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Abstract

Priory Belle is a concert work inspired by an original story that I wrote. The music is

written for flute, oboe (doubling English horn), clarinet in BZ, bass clarinet in BZ, bassoon,

soprano saxophone, alto saxophone, tenor saxophone, baritone saxophone, horn, strings,

harp, piano, percussion, two mezzo-sopranos, tenor, and three baritones. The work is

approximately eighteen minutes in length. Compositional choices throughout Priory Belle

arise from two driving factors: the original story and an English change ringing method

that is adapted for the ensemble.

v



Table of Contents

Acknowledgements . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . iv

Abstract . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . v

List of Figures . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . vii

I Critical Essay 1

Chapter 1: Background . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2

1.1 The Story . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2

1.2 English Change Ringing . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3

Chapter 2: Movement Analyses . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 11

2.1 Movement I \Priory Basement" . . . . . . . . . . . . . . . . . . . . . . . . . 11

2.2 Movement II \Gone For Help" . . . . . . . . . . . . . . . . . . . . . . . . . 15

2.3 Movement III \Crossed Wires & White Water" . . . . . . . . . . . . . . . . 23

2.4 Movement IV \The Motherly, the Mighty & the Meek" . . . . . . . . . . . 31

2.5 Movement V \Hush Little Baby" . . . . . . . . . . . . . . . . . . . . . . . . 41

2.6 Movement VI \Lion's Train" . . . . . . . . . . . . . . . . . . . . . . . . . . 48

2.7 Movement VII \Escape & Finale" . . . . . . . . . . . . . . . . . . . . . . . 52

Chapter 3: Concluding Thoughts . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 59

References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 61

Appendix: . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 62

A.1 Songs incorporated intoPriory Belle . . . . . . . . . . . . . . . . . . . . . . 65

vi



A.1.1 \Torch Song" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 65

A.1.2 \Net Burning Song" . . . . . . . . . . . . . . . . . . . . . . . . . . . 68

A.1.3 \Sprite Song" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 71

A.1.4 \River Lullaby" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 74

A.1.5 \Lion's Train" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 77

A.1.6 \Break Wall" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 79

A.2 Auxiliary Songs . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 85

A.2.1 \The Lighthouse Keeper's Soliloquy" . . . . . . . . . . . . . . . . . . 85

A.2.2 \The New Frontenac" . . . . . . . . . . . . . . . . . . . . . . . . . . 88

A.2.3 \Jes�u" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 91

A.3 The Torchbearer: An Original Story . . . . . . . . . . . . . . . . . . . . . . 92

A.3.1 Synopsis . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 92

A.3.2 The Torchbearer (complete story) . . . . . . . . . . . . . . . . . . . . 93

