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INTRODUCTION

William Osborne is an American composer, musicologist, and activist who has
lived and worked in Germany with his wife and professional trombonist Abbie Conant
since 19790sborne and Conant hatree desire to create maal theater worksghat fully
integratetext, music, and theater, and so, in 1984ycreated The Wasteland Company.

The first productions of The Wasteland Com
Samuel Beckhket ¢ 0sagpaptapoydaydneoa knenedtadatic

work entitledWinniefor Conant to perform as both a soprano and a trombonist, Osborne

felt the desire to author asriginal chamber music theater work.

In addition to her collaboration with Osborne in The Wasteland Comgamgnt
was also an active orchestral musician1980, she won a blind audition for the solo
trombone position in the Munich Philharmorit@r the next thirteen years, Conant dealt
with sexist discrimination in the orchestfes an artistic response toetipain Osborne
and his wife endured, Osborne decided to compose an original chamber music theater
work for Conant that dealt with her experience in the Munich Philhar@daddiciam. As
sellfpr ocl ai med feminists, all ofusadshborne and
creative identity of women.

Osborneds chamber music theater works a
performance artist accompanied by piano or comgggeerated, quadrophonic tapée
performance artist must sing, act, and play tromb@seb o r aorepos#tions champion
minimal sets, clear, poetic texts, and realistic character developihiege aesthetics

were developed in part as a reaction to the spectacle of opera and werspated by



the minimalistic and existential work of Samiackett.Beginning withMiriam,
O's b o rcimml@esmusic theater works express feminist themes.

This paper is a study of three of Will:i
for trombonist Abbie ConanWinnie, Miriam: The ChairandStreet Scene for ¢hLast
Mad Sopranol n or der to understand Osborneds for
devices, the author will examinginnie si nce this work serves a
later works Miriam: The ChairandStreet Scene for the Last Mad Sopranbbe
studied in a similar way, and the author will also reveal how Osborne and Conant

musically express the feminigtemes that permeate each work.



CHAPTER ONE
BACKGROUND INFORMATION!
Abbie Conant

Abbie Conant (b. 1955) is a New Mexico native living andkvag in Germany
as a trombonist, performance artist, and tea@tez.is known internationally for her
provocative trombone and music theater performances, professional recordings, as well
as her advocacy work for womenmusic after facingliscrimination while playing in
the Munich PhilharmonicConant is currently the trombone professor at the Staatliche
Hochschule fur Musik in Trossingen, Germany.

Conant received her initial trombone and music education from the Interlochen
Arts Academy (InterlocherMichigan), where she was awarded a scholarship and later
received a diplomain 19783 he went on to receive her Bach
Temple University (Philadelphia, PA), where she studied with Dee Stewart. In 1976
Conant studied at Yale Univergi{New Haven, Connecticut) with John Swallow. Conant
recei ved her Ma sSclwol (New Yark, Néewhyerk) in 1979, studyng d
with Per Brevig.

Conant moved to Europe in 1979 and studied with Vinko Globokar at the
LOAccademi a «da, ltal)By this tisme, Eoné&ntbiegan her professional
performing career; additionally, she also received a diploma from the Meisterklasse of
Branimir Slokar at the Staatliche Hochschule fur Musik Koln in 1884ing studied
with some of the most wetkspected and talented trombone pedagogues in the music

profession, Conant was able to successfully compete as a trombonist in Europe and make

'The following background information was deri ve
website as well as the interviehmonducted  the author.



a living as a performing musiciaRrom 197980 Conant held the position of solo
trombone at the Royal Opera of Tu(ltaly). OnJune 19, 1980 onant was accepted to
audition for the solo trombone position in the Munich Philharmonic Orchédtea.
winning the blind audition, Conant endured
discrimination as the only womaninthelwass ecti on. Conant és husb
Osborne, has documented her experience with the Munich Philharmonic in his article
AYou Sound Like a Ladiesd Orchestra: A Cas
in the Muni c fK nPohw |l ehdagrem ooférieficedin Blunichdissessential
for understanding the artistic orThgins of
author will summarize her experience in the next section.
Abbie Conant and the Munich Philharmonic

Conant 6s audi t isadatrommbone positeon of thenMumiabhr  t h e
Philharmonic was addressedHerr Abbie Conant, so the orchestra perseinvas
clearly expecting that Conamas a manAfter winning the blind audition, she moved on
to boththe second and final rounds, beatirey made opponentsThe orchestra voted to
hire her, despite their initial shock that a woman could surpass all of thé&Semeral
Music DirectorSergiuCe | i bi dache was greatly opposed t
The next thirt ee wouldeapertfigbtihga@emdarisgxiésts | i f e

discrimination in the Munich Philharmonic that was initiated and drawn out by

Celibidache.

2William Osborne, fAYou Sound Like a Ladiesd Orct
Abbi e Conant i n the Munhtg/fMwwdshorneoaantrom/ladies.httd P u b . 19914
(accessed February 2013). The following section wil!/|


http://www.osborne-conant.org/ladies.htm

After passing her probation year in tdeinich Philharmonic withouteceiving a
verbal complaint during rehearsals fr@elibidache, Conant was notified that her trial
year had actually been vetoed and that she would be demoted to the second trombone
position.Surprised by this sudden and unfounded demotion, Conant contacted the
Deutsche Orchester Vereinigutig order to ake legal action against the city of Munich.
Conant was even willing to compromise with Celibidache, and she offered to play second
trombone for Celibidache and solo trombone for guest condu€elibidache
responded to her ef fooknowsthe arobledh wempedamans e wi t
for the solo trombone. 0
A court hearing for August 17, 1982 was rescheduled because the Munich
Philharmonic had not provided any written complaints against Cdranthe new
hearing on February 3, 1983, the Munich R&itmonic provided the following criticism:
The plaintiff does not possess the necessary physical strength to be a leader of the
trombone section; she is not in the position to clearly lead the trombone group.
Apart from that, she lacks the required empathlyanslate the artistic wishes of
the General Music Directdr.
I n order to fiprove her physical strength, o
the Gautinger Lung ClinicConant underwent tests to evaluate her lung capacity, her
b o dy 6ty to abborbloxygen, and the speed at which she could inhale and &kizale.

also underwent physical examinations evaluating her rib cage andBy&985 the

court rul ed that Conant shoulSikwaseaobe val uat e

5Transl ated as AGerman Orchestra Association. o

“William Osborne, fAYou Sound Like a Ladiesd Orct
Abbie Conant in the Munich Philhaom i ¢, 0 Rhitplwwwbdh@&nkepnant.org/ladies.htm
(accessed February 2013). Brief, Conant vs. LH Miinchen, AGM Aktz: 2 Ca 7022/82, Febuary 3, 1983.
Original German textDie Klagerin verfignicht Gber die physische erforderliche Kraft als Stimmflhrerin
der Posaunen; sie ist nicht in der Lage, die Posaunengruppe eindeutig zu fihren. Im tbrigen fehlt der
Klagerin das erforderliche Einfihlungsvermdgen um die kiinstlerischen Vorstelldagen
Genealmusikdirektors umzusetzen.



http://www.osborne-conant.org/ladies.htm

tested orall aspects of her trombone playing, especially focusing on her ability to
demonstrate endurance, intensity, and loudr@ssant would also be evaluated during a
Munich Philharmonic concert performance in addition to performing some of the most
challengimg excerpts in the orchestral literature for a committabe task of preparing
for such an evalwuation was not daunting en
canceling and post ptwasmnoguntiCl®88ahnet yearsafter al uat i
the initial daté that Conant was evaluated by Heinz Fadle, who was the president of the
International Trombone Association atthetieu ch t o t he Muni ch Phil
di smay, Fadle provided an excellent review
She [Conant] is a ind player with an outstandingly weHained embouchure, i.e.
|l ip musculature, that enables her to pr
breathing technique is very good and makes her playing, even in the most difficult
passages, S up e saudition sherstiowedasfigiént physitah i
strength, endurance, and breath volume, and above and beyond that, she has
enormously solid nerves.
Finally, on July 1, 1988, the court ruled
trombonist position; howevershecontinued to be harassed and discriminated against
during the remainder of her professional experience with the orchestra.
Conant later learned that she was not being paid at the same rate as her fifteen

male colleagues; in fact, she was in a cotehjedifferent pay scale level than all other

brass and wind solo chaifSelibidache constantly found Ipboles in her contract and

*William Osborne, iYou Sound Like a Ladiesdé O
Abbie Conant in the Munhttg/fvwwadskornehoaantregladieschtmd Pub . 1
(accessed February 2013). Report of Prof. Fadle February 27, 1988 for LH Miinchen vs. Conant, LAG

Aktz: 5 Sa 639/84. Original German teSie ist eine Blaserin mit hervorragend ausgebildetem Ansatz

d.h. Lippenmuskulatur, die kontrollierfenproduktion in Verbindung mit kontrolliertem AtemfluR3

ermdglicht, welche ihr optimale Ausniitzung ihres Atemvolumens erlatditemtechnik ist sehr gut und

macht ihr Spiel auch bei schwierigsten Passagen uberlegen und leicht. Physische Kraft, Ausdauer
Atemvolumen hat sie bei diesem Vorspiel hinreichend beweisen kateréiber hinaus eine enorme

Nervenkraft. Diese, gepaart mit ihren obengenannten blaserischen Eigenschaften, setzen sie durchaus in
die Lage, in einem Spitzenorchester als Soloblasers c hwi eri gst e Phrasen nach O0A
ausreichend lange und mit der gewiunschten Intentsitéat sowie Starke durchzuhalten.

r ct
994



http://www.osborne-conant.org/ladies.htm

forced her to play second or assistant principaborne attests that this harassment was
aggressive and undoubtedly indexd to persuade Conant to leave the orchestier.
continuous court battles, failed compromises, and unrelenting discrimination, on March
10, 1993 the court finally ruled in favor of Conafihe court ruled that Conant be placed
in the same pay scale bket as her male counterparts and awarded backqay
September 1, 1988y that time Conant had already decided to leave the orchestra after
being awarded a full professorship at the Staatliche Hochschule fur Musik in Trossingen,
Germany, where she camues to teach to this day.

