
 
Percussion Concerto 
for percussion solo and orchestra 
Publisher: Editions Bim, (2000) 
 
Piano Concerto 
for piano and symphony orchestra  
Orchestration: 2.2.2.2-4.2.3.1 - timpani, 3 perc., harp, celesta and strings 
Publisher: ITM, (1985) 
 
Piano Trio 
for violin, cello and piano  
Publisher: Editions Bim, (1995) 
 
Prím 
for snare drum solo  
Publisher: Editions Bim, (1984) 
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Quatrain 
for 4 solo saxophones, tubular bells and strings  
Publisher: Editions Bim, (2005) 
 
Quintet 
for woodwind quintet  
Instrumentation: flute, oboe, clarinet, bassoon, horn 
Publisher: Editions Bim, (1991) 
 
Rhythm Strip  
for 2 snare drums 
Publisher: Smith (1997) 
 
Run (Rune) 
for symphony orchestra  
Orchestration: 3.3.3.3-4.4.3.1-3 perc, timpani, harp, celesta, strings 
Publisher: Editions Bim, (1994) 
 
Salka Valka (1982) 
adapted from Halldor Laxness' novel 
 
Scintillations 
for clarinet  
Publisher: ITM, (1979) 
 
Seasons (Fantasy on a Chinese Poem) 
for clarinet and hand drum  
Publisher: Editions Bim, (1987) 
 
Sessellja (1980) 
a film based on the novel Woman by Agnar Pordarson 
   
Shadows 
for solo trumpet and brass quintet  
Publisher: Editions Bim, (2003) 
 
Sindur 
for 4 percussionists  
Publisher: Editions Bim, (1989) 
 
Sinfonia Trilogia (Hyr - Ra - Hvel) 
for symphony orchestra  
Orchestration: 3.4.5.4. - 6.4.5.2 - timp, 6 perc, hp - strings 
Publisher: Editions Bim, (1992) 
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Skugginn hefur flokna vel 
for voice, flute, harp, violoncello, percussion and video  
Publisher: ITM, (1991) 
 
Snow 
for violin, violoncello, percussion and piano  
Publisher: ITM, (1992) 
 
Snow 
for voice and piano 
Publisher: ITM, (1992) 
 
Sol 
for children's choir  
Publisher: ITM, (1999) 
 
Solarsöngur 
for mixed choir a capella  
Publisher: ITM, (1997) 
 
Sonata I 
for marimba  
Publisher: Editions Bim, (1984) 
 
Sonata 
for organ  
Publisher: ITM, (1986) 
 
Sonata 
for percussion  
Publisher: ITM, (1987) 

  
Sonata 
for violin and piano  
Publisher: Editions Bim, (1993) 
 
Sonata No. 2 
for violin and piano  
Publisher: Editions Bim, (2004) 

  
Sonatina 
for clarinet and piano  
Publisher: Editions Bim, (1998) 
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Songs of Spring 
for soprano and piano  
Publisher: Editions Bim, (2004) 
 
Söngvar um vorio 
for soprano and orchestra (2010) 
 
Spor 
for soprano, cello and piano 
Publisher: ITM, (1994) 
 
St. Cecilia Oratorio, (2009) 
Unpublished 
 
Syn 
for women's voices and percussion  
Publisher: ITM, (1975) 
 
Teikn 
for violin solo  
Publisher: Editions Bim, (1982) 
 
The Blue Light 
for 2 flutes (alto flute) and 2 percussionists 
Publisher: ITM, (1978) 
 
The Drop of Water 
for 2 percussions and tape (or 3 percussionists)  
Publisher: ITM, (2008) 
 
The Elements (1974) 
Ballet in four acts: Air-Earth-Water-Fire 
 
The Fire Troll (1974) 
Ballet based on a fairy tale by Alan Carter 
 
The Ice Palace  
Opera in 3 acts and 8 scenes, based on the novel by Tarjei Vesaas for 7 solos voices, 
orchestra, children, mixed choir, ballet and/or video.  
Orchestration: 2.2.2.2. - 2.2.3.1.-3 perc., timpani, harp, celesta, strings 
Publisher: ITM, (2001) 
 