II Musical Score 104

vii



List of Figures

1.1 Mvt. II \Gone For Help" mm. 18{19 . . . . . . . . . . . . . . . . . . . . . . 4

1.2 Mvt. II \Gone For Help" mm. 25{26 . . . . . . . . . . . . . . . . . . . . . . 4

1.3 Mvt. II \Gone For Help" mm. 38{44 . . . . . . . . . . . . . . . . . . . . . . 5

1.4 Mvt. II \Gone For Help" rhythm key . . . . . . . . . . . . . . . . . . . . . . 5

1.5 Mvt. II \Gone For Help" mm. 79{84 . . . . . . . . . . . . . . . . . . . . . . 6

1.6 Mvt. II \Gone For Help" mm. 94{98 . . . . . . . . . . . . . . . . . . . . . . 7

1.7 Harmonic ratios used over AZfundamental . . . . . . . . . . . . . . . . . . . 8

1.8 AZharmonic ratio key . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 8

1.9 Mvt. IV \The Motherly, the Might & the Meek" mm. 27{33 . . . . . . . . . 9

1.10 B harmonic ratio key . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9

1.11 Mvt. IV \The Motherly, the Might & the Meek" mm. 38{41 . . . . . . . . . 10

2.1 Mvt. I \Priory Basement" form . . . . . . . . . . . . . . . . . . . . . . . . . 12

2.2 Mvt. I \Priory Basement" mm. 22{27 . . . . . . . . . . . . . . . . . . . . . 12

2.3 Mvt. I \Priory Basement" mm. 17{20 . . . . . . . . . . . . . . . . . . . . . 13

2.4 Mvt. I \Priory Basement" mm. 35{36 . . . . . . . . . . . . . . . . . . . . . 13

2.5 Mvt. I \Priory Basement" mm. 10{16 . . . . . . . . . . . . . . . . . . . . . 14

2.6 Mvt. I \Priory Basement" mm. 18{19 . . . . . . . . . . . . . . . . . . . . . 15

2.7 Mvt. I \Priory Basement" mm. 1{2 . . . . . . . . . . . . . . . . . . . . . . . 15

2.8 Mvt. II \Gone For Help" form . . . . . . . . . . . . . . . . . . . . . . . . . 16

2.9 Mvt. II \Gone For Help" mm. 5{6 . . . . . . . . . . . . . . . . . . . . . . . 17

viii



2.10 Mvt. II \Gone For Help" mm. 10{12 . . . . . . . . . . . . . . . . . . . . . . 18

2.11 Mvt. II \Gone For Help" mm. 23{25 . . . . . . . . . . . . . . . . . . . . . . 18

2.12 Mvt. II \Gone For Help" mm. 26{27 . . . . . . . . . . . . . . . . . . . . . . 19

2.13 Mvt. II \Gone For Help" mm. 30{31 . . . . . . . . . . . . . . . . . . . . . . 19

2.14 Mvt. II \Gone For Help" mm. 33{37 . . . . . . . . . . . . . . . . . . . . . . 20

2.15 Mvt. II \Gone For Help" mm. 114{116 . . . . . . . . . . . . . . . . . . . . . 21

2.16 Mvt. II \Gone For Help" mm. 97{99 . . . . . . . . . . . . . . . . . . . . . . 21

2.17 Mvt. II \Gone For Help" mm. 114{116 . . . . . . . . . . . . . . . . . . . . . 22

2.18 Mvt. II \Gone For Help" mm. 74{77 . . . . . . . . . . . . . . . . . . . . . . 22

2.19 Mvt. III \Crossed Wires & White Water" mm. 1{11 . . . . . . . . . . . . . 24

2.20 Mvt. III \Crossed Wires & White Water" mm. 75{87 . . . . . . . . . . . . 24

2.21 Mvt. III \Crossed Wires & White Water" mm. 42{50 . . . . . . . . . . . . 25

2.22 Mvt. III \Crossed Wires & White Water" form . . . . . . . . . . . . . . . . 25

2.23 Mvt. III \Crossed Wires & White Water" mm. 7{16 . . . . . . . . . . . . . 26

2.24 Mvt. III \Crossed Wires & White Water" mm. 13{18 . . . . . . . . . . . . 27

2.25 Mvt. III \Crossed Wires & White Water" mm. 19{25 . . . . . . . . . . . . 28

2.26 Mvt. III \Crossed Wires & White Water" mm. 26{30 . . . . . . . . . . . . 29

2.27 Mvt. III \Crossed Wires & White Water" mm. 42{46 . . . . . . . . . . . . 29

2.28 Mvt. III \Crossed Wires & White Water" mm. 62{67 . . . . . . . . . . . . 30

2.29 Mvt. IV \The Motherly, the Mighty & the Meek" form . . . . . . . . . . . . 32

2.30 Mvt. IV \The Motherly, the Might & the Meek" mm. 6{9 . . . . . . . . . . 32

2.31 Mvt. IV \The Motherly, the Might & the Meek" mm. 16{19 . . . . . . . . . 33

2.32 Mvt. IV \The Motherly, the Might & the Meek" mm. 27{28 . . . . . . . . . 33

2.33 Mvt. V \Hush Little Baby" mm. 7{10 . . . . . . . . . . . . . . . . . . . . . 33

2.34 Mvt. V \Hush Little Baby" mm. 66{69 . . . . . . . . . . . . . . . . . . . . 33

2.35 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 43{49 harp only . . 35

2.36 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 57{59, strings and

clarinets only . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 35

ix



2.37 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 51{56 . . . . . . . . 36

2.38 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 57{59 with orchestration 37

2.39 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 43{49 with orchestration 38

2.40 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 50{53 . . . . . . . . 39

2.41 Mvt. IV \The Motherly, the Mighty & the Meek" mm. 54{56 . . . . . . . . 40

2.42 Mvt. V \Hush Little Baby" form . . . . . . . . . . . . . . . . . . . . . . . . 42

2.43 \River Lullaby" { First phrase . . . . . . . . . . . . . . . . . . . . . . . . . 43

