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ABSTRACT 
 
 
 This document details the creation of a new type of multiple percussion solo from 

pre-composed percussion ensembles. The author transcribes three works for percussion 

ensemble by Lou Harrison (1917-2003): Suite for Percussion, movement I, Bomba and 

Simfony #13 so that they can be performed as percussion solos. Each composition 

requires a different type of solo version because of the diverse instruments and musical 

materials in the original scores. Learning to perform these new versions will expand the 

technical capabilities of a soloist and offers complex challenges not found in the original 

ensembles. The document includes complete scores and set-ups for each new solo version 

and discussion of performance practice and techniques to play each work. Although 

Harrison’s original works were conceived for amateur players, the solo versions require 

the skills of a virtuoso performer. The new versions confirm the artistic merit of 

Harrison’s work in a format both practical and satisfying to the solo percussionist. The 

project illustrates new methods for further developing percussion technique to enable 

ensemble works to be performed by soloists. The solo versions of Lou Harrison 

percussion ensembles presented herein result in new repertoire for the percussion soloist. 
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CHAPTER I: INTRODUCTION 
 
 
 
 The medium of percussion ensemble has continually developed since the 

composition of the first such work, Edgard Varese’s Ionisation, in 1931. Since then, other 

composers have created percussion ensemble works that have expanded the 

instrumentation and musical content in this genre. Lou Harrison (1917-2003) was one 

such composer. He developed the melodic attributes of the percussion ensemble within 

an organized formal structure.  

 Lou Harrison composed a total of seventeen percussion works from 1939 through 

1973, including fifteen between 1939 and 1942, and many unpublished scores and dance 

accompaniments. He composed percussion ensembles that accompany solo instruments 

in his First Concerto for Flute, Concerto for Violin and Percussion Orchestra and 

Concerto for Organ with Percussion Orchestra. He also wrote many compositions for his 

own amateur percussion ensemble from 1939 through 1942. I have arranged three of 

these ensembles, Suite for Percussion, Bomba and Simfony #13, into solo percussion 

versions. 

 I chose each of the three works due to their intrinsic musical content. Because the 

medium was so new and Harrison believed strongly in inclusive music participation, 

these three percussion ensemble compositions were originally designed for an amateur 

ensemble. Given more recent advances in percussion pedagogy and professional training, 

many modern percussionists are skilled enough to perform works once conceived as 

ensemble works in a solo format. 
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 I created the solo versions of the Lou Harrison percussion ensembles to 

demonstrate that the works are historically important compositions and they provide an 

artistic challenge for the contemporary percussionist. The solo formats require a soloist to 

learn new techniques of performance, and thus have pedagogical value, which will be 

apparent in the discussions of performance strategies that appear later in this document. 

Finally, the solo versions make use of new instrument and accessory options that were 

not available to Harrison when he originally composed the ensembles.  

 In Chapter 2 of this document I will briefly review the percussion ensemble 

repertory that inspired my project and provided me with ideas for realizing my solo 

versions of Harrison’s ensemble compositions. In Chapter 3, I review the steps I took to 

create the score for my solo versions and the instrumental set-up for each work. This 

discussion is followed by performance and instructional recommendations for each piece 

in Chapters 4, 5 and 6. The concluding section, Chapter 7, examines the value of this 

project and its contribution to percussion literature for performance and instruction. My 

new scores follow and comprise Appendices A, B and C. 

 To summarize, my solo versions are a new type of percussion solo, based on pre-

existing compositions. The new versions offer complex challenges not found in the 

original ensembles. The percussion ensembles of Lou Harrison are ideal for the creation 

of solo versions. The multiple instrumental parts from Harrison’s original ensembles can 

be combined and coordinated for performance by a single player. My work aims to 

illustrate new methods for exploiting a soloist’s technique and musicality to enable 

ensemble works to be performed by soloists. 
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CHAPTER II: ORGANIZATION OF THE SOLO VERSIONS 
 
  

A percussion ensemble can be reworked into a variety of solos. My work draws 

upon precedents set by other musicians who have created solo versions of ensemble 

pieces. An important solo version was first conceived within Harrison’s own percussion 

group in San Francisco.  

In the early 1940s, Harrison’s amateur percussion group played his composition 

Canticle #3, which has seven instrumental parts covered by five players. In the original 

score, the ocarina and guitar parts are combined and played by two of the five ensemble 

players. The published score has seven parts and a composer’s note in the preface that 

states: “the composer’s original intent was that these ‘parts were written for 

musicians…who played many instruments’ and that the original orchestration may be 

adhered to by employing five performers.”1 In current practice, two extra musicians are 

often used to play the ocarina and guitar in a concert performance of Canticle #3. 

Harrison’s group played these parts because of the ensemble’s smaller size and the fact 

that none of the members were professional percussionists, although most were 

musicians.2  

Two other composers, Christopher Adler and Rolf Wallin, have written 

percussion works that they then rearranged into both solo and ensemble formats. The first 

example is Christopher Adler’s composition Signals Intelligence. It has one ensemble and 

                                                
1 Lou Harrison, Canticle #3 (Ft. Lauderdale, FL: Music for Percussion, Inc., 1960), i.  
2 Leta E. Miller, Music and Politics in San Francisco (Berkeley: University of California Press, 

2012), 211.  



 16 

two different solo versions. In the work, each section features a single melody that 

duplicates itself at multiple speeds, generated algorithmically.3 The first version, a solo 

composed in 2002, is scored for six instruments of the same type with indefinite pitch.   

The ensemble was also composed in 2002 and is based on the same algorithmic 

material as the solo version. In certain sections, the algorithmic material provides a 

foundation for variation and embellishment.4 In 2009, the composer wrote a “virtuoso” 

solo version and added a foot-operated bass drum and bell plate to the original solo 

instrumentation, drawn from the player six part of the ensemble.  

 Adler’s expansion from solo to ensemble versions always includes a main 

thematic line similar to the original solo. The ensemble version of Signals Intelligence 

incorporates two ensemble players with the same instrumentation and musical material as 

the solo version. Also added are three players on keyboard instruments and the previously 

mentioned player six with a bell plate, kick drum and bass drum. The ensemble’s parts 

are similar to the solo, as direct imitation of pre-written solo material occurs, while other 

sections are based on motives found in the solo. For Signals Intelligence, extra musical 

material not found in the original is added to fill in the orchestration of the ensemble.  

Composer Rolf Wallin turned his percussion ensemble Stonewave (1990) into a 

trio (1990) and solo (1992) version. The trio and solo versions, like the original ensemble 

version, include a steady, insistent pulse. The instrumentation requires only drums and 

                                                
3 Christopher Adler, “Signals Intelligence,” Christopher Adler, 

http://christopheradler.com/compositions/SignalsIntelligence.html (accessed January 1, 2013).  
4 Christopher Adler, Signals Intelligence, for Percussion Ensemble (San Diego: Christopher Adler, 

2002), iii.  
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non-pitched metal instruments, and the thematic material consists almost exclusively of 

monothematic sequences put up squarely against each other or divided by long rests.5  

 In the three-player version of Stonewave, three players perform on four groups of 

eleven instruments. The groups are identified in the score as Left, Center and Right, after 

their positions on stage. The Percussion Center part of the ensemble has groups of eleven 

metal, five wooden instruments and six drums, while Percussion Right has five wooden 

instruments and five drums, and Percussion Left has eleven metal instruments. 

 The solo version is almost entirely derived from the center player’s part of the 

three-member ensemble. Like the ensemble, the solo’s instrumentation is flexible within 

certain limits. The set-up is divided into three groups (Metal – all instruments of short 

duration, Drums I – five wooden instruments and five drums, Drums II – five mixed 

wood or metal instruments and five drums with a different timbre from Drums I). Each 

group consists of eleven instruments that evenly cover a pitch range from low to high.6 

The material for the Stonewave percussion solo is almost all copied from the previous 

versions. Wallin’s reorganization of Stonewave and Adler’s of Signals Intelligence differ 

from my percussion ensemble solo versions. 

 My solo versions create solo transcriptions of previously-composed percussion 

ensembles and are distinctive in that they are the first solo works created by a 

recombination of ensemble parts. My versions require the solo percussionist to cover the 

original ensemble parts. None of the versions is a reduction of the original in the sense 

that it does not eliminate any musical material in the sections and works presented. Nor 

                                                
5 Rolf Wallin, Liner notes for Stonewave (Grammofon AB BIS CD 512, 1991) 3. 
6 Rolf Wallin, Stonewave, version for Solo Percussion (Chester, NY: Chester Music, Ltd., 2001), i.  
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are my versions of Harrison’s works an expansion of his previously-composed pieces. 

My versions faithfully reformat each of the percussion ensembles into multiple 

percussion solos without sacrificing any of the musical material. Hence, while I drew 

inspiration from the reorganization of compositions just mentioned, my solo versions 

differ from earlier efforts in this line of work. The differences in our approaches highlight 

the innovation of my solo versions.  

My reformatted versions of Lou Harrison’s percussion ensemble pieces augment 

the methods used by Wallin and Adler to create their solo compositions Signals 

Intelligence and Stonewave. Parts from my solo versions were taken from a composite of 

the separate ensemble players’ parts, whereas Adler and Wallin create their solo versions 

from paraphrased patterns in an original version. For his solo version of Stonewave, 

Wallin reduces the thematic material and instrumentation from the six-player ensemble 

into a solo version. His multiple percussion solo is performed on a large instrumental set-

up identical to a set-up found in the ensemble version, but the solo version includes 

thematic material from only one performer’s part of the original ensemble. In my 

reformatted versions of Lou Harrison percussion ensembles, I require the soloist to 

combine each ensemble player’s part into a composite piece for the multiple percussion 

solo. 

 In my reformatted solo versions, the multiple limbs of a soloist replace Harrison’s 

multiple players. I drew inspiration from Steve Schick who states: “The sonic impact of 

multiple percussion music is collective and is the unified result of the accumulated 

sounds from single instruments that are grouped into one polyinstrumental 
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combination.”7 The percussion soloist in my solo versions literally embodies the 

percussion ensemble and assumes a collective identity when playing the instruments and 

parts of Lou Harrison percussion ensembles. The solo performer must also be conductor 

and performer. Soloists choose the pace of the works and decide the most important 

melodic or thematic elements to phrase. Unlike a collection of ensemble players, the 

soloist can execute extreme dynamic shifts by an instantaneous self-adjustment with the 

limbs. In the solo versions, soloists coordinate the work’s overall volume, dynamic 

contrast and choice of specific instruments. 

 My solo versions of Lou Harrison percussion ensembles result in a new repertoire 

for the percussion soloist. The works are prepared for a solo performer, with one set-up 

and no assistance from another person or electronic source. Unlike previous multiple 

percussion arrangements of ensemble compositions, my solo versions preserve the 

multiple, simultaneous musical lines taken from ensemble parts. Percussion ensembles, 

when performed by a soloist, create a new form of multiple percussion solo. 

 

 

 

 

 

 

 

                                                
7 Steven Schick, The Percussionist’s Art (Rochester, NY: University of Rochester Press, 2006), 

16.  
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       CHAPTER III: CREATION OF THE LOU HARRISON SOLO VERSIONS 
 
 
 
 This chapter details the three different processes with which I created the three 

solo versions of Lou Harrison percussion ensembles. The Suite for Percussion, movement 

I, solo version is presented first, followed by the Bomba and Simfony #13 solo versions. 

The new set-ups and scores are assembled from the original ensemble’s musical 

materials.  