The Outlaw (1981) 
a film based on the Icelandic saga Gisli Sursson 
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The Seal Has Man's Eyes (1974) 
a play by Birgir Sigurdsson 
 
The Small Bells of the Elders (1982) 
a play by Sei Kurashima 
(Radio production) 
 
The Songs of Songs (1991) 
Radio production 
 
The Wish (1980) 
a play by Johann Sigurjonsson 
 
Timinn vill ei tengja sig vid mig (1992) 
television documentary on the poet Jonas Hallgrimsson 
 
Toccata 
for chromatic tom-toms or roto-toms (c-c')  
Publisher: Editions Bim, (1976) 
 
Trio 
for clarinet, violoncello and piano  
Publisher: Editions Bim, (1998) 
 
Trio 
for clarinet, violin and viola  
Publisher: ITM, (1983) 
 
Triology 
for oboe, clarinet and bassoon  
Publisher: ITM, (1985) 
 
Tromma 
for 2 percussionists  
Intrumentation: 2 marimbas, 3 congas, 4 bongos, 2 pedal bass drums, 4 tom-tom, 1 bass 
drum, 2 octabonds, 2 slit drums 
Publisher: Editions Bim, (2002) 
 
Viola Concerto 
for viola and orchestra  
Orchestration: 1+Pic.2.2.2-2.2.3.1-3 perc., piano (celesta), strings 
Publisher: ITM, (1983) 
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Violin Concerto 
for violin and orchestra  
Orchestration: 3.3.3.3. - 4.3.3.1 - 3 perc, timp, celesta - hp - strings 
Publisher: Editions Bim, (2000) 
 
Wedding March 
for organ (and opt. trumpet)  
Publisher: ITM, (1984) 
 
What Happens in Silence (1981) 
a play by Nina Arnadottir 
(Radio production) 
 
Ymni 
for flute, oboe, clarinet, piano, mezzo-soprano, violin, cello & contrabass 
Publisher: Editions Bim, (2000) 
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APPENDIX C 
 

CATALOGUE OF WORKS FOR AND WITH PERCUSSION 
 
 

Aura 
for crotales and glockenspiel (1 player) 
Publisher: Editions Bim, (2002) 
  
Cosmic Tree 
for marimba solo and 3 percussionists 
Publisher: Editions Bim, (2009) 
 
Crossings 
Double Concerto for 2 percussionists and orchestra (2002) 
Publisher: Editions Bim, (2002) 
  
Earth (Siljia) 
for 3 percussionists 
Publisher: Iceland Music Information Centre, (1972) 
 
Fjörg (from Völuspa) 
for mixed choir and solo percussion  
Publisher: ITM, (1989) 
 
Frum - a drum song 
for solo 13 drums  
Publisher: Smith Publications, (1995) 
 
Glacier  
Saxophone and Vibraphone 
Publisher: Iceland Music Information Centre, (2002) 
 
Helfro 
for 2 percussionists and tape or 4 percussionists 
Publisher: ITM, (1978) 
 
Hringras 
for girl's choir and percussion 
Instrumentation: girl's choir, crotales, bell in C#, tubular bells, gong, vibraphone, dobachi 
Publisher: ITM, (1998) 
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Impromptu 
for marimba solo 
Publisher: Editions Bim, (1987) 
 
Impromptu 
for hand drums  
Publisher: ITM, (1987) 
 
Kím 
for snare drum solo  
Publisher: Editions Bim, (2001) 
 
Klukkan 
for piano and percussion duo (2009) 
 
Konzertstück 
for snare drum and orchestra  
Publisher: Editions Bim (1982) 
 
Konzertstück 
for snare drum and piano reduction  
Publisher: Editions Bim (1982) 
 