2.44 \River Lullaby" { Second phrase . . . . . . . . . . . . . . . . . . . . . . . . 43

2.45 \River Lullaby" { Third phrase . . . . . . . . . . . . . . . . . . . . . . . . . 43

2.46 \River Lullaby" { Fourth phrase . . . . . . . . . . . . . . . . . . . . . . . . 43

2.47 Mvt. V \Hush Little Baby" mm. 1{5 . . . . . . . . . . . . . . . . . . . . . . 43

2.48 Mvt. V \Hush Little Baby" mm. 11{12 . . . . . . . . . . . . . . . . . . . . 44

2.49 Mvt. V \Hush Little Baby" mm. 35{38 . . . . . . . . . . . . . . . . . . . . 44

2.50 Mvt. V \Hush Little Baby" mm. 56{60 . . . . . . . . . . . . . . . . . . . . 44

2.51 Mvt. V \Hush Little Baby" mm. 63{67 . . . . . . . . . . . . . . . . . . . . 45

2.52 Mvt. V \Hush Little Baby" mm. 69{73 . . . . . . . . . . . . . . . . . . . . 45

2.53 Mvt. V \Hush Little Baby" mm. 13{15 . . . . . . . . . . . . . . . . . . . . 45

2.54 Mvt. V \Hush Little Baby" mm. 17{18 . . . . . . . . . . . . . . . . . . . . 45

2.55 Mvt. V \Hush Little Baby" mm. 24{28 . . . . . . . . . . . . . . . . . . . . 46

2.56 Mvt. V \Hush Little Baby" mm. 37{39 . . . . . . . . . . . . . . . . . . . . 46

2.57 Mvt. V \Hush Little Baby" mm. 48{50 . . . . . . . . . . . . . . . . . . . . 46

2.58 Mvt. V \Hush Little Baby" mm. 51{55 . . . . . . . . . . . . . . . . . . . . 46

2.59 Mvt. V \Hush Little Baby" mm. 71{72 . . . . . . . . . . . . . . . . . . . . 47

2.60 Mvt. VI \Lion's Train" form . . . . . . . . . . . . . . . . . . . . . . . . . . 49

2.61 Mvt. VI \Lion's Train" prevailing harmonies in subsection c . . . . . . . . . 49

2.62 Mvt. VI \Lion's Train," subsection c melody . . . . . . . . . . . . . . . . . 50

2.63 Mvt. VI \Lion's Train," subsection c scale . . . . . . . . . . . . . . . . . . . 50

2.64 Mvt. VI \Lion's Train" mm. 37{39 . . . . . . . . . . . . . . . . . . . . . . . 50

x



2.65 Mvt. VI \Lion's Train" mm. 46{49 . . . . . . . . . . . . . . . . . . . . . . . 50

2.66 Mvt. VI \Lion's Train" mm. 21{23 . . . . . . . . . . . . . . . . . . . . . . . 51

2.67 Mvt. VI \Lion's Train" mm. 46{51 . . . . . . . . . . . . . . . . . . . . . . . 51

2.68 Mvt. VII \Escape & Finale" form . . . . . . . . . . . . . . . . . . . . . . . 53

2.69 Mvt. VII \Escape & Finale" mm. 37{42 ornamentation and bass line . . . . 54

2.70 Mvt. VII \Escape & Finale" mm. 37{42 sixteenth-note variation . . . . . . 55

2.71 Mvt. VII \Escape & Finale" mm. 39{42 saxophones . . . . . . . . . . . . . 56

2.72 Mvt. VII \Escape & Finale" mm. 37{42 tubular bells . . . . . . . . . . . . 56

2.73 Tower bell ranges pitched in D . . . . . . . . . . . . . . . . . . . . . . . . . 57

2.74 Mvt. VII \Escape & Finale" mm. 49{53 . . . . . . . . . . . . . . . . . . . . 58

xi



Part I

Critical Essay
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Chapter 1

Background

1.1 The Story

My original short story, The Torchbearer, can be found in appendix A.3. I encourage the

reader to take a moment and read this story, or the synopsis that can be found preceding it

in appendix A.3. The Torchbearer is derived from Thousand Islands region historical events,

places, and lore. Further reading about the Thousand Islands as it pertains to the story,

The Torchbearer, may be found at www.thousandislandslife.com and searching this site

for \New Frontenac Hotel Fire," \May Irwin," \Anglers' Association," \Charles Emery,"

and \Shore Dinner." Priory Belle draws its thematic material from a group of songs that I

wrote in tandem with the short story, The Torchbearer. Those songs include \Torch Song,"

\Net Burning Song," \Sprite Song," \Break Wall," \River Lullaby" and \Lion's Train," all

of which can be found in appendix A.1.