 The entire first movement is not presented because a soloist cannot play all the 

instruments and material of the B section, as this section has too many simultaneous 

rhythms and polyrhtyhms on multiple instrument sets for a single player to physically 

cover the materials. Also, the instruments used (triangles, bells, clock coils, gongs, tam-

tam, and washtub) require different methods of sound production, and one person cannot 

hold the amount of beaters needed. The A section of the first movement, however, is a 

logical candidate for reorganization into a solo version. In the solo version, many unison 

ensemble parts are condensed into a unison score line, and the instruments are arranged 

into a single set-up. Players I, II and III each play three muted brake drums that combine 

into a unison score line. Nine total brake drums of all different pitches and sizes are 

grouped together in three sets of three, arranged as low, medium and high. Player IV 

plays a large, galvanized steel washtub while Player V has a tam-tam and two medium 

gongs.  

 Suite for Percussion’s solo version of movement I contains all of the original 

materials from the A section. The ensemble instruments and musical material are not 
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altered from the original. All the ensemble materials, notes, rhythms and dynamics are 

maintained as well.   

The solo version score condensed five original score pages into two. The 

notational system of the solo score clarifies and organizes the ensemble materials. Each 

part is written in line score notation, one horizontal line is used for up to three 

instruments per player. For example, the brake drum’s three pitches are notated below, on 

and above the line to indicate a pitch level from low to high. The washtub, with only two 

pitches, has one note placed above and the other below the score line, which indicates the 

rim or center of the instrument (Musical Example 1). One score line best represents and 

clarifies the combined material into a small visual space on the score for a soloist.  

 

Musical Example 1: Line Notation for Suite for Percussion, movement I, Solo Score 

 

The three brake drum parts have identical rhythms, dynamics, dynamic motion 

and phrase structure. Score order is maintained throughout with three lines of line score 

notation, one for each instrument group. The combined brake drums are on the highest 

score line, washtub in the middle and gongs on the lowest score line. The solo set-up for 

Suite for Percussion, movement I, combines all the instruments from the score for 

performance. 
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The mallets created for the Suite for Percussion, movement I, solo version 

produce consistent sounds from the diverse instruments of the work. A hard-ball 

xylophone mallet is used with a short handle; the shorter handles allow an easier and 

more consistent six-mallet cross grip. The heavy mallet head adds more weight and 

surface area for full tones from the pipes, washtub and gong instruments. A layer of 

moleskin is wrapped around the beating spot of each mallet to create a softer contact area 

and produce a more resonant sound, while still keeping the bite and attack of a hard 

mallet (Illustration 1). 

 
 

 
 
Illustration 1: Mallet for Solo Version of Suite for Percussion, movement I 
 
 
 
 The Suite for Percussion, movement I, solo set-up requires substitutes for the 

many brake drum parts. The nine total brake drums are too heavy and large to be 

successfully mounted and played by a single player. I substitute metal pipes for brake 

drums because they match the brake drum sound and are much smaller. Also, the pipes 
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can be arranged and tuned to pitches, and Harrison himself used similar instruments. In 

1942, Harrison wrote for metal pipes in his percussion ensembles, In Praise of Johnny 

Appleseed7 and Fugue for Percussion.8   

To create the brake drum substitutes for the solo versions, a one-inch diameter 

aluminum pipe was selected. It was cut to lengths based on composer and instrument-

maker Harry Partch’s just intonation ratio for a minor third interval.9 Each of the three 

brake drum group’s highest pipe starts at a predetermined length, from that point; a ratio 

of 6/5 was employed to create the rest of the pipes in the group (Figure 1). 

 
 
 
 
 
 
 
 
 

Figure 1: Pipe Lengths for Three Different Sets Using Harry Partch’s Just Intonation   
    Tuning Ratio for Minor Thirds10 

  
  
 
Every subsequent pipe group begins an inch longer than the previous higher-pitched 

group. The pipes take up much less room then brake drums in the set-up and are of 

uniform composition, size, shape and tone.   

The pipes are arranged into three groups of three pipes each. The lowest set is to 

the soloist’s left, the medium set in the center and the highest set on the right (Illustration 

                                                
 7 Lou Harrison, In Praise of Johnny Appleseed (Miami: Warner Bros. Publications, 1999), 1. 

8 Lou Harrison, Fugue for Percussion (Ft. Lauderdale, FL: Music for Percussion, Inc., 1962), 1. 
9 Harry Partch, Genesis of A Music (New York: Da Capo Press, 1974), 84. 
10 Ibid, 68. 

 Player I – 9” 10.8” 13” 
 

 Player II – 10” 12” 14.375” 
 
 Player III – 11” 13.2” 15.85”  
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2). This arrangement allows one three-mallet stroke from a single hand to strike a group 

of three pipes. The placement of pipes allows the outside mallets in the grip to guide 

strokes based on one pipe of a three-pipe group. This single hand three-mallet grip and 

placement of the pipes ensures a consistent stroke that creates a blended sound.   

 
 

 
  
Illustration 2: Pipe Arrangement for Suite for Percussion, movement I, Solo Set-up                       

 
 
 
 The pipes are circular and move when struck by the mallets, so I made a precut, 

half-inch tall, foam mat with material removed for each pipe. A yardstick stapled to the 

trap table, parallel to the pipes and next to the foam mat, holds them in place. The 

perpendicular alignment of the yardstick prevents the pipes or foam mat from moving.  

The instruments are set up with the rows of pipes directly in front of the 

performer, the washtub is on the left in the same plane, and the gongs are slightly in front 

of the pipes and washtub (Illustration 3).  
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Illustration 3: Horizontal Levels for Suite for Percussion, movement I, Solo Set-up 
 
 
 
The horizontal instrument placement allows lateral arm motions to reach all the 

instruments of the solo set-up, and the consistent mallet motion need only move up and 

down. 

 There are several gongs in the Suite for Percussion solo instrumental set-up. Two 

gongs laid flat on a trap table are used for gong rolls. This horizontal position enables the 

soloist to smoothly transition from gongs to pipes or washtub because all the instruments 

are visible to the performer. A moleskin patch placed on the gong and the moleskin on 

the mallets makes two softer beating spots when matched. The opening gong rolls, 

though, are played directly on the exposed metal of the gong for a piercing timbre. The 

lowest-pitched gong is suspended vertically on a cymbal stand and played with a drum 

set bass drum pedal. When the foot plays the gong, the hands are free to play both pipes 

and washtub.  
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Lou Harrison’s percussion ensemble, Bomba, is the second solo version I created. 

All the instruments in the ensemble are arranged into a solo set-up and score. The 

ensemble parts are scored as follows: Player I: maracas and three flowerpots, Player II: 

metal rattles, three suspended brake drums and a muted brake drum, Player III: 

thundersheet and three temple blocks, Player IV: rasp and three woodblocks and Player 

V: tam-tam and bass drum. 

The solo version score contains the elements from the ensemble version, with 

condensed, clarified and reformatted material. (The original seven-page score was 

reduced to three pages.) The score’s notational system is of variable size and includes one 

to five score lines that depend on the instruments performed in a given measure.  

Line score notation works well for single instruments and instrument sets 

comprised of three instruments. The instrument set’s three notes are placed above, on and 

below the score line. Line score notation enables easy visual representation, even with 

multiple sets. 

In the solo score, musical items are consolidated. One score line represents unison 

rhythms with written cues and different notehead types. For example, when the rasp is 

combined with the unison thundersheet and bass drum parts, filled and x-type noteheads 

notate the bass drum and thundersheet, with a written cue to add rasp. Another 

consolidation occurs when the maracas and metal rattle occupy the same score line, and a 

written cue indicates both instruments be included. The solo version score simplifies the 

visual information of the combined ensemble materials.  
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Bomba’s solo version set-up assembles the instruments into quadrants in front of 

the soloist. The soloist sits on a bar stool, so he is balanced while playing instruments 

with the hands and feet. The instruments are placed on two trap tables: a large rectangle 

and a smaller square board placed to the left of the main rectangular table. The right side 

of the set-up contains instruments such as the rasp and woodblocks played with the 

thinnest dowel held in the right hand  (Illustration 4). The woodblock instruments are 

arranged in an arc that allows a smooth transition from instrument to instrument. 

 
 

 
 
Illustration 4: Bomba Solo Set-up – Right Quadrant 
  
 
 

The center quadrant of the set-up houses multiple instrument sets, including the 

flowerpots, temple blocks and suspended bells, along with the muted bell. The sets 

position in straight lines places them directly in front of the performer (Illustration 5). 

Most of the complex performance material is played in the center quadrant. 
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Illustration 5: Bomba Solo Set-up – Center Quadrant 
 
 
 

The left quadrant of the set-up contains singular instruments for accompaniment, 

including the thundersheet and bass drum/thundersheet instrument (Illustration 6). The 

soloist plays these instruments with rolls by the left hand, while the right hand plays 

instruments in the center or right quadrants. 
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Illustration 6: Bomba Solo Set-up – Left Quadrant 
 
 

 The instrumental set-up’s final quadrant is the lower or ground level where the 

soloist plays foot instruments. The feet play the bass drum and hanging gong with bass 

drum pedals. Also, special shoes are attached to the feet to play the two pitches of both 

the maracas and metal rattles. 

The instruments used in the Bomba solo version are played with methods of 

sound production different from standard practice. For example, the maracas and metal 

rattles cannot be played in their normal hand-held fashion because other instruments 

occupy the hands. For normal maracas technique, “the player uses two maracas, one a 

small, high-pitched maraca held in the right hand and the other a large, low-pitched 

maraca held in the left hand.”11 A foot pedal cannot play the maracas because the motion 

of a beater produces only one sound and two instruments are needed for proper pitch 

distribution. 

                                                
11  Xavier Cugat, Meet Mr. Cugat: Bringing “Latin America” to you in Music and Rhythms (New 

York: Bourne Music Publishers, 1943), 2. 
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The feet play the maracas instruments by striking the beads inside of the 

instruments against the shell of the instrument, and each foot has a different type of 

instrument (left: maracas; right: metal rattle), with both low and high pitches of the same 

instrument type on the same foot. The arch of the foot is made a center axis point, which 

makes two strokes possible with the front and back of the foot. The shoe instruments 

produce two distinct tones using a forward and backward foot motion similar to a seesaw. 

A forward or toe motion sounds the higher maracas instrument while a motion with the 

heel produces the lower maracas pitch. 

The rasp is played with a horizontal motion because the instrument is parallel to 

the trap table. An up and down stroke motion actuates the other ensemble instruments; 

temple blocks, flowerpots, suspended bells and the muted bell.  

The sticks made to play the Bomba solo version are fashioned from dowel rods. 

Since yarn and unwrapped mallets are not articulate on the instruments of the solo set-up, 

fourteen inch oak dowels are used to produce a sharp and solid tone. A gong mallet, made 

by wrapping bands of surgical tubing around a dowel’s contact point, is held in the third 

mallet position. Three of the mallets, including the gong mallet, are half an inch in 

diameter. The fourth dowel is three-sixteenths of an inch in diameter and plays the 

woodblocks and the rasp.  

The brake drums in the Bomba solo version are substituted by noah bells. The 

bells are resonant with a tone similar to period spun brake drums (Illustration 7).12 

 

                                                
12  Thad Anderson, “Junk Isn’t What It Used To Be,” Thad Anderson, 

http://www.thadanderson.com/junk-isnt-what-it-used-to-be/ (accessed January 1, 2013).   



 31 

 

 
 
Illustration 7: Noah Bells Arrangement for the Bomba Solo Set-up 
 
 
 
The noah bells’ small size and shape make them ideal for the solo version set-up, as 

many pitches are available. For the muted brake drum sound, a larger noah bell is placed 

on a foam cradle with extra foam stuffed into the opening of the bell. Many other 

instruments were engineered for the Bomba solo version set-up. 