William Osborne

William Osborne (b. 1951) is a composer, musicologist, and activist from
Deming, New MexicoHe is internationally recognized for his chamber music theater
compositions that he composed and continues to configokis wife, trombonist Abbie
Conant, as well as his Beckett productions, which are music theater works set to the texts
of Samuel BOskethééspbakhelarly activism de
promoting feminist ideals in music has been thalgat for real change and action
against discrimination in professional orchestras.

As a student of composition, Osborne studied with George Crumb for five years
in Philadelphia and New York and with Franco Donatoni for two years in Rome and
SienaHe hasheen awarded two ASCAP awards, a Doctoral Fellowship to Columbia
University, was an alternate to the American Rome Prize, and received a major prize
from the Theater Commission of the City of Munich for his Beckett producti@sisorne
has written many $wlarly articles on the subjects of women in music, music sociplogy

and musicologyHi s articl e AYou Sound Like a Ladi e:



Sexism Against Abbie Conant in the Munich
award, inspiredaGerma document ary as well as the | asH
bestselling booBlink°Os borneés article entitled AArt i
Maj or Or'dreesatidasngdthe Vienna Phil harmonicb
international potests against the Vienna Philharmonic and gained attention from the
media® Osborne continues to be an activist for women in music by contributing to
scholarly discussions and continually creating new feminist works.
The Wasteland CompHMunyi a@anfhdé&thamdber

Both Conant and Osborne fought tirelgsmyainst the discrimination ke
Munich PhilharmonicFortunately, the experienteey endured ultimately led to artistic
development. In 1984 Conant and Osborne founded a music theater congyargntied
The Wasteland Compan@.s bor ne descri bes the fAwastel anc
Joseph CampbelAmerican mythologist and writeit And what 1 s the natu
wasteland?t is a land where everybody is living an inauthentic life, doing ag othe
people do, doing as youor e Thatlisdhe wi th no <c
wa s t e%As seléprociaimed feminists, Osborne and Conant have made it a goal that
The Wasteland Companyo6s productions especi

womeni n an effort to address the conditions

® Malcom Gladwell Blink: the Power of Thinking Without Thinkin@ew York: Back Bay
Books, 2007).

"William Osborne http://www.osborneonant.org/excuse.httaccessed February 2013).

8Jan Herman, #ATaking on t h-éctiwstRagsrhe Interhet forh ar moni c:
Womendés Rights, 0 R NKNBDLEWwWwW.dsharnganany.orgZTakingrhtm(accessed
February 2013).

° William Osborne http://www.osborneonant.org/theater.htgaccessed February 2013).
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transcend itThe Wasteland Company haoduceceleven productions, all composed by
Osborne, and eight of the productions were composed for Conant specilibalhg
productiors were written for a performance aisConant sings, acts, and plays
trombon@ and quadraphonic tape or live piano accompaniment.

Osborne had aspirations to become an opera composer early in his career, and The
Wastel and Company 0 stinthe musictheater genire; hi@veverathen |y
fundamental ideals of The Wasteland Company could not be more different than those of
operaOsborne and Conantdés goal was to create
opera that t hey ecaal€he sécifit aperatie idealsithas Oslsorné h
and Conant reject include: thel cantd® singing style, due to the fact that the libretti
often becomes incoherent; the spectacle of-twetop scenery and productions, due to
the distraction and impractlities they bring; the common disconnect between the
libretti and the music, which often muddles the theme or philosophical meaning of the
work; and the use of stock characters, which are often only present as a means of
tradition and formula.

By contrast, Osborne and Conant continually strive to uphold new ideals in their
chamber music theater productions such as the full integration of music, theater, and text;
coherent and rhythmic texts; barene sets that are geared for touring; and the
exploration of the worlds of single charactei$ie compositional and artistic influences
for The Wasteland Company have deep philosophical underpinnings dating back to the

Florentine Cameratd,Aristotle, Descartes, and Dantonant describes some of her

YI'talian operatic term meaning fAbeautiful singi

™ A group of humanists, intellectuals, musicians and poets who assembled during the late
Renaissance (1573%82) and are credited for forming the first concepts of opera.
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problemsconcerningoperatic music and tekt her August 2012 interview with the
author:
If you go to an opera, the music can justbesopresentd s al most fAextr
and that is a problem with opeta.opera, the words are almost aside the goint
justsomeét i ng t o sayél t 6sThaphifosophyis dodifferenth e si n
looking back to the Florentine Camerddaut t hat 6 s what 0t hey we
it was just a noble attemptébuit theyodre
Contemporary influences fdihe Wasteland Company include Parisian
playwrights such as Antonin Artaud (182648), Jean Genet (191@86), Eugéene
lonesco (19094.994), and Samuel Beckett (190889).Mar t i n Es sl i-nds st uc
World War 1l drama categorizes these French dramatsstsiting in a style known as
the Theatre of the Absur.s s | i n traces these Absurdistso
writings during the Nazi occupatidnthe most notable beirithe Myth of Sisyphlis
(1942), writing, AThi s ,teactar and bis sbting, mdye n man
constitutes the”feeling of Absurdityod
Influences of Samuel Beckett
While these influences play an important role in the development and evolution of

The Wasteland Companyo6s producdstemsfrem per ha

the works and theoretical cone¢gpf Samuel Becketit washappenstance that Osborne

12\villiam Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).

13 Albert Camus|e Mythe de SisypH€&rance: Gallimard, 1942), English translatishe Myth of
Sisyphus (United Ki ngdpmaanoutlire®tienyth of Sisyphus ¢ dvhidh 8isyphtish ¢ h a
defies the gods and is punished with the eternal task of pushing a boulder up a hill, only to have it roll back
down again. Sisyphus embodies an absurdist hero that lives life to the fullest, hateardbath
condemned to eternally perform a meaningless task.

14C.J. Ackerley and S.E. Gontarskkh e Gr ove Companion to Samuel Be:t
to His Works, Life, and Thougtitlew York: Grove/Atlantic Inc., 2004) 49.
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began reading the works of Samuel Beckett after purch&¢aigng for Godotwvhile
living in Munich, GermanyOsborne describes what first drew him to Bétke
Il di dndt Kknow a nBuyttlas jusgloo&irg atuhe larjwagelardt t .
noticing how musical it wadt had this kind of poetic rhythm, so | bought the
play.Thi s bass clarinetist had asked me to
write a pece for dancing bass clarinefisbtockhausen did that, so the idea was
in the airé | realized that | could tak
theater piec@f or a singing, talking, acting, a
wasnot a eséntroueven a phdosophical element that [first] drew me to
Beckett.It was just the musicality of his languabe.
As Oshorne became more familiar with the works of Beckett, he began to compose more
wor ks that were based oratod bicBeeketttprodictigns. ay s ,
Osborne composddamm( 1 98 2) , whi ¢ h waEsndgdneldealescriped Be c k
how he came about composiHgmm
| wrote this pieceflamn] for acting violinist based oBndgamel st i | | di dn o
really have the idea thatdould turn Abbie into a performance artist, personally.
was really just exploring on my owBYy chance | found a violinist who was just
an incredible actor and extremely extroverted, and he just killed people with that
piece.lt was just seventeen mirag a short work, and by some miracle, | got a
fairly good recording of it®
Osbornedés ot her Be cWoerldand MusigaaBl),winniefbasedon nc | u d
Happy Days1984),0hio Imprompty1986),Act Without Words (1986), ancdRockaby
(1986).Corant performedVinnie, Act Without Words &ndRockabysince Osborne
adapted these works for a perfance artist and trombonigtfter composing these six
pieces based on Beckettds texts, Osborne d

recordingsAfter afew weeks, Osborne received a card in the mail from Beckett.

Osborne describes Beckettds response:

5 William Osborne and Ablkei Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).

18 | bid.
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He said that he was I mpressed with my w

howHammwas being shouted and done so forc:

the form and said that if | was ever in Paris that he would like to meeSoge.

naturally, | found a reason to go to Pafis.

Formal and Compositional Structure

After setting BeeQskome disboserepgstrumtyrs and form mu s
thatseemedtogpl vy t o many o itwad eotunté ®sbadne and/ Gondats .
collaborated on the productionfinniethat they became truly aware of this specific
threepart form.A | | o f  Oigitmloproduetions that follovinis Beckett poductions
arebasedon this varying form, which Thebasic be r e
A.E.R. structure is as follows: AnticipatidrEventy Reflection.Each large section is
further broken down into smaller theatrical b&&#md musical events that meld acting,

singing, and trombone playing.

Osborne typically establishes the AANntiI

the work, which states the theme that will be explofed.e fiMad Sopranoo i n
Street Scene for the Last Mad Sopraioo example,opges wi t h t he | i nes, f
my auditonWh at wi | | | Thkid threme i developedrardiiolooved by a

short ABO section t Wate HaA®d d hmanree olf y tihealfd A
section then returns and reaches a climax, often emdiha sort of theatrical punch

inee The second major section, the AEvent, o i
he refers to as: Pragtl Interlude, and the Trombone\ice sectionWith regard to the

Event secttn, Osborne recalls

" william Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).

