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Composer Robert Owens (b. 1925) is relatively umkmon the realm of
American art song. Though a few of Owens’ songsehéeen published in two
anthologies of songs by African-American composéng, majority of the Langston
Hughes songs by Robert Owens are undiscovered igettms art song repertory. It is the
author’'s hope that through the presentation of tesearch, singers and teachers are
inspired to explore Owens’ catalog of works andfitm the essential commitment to
poetry that is so necessary in the performancd aftasongs.

Trained as a concert pianist, Owens has spent itescteating innovative,
intelligent and beautiful pieces of music which a#idely heard in Europe, particularly in
his current country of residence, Germany, thoumgy twvere written for performance by
American singers. In 1958, Owens was introducedh# writer Langston Hughes at
Hughes’ home in the Harlem neighborhood of New YGiky. At that meeting, Hughes
presented Owens witfields of Wondera collection of his lyrical poetry, to set to nws
and “see what he could do with it.”

The results of Owens’ diligence are 46 songs in gigles to the poems of
Langston Hughes. In this document, the author deinonstrate how Owens created a
unique musical atmosphere through his use of iatkecvrelationships, accompaniment
figures and harmonic development. Of special irstei® Owens’ compositional process
that blossoms out of an understanding of the poedits musical “environment,” and

how he translates that understanding into sound.



The document includes a biography of Robert Owasstold by the composer
himself in interviews with the author. Currentlynlp brief biographical sketches are
available in online and published sources. Thisrmftion will be significant to any
student or performer of Owens’ songs, as the detdihis life figure prominently in his

compositional purpose and process.



PREFACE

| was introduced to the songs of Robert Owens me 2006 when | was given a
copy of Heart on the Wallat the National Association of Teachers of Singingern
Program. | didn’t look closely at the scores uNtdvember of the same year, when | was
searching for a set of English-language songs moptete a recital program of twentieth
century compositions. At once | was taken in byltbautiful melodies and mesmerizing
accompaniment figures, and | decided immediatelyindude them in my recital.
However, when | attempted to locate information wbthis expatriate American
composer, | found precious little available.

Thanks to the assistance of Glendower Jones asi€d3/ocal Reprints and Dr.
Darryl Taylor of the University of California — live, | was able to contact Mr. Owens at
his residence in Munich, Germany. When | inquiredut traveling to Germany to study
his music and conduct interviews, Mr. Owens offai@@dome to the United States for a
brief residency at the University of Nebraska —daim. Through the generous support of
Dr. John Richmond at the School of Music and DiefEWeissinger in the Department of
Graduate Studies, | was able to arrange a 10-dagerecy and UNL during which time |
personally interviewed and observed Mr. Owens akvar ten days in September 2007.

This document is a result of that visit. My timethwMr. Owens revealed that the
performance of his songs — particularly those m ¢licles based on Langston Hughes’
poetry — is a complex and intricate endeavor, &ad mot all musical indications are as
simple as they may seem. In an attempt to commimiga. Owens’ wishes to future

performers and teachers of his songs, | have adlapéeformat used by Pierre Bernac in



his bookThe Interpretation of French Songj hope that as a result of this document,
singers will discover the beauty and truth preserhe music of Robert Owens, and that

they will be inspired by his suggestions for thef@@nance of his songs.

Jamie Reimer, September 2007
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CHAPTER 1
Robert Lee Owens — Before And After Langston Hughes
Robert Lee Owens Il was born on September 19, l@2Benison, Texas, to
Alpharetta Helm-Owens and Robert Lee Owens Il. ®hafter his birth, his family
moved to Berkeley, California, where Owens woulérgp his formative years. Owens’
mother, Alpharetta Helm-Owens, was an excellennipia and earned extra money
playing at piano bars around the Bay Area in thenengs. As a result, the young Owens

grew up around a piano, and seemed to have a hatfingy for the instrument:

| remember we had a visit from Aunt Sally, and Iswa

crawling around on the floor, and | would go to thano,

play a little, get back on the floor. And tough AwBally

said, “What is he doing down there?” And my mother

said, “He’s listening to Lily Ruth” — she lived dhe first

floor — ‘he’s listening to what she’s playing, whste’s

practicing, and he gets on the piano and plays“#What?

He’s talented! Get him some lessoris!”
As a result of Aunt Sally’s visit, Owens had hissfipiano lesson at the age of four, just
down Woolsey Street from his childhood home.

When Owens was eight years old, his mother comtdatiberculosis and was
committed to a sanatorium in the California cousittg. The highly infectious nature of
the disease prevented the young Owens from vishiagnother, but he would sit in the
car as his father went inside to see her. Foursylager, Alpharetta tired of the sanatorium
and returned home to Berkeley. Owens recalled #sthis when she gave him SHEET

music to play, but he did not see her often duthéocontagious nature of the disease.

Nonetheless, Alpharetta’s impact on her son’sviés significant:

! Robert Owens, interview by author, September 0272Lincoln, Nebraska, digital recording.



One afternoon | was sitting in some class in jurgh
school, and the teacher came to me and said graiuld

go home because my mother was dying. | could |&daate
class and go home. | went home, it was a walk athéut
minutes, and | got home and my mother was dying. My
father was working as a waiter on the ferry boatshie
bay (the Bay Bridge was not there yet) and he was
working the ferry going from Oakland to San Francis
and he wasn'’t there. But they had phoned to tefl that

my mother was dying. And | came and she was lying i
her bedroom. | went in, and she was lying therel bn
went over to the bed, and she looked at me and riopk
hand, and said, “I know you will be a great musicia
And then she sort of raised up, and there was tao$or
light in her face when she told me that, and thes sank
and she died... So after my mother had died, that.whs
saw what was happening, but | didn’t cry, not eaethe
funeral. But | remembered what she had told metaok

it seriously?

When Owens was in junior high school he composeditsit piano concerto, and
it was premiered by the Berkeley Young People’s @yomy. He was fifteen years old.

That was a big sensation. And | remember going tesM
Ellis at the library — she always suggested whicbks that

| should read, and | should do this and do thakoAgathe
way there have been so many nice people that dake
interest in me, give me advice, Miss Ellis was ohéhese
people. The first time | visited her after this cert, she
said, Oh, Robert, that was such a marvelous cqri€exiu
never do another thing in your life, you have ddma! But
my reaction was, (laugh) that's not enough — wiratla |
do, just sit down and enjoy, talk about that cotit&ut that
was a big concert. That she should say that, yowkhwas
only 15, you know? But | remember Miss Ellis... therld
could not have been that godd.

Owens began work at the San Francisco Civil Sef@aemission in 1940 where

he worked as a typist in the front office. At theare time, he attended night school to

2 Owens, September 12, 2007.
% Owens, September 12, 2007.
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train as a flying cadet, and ultimately plannegoia the army. When he was seventeen,
Owens received a letter from the United States igowent instructing him to stop by the
San Francisco Army office, which he did one dayh@way home from work. He was
immediately drafted, and realized that he shoukkehaad the letter more closely: “Of
course, | should have read that. | hadn’t takeseriously at all because | knew | was
going to be a cadet! | hadn’t finished!So Owens joined the army without telling his
father where he had gone. The new soldiers weentak training camp, and Owens was
completely unprepared. He called his father froesko, asking him to send a toothbrush.

He was drafted into the US Army and thanks to ldet training was placed at
the training camp for the Tuskegee airmen in Ms8pj@. Owens related that “word got
around there that they had enough Black pilotsusk&gee for the whole army, and they
were beginning to flunk out as soon as possiblenthe ones” Owens saw this as his
opportunity to get back to California and reportedés allergy problems to his
commanding officer. After a battery of allergy &esall with positive results, Owens
submitted his resignation from the cadets and vedewhat he believed to be transfer
papers to a base in California.

Unbeknownst to Owens, he was being sent to a carBguttgart, Arkansas for the
remainder of the war. Thanks to his ability to reaud to type, Owens was placed in the
front office doing official paperwork for the commiing officers. He soon discovered
that the Lieutenant in charge was a Southernermsaage, raised in the ways of racism.
“He had been in the army all this time. In the $®ouh the army, that means pure

prejudice all the time. Nothing to be done. And whdeard that, then | said, | am going

* Owens, September 12, 2007.
® Owens, September 16, 2007.
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to make it my duty to convert him, he can't be mottier than I. One on one, | can do
this. You can’t work with crowds, you know. | hasht as my duty. If | was going to be
there, | was going to do thi§.Owens was successful in befriending the Lieuterem
remained his assistant when the officer was prodhtwtéCaptain and commanding officer
of the camp.

Owens’ company — “Company C, for colored” — wasaled on the outskirts of
camp, near the area where German prisoners of e held’

That was my luck, because not only did | have Détrnd
Lieutenant] to convert, | had the prisoners over¢h And
there were about six of them exactly my age, aerg tad
been taken in Africa. Kids, just my age. They wieedind
a barbed wire fence there, but their mess was right
opposite from our mess. But | could go down frome th
dispensary along the barbed wire and we could rahkl
the guy in the watchtower couldn’t see us. And thag
never seen a person of color before, and it waslypur
forbidden®
In exchange for Owens bringing to them books ahérogsmall items, the prisoners taught
Owens how to speak German.

Following his Army experience, Owens took advantafythe Gl Bill to travel to
Europe in 1946. The United States government waowidpay for Owens to study in
Germany due to the heavy war damage, but they wmaydor study in Paris. According
to Owens, “That was the beginning, well, the bemigrof my life, so to speak’”

Owens arrived in Paris with no place to live, ashd not yet been accepted to the

Conservatoire. He soon found a room to rent at Qitigersité, and experienced the worst

® Owens, September 16, 2007.
" Owens, September 16, 2007.
8 Owens, September 16, 2007.
°® Owens, September 11, 2007.
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of post-war France: little food, no heat, all ire tthead of winter. “...But there was music.
And all these people from everyplace. All these inass, these pianists from all over the
world trying to get into the Conservatory. And bked around and thought, my God, |
will really have to start practicing - all thesanfastic pianists — what | had been doing
was really “dilettante-ish”, you know?”

Though life in Paris was difficult, Owens had aedvin France at a time of great
artistic exploration and creativity: “That was theginning of the existentialism in those
days — Piaf, Cocteau, Simone Signoret, they alabag these small little theatres, and |
would see all these people in the theatres anteaetconcerts. That was when | said, my
god, I'm beginning to live! And that was the begmm of my studies and actually the
beginning of seeing what life was really abotif!.Owens was not accepted at the
Conservatoire, but one of the examiners also taagRtaris’ Ecole Normale de Musique
and agreed to take Owens as a student there.

Thus Owens began his study with Jules Gentil aedrémowned pianist Alfred
Cortot. Owens’ course of study was focused on piperdormance, in addition to
standard harmony and counterpoint classes. Histdeba concert pianist took place in
Copenhagen in 1952, and the next four years weateated to additional study, this time
in Vienna under Professor Grete Hinterhofer.

Owens returned to the United States in 1957 witlortract to teach at Albany
State College in Albany, Georgia. It was here tbathe first time in his life, Owens truly
experienced segregation and racism. The racialiget culture made itself known even

before his arrival in Georgia with the news that #thool had been burned. A fellow

9 Owens, September 11, 2007.
" Owens, September 14, 2007.
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teacher, Samuel Leslie Green, informed him of theason upon Owens’ arrival in New
York from Vienna: “He didn’t say hello, didn’t sagnything except ‘They burned the
school down.” He had told me there had never begnracial problems — he had been
there for thirteen years before — there had negenlany problems. This had gone around
the world. | had gotten a telegraph from my friendCopenhagen; he had heard about
it.” 12
Owens was not easily deterred. He had his contwat determined to fulfill his
obligation to the school, and convinced Green &vdl with him from New York to
Albany, Georgia. John Chadwell, the chair of thesmulepartment at Albany State
College, met them at the school with news that fflagined to reopen in another week.
Owens remembered what he saw first at the school:
They burned the school dowrthere had been a new
building made for the kindergarten children, conglie
wood. And they had burned that completely down. And
the assembly hall, they burned the curtains, tjamrand
in the back were the rooms where | was supposdik to
teaching music... Well, some people had seen whée
running away with kerosene cans, but the policd gzt
they had left the lights on in the assembly hall dmey
had caught fire on the curtaitis.
In a week, the school reopened and Owens begagatt.t He soon discovered
that teaching in Albany was not at all what he badected it would be. Because of the
poor education system for Black students, Owenayeel teaching music, and began

teaching his students proper English instead. OWwetgsest in his students’ backgrounds

proved challenging to the community’s standardstdlege faculty.

2 Owens, September 11, 2007.
13 Owens, September 11, 2007.
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The first year | went a couple of times to see wingt
students were doing in the evening. | went to gotmof
these bars — and | got a call: “Mr. Owens, it hagrb
noticed that you and the students... you are anucistr.
You don’t do that here; you don’'t associate witle th
students.” Well, what's behind them? Why can’t they
talk? “Well if you do, please put on some jeansp'do
dress up.” How old was | at that time? 367 But the
students thought | was one of them! So that waditbe
thought about I'm not supposed to do that, I'm not
supposed to do that.*?

Owens recalled that “the first year that | was ¢hémwas living quite dangerously,
because | was ignoring all these rul&s.He soon learned that he could bend the

unspoken rules of Black society if he operated urtle guise of an outsider from

Europe. Mistakes and indiscretions were acceptaisléong as | wasn't frorthere”*°

Owens was fortunate, as most of the college comipielieved he was French.
As an African American who had previously lived side the constraints of segregation,
he was in many ways ignorant of the restrictiorseetl on the black community in 1950s
Georgia. Owens recounted a story of how he canumderstand the challenges faced by
blacks in the South:

[Albany] opened my eyes to black society. But | dhat
they had the same structure that they had got fitzen
Americans, the whites. There were the doctors, the
instructors, and they were one level, and thenethesre
the poor. My grandmother was still living — my fatls
mother — was still living in Denison, Texas. | wedb her
and told her where | was. And she wrote that | &hou
meet this lady who was a good friend of hers, ber that

| should go by and say hello for her. So | wenthi® main
street, and | went to the back, to this garage,theg was
this fellow, and he said “will you hold this needier
me?” He was just going to put this needle in hma.aknd

4 Owens, September 11, 2007.
5 Owens, September 11, 2007.
5 Owens, September 11, 2007.
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then | said hello to him and I left. About a weeakel, one
of my students said, Mr. Owens, | see you are takie
needle? What? They watch everything you are ddiiog.
all these things happened you know? And then yalizes
that this is a whole little community. We are thenking
people, and we have to think of tHat.

Owens struggled with isolation his first year indBga. He spent most of his free
time practicing, and occasionally joined Chadwell dis wife for dinner at their home.
“When | got to Albany, Georgia, it was like goirga foreign country. My father told me
a couple times things, but you know... And then | eam Albany State College there,
and it was like one world black, one world whitedahey did not come together at all.
And | was quite shocked — well, not shocked, | waie amazed, this can’t be tru&.”
Even as a newly-arrived “European”, Owens could gartipletely erase the racial lines
that bisected the community in which he lived.

His presence at the school made a deep impressidheostudents. “I was there
until the end of the term — summer of 1958 — an@$ going home for the first time in all
these years, and | was saying goodbye. And there these pupils, some of them were
40 years old — 15 to 40 years old — and they cametlzey cried. Of course, | could not
say no. They were so glad | was there, so theiullsaill stay one more year'®

In the summer of 1958, Owens presented a homecoaungert for friends and
family in Berkeley, California. An old family acqueiance was in attendance, and she

suggested that the poet Langston Hughes may bestéd in having Owens set some of

his poetry to music. At the time, Owens “didn’t kmavho Langston Hughes wa&"'She

" Owens, September 11, 2007.
18 Owens, September 11, 2007.
1 Owens, September 11, 2007.
2 Owens, September 11, 2007.
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provided Robert with a letter of introduction, asutjgested he make an appointment with
Hughes the next time he was in New York.

On his way back to Georgia, Owens stopped in Nevk to visit some friends,

and called for an appointment with Hughes:
(Hughes) said | should come up, which | did, arvadeht
to his home. So | got there and rang the doorlll this
little bowed lady came to the door. And | went Uy t
stairs and there was Langston Hughes with a fradrids
and his secretary, and | gave him my letter of
introduction, and the first thing he said afterréegented
him with the letter of introduction was “Do you waa
lemon vodka?” and | had never had a lemon vodka —
“Yes, of course” — so then he got me a lemon vaatke
motioned me on over to his library. He wanderedrdo
his bookshelf and pulled out this little thingields of
Wonder lyrical poems, wrote a little dedication to me,
and said, “See what you can do with ft”

Owens returned to Georgia that fall and began ocmmng music for Hughes’
poems. The first cycle waSilver Rainfor tenor, dedicated to John and Richardine
Chadwell. John Chadwell premier8dver Rainat the college’s Lyceum concert in 1958.
Owens was working on the second cydlearless at the same time.

Owens’ tenure in Georgia ended as racial tensi@re reaching a boiling point.
Several of his students were arrested for theitigg@ation in street marches, as were
several instructors from the college. Owens suggetstat Caldwell and his family return
to their hometown of Chicago, but Caldwell declinsaying that they could accept it for
the good living he was making at the college. Iswaen that Owens read the small print

at the bottom of his teaching contract, and redlibat by signing it, he had unknowingly

agreed to abide by the laws of segregation in Gaorg

2L Owens, September 11, 2007.
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When Owens left Georgia in the spring of 1959 réterned to New York and
phoned Hughes to inform him about the two completedles. Hughes indicated that he
would like to hear them, and had a friend who caiidy both tenor and baritone. Owens
was invited back to Hughes’ home and played botilesyfor the poet: “I went up and
played these songs for him, and he sat there wieehad completed it all and said, ‘Are
those my words?’ And | said, ‘They certainly arer,. Mughes,” and he said, ‘My God,
they just sound so much more beautiful with mus8o’ that was his reaction to my
music.’?

Owens and Hughes discussed the cycles after ti@mpance:
[Hughes asked] “In this one, ifearless[you] repeat the
beginning at the end — why did you put this herat |

said, “That’'s how you wrote it.” And then | had auple

of questions. “What did you mean when you wrote...”

And he looked at me rather blankly and said, “Redll

don’'t know.” He couldn’t remember why he had writte

that, so nobody knows. He wrote so many thiAgs.

Years later, Hughes sent Owens a letter sayind‘tieashould sing ‘our songs’
because [in the United States] they aren’t intexkst publishing anything unless it is a
musical or something. So you don’t have to worjyst have people perform thenf®
Hughes and Owens would have little other contatiiényears following 1959, except for

a few letters and one brief visit in 1965. “He tasi me in Germany, took a picture of us

about two years before he died. He was a sweetnan as | say, | only met him a

2 Owens, September 11, 2007.
% Owens, September 11, 2007.
2 Owens, September 11, 2007.
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couple of times, and | didn’t really get to getitim; it was because | wrote his
music.”
In 1959, Owens finally achieved his lifelong dreafriving in Germany. “I
wanted to go to Europe, to Germany. Because myritagowere Schumann,
Schubert, because of the messages they had. Ame#uey that touched me, reached
me. | remember telling my father when | was 8 yexdas when | grow up | am going
to Germany.*

He landed first in Hamburg, “where | first realizéndit my career as a pianist —
not as a composer, | hadn’t thought about that-ylevasn’t going to be able to do &’
Owens’ experiences in Paris had not prepared hirthtocomplexity and expense of life
as an independent performing artist. He contactedr@agement agency at the suggestion
of representative he had met during his time inrGiapand soon realized he was not
fiscally prepared for life as a concert pianisko‘then | realized the idea that | had that
when you have an agent, they pay for everythings. nivt like that in Germany or in
Europe at all, unless you get one of these big gensan America that arrange
everything for you. Tough start, you know? So tiséhis is going to be a little more
difficult than | thought. But I've always been vdigxible, and | said, well we’ll see what
happens here?®

Owens’ flexibility served him well, and through sementlemen from whom he

was renting a room, he had his first opportunity &gm actor.

% Owens, September 11, 2007.
% Owens, September 12, 2007.
2" Owens, September 12, 2007.
% Owens, September 12, 2007.
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One thing always leads to another, | say in lifae@ust
always say yes to things — Can you do this? Yespofse

| can. Can you do that? Yes. And only now and then
(laugh), it gets a little difficult. But usually works, and
you see that you can do many things better thameroth
people who you think they should be able to do that
better. There is a certain talent one has as aspiam
certain gift that prepares you with concentrationpact
that prepares you for these other things in lifery..
disciplined — and it can be used for many, manggsi
Memory of course — how can you remember all those
lines? When | started acting | said, o God, asaaigi you
always play from memory — this is nothing... but I
realized that you can do different things in fife.

Owens spent four years in Hamburg, exploring hiting abilities and
supplementing those jobs with concert appearano@s@mposition. He soon found
that his musical abilities were useful in the theator more than performance
reasons. “l began also composing for a coupleenipfe up there. The songs of
Emily Bronté for a contralto that was there, ane sfegan giving me, for my
accompanying her, she gave me breathing lessonactimg — of course that’s
important, you know. So she performed these, antbpeed some other things
which | wrote for her and | had three concertsetig}

Owens developed a reputation for his command ef German theatrical
language and was soon invited to obtain a manageiunich. He kept an apartment
in Hamburg for a year, though his popularity in Mumtheatres prevented him from

visiting very often. In 1964, Munich became hismpanent residence.

2 Owens, September 12, 2007.
% Owens, September 12, 2007.
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The relocation to Munich did not stifle Owens’ capspional career. “So then
when | got to Europe, there were a lot of sing@rserican singers, in Munich* As a
result, Owens was in demand both as an actor aaccasposer for the American singers
touring Germany in the 1960s, performing as a smémist and accompanist as time
permitted. Several of his song cycles were compasezbmmissions for these singers, and
Owens found himself collaborating frequently witimArican singers including Felicia
Weathers, Rhea Jackson and Thomas Carey.

Owens’ life in Munich since that time has involveelveral theatrical appearances
around Germany and Austria, with leading roles hak&speare’©thello lonescu’sThe
Lessonand Uhry’s Driving Miss Daisy most frequently performed. His first opera,
Kultur! Kultur! was produced at the UIm Opera House in 1970 tatgr#ical acclaim. In
more recent years, Owens has collaborated withaiams both at home and abroad in

concert, coaching and commission capacities.

3L Owens, September 11, 2007.
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CHAPTER 2
Owens’ Compositional Style
Owens’ compositional style is a reaction to thessieal training he received in

Paris and Vienna. “I didn’t study composition. udied the things that one does as a
musician — harmony, structure, those things, butfasmsas going to classes by this
professor, that professor, they wanted me to do ithd/ienna, too. But they always
wanted you to sound like their sourid.His knowledge of the evolution of Western
music allows him to understand formal compositiandéés and at the same time conceive
of ways on how to break them:

“1 break all the rules for successive fifths, palathords,

and all that. But | have found a style — melodgrity,

and having every sound is important. Like the ostfae—

every instrument. It's something that makes my muasi

little difficult, and different, because itsmplebut that's

the most difficult because it has to hght, because you

will hear everything that is not fitting in therehave a

great affinity for Bach, the old masters, and | dn@ome

of that in my music also. So yes, | have develapstyle.

| didn't know it then, but | can look back and Incaee

what I've done. >3

Owens’ approach to composition is comprised of fepecific elements: interest
in creating a musical atmosphere for poetry in fhano accompaniment; use of
modulation as an expressive tool, rooted in a ngpwass line; development of unique
formal structures; and avoidance of thirds, boththe melodic sense and through
avoidance of simple triads in accompaniment figufesusing instead on seconds,
fourths and sevenths of varying qualities. Owelagnts that he did not consciously seek

to develop the “Owens method of composition,” mstead

32 Owens, September 14, 2007.
% Owens, September 14, 2007.
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...[1] was trying to find something that | don’t hear
Something in the classical — | studied the classics
something that expresses for me a continuation pf m
classical feelings and what make sense to me. Avaht

to express something that | find beautiful, whétale to
say, in my classical way of expressing myself. Wlib
training | have had classically, and putting thataction
with my own thoughts and own feelings. And thatie t
big difference — | listen to jazz and | like centdhings,
and | have grown up with it, | know it — but whewant

to express something myself, it's the classicaé lihm
trying to go into other regions with what | am dgirAnd
this is the direction that | take. And you've sedlithe
forms, heard the forms, now what do | want to davH
can | do something that | feel is good? | have rakey
inspiration from what | have inside me becauseJeha
lot of imagination and | want things to sound likes, or
the things | am looking for | can express in a afiint
way, but | have something to say. That's why | was
looking for something els¥.

Owens’ song composition is closely tied to his loaed understanding of
language, and the underlying emotional power ptesepoetry. He is particularly fond
of composing song cycles because of their muleted emotional character, and
suggests:

[1] have written these song cycles as such, bec#Huse
authors have written the poems as cycles. My re&so
writing so many cycles is because, | am challenging
singers to discover the many different possibsité their
singing voice material in that they sing a numbér o
different songs and poems of different subjectthiwi
one performance. Just singing one song is notgntw
really delve into the possibilities of getting acdo® what
may be considered as art! It takes a lot of knaw-ko

sing a complete cycf&.

3 Owens, September 14, 2007.
% personal correspondence with Owens, March 16,.2008
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It is through his understanding of the emotionaém found in each poem that
Owens’ discovers the compositional seed from wihehentire song will blossom:

| read these poems before | set them to music. IAedd
them many times, and not right away, you know.ddre
the text very often, | try to get into what has heaid, to

get the feel of the words. Everything | write hasdo
with words. | first choose the words and try to $kee
beauty of what is being said, or the message oft wha
being said, and | get that into my system, and thgo

into the actual writing which is usually — no, algas —

to get the atmosphere of the accompaniment for the
words?>®

Unique to Owens’ process is the order in which bengoses elements of the
song. Rather than beginning with the melodic liheoagh which the text will be
delivered, Owens turns first to the piano. It iotigh the accompaniment that he believes
the essence of the poem will be understood.

Once | get an atmosphere, | can begin with thecbasi
tempos and the rhythms — my things are always,lll wi
say, rhythmically interesting. It is very importaitt be
exact with the rhythms. The rhythms build up the
atmosphere. And off that, then my spirit goes, #@nd
according to whatever happens then that is like my
inspiration. | have a gift for melody... | can spim&lody

off a telephone book (laugh) or any words. When gou
into different spheres with the ideas, then my imation,

it turns loose and you can go into all these dsfer
worlds. And that is what one must understand whea o
sings my things. It's all well and good to sing thates
and whatnot, but it's always more to it than mekéseye.
There’s much more than meets the &ye.

% Owens, September 16, 2007.
3" Owens, September 16, 2007.
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Embedded in his accompaniment figures are elenteatsill inform the melodic
line, such as rhythm and harmony, though sometitmesnelodic line appears to relate
little to the accompaniment: “It is always a nevpesience, according to what the words
waken in me — the emotions, or the point of viewh® message, or the point of view of
the atmosphere, like “Circles”, how it starts likeswirl. And that is based upon the
rhythm in the accompaniment. And the accompanirbesbmes something on its own,
and the voice goes its way, and then it is a coliafion of several things®

One of the “several things” that shape Owens’ soisghis use of harmony.
Modulation is of primary importance in his musiodahe cautions that all interpreters of
his songs make careful note of the points at wimddulation occurs, and how those
moments reflect the emotional intensity of the f8%tn my music, it is very important to
be aware of continuous modulation, going from oeg tio the other, because it colors the
expression of the words, thoughts and feelif§s.”