The maracas shoes reproduce the two instrument pitches of the maracas and metal 

rattle. They began with a pair of identical strap sandals, each with three fastener straps. 

The instruments attached to the metal rattle shoe are two tin canisters of different depths. 

Two sizes of caxixi, a woven basket shaker, are attached to the maracas shoe instruments. 

To fix each set of instruments to the sandal, industrial strength Velcro is attached to the 

side of the lower instrument and the bottom of the higher instrument and wrapped with 

Velcro fasteners. The front of the foot and toes stabilize the higher basket as it rests on 

top of the foot, while the lower basket is hung behind the heel of the foot (Illustration 8). 
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A             B  

Illustration 8: Bomba Solo Version Sandals. A, Maracas Sandal. B, Metal Rattle Sandal. 

 

The solo version rasp was created when a Latin Percussion brand fiberglass guiro 

was cut lengthwise and placed flat onto a trap table (Illustration 9). The guiro has a full, 

bright sound and, because it is half a circle, creates a natural resonating chamber that 

does not roll away, as a regular, round guiro would. The instrument does not need to be 

held by a hand when played. 

 
 
 

 
 
Illustration 9: Bomba Solo Version Rasp Instrument 



 33 

The bass drum/thundersheet instrument functions to substitute the sound for 

several bass drum and thundersheet tremolos. I placed a small thundersheet on top of a 

small, sideways bass drum or large tom-tom that is played with a one-handed roll 

(Illustration 10). The thundersheet, when struck over the drum, creates sympathetic 

vibrations that also sustain the bass drum. 

 
 

 
 
Illustration 10: Bass Drum / Thundersheet Instrument for the Bomba Solo Set-up 
 
 

The solo set-up contains two pedals. For the bass drum, a fuzzy cork beater attains 

a sound similar to a concert bass drum. The other pedal has a regular, felt, bass drum 

beater. It plays the hanging tam-tam suspended off the keyboard stand that holds the large 

trap table.   

Lou Harrison’s percussion ensemble Simfony #13 is the third solo version that I 

created. It has many individual independent lines and four ensemble parts that the soloist 

coordinates. The score’s instrumentation is voiced, based on the player, from highest to 
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lowest pitch level. Player I, the soprano voice, has five woodblocks, six water buffalo 

bells and seven cowbells. Player II, the alto voice, has five temple blocks, five suspended 

brake drums and five muted brake drums. Player III, the tenor voice, uses suspended 

cymbal, medium gong and tam-tam, and Player IV, the bass voice, has seven concert 

tom-toms and a contra bass drum. 

The solo version score reduces the original twenty-five pages to nineteen. The 

solo score’s notation and musical systems are drawn from the published, not the 

manuscript, score. For example, the published musical score spreads out the instrumental 

parts on both high and low sections of the stave similar to SATB score arrangement, with 

simultaneous parts that rarely use the same pitches or overlap voices. 

For the Simfony solo version, the soloist plays primarily with two hands and a 

foot, while one foot stabilizes the body. There is too much movement to sit on a stool or 

chair and too many instruments that cannot be reached if the performer remains seated. 

The hands play melodic lines or intricate accompaniment parts; the dominant hand 

usually has the fastest and most complex melodic line. The feet play consistent rhythms 

with the foot pedals on single instruments like gong and bass drum.  

The score is placed initially in grand staff and occasionally switches to only one 

or up to three staves, depending on the number of instruments. The gong is placed in line 

score notation because it has only one pitch, while all other staves have the customary 

five lines. Each stave can contain several instrument sets; one set begins on middle C and 

uses five or six notes as a range, and another starts at the octave above middle C that 

enables two sets to fit simultaneously on the same stave. The cowbells and tom-tom 
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instrument sets, with seven instruments each, begin on the lowest or F space of the stave 

and proceed seven notes up to the E space. For rhythmic clarity, all polyrhythms of four 

quarter notes over the space of three are rewritten so that they correspond to their 

composite structure as four groups of three sixteenth note groups (Musical Example 2).  

 
 
Musical Example 2: Simfony #13 Four Against Three Polyrhythm Labeled in Solo Score 
 
 

 
 
 
 
 The Simfony #13 solo score needed minor revisions because of the number of 

simultaneous rhythms and instruments in certain sections. Musical items were removed if 

a section was too complex for a soloist to coordinate, there were too many voices 

occurring simultaneously, or the performer was not physically able to play all the 

combined parts. The revised material is based on the section-to-section relationships of 

themes to maintain the overall direction and cohesion of the composition.  

If the soloist cannot perform all the material, a process was applied that covers as 

much as possible. Items removed from the solo score include tremolos or other 

accompaniment, like repeated rhythms, ostinati, ascending and descending eighth notes 

or soft dynamics. Even with the minor revisions to the solo score, no less than two 

simultaneous ensemble voices occur, unless only one voice is called for.   
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 The following describes the original ensemble materials removed from the solo 

version score of Simfony #13. The first revision is in Section 6 where the final three tom-

tom quarter notes are removed from beats three and four of measure fifty-one and beat 

one of measure fifty-two. The tom-tom notes are edited because the left hand is used to 

play the sixteenth notes of the woodblock figure. A pianissimo bass drum tremolo is 

removed from Section 13, and in Section 15 six tam-tam whole notes are removed. Also 

removed from the score are: three tam-tam whole notes and an elephant bell tremolo in 

ten measures of Section 16 and Section 17, the whole notes on triangle and dotted quarter 

notes on bass drum rim in Section 18, and the muted gong dotted quarter notes in Section 

19. In Section 20, identical triangle and bass drum rim parts are removed as in Section 

18, and Section 21 leaves out the same dotted quarter note muted gong part as in Section 

19.  

In Section 22 the tam-tam parts are removed because their whole note impacts are 

now replaced by the accents on the bass drum and suspended brake drums. A bass drum 

tremolo crescendo is removed from Section 23 through 28:, as the dynamics and 

crescendo of the brake drums balances the bass drum roll. Occasionally, parts are omitted 

because there are not enough limbs to play. For example, the muted gong’s dotted quarter 

note ostinato in Section 26 and a similar dotted quarter note part on the muffled cymbal 

in Section 27 are taken out. The dotted quarter note ostinato on muffled cymbal in 

Section 28 and tam-tam line from Section 29 are removed because the soloist plays the 

melodic parts with the available limbs.  
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Sections 30 through 31 share a canon theme and several edited items in both 

sections. The edits in these sections include grace notes, repeated phrases, most of the 

muted gong part played by the foot and long tones on any instrument of a half note or 

more. More edits were made in Sections 30 through 31 than any other place in the solo 

versions because of the section’s density and complexity. Removed from the solo score is 

a pianissimo elephant bell tremolo from Section 32, bass drum tremolo in Section 33, the 

dotted quarter notes on bass drum rim, and whole notes on triangle in Section 35. Six 

tam-tam whole notes from Section 37 and a dotted quarter note pattern that ascends and 

descends on cowbells, along with the open and muted gong phrase in Section 38, were 

also removed.  

In Section 39 the dotted quarter note descending instrument line of triangle, 

suspended cymbal, gong and tam-tam is removed, as are the grace notes of the toms-toms 

and five eighth-note patterns in both the woodblocks and temple blocks. The bass drum 

rolls in Section 39 are replaced by a whole note. The final edit is the removal of the 

muted gong in measures two hundred ninety-nine through three hundred. 

  The solo version set-up to Simfony #13 contains many of the ensemble’s 

instruments and arranges them into one polyinstrumental combination for the soloist. The 

solo version mallets are created from hard, rubber, ball-shaped xylophone mallets, with 

moleskin wrapped around the beating spots. The hard rubber ball mallets offer more 

weight and surface area to contact the instruments, while the moleskin adds resonance to 

the hard mallet. 
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 Instruments in the set-up are grouped in sets on different-sized trap tables. The 

muted and suspended brake drums rest on a large rectangular board. The woodblocks and 

water buffalo bells rest on a large square table, placed in front of the performer. The 

cowbells hang from a series of posts, which attach to a metal baseboard that rests on a 

long wooden rectangular trap table. The suspended cymbal and temple blocks set fasten 

on top of straight cymbal stands. 

 The soloist strikes several drum set pedals to play bass drum and gong. A double 

bass drum pedal is attached to the bass drum; but, the soloist only plays single strokes 

with one beater at a time. Depending on where the performer stands, he can shift between 

the two pedals. The slave pedal is positioned to the right of the gong pedal to maintain the 

body’s posture while both the gong and bass drum are played with two feet (Illustration 

11). The gong hangs from a stand and is played with the leftmost pedal. 

 
 

 
 
Illustration 11: Simfony #13 Solo Set-up – Foot Pedals 
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 The performer is the axis point of the set-up, and from that point he positions the 

instruments around his body. The performer can change this axis point by moving her 

feet or shifting body mass. The set-up is arranged in levels or tiers that decreases the 

physical size of the set-up and the need for the soloist to stretch over many instruments. 

Each instrument set occupies a different height, similar to the position of organ manuals 

on a pipe organ. The tier organization places the most often played instruments closer to 

the performer (Illustration 12). 

 
 

 
 
Illustration 12: Simfony #13 Solo Set-up – Tiers 
  
 
 

The groups of instruments in each tier are arranged in a line, similar to a piano, 

marimba or vibraphone keyboard. In certain circumstances, the instrument position 

changes to aid the solo performance; for example, the highest woodblock of the set is 

parallel to the performer while the other four blocks are perpendicular (Illustration 13). 
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Illustration 13: Simfony #13 Solo Set-up – Instrument Line Arrangement 
 
 
 
This enables the smallest, highest-pitched woodblock to be played with the two mallets of 

the right hand. The altered instrument position allows smooth arm motions to cover 

multiple instruments, as the hand and arm move in a straight line or from tier to tier. The 

different instrument heights in the set-up positions more instruments closer to the soloist 

because the sets are only separated by inches.  

The seven tom-toms’ position in the Simfony #13 solo set-up is unique, with the 

three larger drums in front of the four smaller drums (Illustration 14). The two lines of 

three and four drums are roughly the same size, side-to-side, and the performer stays in 

one spot or area to play both of them. One straight line of tom-toms is not advisable for 

the solo version because the performer has to move too much from side-to-side to play all 

the tom-tom parts. When arranged in a single line, the soloist cannot cover all the parts 

for tom-toms as well as other instruments, like the suspended cymbal or temple blocks. 
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Illustration 14: Simfony #13 Solo Set-up – Tom-toms Arrangement 
 
 
 
The tom-tom parts Harrison composed in Simfony #13 are easily split in this divided 

order, the only trouble spot is the distance between the third (right most, front line) and 

fourth (left most, back line).  

 The inclusion of both a muted and suspended set of brake drums in the Simfony 

#13 solo set-up allows soloists to instantaneously change between the two sets of five 

instruments in performance. A towel partly covers the muted set that is positioned in 

front of the suspended set. The pitch relationships are very similar between the two sets.  

Once again, brake drums are too large to be used in a solo set-up and cannot 

produce enough difference in pitch, so Club Aluminum brand pot lids are substituted for 

all of the brake drums. Made out of aluminum, the pot lids have a bell-like tone similar to 

the spun brake drums made in the 1930’s that Lou Harrison and John Cage used in their 
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own percussion ensembles.13 The club aluminum lids range in size from five to twelve 

inches in diameter. Each pot lid is placed on a foam sponge that has a hole cut in the 

center to accommodate the protruding knob of the upturned pot lid.  