In brief, The Torchbearer is about an elite social club known as the Anglers' Association

feigns interest in sustainable �shing practices. By con�scating commercial �shing nets and

burning them as a public spectacle at the start of each summer they cement tourism-oriented

angling. A young female protagonist named Jeannette acts as the ritual torchbearer, which

leads to her entanglement with a much darker side of the Anglers' Association. Discussions

within each movement analysis in the latter part of this paper draw on the subject matter

2



of a given scene and the music's features that convey various characters, emotions, ideas or

imagery.

1.2 English Change Ringing

The study of English change ringing as a compositional tool also is a driving force throughout

much of the work. English change ringing is a long-form, pandiatonic serial composition that

follows four rules to systematically reorder pitches to generate a monophonic performance

piece, or what is referred to as amethod.

1. All methods begin and end with a descending scale.

2. Every pitch must sound only once during a row.

3. Pitches may at most move one beat forward or backward from row to row.

4. No order of pitches may be repeated during a method.

Further reading on the basics of change ringing and what comprises a method may be

found in Peter Blight's \Introduction for Beginners" article on www.ringing.info , Steven

Rice's article, \To Compose a Lead: Structures Related to Change Ringing," or Jasper

Whit�eld Snowdon's Standard Methods in the Art of Change Ringing(see References).

Change ringing as a tool to compose music is in no way a new concept. On its surface it

provides a process to generate melodic material given a pitch set or scale. Maxwell Davies's

String Quartet (1961) applies simple change ringing principles to groups of three, four,

and �ve pitches in melodic sequence. Change ringing also can be characterized by subtle

rhythmic changes if a single bell's tolling is isolated. Gy•orgy Ligeti's 1976 three-movement

work for two pianos makes use of this concept in its �rst movement, \Monument." Ligeti

slowly introduces rhythmic structures with varying periods until a dense texture of rhythms

amasses (Rice, 2016).

Movements II through IV of Priory Belle explore change ringing as a tool for composition

in relation to pitch, dynamics, rhythm, or instrumentation. It is worth noting that the
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Figure 1.1: Mvt. II \Gone For Help" mm. 18{19, score reduction of change ringing method
applied as pitch.

Figure 1.2: Mvt. II \Gone For Help" mm. 25{26, score reduction of change ringing method
applied as pitch.

process described in the following paragraphs is not a constant in
uence on any given

section, but is selected from time to time as a layer of information to satisfy the needs of

the music.

The change ringing method in movement II, \Gone For Help," measure 1{37 is

interpreted as pitch information. The choice to work with pitch in relation to this section of

the change ringing method bears no great signi�cance. Pitches are assigned to the change

ringing method as C=1, D=2, E=3, F=4, G=5, A=6, B=7, and 8=C. Accidentals are

allowed so as to re
ect the changing tonality of the given moment. Prime examples of the

change ringing method interpreted as pitch are violins at measure 18{19 (�gure 1.1), and

bass clarinet in measure 25{26 (�gure 1.2).

At measure 38{44 (�gure 1.3) of \Gone For Help" the change ringing method shapes

dynamics. As the numbers one and seven shift through the method so too do the end points

of the hairpin dynamics of piano. A second gesture with the same process begins at m. 40

in clarinet and vibraphone marking the values three and one.
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Figure 1.3: Mvt. II \Gone For Help" mm. 38{44, score reduction of change ringing method
applied as dynamics.

Figure 1.4: Mvt. II \Gone For Help" rhythm key.

In measure 79{116 of \Gone For Help" the change ringing method in
uences the rhythm.

The sum of two values within a beat de�nes the rhythmic value as outlined in �gure 1.4. A

repeated four-note �gure, E-F\-G-A, undergoes rhythmic alterations based on these assigned

rhythmic values. Figure 1.5 illustrates a reduction of soprano saxophone interpreting the

change ringing method key within the texture of the music.