In part, the modulatory passages occur when Oweettgnking about the sounds
and colors present in the orchestra, and attemgbtngrite those sounds into piano
accompaniment: “One has to think of orchestradjerathan just voices, they are all
important. This makes it more complicated for thenst because of the modulations —
these are all nuances?.Because of this careful attention to modulatingrwry, it is

not advised to transpose Owens’ songs: “I don’telbel too much in transposing. | don’t

3 Owens, September 16, 2007.
39 Owens, September 16, 2007.
“° Owens, September 15, 2007.
“1 Owens, September 16, 2007.
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do transposing myself. | choose these keys, the Keg chosen, and I've just left it at
that. “42

Several of Owens’ songs have distinct sectiongyghdew may be considered to
adhere to strict formal constraints. He develops firm of each song independently,
concentrating on the development of the emotiooainey through the poem. “l have
studied form, but | don’t use these [form] ruletialve a very free style — but | am aware
of form. If you have a short piece, it's just oheught, so you have to repeat for the sake
of the song structure. But in these cycles, youlwre just one thought, one sentenég. “
Owens criticizes much contemporary music for itklaf attention to form and melody,
though he appreciates the effort to communicateutiit new works: “There is no form,
no melody in this [modern] music — | don’t appreeia usually — these modern things.
They are reaching, saying things to people, histribt what interests mé*

Without the constraints of a formal structure, Owvén free to compose melodic
lines that serve solely the poetic text and the temal purpose behind the text. As
previously mentioned, Owens’ first concern is thaismoal environment via the
accompaniment, which can be sculpted around thd teesustain a particular pitch or
syllable, or to repeat a section of the text. “Sbhmes after they've been performed,
sometimes before they've been performed, when l.s&emetimes when you write
something and you don’t get it performed right awayt you get it performed sometime
or other, looking at it again, you say oh | needitothis again, | need to repeat this. |

don’t change the structure, but often | repeatuptmof measures or an ide&>”

*2 Owens, September 15, 2007.
3 Owens, September 20, 2007.
** Owens, September 20, 2007.
> Owens, September 14, 2007.
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Owens’ melodies are often beautifully lyrical — higlodies have been compared
to those of Schubert — but if the text requiresytban be angular and appear awkward to
sing, particularly those of the Hughes settiffyk order to express the raw emotion of
some of Hughes’ poems, Owens opts for strikingratis such as augmented fourths and
minor sevenths. While these melodies may appeantuguat first glance, they become
more organic and easy to sing when the poetic tinterlearly understood: “— these
words, the adjectives, they express something tihds to be expressed in the voice,
otherwise you could just be saying anything. Anefétfore, to color these, sometimes it's
in the interval, sometimes it’s in the harmony, hdtas to be in the voice also. And there
where you start tasting your words, when the waréstasted, then it becomes part of the
voice.”™’

The complexity of Owens’ songs may lead one toebelithat he spends great
amounts of time laboring over the harmonic colonsl ahythmic effects in order to
perfect his communication of the text. In realitys greatest amount of compositional
time is spent understanding the poem'’s intent,tArdest is inspiration: “Once | get the
accompaniment going, it comes right out of thatakes time later to write it all down,

copy it out.”®

Owens rarely edits his songs once they are onrpéfee feels that the

artistic impulse is the truest form of compositiand chooses to trust that the inspiration
to put his pen to paper will result in the creatidrthe sound he wants to hear: “So | then
realized this is the inspiration that one has atrtftoment. You put it down, whether it be

words, music. If you have this inspiration, you putown. If you don’t do it in that

5 Owens, September 14, 2007.
*” Owens, September 15, 2007.
“8 Owens, September 16, 2007.
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moment, you forget it*® As if they were kindred spirits, Langston Hughesmments
about writing poetry agree with Owens’ assessmentcamposition: “I did not
consciously compose this poem. It came to me, anmaply wrote it down, and wondered
where it came from, and liked it. Possibly | likéthecause it was not contrived, inception

having been outside mysef®”

9 Owens, September 16, 2007.

*0 Earlene D. Garber, “Form as a Complement to Coritefbree of Langston Hughes’ Poemil&gro
American Literature Forund (1971): 137-8.
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CHAPTER 3

The Langston Hughes Cycles

While Langston Hughes’ literary and cultural repigta was relatively unknown

to Owens at the time he was composing Fredds of Wonderycles, it is necessary to

place Hughes in his proper context in Americarrdite history. Widely recognized for

his social and political commentary on the situatd the African American in the United

States, Langston Hughes was hailed as one of ithiegsist representatives of the Harlem

Renaissance of the 1920s and an influence on gemexaof African American artists.

According to Hughes scholar Stephen Tracy in higkb® Historical Guide to Langston

Hughes

Langston Hughes was perhaps the most wide-rangidg a
persistent black American writer in the twentieémntury.
From the Harlem Renaissance of the early twentioethe
Black Arts reorientations of the sixties, his shsudries,
novels, dramas, translations and seminal anthaogfe
the works of others at home and abroad helped unify
peoples in the African Diaspora. He helped nurtime,
other words, so profoundly the generations after.hiln
many ways he crafted, better perhaps than any et
Walt Whitman, whom he celebrated and eventually
became skeptical of, the noblest visions of whatAoa
could be>*

Fields of Wonder published in 1947, represented a dramatic demarfiom

Hughes’ highly opinionated and socially motivatesems and essays. “Inspired by his

work on theStreet Scenbyrics, the new collection would be callétklds of Wondeand

contain only “lyric” poems — verse without refereno race and politics... He continued

®1 Steven C. TracyA Historical Guide to Langston Hughgdlew York: Oxford University Press, 2004),

23-24.
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to think of the volume as ‘my first more or lessrgaetely lyric book.” And the word
later appeared on the dust jacket of the voluTfie.”

The critical response to Hughes’ foray away froritipal commentary resulted in
mixed reviews. Hughes biographer Arnold Rampersakves that “in spite of its lyric
ambitions,Fields of Wondenegatively endorses the poetic power of Hughesaland
political sense, which endowed him with also hisrerdistinction as a poet®* The 1947
New York Timeseview ofFields of Wondeby Hubert Creekmore “charged the poems
were largely derivative of Emily Dickinson, Steph&rance, and E. A. Robinson.
Although the poems have a certain appeal, theytlaekinique quality Hughes projected
in his Harlem verse®*

Hughes acknowledged that lyric poetry was not hismgry genre for writing,
although he found the exercise interesting: “Beaatyg lyricism are really related to
another world, to ivory towers, to your head in ttleuds, feet floating off the earth.
Unfortunately, having been born poor — and alsoreal — in Missouri, | was stuck in the
mud from the beginning. Try as | might to float offo the clouds, poverty and Jim Crow
would grab me by the heels, and right back on dantbuld land. A third floor finished
room is the nearest thing | have ever had to aryitmver.”®® As a result, he focused the
majority of his attention on making known the pligind injustices suffered by African
Americans in early twentieth century America.

The African American community, however, embracadjkes’ new approach to

poetry. In response tbields of Wonder“J. Saunders Redding, who had published a

®2 Arnold Rampersadrhe Life of Langston Hughes, Volume II: 1941-196/&w York: Oxford University
Press, 2002), 120.

3 Rampersad, p. 133.

*4 Donald C. DickinsonA Bio-bibliography of Langston Hughdg$lamden, CT: Archon Books, 1967), 87.

% Dickinson, p. 87.
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column in theBaltimore Afro-Americandeclared that Hughes had ‘rediscovered himself.’
He had ‘come back to the importance of emotionaigim’ and the power of ‘simple,
colloquial idiom.”™® Other mainstream publications also reviewed HugHessh
approach in a favorable light, including tighristian Science Monitor‘[Hughes is]
penetrating, compassionate, mellow in his cyniciaith the most skillful and practiced
hand, and an unerring poetic insight.”
Perhaps the most astute of theelds of Wondereviews was penned by Cecll
Boykin in theDetroit Tribune April 1947:
Langston Hughes, modern poet of our times, has
scored again in a collection of lyric poetry thatsilates
the imagination and challenges the powers of
understanding.
Short, apparently simple and direct, most of the
verses call for a second reading to properly apgiec
them. They are filled with a quality and depth lodught
that is apt to be missed in a casual reading.
Such writing comes only after an author has lived
an experienced fully, and the result is a delightfu
philosophical bit of reading®
While the lyric and nature-infused poetry lBields of Wondelappeared to be a
departure for Hughes, “the volume contained seyawaims from Hughes’ early years as
a poet... “Heart” and “For dead mimes” were writtanlP22 and 1923, and “A House in
Taos” in 1925.%° Early in his career Hughes was already experimgntiith the power

of nature to highlight the pathos of human lifeanfpersad suggests that in his attempts

to paint emotion through natural elements, inst@axiety has penetrated all aspects of

6 Rampersad, p. 130.

>’ Rampersad, p. 130.

*8 philip Jerome Rogers, “Robert Owens Sets Langdtayhes: A Pedagogical Study of Three Song Cycles
for Baritone and Piano Collaboration” (D.M.A. disgniversity of lllinois at Urbana —Champaign, 2000
131.

¥ Rampersad, p. 131.
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[Hughes’] poetry, and is in fact reinforced by wiadd rain, mountain and ocean, so that
an expansive ‘lyric’ utterance is itself impossib?&

Owens’ interest in these words stemmed from thethdep emotion Hughes
invested in each group of poems, unhappy or dasgdinough they may be. Very few
poems inFields of Wonderdeal with bright, light topics, but instead focas “the
sometimes deeply pessimistic, even nihilistic sadj [such as] ‘Border Line,” ‘Desire,’
and ‘Tearless’ which emphasize the inherent loesknof life.®* It was the raw honesty
of these poems, the economy of words and the efffogi of purpose that provided fertile
ground from which Owens could cultivate his sond$:was interested in the lyrical
things, because | am interested in something thes @to another world’?

It is important to consider Owens’ compositionabgess when studying or
performing one of his songs. Owens’ greatest aoniefor the poetry and the accurate
communication of Hughes’ texts. He “lived with” tip@em for as long as it took him to
understand the emotional and dramatic contextepthce. This could be days, weeks or
months spent reading the poem, speaking it alond, thinking about what Hughes’
words were trying to convey. When he was sure raergtood the underlying human
emotion, Owens would begin to think about a musaalironment for the text. Unlike
some composers who begin with the composition efrielody, Owens begins with the
accompaniment, trying to establish fertile grourairf which the melody and rhythm will
spring.

From the accompaniment figure — which remains yfaidnstant for the duration

of each song — the melody is derived. Owens regdbasaid that his music is difficult to

0 Rampersad, p. 132.
1 Rampersad, p. 131.
%2 Owens, September 16, 2007.
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sing, particularly because he does not think aladat is easy or friendly to the voice, but
rather what he finds beautiful. The result is some$ angular melodies or uncommon
intervals for the melodies, such as fourths ancemsws that combine to convey the

essence of the human drama present in the text.

TEARLESS, Op. 9

The first cycle Owens composed after meeting Lamgbklughes wa3earless for
tenor and piano. The poetry reveals stories ofdémsperate, those without hope of ever
improving their situations in life, and should beng from that point of view. Philip
Jerome Rogers, in his pedagogical studyeérless suggests that this group of poems
depicts the “lives of working class Negro persomghe early twentieth century whose
hopes had...been dashed as a result of racial opgreiss America.®® There is little
concrete information found in these texts or in kieg writings abouTearlessto support
this claim; however, one may choose to approachnieepretation of these songs from
that perspective quite successfully.

These poems are some of the shortest Hughes tev¢a<Chas set to music, but
contain a profundity of pain and anguish that eslseenost others in these cycles.
“Tearless — that is exactly the sort of thing | &dking about... ‘We are the tearless, who
cannot weep’ — it's from their perspective. And thieole cycle is based on this sort of
thing.”®* John W. Parker's 1947 review &ields of Wondeiin the Journal of Negro
Educationconcurs: “By and large the most powerful from ploént of view of penetrating

analysis is...Tearless It is in this section that the author touchesruge familiar topic

63 Rogers, p. 108.
% Owens, September 16, 2007,
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of what it means to the totality of one’s persayalo be... exploited, to move with the
‘have nots’ in a land of plenty’®

Owens incorporates musical silence in this cycledighten the drama of Hughes’
poetry. Rogers proposes that “when the silencehef Robert Owens composition is
juxtaposed with the silence inside the listenegréhs a ‘tangible... razor-sharp [moment
that is] utterly inaccessible and can remain so Jvilvat seems like minutes, hours,

166

days.

“Vagabonds”

We are the desperate
Who do not care,

The hungry,

Who have nowhere to eat,
No place to sleep,

The tearless,

Who cannot

Weep.

Owens begins the cycle with two measures of inttddo in A flat major, but
manages immediately to include the “seventh” eldgmanG, in the first chord. The
accompaniment is solidly in duple meter with foueagly quarter note chords per
measure. The vocal line enters in measure thrde aviriplet figure juxtaposed against
the duple figures in the accompaniment. This choreates the effect of the “vagabonds”
as detached from the established norm of the diagtbm. The vocal line is diatonic but
features wide leaps that at times create suspedidsdnance over the accompaniment

chords. Of particular note is the vocal melodytas tcomposed over the accompaniment

in measure four for the word “desperate.” The aquamment presents a simple quarter

 Rogers, p. 108
® Rogers, p. 66
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note A flat triad in root position, but the voidegs a B flat against it with a dotted eighth
note. Just as the voice resolves upward to C, abeemf the A flat triad, the

accompaniment shifts away to an E flat major sdvetiord, to which the C does not
belong (see Figure 1). It is as if Owens is coritaieminding listeners that no matter

how hard he tries, this vagabond will always be ste@ behind.

Figure 1. “Vagabonds,” measure 4.
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The end of the first section concludes with a |digyenata over the vocal rest in
measure 8. The accompaniment adopts the vocagttifigiure in the right hand but its
rhythmic power is diffused with Owens’ instructiohmeno mosson the second triplet
statement.

The second section is very brief and appears tesas a transition to the next
complete section of the song. Owens makes a suddefulation to G flat with the
addition of accidentals F, G and C flat in measti@see Figure 2). Combined with the
dotted figure that appears on beat three of meagumhe environment is now one

monotonous and down-trodden. Owens suggests thattyated rhythms (particularly
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the dotted eighth — sixteenth figure) should alwbgsaccented’ He builds the drama of
this brief section by stating the figure a secantkt in this statemengiu forte followed
by a final statement giiano. The final note of the figure, F flat, is suspemdeth a

fermata and a clean break in sound before movirtigeta tempoat measure nine.

Figure 2. “Vagabonds,” measures 7-8.
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Owens offsets what he feels to be the most sigmfistatement of the poem in
this new tonality of G flat: “No place to sleepettearless who cannot weep.” In a mere
three measures, he summarizes the emotional dtatesperation felt by the poet. He
incorporates extensive use of piercing half stepsi@asures nine and ten, finally resting
on C in measure 11. The downward leap of a dimadsseventh from D flat to E natural
at “sleep” provides an aural sensation of the wess present in the poetry.

The entire song is repeated, with a few notablejgtxans. The first is how Owens
gets back to the original key and melodic line.mieasure nine, he used an ascending
chordal figure in G flat, through a second invemsié flat ninth chord to arrive at a
surprising first inversion G major chord under &3¢ which also creates a striking

dissonance with the singer’'s C above it. Then iasnee ten, Owens gives the vocal line

®” Owens, September 20, 2007.
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essentially the same melodic figure as in measueet altering the triplet pitches on beat
four from C — A flat — B flat to B flat — G — G. Bhmost remarkable compositional
element is Owens’ incorporation of the original@opaniment figures from measure one
under this melody. The accompaniment in measures Y&ry similar to that of measure
two, though the first A flat seventh chord is reed in the right hand, and Owens
incorporates the dotted eighth — sixteenth noterégn the right hand instead of the left.
The effect is that while the voice is still dwetlion the idea of “the tearless who cannot
weep,” the accompaniment has again moved on withiout

Owens, at times, will choose to repeat portion®ro&n entire text if he feels it
will serve the communication of the poetry moreeefively, and he does just that in
“Vagabonds.” The vocal line features only one g®arin measure 13, Owens rescores
the vocal line up one octave in beats one throbgtet adding further pain and drama to
the discordant figures discussed in measure f@eat four is recomposed in the same
tessitura but with altered pitches before returrtimghe original melody for this text in
measure 15. The final change occurs in measureetbre the final cadence in measure
21. In the last beat of measure 20, Owens resdbeevocal line from the octave Gs
found in the first statement of the poem to the & #at — B flat, all with fermata and
tenuto markings over a sustained E flat ninth chdree dramatic drop in tessitura draws
the listener in, and makes poignantly apparentdésperation that the poet feels as he
tells of his inability to weep for the state of hife. The song ends quietly and without

overt drama.
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“Luck”
Sometimes a few scraps fall
From the tables of joy.
Sometimes a bone
Is flung.

According to Owens, “Luck” should be sung “as ibrfr the top of a mountain,”
and he provides all the necessary musical conditionfulfilling his request®® From the
guiet state at the end of “Vagabonds,” “Luck” barshto the scene in a bold E flat major
with majestic octaves in the left hand and osaitaeighth note thirds in the right. The
bass line melody is not easily overlooked, and aplbear in various forms throughout the
song.

Following two complete repetitions of the openihgrme, the voice enters on a
“bitter” forte B flat and repeats “Sometimes” twice before caritig the poeni® Owens’
suggestion of bitterness appears to be in conristthe majesty of the accompaniment
figure until one considers that the accompanimgiheé environment to which the poetry
is responding. The composer instructs that theopmadnce should be a “combination of
speaking, singing and telling a message.”

Owens’ treatment of the bass movement in “Luckd isroad interpretation of the
“scraps” falling from the table. Following eight amures of E flat triads in the bass line,
he lowers the harmony by a major third to C flae(gigure 3). The same melodic figure
stated in measures one and two appear in this émvkarmonic center, including the

appropriate accidentals to preserve the origingruallic relationships. He lowers the

8 Owens, September 12, 2007.
% Owens, September 12, 2007.
" Owens, September 12, 2007.
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bass line by a minor third to A flat in measure &8¢ again states the original melodic

figure at this pitch, until he begins to move upgvagain at measure 17.

Figure 3. “Luck,” measures 7-9.
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For the first time, the bass melody stops undemtbed “joy” and alternates left
hand octaves between C flat and A flat or G flahast as if the bass is leaping upward to
meet the vocal line’s D flat. The leaps are in ydowever, and the poet never reaches
the height of “joy”, settling on A flat in measut® (see Figure 4).

Figure 4. “Luck,” measures 17-18.
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An exact restatement of measures one and two ladigina caesura at the end of
measure 21. The vocal line appears to enter justebme, only to quickly move to a

descending stepwise vocal line on “sometimes a I®wflang.” Owens inserts a quarter
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rest between “bone” and “is” in measure 24 whictitfer offsets “is flung” and prepares
the singer for the ascending octave B flat leapiciwtshould be performed in a very
legato manner, almost as an upward slide. “Flusgestated five times in the remaining
ten measures of the song. The first two statenmaontge upward in a “flinging” gesture,
but the middle two statements feature a descent Bdlat to low B flat, almost as if the
singer returns to the lesser station and receiveddlling scraps. The final “is flung”
inverts the interval and the voice ascends fromaDtb the upper B flat, defiant to the
end.
“Exits”

The sea is deep,

A knife is sharp,

And a poison acid burns —

But they all bring rest,

They all bring peace

For which the tired

Soul yearns.

They all bring rest

In a nothingness

From where

No soul returns.

“These are the different ways of committing sui¢idaccording to Owens’
interpretation of Hughes' poefh.In order to convey the aimless despair felt bypbet,
Owens creates an atmosphere that is misty, wiatfdlwatery in A flat minor. This fluid
eighth note figure accompanies the first four measucompletely unchanged, as if there
is no emotional progress for the poet as he spehkise deep sea. This first sentence,

“The sea is deep,” is rather vague in its intertl @ombined with “A knife is sharp.” The

listener then begins to sense that something esmastd dark is being communicated.

L Owens, September 20, 2007.
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Owens feeds this suspicion through the half stepndto A between the B flats of
measures six and seven (see Figure 5).

Figure 5. “Exits,” measures 6-7.
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The watery accompaniment changes abruptly in meak2ito a syncopated, yet
strangely restful, series of blocked seventh chdf#se the poet speaks for the first time
of “rest” and “peace,” and Owens’ accompanimentriyelalls one to sleep. He again
incorporates the half step motive in measure 14tHerwords “bring peace” and “soul
yearns” (see Figures 6 and 7). The ascent of &giifth during the sustained “yearns”

implies a striving for something just out of onegsch.

Figure 6. “Exits,” measures 14-15. Figure 6. “Exits,” measures 17-18.
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Owens again modifies the accompaniment in measQren@arly stopping all
forward motion with a dense F flat major chord laes vocal line descends gracefully via
steady quarter notes to a low B double flat ont:t&his pitch comes to represent rest for
the remainder of the song and is used a secondftinieest,” as well as for the end of
“nothingness” in measure 31. It is a perfect enlwamio spelling of the A natural that
forms the third of the F major chord below it.

The fourth and final accompaniment figure emplopgdOwens in “EXxits” is the
dry, menacing two eighth note pattern followed Wwp fquarter rests. This figure appears
twice, both in two measure groups, both voiced ifhaEdiminished triads. Owens saves
this figure for the text “where no soul returnstielvocal line above this figure outlines a
descending A flat minor triad, but seems emptyrafte statement of the blocked chords.
The watery, arpeggiated accompaniment finally retuior the conclusion of “Exits,”
which suggests that after examining the ways ofitepthis life, the poet has not come
any closer to his final decision.

“Walls”

Four walls can hold

So much pain,

Four walls that shield
From the wind and rain.
Four walls can shelter
So much sorrow

Garnered from yesterday,
And held for tomorrow.
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“Walls” opens with an accompaniment figure that @eealls the “wall motif.”
This quarter note — eighth note — eighth rest Bgarstated in its original form ten times
before the harmonic content is altered. The rhythtreatment remains constant until
measure 17, where the second eighth note is augthém@a full quarter note (see Figure
8). In measure 19, Owens scores a quarter noteanénmata, and the two quarter note

figures return in the last three measures.

Figure 8. “Walls,” measures 17-19.
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The significance of this figure functions both noadly and interpretively. Owens’
interpretation of Hughes’ poem suggests the powevaidls, both in a protective and a
pejorative sense; they may shield one from thehhelements, but one may also find pain
and resentment in their shadow. Musically, Oweans lade the unwavering attribute of
the walls into a musical figure, i.e. the “wall nidgtNo matter how the vocal line is
composed above it, or how emotional the text besorttee wall remains unchanged —

until the poet speaks of “so much sorrow,” andrthesic is brought to a standstill.

2 Owens, September 20, 2007.
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Owens uses a generally declamatory approach todbal line with very little
embellishment. The melody for this song “comes aluthe rhythm of the words, the
syllables.” He chooses to highlight particular words, sucHpsn” and “rain” with
thirty-second note turns on beat two of their re§ge measures, as if the voice is trying
to break free of the constrictive nature of thelsvalust when the singer appears to
succumb to the overbearing nature of the walls, ®@wmaserts a “free” measure and
indicates that the melodic line be delivered witleaf rubato over a sustained A flat
eleventh chord. He allows the voice one momentreédom, and explores wandering
triplet figures before settling on an E flat quarnete with a fermata at “held” (see Figure
9). It appears that the singer does not know lomeally escape the confines of the walls
— or the pain he is harboring — and surroundsitta pitch both below (D flat) and above
(E flat) before finally relenting his pursuit ofeekdom, coming to rest on D natural, the

same pitch on which the song began, over the samedmy.

Figure 9. “Walls,” measure 18.
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3 Owens, September 20, 2007.
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“Chippy”
Rose of neon darkness,

Rose of the sharp-thorned stem
And the rouge-bright petals,
Rose of nothing but yesterdays
Too bitter to remember —

Little dollar rose

Of the bar stools

Facing a two-bit

December.

The environment of “Walls” is seen in a new formtlre second two beats of the
accompaniment that appears in Chippy’s environr(ssd Figures 10a and 10b). Perhaps
“Chippy” is the one suffering under the pain of tivalls? While neither Owens nor
Hughes ever explicitly says so, there is musicallence for the idea thatearlessis

really about “Chippy” and her world.

Figure 10a. “Walls,” measures.1-2. Figure 10b. “Chippy,” measures 1-2.
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As mentioned above, the initial musical environmieniinrestrained, almost with
a sense of recklessness, due in large part teethpa marking +Fuocoso ma moderato
(fiery but moderate) — scored by Owens. When theeventers in measure three, one
realizes that this is the world in which “Chippyvés, one of little stability and little

beauty. Hers is a world of “darkness,” and “yesagsdtoo bitter to remember.”
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At measure 20, the accompaniment finally careensobgontrol and the stable
alternating dotted quarter notes crash downwanbtted eighth note figures into silence
in measure 22. It is as if “Chippy” cannot bear themories any longer. Owens responds
with musical pity, resuming the original rhythmiccampaniment figure, but this time,
the half steps move upward from F to G flat on $@aand 3, and explore a minor third of
F to A flat on beats 5 and 6. According to Rogesalysis of “Chippy,” “this three
measure passage for ‘Little dollar rose of thedtaols’ depicts an altered innocence with
its descriptive music box sonority” (see Figure.T0Dwens, however, suggests that it
may be viewed as something of a lullaby, to be swith love.””® A liberal amount of
legato singing should be employed here, and theoapp should be “more intense,

slower.”®

Figure 11. “Chippy,” measures 23-25.

molte wiero rmosto, =66 m

lit - tle dollar rose of the bar stools,

- B rubato o
s

= y | —
._/ A e’ L4 i_/ i_/’
mf dalee

S

Measure 26 reveals Chippy’s fate: The “little doltease” is ultimately “facing a
two-bit December.” Life will not improve for her. ldic box accompaniment of any kind
is now absent, replaced by a cold F minor elevehtird. The tempo iento, the vocal

instruction amaro (harshly). Owens concludes the scene with a ‘Bitstatement of

" Rogers, p. 124.
> Owens, September 17, 2007.
® Owens, September 17, 2007.



46

“December” by the baritone, requiring an edgy, tame at the descent to the final B
flats, and the original chaotic music box reappeamgler the voice, indicating that

Chippy'’s fate is sealed.

“Dancers”
Stealing from the night
A few
Desperate hours
Of pleasure.
Stealing from death
A few
Desperate days of life.

When one sees the title “Dancers,” it might be etgxtto hear a swirling, joyous
introduction. Hughes’ view of the dancers, howevempne of sorrow and despondency.
Owens recognized this emotional theme, yet stilhaggd to incorporate a dance-like
element, one that he calls a “music box winding & This theme is found in the right
hand of the first measure of “Dancers” when Owarwes a descending sixteenth note
passage resulting in two beats of alternating eitte notes (see Figure 12.). They seem
to have no purpose or direction per se, but inséeadlinging to the small bit of life they
have remaining. Each stretch upward of a sixthnistlaer attempt to stay alive. Owens
reveals that this effort is futile through his doward progression of keys — he uses three

key signatures in the first three measures of theg.sThis accompaniment figure is

present in 7 of the song’s 12 measures.

" Owens, September 17, 2007,
8 Owens, September 20, 2007.
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Figure 12. “Dancers,” measures 1-2.
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The vocal line adopts and modifies this accompaninieeme throughout the
song. The first vocal entrance in measure thresmgts to reach the leap of a sixth
demonstrated in the accompaniment, but instead amiyes at a perfect fifth. A second
attempt arrives at the same result. Of particutze ns measure five, where the voice
doubles exactly the accompaniment figure’s descgnslixteenth note line on “desperate
hours of pleasure” (see Figure 13). The desperasidioth heard and felt as the voice

tumbles downward in apparent exhaustion.

Figure 13. “Dancers,” measure 5.
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Following a measure of rest, the voice enters aggim the second stanza of the

poem, this time audibly struggling against the lmmblings of death below. The second
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figure employed by Owens features the same bassaknthe music box figure, but the

right hand incorporates undulating sixteenth notdhkirds (see Figure 14).

Figure 14. “Dancers,” measures 8-10.
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When this figure is present, it appears that theimis dying and will not rise
again. The text parallels this impression: “Steglirom death a few desperate days of
life.” Again, the voice tries to achieve the initiaap upward of the sixth, but falls even
further short, only accomplishing a perfect fourdlh the repeated “of life.” The
accompaniment makes one last valiant effort bubedsre, tumbles downward to rest at
the final cadence.

“Grief”
Eyes
That are frozen
From not crying.
Heart

That knows
No way of dying.

“Grief” is unique in this cycle for two reasonsr$ii it is by far the shortest song

in the cycle, comprising only six brief measureec&d, Owens omits a piano
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introduction, dropping the singer and the listeinéo this world of anesthetized sadness,
not so unlike the shock that accompanies grieéat life.

Even without his traditional establishment of a roals environment, Owens
manages to portray the emotional scene of the poemvery effective way. The vocal
line incorporates only three pitches in the ergwag (F, C and E flat). The voice begins
on F (“Eyes”) then immediately drops to C, and remedhere on static, even eighth notes
for “that are frozen from not.” Only at “crying” @s the voice leap upward to the F, but
sinks to the E flat, incorporating a Barqoue-inflisgigh.” A similar approach is used for
the second stanza, but instead of the E flat onsdw®nd syllable of “dying,” Owens
returns to the C.