18 A common theater term used to describe a small drametiien or event.
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And thenamotif usually appears in the music to indicate that she [the character]

will start something newéthe character
SectionéAnd then therebdés wusually a more
settlesdownThenfie pi cks up her tromboneéSo ité

reflective interlude, and then the Trombone &i&& section, which is the big
frenetic climax in the middle of the piete.

The third major section, tsulesechmRerf | ecti o
theatrical beats short dramatic eventEach beat has a different theme or action, and
once the character reaches approximatelyttvirols of the way through the Reflection,
one or more beats escalate to a point of cathartic expl@3isrb o r nrab&ranusich a
theater works then follow an arc form, typically fading away to nothihgs brief
description ofOs b o r n e 6 tsuctuke istappRed tt\dnnieas well as all later chamber
music theater worksSee Figurel on the following page to see howlasne formally

organizes his chamber music theater works.

¥ william Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).



Figure 1. Diagram of A.E.R. Structure
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Compositional Details

A characteristic of Osborneds works 1is
charactestic use of silenceandspaten f act, 1t was Beckettds
that initially compelled Osborne to set his plays to mu@sghorne recalls in his interview
with the author:

Another thing that made hitBewjoRalotlofet t 60 s ]

silencesHe woul d just write fAlong pauseo or

his text.He [Beckett] once said that silence flows in his plays like water into a

sinking ship And basically what | discovered is that water can beicduthat

music could flow in between the worilsnto all of the silences created by his

words?®
Osborne often fills Beckettdés fipauseso wit
but he also adheres t o Beck ethetvaca parft,gweru s e s 0
as small as eighth or quarter rests, to represent a brief pause in textual delivery.

Just as silence can be notated and even prescribed, so can other theatrical
components such as gesture and dicfldre use of stagdirections can I an actor or
actress execute specific bglas that add aense of realisnkor example, Beckett uses
over one hundred stage directions in the first few pagesppy Daysas the main
characterWinnie, performs her morning ritual$hese notated actis truly add a sense
of individualism to the charactdn his scores, Osborne makes use of many stage
directions that accompany the musicandté#.i | e Beckett 6s original

contain music, he did desire that the text be spoken in a veryispeanner, which

Osborne learned during his personal meetings with Be&&getitilizing rhythmic

20 Wwilliam Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).
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notation, Osborne is able to notate the exact rhythms of the spoken and sung texts in his
works.Each element of singing, speaking, trombone playing, gestndeacting is
closely related i rOsbOrsebdescrines this relationshp dysstating: o n s .

Words, singing, speaking, gesture, and acting are strongly integrated and

coordinated with a patina of musithis is possible because each of these

elements is precisely notated in the score, which functions as a production book,

and which aligns all of these elements with the mtfsic.

Opposing the elaboratiasf largescale operatic sets, Osborne anah&u uphold
Bec ket t Arstotdianmlpabfeising a single time, place, and image for each
work. Osborne believes that this simplistic apg
iconic effect because it removes all that is extraneous and thus reveals fundamental
aspects of ouent hama bhe gdis jladtpof $nsple sets and
images allow Osborne and Conant to explore the inner life of a single character through
the expressive medium of moxdoamatic music theater.

Description of Project

Osbornebds f i r ansan@resekiely driginalrcleachhercntusic
theater works for The Wasteland Company emerged during the time when his wife and
musical collaborator was battling gender discrimination irMbaich Philharmoniclt
was thissystematic and pervasive discrimiht i on t hat i nspired Osbor
artistic and musical respongster realizing structural and theatrical ideals present in

Winnie Osborne set out to compose completely original works that addressed the

misogyny that Conant experienced

ZWi Il Il i am Kisdmamde Oufi Theories on Chamber Music T
http://www.osborneconant.org/miriarrvideo.htm#essagaccessed February 2013).

2 pid.
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The primary goal of this paper is to explore the concept of the creatveitg of
women, as presentedselect productions by The Wasteland Compaims goal will be
achieved by employingreanalysis of théormal structure and thieminist themes that
are pesent in select chamber music theater works by William Osborne for trombonist
Abbie ConantTheanalysis willbe directed towards he devel opment of
compositional style and hisollaboration with ConanfA secondary goal of this paper is
to promde the burgeoning genre of chamber music theélastihas come to include the
tromboneBy offering anunderstanding and appreciation thrs music, it is the hope of
the author to inspire future performances.

Limitations

The focusof this study will bethe monedramatic works composed by William
Osborne for trombonist Abbie Conant that feature feminist themes and are formally based
on the Becketinspired A.E.R. structure within the chamber music theater géhese
works includeWinnie, Miriam: The Chia, andStreet Scene for the Last Mad Soprano.

Os b o rWineié tmsed on the playappy Day$® by Samuel Becketind not feminist

in naturewill be studied for the purpose of ealing theformal A.E.R. structurand
compositional devicesf OsborneTheauthor will focus her study on the second pért

the trilogy, Miriam: The Chair,since ithas emerged as a staaldne work and is often
performed as sudby Canant.The necessary context for the remaining portions of

Miriam will be provided in thelescrption of thelargerwork. There are two additional
pieces in Osborneds oeuvre that could be

excluded them for specific reaso@ybeling(2004) falls into the multimedia music

% samuel BecketHappy Dayg (New York: Grove Press, 1961).
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theater genre, as dokkisic forthe End of Tim€1998).Also, Cybelinehas recently been
studied by Spanish scholar Jests Fernando Lloret GorfZdteturn,Os bor ne6s mo st
recent chamber music theater woblketheia(2011),is currently being revised ats
not yet been premiered by@ant.Aletheiawill be considered by the author for further
study as a separate project aaleb features feminist themeBhe author will provide
necessary background informatjoret the primary goal of this paper is to extract and
explore feminist themspresent in select chamber mutlieater works composed by
William Osborne for trombonist Abbie Conant.
Methodology and Procedure

In order to achieve the primary gazlextracting and explorineminist themes a
multi-layered approach isnecess®ye | mportant i deal of Osbor
concept of chamber music theater is the complete integration of text, music, and theater,
so balanced dramaturgicatusicological, and theoreticatocedures will be usedhese
analytical approaches wilkly heaily on score studyA dramaturgical apach,
inspired by Aristotleconsides howthe relationship between dlaater, gesture, and
speeclsupports the expression of diféert feminist theme#\ musicolgical approach
examina historical and cultural refences in the context of performance practce.
theoretical approacbxplorsh ow t h e ¢ o mpnosical lar@sageusrusén u e
support the feminist themes within each warkis third approachlso considesformal
structureto identify different waysfeminist themesareor t r ayed and t he <co

evolving compositional stylévieaningful understanding will arise from studying the

#JesWws Fernando Lloret Gonz§lez, fAFusi-n del Te
Audiovisual es: La Trombonista Abbie Conant Y EI Con
Cinema and Communication departmesiversity of Malaga, 2012).Translates Tdie Fusion of Theater
and Opera Through Audiovisual Media in the Work of William Osborne and Abbie Conant.
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relationship and alignment between ttmenpositional elements téxt, music, and form.
It is at thesgooints of alignmetwhenOsb or ne 6 s f e miclearlysrealizédh e mes ar
Primary Sources
Research for this dissertation proceeds freoently edited scores for each
chamber rasic theater worktudied.Other scoreby Osborne, including many of his
Beckett productionsnform his developng compositional stylelOs bor ne @also scor es
serveas production books for each wofksborne and Conant have further provided the
author withaudio and video recordings since these worksealdom performed. fiese
recordings provida ceeper understanding of how the works are to be realized in a
performance settingix hours of interview wittOsborne and Conait Taos, New
Mexico during August of 201Bave been transcribed and are included as an appendix in
this document
Other primay sources include the writings thadsborneand Conant have

contributed taheir websitewww.osborneconant.orgOsborne and Conant update this

website egularly with articles and resourcasch as downloadabkcoresand video

recordings operformancesThe articles by Osborne and Conant that are relevant to this

project fall into two categories: women in musidarritings about music theatéi/ithin

the category of women in music, four primary articlessfldor ned6s wi | I be coc
and addressed chronologicaliyYou Sound Li ke a Ladiesd Orct
Sexism Against Abbi e Con &waspublished by &sbdheni c h

on hiswebsite 1999ODs bor neds nArt i g Bidsuinsnternaional Ex c u s e :

% William Osborne http://www.osborneonantorg/ladies.htn{accessed February 2013).
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Or ¢ h e%was pulslished in thimternational Alliance of Women in Music Journal
1996.This article addresses the social phenomenon of patriarchal archetypes in
intemational orchestras, citincases of sexism in both the Unitedt®s and Europ&he
orchestras that Osime references hold staureliefs that gender and ethnic uniformity
yield aeshetic superiority. Osborne produces evidenceadfiarchy thafeminist
musicologists asseid present in Western musaadplayed ait in misogynist practices
of the orchestral ensemblublished inLeonardo Music Journal 999, Osbor neds
ASymphony Or c h-BrephetsaCsiltural isdmorphism iargl the Allocation of
Power i Fusédths Vienra Philharmonic as a case studyptore his belief that
the allocation of power in artistic realms often relates to larger and more overarching
beliefs in society itself.
In the contexbf music theater, Osborne and Conlaane publishedecent
articles that revisithe performance dfliriam: The ChaifromConant 6 s sabbat i c
project during the 20221 academigear.Os b o r Migad and ®ur Theories of
Chamber Mu $iracestiielr eadytcanception of chamber music theatiee,
ideals they strove to uphold in production, tieefprmance practicthey emplogd and
the viabilityof thisnewgenrd. n AiDi vi ng Back | Mitiam&t he Bitte

Conant documents the findings of her sabbatical praeotn ant 6 s g o al i n t hi

% Wwilliam Osborne http://www.osborneonant.org/excuse.htri996 (accessed February 2013).