 My three Lou Harrison percussion ensemble solo versions, Suite for Percussion, 

movement I, Bomba and Simfony #13, each require the creation of a new score and set-

up. The process for the creation of each of my three solo versions is different because of 

the themes, rhythms and instruments used in the original ensembles. Therefore, each solo 

version score and set-up is of variable size and content. My three solo versions of Lou 

Harrison’s Suite for Percussion, movement I, Bomba and Simfony #13, show several 

variations in the formulation of new materials from percussion ensembles. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

                                                
13 Anderson, “Junk”. 
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CHAPTER IV: A SOLOIST’S GUIDE TO THE SUITE FOR PERCUSSION,    
                MOVEMENT I, SOLO VERSION 
 
 
 
 Each new percussion ensemble solo version presents new performance 

considerations. In the following section, the solo version of Suite for Percussion, 

movement I, is analyzed, along with its performance techniques. The solo version of the 

Suite uses a six-mallet grip, three mallets held in each hand, to play the pipes, which are 

grouped in three sets of three. The grip is a Burton-style cross-grip with an extra inside 

mallet held in each hand, placed on the inside of the thumb, then laid over the four-mallet 

cross-grip and held in place with the ring finger (Illustration 15). 

 
 

 
Illustration 15: Six-Mallet Grip for Suite for Percussion, movement I, Solo Version  
 
 
 
The grip produces three sounds from each pipe set with one wrist stroke when the arm 

positions the mallets horizontally over the instruments. Individual mallet control, though, 

is needed for the left hand’s three mallets. 
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 When the soloist plays the pipes and washtub together, mallets 1 and 3 of the left 

hand strike the washtub, with mallet 1 in the center and mallet 3 on the edge. While the 

outside two mallets are moving, they pivot and rotate around the center mallet. When the 

parts are combined, the right hand’s three mallet strokes play all the pipe parts while the 

left hand plays the washtub. The movement around the set-up is improved with the 

creation and practice of exercises. 

 Several sticking exercises were created for and based on the musical patterns 

found in the Suite for Percussion, movement I, solo version. Paradiddles and patterns that 

combine single, hand-to-hand strokes with a one-handed double stroke are utilized to 

play the three pipe sets. Two directions of double strokes are practiced; the first is from 

the inside of the arrangement out, where the mallets are placed over the center pipe set 

and the right hand moves right. The other motion is outside in, where the right hand is 

positioned on the far right pipe set and moves left. The set-up is similar to a percussion 

ensemble with three players or instrumental parts, having three separate areas for pipes, 

washtub and gongs. 

 In the Suite for Percussion, movement I, solo version, the soloist’s feet play 

instruments and also move the body into performance position. The right foot plays 

individual strokes with a bass drum pedal on a suspended gong. If the pedal strike from 

the foot is too hard, the gong swings unpredictably backward and forward, so the 

performer must develop a touch for the instrument and pedal. The infrequency of gong 

notes necessitates several body positions for performance.  
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In the first body position, the washtub and pipes are played together as both legs 

stabilize the performer. The second performance position is used when the gong is played 

with pipes or washtub. The right foot remains on the gong pedal, while the left foot 

stabilizes the body and the performance platform of the hands.  

 The introduction section of Suite for Percussion, movement I, begins with a tam-

tam note and multiple gong tremolos. In measure two, a washtub polyrhythmic figure 

moves directly to the unison brake drum line in measure three (Musical Example 3). 

 
 
Musical Example 3: Suite for Percussion, movement I mm. 1 – 3 
 

 
 
Measures four through eleven have a unison brake drum line composed of sixteenth notes 

with syncopation in groups of two, four or five notes (Musical Example 4). 
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Musical Example 4: Suite for Percussion, movement I mm. 4 – 5 
 

 
 
 
In measure eleven, three sextuplet groups are added to the sixteenth note brake drum line. 

 For measures one through three, the soloist coordinates the multiple instrument 

parts. The sticking patterns used for these measures include paradiddles, double strokes 

and left hand lead alternating single strokes. For consistency in sound, every pipe stroke 

must be placed in the center of each of the three pipes in each group. The left hand never 

plays the highest set of pipes, because it would have to crossover the right hand. 

Preplanned stickings and movements from the right hand allow the pipes phrases to be 

easily executed. 

 The performer’s body is positioned to the left side of the set-up, in close 

proximity to all the instruments used in the section. The washtub’s sextuplets are played 

with a sticking of 4 3 1 3, so the right hand can move instantaneously to the pipe sets. 

Playing the washtub figure incorporates both hands; the right hand plays the first four 

strokes, and the left hand’s outside mallets, 1 and 3, play the final sextuplet group in the 

figure. The gong roll is played on the bare metal of the instruments with the inside 

mallets, numbers 3 and 4.  

 The pipes line in measures four through eleven utilizes a sixteenth note pace that 

is played with individual three-mallet strokes. Each hand plays a grouping of three pipes 
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with every stroke. That turns nine pipes into three instrument sets by matching the strokes 

and instruments into three different groups of low, middle and high pitch.  

Different sticking patterns play the muted pipes in this section. The addition of 

double strokes eliminates the need to crossover the hands in order to play the outside sets 

of pipes. The accents are only played with the right hand and are at a high volume, up to 

an accented sffz.  

 The next section of the first movement of Suite for Percussion includes measures 

fourteen to the second beat of measure twenty-two. The section’s form is A-B-A’ (Figure 

2).  

 

   

 

 

 

Figure 2: Suite for Percussion, movement I Form mm. 14 – 22 (beat 2) 

 

The measures transition between the A section’s five eighth note washtub figure (Musical 

Example 5A), and the B section’s sixteenth notes on brake drums, then to the five eighth 

note washtub figure in the A’ section, that is grouped in the space of four eighth notes 

(Musical Example 5A1).        

 
 
 
 

                  A                 B                      A’ 

     mm. 14 – 17        17 – 18       19 – 22 (beat 2) 
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Musical Example 5: Suite for Percussion, movement I Washtub. A, m. 14 – (beat 3 “an”). 
           A1, m. 19. 
  
 
A                                                                            A1 

                       
 
      
The B section’s sixteenth note figure has groups of three sixteenth notes followed by an 

eighth note (Musical Example 6). 

 
 
Musical Example 6: Suite for Percussion, movement I mm. 17 – 18 (beat 2)  
 

 
 
 
The final transitional section begins with groups of three sixteenth notes followed by an 

eighth note in Musical Example 7. 
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Musical Example 7: Suite for Percussion, movement I mm. 21 (beat 3) – 22 (beat 2) 
 

 
 
 
            The solo performance of measures fourteen through beat two of measure twenty-

two uses coordinated stickings to move from the washtub to pipes in time. In beat three 

of measure thirteen, double right hand strokes on the pipes are combined with a washtub 

sticking of 4 1 3 1 to compensate for the movement of the left hand. In measure twenty-

one, beat three, the pipes are played by the right hand’s three mallets, while the left hand 

stays on the washtub and has a sticking of 3 1 3 to play edge-center-edge on the 

instrument.  The washtub strokes reverse for each phrase; in measure fourteen, the 

strokes are played from the center to edge, while in measure nineteen, the washtub 

strokes are played from edge to center. 

 Musical Example 8 illustrates rhythmic motives found in the next section of the 

composition. 
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Musical Example 8: Suite for Percussion, movement I mm. 25 – 26 
 
 

 
Motives:      a            b                a               b                a 
 
 
 
To play the motives the soloist uses double stickings, in a sequence of L R L R R - R L R 

R, repeated two and a half times. 

 The final section includes measures twenty-nine through forty. Measure twenty-

nine’s theme is two accented eighth notes followed by three sixteenth notes, shown in 

Musical Example 9. 

 
 
Musical Example 9: Suite for Percussion, movement I m. 29 (beats 1 and 2) 
 
 

 
 
 
Beginning in measure thirty-three, a previous motive used in measure twenty-three 

reappears. This time, the first sixteenth note is replaced by a dotted eighth note on the 

pipes and a gong note at a softer dynamic (Musical Example 10). 
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Musical Example 10: Suite for Percussion, movement I mm. 32 – 33 (beat 1) 
  

 
 
The final subsection, shown in Musical Example 11, builds off of the previous theme 

from Musical Example 10 with its repeated eighth notes. The washtub crescendos from 

measure thirty-seven to thirty-eight as the pipes decrescendo in measures thirty-six 

through thirty-nine. 

 
 
Musical Example 11: Suite for Percussion, movement I Brake Drums / Washtub mm. 36 
    – 39 
 

 
 
 
The last two measures are a more complex variation of the original sixteenth note theme 

with syncopation (Musical Example 12). 
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Musical Example 12: Suite for Percussion, movement I mm. 39 – 40 
 

 
 
 
 The solo performance of the section beginning in measure twenty-nine combines 

parts for both pipes and gongs. The sticking for the first subsection’s theme in measure 

twenty-nine is R  R  R L R and is repeated three more times. In measure thirty-two, the 

left hand plays the horizontal gongs while the right hand continues the melody on pipes. 

Repeated single hand strokes maintain a consistent sound and steady pace for the eighth 

note rhythm on pipes and allow the left hand to strike the gongs. 

 Measures thirty-six through forty require the soloist to simultaneously play all the 

different instruments in the set-up. The pipes are played by the right hand, washtub with 

the left hand, and gong with the right foot. In these measures, the phrasing and interplay 

of elements can be coordinated with practice by isolating each instrumental part.  

 The washtub crescendo is played as a slow, one-handed roll in sixteenth note 

rhythm. It incorporates a sticking of 1 3 1 3 in the left hand, with both mallets staying in 

the same position on the washtub and rotating around the middle mallet (Illustration 16). 
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Illustration 16: One Handed Washtub Suite for Percussion, movement I mm. 38 – 39 
 
 

The pipes are played immediately after the washtub on beat one of measure thirty-nine 

with a sticking of R R L R. 

 In summary, the Suite for Percussion, movement I, solo version expands the 

capabilities of a percussion soloist, requiring him to combine individual musical lines 

into a collective work. The hands use a six-mallet grip to play varied instrumentation. 

The right foot plays the gong with a bass drum pedal while the hands play the metal 

pipes, washtub and gongs.  
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CHAPTER V: A SOLOIST’S GUIDE TO THE BOMBA SOLO VERSION 

 

 In this chapter, the Bomba solo version is detailed for performance by a soloist. 

Due to the number of instruments used, the grip created for the Bomba solo version is a 

hybrid four-mallet Stevens-type grip. Two sticks are placed in each hand, with one held 

by the thumb, index and middle fingers and the other stick with the ring and pinky fingers 

(Illustration 17). 

 
 

 
 
Illustration 17: Bomba Four-Mallet Grip  
 
 
 
The flexibility of the grip allows for fast mallet motions and multiple sound production 

techniques. Also, the fingers are combined with wrist rotations to manipulate the mallets 

individually and produce numerous types of strokes and sounds. 

 Since the soloist plays many different instruments, several types of sticks are held. 

Most instrument groups are performed with a specific stick throughout the work to 

maintain a consistent timbre. For example, the rasp and woodblocks are played with the 
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thinnest dowel, and the tam-tam is played with a padded mallet. The sound production 

motions in the grips are different. In addition to rotary strokes, strokes requiring an up 

and down or push and pull motion are coordinated. 

 Hybrid strokes are necessary to play several instruments in the set-up. The rasp 

stroke uses a horizontal motion that follows the plane of the rasp. To execute the stroke, 

the ring and pinky finger pull mallet 4 toward the palm, as the arm follows the mallet 

horizontally, creating a side-to-side motion.  