The accompaniment is vivid in its representation aofclock ticking in the
background. Very subtly, Owens alternates the F @nd ostinato eighth notes in the
right hand over steady quarter note chords. Thenbiay vacillates by measure between F

major and E flat, though the F and C “clock” figuesnains unchanged (see Figure 15).

Figure 15. “Grief,” measures. 1-3.
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“Prayer”

Gather up

In the arms of your pity
The sick, the depraved,
The desperate, the tired,
All the scum

Of our weary city.
Gather up

In the arms of your pity.
Gather up

In the arms of your love —
Those who expect

No love from above.

Of all the Langston Hughes cyclekgarlessis the most cyclic in nature, due in
large part to Owens’ treatment of the last sonthefcycle, “Prayer.” He restates exactly
the accompaniment figure that opened “Vagabondsifing those who suffer and those

who are pitied in one musical idea. He omits theoed measure of the original

accompaniment, and moves directly to measure traempeat of measure one (see

Figures 16a and 16b).

Figure 14a. “Wagabonds,” measures. 1-3.
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Figure 16b. “Prayer,” measures. 1-3.
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As illustrated above, even the vocal line closelgembles that of “Vagabonds,”
though Owens adjusts the rhythmic structure to meoodate the new text. In measure
five, he modifies the melodic line, inserting drdimappoggiaturas that lead toward the

high D flat “scum” in measure six (see Figure 17).

Figure 15. “Prayer,” measures 5-6.
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Owens modifies the measure of vocal rest found \fagabonds” in order to
immediately restate the poet’s plea for pity in swgas seven and eight. The restatement
is scored at a very slow temgdento, which highlights the sincerity of “Gather up imet
arms of your pity / Gather up in the arms of yawrd.” The new tempo, combined with
the significantly higher tessitura, summarizes pila¢hos of those vagabonds described

throughout the cycle. It is as close to a vocal asyOwens composes in this cycle. He
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underscores “Gather up in the arms of your lovethwhe same figure that previously

accompanied “No place to sleep,” a choice thatrsffest to the weary (see Figure 18).

Figure 16. “Prayer,” measure 10.
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The cycle concludes with a yet slower tempo inédaby themeno mossan
measure 11, and dramatic fermatas above each Isyltdlfno love from a -7, finally
coming to rest on an E flat, just as in “Vagabohtsclose the song. Owens modifies the
accompaniment in the last two measures slightlgravide a greater finality to the last

song ofTearlessbut overall, the result is haunting, familiar ahdught-provoking.

SILVER RAIN, OP. 11

The cycleSilver Raintells the story of two lovers from the wonder loéit initial

realization (“In time of silver rain”) to the quiétme at the end of life (“Sleep”).



53

“In time of silver rain”

In time of silver rain
The earth
Puts forth new life again,
Green grasses grow
And flowers lift their heads,
And over all the plain
The wonder spreads

Of life,

Of life!

Of life!

In time of silver rain
The butterflies
Lift silken wings
To catch a rainbow cry,
And trees put forth
New leaves to sing
In joy beneath the sky
As down the roadway
Passing boys and girls
Go singing, too,
In time of silver rain
In time of silver rain
When spring
And life
Are new.

This is the rain of new life, wiping clean the dérsetm the soil and revealing new
life on the earth below. Owens begins with crystallsixteenth note arpeggiated patterns
in the right and left hands that unquestionablyresent the rain falling lightly to the
ground (see Figure 19). The sixteenth notes, thongharying patterns, persist for the

duration of “In time of silver rain,” creating a aling, magical environment in which

Hughes’ story is told.
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Figure 19. “In time of silver rain,” measures 1-2.
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When the voice enters in measure three, it is watime of Owens’ most lyrical
and beautiful writing. The line is composed in theldle of the tenor voice, providing a
natural warmth and ease to accompany Hughes'liiss of text: “In time of silver rain
the earth puts forth new life again.” A new urgemyelt in measure six as the harmony
changes from alternating A flat and F minor selaatitords under “Green grasses grow.”
Here Owens is musically demonstrating the exampie®w life springing up as a result
of this magical rain.

To further intensify the text, Owens modifies thmpgeggiated accompaniment
patterns to repetitive minor seconds in the riggmichand minor sixths in the left hand
which soon compress to parallel the right handrégsee Figure 20). It is almost as if the
earth is about to bubble over with the anticipatdrvhat is to come next. Owens returns
to a similar figure — intervals of a second in tight hand paired with thirds in the left

hand — three more times during this song.
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Figure 20. “In time of silver rain,” measures 8-10.
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The vocal line is primarily conjunct, contributirtg the lyricism and ease of
delivery, and incorporates unhurried but interegyirsyncopated rhythms to deliver the
text. It is clear when Owens feels a new inteniitthe text, as he modifies the rhythmic
content of the vocal melody to signal this charigemeasure 24, Owens represents the
movement of the butterfly with eighth note tripleia beat four, repeating the same
pattern on beat four in measure 25 (see FigureRtr)a moment, the audience is swept

away on the wings of the butterfly.

Figure 21. “In time of silver rain,” measures 24-25
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Owens dramatically lowers the tessitura when thé speaks of “trees [putting]
forth new leaves to sing in joy beneath the skyid &e draws the listener closer with

hushed excitement and wonder. Throughout “In tifngilger rain,” Owens reinforces the
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beautiful legato line so important in his compasis by writing out each phrase marking.
He is very explicit about where the breaths shauglcur, and that a seamless vocal line is
preserved in between breaths. Adherence to thigestgesults in an ethereal, delicate
sound ideal for this musical environment. The siamy of “In time of silver rain” speaks
directly to the innocence and hope of a new lowg jaroves a charming entry into the

world of Owens’'Silver Raincycle.

“Fulfillment”

The earth-meaning
Like the sky-meaning
Was fulfilled.

We got up

And went to the river,
Touched silver water,
Laughed and bathed
In the sunshine.

Day

Became a bright ball of light
For us to play with,

Sunset

A yellow curtain,

Night,

A velvet screen.

The moon,

Like an old grandmother,
Blessed us with a kiss,
And sleep

Took us both in
Laughing.

The sparkling environment of “Silver Rain” succumtos an earthy, grounded

environment in “Fulfillment.” According to Owenshé poem — and subsequently, the
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music — is about “a boy and girl getting into tHerg of the world.”®

The opening three

measures establish the accompaniment figure fofirgtesection of the song: “The earth-
meaning/Like the sky-meaning/Was fulfilled.” Repretative of an ancient proclamation,
Owens creates a heavy, and purposeful, left hagukédithat evokes the era of the
mythical Titans. The low tessitura of the left hamttaves further enhances this primal

sensibility. The vocal line parallels this majestietting in arpeggiated B minor triads,

adding to the archaic sense of the music (see &2@2ly.

Figure 22. “Fulfillment,” measures 5-6.
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As if by some cosmic magic, the vocal line spins @melismatic passage over a
G7 chord on the word “fulfilled.” Owens suggestsattthe singer should “enjoy — don’t
rush — the sixteenth note® The melisma comes to a rest on F sharp, whichigesva
stable half cadence, as if the prophecy had inbeed fulfilled. The end of the section is
marked with fermatas over the piano and vocal Jilredicating a clean break prior to the

start of section two.

9 Owens, September 14, 2007.
8 Owens, September 14, 2007.
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Owens indicatesnaestosaat the onset of the new section, and instructs itha
should be interpreted in a very legato and joyfahmer®* As the boy and girl explore the
world, the eighth note accompaniment propels therwdrd under a fairly static vocal
line (see Figure 23). Owens creates a duet betwyeepiano and voice in measures 9 —
15, further reinforcing the closely entwined redaship between the boy and the girl.
This element is particularly significant, as Owearely creates a direct parallel between

the melodies of piano and voice.

Figure 23. “Fulfillment,” measures 9-:‘L‘9.
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The third section begins in measure 16 with a Kegnge to G major and an
evolution of the eighth note walking figure into dbling sixteenth notes. The vocal
rhythm speeds as well with shorter note valuesughoOwens cautions that the tempo
does not chand&.A hushed excitement is present, pulling both tiee@ and the voice
forward through measure seventeen. The singer dhtalde care not to interrupt the
forward motion by lengthening the notes wiéimutomarkings in measure 16; they should
be accented, not long& By doing this, Owens ensures the continuatiorhefleégato line

which is of great importance in all of his songA:Heightened attention to the legato line

8 Owens, September 14, 2007.
8 Owens, September 14, 2007.
8 Owens, September 14, 2007.
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is fundamental to the performance of many of [OWesengs. Sustained vocalism
requires a concentrated legato melody that is kaoran its sense of focus, motion, and
energy. Although a breath may be required in théstmof that melodic line, its sense of
energy is upheld to maintain the poignancy of ¢e.t**

Owens deliberately slows the motion with a langardando in measure 18,
though the accompaniment figure remains the sae® Kgyure 24). He indicateseno
mossoin measure 19 as the vocal line relaxes from edatighth notes to a more calm

series of quarter notes, and finally, a dotted haté.

Figure 24. “Fulfillment,” measures 17-19.
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The excitement has overwhelmed and exhausted tharmbgirl, and they sink to
rest under the “velvet screen.” Owens smoothly diteons back to the original
accompaniment figure and key of B minor as theeairsyistains “moon.” The vocal line
is markedrubato, and each sixteenth note of “like an old grandradtls giventenuto
markings, and finally, fermatas on the last twdates. Sleep swirls around the boy and
girl as the “prophecy” is restated under them.

As the singer releases the consummate F sharpisg,™khe accompaniment

returns to the primal figure in its original tempgwppelling the song to its end. Owens

8 Rogers, p. 68.



60

notes that an appoggiatura on the high D shouldurg before resolving to the final
syllable®

It is possible that one could interpret this sosgpamal, innocent lovemaking,
complete with seduction, climax, release and sulesstgdesire. Owens did not describe it
that way but this author suggests that if one ésving Silver Rainas a cycle dealing with
the evolution of a human relationship, “Fulfillmémould be the moment at which the

relationship is consummated in the most persorbpassionate of ways.

“Night song”
In the dark
Before the tall
Moon came,
Little short
Dusk
Was walking
Along.

In the dark
Before the tall
Moon came,
Little short
Dusk

Was singing
A song.

In the dark
Before the tall
Moon came,
A lady named
Day

Fainted away
In the

Dark.

“Night song” begins with a two measure introductiona B minor tonality that

previews the melodic line. This is one of the femds that Owens shares a melodic

8 Owens, September 14, 2007.
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figure from piano to voice (see Figure 25). Thecedihen adopts this melody and sings it
three times, each slightly modified to suit thetterderlay. When the voice enters in
measure three, the accompaniment retreats to destda measure rhythmiostinato
two half notes plus one whole note. The harmonimgmssion is a variation on the
descending G — F — E pattern; Owens calls this'luking theme.®® This “theme”
seems to be traveling nowhere until Owens finatiwdrs the bass line via stepwise

motion to C in measure 15.

Figure 25. “Night Song,” measures 1-4.
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It is as this point that the singer is sustainimg liast word of the poem — “dark” —
and seems reluctant to succumb to the movemenhefbiss line away from the
established pattern. Again Owens gives melodic nat® the piano, restating the last
six notes of the initial melodic statement from sw@as one and two, as a reminder that
night is not completely gone. Owens calls it “e@vthe things open, leaving... that it

doesn’t sound... music that doesn’t stop, but goesnshon and on..*

8 Owens, September 20, 2007.
87 Owens, September 20, 2007.
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“Silence”
| catch the pattern
Of your silence
Before you speak.

| do not need
To hear a word.

In your silence
Every tone | seek
Is heard.

“These are the wonderful things | think about —ist someone whaeally
understands yol?® Owens communicates the idea of “silence” in a detefy opposite
way, creating a musical environment that is doneiddty theforte of the poet’'s passion.
The accompaniment begins wisfiorzandoaccented grace notes that settle in F-sharp
major whole note chords. Owens does this threestiméowing the voice to enter on the
second half of beat one following an eighth reshwai fermata for dramatic suspense. The
voice enters at pianodynamic and is given the rhythmic flexibility ofrabato marking.
Once again, Owens has set a very short poem inyadvamatic way. Following the first
stanza, he indicatescaescendo poco a pocbuilding the voice to forte in four measures.
He contrasts the word “silence” with a forte dynarar the last two phrases of the song,

adding a final crescendo to “is heard” (see Figiée

8 Owens, September 20, 2007.
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Figure 26. “Silence,” measures 9-11.
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The bass line expands the scope of the powerki as it descends stepwise
from F sharp in measures one through four to aavedower in measure 11 as a first

inversion D major chord (see Figure 27).

Figure 27. “Silence,” measures 3-6.
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Owens places great importance on this figure: iikht's always very important,
the bass line, the fundament of all things. You tmhesar this. This is also a kind of

falling. And in the bass part you are continualharging the key — this is the fullness of

the harmony ®

8 Owens, September 20, 2007.
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“Carolina Cabin”
There's hanging moss
And holly
And tall straight pine
About this little cabin
In the wood.

Inside

A crackling fire,
Warm red wine,
And youth and life
And laughter
That is good.

Outside

The world is gloomy,
The winds of winter cold,
As down the road

A wandering poet

Must roam.

But here there's peace
And laughter

And love's old story told
Where two people
Make a home.

“Carolina Cabin” is a “taste of the Sout!It is composed in a distinct three-part
form delineated by harmonic and melodic elemeniBhe first section is from the
“outside”: the singer is in nature, apart from #uodivity of the cabin, and quietly observes
his environment. Owens incorporates a folk feelimgh the four “hm” figures in
measures three through six, giving the impressioa casual stroll through the woods
(see Figure 28). The accompaniment figure is redbtisimple, alternating eighth notes

between the right and left hands of the piano. $ame harmony is present in each

measure which creates a timeless and static queti the vocal line unfurls above it.

% Owens, September 20, 2007.
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Figure 28. “Carolina Cabin,” measures 4-6.
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Owens notes that the middle section in G majoillisdf with the tragedy of an
outsider with no home. He highlights the solitudethee wanderer by scoring the vocal
tessitura a third higher than in the first sectml incorporates a broaseno mossat the
discussion of the gloomy world. Of particular imf@orce, says Owens, is the half step
from G to F-sharp on the world “cold.” Threolto ritardandoin measure 21 should be
strictly observed before the return to E major. Tdeeompaniment figure remains
essentially unchanged, indicating that the wandeiénot stop at the cabin long.

Following his observation of the two lovers insidee poet returns to the “hm”
figure as he wanders onward. A sense of comfompresent in the third section of
“Carolina Cabin,” when the poet speaks of “But h#rere’s peace and laughter and

love’s old story.” It is as if simply seeing thadpgpiness does exist is enough to give him

the hope to walk on.
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“Songs”
| sat there singing her
Songs in the dark.
She said,
| do not understand
The words.
| said,

There are
No words.

Owens uses a mere nine measures for “Songs.” Hesfdiobelieve in [using] too
many notes” and sought for a “Greek clarity” in $giting of this poert- Simplicity is
certainly achieved as he returns to the fundamewofalWestern harmony and begins with
a simple A flat triad in the whole note accompamidigure. The translucent
accompaniment allows the text to prevail, and wtle: voice enters on beat two, the

melody is lyrical and devoid of chromaticism (seguife 29).

Figure 29. “Songs,” measures 1-3.
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L Owens, September 20, 2007.
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When the woman speaks, she tries to change th&dmyA flat to C major. Her
words are sung abtto voceand it is as if she does not even understanctlietisdo not
understand the words.” She abruptly reorients #ssitura of the vocal line to further

emphasize her point (see Figure 30).

Figure 30. “Songs,” measures 5-6.
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Owens captures beautifully the relationship betwi#entwo lovers, particularly
that the man knows the woman better than she krmsself. Instead of jolting them
backward into A flat, the man adopts the G from ledf cadence at “words,” and finds a
place of harmonic compromise in the middle, comimgest on a G major triad at the
final cadence.

“Sleep”

When the lips

And the body

Are done

She seeks your hand,
Touches it,

And sleep comes
Without wonder

And without dreams.
When the lips

And the body

Are done.
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“Sleep” is the final song irBilver Rain and provides a satisfying and elegant
ending to the story of these two lovers. They ast phe prime of life, as the drooping
eighth note pattern and descending bass line revggntle weariness (see Figure 31).

The vocal line moves in a similar downward direatibrough measure six.

Figure 31. “Sleep,” measures 2-4.

The comfort of sleeping next to a partner and laseatisplayed as Owens sustains
“hand” on a D flat and crescendos to the next meadihe intensity is maintained to the
high A flat on the second syllable of “without,” dssleep is now a respite rather than a
place of magic and awe. It is as if the dreamseal@usted at this point in life. A small
fermata is hidden among the eighth notes of therapaniment over the second half of
beat three to accompany the sustained F on “dréams.

Following the fermata, the voice and accompaninegrér with a final statement
of “when the lips and the body are done” that palsathe first statement. Owens changes
the first pitch from a D to a high G in order t@ifdate an easier aural shift downward,
and uses quarter notes instead of eighth notemndtthe.” The voice sustains “done” on a

tied whole note which becomes the seventh of tilatEnajor seventh chord at the final
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cadence. It sounds complete and contented, muteasvo lovers appear to be as their

story comes to an end.

DESIRE, Op. 13

Desire deals with the relationship between a man and wontiaough in a
dramatically different way than i8ilver Rain While Silver Raintells a love storyDesire
unfolds in moments of time, and most of them ass fhan pleasurable. In this cycle,
Hughes and Owens explore themes of sexual cont#tibwy emotional intimacy,
shattered dreams, unfulfilled promises and the mechwisdom of maturity.

“Desire”
Desire to us
Was like a double death,
Swift dying
Of our mingled breath,
Evaporation
Of an unknown strange perfume
Between us quickly

In a naked
Room.

According to Owens, “Desire” tells the story of tvpeople — they have met, and
are having unbelievable sexual contact; almost #uimg brutal.®> Just as he describes,

the song opens with a rather brutal accompanimegnte (see Figure 32). The piano

enters violently at a very brisk tempo=168) with pounding eighth note chords in A

minor.

%2 Owens, September 20, 2007.
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Figure 32. “Desire,” measures 1-3.
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The piano wanders roughly, settling briefly on am#or seventh chord, but soon
leaps away again before resting on an E minor $bwaord. The effect is quite startling,
particularly if one is unfamiliar with the song. imeasure three, the bass line descends
again to a low A in the left hand. Owens layer€eaminor seventh chord over the pedal
A and creates a feeling of uneasiness that isisestavhile the voice enters on beat four
of measure four. The voice sings firmly in E minareating further tension with the bass
line. Only in measure eight does the bass line laardhonic underlay change to a first
inversion D minor chord. The vocal line is primgrdonjunct and could be appreciated as
guite sensuous, except for the troubled accompartibeneath it.

Owens gives the impression that there is no comemtnbetween the two
participants in this act. At times the song appearsccur in vivid flashbacks, with the
eighth note figures returning to the time of thecamter and the sustained
accompaniment taking place in the present whilepargcipant reflects on the event.

Measure 17 introduces a new accompaniment figunegavith a much less
conjunct vocal line. There is breathlessness irsyimeopation of the accompaniment, and
the dramatic leap of a major sixth at “desperatigives urgency to the text (see Figure

33). Owens undermines the E flat seventh chordad®rting pitches of F and C on weak
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beats. This figure only lasts for six measuresf &s represent the brief primal fervor of

the moment, only to return to the “brutal” figurgaén in measure 24.

Figure 33. “Desire,” measures 20-23.
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Following three empty beats of rest, the voice tesnabove the figure introduced
in measure one, reliving the sexual encounter.réstagly, Owens does not dwell for
more than an eighth note on the word “us,” as efe¢hreally is no “us” between the two
people. More significant to the poet is the enceuriself — as evidenced by the “strange
perfume” — which took place “quickly in a naked nod Like the act it describes,

“Desire” ends as quickly as it began.
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“Dream”
Last night | dreamt
this most strange dream,
And everywhere | saw
What did not seem could ever be:
You were not there with mel!
Awake,
| turned
And touched you
Asleep,
Face to the wall.
| said,
How dreams
Can lie!

But you were not there at all!

“Dream” is less of a dream than it is a nightmaf@wens accelerates a rocking
lullaby-like figure in D minor into an uneasy exption of the things that happen in the
mind while one sleeps. The persistent and unsgttdn minor remains present and

unchanged through measure 12 (see Figure 34).

Figure 34. “Dream,” measures 9-13.
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Of particular interest is the dissonance intentiigraeated by Owens in measures
five and six, when the voice is singing “most sgamream” on repeated E flats against
the D minor harmony. This use of a minor secongvbeh the two musical forces further
illustrates the unsettling nature of the dreantlierdreamer.

In measure 13, the accompaniment moves to D fla &ansition into the next
accompaniment figure of oscillating eighth notegha left hand and a melodic duet in
the right hand (see Figure 35). The duet betweemigiit hand of the piano and the voice
highlights the pathos and surprise of “You were tidre with me!” Owens uses a
hollow-sounding perfect fourth interval for the faneasure D flat duet. The indication of

sotto voceadds an ethereal and disbelieving quality to theabline.

Figure 35. “Dream,” measures 15-18.
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The rocking figure returns in measure 21, but time with a tonal center of C.
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The figure is modified slightly with the additionf ® flat, creating a minor second
dissonance on the third eighth note of the meaJime vocal line returns after three and a
half measures of rest with a more agitated linduthog sixteenth note pickups as well as

the introduction of D flat against the bass line A3. the section progresses, the poet
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becomes more and more distressed with shortenesgsdhmarked by frequent breaths,
dotted rhythms and wavering sixteenth note melisruaslly coming to rest on a D flat
fermata in measure 32 over a B flat ninth chord.

Measure 33 interrupts the fermata with an accegtedter note in the previous A
minor tonality. The voice adopts A minor again imeavily accented line: “I said how
dreams can lie!” sung cappella The effect is one of disbelief and bewilderméwwens
again introducesotto vocan measure 36, and suggests the singer “usettalsetind in
last two measures” as the song concludes “But yerewot there at all¥®* Each word is
set with a fermata, as if the poet cannot easilpmehend the reality of his situation.
Owens concludes “Dream” on a C half diminished s@vehord, far away from the A

minor tonality in which he began.

“Juliet”
There are wonder
And pain
And terror,
And sick silly songs
Of sorrow,
And the marrow
Of the bone
Of life
Smeared across
Her mouth.

The road

From Verona

To Mantova

Is dusty

With the drought.

In “Juliet,” Hughes and Owens present their intetgtion of Shakespeare’s star-

crossed lovers. Theirs, however, is told from auaiperspective, that of Friar Laurence

% Owens, September 20, 2007.
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who is hurriedly riding on horseback to get to Rorbefore he finds Juliet “dead”The
poem presupposes familiarity with the story, astee main characters are never directly
mentioned, though the listener is expected to ktiewv‘her” that is referenced, as well as
the importance of Verona and Mantova in the origstary.

The music of “Juliet” divides the poetry into tergections — the first is Friar
Laurence singing about generalities of life, theosel is about Romeo and Juliet’s
situation in particular, and the last an observatd his current surroundings. Owens
captures these three distinct sections througligkeof introduction and interlude.

The first introduction is jolly and buoyant in aidit E major and reveals the
nature of Friar Laurence’s character (see Figuje Bte vocal line that enters in measure
nine is lyrical and sweeping, as one might singpitoself as he travels. Owens employs
chromaticism to illustrate Laurence’s emotional rection to the words he is speaking:
“pain” is presented in the interval of a minor thirterror” with a minor second, and
“sorrow” with a minor seventh.

Figure 36. “Juliet,” measures 1-5.
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Owens introduces the “Verona” theme in the acconmpant underneath the vocal
entrance in measure nine (see Figure®37)his theme incorporates an E pedal over

which alternating eighth note triads propel thegsenand Laurence’s horse — forward

° Owens, September 20, 2007.
% Owens, September 20, 2007.
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toward his destination. The pedal tone featuresnprently in “Juliet,” as Owens uses a

sustained E as pedal until measure 20, when hesmow.

Figure 37. “Juliet,” measures 13-16.
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The transition to the second section modulates tma&or in measure 29; the
unusual progression seems jolting and illustrakes Rriar's concern for Romeo and
Juliet’s situation. Again Owens employs the minecand interval at words of particular
significance, such as the E — F — E scored for &et” Though in C major, Owens
emphasizes the pitch of E in the vocal line ancapeahe. He begins the section with a C
natural pedal, a shift of a minor third from theyous A, then moves to up a third to E in
measure 33. In measure 35 he moves again to andal, pgever which he layers an E
major triad. This creates an easy path of retur toajor for the third section beginning
in measure 42.

The third section closely parallels the first, agaireceded by the original
introduction. Again the pedal functions importantlyough the long-breathed pedal tones
are more active in this section and incorporatéeddht pitches. Following the interlude,
Owens begins on an E pedal, as he did in sectienand in measure 54 moves to A. The

A pitch is sustained for four measures until measaif when it moves to F. The pedal
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shift is misaligned with the vocal phrase by oneasuee, the voice having started a new
phrase in measure 56.

The duration of the pedals become shorter; thet&ralapedal lasts for only two
measures, followed by two measures of D pedalh&ssbice sings “drought” on D sharp,
Owens returns to the E pedal tone to conclude ting.sThe D sharp is sustained for
seven measures against the E pedal, and acts ssuveth of the final cadence above an
E major triad.

HMan”
| was a boy then.
| did not understand —
| thought that friendship lay
In the grip of hand to hand.
| thought that love must be
Her body close to mine.
| thought that drunkenness
Was real —
In wine.
But | was a boy then,
| didn’t understand
The things a young lad
Learns so soon

When he's
A man.

Owens calls “Man” a “plaintive sort of confessiofi. The poet reveals what he
has learned from his past relationships, and EgluBionment with the things that truly
define intimacy. Owens’ setting is simple and tparent, and he instructs that the

rhythms must be exact for accurate communicatiotheftext.’ The song is brief — just

30 measures in length — but incorporates threendistections in its brevity. Each section

% Owens, September 12, 2007.
°” Owens, September 12, 2007.
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reveals things that the “man” has learned, andeftected in the thrice-repeated “a man”
motive at the conclusion of the song.

The song begins with two measures of introductioa iilting, wistful 6/8 meter
in A major. The piano is very exact, like breathiigihe vocal line is conjunct and
unhurried as the poet reflects on his youth: “I \@dsoy then, | did not understand” (see
Figure 38).

Figure 38. “Man,” measures 1-5.
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Owens maintains the A major accompaniment figunel measure 7, when a
dramatic leap of a minor seventh occurs on “friémgl$ as if the idea is now bittersweet
to the poet upon reflection. The dissonance betweersinger’'s E natural and the bass F
sharp illustrate the bitterness of this memory.e Tinst section concludes with another
progression to a B7 chord, the voice also setthn@ B in measure 10.

Section two reveals a new type of vocal line, dra ts more static and pensive:
“I thought that love must be her body close to rhisrrounds the pitches of G and A
while the accompaniment figure begins in A majod decomes more chromatically
active with each beat. By measure 12, the accomprii has shifted to an A sharp

seventh chord and moves to a B9 chord in measur€®Oins plays with the minor

% Owens, September 20, 2007.
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second interval in the vocal line, highlighting thestration and pain realized in this
maturation from adolescence to adulthood (see Eigfy.

Figure 39. “Man,” measures 14-17.
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The third and final section is prefaced with oneamwe of vocal rest. When the
voice enters again in measure 19, it is in C sharpr, the relative minor to the original
key of A major. The innocence of youth is lost:was a boy then.” Owens saves the
highest pitch of the cycle — G sharp — for the wtihdngs” of “the things a young lad
learns so soon.” This is fitting, as “Man” is thamination of the experiences gathered in
Desireg and provides a momentary summary of this maréiomships.

Owens maintains the C sharp tonality for the reuhairof the song, and repeats “a
man” three times at the end, alternating betweenldlvered seventh scale degree B
natural and the new tonic, C sharp. Owens’ choi@major second interval is revealing,
as his usual descriptive interval of a minor secnad bears the weight of maturity and
sinks the additional half step.