Measure 94{98 (�gure 1.6) in \Gone For Help" show a continuation of these assigned

rhythms though some liberties are taken. These di�erences include deviations marked by

boxes in �gure 1.6 as well as the composite rhythm of oboe and xylophone resulting in the

assigned rhythms. Figure 1.6 is a reduction of these measures with an added part marked

\method rhythms" to illustrate the points of contrast. Movement III, \Crossed Wires &

White Water" measure 62{94 applies the change ringing method to instrument groups and,

consequently, instrument attack points. The groups of instruments accumulate gradually to
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Figure 1.5: Mvt. II \Gone For Help" mm. 79{84, score reduction of change ringing method
applied as rhythm.

create a pointillistic texture. Four instrument groups are assigned to separate values in the

change ringing method. This aspect is expounded upon later in the movement III \Crossed

Wires & White Water" analysis.

Harmonic ratios found in classical temperaments in
uence pitch material in measure

27{41 of movement IV, \The Motherly, the Mighty & the Meek." Two types of intervals

considered are multiples and consonant superparticulars. A multiple is a ratio of 1:n and any

of its multiples, i.e. 1:2, 1:3, 1:4, 2:4, 2:8, 3:6. A superparticular is a ratio of n:(n+1) as well

as any of its multiples, i.e. 2:3, 3:4, 4:5, 4:6, 6:8. Superparticulars 6:7 and 7:8 are not widely

used in western classical temperaments and are not considered in the process at hand. Also,

ratios 1:n are equivalent to n:1 and ratios n:(n+1) are equivalent to (n+1):n. All possible

pairings of the values available in the method are mapped to their sounding pitch over an

AZfundamental (�gure 1.7). These pitches are then condensed into a two-octave range with

the four lowest ratios transposed up two octaves. The choice to transpose the lowest pitches

is to facilitate a more uni�ed counter melody or melodies rather than disjunct interjections

(�gure1.8). Pitches are activated when two neighboring values in the change ringing method

comprise a consonant diatonic interval. Figure 1.9 shows a reduction of the instruments

6



Figure 1.6: Mvt. II \Gone For Help" mm. 94{98, score reduction of change ringing method
applied as rhythm with exceptions in process marked with boxes.

that play the pitches derived from the change ringing method. The change ringing method

is provided above the written music. All but one DZis accounted for. Notable exceptions to

the process are my choice to transpose 6:2 ratios up an octave (indicated with an asterisk),

and my choice to not notate 1:2 and its multiples (�gure 1.8) that functions separately from

this texture expressed in the �gure that follows. Harmonic intervals with a B fundamental

also show up at measure 34{41. The same distribution of ratios is transposed over a B

fundamental (�gure 1.10). Also, the pitches assigned to the 
ute in measure 34{41 are

transposed up an octave for the purpose of balance (�gure 1.11).

The resulting work from a compositional process involving English change ringing and an

underlying story makes for an interesting crossroads for creativity.Priory Belle builds upon

other composer's ideas, such as Davies and Ligeti, while o�ering an original compositional

perspective. Though relating an ever changing reordering of values within a change ringing

method may seem melodically excessive or rhythmically uninteresting, the approach to

interpreting ratios as attack points and pitches is an idea worth expanding upon in future

7



Figure 1.7: Ratios available in the change ringing method by comparing consecutive
numerical values that are also used in classical temperaments.

Figure 1.8: Mvt. IV \The Motherly, the Might & the Meek" A Zharmonic ratio key
condensed into a two-octave range.

compositions. At the heart of every work is narrative, whether it be the rules and process

discussed in program notes and pre-concert lectures, or a human narrative.
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Figure 1.9: Mvt. IV \The Motherly, the Might & the Meek" mm. 27{33, reduction of change
ringing method ratios.

Figure 1.10: Mvt. IV \The Motherly, the Might & the Meek" B harmonic ratio key
condensed into a two-octave range.
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Figure 1.11: Mvt. IV \The Motherly, the Might & the Meek" mm. 38{41, reduction of
change ringing method ratios with 
ute's pitches transposed up one octave.
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Chapter 2

Movement Analyses

2.1 Movement I \Priory Basement"

Movement I, \Priory Basement," contains a single scene that cycles through Jeannette's

various stages of grief. Grief over her careless foray into the world outside of the priory

resulting in her inadvertently burning down the prestigious hotel, endangering the lives

of hundreds, and the inevitable punishment she will face as she waits locked away in the

priory basement. The work begins with a swirling stinger-like anacrusis, but immediately

changes character to become a slow introductory movement. Its thematic material derives

from three sources: 1) the pre-composed melody, \Torch Song," 2) English change ringing,

and 3) the Christian hymn, \Lo, How A Rose E'er Blooming." These themes portray stages

of grief. The stages of grief are commonly understood to be denial, anger, bargaining,

depression and acceptance. While this is an over simpli�cation to what individuals may

go through in dealing with grief it does provide a footing to navigate the process. The

themes in \Priory Basement" speci�cally portray the stages of depression and bargaining,

and \Priory Basement" illustrates my appreciation for tonal clarity.