I'bid., ASymphony -POpheth Guituraiscmsrphism and ther Allacagidn of
Power i reohdands Music Journg (1999) 6975.

2 |bid., http://www.osborneconant.org/miriarvideo.htm#essayApril 2011 (accessed Felany
2013).

2 Abbie Conanthttp://www.osborneconant.org/miriarvideo.htm#diving June 2011 (accessed
February 2013).
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to apply the seven principles that weteol i ned by Mi chaelHo®wel bos
to Think Like Leonardo Da Virniand apply them to fkearning the very challenging
work Miriam: The Chair.By re-visiting and performing a work that was written during
such a difficult time in &r life, Conahgained new insight nt o t he wor kdos f er
themes.
Review of Feminist Musicology

Relatedliteraturethat will inform this project are the writings of feminist
musicologists and scholais.t i s signi ficant to note the |
musicology has taken since its early beginnings in the 1980san McClary has traced
this journey in her article fAiReshaping a D
1996'§hé author will briefly summarize McCl
feminist musicabgy.

Early feminist musiology appeareth the 1970s and centered on the research of
women in music history, which primarily included areh research anbiographies. By
the 1980sspecific texts orthe history of women in miusemergedin 1982 Carol
NeulsBates published collections suchVd®emen in Music: An Anthology of Source
Readings frm the Middle Ages to the Preséhgnd in1986, Jane Bowers and Judith

Tick publishedWomen Making Music: The Western Art Tradition, 219603

39 Michael GelbHow to Think Like Leonardo da Vinci: Sev@teps to Genius Every Daijew
York: Delacorte Press, 1998).

Susan McClary, fAReshaping a Disci pFeminig: Musico
Studiesl9/2 (Summer 1993): 394923.

%2 Carol NeulsBates, edWomen in Music: An Anthology of SoeiiReadings from the Middle
Ages to the Preser(fNew York: Harper and Row, 1982).

3 Jane Bowers and Judith Tidklomen Making Music: The Western Art Tradition, 1560
(Urbana and Chicago: University of lllinois Press, 1986).
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By the 1990sfurther questions abottie role of women imusic were being
raised.Is it possibé to write music as a woman, as a feminist®ore importantly, how
can a feminist composer articulate a different senselbina traditionally patriarchal
world?Possble answers point to music criticism and music theory, which is where much
of the critique and uneasiness about feminist musicology origidt€dary suggests
that there has often been a lack of musical critique, much less feminist musical critique,
dueto the fact that much of our ways of thinking about music are still influenced by
ARomant i c3Roxantc icklisnmstems frord9" century wordless and
instrumental musiooftenviewedadit r ans c e nd e nt sociabdignificationg u a g e ¢
Thi anBtendenceofiis@éeanls 0t mof gultuealcatigueA fendirgst
critigue was even more frowned upon and discouraged in the field of music academia
a resultMcClary suggests tha&vestern instrumental music was often blindly accepted
an untouchable canoBuropean feminist musicologists were someheffirst to
challenge ideas about the Westernca®ome r i can musi col ogi st Gi s«
Feminist Aesthetiédd r ew upon German feminist musicol
Frau, Musik, und Mannerherrschait Ecker proposed that musicians haeadered
their activities and valueShewas one of the first femist musicologists to analyze
genderedanguageu s ed t o d e s c ratadoemMc@lay disdusbedandebed s 0 n

metaplors that Koch, A.B. Marx, Hanslick, Kreschmar, Schenker, and&uerg used

¥Susan McClpirnyg afi RRisshcai pl i ne: Musi cdénmngty and Fer
Studiesl9/2 (Summer 1993): 407.

% Gisela EckerFeminist Aesthetic§Boston: Beacon Press, 1986).
% Eva RiegerFrau, Musik, und Mannerherrschdferankfurt, Germany: Ullstein, 19%lexcerpt

ed as "'Dolce semplice'? On the Changing Role of Women in MusiEgrmnist Aestheticed. Gisela
Ecker, trans. Harriet Andersen (Boston: Beacon, 1986}4935
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intheirwr i ti ngs about music theory in her 1994
Theory, Cul tural St*iThdsenaaphors imaliderconsepts Cr i t i c i
masculineand femhinecadences as well #semes thatatiut e Af emi ni ned qu
secondarythenseCat her i ne COpéraeuwla défaite ded f@ndifes
addressemiisogyny in operatic masteonks.She systematically proves that operatic
heroines aralmost always killed or vanquished in order for the plotto enfue.® me nt 6 s
work, in part, inspired OSteetSaeredstheddsta mber
Mad Soprano.

At the 1988 meeting of the Amean Musicological Societynusicologiss
interested in feminist critique firadiscusedthe future of feminist musicologgoon to
follow wereSu s an M Edrinme Bndings: Music, Gender, and Sexudfifguth
S o | Mesidddogy and Difference: Gender and Sexuality in Music Scholaf$Bipsan
C.Cook and J uCkgilia Beclainted: -eminst Perspectives in Gender and
Music*Les | i e Dunn anEmbddiehvoiges: Remald \tocaktysird

Western Culturé?a n d Ma r ¢ iGande antd theoMusical CandhThese writings

Susan McClary, AParadi gm Di ssonangtesCr iMuisg ics m,h¢
Perspectives of New Mus3@/1 (Winter, 1994) 79.

38 Catherine Clément (translated by Betsy Wir@pera or the Undoing of WomeMinneapolis:
University of Minnesota Press, 1988).

39 Susan McClaryFeminine Endings: Music, Gender andkGality, (Minneapolis: University of
Minnesota Press, 1991).

“0Ruth Solie, et alMusicology and DifferenceGender and Sexuality in Music Scholarship,
(Berkeley: University of California Press, 1993).

*'Susan C. Cook and Judy S. Tsou, eCakilia Reclaimed: Feminist Perspectives on Gender
and Music, Urbana and Chicago: University of lllinois Press, 1994).

“?eslie Dunn and Nancy A. Jones, etEmbodied Voices: Representing Female Vocality in
Western CultureCambridge: Cambridge University Pse4994).
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emergeds new papectives iimusicology and suggestat musiccan be a gendered
discourse that forms cultural valude fact that music generates cultural ideology
makes the idea of a feminist view of musicology both plausible and necessary.
While the concept of femist musicology has evolved since f#70s, the task
for this project remains different frostudies that have precededgarlier studiefhave
examinedhe works of femie@ composers outside the musical canon or have applied a
feminist critique to workeffima st er 0 dJdleseprdiquesingolve the inference
of gerdered values in previous musical and theoretical discoByseontrast William
Osborneds c¢ o mpitdyfamtnist oo matureamdavrittenximrésponse to
discriminationhis wifefaced as a female musicidarhis study considers feminism as

identity in the generative act and context of music construction.

3 Marcia J. CitronGender and the Musical CanofCambridge: Cambridge University Press,
1993).
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CHAPTER TWO
WINNIE (1983)
Setting the Stage

Winnie(1983) was the first chamber music theater work that William Osborne
composed specifically for Abbie Conatiitis the third work of his Beckett productions
and is based on the text an dHappyDaygtbatfitki r ect i
distinctly in the realm of the Absurdist Theatre. Osborne draws directly frankBet t 6 s
stage directions inlappy Daydo set the stage fWinnie changing minor elements to
suit hisadaptedworkOs bor neds i nitial stage direction
Expanse of scorched grass rising center torftaund.Gentle slopes down to
front and either sidef stageBack an abrugr [sic] fall to stage levelMaximum
simplicity and symmetry.
Imbedded up to above her waist in exact center of mound, Wikibaut fifty,
well preserved, blond for performance, plurapms and shoulders bare, low
bodice, big bsom, pearly necklac&he is discosred sleeping, her arms on the
ground before her, her head on her afdeside ler on the ground to her left a
capacious black bag, shopping variety, and tailgbt a collapsible collapsed
parasol, beak of handle emigrg from sheath.
To her right and rear, piani§the work begins in darkne$s.
To portray Winnie accuratelfConant wears a large, expansive dresemblinga large
mound of di rt ssafigiire ) .8Vbea Wianhedatkr sigphkider neck in
the ground, her dress is equipped with sleeves thahtdsdhe rest of the dress that she

quickly slips on.Retainingthe use of her arms in the sleeves, Conant is alplayder

trombone while fAburied

“Wi | | i am Wisriea theater work for soprano or instrumental performance artist and
pi ano based o nHaYpDbaysed (BeyPasbegt Geldnany, 1983) 1.
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Figure 2: Abbie Conant as Winnie®

Osborne dscribesVinnieasiia t heat er work for soprano
perfor mance &makingthe warkwersatilée fahe perfoomer does not
necessarily have to be an instrumentalistasWsllb or neé6s sstagg e i ndi cat
directions thagllow forthe performer to ba sopran or an instrumentartist. In this
study,Winniewill be evaluateds if aninstrumentalists performing he worl®
specifically, a trombonisilo date trombonist Abbie Conarttas been the sole performer

Synopsis ofHappy Daysand Winnie
In Happy DaysSamuel Beckett searches for the meaning of existence, explores

the fragility of human relationships, agdestions the relationshiumans have with the

“> Abbie Conant, fronnttp://osborneconant.org/presphotos/winnie%20arms.jp@ccessed May

2013).