Owens notes that the repeat signs around measuage28ptional and may be

omitted at the discretion of the singer.
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HEART ON THE WALL, Op. 14

Heart on the Wallis comprised of five songs for soprano and piditeart”,
“‘Remembrance”, “Havana Dreams”, “Girl”, and “Forade mimes.” The cycle was
written for American coloratura soprano Mattiwil@®@bbs, at her request, but she never
performed it.Heart on the Wallwas premiered by soprano Rhea Jackson in Hamburg,
1961, with the composer at the piano, and was sulestly orchestrated for Felicia
Weathers. According to Dr. Darryl Taylor of the Maisity of California-lrvine and a
frequent collaborator with Robert Owens, this cyisl¢he most commonly performed of
all Owens’ works for voice.

“‘Heart”

Pierrot

Took his heart
And hung it

On a wayside wall.
He said,

"Look, Passers-by,
Here is my heart!"

But no one was curious.
No one cared at all
That there hung
Pierrot's heart

On the public wall.

So Pierrot
Took his heart
And hid it
Far away.

Now people wonder
Where his heart is
Today.

“Heart” is the first in the cycle, and retells tilséory of Pierrot, the beloved

harlequin from thecommedia dell’arteradition. Hughes describes the pathetic scene of
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Pierrot displaying his heart on the town wall, otdyhave it ignored by the townsfolk.
Shamed, he hid his heart away from the world fareve
While the Hughes’ poem tells a sad story, Owensimdsmthe singer that this is
the story of a doll, not a human, and should nadl® as if the situation were reality. He

suggested that the accompaniment figure is “ongidefy joy and (the vocal line) should

be sung with love, as lightly as possibie.”
The ascending, syncopated right hand of the pia®ms to bubble over with

Pierrot’s excitement at sharing his love with tbemsfolk (Figure 40). When the voice

enters in the third measure, it is with similar gnyd effervescence.

Figure 40. “Heart,” measures 1-2.
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The second section which details the public’s ignoe of Pierrot's most personal

gift is more “monotonous and menacing in ton®&.0Owens has modulated from a bright

C major in the opening to a pathetic A minor, highting Pierrot’s disappointment and

heartbreak (see Figure 41).

% Owens, September 13, 2007.
1% Owens, September 13, 2007.
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Figure 41. “Heart,” measures 18-20.
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According to the composer, “modulations are verpantant in the telling of the
story” and must be carefully observed by the sirged the pianist”* At the point of
modulation, the vocal color must be darkened, ipowting “a little more realism,
expressionism*®?

A return to the original accompaniment figure aey keminds us that though the
story is sad, it is about a doll, much like a cHilthiry tale. The high A in measure 32
should be sung as an “echo”, as if one is heatiegdistant beat of Pierrot's hedH.
Owens urges caution in learning the correct intsrirathe final two phrases of the song
as he rarely uses a “pure” third in the vocal lipegferring the color of seconds and
fourths!® The conclusion of the song features Hughes' merdilow people wonder
where his heart is today” — enhanced with the hghessitura of the song, floating over

the buoyant accompaniment as it evaporates intodPgimaginary world.

191 Owens, September 13, 2007.
192 Owens, September 13, 2007.
193 Owens, September 13, 2007.
194 Owens, September 13, 2007.
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“‘Remembrance”
To wander through this living world
And leave uncut the roses
Is to remember fragrance where
The flower no scent encloses.
“Remembrance” contrasts the imaginary world of ®iewith the weighty realism

of humanity. From the bright C major Owens abrugthnsitions to a dark C minor,

heavy and plodding as befits the serious natutheopoetry (see Figure 42).

Figure 42. “Remembrance,” measures. 1-2.
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As is typical of Owens’ compositions, the initiaccampaniment figure is
maintained through the first half of the song, pdowg a weighty, solemn environment
for the vocal line.

Owens suggests that the singer put “a little bitvefght on each notd® He is
very concerned with clear enunciation of the textn in a rather high soprano tessitura.
He repeats the opening text twice in the firstisacbefore stating the whole poem in the

second section.

195 Owens, September 13, 2007.
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The first section of “Remembrance” is an excellerample of Owens’ gift for
unconscious text painting. (Owens claims that hesdaot concentrate on highlighting
particular words as he composes the vocal linejriaiéad writes a melody that he finds
beautiful over the accompaniment environment.) Hewethe use of triplet figures on
“‘wander” and the descending sixteenth note sca@erdi on “through this” suggest a
feeling of drifting through the world, not noticirtbe beauty that surrounds us. He saves
the highest, longest pitches (G and A) for the woodes” in each of the two sections, as
if their beauty is the pinnacle of the life expece.

The original vocal melody, slightly modified, begithe second section, this time

accompanied by a rolling triplet accompanimentifegg(see Figure 43).

Figure 437. “Remembrance,” measures 11-12.
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The urgency of this section is enhanced by Owenggsstion ofpoco piu mossat the
third statement of “To wander through this livingond,” building toward the climax
“roses” on a high A natural — a major seventh alibeebass B-flat.

Owens develops a new melody for the final thoughhe poem: “Is to remember
fragrance where the flower no scent encloses.itdtis a precarious area of the soprano

voice — thesecondo passaggie and features narrow half-steps and a dramationé at
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“encloses” (see Figure 44). This compositionalichagesults in a sense of urgency and

intensity, and highlights the poignancy of beautgsad and opportunity lost.

Figure 44. “Remembrance,” measures 15-18.
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Even the final resolution of a downward perfecthfifo D results in dissonance
over a C minor seventh chord which then resolves tB-flat major seventh chord.
Though rather unexpected, the final chord provitability to the song, almost implying

that Hughes’ advice has been heard and heeded.

“Havana Dreams”
The dream is a cocktail at Sloppy Joe’s —
(Maybe — nobody knows.)

The dream is the road to Batabano —
(But nobody knows if that is so0.)

Perhaps the dream is only her face —
Perhaps it's a fan of silver lace —

Or maybe the dream’s a Vedado rose —
(Quien sabe? Who really knows?)
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A “rough and raucous sort of thing” is how Owensa#es the third song of this
cycle, “Havana Dreams?® The somber nature of “Remembrance” is immedigtetgd
into the flamenco-inspired world of Havana, Cubathwits seedy bars and sultry
flirtation. Owens establishes this environmenthat dnset of the song with driving triplet

eighth note figures and a heavily-accented vooal (see Figure 45).

Figure 45. “Havana Dreams,” measures. 1-2.
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He suggests that the vocal performance be “quite &ad realistic — the flamenco
is not so beautiful,” conveying an underlying desgien in the search for this “Havana
dream.*®’ The accented duple figure in the vocal line furttmphasizes the harsh reality
of these worldly dreams.

The “ahs” are a vocal representation of the swgrilamenco and finally succumb
to the seductive triplet figures, obscuring thelitgaof poverty and despair. The
accompaniment and voice align in lush chords ah esiatement of “Maybe — nobody
knows.” “Knows” is extended with a fermata on athi@, the seventh of the A7 chord
below it, resisting the inevitable return to thanflenco rhythm. The second “ah” begins
like the first, but then hangs unaccompanied adlémenco underpinning falters below

it.

1% Owens, September 13, 2007.
197 Owens, September 13, 2007.
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Owens then introduces a “very seductive and sehsnaironment for the second
half of the sond®® This statement of “But nobody knows if that is $®’surrounded by
blocked triad and seventh chords built on a desogniass line, leading into a lilting

waltz, devoid of the frenzy present in the inifilamenco figures (see Figure 46).

Figure 46. “Havana Dreams,” measures 36-39.
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Here, the images are those of beautiful thingsveman’s face, a silver lace fan,
a Vedado rose — and graceful eighth note tripletd to half note chords create an
otherworldly feeling. Each of the phrases ends withnguorous fermata, clinging to the
beautiful images, suspended over minor seventmantid chords.

Hughes then asks the question — “who knows?” -he language of Havana,
Spanish: “Quien sabe?” which Owens scores on amdig-flats, a sudden leap of a minor
seventh from the previous pitch. The attemptedrnetini reality is subverted, however, by
the return of “ah” on the highest pitches of theleysung in a “joyous” way, with blatant
disregard for the dismal reality of the first haffthe song. The final “Who really knows”
is deliberate — each syllable is scored with a &am- and “knows” hangs triumphant

over the return of the flamenco figure.

1% Owens, September 13, 2007.
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“Girl”
She lived in sinful happiness
And died in pain.
She danced in sunshine
And laughed in rain.

She went one summer morning
When the flowers spread the plain,
But she told everybody

She was coming back again.

Folks made a coffin

And hid her deep in earth.
Seems like she said:

My body

Brings new birth.

For sure there grew flowers
And tall young trees.

And sturdy weeds and grasses
To sway in the breeze.

And sure she lived

In growing things

With no pain

To laugh in sunshine

And dance in rain.

In order to communicate the light, airy feelingtbé poem, Owens chose a waltz
figure for the accompaniment in this song. Thraughthe “prologue” of the story, he
still incorporates seventh chords, but they takeadinesh feeling in the waltz format.
Though the poem tells of the girl’'s unfortunatettiethe listener seems to know that this
story will not end sadly. A preview of the girl'sight spirit is evident at the “ah” figure
in measures 34-38.

When the story of the girl's death is revealed, @svieaves the waltz figure for a

persistent, rolling eighth note pattern, propellilng story forward (see Figure 47). A

lyrical vocal line tells of the girl's tragic dengisand burial. Her voice seems to rise from
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the tomb in measure 66, floating above the accompanrt, hovering around D and E as
she speaks confidently of her rebirth. The waltzntb returns in recollection of her
laughter at measure 74 with the “ah” figure. Anotbgample of Owens’ unintentional
text painting occurs in measures 95-97 as the dsugrand descending eighth notes

illuminate “sway in the breeze.”

Figure 47. “Girl,” measures 40-43.
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While this is the longest song of the cycle by f&irl” is the most accessible of
the songs for the audience. Its spirit of hoperahdtth, combined with the lilting waltz

figure, makes this song both a joy to sing andetarh
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“For Dead Mimes”

O white-faced mimes,
May rose leaves
Cover you

Like crimson

Snow.

And may Pierette,
The faithful,

Rest forever

With Pierrot.

For the conclusion ofleart on the WallHughes returns to the story of Pierrot;
rather, the end of his story. Here are Owens’ anghes’ dramatic skills at their finest.
Hughes’ text is an elegy for the dead Pierrot arsd dompanion Pierrette, drawn in
striking detail: covered by “crimson snow.” Hugheishes that they rest forever together,
undisturbed by the world that shunned them.

Owens’ music is comparably dramatic, opening wittaacented blocked D minor
chord, a sharp contrast to the bright A tonaliyt hreceded it. The tempo markiGgave
enhances the drama, and Owens suggests that tioenpeence be “Turandot-esque” in

color and weight®®

Owens offsets each phrase with a rest on the beatn opening
space for the dirge-like blocked chords (see FigtBg The drama builds with the
increasing dynamic level, beginning at mezzo-fottee second section at forte, and

concluding with the final statement at fortissingoRierrot's name is proclaimed.

199 Owens, September 13, 2007.
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Figure 48. “For dead mimes,” measures 7-9.
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A deceptively simply-constructed song, the weidghgach chord combined with the high

tessitura creates a theatrical and striking comtut® Heart on the Wall

BORDER L INE, Op. 24

Border Lineis Owens’ longest cycle, 16 songs for baritone piachio. Of all the
Hughes song cycles, this one incorporates best ©vggih of brevity and his ability to
immediately capture the essence of Hughes’ wordmieconomy of musical measures.
This approach, then, also requires that the sibgeble to summon and communicate the
emotional shifts just as quickly, for Owens prowddarecious little time in the way of
song introductions or interludes. According to PhiRogers’ pedagogical study of the
cycle, “The succinct introductions for each sorggrefore, set the tone immediately and
thus require the singer to quickly shift from ortelgsophical perspective to another. The
songs in this cycle are compositionally conciseealj and sometimes conspicuot”

“Border Line is a very example good of [Owens’ need to comptetederstand

the poetry prior to composition] because thesetséxt until 1 understood what he was

10Rogers, p. 131.
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saying... the suicide, whether you drown, you hatferént choices in how you exit but
they all bring peace, you know?* The sense of peace appears periodically within the
cycle, but the pervasive feeling is one of desjanab leave this cruel life. For each of
Hughes’ proposed “exits,” Owens manages to findnague aural environment that
encapsulates the essence of the poetry and itslyingeesmotion.

“Border Line”

| used to wonder

About living and dying —

| think the difference lies

Between tears and crying.

| used to wonder

About here and there —
| think the difference is nowhere.

This poem was one of Langston Hughes’ favoritesnfieields of WonderHe
suggested that this poem “seems to carry withaifissmelody which | can hear although
| cannot sing a note. Since this poem is like aysits sound conditioned its sayintg?
Hughes included a reading of “Border Line” at thatibnal Poetry Festival in October
24, 1962. “A poem, | think,” he told the audien¢ghould be the distilled essence of an
emotion — the shorter the bettet*® This assessment applies well to all of the poems i
this collection.

Owens accommodates Hughes’ desire for “distilledelrse” with his typical
economy of notes and measures. A two measure indtioth establishes a tumultuous

emotional situation, as the poet contemplates ifierehce between life and death (see

1 Owens, September 20, 2007.
12 Rogers, p. 132.
3 Rogers, p. 132.
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Figure 49). The arpeggiated D minor ninth chordlesthes a sense of unease, multiplied
by the sounding of a blocked chord on beat two eAsure one. The voice enters at

mezzo piano in measure three, the final piece®ftribubled environment.

Figure 49. “Border Line,” measures 1-3.
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Throughout “Border Line,” the voice hovers above #tcompaniment, frequently
singing the fifth or eleventh scale degree of theggiated chord below it. The effect is
one of being detached from the environment andtesea lack of stability that is
disconcerting both the singer and listener. Owganadongs this effect unchanged until
measure 19, just four measures from the song’s whdn he gives the voice the minor

third of the D minor seventh chord (see Figure 50).
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Figure 50. “Border Line,” measures 19-22.
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This adjustment, combined with the starkness ahgle sustained chord after 18
measures of frenetic arpeggiation beautifully higts the poet's answer to his own
guestion: “I think the difference is nowhere.” Owgagoes one step further and completely
divorces the poet from his environment by elimingtthe piano altogether under the
word “nowhere.” Reinforcing the idea that theren@sreal difference between the living
and the dead, Owens returns the voice to the dewdrthe A minor ninth chord, much

like it began. It is as if the poet has achievexddual to remove himself from the world as

he finds his answer.

“Night: Four Songs”
Night of the two moons
And the seventeen stars,
Night of the day before yesterday
And the day after tomorrow,
Night of the four songs unsung:
Sorrow! Sorrow!
Sorrow! Sorrow!

“Night: Four Songs” has a declamatory and assedharacter. It is as if the poet

has chosen to announce his intentions to leavevtird, and calls upon the night to
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accompany him on his journey. Owens accomplishes tdsk with a stark, heavily

accented one measure introduction paired with aalBgspare vocal line (see Figure 51).

Figure 51. “Night: Four Songs,” measures 1-2.
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As the song progresses, the poet invokes not tselynight in which he lives, but
nights of the past and future, and a mysterioughiof four songs unsung,” giving an air
of the supernatural to his invocation. In complethe®@wens complicates the
accompaniment with the use of a chromatic quartée triplet figure against the vocal
eighth note triplet in measure five, followed byethmsertion of a 2/4 measure, before
returning to the original common time meter andoagganiment figure derived from the

original figure in measures one and two (see Fi§a)e

Figure 52. “Night: Four Songs,” measures 5-7.
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The four statements of “sorrow” are accompaniedabyecho, as if the night is
responding to the poet’s call. The final statememnheasures nine and ten are drawn out
over five beats, incorporating a fermata over tngt Syllable, an A against a C minor
seventh chord. Only on the last note of the sonthdwoice and accompaniment align in

an F major triad, implying that the poet will na &lone in his journey.

“Dustbow!”

The land

Wants me to come back

To a handful of dust in autumn,
To a raindrop

In the palm of my hand

In spring.

The land

Wants me to come back

To a broken song in October,
To a snowbird on the wing.
The land

Wants me
To come back.

“Dustbowl” is the most lyrical of th&order Linecycle. Owens calls it a “real
song with a beginning and an erfd*The beginning of “Dustbowl!” is some of Owens'’
most hauntingly beautiful writing, featuring an extdled introduction with a sweeping
right hand melody played in octaves over an extératpeggio in the left hand. This right

hand rhythmic figure-J. ) JJ J - serves as the “land” motive in “Dustbowl,” and wik

seen again later in the song. The effect is onattdrsweet melancholy (see Figure 54).

114 Owens, September 20, 2007.
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Rogers suggests that the countermelodies in theatef right hands should “depict the
strong swirling effect of the wind on the dust loé plain.™**

Figure 54. “Dustbowl,” measures 1-3.
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The voice enters subtly in measure five, joining tight hand melody in a duet.
Owens loosely maintains the duet through measwugbte#n as the text unfolds. The
images of autumn and spring appear to be rememberatly, given the stepwise,
flowing vocal line.

October, however, seems to stir different feelirfgs:a broken song in October”
appears as the flowing accompaniment comes to amptbalt in measure nineteen.
Owens trills an A minor seventh chord under a wisiglocal line that resolves to an E

half diminished seventh chord over a scramblingortatic eighth note scale (see Figure

55).

15 Rogers, p.138.
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Figure 55. “Dustbowl,” measures 18-20.
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A variant of the original accompaniment appearsnieasure 21. The upward-
sweeping left hand has been modified from quartgesito eighth notes, paired with
sustained seventh chords in the right hand. Thalvo® rises to its highest point — an E

—in measure 21 as the text tells of “a snowbirdhenwing” (see Figure 56).

Figure 56. “Dustbowl,” measures 21-22.
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A molto ritardandodecelerates the tempo dramatically in measureng4lee left
hand accompaniment tumbles downward to a varianthef original accompaniment

figure in measure 25. The “land” theme returns he tight hand, coaxing the poet

homeward.
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“Burden”

It is not weariness
That bows me down,
But sudden nearness
To song without sound.

“Burden” is a study in contrast. The song juxtagodescending and ascending
lines, spare and full textures, and chromatic v&diatonic phrases. According to Rogers,
“Owens refers to this poem as possessing worldphilbsophical implications. His
interpretation of these implications is manifeshia use of chromaticism and contrasting
rhythms in the melodic vocal line and his forwamtaeverse motion in the ostinato
accompaniment™® The prospect of the poet coming face to face véti vulnerability,
real beauty, is almost to terrifying for him to coerehend. This becomes evident in the
second half of “Burden.”

The song opens with a spare, chromatic accompaihinmethe first two measures
it is evident that there is hesitancy in this cotep and a calculating, careful approach to
life. The right and left hands play independentfyone another, demonstrating distrust
and self-protectiveness (see Figure 57). The Vowls equally as cautious, wavering by
half-step on either side of the consonant pitclthsas the appoggiatura A natural in
measure 4 that finally resolves to G on the fowittteenth note of beat one. Owens

further disconnects the vocal line from the accamwpant through the incorporation of

triple versus duple rhythms.

1 Rogers, p. 140.
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Figure 57. “Burden,” measures 3-4.
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The hesitancy of the first section of “Burden” &@ieved somewhat at measure 10,
“But sudden nearness.” The vocal line adopts aeraBog sixteenth note line that seems
eager to move forward. In complement, the right Efdhands of the accompaniment
finally play together in lush E flat seventh chor@@wens heightens the excitement with a

crescendo poco a podgeee Figure 58).

Figure 58. “Burden,” measures 11-12.
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The hope is still tinged with hesitancy, as Oweasims to the vocal line’s
original tendency of approaching the consonanthpitom a half step below. While the
accompaniment sustains the E flat seventh chor&m3wcores “sound” on an A natural

eighth note downbeat that resolves to a B flat.ddes this three times as the song
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concludes, once per measure, finally augmentingfitted statement to a half note A
natural on a double forte. The effect is a hopeluk, as the final consonance gives
evidence that the poet may indeed have the cododge vulnerable at last.

“Onell

Lonely

As the wind

On the Lincoln

Prairies.

Lonely

As a bottle of likker

On a table

All by itself.

In “One,” Owens creates a simple, unadorned enment that evokes a quiet
breeze blowing through the curtains of an open aindThe effect is solitary, but not
sad. Though written in 3/4, the effect is like &ilg 6/4, rocking in response to the
breeze. The voice enters in measure four folloviimg complete statements of the lilting

accompaniment figure, but the rhythmic accents mawme opposition to the

accompaniment, falling on one and three (see Fig8)e

Figure 59. “One,” measures 6-10.
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The vocal line is very limited, with the tessitugamaining primarily in the interval
of a fourth (E to B), with brief forays down to Dhéh C. Rogers suggests that the
“dynamic markings and rests are vital to the intetation of the text*’ The aural space
Owens incorporates into the vocal line suggestssaodnection from the continual
movement of the accompaniment, enhancing the pémtaliness. Owens successfully
combines all compositional elements at his disptsatreate an aural painting of this
solitary room where the poet lingers alone.

“Beale Street”

The dream is vague
And all confused
With dice and women
And jazz and booze.
The dream is vague,
Without a name,

Yet warm and wavering
And sharp as flame.
The loss

Of the dream

Leaves nothing
The same.

In the composition of “Beale Street,” Owens “felFgench Quarter inspiration as
he thought of a real street in Louisiana. The sertwarsh, tough, rougH*® The opening
accompaniment figure is a hiccupping waltz-like ampaniment, giving the impression

of a piano bar late at night (see Figure 60).

"7 Rogers, p. 143.
18 Owens, September 20, 2007.
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Figure 60. “Beale Street,” measures 3-5.
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Each note is heavily accented, as if the pianist ginger must concentrate very
hard to remain clear-headed through drunken drassinThis approach suits the text
well, as the poet reveals “The dream is vague drubiafused.”

Rogers suggests that “Beale Street’ must be vgpaalérpreted with what Owens
calls a nasty, dirty, steel-like quality of toneé®*Owens assists the singer with this effect
by scoring short, rather low pitched phrases thabmmodate a brassy, bright tone. The
result is a further demonstration of the environttbat Owens must have envisioned for
his Beale Street — dark, seedy and edgy.

In measure 17, however, Owens suggests a diffédeat one of remembrance
and clarity, if just for a moment, as the drunkesselears and reveals something
comforting: “yet warm and wavering.” The piano-l@companiment is suspended into
two dotted half note chords for two measures urdegatissimovocal line filled with
rubato. The moment passes as quickly as it came, remimoirihe drunken waltz with a

striking use of a repeated augmented fourth tavitvels “sharp as flame” (see Figure 61).

19 Rogers, p. 145.
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Figure 61. “Beale Street,” measures 19-20.
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Owens lowers the vocal line dramatically in measRefor “the loss of the
dream.” Clearly, the poet feels regret for thisasnethat slipped from his grasp, and
Owens shows a moment of remorse in the fermata twerD minor ninth chord.
Choosing to ignore his sorrow, the waltz accompaninreturns with the a tempo in
measure 24 to the end of the song. As a final moroémeflection, Owens scores a
fermata over the last beat of the final measurthefsong before launching forward into
“Gifts.”

“Gifts”
To some people
Love is given.
To others —
Only heaven.

“Gifts” begins in F sharp minor, the second of the®mngs in a row scored with a
three-sharp key signature. This connection imptiest Owens sees “Beale Street,”
“Gifts” and “Circles” as a mini-cycle unto themses: The text and character do seem to
present a natural evolution of this single charaatehe contemplates the state of his life

from a drunken night in a bar to the realizatiorhisf solitude, and the futility of his life’s

direction.
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Approached in this way, the five measures of “Gifists as a revelation for the
poet, as he recognizes that there is no love for dn this earth, and though he has the
promise of heaven, he certainly has not seen thislifetime. Owens fittingly scores a
very spare accompaniment of a single sustained {per measure in measures one
through three. Each chord moves downward by stepnarthe common tone of C sharp

in the left hand (see Figure 62).

Figure 62. “Gifts,” measures 1-5.
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In measure four, Owens releases the C sharp amacespit with a descending
eighth note A major scale surrounded by an impBeainor triad. The bright scale is in
stark contrast to the minor tonality of the estid environment, yet it does not provide
hope, but rather a callous reminder of the healani$ not yet achieved. When “heaven”
is finally sung in measure five, the voice begimsam A, the third of the F sharp minor
triad, but in contrast with the E major chord behat In an attempt to realize “heaven,”

the voice moves down a half step to G sharp, themtaird above E, only to find that the
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chord below has moved as well — to F sharp minandg heaven has eluded him once
again.
“Circles”
The circles spin round
And the circles spin round
And meet their own tail.
Seasons come, seasons go,
The years build their bars
Till we're in jail.
Like a squirrel in a cage —
For the jail is round —
We sometimes find
Ourselves upside down.

“Circles” is the third song in the three-sharp ssrilt summarizes the thoughts in
“Beale Street” and “Gifts” about the futility offé when there is no purpose for living. As
a result, life becomes a series of events with mogness forward. In order to
communicate this idea, “Owens created a frenziesseseof wonderment..in his
arpeggiated introduction [that] possesses the sminoharacter of a rapidly rotating

wheel epitomizing expended energy, but metaphdyicging nowhere as a result” (see

Figure 63)%°

120 Rogers, p. 149.
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Figure 63. “Circles,” measures 1-3.
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Owens’ vocal line tries to resist the whirlwindtbe accompaniment as it enters in
measure two. The singer is successful for the thivetstanzas of the poem, maintaining a
steady eighth note pulse over the swirling sixteembte figures. The second stanza
begins in measure nine with the vocal line lowebgda perfect fifth. The dramatically
lowered pitch gives the impression of frustratiowl @isappointment from the singer, and
accurately represents Hughes’ sentiments: “Seasom®, seasons go, the years build
their bars till we're in jail.” The defeat is palpa.

It is in measure 16 that the singer succumbs tedl@rel’s wheel when the vocal
line adopts first two sixteenth notes, and thenrsimeasure 17, and finally a full measure
of oscillating sixteenth notes in measure 18 asstabsorbed into the wheel (see Figure
64). Owens composes a clever aural reversal fofinaestatement of “Circles” when the

voice sings an upward leap of an augmented fifthupside down.”
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Figure 64. “Circles,” measures 16-18.
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“Grave Yard”

Here is that sleeping place,
Long, long resting place,
No stretching place,
That never-get-up-no-more
Place
Is here.

“Grave Yard” is composed around two themes: the ¢lscending eighth notes
on beats two and four of each measure, represetitengrave yard itself, and the high,
clustered C sharp and D sharp representing thé &ee Figure 65). Here, according to
Owens, “the border has been passed — the perstEais*** Though the tempo marking
is Grave Owens tends to perform the song at a faster teprmpweiding almost a constant

striking of sound in the accompaniment in differeegisters of the piano, almost as if

church bells were ringing for the dead.

121 Owens, September 20, 2007.
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Figure 65. “Grave Yard,” measures 1-3.
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The vocal line incorporates increasing degrees @fimful moaning, beginning
with the passing tone B natural in measure threeer@@ indicates a very legato line by
inserting phrase marks, but highlights words thedusd receive additional weight with
accent marks. The accents should in no way intethgpsustained line, however.

The “grave’ and “spirit” themes disappear in meassik as the text speaks of the
things that the dead will not be able to do eveairag'no stretching place, that never-get-
up-no-more place.” The accompaniment incorporatey arhythmic and almost punitive

quality to provide contrast to the flowing belldilaccompaniment of the first section (see

Figure 66).

Figure 66. “Grave Yard,” measures 7-9.
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The “grave” and “spirit” themes reappear in measune, following the moaning
quality of “place is” in the vocal line of measwght. A descending G sharp to C sharp
at the word “here” infuses the vocal line with mofut sorrow. Owens maintains this idea
in measure 10 a step lower. The final two measoiréGrave Yard” involve an ascending
line as the voice sings “here,” a mirror reflectiminthe descending interval that was sung
at the first statement of that word in measure .nifkee impression is one of the “spirit”
rising to heaven as the “grave” theme tolls onedhsne on a low C sharp below.

“Convent”

Tell me,

Is there peace

Behind your high stone walls —
Peace

Where no worldly duty calls —
Or does some strange
Insistence beckon

With a challenge

That appalls?