The form of \Priory Basement" is comprised of two similar sections, A and A', containing

subsections that correlate to thematic material (�gure 2.1). In subsections a, a' and a"

thematic material derives from the pre-composed melody, \Torch Song" (see appendix A.1),

which herein is referred to as the Torch Theme. Subsectionsb and b' feature the Rounds
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Figure 2.1: Mvt. I \Priory Basement" form.

Figure 2.2: Mvt. I \Priory Basement" mm. 22{27, Torch Theme in 
ute.

Theme. This repeated descending scale consisting of straight eighth-notes is the traditional

beginning and ending point for sessions of English church bell ringing. Lastly, thec and c'

subsection brie
y state the hymn, \Lo, How A Rose E'er Blooming." Both c and c' span

the length of two measures. However cursory, the thematic material here is distinct enough

to identify these measures as separate subsections from the material that precedes it.

The thematic material of \Priory Basement" reinforces grief as the main idea of the

scene. Themes and harmonies predominantly draw on a mix of A minor and D minor modes

and plod along at a tempo of ��=66. Of particular interest here is the choice to include

thematic material with downward contours. \Priory Basement's" prevailing downward

thematic contours in the Torch Theme, the Rounds Theme and the hymn underscore despair

or bargaining.

First, the Torch Theme reworks the initial two measures of its source material into a

downward gesture. By inverting the source material that conveys hope and purpose the

melody is recontextualized. Flute states the Torch Theme in its complete form in measure

22{27 (�gure 2.2).

Next, the Rounds Theme directly illustrates a descending melodic contour. Its

characteristic downward scale implies English change ringing, which in the narrative is

12



Figure 2.3: Mvt. I \Priory Basement" mm. 17{20, Rounds Theme in vibraphone.

Figure 2.4: Mvt. I \Priory Basement" mm. 35{36, a fragment of the hymn, \Lo, How a
Rose E'er Blooming" in piano.

associated with the antagonist and his authoritarian disposition as tower captain. In this

way the music suggests that Jeannette dwells on and agonizes over her subjugation. The

seven-note descending phrygian scale darkens Jeannette's depression further. The Rounds

Theme is introduced in vibraphone at measure 17{20 (�gure 2.3).

Finally, the essence of the hymn's contour also expresses a descending contour. The

complete quote of the hymn at measure 35{36 appears in piano (�gure 2.4). The music

brightens momentarily before sinking back into minor modality and settling back into

depression.

\Priory Basement" illustrates my appreciation for tonal clarity and my distaste for split

scale degrees. For instance, harp's Torch Theme is altered in m. 12 to re
ect the BZof

the Rounds Theme executed in harmony by glockenspiel and violin I. Violin II at m. 11

also harmonizes the Rounds Theme a third below, utilizing B̂ instead of BZ. Lastly for

this phrase, glockenspiel and violin I at m. 16 opt for a B̂ agreeing with harp's harmony

(�gure 2.5). Acceptable use of a split scale degree appears at measure 18{19 between

strings' sustained C\ and vibraphone's occasional Ĉ passing tone (�gure 2.6). Brief split

13



Figure 2.5: Mvt. I \Priory Basement" mm. 10{16, the con
icting B ^of the Torch Theme
in the harp and BZof the Rounds Theme in glockenspiel and violins yield to one another.

scale degrees skews tonal clarity momentarily and colors Jeannette's loss of self in agonizing

discord. One notable instance of a split scale degree simultaneity occurs during the 
ourish

of m. 1 (�gure 2.7). The o�ense occurs in the measure's last beat between piano's right hand

C\ and left hand C .̂ The �gure chosen in left hand piano of the opening measure allows

the pianist to aggressively attack the notes with its simplicity of line. A 
eeting moment of

practicality over principle, and one where gesture is independent of the harmony.