 The hanging gong stroke is made with a vertical hand position, where the hand is 

held upside down, with the medial aspect of the right hand as the highest point  

(Illustration 18). Because of the position, finger strokes are used from the index and 

middle fingers (Illustration 19). 

 

 

Illustration 18: Bomba Hanging Gong Stroke 
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A        B 

Illustration 19: Bomba Hanging Gong Stroke Motion. A, Prep. B, Stroke. 

 

 The special shoes created for the maracas and metal rattle instruments are played 

in a new method. For individual strokes, one half of the foot, front for the high pitch 

(Illustration 20A) or back for the low pitch (Illustration 20B), is always in contact with 

the ground. This ensures that only one pitch is activated by the deadfall of the foot. 
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A 
 
 

 
 
B 
 
Illustration 20: Bomba Maracas Shoes Individual Strokes. A, High Pitch. B, Low Pitch. 
 
 
 
To play rolls with the special shoes, the foot is lifted and rotated horizontally to shake the  

instruments (Illustration 21). 
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Illustration 21: Bomba Maracas Shoes Roll  
 
 
 
The position of the soloist’s feet while playing the special shoes is similar to sitting at a 

drum set, where the snare drum is in between the legs. When the metal rattle shoes on the 

right foot are combined with a bass drum strike, the whole foot is lifted and dropped onto 

the bass drum pedal to actuate both instruments.  

 All measures in Bomba, except for letter H, contain two or four notes per 

measure. This is an example of Harrison’s “icti-control” percussion ensemble 

compositional method, which places a pre-set number of attacks or attack points in a 

given duration or measure within a composition.14 The “icti-control” method limits the 

amount of notes placed in each measure of Bomba to two or four.  

 The Introduction section’s dynamic marking is sempre-forte and does not change 

for the entire work. The section uses the metal rattle, thundersheet and rasp. All the 

                                                
14 B. Michael Williams, The Early Percussion Music of John Cage, 1935 – 1943 (PhD diss., 

Michigan State University, 1990), 61a. 
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instrumental parts have two notes per measure in unison rhythm based on one of three 

patterns from the first three measures (Musical Example 13). 

 
 
Musical Example 13: Bomba mm. 1 – 3 

 
 
       
 The soloist uses separate techniques for the different instruments. The right hand, 

with mallet 4, scrapes the rasp from right to left, or back to front, while mallet 1 of the 

left hand strikes the thundersheet in the center of the instrument. A right foot stomp with 

the whole foot sounds both the high and low pitches of the metal rattle. 

 The dynamics of the work are static and the soloist must coordinate the entire 

ensemble’s dynamics and phrases. The rasp is the loudest instrument; so the performer 

must balance the other instruments to the volume of the rasp. The gong is struck in the 

last measure with a hybrid stroke from the padded mallet, number 3. 

 Letter A uses two notes in each measure. In the third measure, a unison metal 

rattle/maracas figure is joined by the bass drum and thundersheet (Musical Example 14). 
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Musical Example 14: Bomba m. 13  
 

      
  
The bass drum plays the same rhythmic figure throughout letter A, while the thundersheet 

has a two-note pattern that shifts rhythmic placement in the final measures. The unison 

metal rattle/maraca figure is a low to high eighth-note pattern that sequentially shifts 

backward an eighth rest every measure from measures thirteen through fifteen (Musical 

Example 15). 

 
 
Musical Example 15: Bomba Metal Rattle / Maracas mm. 13 – 15 

 
 
 In letter A, the feet play the maracas and metal rattle instruments that always 

move in a back and forth, heel-to-toe motion. The movement to and from the bass drum 

strokes necessitates a near vertical foot placement with the metal rattle to eliminate 

sympathetic instrument sound. The right foot that plays the metal rattle moves from its 

playing position on the floor to the bass drum with a leg motion.  
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 The bass drum, when played without the rattle, is pressed by the right foot. When 

performed with the foot instruments, the bass drum is played with the toes, but the metal 

rattle and maracas parts always are first actuated with the heel. The thundersheet is 

played with a single independent stroke by mallet 1 of the left hand. In measures eleven 

and twelve, the left hand strikes the muted bell and thundersheet together with a double 

vertical stroke. The tam-tam note in the final measure of the section is played with mallet 

3. 

 Letter B presents a primary theme for the work; it is three measures long and 

scored for flowerpots and temple blocks in its first appearance. The flowerpots present 

the theme first, and in measure twenty-two the theme is repeated by the temple blocks 

(Musical Example 16). 

 
 
Musical Example 16: Bomba mm. 19 – 25 
 
 

 

In measures twenty-three through twenty-five the flowerpots have the inversion of the 

main theme.  

 The soloist, in letter B, covers one instrumental part with one limb. The 

flowerpots are played with the right hand, while the thundersheet is struck by mallet 1 of 
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the left hand. The right hand then switches to the temple blocks when the left hand moves 

to the flowerpots in measure twenty-three. The bass drum plays the same two-note figure 

from letter A with the toe of the right foot. The second bass drum note lines up with the 

high pitch of a two eighth note metal rattle part, also played with the toes, and the left 

foot stabilizes the body. The coordination of both feet on several instruments is vital to 

play all the ensemble parts in this section. A transitional tam-tam stroke is played in the 

final measure of letter B. 

 Letter C arranges two rhythmic voices accompanied by three different instruments 

with sustained rolls. The rhythmic voices fluctuate between two or four “icti” per 

measure. The rasp has four notes in two versions (Musical Example 17). 

 
 
Musical Example 17: Bomba Rasp. A, m. 27. B, m. 31. 
 
A         B 

             
 
      
The other rhythmic voice is the muted brake drum that contains two notes per measure in 

two different arrangements. The sustained rolls start with the thundersheet in measure 

twenty-eight, then the bass drum appears in measure thirty-one, and maracas in measure 

thirty-two (Musical Example 18). 
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Musical Example 18: Bomba mm. 31 – 33 

 
 

 
 
 
 
 In letter C, the soloist uses a new type of stroke to play the rasp and muted bell. 

The stroke moves in two contrasting directions. In the soloist’s right hand, mallet 4 

moves horizontally and scrapes the rasp, while mallet 3 vertically strikes the muted bell.  

 The soloist plays several different types of rolls in letter C. The thundersheet is 

played with a left hand, one-handed roll, continued to the bass drum/thundersheet 

instrument in measure thirty-one. The roll maintains the same speed, and the soloist uses 

a quick upper arm motion to move from the thundersheet to the bass drum/thundersheet 

instrument. The other type of roll is produced as the foot maracas in measures thirty-two 
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and thirty-three are shaken from side-to-side and produce a roll with the left foot, while 

the right foot is left on the ground to stabilize the body. 

 Letter D places the main theme from letter B into a faster rhythm of 3/8 meter and 

is scored for the flowerpots and temple blocks. The rasp plays two notes per measure, 

accompanied by two sixteenth notes on the metal rattle in measure thirty-seven, beat 

three, and a tam-tam stroke a measure later (Musical Example 19). 

 
 
Musical Example 19: Bomba mm. 35 – 38 
 

 
 
 
 The performance of letter D requires the soloist to play many instrument sets and 

combine the instrumental timbres. In measure thirty-seven, because of the amount of 

material, the moving flowerpot and temple block lines are played with the left hand. The 

two mallets of the left hand move in opposite directions: mallet 1 on temple blocks to the 
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right and mallet 2 on flowerpots to the left. The instruments are on separate vertical 

levels, with the temple blocks a level above the flowerpots. The temple blocks are played 

with a 45-degree stroke angle because the flowerpots are on a lower level than the temple 

blocks.  

 The left hand actuates both temple blocks and flowerpots because the right hand 

scrapes the rasp. The left foot strikes the hanging gong with a bass drum pedal, and the 

right foot plays the metal rattle. The gong is struck with the left foot because the rasp, 

flowerpots, and temple blocks occupy the hands. The right foot metal rattle plays a low to 

high sixteenth note motive from heel-to-toe in measures thirty-seven and thirty-nine. 

 Letter E is in 3/8 meter and scores letter D’s theme for suspended bells and 

woodblocks. In measure forty-six, the meter switches to 5/8, and the suspended bells and 

woodblocks play versions of the theme’s last measure. The thundersheet, bass drum, and 

maracas two-measure pattern is repeated three times after its first statement (Musical 

Example 20). 

 
 
Musical Example 20: Bomba Bass Drum / Thundersheet / Maracas mm. 42 – 43 
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Measure forty-nine is in 3/8 meter and combines fragments of previous suspended bells 

materials and a tam-tam note. 

 The soloist, in letter E, uses a new combination of instruments with the suspended 

bells and woodblocks. The position of instruments on the trap table places the bells in 

front of the soloist and the woodblocks to her right. The woodblocks are played with 

vertical strokes from mallet 4, the thinnest dowel. The suspended bells are played with 

mallet 2 of the left hand, while mallet 1 strikes the thundersheet. This produces a double 

vertical stroke mixed with single independent strokes when only one instrument set is 

called for. The right hand uses single independent strokes to play the suspended bells. 

 Measure forty-two, beat one, is played with the right hand on woodblocks and the 

left hand on thundersheet. The right foot strikes the bass drum, while the left foot plays 

the low maraca. In measure forty-two, beat two, the right hand plays one woodblock 

stroke with the left hand’s two bell strokes. On the third beat, the left hand plays a 

moving bell line with mallet 2 and a stationary thundersheet part with mallet 1. The right 

hand plays the moving line on woodblocks throughout the measure. The right foot plays 

the bass drum, and the left foot plays the high-pitched maraca with the toes (Musical 

Example 21). In these measures, the soloist plays five musical lines simultaneously. 
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Musical Example 21: Bomba mm. 41 – 42  
 

 
 
 
 Throughout the section, the left hand plays the thundersheet in unison with the 

right foot bass drum. The left foot is on maracas, which alternates pitches after each 

stroke. In the last measure of the section, forty-nine, the left hand plays the moving 

suspended bell motive, while the two maracas strokes are played low to high as a pick-up 

to the roll beginning in letter F. Finally, the tam-tam is struck with a hybrid stroke by 

mallet 3 in the right hand on beat three (Musical Example 22). 
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Musical Example 22: Bomba m. 49 
 

 
 

 Letter F returns to 5/8 meter and has two sections that are separated by a grand 

pause. In the first section, the muted bell and rasp are accompanied by the bass drum, and 

the thundersheet is added in unison with the bass drum in measure fifty-two. The 

sustained maracas roll is continued from the pick-ups to letter F and lasts throughout the 

section until the grand pause in measure fifty-three.  

 The second section features a sixteen-beat pattern with the thundersheet and bass 

drum in measure fifty-four. In the following measure, the rasp and maracas imitate the 

sixteen-beat patterns of the thundersheet and bass drum (Musical Example 23). The 

overlapping sixteen-beat patterns create a canon, with the two statements of the subject 

separated by five eighth notes. 
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Musical Example 23: Bomba mm. 54 – 58 
 

    
 
       
 The soloist plays a maracas roll in the first part of letter F that is continued from 

the two pickup strokes at the end of letter E. The roll maintains a steady side-to-side 

rotation, so there is no fluctuation in the sound. For the first half of letter F, the rasp is the 

only part played by the right hand with mallet 4. The left hand actuates both the muted 

bell with mallet 2 and the thundersheet with mallet 1, as the right foot strikes the bass 

drum pedal.  

 For the sixteen-beat pattern in the second half of letter F, the soloist combines 

many instruments simultaneously. The thundersheet and bass drum are struck with mallet 

1 and the right foot, while the rasp and maracas are played with mallet 4 and the left foot. 

The two groups overlap and several beats combine all four voices at once, played with all 

four limbs (Musical Example 23). 