“In “Convent,” there is this which one has to explthe meaning to people. In the
convent, the innocence and the temptation, thatesonght in the beginning. Menacing
and evil — the people don't go far enough. Theyehevrealize what that is, and when
they realize it, they can do something with thedices.** Owens’ summary of
“Convent” is readily apparent in his compositiomeltheme of “innocence” (the rolled C
sharp seventh chords) is juxtaposed dramaticallth wihe “temptation” theme (the
descending sixteenth note B to quarter note C 3¥harghe left hand. The contrast

between registers pervades the accompaniment thrtheg entirety of “Convent” (see

Figure 67).

122 Owens, September 16, 2007.
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Figure 67. “Convent,” measures 1-4.
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“Convent” is the only song of the Langston Hughgsles that is composed in a
traditional ABA form, marked clearly by dal segnoafter measure 15. Owens’ obvious
demarcation of each section indicates a dramatcacer change required of the singer
at the onset of the B section in measure 10. OMahshat the poetic intent would be
more accurately communicated if he repeated tleffire lines of Hughes’ poem.

The first section, measures one through nine, raggisitive and searching. The
poet is seeking peace behind the protection ohaaertt’s walls, though he is disbelieving
that it will relieve him of worldly trials. Owensiscending motive of G-sharp — A — B at
each statement of “peace” reveals a hopeful guesgothat seeks the much-desired
respite. Whereas the song began with the “innocetlmane on beats one and two, in
measure four, “innocence” and “temptation” tradacpel, demonstrating the poets desire
to leave temptation behind for the peace of thetsany.

Section two begins in measure ten with a stark &pshinth chord. The repeated
E at the vocal entrance reveal the poet’s despeesd to know, almost pleading for an
answer to his question. Owens further intensifiis plea with narrowly wandering

sixteenth notes at “insistence” in measure 11 fsgare 68).
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Figure 68. “Convent,” measure 11.
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Following the B section, the question “Is there qeedehind your high stone

walls?” seems to be more wretched than before,cemedhopes that the poet finds the

answer he so desperately seeks.
“Poppy Flower”
A wild poppy-flower
Withered and died.

The day people laughed —
But the night people cried.

A wild poppy-flower
Withered and died.

Owens interprets the “poppy flower” as represemtatdf its derivative drug,
opium? The low, rumbling sixteenth note arpeggiated aquamment and pianissimo
dynamic create a secretive, hushed environmenthywat such an illegal and addictive
habit. In his pedagogical study Bbrder Line Rogers suggests that “the accompaniment

represents perhaps the hyperactivity of one urideimnfluence of a stimulant” (see Figure

69) 124

123 Owens, September 20, 2007.
124 Rogers, p. 155.
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Figure 69. “Poppy Flower,” measures 1-2.
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Owens’ qift for contrast is appropriate and apparienmeasure six when he
employs a dramatic caesura after “the day peoplghied.” To further illustrate the
contrast between the dark underbelly of the niglat the harsh light of day, Owens raises
the pitch an octave from the opening of “Poppy FoWrevealing the garish laugher of
the day people. Aitardando prolongs the discomfort of the moment (see Figi0g
After a brief but complete silence, the music bsgagain with “but the night people
cried” in the original octave of the song. Owenslfar slows the pace withraeno mosso

andmolto ritardandobefore placing a fermata over the low G sharpcot.”

Figure 70. “Poppy Flower,” measure 6.

The final statement of “A wild poppy flower witheteand died” is a deflated

version of the original statement. The frenziechtfighotes of measure two are replaced
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by woeful half and quarter notes, ending on a mgltwhole step descent to D sharp in the

last measure on “died.”

“Gypsy Melodies”
Songs that break
And scatter

Out of the moon:
Rockets of joy
Dimmed too soon.

“Gypsy Melodies” is a weighty, rhythmic song. Owelnsgins with a heavily
accented introduction of alternating sixteenth ndterds which is juxtaposed against a
very legato, Spanish-influenced vocal line (seeufgg71). According to Rogers, “The
ostinato accompaniment of measures one throughstablishes the character of ‘Gypsy
Melodies’ with its A minor to F major [harmonic] ggression.** The effect is haunting

and magical, creating an otherworldly feeling umeéath the vocal line.

Figure 71. “Gypsy melodies,” measures 3-6.
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Owens’ alternation of 3/8 and 6/8 meters obscuresitural lilt of each of these

meters, and he further challenges the rhythmicaeaés of the accompanist by regularly

1% Rogers, p. 157.
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placing accents on beats four and five of the nreasihe result is a somewhat jolting
sensation, perhaps representing the gypsy's wadwel& bouncing along the road as
they sing.

The thirty second note decorative figures appe#iteaend of each short phrase on
the words “break,” “scatter,” “joy” and “soon.” I from these figures that the Iberian
influence is felt. Careful attention to the texttie second half of the song — “Rockets of
joy dimmed too soon” — will provide an ample oppmity to juxtapose the sparkling
nature of the gypsy song with the regret that it saon disappear.

“Montmartre”
Pigalle:
A neon rose
In a champagne bottle.
At dawn
The petals
Fall.

According to Owens, “Montmartre” is “pure Pari$® It is a beautiful, simple
respite after the heavy accents of “Gypsy Melotli€@wens selects F minor for
“Montmartre,” and again chooses a 6/8 meter, tine temploying the natural rocking
tendency of the meter as if it were a gently siggitarousel melody (see Figure 72). The

entrance of the voice at the end of measure thppeaais as a trancelike melody on the

third of the F major chord at a dreammgzzo piano

126 Owens, September 20, 2007.
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Figure 72. “Montmartre,” measures 1-4.
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It is fitting that Owens employs the essence ofemory in the composition of
“Montmarte,” as “Pigalle” has particular significa in Langston Hughes’ history:
“[Hughes] was employed by... the tiny nightclub ardécPalace Pigalle in Montm artre.
The marquee above the entrance of the club wa®ma sign designed as a rose inside a
champagne bottle... Hughes metaphorically equatesutinng off of the sign at dawn
with the falling of the rose petal$?” As dawn arises over Paris, the nightclub carousel
music winds down and the neon lights fade. Owepsucas this beautifully as the voice
slips upward to B natural and the accompanimentadiis the F major tonality for a
brighter C major seventh chord.

“Fragments”
Whispers

Of springtime.
Death in the night.
A song

With too many
Tunes.

The subtle beauty of “Montmartre” disintegrate®ittie unsettled environment of

“Fragments.” The song is divided into three brie€toons of seven measures each with a

127 Rogers, p. 158.
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three measure introduction. Rogers suggests thagfifents” should be sung with an air
of mystery; it is breathing and restles8®” The restlessness is evident in the explicit use
of chromaticism in both the vocal and accompanintiees. Owens selected the key of B
flat minor, but begins decisively with an F mina@venth chord, imparting a sense of
instability as he inserts G natural and alterndtesveen D natural and D flat in the

accompaniment (see Figure 73).

Figure 73.
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The inclusions of a B double flat and C flat in @@ eight imparts an ominous
guality to the second “fragment” of an idea presdnby Hughes. Owens obscures any
feeling of stability that might have been presenthe repetitive nature of measures one
through seven.

The second statement of “Whispers, whispers” beigimeasure eleven, scored a
minor third above the original statement. The istgnincreases buy another degree, and
the dynamic is increased to mezzo piano. The tund final statement in measure 18 is
again raised, this time by a step, and leads tthiha idea in this poem: “a song with too

many tunes.” Finally, the poet has been able td&esliae inconclusive ideas that have

128 Owens, September 20, 2007.
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been swirling in his head and comes to a weighipcrete idea in measures 27-28. The
relief of this statement is evidenced in the sigaifitly higher tessitura of a sustained E
flat on “songs” paired with a fermata over measkBe and the descending eighth note
scale from D flat to low C in the last two measurBse weariness and desperation of the
poet is evident in Owens’ instruction of a caesimathe voice before beginning the
descending scale, combined with the instrucappassionato sempre fortes the song
concludes.
“‘Desert”

Anybody

Better than

Nobody.

In the barren dusk

Even the snake

That spirals

Terror on the sand.

Better than nobody

In this lonely

Land.

The accompaniment to “Desert” features a spiraingompaniment that vividly
paints the images the poet sees in the sand. Ovadlssthe accompaniment “dervish-
like” and encourages the singer to “build the stdeading to this sond?® Owens’
combination of octave plus leaps in the bass Ime the repetitive blocked thirds in the

right hand of the accompaniment create a swirling bleak environment for the vocal

entrance in measure three (see Figure 74).

129 Owens, September 20, 2007.
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Figure 74. “Desert,” measures 3-4.
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The vocal line returns frequently to A, the pitainwhich it began, demonstrating

LAl

disconnection from the established G minor belowciviserves to enhance the idea of
solitude in his environment. Owens beautifully ceys the undulation of the snake in

measure ten, surrounding the ever-present A natithlthe more dissonant A flat (see

Figure 75).

Figure 75. “Desert,” measure 10.
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At the end of “Desert,” the poet sinks into a desfrmm which he cannot be
rescued. Owens begins the descent on the pervAshatural, and sinks by step lower
and lower, until finally the voice comes to rest@sustained low G, the lowest note of

the cycle. He inserts one last stinging A flat be second syllable of “lonely” in measure
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12 to create a D half diminished seventh chord rieeletting the voice fall to its end in
measure 13.
“The End”
There are
No clocks on the wall,
And no time,
No shadows that move
From dawn to dusk
Across the floor.
There is neither light
Nor dark
Outside the door.
There is no door!

Owens sees the final song of this cycle as “theafrelerything.** He responds
intuitively to Hughes’ picture of a timeless, em@yvironment that leads to nowhere as
each measure unfolds with rolled chords, expandimg contracting in the void. The
steady, unchanging quarter notes of the accompanisuggest an endlessly ticking clock
(see Figure 76%*! Rogers suggests that “The End” begins with a slamieasure that “is

used to signal the continuation of the previousgsafter its fermata and, also, the

conclusion of the matter of border line issu&g.”

Figure 76. “The End,” measures 1-2.
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130 Owens, September 20, 2007.
131 Rogers, p. 163
132 Rogers, p. 163.
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The vocal line struggles against the confines ofe@st ticking clock quarter
notes, trying multiple note values and rhythmicfaumrations to escape, including triplet
figures, double dotted eighth note — thirty secamadle combinations and strings of
sixteenth notes. None of these attempts releasesitigeer from the ticking clock of
eternity, and through this effect, Owens allows lieener to know what is on the other

side of the border line.

MORTAL STORM, Op. 29
According to OwensMortal Stormtells the stories of “the storms we as mortals
face.™® From the authentic rain and thunder in “A Hous&@&os” to the emotional storm
in “Genius Child,”"Mortal Stormencompasses the turbulence of simply being human.
“A House in Taos”

Rain

Thunder of the Rain God:
And we three
Smitten by beauty.

Thunder of the Rain God:
And we three
Weary, weary.

Thunder of the Rain God:
And you, she, and |
Waiting for nothingness.

Do you understand the stillness
Of this house
In Taos
Under the thunder of the Rain God?

133 Owens, September 19, 2007.
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Sun

That there should be a barren garden
About this house in Taos

Is not so strange.

But that there should be three barren hearts
In this one house in Taos —

Who carries ugly things to show the sun?

Moon

Did you ask for the beaten brass of the moon?
We can buy lovely things with money,

You, she, and I,

Yet you seek,

As though you could keep,

This unbought loveliness of moon.

Wind

Touch our bodies, wind.

Our bodies are separate, individual things.
Touch our bodies wind,

But blow quickly

Through the red, white, yellow skins
Of our bodies

To the terrible snarl.

Not mine,

Not yours,

Not hers,

But all one snarl of souls.

Blow quickly wind,

Before we run back

Into the windlessness —

With our bodies —

Into the windlessness

Of our house in Taos.

“A House in Taos” is the longest of all of Owensughes songs. According to
Rogers, “Owens interprets “A House in Taos” in dika fashion, as a dramatic vocal-
pianotour de forceopener for theMortal Stormsong cycle.*** As Rogers suggests, the

scope and breadth of the song requires the dramerise of an aria to communicate the

134 Rogers, p. 78.
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very passionate, real story of these three peoplee defining elements in this song are
the multiple examples of text illustration in acqmaniment: rain, sun, moon and wind.

The stormy accompaniment serves to highlight dfferfacets of storm as those elements
represent the emotions experienced by each ofrithacters.

The first section of “A House in Taos” takes placean environment of thunder
and rain. Owens begins the song with octave tgpietthe left hand and a series of
descending, blocked chords in the right hand ofat®ompaniment figure, representing
the crash of thunder (see Figure 77). The dranmbtilcav alternating octave A, C and E
firmly establish a tonal center of A, though Owemdicates a key signature of one sharp

and represent the driving rain.

Figure 77. “A House in Taos,” measures 1-4.
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The vocal entrance in measure four is heavily aeckas the poet calls out to the
Rain God, but softens dramatically as he speakbenfig “smitten by beauty.” In
response, the piano leaves behind the driving aaith thunder, and is replaced by a
momentary respite of quarter note C major and whole A minor seventh chords (see

Figure 78).
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Figure 78. “A House in Taos,” measures 9-11.
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The storm begins again in measure 12 as the pbetoca to the Rain God again,
“and we three are weary.” Owens employs a half-stepcent from D to C sharp in
measure 16 at the first statement of weary, undearsgthe exhaustion that accompanies
painful relationships. The thunder disappears maandyy and the triplet rain figure
ascends by octaves, suggesting a more gentle lfalDfeens resumes the storm again for
until the conclusion of this section begins in megas26. The thunder slows as the storm
appears to pass by the house in Taos and thetdripax to individual quarter note
raindrops by measure 31.

A transition section begins in measure 35 as tlet psks one last question of the
Rain God; “Do you understand the stillness of thigise in Taos?” This question is
accompanied by a static dotted half note C majardcHollowed by a quarter note B
diminished triad for five measures. The storm makas last attempt to rumble at “under
the thunder,” but succumbs to the stiliness.

Section two begins at measure 44 in a sparse @f8amccompaniment sustains a
single chord per measure, portraying the “barrerdey@ described in the vocal line.

Owens abruptly removes the F sharp from the kayasige in measure 49, though a clear
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new tonality is not established. The sadness oft fBat there should be three barren
hearts in this one house in Taos” is accompanied dgscending half step bass line and
tenutomarkings over “three barren hearts,” emphasiziegunhappiness that is present in
this home. Owens notes that in measure 45 dlsidis what it [the pitches] should be;
lower notes are optional for baritones who donitehthese notes:*

Measure 53 incorporates a dramaiiardando over “ugly things to show the sun”
as the accompaniment leaps upward by octaves ¢h fidae sun.” It is juxtaposed with
the “moon” and an immedia@nimatoin measure 54. Steady eighth notes appear in the
accompaniment under the “moon” verse, stating a deard every half measure. The
statement “We can buy lovely things with money, ,yslie and 1,” is revelatory through
the marcato articulation and abrupt single eighth note accammant: Owens

demonstrates that money will not buy happinesshiese three people (see Figure 79).

Figure 79. “A House in Taos,” measures 58-61.
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Owens indicates another section ending with a aobht following measure 61.
The next section is a transition, but unlike thstfias the thunder and rain figures have

returned. The text “Yet you seek, as though youdc&eep, this unbought loveliness of

135 Interview with Owens, September 20, 2007.
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the moon,” hangs over the thunderous whole noteshefaccompaniment, building

toward the return of the full storm in measure 66.

With the restatement of the original “storm” in thecompaniment, Owens scores
the “wind” verse with a much more sweeping sensenelodic line. The “wind” figure
appears in measure 72, as the both hands of the padopt a triplet figures — major thirds

in the right hand and open fifths and sixths inléfe(see Figure 80).

Figure 80. “A House in Taos,” measures 71-73.
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The triplets of the wind prevail through the rentsn of this section. The poet
speaks of the “terrible snarl...of souls” that Owelhsstrates through his use of
rhythm. While the accompaniment maintains a triptgire, the vocal line breaks free
into a duple-influenced rhythm infused with dottetteenth notes tied to dotted
eighth and half notes. The effect is one of stringgto express oneself through the

constrictive grip of deep emotion (see Figure 81).
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Figure 81. “A House in Taos,” measures 78-80.

Owens concludes “A House in Taos” with an extencedi underscoring the last six
lines of Hughes’ text: “Blow quickly wind, / Beforge run back / Into the windlessness —
/ With our bodies — / Into the windlessness / Of lbouse in Taos.” The rain returns, as
does the thunder, but the thunder is less aggeetisan before, having only a dotted half
note beginning on beat two of each measure. Thglesstatement of the chord and its
weaker metrical position rob the thunder of som#soéarlier power.

In this section the poet is asking for help toenedi the tension and discomfort of
the relationship he shares with the two other peaplthe house. As a result, the vocal
line is more legato and more pleading in naturel @corporates a much more static
approach to the pitch and text than before. Theevhovers between C sharp and D sharp
when the poet begs the wind to “Blow quickly,” befodescending to G sharp for
“windlessness.”

Owens slows the tempo considerably for the conatusf the song, moving from
the appassionato e allegro marcato measure 66 to a complete stop after measure 90.
(Since publication, Owens has added a caesura anth of measure 90 before restarting

the rain theme in measure 91.) The origiadegro returns for just a measure and
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immediately retards in measure 92, followed by @osd caesura. Again it appears that
the poet is struggling to deliver his plea to thedv
The following two measures incorporate a generousuat of rubato, with an
anticipatory fermata on “the,” beat four of meas@8e The vocal D above the open fifth
of the accompaniment provides an expressive mowfetgnsion that Owens allows the
singer to fill with emotion and turmoil before pemding into measure 94,
“windlessness.” The last statement of “our houselaos” returns to theostenuto e
maestospand the accompaniment attempts one more appeadinthe storm with an
accelerandan measure 96 as the voice sustains “Taos.” Tteengt fails, and the storm
finally fades away to a final D-sharp minor chorepa G-sharp pedal, revealing that no
resolution for the poet will be found.
“Little Song”

Lonely people

In the lonely night

Grab a lonely dream

And hold it tight.

Lonely people

In the lonely day

Work to salt

Their dream away.

Lonely people.

“Little Song” is a “work song, and it tells the &gedy of people who work their

t%

whole life and get nothing out of it:” Owens establishes the mournful nature of the song

with the first notes of the accompaniment (see le@@2). The eighth note pickup note is

13 Owens, September 12, 2007.
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reminiscent of a bluesy bass line over which herdsy descending sixteenth and eighth

note right hand melody line.

Figure 82. “Little song,” measures 1-2.
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Owens strives to portray the cares of the worldighimg on your shoulders,” and
syncopation figures prominently in the accompanimemd vocal line**’ Syncopated
rhythms should be accented in every instance, quéattly the A that appears on the
second half of beats one and three. The downbeaid3G in the piano should feel heavy,
almost like a hammer striking an anvil at the bagig of each measure. It is relentless
and gives the song a powerful monotony over whiehvibice laments.

This song comes as close to the true blues styl®vasns has composed, as
evidenced by the D minor tonality and syncopateokaps on beat 4 of each measure. The
descending figure in the right hand emphasizesutiléy of the lament. The repetition of
the “lonely people” theme provides a monotonouslijueeminiscent of a work song.

Though written in common time, it is better sunghwa slight swing and “dirge-like

137 Owens, September 12, 2007.
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moan,” particularly all [o] vowel§®® Each statement of “lonely” should be sung with a
varying degree of pain and bitterness. The finahsure should trail away in a weary
rallentanda
Owens notes that measure nine is an extra measdresleould be omitted in

performance.

“Jaime”

He sits on a hill

And beats a drum

For the great earth spirits

That never come.

He sits on a hill

Looking out to the sea

Toward a mirage-land
That will never be.

The storm in “Jaime” is the not a storm at all, the unending anticipation of the
storm. Rogers suggests that “Jaime” is an Indiatitg a drum, which is evidenced
by the “lively accented and percussive rhythm patten the F minor accompaniment
ostinato found in measures 1 through 4 (see Fig8)e"° This four measure ostinato
is imitated in the rest of the remainder of thegsoand “reflects the energy and
dedication expended toward the expectant resulthisf.. ritual.>*° Unfortunately

for Jaime, he does not recognize the futility &f &fforts.

138 Owens, September 12, 2007.
139 Rogers, p. 100.
140 Rogers, p. 100.
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Figure 83. “Jaime,” measures 1-2.
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The voice enters in measure 3, securely in F mi@arens incorporates a kind of
“tribal” yell in the ascending sixth from G in mems five to E natural in measure six on
“‘drum.” A hint of disappointment is revealed ireteecond tribal yell in measure nine (B
flat) to measure ten (D natural). The figure ocans last time in measures 13-14.

The last sung note of “Jaime” is G, the ninth othex ostinato F minor tonality
below. Owens communicates through this intervat tha desired response will never
come, yet Jaime is so conditioned to perform higatithat he does not realize the great
distance from his goal.

“Faithful One”
Though | go drunken
To her door,

I’m ever so sure
She’ll let me in.
Though | wander and stray
And wound her sore,
She’ll open the latch
When | come again.
No matter what

| do or say,

She waits for me
At the end of day.
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When considering “Faithful one,” it is easily pddsi to misinterpret Owens’
intent for the composition. The initial musical ication —melancolico e moderate
seems to imply sadness, longing, or remorse irchiaeacter. However, Owens intends
the character of the song to be one of power aftistagging” quality, full of intense
drama'*! In order to accomplish this, the suggestion of l4meholy” should be replaced
with a sense of swaggering confidence, with muclgktein each chord, particularly
those with accents. Similarly, the voice shouldkstreach accented note with flagrant

self-assurance (see Figure 84).

Figure 84. “Faithful One,” measures 3-5.
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The heavily syncopated nature of the accompanirassists with the sense of swagger,
particularly if the accents on the second halfedttwo are observed.

The key change at measure 19 should be sungeaddtter, but with a menacing,
nasty tone, as it details the sins the poet hasritted against the “faithful one.” Owens
suggests that the singer experiment with a degremsality to achieve the right vocal

color!*? Each repeated pitch must become more intense tinetilabrupt cut-off after

141 Owens, September 11, 2007.
142 Owens, September 11, 2007.
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“latch.” Owens notes that the final D (“latch”) measure 23 is scored too long and
should be shortened to an eighth nidfe.

The climax occurs at measure 27 in a swaggeringgraed return to the original
key. The left hand of the piano adopts the eiglati® mhythm of the right hand for the first
time in “Faithful One,” indicating that any hope thie poet changing his behavior is lost
(see Figure 85). The half steps approached frombtitom may even be treated as
evidence of a drunken quality to the bold proclaomadf “No matter what | do or say.” A
very legato, almost sliding, tone is appropriatelicated by the slur markings. The D in

measure 29 should be treated as a “long appogaigttir

Figure 85. “Faithful One,” measure 26-27.

W e
= X ,—:..,“?’

o : — . —— i
e 7 e
o i o . ui i 7 =
1 =
No mat—-ter what I
E - - - gal was ich auch
L1 = 7" -
] P
- = T — 1
7 A -
—————e f - 7ﬁ
b o + : - — - :F: -5 +
2 - & | A Bt k
i — ¢ 1 u_lw_l—

In measure 30, beat four should be sung with ad&apnsliding downward in a
slow descent to the G on “waits.” rallentandoshould begin on the second half of beat
two in the same measure, slinking toward in@to ritardandoscored in measure 31. A
pronounced [d] at “end” should precede a completal before “of,” and the same

procedure should be followed before the final “d&@wens encourages singers to make

143 Owens, September 11, 2007.
144 Owens, September 11, 2007.
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use of the drama present in the silence betweenvtrds: “Make use of the pause —
music keeps going in the silencé>
“Genius Child”
This is a song for the genius child.
Sing it softly, for the child is wild.
Sing it softly as ever you can —
Lest the song get out of hand.
Nobody loves a genius child.
Can you love an eagle,
Tame or wild?
Can you love an eagle,
wild or tame?
Can you love a monster
Of frightening name?
Nobody loves a genius child.

Kill him — and let his soul run wild!

“Genius Child” is the pinnacle of the torment fieyt all of the characters Mortal
Storm Hughes’ pity for the brilliant yet ostracized tgeses” of the world is reflected in
his attempt to demonstrate society’s suppressidhedf radical thoughts, and the ultimate
decision to “liberate” their spirits in the crudlesf ways. Owens captures this idea
beautifully in his musical setting, and, accordingRogers, “Genius Child” possesses the
intensity afforded a finale™®
From the moment the introduction begins, a frenzahost panicked, musical

environment is present. Thévacetriplet figures almost become too fast for thengato

play as the poet scrambles to find a solutiontite tgenius child” (see Figure 86).

145 Owens, September 11, 2007.
148 Rogers, p. 105.
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Figure 86. “Genius Child,” measures 1-3.
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The voice enters in measure six with a hushedt: glowly building up the E flat
minor scale. It reaches a D flat at “Sing it sqftlgnly to face an attempt to pull the pitch
downward to A flat. The genius child finally sucdsein reaching the octave E flat in
measure ten, as he sings “wild.”

The next phrase returns to B flat and mezzo pianother attempt to suppress the
unique voice of the genius. A struggle again enstlds time as the pitch is pulled
downward to F, via half steps of F to F-flat andld-before cadencing on the F in
measure 15 against and E flat minor harmony. Owahbsgity to build tension in subtle
ways reflects the quiet murmurs of unrest in aetgdhat shuns persons of unusual talent
or skill. “[Owens] indicated that due to a publislinting error, a fermata was omitted
over the final chord and the word ‘*hand’ of measlfse This fermata is to be generously
observed as it crescendos for tension relief antecaplation of the previous text™

The lament “Nobody loves a genius child” is repddtgice, first over dorte A-
flat minor ninth chord with the vocal line begingion G, the seventh of the chord and
cadencing on an F, a non-chord tone (see Figure W second statement occurs at
mezzo pianavith an F over an E flat minor seventh chord. Tiisase finally cadences

solidly in E flat for all forces.

147 Rogers, p. 106.



136

Figure 87. “Genius Child,” measures 16-19.
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Section two begins with a radical key change tm&or as the poet muses “Can
you love an eagle, tame or wild?” It is a surpgsimansition to a very lyrical and
philosophical message in the midst of fear andaegdt Owens scores the second phrase
of this stanza in A major, again a surprising shiftkey, but still with a more hopeful
sensibility than the opening section. The vocag lis scored in the middle range of the
voice until measure 30, when the voice drops a msgwenth to D for “monster of
frightening [name]” (see Figure 88). The effecttios dramatic register shift beautifully
illustrates the dark fear of this genius monstériciv is promptly left behind for the major

sixth leap to A natural at the cadence in meastire 3

Figure 88. “Genius Child,” measures 28-31.
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The restatement of “Nobody loves a genius childtws in the A major key
structure of the previous section, and here theeva@ippears to participate willingly,
beginning the phrase on C sharp. Unfortunatelyttier singer, the accompaniment has
modified to include an F natural pedal tone, agantsch the voice still sounds excluded.
The second statement of the text returns to Enilabr, but yet again, the voice always
seems to be singing outside of the establisheddehatructure. In retaliation, the voice
will no longer be suppressed in pitch and resiggd pulled into the B flat minor
cadence, and proudly sustains an A flat, the shvagainst the stated accompaniment
chord.

The original triplet accompaniment figure burststti again in measure 40. The
voice has now aligned with the accompaniment itaErhinor, and proclaims “Kill him”
at a forte dynamic level. As what appears to beotiig option for this culture of fear, the
voice adopts the groupthink of E flat and conclutd&snius Child” with a soaring E flat
minor scale on “wild”. Owens concludes the cycléhwhree pointed, violent E flat minor

chords, a final musical representation of the vibend for the genius child.
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CHAPTER FOUR
Conclusions And Aspirations

The songs of Robert Owens are a reflection of hawviews the beauty of
language, particularly that of poetry. He uses mtsimore clearly convey what he hears
and feels in the poet’'s words, and does so to gsaatess if one is emotionally,
intellectually and spiritually available to the dra found in the song texts. Just as Owens
carefully and lovingly considers each text beforgting a single note, so should singers
who aspire to perform his songs: “One has to haverain depth about them. Singers —
one is not usually thinking about the words, bet thusic, and in English, they don’t read
these poems. | find that such a pity — what’s betlihe words, that's what | am trying to
get at.**®

It is this aspiration to communicate the poet’s @gothrough the ear to the heart
that makes Owens a successful composer of art $tengses the tools that suit his task
best, setting aside the rules and conventionsaditional Western music, turning instead
to the sound of his own inspiration and the mulat the words summon from him. As
demonstrated in the forty-six songs discussedigdbcument, Owens’ use of harmony,
modulation, colorful intervals and rhythm combine tchieve distinct musical
environments for Langston Hughes’ words. Hughessklmfound the poems more
beautiful when paired with Owens’ music.