Ljos 
for dobachi, bells, bell plates, tubular bells, marimba, crotales, cello, darabuka, children's 
 choir    
Publisher: ITM, (1998) 
 
Marimba Concerto 
for marimba and orchestra  
Publisher: Editions Bim, (1987 – revised 2007) 
 
Melodie 
for viola and marimba 
Publisher: Editions Bim, (2001) 
 
ORA 
percussion ensemble soloist and orchestra (2008) 
 
Partita (Nocturne) 
for guitar and percussion 
Publisher: ITM, (1994) 
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Percussion Concerto 
for percussion solo and orchestra 
Publisher: Editions Bim, (2000) 
 
Prím 
for snare drum solo  
Publisher: Editions Bim, (1984) 
 
Rhythm Strip  
for 2 snare drums 
Publisher: Smith (1997) 
 
Sindur 
for 4 percussionists  
Publisher: Editions Bim, (1989) 
 
Sonata I 
for marimba  
Publisher: Editions Bim, (1984) 
 
The Drop of Water 
for 2 percussionists and tape (or 3 percussionists)  
Publisher: ITM, (2008) 
 
Toccata 
for chromatic tom-toms or roto-toms (c-c')  
Publisher: Editions Bim, (1976) 
 
Tromma 
for 2 percussionists  
Intrumentation: 2 marimbas, 3 congas, 4 bongos, 2 pedal bass drums, 4 tom-tom, 1 bass 
drum, 2 octabonds, 2 slit drums 
Publisher: Editions Bim, (2002) 
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APPENDIX D 
 

DISCOGRAPHY OF WORKS 
  

 
Áskell Másson – “World Premiere Recordings” 
Trio for clarinet, violin and viola; Prím for solo snare drum; Partita (Nocturne) for guitar 
and percussion; Sonata for solo marimba; Clarinet Concerto. Various performers 
including: Einar Jóhanesson (cl), Gudny Gudmundsdóttir (vn), Unnur Sveinbjarnnardóttir 
(va), Josef Ka Cheung Fung (guitar), Gert Mortensen (snare drum), Roger Carlsson 
(percussion), Icelandic Symphony Orchestra c. Páll P. Palsson. GCD 101.  
 
 
Evelyn Glennie – “Evelyn Glennie á Luxembourg” 
Áskell Másson: Konzertstück for snare drum and orchestra. Orchestre Philharmonique du 
Luxembourg c. Bramwell Tovey. EuroArts DVD 2054398. 
  
Evelyn Glennie – “Drumming” 
Áskell Másson: Prím for snare drum. BMG - 09026 68195 2. 
 
Iain Quinn – “Plays the Great Organ at Methuen” 
Áskell Másson: Meditation for organ. Raven - OAR-360. 
 
Iain Quinn – “Tender is the North” 
Áskell Másson: Variasjoner over “Mel Jesus vil eg fara”. Chandos – CHAN 10581 
 
Mannheim Brass Quintet – “brass 5.1” 
Áskell Másson: Shadows: concerto for trumpet and brass quintet. Reinhold Friedrich 
(trumpet). COV 50710. 
 
Markus Leoson – “Markussion” 
Áskell Másson: Prím for snare drum; Frúm a drum song. CD 071. 
 
Roger Carlsson – “Percussive Impact” 
Áskell Másson: Marimba Concerto. Gothenburg Symphony Orchestra c. Jun'ichi 
Hirokami. Intim Musik - IMCD 019. 
 
Spanish Brass Luur Metalls – “Absolute” 
Áskell Másson: Shadows: concerto for trumpet and brass quintet. Ole E. Antonsen 
(trumpet). Cascavelle - Vel 3077. 
 
Ymir Ensemble – “Icelandic Chamber Music” 
Áskell Másson: Snow for violin, cello, percussion and piano. Icelandic Music Center - 
ITM 8-03. 
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APPENDIX E 
 

LETTER OF PERMISSION 
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