 Letter G is split into two sections as well; the first is from measures fifty-nine 

through sixty-two. In it, the unison woodblock and muted bell rhythm have a variation of 
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the main theme from letter B. The bass drum plays on the third measure, followed by a 

tam-tam stroke on beat one of measure sixty-two that separates the two sections.  

 The second section begins in measure sixty-three and ends after measure sixty-

eight. The thundersheet, rasp, and bass drum play the same rhythms from measures fifty-

four and fifty-five in letter F. The metal rattle and maracas play a variation of the main 

theme’s rhythm that begins on the low note and alternates pitches after each subsequent 

note (Musical Example 24). 

 

Musical Example 24: Bomba mm. 63 – 65 
 

 
       
 
 In letter G, the soloist uses unison hand motions to execute the first section. The 

muted bell is played by the left hand; mallet 4 in the right hand moves along the 

woodblocks set, and the right foot actuates the bass drum. The tam-tam stroke in measure 

sixty-two requires a quick preparatory arm motion to move into playing position because 

rests do not precede it.  

 The second section combines the maracas and metal rattle foot motive with bass 

drum pedal strikes. To perform three instruments with the feet, the body stays stationary, 

and the whole right foot plays the bass drum stroke, with no regard for the pitch of the 
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rattle in the score. The foot starts parallel to the ground and produces a combined rattle 

and bass drum stroke when dropped onto the pedal. The motive is also interjected with a 

combination stroke from the thundersheet, rasp and bass drum. The thundersheet is 

played with mallet 1, the rasp scraped with mallet 4, and the right foot strikes the bass 

drum pedal. 

 Letter H is the only section in the work that does not use two or four notes per 

measure. The woodblock and suspended bells play a five-beat variation of the original 

theme from Letter D; this time it is written in 5/8 meter, so it crosses over the barlines in 

five, three eighth note groups (Musical Example 25). 

 

Musical Example 25: Bomba mm. 69 – 71 
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The bass drum and thundersheet accompany this figure with several combinations of two 

notes per measure. The grand pause is also the D.C. al Coda that sends the work back to 

the beginning of the Introduction through letter B, and then on to the Coda. 

 For letter H, the soloist coordinates four, and then five, voices. He plays mallet 2 

on the muted bell, mallet 1 for the thundersheet, and mallet 4 for the moving 

woodblock’s theme, while the bass drum is struck with the right foot. The unison bell and 

woodblock’s rhythms require fast arm and finger motions for the speed and fluidity of 

movement around the instrument sets. All of the limbs are in motion simultaneously in 

the second measure of letter H, when the left foot is shaken to produce a maracas roll that 

continues until the grand pause. 

 The Coda is similar to letter C, with two to four strokes per measure from the rasp 

and muted bell, accompanied by several sustained rolls. The rasp uses four notes with 

many variations, including displacement between the rasp and low-pitched, then high-

pitched, metal rattle instruments in measures seventy-nine through eighty-two (Musical 

Example 26). 

 
 
Musical Example 26: Bomba Rasp / Muted Bell mm. 79 – 82  
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The thundersheet tremolo begins in measure seventy-four; a bass drum roll is added three 

measures later, and the maracas begin a roll in measure seventy-eight. All of these rolls 

last until the grand pause in measure eighty-three. The final measure of Bomba concludes 

with two accented strokes from the rasp, muted bell, thundersheet, bass drum, and 

maracas on beats four and five (Musical Example 27). 

 
 
Musical Example 27: Bomba m. 84 
 

 
       
 The performance of the Coda is similar to letter C. The right hand plays the rasp 

with mallet 4 and the muted bell with mallet 3. The left hand plays the rolls on the 

thundersheet, bass drum, and maracas. The tam-tam has two notes that are struck by 

hybrid strokes from mallet 2. The metal rattle is played with individual, alternating high 
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and low foot stomps.  In measure eighty-two, a quick arm and wrist motion is needed to 

scrape the rasp and then move immediately to play the tam-tam. The performer’s center 

of gravity and body posture are maintained while he plays the rattle strokes with the right 

foot, a sustained maracas roll with the left foot, and the combined hand parts in the Coda. 

 The Bomba solo version increases the capabilities of a percussion soloist. 

Techniques, such as a hybrid four-mallet grip, strike the instruments with different sound 

production methods. The feet are used in a new way, with two separate instruments 

attached to the performer’s foot, which produce multiple, controllable pitches. The 

performance of the solo version to the percussion ensemble Bomba adds to the musical 

and technical abilities of a solo percussionist. 
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     CHAPTER VI: A SOLOIST’S GUIDE TO THE SIMFONY #13 SOLO VERSION 
 

 
 

In this chapter, the Simfony #13 solo version is presented and analyzed in terms of 

its performance by a soloist. A four-mallet, Burton-style cross grip is used, which allows 

flexible mallet movements and the performer to reach all the instruments in the solo set-

up (Illustration 22). Four mallets are required to play the many instruments in the set-up 

and multiple musical lines. 

 
 

 
 
Illustration 22: Four-Mallet Grip for Simfony #13 Solo Version 
  
 
 

Held in the right hand, mallet 4, plays much of the ensemble’s melodic material. 

To position mallet 4 in the grip, the right hand’s fingers move mallet 3 horizontal to the 

soloist’s body and perpendicular to mallet 4. The right hand’s mallets are opened to a 



 76 

ninety-degree angle; mallet 4 moves up and down and rolls over the motionless mallet 

3.15 Mallet 4 is easily controlled and steady when used.  

The solo version cross grip produces more volume with wrist rotations and arm 

motions on the set-up’s instruments. The mallets are held in the back of the hand, where 

more pressure is placed in the ring and pinky fingers. When the mallets are held further 

back in the hand, they become longer and heavier, and produce a fuller and stronger 

timbre.  

Grace notes and ornaments are found in the individual player’s parts throughout 

the original ensemble work. The soloist plays the two-note ornaments, with a Steven’s 

double lateral motion that moves between two instruments and uses a sticking of 3 4 3.16 

The three strokes are played with one fast arm and wrist rotation. The soloist also plays 

one-handed rolls.  

The left hand plays one-handed rolls on the temple blocks in Section 26 and on 

woodblocks in Sections 27 and 28. The rolls must be practiced because of the 

instrument’s placement in the set-up and staccato attack. Many of the soloist’s roll speeds 

play and sustain the differently-sized temple blocks and woodblocks.  

 Selected sections of the Simfony #13 solo version are presented along with an 

analysis and performance considerations. The themes and motives in Simfony #13 are 

created through the combination of motivic fragments placed on different instrument sets. 

The Introduction section provides a good example of this combination because it 

combines two rhythmic fragments; the first is a group of five eighth notes and the other is 

                                                
15  Gary Burton, Four Mallet Studies (Glenview, IL: Creative Music, 1995), 4. 
16 Stevens, 35. 
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a group of four sixteenth notes. In the first measures of the Introduction, the tom-toms are 

the principal melodic voice, formulated from the previous motives (Musical Example 

28). 

    
 
Musical Example 28: Simfony #13 Tom-toms mm. 1 – 6 
 

 
 
 
The combinations of motives in these measures are arranged as shown in Figure 3, based 

on the five eighth and four sixteenth note motives of Musical Example 28. 

 

 
Figure 3: Simfony #13 mm. 1 – 6 Tom-toms Thematic Structure 
 
 
 
A whole note suspended cymbal part accompanies the tom-toms in almost every measure 

of the Introduction. The temple block sequence occurs in measures six and eight (Musical 

Example 29). 

 

1st                      2nd                     3rd  
 
3 – A    1 – B  /  2 – A    2 – B  /  1 – A    3 - B 
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Musical Example 29: Simfony #13 Temple Blocks m. 6  
     

 
 
 
 Both hands in the first measures of the Introduction play the tom-toms. Because 

of multiple simultaneous instrument parts, the sixteenth note phrases of the Introduction 

section are played with the right hand. For the four sixteenth note motive, two mallets 

play on two adjacent drums, with a mallet pattern of 3 4 3 4. In measure seven, beat three, 

the grace note is changed from drum three to drum two to decrease the distance the 

soloist moves between instruments. With this change, one hand can play all the tom-

tom’s parts in the section.  

The suspended cymbal is played on its crown with mallet 1, and mallet 2 covers 

the temple blocks pattern. Preplanned stickings are needed to play and move from the 

tom-toms to the cymbal. For example, double strokes are used on the “an” of beat four 

into the first beat of each measure to play both the cymbal and tom-toms on beat one.  

 In Section 1 there is also material from the Introduction: the tom-tom theme, 

(Musical Example 30), with the temple blocks (Musical Example 29), from measures 

eleven through fifteen. 
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Musical Example 30: Simfony #13 Tom-toms Theme mm. 11 – 13 (beat 1) 
 

 
 
The accompanying temple block’s phrase is built off of material found in the Introduction 

(Musical Example 31). 

 
 
Musical Example 31: Simfony #13 Temple Blocks mm. 10 – 12 

 
 
From measures sixteen to twenty, several shorter motivic fragments are scored on tom-

toms (Musical Example 32), accompanied by the temple blocks and suspended cymbal. 

 
 
Musical Example 32: Simfony #13 Tom-toms. A, m. 16 (beats 1 – 3). B, mm.17 (beat 3) – 
             18 (beat 1). C, m. 19 (“an” of beat 2 – beat 4). 
 
 
    A          B        C 

  
 
 
 To perform Section 1, the tom-toms are played with the right or dominant hand. 

The repeated sixteenth note rhythm on the highest drum is played solely with mallet 4. 
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The stroke provides more torque, because mallet 4 is perpendicular to mallet 3 and 

produces more rebound and speed from the mallet by pivoting over mallet 3. The first 

tom-tom pattern (Musical Example 32A) requires large horizontal arm movements to 

move from the largest to smallest drum. 

 Section 2 uses the tom-tom’s theme (Musical Example 30) and fragments from 

section 1 (Musical Example 32), scored again for concert tom-toms (Musical Example 

33). 

 
 
Musical Example 33: Simfony #13 Tom-toms mm. 21 (beat 1) – 23 (beat 1) 

 
 
The tom-tom theme in Musical Example 33 is repeated two times followed with one 

statement of the longer tom-tom phrase in Musical Example 34. 

 
 
Musical Example 34: Simfony #13 Tom-toms mm. 25 (beat 4) – 30 (beat 4) 
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The performance of Section 2 is similar to Section 1, because the same musical materials 

are employed, but with new placements in the measure. 

 Section 3 introduces the woodblocks instrument set and a new theme that is 

fragmented and reorganized in Sections 4 and 11 (Musical Example 35). 

 
 
Musical Example 35: Simfony #13 Woodblocks mm. 31 – 32 (beat 1) 
 

 

A three half note bass drum motive is repeated with different phrasing and starting beats 

throughout the section (Musical Example 36). 

 
 
Musical Example 36: Simfony #13 Bass Drum mm. 31 – 32 (beat 2) 
 

 
 
 

In Section 3, the woodblock’s themes are played with two hands using mallets 2 

and 4. The right foot lightly strikes the bass drum pedal to play the bass drum at 

pianissimo. To reach the woodblocks in the set-up, the performer must bend at the waist 

to stretch over the combined instrument tiers of tom-toms, temple blocks and water 

buffalo bells.  
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At the end of Section 3 and in preparation to play Section 4, the performer begins 

to space out his feet to play two bass drum pedals at once. The right foot remains on the 

bass drum pedal, and the left foot is placed on the muted gong pedal. The pedals are 

spaced so the performer’s weight is evenly distributed to play the hand parts. 