Owens’ music is driven by understanding and comgatimig the intent of
Hughes’ poetry, and therefore he asks things dfesslike experimenting with different
colors of vocal expression and unusual — sometlim@si" — intervals in the melodic line

to underscore the poetic intent. It is not uncomnfmr him to ask singers to perform

148 Owens, September 14, 2007.
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augmented fourths and minor second intervals &y tuit the dramatic intent of the text.
While some critics may claim that intervals suclttese are awkward and unfriendly for
singers, this author suggests that Owens' mssiell written for the voice - although not
in the traditionalpel cantosense. It is well written because it demandsramection to
the poetry far above the simple negotiation ofrivdés and excellent diction, something
singers should aspire to achieve in every song shey

Why do | write? What do | seek? The truth of thenlan

tragedy — the wonders of life striving for expldoat and

answers to eternal questions — questioning givdoesa

facing threatening and frightening facts of lifegirgy far

beyond the borders of race and color, reflectignsnuthe

beauty and the depth of thoughts in song and imdou

coping with the syncopations of the soul, undeditajnthe

emotions: the joys and sufferings of mankind. Afltlis

lies in the words of these wise poets. My intergi@me to

purse these paths in music. Listen carefully —icej@and

cry with me*

For the singer who wants to experience the irtemelationship between text and
music that only art song can provide, Owens hatemri46 remarkable songs to equally
remarkable poetry. For audiences who seek to findvative ways to hear great poetry,
and deeper ways of understanding those words, Owasscomposed a level of music
that defies the expectations of traditional comipmsi yet manages to speak to the
imagination and the heart in a truly compelling way

It is the hope of this author that the songs ob&bOwens are soatiscovered
gems in the realm of art song. The elegant gxegptional musical environments and
exquisite text settings certainly earn Robert Owesmigs a permanent place in the

American art song repertory.

149 Owens, September 19, 2007.
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APPENDIX 1

Transcriptions of the Interviews

SEPTEMBER 11, 2007
Jamie Reimer:
My interest is really the Langston Hughes songsy&@owere telling me yesterday about

how you came to meet Mr. Hughes...

Robert Owens:

Yes, | had a concert in Berkeley after returninghkan 1958. | had left America in 1946
to go to Paris. First time | was back again, anthigtconcert, a woman came up to me
who | had seen at the San Francisco Civil Servie@ission where | had worked
before joining the army, and she came up with lusbhnd and congratulated me. She
said, | want to give you a letter of introductianltangston Hughes. (I didn’t know who
Langston Hughes was!) | am sure he would be dedytityou would set some of his
poems. Then | thanked her very much, and when lbaak from my second year at
Albany State College in Georgia, where | had gankedm Vienna. They had sent me a
contract, and | should sign it and come. | said|,whkas was Providence, you know,
because | didn't know if | should go to Germanyenéhl had been trying to get to all
these years, or to go back to America and try tkens®me money — it was a strange set

of circumstances.
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JR:

And that was to play —

RO:

That was to teach. And that was in 1957 that | wleeite. | was there for a year and on
summer vacation | went home to Berkeley and gasectincert and came back. | had
only signed for a year and when | got to Albanypfgé it was like going to a foreign
country. Because the students — there was segvagstthis time, 1957 — when | got
there — you know, you hear all about this, but geuer believe it is that bad. My father
told me a couple times things, but you know... Anehth came to Albany State College
there, and it was like one world black, one worlite, and they did not come together at
all. And I was quite shocked — well, not shockediak quite amazed, this can't be true.
And the first year that | was there, | was livingjtg dangerously, because | was ignoring
all these rules. And they all thought | was Frerbb,students... (laugh) | had to teach
them all English so we could start the music evaity- these stories are too long,
actually — but the first year | was in Albany itsvitke complete isolation. Te only thing |
could do was practice, the only thing | had thérat was my only outlet. But | did know
the chair of the department and his wife, and Itwertheir place a couple times, rather

regularly, actually.

| was watching all of this... well, for example: Idhenet a teacher from this Albany State
College. He had had a letter of introduction tofroen Denmark and he came to Vienna

and visited me. And he was very helpless and woatdjo out of the hotel until | came
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and picked him up... But he was the one — | had abkadut of conversation, what are
you doing down there in Albany? Art, painting. Ahskid rather carelessly, do they have
a music department down there? Oh yes, and theljdime it if you would come! And
this was the spring of 1957. And | had completelgbtten this conversation, and he left
and went back to America, no, England, where hetlvad/ears leave. And then |
suddenly got this contract that | should startlenftrst of September. So | wrote them
that could not be back by the first of Septembéad my master's exams the™&nd the
20th, I will get there by October. So | wrote Lesireen, that was his name, Samuel
Leslie Green. He was in London. And | said, | gaebatract from your school. Oh you
did?! Did you tell them something about me? Wedlid, but | didn’t know they were
going to send you a contract. Well, | will be ficetming back to New York on the way
down in October. He said, good! We'll go down tdgget I'm living in Connecticut with

my mother. You telephone me and we’ll go down thget

Time passed — it was spring — and | still had élisghone number. So | wrote my father
and told him that | was coming back to America, gan send me some money? He was
not giving out any money you know? But all of suddhere is five hundred dollars. As it
turned out, he thought | was coming back to Berkaléhen they heard — he and my
stepmother Julie, a marvelous person — | got &rcat the president of the school, yes,
Mr. Owens, your mother telephoned me and said, vghaty son doing down there in
Georgia? He must come home immediately, telephanenmediately! So | wrote back
home, saying that | can’t come, | have a yearigraat, and | will come the summer of

1958. But | get ahead of my story.
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When | got back to New York, the second or thirdDatober, this friend of mine, a
painter | knew from Paris, | was staying at hiscplaand | telephoned Samuel Leslie
Green. This lady came to the telephone and he tathe telephone — he didn’t say
hello, didn’t say anything except “They burned sichool down.” He had told me there
had never been any racial problems — he had beea fibr thirteen years before — there
had never been any problems. This had gone ardvenddrid. | had gotten a telegraph
from my friend in Copenhagen, he had heard abotlgtsaid, “What are we going to
do?” | said, what do you mean, what are we goingo® | have a contract, I've come all
the way from Vienna — I'm going to collect my monayany case. “Aren’t you afraid?”
Didn’t you tell me that nothing like this has eveppened? “Now Samuel, you gather
yourself together and we’ll go down on Monday, Wwgd down together.” So he came to

New York and we rode down South.

Mr. Chadwell had sent a taxi, a car for us, thi3olen Chadwell, a tenor, and he was so
embarrassed. “I'm sorry, Mr. Owens, but they burdedn the school and all the
students left, of course.” Well, what are we gdiaglo? “We’ll wait another week and
see if anything happens, and if not, we’ll stagahing again, and when the word gets
around...” The wealthier blacks, they had gone hand the others, they are around
Albany. So that was my first real experience theoening back to America. They
burned the school down. It turned out that theynbdrdown — there had been a new
building made for the kindergarten children, congdiewood. And they had burned that

completely down. And the assembly hall, they burtiedcurtains, the organ, and in the
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back were the rooms where | was supposed to bbkitgpamusic. “So, who did this?”
Well, some people had seen white men running awtiykerosene cans, but the police
said that they had left the lights on in the asdgrhall and they had caught fire on the

curtains.

But in a week we started, and | read the roll, #ney started laughing because my
pronunciation — they weren’'t used to hearing. 8ad to — | started teaching them
pronunciation. And | was there until the end of téwen — summer of 1958 — and | was
going home for the first time in all these years] &was saying goodbye. And there were
these pupils, some of them were 40 years old -e #®tyears old — and they came and
they cried. Of course, | could not say no. Theyensr glad | was there, so then | said |
will stay one more year. And Chadwell wanted m&t@ over his position, but | said, no,
Chadwell, I am going to Europe, to Germany. Sinaa$ eight years old | wanted to go

to Germany.

Soin 1959, | went to Germany. | flew to Copenhageayed with a friend of mine, and
he gave me a letter of introduction to some offfends in Germany, a place where |

could live until I got some place to practice. lsnsdill thinking of my career as a pianist.

But that was eye-opening, you know? Opened my &ybkck society. But | saw that
they had the same structure that they had got themericans, the whites. There were
the doctors, the instructors, and they were onel |J@nd then there were the poor. For

example: the first year | went a couple of timesée what my students were doing in the
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evening. | went to a couple of these bars — arat bgall, “Mr. Owens, it has been
noticed that you and the students... you are anucistr. You don’t do that here, you
don’t associate with the students.” Well, what'sibd them? Why can't they talk? “Well
if you do, please put on some jeans, don’'t dressHipw old was | at that time? 36? But
the students thought | was one of them! So thatthedirst thought about I'm not

supposed to do that, I'm not supposed to do that...

My grandmother was still living — my father’'s mothewas still living in Denison,
Texas. | wrote to her and told her where | was. Ahd wrote that | should meet this lady
who was a good friend of hers, her son, that | khga by and say hello for her. So |
went looking for — in the South, the black towrg thain street is always Harlem. So |
went to the main street of Harlem, and | went lihck, to this garage, and there was
this fellow, and he said “will you hold this needée me?” He was just going to put this
needle in his arm. And | couldn’t say, what do Yok your mother will — | was
supposed to tell my grandmother how he was doimgl then | said hello to him and |
left. About a week later, one of my students silid,Owens, | see you are taking the
needle? What? They watch everything you are d@agall these things happened you
know? And then you realize that this is a wholielitommunity. We are the thinking

people, and we have to think of that.

At the very beginning we didn’t have a piano aneldhgan was coal chars. And | said,
when we get started, we will need a piano. So ltwlewn to buy a piano for the school

and | came in — at that time everyone knew | wasifEurope — this is why they thought |
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was French — and | said | want to buy a piano. “¥oa professor at the school? Where
are you from?” Well, | just came from Europe, ahdrt everything was okay. As long as

| wasn’t fromthere

And | met this white fellow, he was from Massaclitssdrom Boston, and he had a little
haberdashery there — right at the top of Harldirthe pavement, where the road became
sand, and | went in the store. And he knew thaag & professor at the university. Turned
out that he was from Massachusetts and his wifa #okansas, they had two kids.
Anyhow, | used to visit him at the haberdashery @tidabout different things with him.
He had a good friend who was colored and if he caowen could he stay at my place?
Yes, sure. And one day he said, | said, why dootlt gome over and listen to some
records. Fine, fine. Where do you live? And | thich. He said, I'll drive to where the
sand starts, and you pull down all the shades andcgme and pick me up, and then
when we finish with the records you can pull upshades. Are you kidding? No, I'm not
kidding. And all these sort of things happened. Aatdr he said why don’t you come
over to my place? And | said, no, no, if it's tll#ficult getting to my place, what will
happen if | go to the white neighborhood? It wondder work. And he took me driving
around the countryside that first year, and he, skille police stop us, you're my boy.
(laugh) But | didn't realize how dangerous | waarg — if the police had stopped us...
But as | say, | realize what the conditions werytivere living in. | had one very talented
girl — the wealthy people down there, when theylgeded, they went to one of the big

black colleges. Her father was a dentist and shddwwome for lessons after school. But
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one of the tragedies that happens in this timeer ne sees that every race has been

slaves of someone at some point...

JR:

Let’s talk about that concert and how it got youHiaghes.

RO:

This was a concert that | played Beethoven, Scardetd two works of my own that |
debuted in Copenhagen in 1952. When | got to Nevk Yidelephoned that | had a letter
of introduction for Mr. Hughes. Fine, come on oteHarlem. So | got there and rang the
doorbell and this little bowed lady came to therd@md | went up the stairs and there
was Langston Hughes with a friend of his and hesetary, and | gave him my letter of
introduction, and he wandered over to his booksdnadf pulled out this little thind;ields

of Wondey lyrical poems, wrote a little dedication to madasaid, “See what you can do
with it.” So when | got back down to Albany, thisagvthe second year, my last year there,
| began writing. The first one was Silver Rain —-a@tvell sang these at our Lyceum
concert, and | wrote Tearless also at this timed fen at the end of the semester when |
was leaving Albany, Georgia, | went back to New kKrand | telephoned Mr. Hughes and
said, | have two cycles of yours. One is for tesod one is for baritone. Would you like
to hear them? And he said yes, | would like to hleam and | have a singer that can sing
both tenor and baritone. So we made an appointrheaine up and | sat down and
played Silver Rain and then Tearless, and he %aid,those my words?” And | said, the

certainly are, Mr. Hughes. “My god, they sound sachbetter with the music.” And then
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he said — in this one, in Tearless, | repeat tlggnioéng at the end, and he said, why did
you put this here? And | said, that's how you wiitt&nd then | had a couple of
guestions — what did you mean when you wrote... B@tboked at me rather blankly and
said, “Really, 1 don’t know.” So | then realizetijg is the inspiration that one has at the
moment. You put it down, whether it be words, muBigou have this inspiration, you
put it down. If you don’t do it in that moment, yéarget it. But | guess that is the same
way with words. He couldn’t remember why he hadten that, so nobody knows. He
wrote so many things. But | was interested in el things, because | am interested in

something that goes into another world, you know?

And a couple of things I've written when all thissvgoing on... when | left Georgia at
just the right time, when | left in 1959, they hjadt begun the street marches, and all my
students — and some of the instructors — had laimdgdl. And | had talked about it with
Caldwell, and said why don’t you go back to Chicdgat they were making a good

living and they could accept all that. For examplaen | got back to America — after |
had signed the contract, | looked at the littlepdown at the bottom, and it said, when
you sign this you agree to all the state laws, nmgatiat you agree to the segregation —
it's good that you don't realize that at the begngn How careless | was! But these sort of

things...

Where was 1?
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JR:
You had been talking about going back to Albanywaniting TearlessandSilver Rain

then going to New York.

RO:
And so | played these for Hughes, anddwedthem! (pause) | am looking for a letter |
got from Langston Hughes several years later... maybk find that...

Where was 1?

JR:

You were back in New York.

RO:

Yes, exactly. Then years later, he sent me thisrdétter, saying that | should sing “our
songs” he said, because here they aren’t inter@sfaablishing anything unless it is a
musical or something. So you don’t have to worjyst have people perform them. And
he visited me in Germany, took a picture of us alwo years before he died. He was a
sweet man — but as | say, | only met him a coupteres, and | didn’t really get to get

into him, it was because | wrote his music.

And then | lost this book — well, I didn’t lose theok. There was a singer, Thomas
Carey, who was going to sing Mortal Storm arouralglovinces — this was in Munich —

oh, let me have the book, because | want to studighould have thought, you know,
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because he was not reliable. But | gave it to Wnd then what happened? He was in a
train, and some people gave him some of these dvbpee you sleep, and they stole his
recording machine, this book, and it was gone. thiglwas such a present, a precious
thing, and | wrote to Langston Hughes and he senafiew more books, but not that one
because it went out of print. But | could have edr§homas Carey to his very death, you

know?

So then when | got to Europe, there were a lotrafess, American singers, in Munich,
no where was |I? Hamburg, yes Hamburg for thre@war years first. | went to Hamburg
and there — this is a long story for us to stdkirtg — when | went to Hamburg, | had
decided... | lived for about four years starting 8592 — that was the time when all this
racial stuff had started, and | was glad | hadegotut of all that confusion... and it's
often that things are happening and | say, what doing here? But these things when |
look back, I met people and I've understood differthings, but it's amazing — there’s a

reasonfor all this. But we’ll start with that later.

*k%k
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INTERVIEW WITH JEFF KORBELIK, LINCOLN JOURNAL-STAR

RO:

| remember telling my father when | was 8 years wlden | grow up | am going to
Germany, and he said Oh really? Okay, fine. Theannhwas time for me to go to
Germany, after the war — it was (pause) 1946 -uldiot go to Germany because there
wasn’'tGermany — it was all bombed. But | had the Gl BilRights, and | said, “Well,
where can | go? | want to go to Europe... what alBauis?” So then they said, “Paris,
we’ll pay for Paris.” So | went to Paris in 194éhak was the beginning, well, the

beginning of my life, so to speak.

In those days, there was no food, no heat, it wal @ was winter... but there was
music. And all these people from everyplace. Adlsth musicians, these pianists from all
over the world trying to get into the Conservatdkpd | looked around and thought, my
God, | will really have to start practicing - #tlese fantastic pianists — what | had been
doing was really “dilettante-ish”, you know? Soidinft get into the Conservatory, the
exams were very, very strict, but one of the teexchethe Conservatory also taught at the
music school in Paris — the Ecole Normale de Mirsaris — and he said he would take
me as a pupil there. That was my luck, becausentaathe school of Alfred Cortot. And
he lived long enough that | had some master claggbhsim, and | had my diploma — |
have his signature on my diploma. Coming from Areegiou don’t realize what has been
going on — coming from California, you don’t re@iwhat is going on in Arizona, you
know — but as it was, it turns out that Alfred @dihad been the Director of the

Conservatoire, but when the liberation came, hechased out of Paris because he had
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collaborated with the Germans, and his good fridhithelm Kaemmer, he had said “I
will march with you together against the whole wipfive are brothers” and they chased
him out of Paris. And he left Paris and went toevehwas it?..Lausanne, | think. At
Lausanne he had his school there, where his methsdaught and where | landed. And
that was my luck because | had him as my teachmst.tAat was how | got to the first

place | got when | got out of America. My first egence in Europe was Paris.

You asked about Germany — it was years, years later Paris came Copenhagen and
my debut as a concert pianist, then | went to Vaewhere | studied four years with one
of the most marvelous professors there. Then lemgsged as a teacher in Albany, GA —
not Albany, NY — Albany, GA. | was there for twoays, and then | said | will finally get

to Germany. Then in 1959 when | left those shooesvier and | first got to Germany.

Actually that is where | first realized that my ear as a pianist — not as a composer, |
hadn’t thought about that yet — | wasn’t going &dble to do it. | had met in Albany,
Georgia, a Germany lady who, she had an agencyshAeadold to our Lyceum concert a
violinist, and she came with him. And when she tddavas going to Germany, she said,
oh, when you come to Germany, contact me and Imalhage you. When | got there, |
contacted her and she came down — she was livigguvan the North coast in Germany
— she came down and took me to this manager, aaddred me, and | sat down, and he
said fine, now | can give you concerts here in Garynin Hamburg, of course, one
concert nobody knows you, you have to give twchoee, and then when you're known

here in Hamburg, then nobody knows you in Berlid then it goes like that. So |
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realized that this would take awhile, and | thouttatt the agents would pay me, pay for
all this, and then the publicity, and | said youl way for all that? Oh no no no, you pay
for that. So then | realized the idea that | hat thhen you have an agent, they pay for
everything, it's not like that in Germany or in Bpe at all, unless you get one of these
big managers in America that arrange everythingéar. Tough start, you know? So |

said, this is going to be a little more difficutiain | thought.

But I've always been very flexible, and | said, lweé’ll see what happens here. And |
was living at — | had a letter of introduction vd’had more letters of introduction than
some — with two gentlemen in Hamburg. And they &ad | could stay there until | could
find a room where | could practice. So | arrivedaoibeautiful September day and met
these two gentlemen and they gave me a room thedeguring the day | would go
around looking for a room, enjoying the weather ath@tnot. So one day | said what do
you do? You leave at 5:30 in the morning and | teeé you anymore until 7:30 in the
evening, we eat a little bit, then | go to bed sad go to bed. What are you doing? “We
are film people. We design sets.” And | said, Olth'Dyou have a little something to do
there for me? “Well, do you have a good suit?” Yedgourse | have a suit. “Well, you
put that on tomorrow and at 6:00 we’ll go and séatwe can do. We're doing a film
where just your type is needed.” And so | put onlitthg brown suit and went with them,
and then | was engaged there as an extra...Onedw@ays leads to another, | say in life.
One must always say yes to things — Can you d@ thes, of course | can. Can you do
that? Yes. And only now and then (laugh) it geligtla difficult. But usually it works,

and you see that you can do many things betterdtiaar people who you think they
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should be able to do that better. There is a cetééent one has as a pianist, a certain gift,
that prepares you with concentration, impact, gnapares you for these other things in
life. Very... disciplined — and it can be used forrpamany things. Memory of course —
how can you remember all those lines? when | staxtéing. | said, o God, as a pianist
you always play from memory — this is nothing... brealized that you can do different

things in life.

But to make it shorter — my stories are always leng. there was one film with
Moroccans, Algerians, Marrakheshians, and oneahtivas a lady-killer, but he couldn’t
speak German. But when they saw | could speak Rrehey adopted me. They said,
“what are you doing, actually?” Well, I'm a musigjaactually. “Well, | have a landlady,
she has some rooms in her apartment where I’'mgjvimaybe | can get you something
tomorrow. You come with me after work and we witl @ see if she has a place where
you can stay. So they picked me up and | went hamaesaid | have a room, | think,
because Reggai told me that maybe he’d get mema tomorrow. “Ah, Reggai, that good

looking man and all those women and whatnot...” Bdgdided to go anyway.

| went with him that evening and there was this \amapKarla Fontaine — she had been a
childhood star, acting — but those days were au@t,she had been the mistress of a very
wealthy man, a big opera fan, but he had unforelpatied two years before | arrived on
the scene, but he had left her this house, andalld keep all of her jewelry and furs

until she died, and then it would go back to thaifp. Unbelievable these situations!
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Sometimes | think, how good that | left Berkeleguh) all these things happening and
going on — sweet little Berkeley... Anyhow, she gawethis, “you can go up to the
maids’ rooms, you can have one of those rooms@déérman Marks — that was very
cheap, you know — and so | said, good, fine, lamla pianist, can | have my piano? |
have to practice. Oh that doesn’t matter, | lovesimuSo in two nights, | adopted a new
home to those two, and | leave you day after toaver | will live right in the middle of
town, in a good district right near the two theatnere | worked for after this, it was
really good, and | stayed in that room, | kept tlwatim forfour years at that price. Karla —
that is another long story — but, | know that stiktdat and liked me living there. It was

really a fantastic time, those four years in heanbo

And then | went home one day before this all hapdethey used to have on Wednesday,
they have a time when people come visit, on WednesdAnd they invited me to one of
these, and one person there, he was an actoridig/ear German is so good — | have a
play that would be good for you and they are logkor somebody. Do you play the
trumpet? Yes (I do not play the trumpet). Goodydo sing? Yes, of course | can sing.
And he said, you go down to the theatre — one @félv theatres that began to play again
right after the war — was run by a Jewish womanhhd stayed all the war in people’s
cellars, and all the time she had been saved thétamburg, and she was now the
principal there in this theatre. So | went down #mel) gave me the role, here’s the role,
can you play the guitar? And | said yes, and baipganist, | knew that | could play that
very quickly with no trouble. So, okay, fine, souywill play the guitar, and you can

rehearse with the man writing the music until toéay comes. They rehearse one month
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and play one month. And for this role, there ar¢h@lse men on a boat, and | played the
cook or something, and played on guitar all thealyido songs, all these verses in
German. So | went out and bought a little guitaskbe how to play the guitar — and I told
the producer that | had to get practicing, | ordy two more weeks, and | went home and
started looking at the book. The thing was, | cduld the chords and play them, or |
could do this German Calypso text, but | could@ttdem together at the same time. So, |
would have to tell them | can’t play the guitar.Wknow, it hurts to play these chords, to
play the guitar (indicates fingers). So | wentherh and said, | can’t play the guitar. | can
play the piano; therefore | thought | could plag tjuitar very quickly. “Don’t say a word
to the director — what was his name? — don’t sapi to him! What we could do until
later — if | play the piano behind the curtain, Wput pins in the little hammers, it will
sound like a harpsichord or a little guitar, and yat like you will play. You will pay me

5 D Marks per evening, and we played every dayfdays. So we had finished
rehearsing and he went to the third floor to Augeythat was his name! — to tell him that
| couldn’t play the guitar. Everyone was sort ofitivgy because the other actors realized
what was going on, and all of a sudden we heard tie third floor “WAS?” — “what?”

— and then came a long pause and the music direaoe down and said, he wasn’t very
nice to me, but eh will pay me and | will play ttieords. So we played. We played for the
whole month, and on Wednesdays and Saturdays, Wezeeperformances in the
afternoon for old people, you know? And on Wedngsttad Saturday afternoons, the
actors didn’t take it too seriously. And on ondlw Wednesday performances, there was
a scene before my first song, “Over the big streatdber in grosse Strom that was the

name of the play and of the big song — and | waldg “Brm, brm, brm,” and the words
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before | came in, the lines before | began playwege “| have been wandering over this
stream for seventeen years” — he said it very dtiaally — and according to all the young
people — he was old, and they were all youngemag seventy, not seventeen, but
seventy years, and they did that for a long timed &is Wednesday afternoon, poor
Burr, that was his name, said “I have been wandesuer this river for seventy-seven
years” and surprised all of them and surprisedaheourse they realized that he knew
they were making fun of him, and they had to deoKee after that, and they all went to
the back of the stage laughing after that thatdeedaid that, that was my — | had to start
singing — and right after those words — seventysyeghe music director behind the
curtain “brm, brm, brm” — and | was laughing, tead | was in the front with the
audience right there, and | was laughing and cousdop so | turned, and | couldn’t — it
was so funny — and after about ten times, | shiave to start now, and | start quietly and
| sang this thing, you now. And after this thinlge tturtains go down and | went back, and
the director said, What was wrong with you? | ptapem, brm, brm, and you didn’t start
— what was wrong with you?” | said, I'll tell yohat later. (laugh) That was impossible.
That was one example of when | said | could do $bimg and it was a mistake. So,
that’s one of those little funny stories whereways tell someone to say yes if they ask if

you can do something...

Yes, that was how | started in Germany. Then | heggot one, then | got another role at
the Kammerspiele and | played there sort of rejubestually, for the next couple of
months, and there was another theatre around therg@and | played piano for a couple

of shows they had. The leader of the KdmmerThesire had the respect of all the people
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in Hamburg, everyone knew her story, that she sedifall that and she was the first one

to open the theatres, she had all the stars,taterar.

And one day | was playing a butler@at on the Hot Tin Ro@nd Big Momma had a
scene where the butler was waiting behind the cuttego onstage. And there had been a
discussion in the newspaper about killing the afsroasomething, and | just said, oh
yeah, they're protesting about killing the animéalgt no protest about killing people. And
she looked at me, her eyes opened, of course tdehlize what | was saying, and she
thought about those concentration camps, and hbeadupport from that day on. And
then the first Thursday in March was the Week otlerhood, and when that came she
asked me if | would play, and | did. And then shatane to the big edition house in
Hamburg, and she sent me with a letter of intraducind said that he should do
something for me. And he was the first one who ighled things for me, the California
Suite and some other things, and she called the e said we have a pianist here that
really should play on the radio. She did so muehrie and sent me here and there and
protected me... And seldom do you get that sosupport. And it's become of those few

words — and | didn’t realize that it meant so mther.

Then | began also composing for a couple of peoplthere. The songs of Emily Bronte
for a contralto that was there, and she begangiwia, for my accompanying her, she
gave me breathing lessons for acting — of couraestimportant, you know. So she
performed these, and performed some other thinghwihivrote for her and | had three

concerts there. And | had a good life there in Hargband | got my first part in a film...
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anyway, | got a part in a film being filmed in threddle of Germany and | was a ballet
master for this little company of local girls — ledlgirls. And | had a scene — | just had
this one scene — they’re dancing onstage and thgnvith the director, then | stand up
and say “what is this? What are you doing thete caompletely wrong!” So | said that,
and then somebody laughed in the audience — navaasupposed to be reacting to this,
you know - and it turns out that the photograploettlie press, and so we had to do it
again. Afterward he came over and said, you're godd you have a manager? And |
said no, he said you must get a manager, you rouse ¢o Munich because that's where
they all are. And | give you my card here and weemetime you come to Munich you
telephone me and I'll help you find a manager. $owple of months later — no, a year
after — | went to Munich and | telephoned him, &edarranged something, and she (the
manager) came rushing in and she looked at meadgdvehen are you born? September.
“Ah, Virgo. | think | will take you.” She did evetkiing with a horoscope, she planned
everything, contracts, this that and the other,dtiavith a horoscope. She was very

good. Her daughter is handling me now and neves dagthing.