Wi | | i am Wisniea theater work foraprano or instrumental performance artist and
piano based o nHagpDbaysed (BMWPasiey Gednany, 1983) 1.


http://osborne-conant.org/press-photos/winnie%20arms.jpg
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universe by exploring themesloheliness, timelessness, andttie®/innie bravely faces
these issues with an eternally optimistic view of her Tifeough Beckett does not
explain why Winnie is gradually sinking into the ground, Osborne posits that Beckett is
drawing from Dante, and states in his program noteg/fanie:
Darte is a key to BecketWinnieembodies the forceful image of Canto X in
which those who rebel against God are plisHere are two Epicurians,
Farinata and Calvacante, who believe that the highest good is teingopaiess
achieved through a virtuouiéd. They both stand itheir graves, Farinata buried
to the waist, merrily ignoring the desperate coondif Calvacante, who has only
his head remaining above the surfadnni e 6 s di | e mma admire si mi | &
her, just as Dante admired the smifficiency of Farinata, who maintairss
dignity and expresses contempt for all this Aell.
It can be inferredhtat Winnie is a character enduringrelenting punishment from God.
Her existence is one tdrture: she is confined to a single space in ahhaimae and is
slowly sinkinginto the earthWi nni eb6s tiring existence i s m
by the fact that as she falls asleep, a loud bell sounds and wak€sénatdience never
sees her completely buried, so her tortured existence pabbugoes on forever, much
Il i ke Si sy p hduasfeature af Absundastheatte ahsughfThe passing of time
becomesncreasingly important as she sinksr each passing second must feel longer
than the last@Winnie approacheshairial that may neer fully come.Associations with
timelessness can be made to Zeno, a Greek philosopher df¢batéryB.C. who told
the parable ofafimp os si bl e h e aipolvescontmudlly deiting &he milteta t
in half for eternityT hi s A1 mppoasrsbe kelhted tothe aircumstanmte
Bec k et tScholarEladNgvsatilova suggethe followingi n her essay #ATh
Absurdity of Samuel Beckedt

The remote past of the characters has been filled up quickly, but the nearer time
comes to the preserihe slower and slower it passes. It shatters into smaller and

" William Osborne http://osborneconant.org/winnie.htntaccessed March 28).
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smaller periods, in fact, it is stopping all the time, and the closer it is to the end, to
death, the more unattainable it is. Since time is stopping, all the characters are
sentenced to nevending waiting®

This fAnever ending waiti ngoEndgamendWaigngf or t h

for Godot,andis especially true for Winnie iHappy Daysfor she ontinually waits for

a death that ignattainableTo make matters more tortwsg Winniekeeps herself

entertained with her last earthly objedisilike herself, her medicine or her lipstick

eventuallyrun out,ceasing to exisiThese objects taunt her with their famess, and as

they gradually disappear, her days becomoee mundne and torturous.
Even though Winnidives a tatured life she is blindly optimistic, always

procl ai mi ngy e mlAynHet ehyeu g haemd Wil |l i ebs preseni

comfort and insjpation, but his depiction ismited to crawling on all foursehind

Wi nni eds mo u nwbrdregponseas to hen, gnd toakiag at porndgap

postcardsAn incessant talker, Winnie finds comfort in knowing that somé&dnlie 8

at leasthears her as she speakénnie passes her days by talking, singing, &adiing

again and again the text printed on rexw earthly possessionBhesepossssionsare

kept nearby in a shoppg bag, anéhclude a parasol, a toothbrush, an alrespty tube

of toothpaste, a small mirror, a nearly used up lipstick, medicinepévegya

handkerchief, and her spectacl&s.Winnie performs her morning ablutions, she reads

aloud the ingredients on her medicine bottle, recitesreatembered quotatis from

classical literature gorayers, and tells stories from her past.Winnieperforms her

rituals and keeps herself busy with chatter, she sinks further into the ground.

““Eva Navratilova, fAThe Absurdity of Samuel Beck
Palacky Univ., Olomouc, Czech Repww.samuelbeckett.net/Absurdity.htrfaccessed April 2013).
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Osborneds Aldappy Daydnio @mnieo f

Osborneds Happypaysnto WiomereaihsBec ket t 6s ori gi n.
themes. His addition gdfiano accompament, sung passages, and the inclusion of
tromboneperformanceawugmentthel r amat i ¢ portr ay &hceof Becket
Osborne developédinniein the genre of mordramatic chamber music theatee
chose to exclude most Winnie 6 s e x c hangma&ing®@istblor Wieldblsi pr odu
significantlys hor t er t Happy D8/sVehkedsbbrioesessentially eliminates
the need for ancéor to portray Willie, this characters st i | | present in O
adaptation aan ideaEvenin the originalwhen Wimie posed questions to Willie, he
rarely answexd and if he did, it was usualghort, oneword responseor mere grunts.
Beckettds ma rHappyxDayspats dsrcaoFereaté Sbldi’rin i
Osbor neds i nWihnie &d intendea sopapotto pbrivay Winnie and Conant
to portray Willie as a trombonigf. Osborne took different artistic diretion where
Winnie would be both a trombonist and soprano, essentially eliminating the need for
someone to play Wie. Os bor ne 6 s WitmWilliegbutshe poftionsdét a |l k s
adapted do notrequik&i | | i e 0 sDegpitemqdificationg Osborné 8Vinnie
honors Beckett 6s poftextand stagedirectiolmeadaptesl tor et ent |
form Winnie.

Anticipation, Event, Reflection Structure
As described earlier in Chapter 1, there is a specific formal structure that informs

Osborneds c¢hambe ¥ theABR. structure®slaotne was voinitiéllg

9 James Knowlson, ed. By Beja MorBamuel Beckett: Humanistic Perspective8i t s of Pi pe.
(University of Ohio Press, 1983) 20.

*0william Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).
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aware of this structure when he began composing his Beckett produlttiwas.not

until after Osborn@and Conant began collaboratiag the production d#Vinniethat

Osborne realized there wasliatinct formal structure within the worksborne

composedVinniein a way that would later serve as a model for his other chamber music
theaer works.During the time the author spent with Osborne @ondant, Osborne

scribbleds t ruct ur al si gnposWisneiFmmthesesiformalt hor 6 s s
markingsthestructureo f Os bor neds A. E. Rcompositormle pt wi | |
devices thaheuses to demarcagectiors of the work.An understanding of formal

structure will provide insight intthemes within the work asgell as offer an
understanding of Os.{Referrbackts Figuraih Enaptec @n#op 0 s i t i
seeabasicoude of Os b or ne 0 pThetautlor iliinitiage this analysia r e .

with a detailed graph of each formal sectiigure 3)followed by a synopsis of each

sectionand a description of compositional deviessployed

Figure 3. A.E.R. Graph: Winnied Anticipation /

/
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Synopsis of the Anticipation

Before Winnie appears, the audience hears a haunting melody fromrtimne
in complete darknesés t he | i g h tsituatiorsisrevealedsha is burged s
waistdeep in anound of scorched eartinimically, Winnie greets the day with bubbling
optimism singingm.24), fA Anot her Wieng begingaghday lay gayirg
her prayersShe then rummages through her shopping bag, pullingeoas forher
morning ablutionsWinnie brushes her teeth, then calls outéo husbaniVillie, who
lives in a hole behind hewillie rarely answersbut Winnie still talks tohim. Though
Winnie is notalone, her loneliness is apparehh incessant talker, Winnieeads the
finely printed words on her toothbrusthen she receives no responéénnie is getting
older, and her eyesight is worsenisge rimmages in her bag ftver spectacleshe
continues with halinemorized passages from literature aifversng with the authors
themselvesanother #empt to ward off lonelines®Vinnie alternats between different
activities and decides to poke Willie wighparasol. Craning reach himshe drops the
parasol behind thenound.An invisible hand returns thgarasol tdher, bringingher great
joy. Winnie rummages for more objects in her b&9e brings out a revolver, kisses it
and puts it back in the bag/innie then brings out a bottle of medicine and reads the
label.As she reads, Winnie reflects on what it means to be getslgold it he ol d s
Shedrinks the remaining medicine and throws the bottle behindAséwinnie finishes
getting ready, she alteaites between recitirguotations and trying to read the fine print
on her toothbrusheventually, Winnie determines thaiet fine print on her toothbrush

says: fgenuine, pur e, Thisredlizatiorgisdelivemasae ed hog

"HHogoO6sresfeémeoto the bristles on Winnieds toothl
of a hog.
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punch line, andVinnie trails off into a monologue of longing fért he happy day t
when flesh melts at so many hundred degredslannight of thenoon has so many
hundredhous ( p. 18)
Compositional Devices Utilized in the Anticipation

The first s e AERGGuctud, thelAntizipatiomsearipastite A,
B, Al. Osborndifferentiates between theections by emplang varying texturein the
music.The use of texturas ameans of differentiatinfprmal sections works at both
macio and micro formal leveFor example, thé sections of the Anticipation uses
various textures to illustrat®innie as sheummages though her shopping baghe B
section is more reflective, with a static textuag Winnie ponders what it meangytet
old. A micro levelof varying texture occurs when Osborne applies alternating vocal
treatments to a s iGOslpieehangesegtures ivithdtisrelatede 6 s t e
to character, moods, themes, and gestures; gestural flourishes that are related to specific
stage directionsvarying useof silence and space; and differing vocal and instrumental
treatments hat produdeemuloti pl e fivo

MusicalMotifs

In the Anticipation, Osbornmatroduces foumotifs for usehroughout the entire

work. The author refers to the firstotifa s i Wi red ioaddysd Mecause it i

trombondine that Winnie playssthe piece begind=(gure 9.