 For Sections 4 and 11, almost identical material is scored for and drawn from 

fragments of Section 3’s woodblock themes (Musical Example 37). 

         
 
Musical Example 37: Simfony #13 Woodblocks. A, m. 35 (beat 1 – “an” of beat 2). B, 
             mm. 35 (beat 4) – 36 (beat 2). 
 
  A                           B 

                                        
 
 

The only difference between the two sections is that in Section 4, the bass drum half note 

pattern begins on the second measure, while in Section 11 the bass drum pattern begins 

on the first measure. This creates two different bass drum timings against the same 

woodblock pattern.  

 To perform these two sections, the soloist plays the woodblock fragments with 

both hands. The gong’s quarter notes are played with the left foot drum pedal, and the 

bass drum is played with the right foot pedal. The performer must maintain her balance 

and play the woodblocks with hand strokes while activating the two bass drum pedals. 

 Section 5 presents a new motive on the temple blocks instrument set (Musical 

Example 38), accompanied by the tom-toms at a piano dynamic (Musical Example 39). 
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Musical Example 38: Simfony #13 Temple Blocks. A, mm. 39 (“an” of beat 4) – 40 (beat  
              2). B, mm. 41 (beat 2) – 42. 
 
A           B 

            
 
 
 
Musical Example 39: Simfony #13 Tom-toms. A, m. 40. B, mm. 42 – 44. 
 
      A 

 
B 

 
The section’s form is ABA and lasts from the pickup of measure forty through beat two 

of measure fifty-one (Figure 4). The structure of the section is directed by the 

combination of the temple block motives. 

 
 
 

     
 
  

                                                         

                                                                                                                                        
Figure 4: Simfony #13 Section 5 Form 

  A   B            A 
 
     mm. 40 – 43  44 – 46            47 – 51 (beat 2) 
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The right hand plays the temple blocks. The flams on the highest block are played 

with mallets 3 and 4 on opposite sides of the instrument. Two note ornaments, between 

the lowest and second-lowest temple block are actuated with one rotation of the right 

hand.  

The tom-toms are played with the left hand, and the mallet strikes slightly off the 

center of the drumhead on each drum. The timing of the temple blocks and tom-tom parts 

produces both four against three and three against two polyrhythms.  The open or 

unmuted gong is played with the right foot. After each stroke, the bass drum pedal’s 

beater is held away from the gong to let the instrument resonate. 

 Section 13 combines several woodblock motivic fragments based on the temple 

block motive from Section 5 (Musical Example 40).  

 
 
Musical Example 40: Simfony #13 Woodblocks. A, m. 91 (beats 1 – 3). B, m. 92 (beats 2  
   – 4). C, mm. 93 (beat 4) – 94 (beat 3). 

 
 A                               B           

                           
 
     C 
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A gong quarter note and offbeat temple block ostinato accompanies the woodblocks 

(Musical Example 41). The temple blocks and gong form a composite, interlocking 

eighth note rhythm. 

 
 
Musical Example 41: Simfony #13 Temple Blocks / Muted Gong m. 91 

 

  
    
 
 The soloist controls each hand’s mallets and plays several instruments; the right 

hand plays the woodblock motives. To actuate flams on the highest woodblock, a close 

mallet interval is needed in the grip, where the index finger is extended as the fourth and 

fifth fingers hold the sticks with a back pivot. In the back pivot, the index finger and 

thumb are relaxed enough to allow a controlled, almost simultaneous mallet flop with the 

hand. For the accompaniment, the quarter notes on gong are played with a bass drum 

pedal by the right foot. The left hand plays the offbeat rhythm on the temple blocks; 

mallet 1 strikes the lowest block, while mallet 2 covers the other blocks. 

 Section 15 uses two new instrument sets, the cowbells and suspended brake 

drums, substituted by aluminum pot lids. The cowbells have a descending and ascending 

quarter note motive, and the suspended brake drums use a dotted quarter note line. The 
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combined motives create a composite three against two polyrhythm every three beats 

(Musical Example 42).   

 
 
Musical Example 42: Simfony #13 mm. 101 – 103 
 
 

 
 
The suspended brake drums are sequenced (Figure 5) in a descending pattern for Section 

15 (Musical Example 43). 

 
 

 
 
 
 
 

 

Figure 5: Simfony #13 Brake Drums Pattern mm. 104 – 106 
 

 
 
 

High    5                                   
                            4    
                   3                          3 
                                     2 
Low                                                1 
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Musical Example 43: Simfony #13 Suspended Brake Drums mm. 104 – 106 (beat 3) 

     
 
 In Section 15, the soloist plays the cowbells with his right hand and the suspended 

pot lids with the left hand, as the right foot strikes the bass drum. The cowbells 

instrument set presents several logistical challenges to the soloist because the bells 

occupy a large horizontal space and each is a different size. The suspended pot lids part is 

played on the edge of the instrument with the two mallets in the left hand. The voicings 

of the ensemble parts are blended with the pot lids at fortissimo, cowbells at mezzo 

piano, and bass drum at mezzo forte. 

 The muted brake drums set has the melody in Section 16 (Musical Example 44), 

accompanied by the tom-toms. 

 
 
Musical Example 44: Simfony #13 Muted Brake Drums mm. 111 – 116 (beat 2) 
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The tom-toms have two motives; the first is a descending line and the second is from the 

lowest to the highest drum (Musical Example 45).  

 
 
Musical Example 45: Simfony #13 Tom-toms mm. 111 – 113 (beat 2) 
 

 
 
 
They are presented in succession and repeated throughout the section. The second half of 

the section, from measures one hundred twenty one through one hundred twenty five, is a 

shorter version of Section 15 (Musical Example 46). 

 
 
Musical Example 46: Simfony #13 mm. 121 – 122  

  
 In this section, the soloist plays the muted pot lids with the right hand and the 

tom-toms with the left hand. The second tom-tom motive requires a fast arm motion from 
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the upper torso and shoulder to span the distance between the highest and lowest drum. 

The beating spots change slightly for each drum, with the larger drums played further 

away from the center of the drumhead. 

 Section 18 uses a new instrument set, the water buffalo bells, with the tom-toms. 

The water buffalo bells’ theme is taken from fragments of the Introduction’s five-eighth 

note groups and four-quarter note polyrhythm (Musical Example 47). 

 
 
Musical Example 47: Simfony #13 Water Buffalo Bells mm. 131 – 132 
 

 
 
 
For the water buffalo bells’ theme, the polyrhythm fragment ascends in pitch, while the 

eighth note motives descend in sequence. 

 To transition into Section 18 (Musical Example 48), the soloist shifts from an 

overlapping tom-tom line from Section 17 to the temple blocks on beat three of measure 

one hundred thirty one. The left hand plays two quarter notes on tom-toms, then switches 

to the fourth temple block in the pattern. 
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Musical Example 48: Simfony #13 mm. 130 (beat 3) – 132 (beat 2)  
 

 
 
  
The water buffalo bells are played with mallet 4, while the left hand’s two mallets play 

the temple block accompaniment. For this section, all the instruments are placed directly 

in front of the soloist on two separate tiers. 

 The ascending and descending cowbell motive in Section 19 is also the theme in 

Sections 25 through 29 (Musical Example 49). The theme starts at the lowest or highest 

pitch of the instrument set and moves in one direction, up or down. When the highest or 

lowest pitch is reached, the motive changes direction. The tom-toms accompany with a 

stepwise ascending and descending half note pattern. 
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Musical Example 49: Simfony #13 mm. 141 – 143 (beat 2) 
 

 
 
 The soloist’s right hand plays the cowbells in Section 19, as the bells placement is 

on the right side of the instrumental set-up. The first flam is played with two hands on the 

lowest and highest instruments of the set, because one hand cannot reach both 

instruments. The cowbells change pitches after each note and give the performer a 

different-sized instrument with every stroke. The left hand plays the half note tom-tom 

accompaniment sequence with an exaggerated upstroke to create a more resonant 

appearance. 

 In Section 20, fragments of the water buffalo bells’ theme (Musical Example 50) 

are accompanied by a quarter note muted brake drum pattern (Musical Example 51). 

 
 
Musical Example 50: Simfony #13 Water Buffalo Bells. A, m. 151 (beats 1 – 4).                
             B, m. 153 (beats 2 – 4). 
 
     A              B  
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Musical Example 51: Simfony #13 Muted Brake Drums mm. 151 (beat 2) – 152 (beat 1) 
 
 

 
 

The left hand plays the water buffalo bells in Section 20. This is the only occurrence in 

the Simfony #13 solo version where the left hand plays the primary melodic or moving 

line. Because of the instruments’ placement in the set-up, the hands are extended, with 

the left hand over the water buffalo bells and the right hand over the muted brake drums. 

The left hand’s inside mallet, number 2, plays all the water buffalo bells’ parts. The two 

mallets in the right hand actuate the pot lids; mallet 4 strikes the lowest instrument of the 

set, and mallet 3 covers the rest of the pot lids. 

 Section 25 also has the thematic motive from Section 19 (Musical Example 52). 

In Section 25, the motive is now placed on the cowbells set and scored for only five of 

the seven instruments. A muted gong dotted quarter note ostinato accompanies the 

cowbells’ motive. A tutti crescendo begins and lasts until the end of Section 28. 
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Musical Example 52: Simfony #13 mm. 176 – 178 (beat 2) 
 

 
 
 The cowbells are covered by the soloist’s right hand, and the ornaments are 

played with a Steven’s lateral 4 3 4 mallet motion. The right foot plays the muted gong 

ostinato with a bass drum pedal. The left foot is used to stabilize the soloist’s body in 

Section 25. The left hand is unused in this section for the only time in the entire work. 

 Section 26 moves the cowbell motive to the water buffalo bells instrument set, 

only scored for five of six bells. The temple blocks have an accompanying half note roll 

sequence with two blocks played at a time (Musical Example 53).  

 
 
Musical Example 53: Simfony #13 mm. 181 – 183 (beat 2) 

 
 
          
The soloist plays the water buffalo bells with mallet number 4 and executes the two-note 

ornaments with mallets 3 and 4. The temple blocks’ tremolos are played with a one-
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handed roll on two blocks with mallets 1 and 2, started on the lowest block of the pattern. 

The performer uses a slower roll for the larger blocks and a faster roll for the smaller 

blocks to maintain a connected, even sustain across the instrument set. 

 Sections 27 and 28 are combined because the cowbell motive is now scored for 

the muted and suspended brake drum instrument sets. The brake drum sets and 

woodblock tremolos cross through both sections (Musical Example 54).  

 
 
Musical Example 54: Simfony #13 Muted Brake Drums mm. 186 – 188 (beat 2) 
 

 
 
 
The muted brake drums are included in measures one hundred eighty six through one 

hundred ninety. Then the motive switches to the suspended brake drums in measures one 

hundred ninety one through one hundred ninety five, and back to muted brake drums in 

measures one hundred ninety six through two hundred. 

The temple blocks’ rolls from Section 26 are now scored for the woodblocks 

(Musical Example 55). 
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Musical Example 55: Simfony #13 Woodblocks’ Rolls mm. 186 – 187 (beat 3) 
  

 
 

The roll pattern from measures one hundred eighty six to beat three of one hundred 

ninety six is sequential and phrased in sets of three half notes (Figure 6).  

 
 
 
 
 
 
 
 
Figure 6: Simfony #13 Sections 27 / 28 – Half Note Woodblock Rolls 
 
 
 
The pattern ends with four whole notes that alternate between blocks 5 and 4.  

The bass drum plays three half notes beginning in measure one hundred ninety 

nine at ffff, which replaces three accented bass drum tremolos from the ensemble version. 