So | got a manager in Munich, and then | got oiag pfter the other so | had to leave

Hamburg, but | kept this room | had for about arye#il | finally moved out to Munich.

Jeff Korbelik, Lincoln Journal Star:

What about Langston Hughes?

RO:



160

Langston Hughes — a letter of introduction. Thiswal958. | had a concert in Berkeley.
| went to Paris in1946, this was 1958. And sittmtine audience was a woman | had
known when | was a kid, and she came up with heb&nd, and she said this was a
marvelous concert, and | want to give you a lettentroduction to Langston Hughes.
And | am sure he would be so glad if you wouldssehe of his words to music. So this
was 1958, | was on vacation and on my way back dowkibany GA and went to New
York to see my friend, a painter, and telephonegstom Hughes. He said | should come
up, which 1 did, and | went to his home and thstfihing he said after | presented him
with the letter of introduction was “do you wanteanon vodka?” and (laugh) | had never
had a lemon vodka — yes, of course — so then henga@ lemon vodka and motioned me
on over to his library and took out this little bod-ields of Wonder, lyrical poems. | have
set almost all of these poems to music. The neat, ¥©59 when | went to Hamburg, |
telephoned him on my way out from Georgia, and hohd that | had these two cycles
that | had completed ka Time of Silver RaiandTearless- and would he like to hear it,
one for tenor and one for baritone, and he saighesvould like to hear for both voices,
so he came and | went up and played these songgipand he sat there when we had
completed it all and said, Are those my words? Asalid, they certainly are, Mr.
Hughes, and he said, My God, they just sound schrmare beautiful with music. So that

was his reaction to my music.

SEPTEMBER 12, 2007

RO:
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“The Old Stoic” oh my God, | wrote this for a womanvhat was her name? — One of the
first things | wrote in Hamburg with English te@he sang them a couple of times, and
later some other woman sang them on the radibatider own accompanist, but these
Emily Bronte — when you discover and see what tipesple have written, especially
these women, and they’ve been writing, you know womweren’t supposed to be writing

— all on their own, amazing.

Do you know the poems of St. Vincent Millay? | haalidea that she existed... it was
Darryl (Taylor) said that he would love me to wrg@mething for him. These Millays
were so fantastic — so then | wrote these for tsma bttle surprise — it's actually a woman
thinking about her past, but that meant a lot o, 50, well... then | discovered a little
book and | bought a biography of hers, it's venygpl've only got to the beginning of her
life when she got to New York. But so interestiiygiu see all these things have been
going on — and this was the time of Langston Hughkese were the days, my goodness!
But people on the East Coast know her, but peapkh® West Coast have never heard of

her.

He sang those on my concert — | must remembewn®acopy of those to you —
but....Yes, and there were a couple of Americansithatin’t seen for years as a
composer — Lou Bloom — he was at Collette Warrénisse, | don’t know what that was,
but a couple of musicians were there — | haver@hdeou Bloom in really almost a
hundred years, | didn’t know he was still alivee-rieally wasn’t one of my favorite

people, but | recognized him, thank goodness Igeized him. Collette, | had wanted her
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to sing on the concert, but her husband has otfeest diseases — Parkinson’s’ | think —
and she said she doesn’'t know how her time is amddm’t trust herself to say yes — |
had to plan it way ahead of time. But she wasrngléverybody to come to the concert,
and she was also there, and Lou Bloom was theté,didn’t expect him to come — but

there he was.

But in this, “What lips” | repeat at the end therd® “a little while, a little while” — 1 do
that two times. | changed that since we had doae the recording. | told Darryl about it,
of course, and after the concert, Lou Bloom cam@smice blue suit, he came back, “Oh
| enjoyed it so much, and that you repeated, juistl@while, a little awhile” — he knew

the poem, but he’s from New York, and he knew alheut

JR:
That was something | wanted to ask you about. Whga was singing “Luck” today —
the last part of the text was repeated. | know sbate composers are adamant about

leaving the poem in its original form...

RO:
No, no | repeat almost all of the Hughes thingepkeat it because it is so short. They're

so short. So very often | repeat something hetbere.

JR:

So do you do that...
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RO:

Sometimes after they’'ve been performed, sometimésdthey’ve been performed,
when | see... Sometimes when you write somethiigyan don't get it performed right
away, but you get it performed sometime or othmyking at it again, you say oh | need
to do this again, | need to repeat this. | dondrae the structure, but often | repeat a
couple of measures or an idea. For example whese tiinengs are too short, | almost have

to do that.

*k%k

JR:

Here’s the big question: Who influenced your music?

RO:

Composers?

JR:

Yes, and others.

RO:
Well, that is why | wanted to go to Europe, to Gany Because my favorites were

Schumann, Schubert, because of the messages tthefrththe beauty that touched me,
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reached me. And later, | was compared with SchuBeitfor writing songs, that was my
— I wanted to have something with melody and bealhys wasn’t with Beethoven,

Chopin, Ravel — that all came later, but in theydsginning, it was the German school.

JR:

Tell me about the Beethoven, Chopin, Ravel. Whertltat come in?

RO:
That was when | got to Paris. | had my'®irthday in Paris. | was trying to get into the
Conservatory, and when | finally didn’t — | gotanAlfred Cortot’'s Ecole Normale de

Musique — | began studying the French school oficaus

JR:

You hadn’t really studied it to that point.

RO:

No, no. What | learned was the German school ofiecn@&® when | got to one of my
main, as a pianist, one thing I felt very much Wé®pin — when | got to Paris, | had to
start learning the French school of music, Ravebhu®sy, this sort of thing. An entirely
different world from | had ever heard. It took nweree time to get used to the different
school. They had this sensuous approach, all tregpee sounds (chuckle). So, in my
youth in Berkeley, were the things one studiesh@west coast, she had had the method

of the German school. So that was the beginniragethvere my ideas.
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JR:
| read — | think it may have been in one of Glendowintroductions for you — that your

songs became more dramatic after you wkatkkur! Kultur! Do you think that’s true?

RO:

No — when was that?

JR:

1970

RO:

No, that's not true. Drama — | have that in my @pton. It ahs to be what it has to be. |
like something to be told. Thoughts, feelings, anduch a way that is clear. Nothing
that is too vague and too artistic, though you tloame out and say that, you know? And
that is what made the difference in my music, an8dhubert, and in getting away from
Schubert and Schumann — they have their dramacep)j too — | wanted to say

something that has to do with human beings. Notetbimg... you know, you and me.

JR:
Do you find that your experiences on the stage lamyempact on the way you write?

The characters you play, the situations you findrgelf in onstage?
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RO:

No, vice versa. In music, you're working all thené with emotions, and thoughts, and
situations of the soul, and as a musician, onsesl tio that. That's what you're doing all
the time. You don’'t have any words. But — when getito on the stage, you understand
these emotions that are being projected. You utaleddhem much better than other
people because you've been working with them —wmderstand them in a much deeper
form... When | started acting, | thought this is go@¢hen you are giving a whole
evening of music, you don’t know if they are gadtihor not, but when you are acting
and you have the language, it is much easier. Yewsed to understanding other
people’s emotions — it’s fantastic. You can prodalt¢éhe nuances you have in speech —
of course, you have to learn the language — ofssyuralready knew English — you have
to learn how to express yourself in a differentgioe. But this is all a part of the things
they interest me. What are they talking about? Vithtteir training? That is what is so
interesting. And then you begin seeing every lagguarms the people, and they have
the... their traditions and everything behind therd Bhave always — | don’t believe in
looking back, I believe in looking forward, and #dls business about roots has annoyed
me completely. | have been protecting myself apichdrnot to be influenced by so many
different things — leaving America was one of th@mthings — and trying to see what
other societies are different. That worked a langet.. until Europe has been
Americanized. And | think it's so funny — thingsath, words, things in my youth now
come up in every day life in Germany. It was yesadier that | experienced that. But
there is no getting away from that, America hakiariced everything so much. And |

was trying to get away from that so | could deveaioygself — sort of a do it yourself from
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the inner — what | wanted to write, but is thisefPu- what | said yesterday about finding
the truth — like Shakespeare said, things are seldbat they seem. And that is so true,
he knew what he was talking about. How true thatit's amazing. Comes up again and
again. People that you know, people that you segeyaday. Things that try to influence
you, politically or whatever, that you are manigata.. but when you realize that, you

try to look behind and see what they really meart.y®u have to know what is important
to you — you can’t know everything, you know. Andsled to read all the newspapers, to
know everything that is going on, but why? You ¢amfluence this or that, these few
things | can do, do it. | was reading last nighbed, Jane Wyman became 93 — she died
at 93 — and | remember all these first films... Wia$ Jane Wyman have to do with me?
Why does one have to have all this informationulbes) but in the end, one gets all this

information.

| don’t know if you realize, when | was 15, whegdt to high school — or was it junior
high? — I had written a piano concerto. | had entit in junior high school. And later, we
played it — there was a conductress, Jessica Miaarad we performed it with me at the
piano at the Greek Theatre — we had performedijitriior high school and again at the
Greek Theatre. And that was a big sensation. Arethember going to Miss Ellis at the
library — she always suggested which books thhbukl read, and | should do this and do
that — along the way there have been so manypaicple that take an interest in me, give
me advice, Miss Ellis was one of these people.firketime | visited her after this

concert, she said, Oh, Robert, that was such aetwaurs concert, if you never do another

thing in your life, you have done that! But my reae was, (laugh) that's not enough —
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what could | do, just sit down and enjoy, talk abitnat concert? But that was a big
concert. That she should say that, you know. levdg 15, you know? But | remember

Miss Ellis... the world could not have been that good

JR:
At least in the United States, there seems totbena for art songs to be written mostly
for female voices, but you have so many songs fam.rs that just because these singers

have come to you and said, please write sometloingné?

RO:
It's because these singers were all in Munich,vahen | wanted to have some perform, |

had these people with beautiful voices, and | wsat@ething for them, man or woman.

JR:

So virtually every composition was written with arficular singer in mind.

RO:

Yes, most.

JR:

Were there any that you wrote just because yourfeited to put something on paper?

RO:
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Yes, early, perhaps. Because | began writing thuegg early. But later, | purposely
wrote things for certain things for people thatdnted them to sing. And they were

looking for something new for their repertoire.

JR:

So is it strange to hear those compositions surghsr voices, then?

RO:

No, it's marvelous, marvelous! Once they were wriftit wasn’t as though these singers
were singing them ideally, you know. They were Bigghem more or less. | remember
one — what was her name? — she was singing “Héaotthis day, she still hasn’t gotten
the pitch right. (Laugh) But it isn’'t as though maly else should sing these. It was just

getting them written for someone or somebody.

JR:

So when you start writing — clearly, you have aagteve for the poetry...

RO:

Yes, yes. That's the first step. Because thes¢harthoughts that interest me. | look for
poetry — | mean, real poetry — looking for the hgafor the message. Then | read them
many times, and think about them. That’s the 8tep. The second step is creating the

atmosphere of the accompaniment.
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JR:

Before the melody?

RO:

Before the melody. Then, putting the melody witl Words, along the accompaniment.
Therefore the accompaniment, when they start, ¢tbeginue to hear the same pattern.
And the words, going to the words and the meldady tsort of come at the same time.
That'’s it — the words, then the accompaniment,thed building, putting the melody with

the words or adding to the accompaniment.

JR:
So in that way, like Schubert in the way you creageenvironment for the text and

maintain it throughout the piece.

RO:

Yeah.

JR:

How interesting.

RO:

That's my system.
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JR:

Have you ever been tempted to do a dialogue betwaier and piano?

RO:
Dialogue between flute and piano, between cellogado, they came later. Otherwise,

it's collaboration between the piano and the vaiges know?

JR:
Would you say that you have written more piecegHervoice than you have for

instruments?

RO:

Yes.

JR:

So why is that? Why more songs than instrumentaks®

RO:

Because | had more singers around! | just recéotigd this cellist, so | got this
inspiration to write for the cello, because of ttédlist. The violin sonata, because | knew
this woman who has a son, Jacob, up in Nurembung,pays the violin. And were on a
program of almost all my music, and she had beea prmgram with this violin work by

a black composer, and | would have to accompanplpednd | took a look at this and
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said, my god, it's all the same thing. And | saidjll write something for her myself. So
| phoned her and said on her answering machindhisatvork was not worthy of her, and

| was going to write something for her. And theaene my violin sonata.

JR:

| think it's wonderful that each of your works heagerson tied to them. It goes back to
your earlier statement about wanting to write sémmet human — it's appropriate that
there is a real human attached to each of them.ceSny interest is the Hughes songs

more than anything else — you didn’t set all ohtf?e

RO:

| would have, in time.

JR:

That was the goal, to get all of them set to music?

RO:

Well, not actually... I don’t know how many he thoaiglvas going to do, but while |

was writing, | would have this baritone or this som, and | would take from there, from
this source. But there was this short, concisemesiones three sentences, sometimes one
or two sentences: “To some people love is giveothers only heaven...” This sort of

thing fascinated me.
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JR:

Only heaven.

RO:

Exactly. Exactly.

JR:
| remember thinking that was quite a statementt-how | expected that to turn out of
all. Is there a reason, musical or otherwise, tit@rder of some the poems — like in

Mortal Storm — are in a different than they ar¢hi@ book?

RO:

No, they are in the order as they were in the hbak| have. This one that | have was
from 1947 in New York. This book — | don’t know hawnany copies they made —
anyway, they didn’t make anymore. When | lost thishen Thomas Carey lost it — |
wrote Langston Hughes and asked if | could getva capy, and he said they hadn’t
edited anymore, but he would send me a couplehardiooks. But they never got this
same order, or the same things in the thing c#llettls of WonderThe things | have are

in the original order.

*k%k

JR:
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| would love to know more about your mother, if ywauld like to talk about her.

RO:

You know, at that early age, one does not realize i who. (laugh) When | was born,
my mother was — | think she was about 15, my fatvees 16 — and this was all down in
Denison, Texas. And thank goodness my father’s erpthy grandmother, had about five
sisters. And one of them lived in Berkeley, Sallynt Sally. She was tough (laugh). And
she raised up my father until | was about one g&hand | came with my mother up to

Berkeley. And I only know from that time, actualbgming to light, you know?

| remember we had a visit from Aunt Sally, and kweaawling around on the floor, and |
would go to the piano, play a little, get back ba floor. And tough Aunt Sally said,
What is he doing down there? And my mother sait Iitening to Lily Ruth — she lived
on the first floor — he’s listening to what shelayng, what she’s practicing, and he gets
on the piano and plays it. What? He's talented!Hu, get him some lessons! And my
mother was a pianist, but she hadn’t thought abouything like that. But this was during
the crash — the depression — and my father wasimgorand my mother was playing for

these parties, making her money. And Biggie, shierdised my mother.

JR:

Who was Biggie?

RO:
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Biggie was the half sister of my mother’s. And that long story... because when | was
young... go back a little further... | don’t know wkehey were, someplace in Texas...
My grandfather and my grandmother had gotten ndirtieey were very young. And my
father’s, no grandfather’s family, were wealthydahey didn’t accept my mother’s
mother, because she was poor. And they didn’t acogpnother. And then, my
grandmother got very ill, and my grandfather he alas a pianist, playing at bars or
whatever — once he was going home, and a beggar eprand asked for money. And the
way | was told, my grandfather put his hand invagdlet to get him something, and the
man stabbed him over the shoulder and robbed himave a picture of my mother and
me, and my grandfather in Berkeley.) Then, my giaher was dead, and my... she was
not... then she got Alpharetta, and she was soryioyd guess. He was twenty, and he
must have been about twenty at this time, andsbeesher half sister Hazel not to let

this family get Alpharetta. So Biggie fled to Denis Texas...

JR:

With your mother?

RO:

Yes. And then, fifteen or sixteen years later, swarn. All very tragic, actually you
know? You think about your Greek tragedies... Sa, wes a long story. | couldn’t find
out — I mean, my father, nobody had died in thatilig and | was not interested in them
at all' | was interested in my mother’s family.duddn’t get a word out of them, and

Biggie wouldn’t tell me. All of this story | heatdter, and they were keeping this all very



176

quiet. So we were in Berkeley, | grew up in Linc@rammar School, the first six grades,
and then junior high school and everybody discaveng talent in Berkeley, and then |
got to Paris, as | told you. In the meantime, belagot to Paris, | was in the army. | had
been working in the Civil Service Commission in $aancisco in the front office. | had
gotten — | had started — the war was going on lavaks 17, but | had been working there
since | was 15, and | had started going to nighostto be a cadet, a flying cadet. And
we took these examinations and all this. And ong baad gotten a letter from the
government — | didn’t know what it was — that | altbgo to San Francisco on such a
date. Which | did on my way home from work, 5:00dd went in, and they said you're
in the army now. You're drafted. Of course, | slibblve read that. | hadn’t taken it
seriously at all because | knew | was going to badet! | hadn’t finished! Well, the rest
of that story, I'll tell you about that. But my $irday in the army | was taken — my father

didn’t know.

JR:

He didn’t know you were in the army?

RO:

He didn’t know. They took us to some camp. Sodpghbned — | was not at all prepared.
All the others had their toothbrushes... | was neppred at all. Father, they took me in
the army, the army in Fresno. Would you send netnbrush? And he said what? How

could they do that? And at that time | was livinghaAunt Sally. My father lived not too
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far away with his second wife, Lou. He got all é&di but he did send me some things
down.

LINCOLN LIVE, SEPTEMBER 14, 2007

RO :

And there was a librarian, that she always gavéowks to read and whatnot, and then |
began to be interested in poetry, not only prosd,vehat are they beginning to talk about,
you know, what are their thoughts? And then | héeketing for words and they interested
me, and then | began writing songs, and | was@able| had an imagination about
things. When | was a kid, everybody in the neighbod | gave a nickname. And years
later when | went back to Berkeley, to San Frarmgisctually, a friend of mine, | had
called him Turtle, his name was Turtle, everyone telled him Turtle since childhood,
but his name was Ernest Cunningham (?) and | metdmd | said Hi, how are you
doing? Yes, Turtle. And | remembered all these y@drat | called him — he never really
did like that name. There was a girl | called Peacland when | went to the supermarket
to buy something, she was sitting at the counted,she recognized me, but of course
when | saw her, of course, it was Peaches. Andsthisof thing, this playing with the

way people look, | have that sort of imaginatiomd&hat was also a sort of gift — | can’t

read people’s thoughts, but almost. (laugh)

Bill Stibor (host of Lincoln Live radio show):
Well, your settings are just lovely and it cometurally to you it seems, and they fall

easily on the voice, I'm sure, as we know now.
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JR:

Except when he makes me sing really high all tmeti

BS:

Up in the tessitura?

RO:

Yes, but you see the thing was — | was very amimtioery ambitious all the time, very
ambitious as a kid. And | wanted these things todadly serious things for people to

sing. And not to sing it “lalala” but tmeansomething.... that's why some of these things

were more difficult than | thought they would betbmean, | had the inspiration...

BS:

They are what they are.

RO:

Yes.

BS:

So is it just you or do you have other people @anptogram?

JR:
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We have about 25-30 different people on the prograwerything from chamber music

to art song. Something for everyone.... Faculty, etdsl friends...

RO:

Marvelous. I'm so surprised - Yesterday one offdwilty members sang, and | was so
surprised that he was going to participate... So gaodl we had something to talk about
because he had questions about interpretatiorthatid always something... that nobody
knows exactly what this is. When | am able to ggthands on these people, then | can

explain it. But it usually isn’t like that.

BS:

(Laugh) Yeah, it's always tough, when you’re halfarld away. It's a crap shoot almost.

*k%k

BS:
That’s what'’s interesting about your career — midy @lo you play piano, compose, but

act as well — keep it interesting.

RO:
That's something marvelous, with my interest inglaage — the music and the words — of
course, theatre, because | missed... very often Wwhehcompliments from actors, it's

because I'm musical, you know? Very often with agtan America, and in England,
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acting is 90% the emotion that you are putting int®f course in England, it’s just
natural that they speak the language very well.iBétmerica they don’t speak the

language well —

BS:

It's more of a physical —

RO:

—yes, yes. But in Germany, | discovered afterestime what they had been talking
about — what did you say? Or, the accent, oh yaskpow, that was not classical stage
German. What are they talking about? I'm pronougeinuntil | really began listening —
and acting on the stage, 90% is the language, viheshdidn’t realize but | realize the
accenting of certain syllables in the word. Anchtita very good friend, George
Goodman, a baritone - | wrote a couple for thifogshim early in the good old days in
Munich when a lots of Americans with good voicesevhere trying to get started. And
we met every Sunday and | played piano for alhei to sing, and George said — he had
a girlfriend who was German, helping him with hisr@an — “You know Bob, there is no
other language you can make so many mistakes itaogeage!” — which is true — but
even so, even the Germans, when | listen to therakspn one sentence | always hear the
wrong accent on one word... everybody doesn’t heatr ffou know?. But as | was
saying, about 90% of the actirgthe language in German, but they mean for you to

speak it exactly, or they don't like it or they dounderstand it. They expect their
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language to be spoken poetically. And, um, theigleage hasn’t changed very much.

Very proud of it.

BS:

Do you set English most often?

RO:

Yes, | did, because the singers | had were sinigifnglish. But when | got to Germany,
| worked with a teacher who was teaching me hoiwréathe — she was a singer — so |
started writing for her. | wrote some things in Esig for her, but also some things in
German, because, | mean, that's her languagestaotéd writing things in German, and
much later, | find some things by Hermann Hessedathdr poets that | like. And when |
was down in Bavaria, in Munich, | was invited dotenPrincess — what was his name? —
the Duchess’ house down there, and she gave tbeserts, and there was a singer that |
had met in Munich after years and years of goindifferent countries, and he had been
in the fifth grade in Berkeley and turned out todne of the big, big names on the opera
stage, a bass, and he was invited down to singl @edt down and accompanied him.
And she said, | think you should write somethingHugo von Hoffmanstahl. Now Hugo
von Hoffmanstahl wrote Rosenkavalier, but many othimgs also, and | said, yes, but
how will | find something? | will find something foyou. And she found something for
me — three short poems — and she wanted me toawmaté said, good, fine, | will do that.
So we went back to Munich, And then she inviteddoen to the country again for a

marvelous dinner, fish, beautiful, and | told héxad to get working, and she said, yes
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you stay overnight tonight, and you will be slegpinm the bed that Hugo von
Hoffmanstahl used to sleep in. What? My goodness&l Aturned out that one of her
relatives in Vienna was very ill, and Hoffmanstalas very interested in other people,
and when he found that she was almost dying, meedtgiving her little duties to read
things for him and while he was writing somethimgee And so he kept her alive with his
— he kept her alive. And that was the contact trey with Hoffmanstahl and Maria
ended up marrying an American and living someptactsome big plantation in the

Carolinas...

(beginning of Lincoln Live program)

BS:

Well, speaking of new music, you can’'t get more rlean living composer Robert

Owens working with students, faculty and friend&Jall_.

RO:

Thank you very much, I'm glad to be here.

BS:
So, Robert, you've had a very interesting life 1 yeere born in Texas, raised in

California, and spent most of your adult life inr@any, | hear?

RO:
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No, no, | began in Paris. This was 1946 when |Aefierica and had the Gl Bill of

Rights, and | had two years where | could studynyrown, and | wanted to start in
Germany, but Germany was completely devastatedth®uat| had got my passport and
was ready to leave American for some shores, soltbaid where can | go? Will you pay
in Paris? Oh yes, we’ll do that. So | switched oweh my teachers and they said “can

you speak French?” and | said oh yes, of coursijtamas off to Paris.

BS:
And it was a lucky happenstance since you beini@migi first got to study with one of

the greatest pianists of all time, Alfred Cortot.

RO:

When | arrived he was not at the conservatoryatttime because he had been a
collaborator in the war, and they had chased hitrobRaris, but he had a school that was
called the Ecole Normale de Musique, and he wabkéhd of that school. He was living

at the time in Lausanne, and he would come sedtiyaster classes to Paris, and |
would have master classes with him, and he woddmtiear again, and that happened for
two years. And then one day, my professor Jeanil&ewith whom | worked every
Thursday, said Cortot is going to give a concethatTheatre de Champs d’Alene, and all
the students must come and applause because yosuppsrt him. And | was an
unknowing innocent American, and | went to thisaam and it was full, but it had not

announced that Cortot was going to play.
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BS:

But it was full?

RO:

It was full, these Sunday afternoon concerts alweste full. So | was sitting up the
gallery waiting for something to happen and the glyany played some French work.
Then they announced that Alfred Cortot was goingléy some concerto or Chopin. He
at that time was high in age, and he came onst@geaveane, somebody — he could
almost not see anymore — helped him to the piaddarsat down. The whole orchestra
stood up and left the stage. | said, my God, whgbing on here? But that was their
answer to him, he had been a traitor. So he sed,ttieen he started to play the B minor
sonata of Chopin. (sings) Unfortunately, this wdhe second movement of this work is
a funeral march. (sings) When that started, it b&some — you could feel something was
going to happen - the people started yelling. “Sgbdpp! Traitor!” And some people were
clapping, we were clapping and some people weremgeeand he played all through
that. It was a funeral march. You know, all the Séweing killed... And then the program
was over and we had to leave because nobody cactka@doplay. So we were discussing
that after, and then we found aulty he wasn’t there at the school. And then about one
year later they announced a concert he was goiptayo— maybe it was two years later —

and he came out and played and people applaudeésst they accepted him.

BS:
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You seem to have a natural ability for setting vgoiml music — and you were mentioning

that because you love language so much, | thinkhthlas a lot...

RO:

Yes, and it is also a gift that one has for un@derding words, what they really mean, and
it is always looking for the real meaning of thingad it's also, not only music,
understanding, or trying to understand or findindythe real meaning of what is behind
the words. And the combination of these thingseig/vmportant. And it has helped me so
much in my acting, my stage acting. And becauserstanding music, you can
understand words and you’'ve been working all tinetwith emotions, and it's a very

good way to go from the ear to music to words &ifgs — it all sort of fits in together.

BS:
You're better able to find the meaning of behine tords from the music in the words.
We're going to be hearing a piece from yMuotivationscycle, “The cottager to her

infant.”

RO:

This is, um, Dorothy Wordsworth. | had not heard mouch about her, but her brother,
William Wordsworth. And looking for different thisgit's quite by chance, and all of a
sudden you see something. The cottager to hertirdamforting her child, oh this is just
beautiful. | always find an accompaniment to bdsevthole story on, and | found this

little accompaniment, very simple (sings), and thevent on and one, and then | started
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with the words, and before you realize, it is gaod you have finished the first verse.

And it repeats three times.

SEPTEMBER 14, 2007
JR:

When did you find out, you sat down at the piand said, | can do this?

RO:

My mother was a pianist.

JR:

Did she teach you?