Figure 4 "Winnie's Melody"

uie 0 0=
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iWi nni eds Mevleadd yfer oimte Okebror neds concept of ¢
and is composed of three note cellse fird cell begins in measure 1B-flat, F#, B,
followed by a second cel”A( C#, G#. In Figure 5ft Wi inend6 s Me | o deysamer ef | ec

notes as the first two triangular cealtlsnumber 2espectively

Figure 5: Osborneds Cell Theory for Combin

The entire melody can lmeapped byombinatorial hexachords with exception of the last

note @nE).(According to Osborneébés diagram in App
Mel ody o shoul d -flatg The authar didcussed thiecellalbnormBality with
Osborne, i n which he r espon dBefldtand# anthet he me
first two notes of the cell, but the E breaks the rulesedit to create a sense of

resolution.| sometimes do tha¥/ery little music, of course, is absolutely bound to the

2Refer to Appendix B: Osborneds Theory Regardin



34

theories up o n >Thougl ot bounhd by s ownahe@Yshaore uses

interlocking @lls of combinatorial hexachords to represent the innertlife,true voice

of the character©Os bor ne describes his method: Al th

6crystal sé because of the watgsinglatgpgofceit er | o

to use, which | think >f as the DNA of the
AWiI nni e @y 0 Mairpbptk fallrasd fragmented formBor example,

Wi nnie often sings out to iWidilae s kielngd ya f

6).

Figure 6: A Wi nni e6s Mel odyo in Fragmented Form

She tur

aside and back to her right 1o spit

mound. In this po ton WILLIE. She spits out.

be
(spits)  Hoo - 00! Hoo-00! S ity

r o5 1 -
7 LA e be Ty

BR ORR BR G

Osborne alsouses f r agmented form of A &companireedts Mel o

at the beginning of the Artipation §Figure 7.

> William Osborne, email to Jessica Ducharme (10 March 2013).

** OsborneAs quoted in an email to Jessica Ducharme. March 28, 2012.
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Figure72A Wi nni ebés Mel odyo and fAMorning Musico

The light rises. She straightens up, (Trombone version: she lays trom-  gazing at zenith:
lays her hands flat on ground, throws bone down and follows directions
back her head and gazes at zenith. of previous measure.) /_\
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Hands remain

The next motithat Osbane introducesi§ Mor ni ng Musi d¢hato a pi a:

alternates kieveen twenote chordsKigure 7 in the right hand of the piafhdOsborne

usesfi Morni ng Musi co at t he(smalierpatricaheveng withih t he a

the dramatic wholeandastransitional musicThe st ati ¢ nature of f Mc

reflects Winniebs

unchanging situation, an

Anothermotif that Osborne introduces in the Anticipation imaetif that the

author identifiea s A R u mvuaig idmsgnotif relatesto the actions of Winnie and

the original stage directions of Beck@figure §.
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Figure &8 i Rummagi ng Mu68i co mm. 59

ARuUumMMmMagi ng Mu ®aclkttine Wienie eummayges ¢hsougdr bag.The

frantic nature of this busyotfi | | ustrates Winnieds desperat
bag.An important concept in the Anticipation is the fact that Winnie is always searching

for somethingtosaylr hi s searching iIis manifested in Wi
various objectsThe finalmotif that Osborne introduces in the Anticipation is what the

aut hor refersi teo MibsnmGowet smmi bar t o AMorni
calm, transitional musi€®sborne also usesvithen Winnie examines her various objects.

For exampg, as Winnie examines the fine print on her toothbrush for the first time, the

piano pl ays A Co Thismotifpslorlytplayedby el pgandeagure 9.
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Figure9: A" Cont empl ati ve Musi coO
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Gestural Flourishes and Stage Directions
In composingVinnig Osborne remainedr ue t o Be HappytDay®s or i gi
stage directionsThese stage directions indicate precise movements and gestures from the
performer, and Osborne has composed similar musical flourishes in the piano part to
accompany such geses.There are many instances of thishteique within the
Anticipation, but an explicit exampteccurs when Winnie pulls out a hat from her bag,
adjusts the hat on her head, smoothes the feather, and looks at herself inothe mirr

(Figure 10.

Figure 10: Coordinated Gestures with Piano Flourishes
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Varied Uses of Silence and Space
Beckett 0s Happy DayanaH great ase &f silencBeckettprescribe
moments of silencby cal | i ng desTr vuar y o wBhedf@Happy 6 s
Days, Oshorng r anscri bed Beckett 6s Ogh@ane mdicatesi nt o t
these pauses with restsiesurasandfermatas Osborne uses differel@ngths of rest to
parallelBe c ket t 6 s o rsiFgriexample, Oshordda nughttuse ameighth o
guarter rest for a single Apausfermaiatoand he
i ndi cat e aAndtheocomposgti@nal sse of silence and space relates to the
piano accompanimen@sborneo c c asi onal | extefdedlpduses W pian&k et t 6 s
motifs. But, Osbornenotates silence in the piano accompanimand the lack of
underscoring can highlight the text that Winnie speaieating a monologue
VariedVocal Treatnents
Winnie is a complex being whmonfronts terror witloptimism au lonelinesls
with incessant chatte®ince Willie rarely interactwith Winnie, she must essentially
converse with herselVinnie sometimesreswers her own questions acreéates
imaginary worldswith her memories, stories, or hafimemberedjuotations fom her
favorite bods. Her different voiceserve as subtle secondary charactiames
Knowl son comments on Wi SamuelBéckett:iHanmmnistia wi t h
Perspectivesi Wi nni e6s quotations come, however i
evenin several different voices, as she indulges in a highly sophisticated form of

|55

v ent r i [Porgoudersomeflext these various voices that Winnie uses, Osborne has

h

r

applied different vocal OJotanotherusmefmariel t o Wi nn

%5 James Knowlson, ed. By Beja Moramuel Beckett: Humanistic Perspective®i t s of Pi pe.

(University of Ohio Press, 1983) 20.
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texture. The differing vocal treatments that Osborne employs include rhythmically
notated text, normal speech, and melodically notated text.

Rhythmically Notated Text

Osborne uses rhythmically notated text withatthes as a means of achieving
inflection inthe voice and coordination with the piano accompanin@siorne
describes the purpose behind his rhythmically notated texts:

In opera, the music is always superior to the text. And so | told him [Bettkatt]

| was trying to create a music theaterwhbee musi ¢ di dndét win. A
pretty much true wittWinnieand my other settings of his workihey alluse

very thin, simple accompaniments that bring thket musicality of his word#And

that 6s why he was dsyoukinow, heewodddatays think n my w
so carefully about the rhythms of thends. And when he would diregieople, he

would insist that they say the word#h a certain rhythm, andwas a very

tedious process because heco@ldn not at e t h words,lanydtl inchs o f t
of invented a way of doing thand built these pieces aroutid rhythmic nature

of his words?®

An example ofhythmically notated textsccurssh en Wi nni e says, fAOh t

be another happgay! Ensign crimson. Pale flag(Figure 11}

Figure 11 Rhythmically Notated Text

Happy expression.

e Pause. Happy expression off. She pulls down spectacles and resumes lips. a ipstic
195 e d bag,
—
B _ =
= =
E N . Pale flag.
n-sign crim-som.
5 i TR
P ==
- SR EEr -
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ETE>—
e /@ E
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5 Wwilliam Osborne and Abbie Conant, Interview with Jessicataume (August 12, 2012, Taos,
New Mexico).
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Freely Spoken Text

In certain instance®sborne abandons the idea of rhythmically notated lines of
text and indicates that the passage should be spoken fre&yoption relies on the
dramatic cagbilities of the perfaner, typicalfor most thetrical works.Osborneuses
this method when the gmo is silent when there is need for hythmic coordination
between performer aratcompanimentOs bor neés first wuse of thi

occurs after measure 137, when Wendrops her parasol and someone [Willie] hands it

backtoherShe happily excl ai ms K Anoré exemsike ugeddu dear
this technique occurs after the punch I ine
Prattle section (p. 18nthiss hort monol ogue, Winnie expres:

happy day to come when flesh melts at so many degrees and the night of the moon has so
many hundSiecg this shartrmenologue happens at the end of a major section

of the work and does notifle piano accompaniment, the dramatic effect is that much
greater.

Melodically Notated Text

Sung textis the most widely used vocal treatmentha entirework. Osborne
vari es Wi rcallynetated tert byl usirdy motifsmploying melodic text
painting, or reimaginingWi nni e 6 s neeldratudastyesin the Mntiepation, all
three sylesare usedTheuseo f A Wi n ni e 6 lseenMisdussetbyt Occunsagain
in afragmented formas Winnie calls out to Willie beginning on aflat in measure 53

(Figure 13.
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Figure 12 Melodically Notated Text UsingMotif s

She turns modestly aside and back to her right to spit out behind mound. In this position her eyes rest on WILLIE. She spits out.

0
[% = == = HE
I A i ——— (spits) §
et ety e, i~ .
= =
¢ i3 e jovedtite et/ i
@ SRS
e e
Z— : i
5. \

Os bor ne 6 4panthgis illuftrateddWi n n firgt usg linei Anot her

h e a v e n ITyededcendingnelodic catour of this line portraygVinnieb s des cent
into theground.Her optimism contradicts heituation, and her melodic statené&mnther
dramatizes it (Figure }3There are no other instances of text painting in the

Anticipation,but other examples occur in subsequent formal sections.