The crescendo that started in Section 25 ends on the “an” of beat two in measure two 

hundred at ffff (Musical Example 56). 

 

 

 

 

mm. 186 – 196 (beat 3)  
1 – lowest pitch                   5 – highest pitch 

 
1  2  3   ~   1  2  3   ~   5  4  3   ~   2  1  2   ~   3  4  5   ~   4  3  2   ~   1  2  3   
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Musical Example 56: Simfony #13 mm. 199 – 200 
  

 
 
 
 To play the woodblock rolls in Sections 27 and 28, an extra, higher-pitched 

woodblock is added to each roll. This makes most parts for two adjacent instruments, 

except for the highest block, which stays as a single instrument because there are five 

instruments in the set. To compensate, the highest block is placed sideways to create 

more space for a one-handed roll. The increased space between two woodblocks allows 

for a smoother stroke motion, consistent sound, and more overall volume.   

The soloist can easily switch between the two pot lids sets with a lateral arm 

motion. The two sets of pot lids are positioned with the muted set directly in front of the 

suspended set. The performer stands in the center of the set-up, and his right hand plays 

the pot lids, while the left hand plays the woodblock rolls. The bass drum is only present 

in the last two measures of the section, so the performer has ample time to put one foot 

on the pedal and strike the three half notes when required. The performer must maintain 

an extremely loud volume from all parts for the duration of this section. 
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 Section 29 presents a new theme in unison that is the basis for Sections 30 and 31. 

The instruments employed in this section are woodblocks, muted brake drums, and bass 

drum. The woodblocks and brake drums instrument sets have unison pitches and 

rhythms. The bass drum only plays in unison rhythm, not pitch (Musical Example 57). 
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Musical Example 57: Simfony #13 mm. 201 – 210 
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For the unison rhythms in Section 29, the soloist’s left hand plays the 

woodblocks, the right hand actuates the muted pot lids, and the right foot strikes the bass 

drum. The right foot’s toes quickly strike the remote bass drum pedal to play the bass 

drum sixteenth notes, while the left foot stabilizes the performer. The hand patterns for 

the woodblocks and pot lids move from the center of the set-up outward in opposite 

directions. The woodblocks are positioned to the soloist’s left and the pot lids to his right. 

The hands move on the woodblocks from right to left, and on the pot lids, from left to 

right. 

To coordinate and play these two contrasting motions, the performer utilizes the 

marimbist Gordon Stout’s pedagogical concept of ideo-kinetics. “The concept of the 

ideo-kinetic exercise system, is to visually concentrate on the notes of the instrument 

directly in front of the body, and kinesthetically memorize the distance from those 

reference notes to those outside the immediate field of vision.”17 In this section, the 

soloist focuses on a central point in between the woodblocks and pot lids and can 

peripherally visualize the motions of both hands. The soloist maintains note accuracy 

when playing the two instrument sets.  

 Sections 30 and 31 are combined because they use Section 29’s theme as the basis 

of a canon, which extends through both sections (Musical Example 58). Each of the four 

canonic voices enters with the subject at intervals of every two measures or eight beats. 

The tom-toms are the first voice of the canon and enter on beat four of measure two 

hundred eleven.  

                                                
17  Gordon Stout, Ideo-Kinetics (Lewis, NY: M. Baker Publications, 1993), 6. 
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Musical Example 58: Simfony #13 Canon Theme – Sections 30 / 31 

 

 
The temple blocks enter in measure two hundred thirteen, followed by the muted gong in 

measure two hundred fifteen. The final instrument set is the water buffalo bells in 

measure two hundred seventeen. The muted gong is not in the combined sections; only 

the first four beats are incorporated to mark its canonic entrance.  

 To play Section 30, the soloist generally covers one instrument with one limb. For 

example, the tom-toms are played with the left hand, temple blocks with the right hand, 

and muted gong with the right foot. The section’s musical lines span many instrument 

sets and require fast mallet and body motions to shift from side-to-side.  

In Section 31, the right and left hands switch often to cover multiple instrument 

sets of tom-toms, temple blocks and water buffalo bells (Musical Example 59). 
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Musical Example 59: Simfony #13 mm. 217 – 225 
 

 
             
    
The hand movements needed to play measures two hundred eighteen through two 

hundred twenty are complex. On beat four of measure two hundred eighteen, the right 

hand switches from the water buffalo bells to play the temple blocks. At the same time, 

the left hand moves from the tom-toms to water buffalo bells. In measure two hundred 

twenty two, the right hand switches from temple blocks to water buffalo bells. During 
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measure two hundred twenty four, the performer changes hands and moves from the tom-

toms to temple blocks, and then back to tom-toms. In measure two hundred twenty five, 

the right hand plays water buffalo bells as the left hand covers the temple blocks. Both 

hands play the many instrument sets in these two adjacent sections.  

 Section 38 places the cowbells and brake drums’ motive from Sections 19 and 25 

through 28 on the seven tom-toms (Musical Example 60). 

 

Musical Example 60: Simfony #13 Tom-toms Theme mm. 271 – 275 (beat 2) 
 

 
 
 
The suspended brake drums have a half-note sequential pattern as shown in Musical 

Example 61.  

 
 
Musical Example 61: Simfony #13 Suspended Brake Drums mm. 271 – 273 
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The pattern was used previously in Section 15 in dotted quarter and quarter note rhythm 

(Figure 7). 

 
 
 
 
 
 
 
 
 
Figure 7: Simfony #13 Suspended Brake Drums’ Pattern mm. 271 – 273 
 
 
 
 In Section 38, the soloist’s left hand plays the tom-toms. Because of the motive’s 

irregular length, different drums become the starting point of the motive. In the solo 

score, when drum three has two grace notes, the scoring was changed to place all the 

notes on drum three instead of between drums 3 and 4 (Musical Example 62). Because of 

these edits, the soloist does not have to move from drum 3 to drum 4, or from one side of 

the instrument set to the other. 

 
 
Musical Example 62: Grace Note Revision in Section 38 of Simfony #13 Solo Version  
 

 
 
To play the three connected tom-tom notes, a triple stroke with mallet 2 is used. This 

change maintains the motion and melodic intention of the tom-tom line and provides a 

High       5 
  (pitch)                 4 
                      3                   3 
                                    2 
Low                                           1 
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fluid part for the soloist. The right hand plays the suspended pot lids pattern with mallet 

3. 

 The final section in Simfony #13 is 39 and arranges the previous section’s tom-

tom motive on two voices: woodblocks first, then temple blocks in the following measure 

(Musical Example 63). 

 
 
Musical Example 63: Simfony #13 mm. 281 – 285 (beat 2)  
 
 

 
 
 
The removal of the five, eighth note, passing tone groups from the woodblock and temple 

block parts creates staggered timing between the voices. The parts change constantly 

because of the phrase’s irregular length. Each pattern begins on the highest note of the 

instrument set, and every subsequent statement of the pattern begins on the next lower 

adjacent pitch from the previous starting pitch. A descending half note tom-tom and bass 

drum line accompanies the woodblocks and temple blocks.  
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 The soloist’s right hand plays both the woodblocks and temple blocks sets. The 

movement from instrument tier-to-tier requires careful practice in order to not strike any 

extra instruments because of their close proximity. This movement is complicated 

because of the offset rhythm and contrary motion of both an ascending and descending 

theme. The grace notes in the motive are played with a quick lateral mallet rotation from 

the right hand. The left hand plays the descending tom-tom sequence that begins on the 

highest drum down to drum three; then the right foot plays one bass drum stroke at the 

end of the tom-tom’s line (Musical Example 63-Bottom Line). 

 Simfony #13’s final two measures are in unison rhythm and a fragment from 

Section 29’s unison statement, scored for temple blocks, woodblocks, tom-toms, and bass 

drum (Musical Example 64). For the performance of measures two hundred ninety nine 

and three hundred, the temple blocks and woodblocks use double vertical strokes to strike 

both instruments at the same volume and time. The strokes move down the sets from the 

highest to lowest-pitched instruments, with the hand positioned parallel to the blocks and 

perpendicular to the body. The left hand plays the tom-tom line in the final measures. The 

bass drum is played with the right foot’s toes to actuate the grace notes in the final 

measure of Simfony #13. 
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Musical Example 64: Simfony #13 mm. 299 – 300 
 

 
 
 

In conclusion, the Simfony #13 solo version expands the capabilities of a 

percussion soloist. Coordination is needed to play melodic lines and multiple parts. Many 

musical lines from different instrument sets are covered with both the hands and feet. The 

soloist must coordinate timbres from many large and diverse instrument sets. The hands 

play most of the instruments, except for the bass drum and muted gong, which are played 

by the feet. The Simfony #13 solo version is possible because of a newly-created 

instrumental set-up and score.  
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                                 CHAPTER VII: CONCLUSION 
 
 
 This document demonstrates that an ensemble work performed by a soloist 

presents an exciting technical challenge and offers an opportunity to display virtuoso 

abilities. I have illustrated several methods of transcribing and rearranging percussion 

ensembles for a soloist. Percussion quartets and quintets may be formatted into viable 

solo works employing similar precedents to those used to create my solo versions. 

 I have learned valuable information about creating solo versions from working 

with Lou Harrison’s percussion ensembles Suite for Percussion, movement I, Bomba and 

Simfony #13. The Suite for Percussion, movement I, solo version demonstrates that a 

soloist can play multiple; unison musical lines through careful instrument placement 

strategies in the set-up and six-mallet technique. In Bomba, a solo version was created 

wherein many diverse percussion instruments are combined and played by a soloist using 

multiple types of beaters held in a multi-mallet grip. Also, instruments are created and 

their placement facilitates the multiple and simultaneous ensemble parts. The Simfony 

#13 solo version demonstrates that a soloist can play an advanced percussion quartet with 

multiple obbligato lines using only his hands and feet. In the solo versions, complex 

musical material is adapted and played by one performer who utilizes advanced 

techniques and physical movements. An efficient instrumental set-up is created and 

several minor edits are made to the ensemble parts in the score. In addition to the three 

Lou Harrison percussion ensembles, other ensemble works can serve as the basis of new 

solo versions. 
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 Compositions with four or five players work well as solo versions, and solo 

versions of percussion ensembles that accompany other solo instruments should be 

investigated. The instruments accompanied by a percussion ensemble can range from 

other solo percussion instruments, wind and string instruments, or the voice. Works by 

Lou Harrison provide examples, including his First Concerto for Flute and Concerto for 

Violin with Percussion Orchestra. The creation of solo versions will expand the skill 

level of soloists and create a demand for even more solo versions.  

 The canon of percussion repertoire is expanded through the creation of the 

percussion ensemble solo versions. Three new multiple percussion solos are made from 

three Lou Harrison percussion ensembles: Suite for Percussion, movement I, Bomba and 

Simfony #13. The methods used to create and perform the Lou Harrison percussion 

ensemble solo versions demonstrate a new paradigm and procedure for original and 

undiscovered percussion works. 
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APPENDIX A: SUITE FOR PERCUSSION, MOVEMENT I, SOLO VERSION  
               SCORE 
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APPENDIX B: BOMBA SOLO VERSION SCORE 
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APPENDIX C: SIMFONY #13 SOLO VERSION SCORE 
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10/02/2012 

Hello Drew,  

Thank you for your request. 

I am happy to inform you that this usage, as it is in an educational paper, it will fall under 
FAIR USE and there is no need for a license. 

If you plan to publish this piece (other than normal library dissertation websites) you will 
need to obtain a license.  Until then, you are clear to proceed. 

I wish you the best with your dissertation. 
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Michael Worden 

Copyright Resource Administrator 
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