\Priory Basement" may be summarized as a single scene that cycles through stages of

grief. The Torch Theme, Rounds Theme and the hymn \Lo, How a Rose E'er Blooming"

act as the vehicle to portray Jeannette's bouts of depression and bargaining through prayer.

Analyzing harmonic tendencies around split scale degrees uncovers modal variety and

interest within passages while also maintaining tonal clarity.
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Figure 2.6: Mvt. I \Priory Basement" mm. 18{19, reduction of passage that exhibits an
acceptable split scale degree between strings' sustained C\ and vibraphone's Ĉ passing
tone.

Figure 2.7: Mvt. I \Priory Basement" mm. 1{2, a rare instance of a simultaneity with a
split scale degree in my music.

2.2 Movement II \Gone For Help"

Movement II, \Gone For Help," directly continues the scene of \Priory Basement" with an

entirely new perspective. The arrival of Jeannette's friend, a young girl named Katherine,

sends ripples of exciting possibilities throughout the ensemble during scene one of \Gone

For Help." Katherine, who also is thrown in the priory basement for misbehaving, comes

with an escape plan that the apathetic Jeannette ignores entirely. Scene two of \Gone For

Help" depicts Katherine, having escaped, desperately searching for help for Jeanette, who

is left behind.

Figure 2.8 outlines the form of \Gone For Help." Section A correlates to scene one, and

section B through D correlates to scene two. Section C is a brief depiction of Jeannette

alone in the priory basement as an aside to the narrative of scene two.
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Figure 2.8: Mvt. II \Gone For Help" form.

The �rst scene of \Gone For Help" establishes a number of counterpoint tendencies

to build tension in a largely diatonic context. The scene reaches its completion at m. 20

making it relatively short in comparison to the 116-measure movement. The musical e�ect

of this �rst scene is to create an active texture to convey Katherine's youthful vigor. Two

features of the rhythmic character in \Gone for Help's" �rst scene are composite perpetual

motion and [��( ��] cells.

Composite perpetual motion formed by rhythmic variety among multiple instruments

contributes to the excitement in the �rst scene. Measure 1{4 gradually introduces the

steady eighth-note division and at m. 5 perpetual motion takes hold. Looking closer at

measure 5{6 (�gure 2.9) it is clear that the rhythms of clarinet, horn, harp and piano create

perpetual motion.

The [��( ��] rhythmic cells carry some weight in de�ning the rhythmic identity of the �rst

scene. This rhythmic cell appears more often in any given beat than that of [�� ��(], which

is not to say that [ �� ��(] does not occur rather that more often than not when it does occur

the eighth-note is tied into the next beat. The [��( ��] cells tend to consist of melodic seconds,

fourths or �fths. This is evident in 
ute and oboe at m. 10, alto saxophone at m. 11 and

soprano saxophone, alto saxophone and violins at m. 12 (�gure 2.10). The avoidance of

melodic thirds and sixths in relation to the [ ��( ��] cell clouds what little sense of tertian

harmonies are present with gestures that imply a quarter-quintal 
avor.
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Figure 2.9: Mvt. II \Gone For Help" mm. 5{6, composite perpetual eighth-note motion
among instruments.

Scene two of \Gone For Help" follows Katherine as she darts about the town market

looking for someone that could lead her to the only adult she trusts to help Jeannette

rise above her depression. The adult Katherine seeks is Miss May, a kindly woman who

has expressed concern about Jeannette's wellbeing in a letter that Katherine carries with

her. Katherine's imagination runs wild growing increasingly suspicious of each adult she

comes across. While much of scene two in \Gone For Help" is not explicitly stated in the

short story, The Torchbearer (see appendix A.3), this movement ofRiver Belle musically

expounds upon Katherine's expedition.

Scene two �nds cohesion through the use of the Distress Theme. The Distress Theme

is stated in subsectionb in 
ute at measure 23{25 (�gure 2.11), clarinet at measure 26{27

(�gure 2.12), piano at measure 30{31 (�gure 2.13), and passed throughout the ensemble at

measure 33{37 (�gure 2.14). The Distress Theme's contour and range in clarinet's statement

at m. 27 best exempli�es the Distress Theme that is reused at cadences in subsectionsf

(�gure 2.15), f ' (�gure 2.16) and f " (�gure 2.17).
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