Figure 13 Melodic Text Painting

The light rises. She straightens up, (Trombone version: she lays trom-  gazing at zenith:
lays her hands flat on ground, throws bone down and follows directions
back her head and gazes at zenith. of previous measure.) /—\
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Another way that Osborne treatsmWh i e 6S sung doleratiraans t o en
operatic singing style that was popular during th® &i8d 19 centurieslt is virtuosic by
natureand is constructed with wide intervallic leaps in rhytheyncopationOsborne
uses this singing stykgaringly, eschewing it ilater works due to thextreme difficulty
forsinges.Os bor ne explains his initial T nexperi e
we [Osborne and Conant] started working oMitrjnig], and it was jushopelessFirst, |
didndét really have a glovwotkitioasortctgoratuaf t he h
style.That was before | had taken Alexander Technique lessbas.really bad posture,
and it actual | ¥Oshoiné eftentresatvestheloraturaistylesfor 0

phrases that Winie says often (Figurgd).

Figure 14: Coloratura Singing Style
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Thecoloraturastyle is sungn unison with the piano, making it easier the singer to

execute.

" William Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).
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The dternation beween the vocal treatmentsr e at es Wi nni eds mul t
resulting in a onavay dialogueFor example, in measure 92 Winnie poses the question,
AWhat aredehbslk singmnherarswen @dasures 994, AnWoe, woe
me to see what | seeBhe then seems to forget the rest of the line, switching back to her
coloraturastylein measures 996, f & &, y wo u | dBodderingmihasise just t
said, Winnie responds a rhythmically notated text (m. 97) A Or  wsubl odr nl e?00s
varying vocatreatment highlighd the subtexpre s ent i n WiWmnnewardlss wor ds
off loneliness by quoting lines from classic literaturetthe lines thashe chooses to
recite aredepressingFlitting back to avhimsical,coloraturastyle of singing, it is ag
Winnie is trying to delude hself into being cheerful, only to question herself agéhe
depthof Winni@ s c har act elerdifferentrvace®ree ivezstrofWynnie is
blindly optimistic. Another version spouts off quotatioosly to be addened byhe
content of her words(et, another version of Winnie openly doubts her situation,
realizing its severity.

Summary of the Anticipation

In the Anticipation, Osborne irdduces themes thatdadeiln Wi nni eé6s Mel od
AMor ni ng Musigc,Mu siiReu, ndmaagni dn A CHisiconeposfiohah t i ve N
techniques will be usettiroughout the remainder of the work including gestural
flourishes that coordinate with stage directions, varying uses of silence and space, and
alternating vocal treatment&fter Winnie dévers the punch linef the Anticipation and
recites a revelatory monologuerevealmng r t rue feelings about de

day, 0 the piano plays a br Thefiext majar sectibnud e an
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of Winnieis the Eventwhich contains three subsections: the Prattle, the Interlude, and

the Trombone and Voice sectioffsgure 195.

Figure 15: A.E.R. Graph: Winnied Event
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Synopsis of the Event: Prattle

The first subsection of the Event is the Beatvhich is appropriately titled, for
Wi n n firg lins of text (Mmm232233)i s, AAh yes, i f only | <col
mean prattle away withoutasoultelh Wi ani ebés prattling attemp
guestiongaised in the AnticipatiorShewantsto be heard and to have compansbip.
Winnie asks Williglmm.257-261), A Wher eas i f you were to di
or go away and leave me, then what would | do, wbatd| do, all day long, | mean
between the bell for waking and thdllder sleep?Simply gaze before me with
comp r e s s eWlinnie ferdyih@a littleeach day more than death itselath

would bea relief compared ttheexperience of dyingVinnie sarcastically sings i Ho w
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can one better magnify the almighty thandmiggering with him at his jokes, particularly
the poorer ore ?Roe r h a p s siWatiannisithe fesult of Gqulaying a practical joke
As Winnie prattles opshe gets distracted and trails off tryingeémember another
literary reference (mn289-293);i What i s that wonderf ul [ i neé
wil désomething, somet hiemggst | Tdvaqpdeabonyg wi | d a
Winnie rememberastutely describe her situation
Compositional Devices Utilized in the Prattle

Osbor neds c o menbottie Pratite sextion diffef@m the
Anticipation. This section otloes not alternate between differentaldceatments, and
no previous motifs are usethe Prattle section featurasison line between the piano
and voice wih a constant, flowing rhythim alegatostyle that contraste coloratura

style featured in the Anticipatigfrigure 16.

Figure 16: Prattle

es, if on-ly I could bear to be a-lone, - It

During the Prattle section, there dmver stage directions and much legysical
movement since Winnie is hamimmaging through hdxag.Osborne still coordinates
gestures between the piano and thiee:d-or example(mm. 267269) Winnie sings
about laughterfi Or & hé, hai, hé fgale of laughtéy ha, ha, h& should | happen to

seetheoldjokeagaila, hBechkhat bosxtordagdasadott i ncl ude
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A

hads, 0 but Osborne has added themiaad acco
fl ourishes for each fAha. o
Synopsis of the Eventinterlude

During the short Interlude, Winnie ponders the concept of gravityesspg that
shewould float up into the sky if she were not held down by the graurtd. i s Wi nni e o
unfailing optimism that fuels her floating feelinghe asks Willie if he feels the same
way, but he does not respond.

Compositional Devices Utilizedn the Interlude
Osborne usesompositional techniques that he has employed eariduding

motifsand varying vocal treatmen®sborne establishes the mood for the Interlude by

composing whattheawthr r ef er s t o &®urdil3 This motiimirrgrs Mus i c 0

Wi nnieds feelings about floating up into t
quintuplets.
Figure 17 ASwirling Musico

-

A newmotif that Osborne usés what the author refers to agth fi G rMotf.i Thig
motif is about defying gravitynd floating up ito the sky(Figure 18. Osborne uses text

painting withlarge upward leapasndsubtle descent.
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Osborne continuet® create multiple voices

for Whire since Willie ignoreser

guestions Osborne alternaserhythmically notated texts with sung melodiEgyure 19.

Figure 19: Varied Vocal Treatments
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Don't you have to cling on some - times,

— =
Synopsis of the EventTrombone and Voice
The Trombone and Voice section
suppose | mightyes, | suppose lgiht é hoi st

begins

w

t Fihe fihihnggowowhat
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speaks of is her trombone, which she has not played since the beginning of the work.

Winnie states her & of passing the houadrunning out of things to say or do (mm.

327-33)), Aét he f edam days) of findire arteself left with hours still to run,

before the bell for sleep, and nothing more to say, nothing more to do, that the days go

by, certain days go by, quite by, the bell goes, and little or nothing said, little or nothing
done.Thatis the danger to be guardady a i Wisn nice 6s f eShesuddenlyappar e
playsaggressively on mgrombone, as if to express frustration when words fail Fes.

alternation between text and trombone cor@seach time gaining intensityhich the

author refers to as ARunning | ntsecorjdecti ono

notes(Figure 20.

Figure 20 ARunning I nterjectiono

v She gazes front, holdin !
She gazes front, holding parasol with right hand. [Plays trombone.]
N *

Winnie alternates aggressikgythmic passages with short spurts of spoken interjection
supported byiano fourishes.Winnie commentshatshe used to sweat, but nolwes

notd even hough the heat of the sun grows strongér.nni eds body i s adap
conditionbecause she is becoming acclimated to a torturous situdtionie feels tired

holding her trombne, but she cannot put it down. She keeps plagmtbher trombone

interjections get longer and more exubersvinnie proclaims (mm361-3689), AfReason

says, put it down, Winnie, itéds not hel pin
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something els® trombone interjectiod | cannd.| ¢ a n n oWinnimloeysa\illi@ to

help her, but he ignores héter trombone playing getsilder in response witlquick,

ascending glissandh s Wi n ambené iaterjéctions becorpeolonged, with less

text in between, shets out a wild laugh (m897) and attacks witlher trombone unitit

begins to smoke (n01). Conantdramaticallyperforms this stunt by rigging a tube on
thesideofhet r ombone t o bl opowdekintodhe aifortheact ual |y

Apyr ot eFghre@d).c s 0 (
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Figure21: Conantods Stunt as Wi nnie

Compostional Devices Utilized in Trombone and Voice
VariedMotifs and Textures
By alternating between voice and trombone interjecti@Qsborne variethe
textureof the musicThe plethora of notesithetrombone interjections is answered by

the voice with rhythmicayl notatedext (Figure 23.

%8 Abbie Conant, fronhttp://osbene-conant.org/presphotos/winnie%20smoke.jd@ccessed
May 2013).



http://osborne-conant.org/press-photos/winnie%20smoke.jpg
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Figure 22 Trombone and Voice Interjections
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Osborne alternates betwedifferent trombone interjection$he author wi refer to one
trombone mterjecton (Figure20and3za s a fARdrenmijreg nithern 6 and a

trombone interjectiom s t h e A DMotifd(Figere 23e a p

Figure 23 ADoubMaifoLeap
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Another trombone interjection that Osborne usebe trombone interjections is referred
toasi Cl i mb i airgisnfetd gainsintensity as each descending group of twelve

notes begins at a higher point and is doditigan octave irthe piang(Figure 24.
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Figure 24 AClI i mbing Fall so

The lastrombone interjection th@sborneuses is redrredtoa s A Cl i nmebn dhig. oGl i s
Theserising and falling glissandi creaém outof-control feding as Winnie struggles,

wanting to letgo of her trombone (Figure 5

Figure 25 ACI i mbing Glissandi o
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Osborne makes particular idiomatic use oftoetrtb one i n t he ACI i mbing

interjection.All of the glissandare between first and seventh positiansicreate an
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overtly dramatic gesture as Winnie extends the trombone to its fulhleggin and
again.Such arunderstanding of thedrmb o thandosic series for the glissanslimost
likel y a r e s ucblaboration was GoimantFhe @aso often mirrors the
trombone interjections and plays light, swirling flourishes when Winnie speaks.
Building Intensity
Osborne is able touild theintensity of this section by gradually extending each

motif and combining the differembotifs. As the trombone plays for longer periods, the

vocal interjections gethorter in lengtl{Figure 26.