RO:

No, actually. Because... | sort of started very edrhad an aunt that visited my mother
one day, | was crawling around on the floor — aliaat or three years old — putting my
ear on the floor and then going to the piano aagipg little things. And this aunt of

mine said, what is he doing down there on the #loand my mother said, oh yes, he is
listening to what Lily Ruth is playing down there the first floor and he listens and goes
and plays it at the piano. What? He is talentedvi lpay for his lessons. Let’s find
someone to teach him! And | have a picture of mst foiano lesson in Berkeley on
Woolsey Street where I'm coming home from my fpitno lesson. It's with my mother

and my grandfather — a tragic story — and me. Irhgdirst piano lesson at age four. We
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always had a piano in the house and | grew up pdgafie piano. Grammar school was...
and | went to Lincoln Grammar School around thet wexner. And | spent six years
there, but there was always some kind of musicd e@ng. | began writing my first
things for the piano — “The Storm,” this that ahd bther — and my mother had been
playing in the evenings to make a little money..aahild you don't realize what is
going on with the parents... but it must not havenbesry easy because those were the
Depression — | was born in 1925, so that was jeting started — so | don’t know exactly
what was going on there, | wasn’t aware of all tietildren don't realize if you don’t
have this or that — | was off playing with otherldren and all that. But about my mother
— she, playing for these parties and whatnot, shéuperculosis and she didn't tell
anyone until it was too late to help her. So wheras eight years old, my mother had to
go to the sanatorium. She stayed there and | ctiddit her because of the contagious.
And | would sometimes drive out with my father aitdin the car and wait while he
visited her. And in those days, with tuberculotigy put you out in the good air, and
hope that they can operate. And so this was faryears. And in the meantime when |
was 12, | was in junior high school, and then sbietiged of being there and wanted to
come home. So we had moved to Woolsey Street anellveng on Morgan Street, and |
remember she came home and was lying there. | réereat Christmas time she gave me
some music — my father had gone and bought it. lAhidn’t see her very much because
of the contagious, but | remember her now and tfieen she wanted to go out with her
girlfriends and whatnot, and she went out then chame again because she was too
weak to really do that. And then we moved againyrdto Ashby Avenue, and that must

have been too much for her, that move. Becausaf@&eoon | was sitting in some class
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in junior high school, and the teacher came to ntksaid that | should go home because
my mother was dying. | could leave that class amti@mne. | went home, it was a walk
about 15 minutes, and | got home and my motherdyang). And there was Aunt Sally —
the one who got my father up to Berkeley, she Wwassister of my grandmother, she sort
of ruled everything with an iron hand — this wasnAB8ally. And she was there. Biggie,
who had raised me, raised my mother, she was thgiregg when | got home. My father
was working as a waiter on the ferry boats in thg (bhe Bay Bridge was not there yet)
and he was working the ferry going from Oaklan&&m Francisco, and he wasn'’t there.
But they had phoned to tell him that my mother wgisg. And | came and she was lying
in her bedroom. Biggie, she didn’'t want me to sgenmother dying, but Sally said, you
go in there, it's your mother. And | was very gthdt she had said that. | went in, and she
was lying there, and | went over to the bed, aredlsbked at me and took my hand, and
said, | know you will be a great musician. And tisty@ sort of raised up, and there was a
sort of light in her face when she told me that #ren she sank and she died. So | saw
that, you know? | didn’t take it — | was 12 — | didtake it very seriously. She was 28.
Beautiful woman. And there were these two famjleesd she was from the one family |
knew nothing about. And my father — his family tttay went to in Denison when my
mother was born, another tragic story with herdathnd Biggie took her to Denison and
brought her up so that one family wouldn’t take. helon’t know the details. But

anyhow, my mother died. And then Biggie started mragand carrying on, and Sally,
but by the time my father got back to Berkeley, slas already dead. He did not cry until
the burial. He was not a religious man — we couldat him to any church — but he was

there for the funeral. But when we went up to tagkcto look at her, he broke down
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sobbing. He was only one year older — he was 16 Wieas born, she was 15 — young.
And this was the situation. So after my mother tiiadl, that was... | saw what was
happening, but | didn’t cry, not even at the fuheBait | remembered what she had told

me and took it seriously.

JR:

And she was right.

RO:

Yes. The other part of the family, my mother hadonathers and sisters, my father was
an only child, 1 was an only child, and that wag o the things that | wanted to leave to
go to Germany. Music, music, music. At the ageigit | told my father, when | grow
up | want to go to Germany. My father was not maisicthink he did business things...I
was going my own way with my own ideas, and nobodye family... after my mother
died, | had no one in the family with music... | wva@smy own very early. But also with a
will of iron, | knew what | wanted... knowing thatlanted something entirely different
than the people surrounding me. Including Auntysaifid her husband Uncle Tob, which
they did when | was 15 and began working at thel Service Commission in San
Francisco. And then when that happened, my fatluérceurse, my mother had been in
the sanatorium for four years, and this young rhamnet other young women, but |
never realized what was going on, actually. And dag | moved down to Sally’s — they
lived about three blocks down. Uncle Tob, her hashae was working at the

slaughterhouse (which meant that we ate wellhalb¢ steaks and whatnot!), and she kept
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trying to get my mother... Sonny should come and éiveur place and then he can go to
San Francisco and work from our place. And my fattieere was this woman that | saw
now and then, | didn’t know who she was, and frbenplayground, when | would go
down to Ashby where | was living, | sort of ranariter a couple of times. One day she
said hello to me, and | looked — thank goodnesad mot rude or anything! But | smiled
at her, thank you I'm fine, how are you? And | diot know that was going to be my
stepmother. So it was very good that | was nideeto

JR:

What about jazz? You were growing up just as Angewas finding its voice.

RO:

There are people who can improvise — my motherdcplaly anything. The thing is what
you are trying to express and what interests yalnat you're trying to say or what
you're hearing is saying to you. That'’s the bigelénce between classical and jazz or
non-jazz. Expressing something for their feelingst out of their feelings, what they are

compensating for or striving for...

JR:

Does your music do that for you?

RO:
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| was trying to find something that | don’t heaan®ething in the classical — | studied the
classics — something that expresses for me a c@ttom of my classical feelings and
what make sense to me. And | want to express sangetmat | find beautiful, what | have
to say, in my classical way of expressing myselithivithe training | have had classically,
and putting that in action with my own thoughts ameh feelings. And that's the big
difference — | listen to jazz and | like certaimis, and | have grown up with it, | know
it — but when | want to express something myse# the classical line I'm trying to go
into other regions with what | am doing. And theghe direction that | take. And you've
studied the forms, heard the forms, now what damtwo do? How can | do something
that | feel is good. So much of the classic - sweaching a class, and someone asked me
what do you feel about Copland? Sentimental. Aredsstid, oh you're right. Because
what they were trying to express there, Coplandthase people, from whatever they
heard around here, but | have taken my inspirdtmm what | have inside me because |
have a lot of imagination and | want things to sblike this, or the things | am looking
for | can express in a different way, but | havensthing to say. That’'s why | was
looking for something else. When | went to Eurdpeent to Paris, | heard all these

things from the new world of music...

JR:
You grew up in a very interesting time in musiwds checking dates, and you just

missed Nadia Boulanger...

RO:
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Oh no, she was there... But | didn’t study compositio

JR:
You didn’t have anybody that you said, when Rokevens grows up, | want to be this

person?

RO:

No, but | adored Beethoven. This is why | wantedddo Germany, to see — where they
have written this music, these marvelous peoplat ®why | was going to Germany —
but I didn't get there for a very long time, notiliafter Georgia.

—

RO:

Yes it is very interesting talking to you aboutstbecause these are...

JR:

So you didn’t study composition?

RO:

| didn’t study composition. | studied the thingatlone does as a musician — harmony,
structure, those things, but as far as going tssela by this professor, that professor, they
wanted me to do that in Vienna, too. But they abvasnted you to sound like their

sound.
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JR:

So is there a Robert Owens method?

RO:

Yes! (Laugh) | break all the rules for successiftes, parallel chords, and all that. But |
have found a style — melody, clarity, and havingrgwsound is important. Like the
orchestra — every instrument. It's something thetkes my music a little difficult, and
different, because it'simplebut that's the most difficult because it has taight,

because you will hear everything that is not fgtin there. | have a great affinity for
Bach, the old masters, and | have some of thatyimansic also. So yes, | have developed
a style. | didn’t know it then, but | can look bagk a program like this, and | can see

what I've done...

JR:

A signature?

RO:

Yes. So... and the thing is, | have — starting insPand finishing with my diploma from
Cortot, and my teacher Gentil, | had private lesswith him every Thursday. And he was
at the school with Cortot as director — until tledyased him out — and the Gl bill paid for
all of it. And | was living quite good, becausesfiit paid $50 a month, and then $60 a
month. And | had my father put $10 in the bank sedd me the rest. That was 1946.

And | proceeded to find the black market — all $hedents did. There were a lot of



194

Americans there — painters from New York, but | weesonly one from California, from
that far away. And they knew how to get the blaaket to get lots of francs. You go to
the Place de L'Opera and sort of look around, soraeall approach you that you have
dollars to sell. So | did that — and | rememberftist time | went to the Place de
L'Opera, and people were standing around, and acaare up. And he said, Follow me.
and | went down this alley to his family, he halittée kid. So | got | don’t know how
many Francs, but monthly, | went to the Place dedera — there was nothing to buy in
1946, no food, no clothing, but winter came — ofithe coldest they’'d had in the last
hundred years — | had to buy some warm clothesat those California things didn’t
keep me warm. That's how | began to gather to getesclothes, go to the theatre. That
was the beginning of the existentialism in thosgsdaPiaf, Cocteau, Simone Signoret,
they all began in these small little theatres, lwduld see all these people in the theatres
and at these concerts. That was when | said, mylgodbeginning to live! And that was
the beginning of my studies and actually the bagmof seeing what life was really
about...I remember one month the letter didn’t comenfmy father with the money —
only one time — and | lived the whole month on ceainl had bought oatmeal and found
some milk — you’d buy the cans and get them homeytu couldn’t get them open!
These sort of things happened. And after abouta Vittle by little, the bread got better
and started tasting like something, the coffeebgtter. And on Wednesdays, at
restaurants you could start to get some fish, haahéxt year, we got meat. But you see in
those conditions and nobody has any money anywegd really marvelous, really

wonderful — it was fantastic!

*k%k
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RO:

So he [Gentil] said, Robert — he called Rabert le DiableRobert the Devil — what are
you going to do now that you have the Diploma? yae going back to America to teach
my system with the thumb? And | said, well | dogite know what | am going to do.
Yes, you go back to America! | had met a Danishtiders he was on his way to
Schweitzer in Africa to be a doctor — and | saidave finished my studies now, and |
don’t know what | am doing. Will you come with meAfrica? And | said, no... he was
rather surprised, but | had come to Europe to sttty Cortot! And he didn’t quite get
that. And he said, will you come to Copenhagen? #hiatl sounded better. So just about
that time | had decided | would go to CopenhagemtiGcalled. Have you decided where
you are going? Robert, they have good butter! Sintneght it would be ridiculous to go
somewhere that had good butter and milk, but nead who would teach his system? So
| went to Copenhagen, and it was the best stepltidtave made — two years later | gave
my debut as a pianist in Copenhagen.

RO:

The Baptists... all this screaming and carrying @t fughtened me to death, sensitive
child that | was. And then | became Catholic — rmuegiremony, but it annoyed me that |
had to pray and that everybody prayed the same.l Ammlight that this can’t be right,
can’t be how you go to church. But when | was inf#@here was a little Catholic church
right behind the Cité d’Université, and | went otteere a couple of times. Sometimes
they needed someone to do the mass, so | was th@tygand there was a girl, Marie

Peters, also a singer — | wrote something verydarlher — and she was Catholic all of
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her life. And we were looking for some food actyallthose early days in Paris when you
couldn’t find anything — and we were walking to bi#é and | looked in the shop and |
said, oh there’s some bread and some salami. Lgfonreand see, and | walked in and
said are those to be sold? So | bought two salagudttes. So | went out and told Marie,
look what | have found! And we were just about & those baguettes, | was just going to
sink my teeth into it, and Marie said, oh no Ropkerday is Friday! No meat! And |
hesitated — it was Friday, you could eat no medtrahay — so | said, oh my god, we had
finally found some meat! So we threw this awayvw®en | went to confession, | asked
the Father about this, | said you know | thinkrhakt sinned. Yesterday, it was Friday,
and | almost ate some salami. What did you say@d@ho, no my son — the war! If you
find some meat, you eat it! And that made me bégihink. The whole idea of
Catholicism in America — they didn’t have to suffeese realities. Entirely different. The
French — they were all Catholic — none of them werdhurch, it was just part of their
life. And no one — Even the priest was telling me, no, no — the war, if you have
chance... So | began to have doubts. But | stayeldoGatfor much longer, until
Germany. But as a Catholic you have to pay takéoccturch all the time. And when you
make money, they take that out — and someone as&gdre you paying that? What
religion are you? You should be saving that! Yoaustl be getting that money. So |
asked how | could get out of that? You go to thkcp station — police station? To jail? —
so | went to the police and they said, you wargebout of church? Okay, write that
down, and they put it on my card at the police toad was the end of that. So, the whole
attitude is something entirely different. And thikole thing with the war was the reason

| got out of the Catholic Church. So many thinge@red me with the Catholic Church.
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JR:

Did you ever sit back after composing something sag this igt?

RO:

No, I like so many of my things. | remember whemals rehearsing this George
Goodman, a good friend of mine and musician. Andised to go on tour with these
little folksongs that | would arrange for him. Ahd would pay me a little money, and it
was very good. | remember we were practicing sometbr other (hums) — that’s your

music, Robert! (laugh)

SEPTEMBER 15, 2007

RO:

We were living at the top of a house with no litbrce he had a visit from his mother. He
was Austrian — from the mountains. He was not agrefrom the city... and | was
surprised that he was so interested in spiritigdshe wrote up all these notes and the
words and | went to work on these spirituals. Thersaid, yes, we were going to go on
tour. His girlfriend would manage us, her fathesvagbanker. And our first town was
going to be Hanover, at the theatre. | had jusitemngd for a play at the other theatre that
was around the other side of the corner for...what tha name of that playraste of
Honey And | had auditioned for that and gotten the.r8le then the time came for our
concert in Hanover, we were practicing, rehearatrigome. There was almost nobody

there. And his wife, when | met her, oh yes, Mr.¢dw! And somebody completely |
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couldn’t imagine that she and him had gotten togret8o we gave this concert and got
down to Hanover. We sang all the spirituals in Garprbut there was almost no one in
the audience. She was embarrassed and came bacafixgvard — it's difficult when
there are only 13 people in the audience. Thereswpgosed to be a concert in another
city, but | was sure her father would not pay fibtleese empty houses. | would have said
goodbye, but we lived in the same house! | saidlgge to her. But she had planned a
whole tour — she thought we were going lots of gga@ut | had to do a play. She said,
no, no! | have talked to them already. And | wemd &alked to the head of the theater and
she said I'm so sorry you won't be able to do thsaid, what do you mean, sorry? A
young lady came by and said you can’'t have himumeae will be doing concerts with
my husband during this time. So we had to get sometse.

JR:

What did you say about the importance of modul&ion

RO:
In my music, it is very important to be aware ohttouous modulation, going from one

key to the other, because it colors the expressidine words, thoughts and feelings.

JR:

Would you say that you use modulation instead ioiin @ombination, with text painting?

RO:
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What sort of painting?

JR:

Like in “Girl” — the “la [a”"s sound like a laugh.

RO:

Yes, that is text painting. That was something ihtgd to say the other day — “the chillest
land” — these words, the adjectives, they expresgething and it has to be expressed in
the voice, otherwise you could just be saying angthAnd therefore, to color these,
sometimes it’s in the interval, sometimes it'shie harmony, but it has to be in the voice
also. “Chillest land.” He had the idea of what tisisAnd there where you start tasting

your words, when the words are tasted, then it toesgpart of the voice.

JR:
And | don’t really see such obvious text paintingay, if the word is “descend”, you go

down — as | do in other composers.

RO:

| am very much trying to get people to listen te words of their speech — to understand
what they are speaking... therefore, | ask themadd teese things. And it's almost
always a rather rapid going through the text. Amehtl talk about it. | read these poems

before | set them to music. And | read them mame$, and not right away, you know. |
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read the text very often, I try to get into whas heeen said, to get the feel of the words,

when | get started.

JR:

So how long does it take to write a single song?

RO:

It goes very quickly. Once | get the accompaninging, it comes right out of that. It
takes time later to write it all down, copy it oBut writing it as such, it's right away,
once | decide to do it. | choose the poem, I tlabkut it, | choose the accompaniment,

and then | start.

JR:

You don’t labor over it... It's interesting talkindhaut how so many of the colors have to
come out of the voice. | think this really reinfesc— correct if | am wrong — your ideas
about the importance of the poetry. You see conrgasst wonderful poetry, but it isn’t
always about the words. Sometimes it's more aldmitrtusic. It seems very apparent to
me that no matter how complicated the accompaniment how difficult the tessitura,

you want people to understand the vocal line.

RO:
It's a question of inspiration. | don’t know howspired the singers are when they are

singing, but this is when something just takes gaay, you know? And you start going
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up there above all this daily... “traffic’s din”... plding away, not listening to what this
little bird is saying, all these things that ar@pening. He flies away, and you‘ve missed
it... When | get inspired by a certain thought, thaes me an idea about a melody |

would like, what do these words bring out in me?

JR:
| appreciated it when you replied to my questioawthf women could sing songs written

for men and vice versa... but what are your thoughtgansposing?

RO:

| don’t believe too much in transposing. | dondt tdansposing myself. | choose these
keys, the keys I've chosen, and I've just lefttittaat, you know? But as you see, these
Emily Bronte, women have sung them, Donnie [Rayeftphas sung them as a bass-

baritone, counter-tenor with Darryl [Taylor].

SEPTEMBER 16, 2007

RO:

One of the main things | was thinking about... tisa¢xactly not what | do. And the
reason is, everything I write has to do with woldgst choose the words and try to see
the beauty of what is being said, or the messagéhatf is being said, and | get that into
my system, and then | go into the actual writingalihs usually — no, always is — to get
the atmosphere of the accompaniment for the w@dse | get an atmosphere, | can

begin with the basic tempos and the rhythms — nmgghare always, | will say,
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rhythmically interesting. It is very important te lexact with the rhythms. The rhythms
build up the atmosphere. And off that, then myisgwes, and it is according to whatever
happens then that is like my inspiration. | hawgfefor melody... | can spin a melody

off a telephone book (laugh) or any words. When gounto different spheres with the
ideas, then my imagination, it turns loose and gauoi go into all these different worlds.
And that is what one must understand when one simgthings. It's all well and good to
sing the notes and whatnot, but it's always morié tltan meets the eye. There’s much
more than meets the eygorder Lineis a very example good of that because these
“Exits” — until I understood what he was saying...emh got the idea (humming), but
anyhow, the suicide, whether you drown, you haWferdint choices in how you exit but
they all bring peace, you know? And this goes sgberes when | am writing, these are
tones and poems that | am not used to thinkingtaland therefore, it turns into
wondrous things, this is another world, and thaamsethere is no saying, when | do this,
this will happen. It is always a new experienceoading to what the words waken in me
— the emotions, or the point of view of the messagé¢he point of view of the
atmosphere, like “Circles”, how it starts like aigwAnd that is based upon the rhythm in
the accompaniment. And the accompaniment beconmesthiong on its own, and the
voice goes its way, and then it is a collaboratbeeveral things. One has to think of
orchestras, rather than just voices, they aremgbrtant. This makes it more complicated
for the pianist because of the modulations — tlaeseall nuances which (singing from
“Heart”), then it changes (sings again) happy, tihehanges a different color (sing¥' 2
theme from “heart”), coming back to the originatiany, then the final (sings final

section). And also, | have a feeling — we havesthgctures — I've studied form and all
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that, you realize that the most difficult part gang to the end of something. Then you
have to come to some sort, if the work is longh& work is short, it's no problem, a

couple of phrases, a couple of harmonies.

JR:
| noticed in “Convent” the other day that you refpibe first section again at the end, and

| noticed that you do that a couple of times. Aerfimokend.

RO:

It is a nice way to end simply. But in “Conventiete is this which one has to explain the
meaning to people. In the convent, the innocendetlam temptation, that comes right in
the beginning. (sings accompaniment theme) Menaamugevil — the people don't go far
enough. They have to realize what that is, and wwheynrealize it, they can do something
with their voices. And that is something the ginging “Sleep” is doing so well. She

goes further into the poetry.

*k%k

RO:

| was working at the Civil Service Commission ie thederal Office Building and | had
heard about the war, that there was going to brafa do | decided to be a cadet. They
were talking about the cadets, the cream of thp,dlging, you know? So | went to night

school one or two nights a week over in San Francasd... we were going to these
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classes and whatnot, and then all of a suddendaye | told you that — | got this letter.
Yes, | was at war. And | said, you can’t do this) oing to be a cadet! Of course, they
couldn’t care less, | was army and that was that when | finally got to the school
there, | was allergic — | had to be very carefuhvgrass and things, and we would be

having these drills and things...

Well, it seems to be that word got around theréttiney had enough Black pilots in
Tuskegee for the whole army, and they were beggtarflunk out as soon as possible
the new ones. And one day they took us on a bivandove marched down, way out
someplace, then we had duty and we were goingédsetbharbed wire things and during
my week, | had about two hours to be out there,ldhdught, “What | am doing out
here?” So this was for about three days, and whegat back, the sergeant who led us
out there said “this is the training you had inecgsu are out in the jungle and get shot

down.” I don’t know anything about jungles! So Idahis is not going to happen.

So | remembered my allergies and | went to theatispry — as a cadet, you have to be in
perfect, perfect health — and | knew that | wasrglt to dust and to grass, so that was
what | was going to do. They tested me for sevenédlergies, and | was allergic to all 17
of them! The major said, “How did you get into ttedets in the first place? We’'ll send
you to a sandy place in California so they dorrotin you out of the service!” But what |
would have to do is resign from the cadets, anduld/have to go to this captain or

major, or whatever he was, and resign from thetsade
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So | went in one morning — and this is why | ddiké people saying “sir”, it's one of
those military things — and | went to this militasfficer, and | told him | wanted to
resign. He said, what do you mean? Do you reale inuch money we’ve put into you?
You're the cream of the crop? You will be doingstfar your country, and you want to
resign? What are you? What have you done before@’IAaid, ‘I'm a pianist.” “A

pianist! Well, since you're insisting, you havepat it on paper, but | warn you, | will see
that you are overseas on the first ship that's@o6iAnd | knew | was not going overseas,
because the major had told me | was going to Galio You know, pure innocence. Pure

innocence. | was seventeen, almost eighteen.

So | started talking to myself, | know where I'miigg. So | wrote the letter, sent it in and
one day | got my walking papers. So you get yoders, and then you get on the next
train to wherever you're going. So | got on thertnaith another man named Thomas, |
think, from Chicago. He had the papers. He wasd@tvearing, thinking they were
putting him out of the cadets because he had teowlth his training — he crashed. We
got on this train, in the middle of the South, vaelto go to the colored part, until we
went over the border, then we could sit where wetwiahought we were going north or
west or something. And finally he said, | wonderandhwe are going. So he opened the
envelope and it said “Stuttgart.” Stuttgart! Thetrn Germany! But no, it was Stuttgart,
Arkansas! And | said no, | am going to Califorrfsm we got to this little place, so we got
off in the middle of nowhere! Arkansas. Dust. Asda the eye could see, nothing but
that. Nobody was waiting for us. | was thinking éwid be getting a transfer, going on

another train. So we were sitting there, and indiseance | saw this dust storm.
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The dust storm turned out to be a Jeep pickingpu3lie man was also Black. He drove
us to this little barracks. We got out and wenttinvas the Captain so-and-so and the
Lieutenant, his name was David. So Thomas goestimhis breast out, and | followed
him, thinking oh my God, and this captain said $arua Southern voice, Alright boys,
you’re here in Stuttgart, Arkansas, and this isplaee you will be until the end of the
war. And don't try to get away because we have gunaswe will catch you. That was our
welcome. And Thomas started to say something, efseoit was a shock to him, too, and
the Lieutenant said, don’t you talk back, and lldait speak. And he looked at me and
said, can’'t you speak? What's wrong with you? lldott get a word out, | was
completely stunned. And then it turned out it wae of these companies where they send
the bad seeds, the murderers, and that was whexe lintil the end of the war. Thank

goodness it was only two years!

This was one of the miracles. When | was therg; tlsed to go out to the fields — | was
really young, most of them were thirty-five, forfihe first thing that happened, was that
because | could read and type, | was right awaymtite office with the Captain and |

did all the paperwork, the passes into town. liddwave been much worse! It was all
very simple. But then | began to get used to itd Atowly but surely, they began to really
like me. There would be big fights, and | wouldmaaveryone down. But then | found
out that this Lieutenant, David, can’t be much olitan | am — maybe 21 or 22 — and he
was from Mississippi, true South, and he was on@®poor whites. He had about five or

six brothers and a sister, and as soon as theseggsbdto be sixteen, they sent them to the
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army, one less mouth to feed. He had been in thg all this time. In the South, in the
army, that means pure prejudice all the time. Nmho be done. And when | heard that,
then | said, | am going to make it my duty to camnvem, he can’t be much older than 1.
One on one, | can do this. You can’t work with cdswyou know. | had that as my duty.
If I was going to be there, | was going to do tlks. had just gotten married, and he

would go home to Little Rock on the weekends —tsbhewnas a southerner.

But then it turned out that the Captain got outhef army, and David became the Captain
and head of the department. | had already begukimgoon him. He was the only one |
had dealt with. We were Company C. The rest opt@ple were far from us — and we,
Company C — C for colored — were on the outskiftsamnp near the German prisoners of
war. That was my luck, because not only did | h2agid to convert, | had the prisoners
over there. And there were about six of them eyantf age, and they had been taken in
Africa. Kids, just my age. They were behind a bdrisgre fence there, but their mess was
right opposite from our mess. But | could go dowonf the dispensary along the barbed
wire and we could talk. And they guy in the wateto couldn’t see us. And they had
never seen a person of color before, and it waslyptorbidden. But we were so hidden,

it was almost safe. But | didn’t tell David thatydt them some books; | began learning

German from them.

They would always walk and about five thirty theguld come home from the fields past
our barracks into their barracks and you could tieam from far away, singing. | was

getting all this German spirit! Nobody knew thisoofurse! And one afternoon, David and
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| had gotten very chummy and we were sitting orvéiranda, and they came marching
down, and there was one, Gerhardt, and he had gieenis address — the only one | ever
met later — and Gerhardt saw me sitting there,benshid, “Robert! Robert!” and | said,

David don’t you want to go in? Of course, they didmow, but if | had been caught!
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APPENDIX 2
Catalog of Owens’ Published And Recorded Songs

SONGS FOR VOICE AND PIANO

Copyright 1986 Orlando-Musikverlag, Munich. Reprinted by special arrangement
with Classical Vocal Reprints, North American sellng agent. Reprinted by
permission.

Border Line, Op. 24Song cycle for baritone and piano. Poems by Limmgdughes.
Desire, Op. 13Song cycle for tenor and piano. Poems by Langstoghes.

Drei Lieder fur Mezzosopran mit Klavier, Op. Fems by Joseph von Eichendorff.

Drei Lieder fur Bariton mit Klavier, Op. 2Roems by Hermann Hesse.

Drei Lieder fur eine tiefe Stimme und Klavier, @. Poems by Hugo von
Hofmannsthal.

Four Motivationsfor baritone and piano, Op. 21. Poems by Dorotid/\illiam
Wordsworth, Emily Dickinson.

Heart on the Wall, Op. 1460ng cycle for soprano and piano. Poems by Langst
Hughes.

Images, Op. 15.Three songs for a high voice. Poems by Paul Lagr@®unbar and
Waring Cunney.

Mortal Storm, Op. 29Song cycle for baritone and piano. Poems by Liamgdughes.
Silver Rain, Op. 11Song cycle for tenor and piano. Poems by Langstaghes.
Stanzas for Musid-our songs for tenor and piano. Poems by Lord Byro
Tearless, Op..9Song cycle for baritone and piano. Poems by Limmgdughes.
Three Countee Cullen Song®r high voice and piano. Poems by Countee Cullen.
Three Songfor a deep voice and piano, Op. 18. Poems by Ebaihe Bronté.

Three Songfor coloratura-soprano and piano, Op. 31. PoenBdwy Laurence Dunbar.
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Three Songs in memoriam George JacKksotmaritone and piano, Op. 41. Poems by
Claude McKay.

SELECTED SONGS AVAILABLE IN ANTHOLOGIES

Anthology of Art Songs by Black American Compodggatterson, Willis C., ed. Published
by Edward B. Marks Music Company, 1977. Includeaittiful One” and “Genius
Child.”

A New Anthology of Art Songs by African Americam@osersSimmons, Margaret R.

and Jeanine Wagner, ed. Published by SoutherpiBlidniversity Press, 2004.
Includes “Heart,” “Girl,” and “Havana Dreams.”

SONGS FOR VOICE AND ORCHESTRA

Available from Orlando — Musikverlag, Munich, Gemya
Border Line, Op. 24Song cycle for baritone and orchestra. Poemsamgé&ton Hughes.
Fields of Wonderl1 songs for tenor and strings. Poems by Landstmyhes.

Heart on the WallFive songs for soprano and orchestra. Poems bgstan Hughes.

RECORDINGS

Albert, Donnie RayTearless: Song Cycles of Robert Owetisnabar Records,
CNB102, 2003.

Pleas, HenryCantata Copyright Henry Pleas, 2003.

Taylor, Darryl.Fields of WonderVidemus Records TROY897, 2006.
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