Figure 26: Combined Trombone Interjectionsfor Greater In tensity
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This section comes to a dramati cOsbdrmemax wh
is able to reach this cathartic climax bgedily buildingintensity and exioerance to a

point of peri.l WhenWinnie pla@s her smoking trombone tfoe groul, the piano gently
demursand mel ds i nto @AMormy nigWiMursii ¢®s uMelea dgy,o0
instance Osborne utilizes these magifsce the Anticipatin. The return of these motifs

creates a transition ®Reflection sectiorfFigure 27)

Figure 27: A.E.R. Graph: Winnie--Reflection

. 404690 Secondey
Climax

Synopsis of the Reflection
According to Osborne, the Reflection is essentially a series of the &tz
where one beat grovis a dimax, and the rest gradually dwindte nothingness’

Stunned by the slden combustion of her trombone, Winnie enters a more reflective

*9William Osborne and Abbie Conant, Interview with Jessica Ducharme (August 12, 2012, Taos,
New Mexico).



55

mood.Winnie speaks to Willie, asking him if he remembers anything like that ever
happening beforeShe receives nesponse but figures that one day (mm.-42@), she
t oo wi | |ttlefbé dharreditoda | bayc kil iWinnme dhakes se@ral stark
realizationsSherealizes that her tortusisituation is all shkenowsd words like
Aitemperateo and Atorrid, 0 which used to me
because she is constantly unttee hot sunWords have lostheir meaning, memories are
nearly forgotten, and what sinks into the earth essentially esisted.Sadly, Winnie
says(mm.428430, A And should one day the earth <co
have seenmybreasts0 one have ever seen my breasts.

Winnie agaimummages through her bag and pulls out a music®ls.winds it
up and listens to the tune that it prodécésh e wal t z duet @Al Love Yo
L e h 8hedVerry WidowListening to the familiar sapbrings Winnie happiness, and
as the tune runs out, Willie TEhefagtkatt he | as
Willie sang makes Winnie ecstatic

Increase of happy expressidhe lays down [music] box.

Oh this will have been a happy day!

She chps her hands.

Again, Willie, again!

Claps.

Encore, Willie, please!

PauseHappy expression off.

No? You wono6t®do that for me?
Winniebds extreme happiness is i mmé&lkei at el y

counters her sadness trgating a contrafaof her own words to the p&xisting tune

from The Merry WidowFigure 2§.

€ william Osborne Winnie,p. 42.
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Figure 28 Merry WidowQuotation
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Themusical quotation fronthe Merry Widovereates @arallel between her own
situation and that of UOhsetcharaethé&8rédsi ohhe
tries to get the reluctant Danilo to tell her that he loves her, Winnie longs for Willie to
participate in heloveduetWi | | i eb6s smaederi nggspires Wi nnie
guotation, which reflects on the difficultyolssgpi ng when oneds heart i
The next theatrical beat occurs after the piano plays four measures of
AContempl ative-4Mdugi anad Wim.ni £8@tedswer A" And n
her ownquestion, Winnie sinks further into the groutids timeup to her neckThe left
hand of the pi an odeszenteith arpcarimg treenoM/ostinat@se 6 s

the right hand interjelfigueg29wi t h ACont empl at
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Figure 29 Winnie Sinks Further Into the Ground
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Winnie commentsha she has a strange feelisgmeone is watching her.
The next beat occurs wh¥¥innie tells a disturbing story of a little girl named
Mildred who gets up during the night to undress her doll (mm-5330),
AMIi | dredéentered t he rdaly Greptupderahe thbldbaadg an t o
began to undress dollgcolding her the whilsSu d d e n | y Far thenmastpat! the
right hand of the pianoismni son wi th Wi nnieds nhel ody, bu
mouse, tie piano drops out and punctuates liatesnent witha sforzandachord(Figure
30). The piano follows witta dizzying passage thdtstracs Winnie, for she abandons

her story.

Figure3& Wi nni 86 Su8tdenyy a Mouseo
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By this point, Winnie realizes that the day is neaklgr and thashemust sing

anothersong before going to sleephe picks up her tromhe and plays brief fragments
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of AWI nni ebs Me lWinrhig talksaosWilis, but does aaipelctars .
answerShe compares her sadnésshe sadness she feafser haviig sexual

intercourse: each eveahe step closer to deathonically, Winnieproclaims (m573)
AThat i s swh awb n Deathiisddth.tragic and wonderflls Winnietries to
rememier other classic lines, she becomes distractedjaes backo her story about
Mildred.Itisnotc | ear wh o Sh&dolldbe &cctharacter i a stibrgt Winnie
made up or disturbing memory from her childhoodls Winnie tells her story, the piano
plays frantic music as if to represent the scurrying maoarse her piercing screams create

a horrifyingly dramaticlimax (Fgures 31 and 32

Figure 31 Winnie Finishes Her Story About Mildred
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[ sereamed and screamed--Winnie screams twice--and screamed and sereamed | and screamed and screamed till all came running, in their night attire, papa, 15

597 mama, Bibby and...old Auntie, to see what was the matter...
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Figure 32 Conant Screams as Winni&

There is a sense of uneasiness as Winnie ends her story and gdwes mabxt t
theatrical beatBoth Winnie and the piano suddenly shift to soft dynamics in measures
508599 when Wi nni €he suddegrsshift i dyrems frdmaWinaieci@ates
an abrupt end to her storjhe ending to her story is unclear, butthefa t hat it was
|l atedo for Mildred s Wimeksotwssthatthe oey is bettimgg o mi n o
closer to ending, for she says softly in measures®6034, fA Ah wel |l , not | o

Wi nnie, canoé6t b elfirdeeg(Figuedd until the b

®1 Abbie Conant, fronhttp://osborneconant.org/presphotos2/winnie%20scream.j§gccessed
May 2013).
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Figure 33 Almost Time For the Bell for Sleep
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Winnie longs for sleefhat melds intodeattiung t o AWi nni ebs Mel ody

AThen you may cl| omsustclogs@your eyedine kee thamiclesed y o u
(Figure 34.

Figure34¢ A Cl osesYour Ey
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mp P i1

Winnie plays anournful melody on her trombona:slowly climbing sequend&igure

35). The melody gradually gains intensity as it ascends into the high register and grows
louder.Winnie ends the melody on a high C#, which she actually vocahresgh her
trombone and gradually decrescendosiémte This new technique creates a dramatic
secondary climax because the fact that Winnie is singing through the trombone is not

truly apparent until she lowers her trombpoely to have the sound contie.
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Figure 35. Reflective Trombone Melody
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By this point in the piece, Winniebs em
and audibly apparenghe is out of words but still longs to keep going (mm-6268 ) , |

can do no moresay no moreBut | must say moreP r o b | e s thesvorle . 0
gradually comes to a close, Winnie recalls the fading memory of her weddiigigase

36).
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Figure36. Wi nni eds Wedding Day

With lyrical nostalgia;
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This memory brings Winnie joy, for she then says in measure$ 653 , AOh this i

happy day, this will have been another happy @dtgr all. S o  fThercafasing tense

of Wi stateamendpaces her in the past and the fétareambiguous place that is

nearly removed from any sense iofi¢ or placeHer sense of timelessness addtects

her expressioriThe piangplays a long nine measure (mm. &R) interlude of

AMorning MusicoOo underscwmneaeobéwi t masi Wiwomidesd a
the text of Leh8ro6s wdahetMerryiVidess efil t bo %i &i Ma u
Melodyo (Figure 3J.0s bor nebés compositional choice to
text to AWinnieds Melodyo is especially pe
meld her own experiences and memories with those of fiddengrave situatiohas

caused her to blur reality and her imagination as wehegast and the presesinging

this last song, Winnie has conjuregd the happy ending that she desisgsending in

which she idoved.
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The piano plays softly as Winnie begins to fall asleep with a smile on her face.

She suddenly looks upithr a happy expression, atite piano plays bud, high cluster

happy

eds

chord representinthe bell for sleepWi n n i

The piano quietly dwindle®tnothingnesgFigure 38.
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Figure 38 Bell for Sleep

This last punch line lets the audience know that Winnie has not achieved the peaceful
state of rest or death that stiesiredHer day will soon begin agaitittle hope is
offered, except for the fact that the audience awar e of Winnieds opt
Winnie will continue as always performing her morning ablutions, saying her prayers,
guoting the classics, chattering to herself and to Willie, tebitories, and reling fond
memorie® while confronting loneliness, timelessness, and thoughts of death.
Compositional Devices Utilized in the Reflection
VariedMotifs and Textures

In order to present a textural change from the intensity brought byirtieexabf
Wi nni edbs trombone c¢ombus tthanhgve noChedmnbearde br i n
since the Anticipation: AMorning Music, 0 A
and 0 Rumma gOshbogne Mesdhese familiaotifs and melodies as transitio
music, to bring out themes and moods, and to establish changes in ©shwree also
introducesanewmotb ot h t he piano and Winnie quote i
from Fr aihe Mérrg WigowBesketd Blappy Daysalso referenceShe Merry

Widoy but Osbornedéds musi cal i ntegration of











































































































































































































































































