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A PERFORMANCE GUIDE: AN ANALYSIS OF RICHARD FAITH’S SETTINGS OF
MOTHER GOOSE
This study provides a performance guide to the nine song settings of Mother Goose
Lyrics and Mother Goose Lyrics II by American composer Richard Faith (b. 1926).
Included is a biography of the composer. The primary purpose is to provide analysis that
shows that these nine songs are accessible to undergraduate singers and that these are
arguably Faith’s most approachable songs for the young singer. As is pertinent to each
individual song the discussion may include information on the poetry, musical form,
textual support, pedagogical issues, harmonic progressions, melodic ideas, rhythmic
devices, character analysis, as well as information on text setting devices. This is
accomplished through the author’s own analysis and study of Faith’s songs, interviews
with the composer, and references to the three other dissertations covering Faith’s song
compositions. This performance guide will provide an introduction to Richard Faith and
his musical style, as well as provide a tool for teachers and singers seeking performance
practice guidance.
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CHAPTER ONE: INTRODUCTION
MOTHER GOOSE
For decades, children and adults have enjoyed the writings of Mother Goose and, for
many, she is a household treasure for her fairy tales and nursery rhymes. However, her specific
origins are still elusive. Many theories of her identity exist with scholars surmising a number of
possibilities. Some believe that she began as a representation of Charlemagne’s mother, Queen
Blanche, because her foot resembled that of a goose. Others suppose she is the Queen of Sheba
or possibly Jesus’s grandmother, St. Anne. Each of these women is surrounded by mystery and
associated with story-telling. Yet, even though her exact beginnings remain unknown, Mother
Goose may be traced to fairytales in France of the seventeenth century and her stories spread to
England and America. In France, Charles Perrault published a collection of rhymes in 1697,
Histoires ou contes du temps passé (Stories and Tales of Times Past) which used a familiar
subtitle, Les Contes de ma Mère l'Oie (Tales of my Mother Goose) to refer to fairy tales. Further
exposure to nursery rhymes in England and across the Atlantic to the United States, followed
after the publication in 1765 of John Newberry’s Mother Goose's Melody, or Sonnets for the
Cradle. 1
With such long history and wide-reaching familiarity, it would seem reasonable to
believe that a fair number of composers have set Mother Goose text to music. Yet, there exist
only a few published compositions of Mother Goose tales. In 1978, American composer Halsey
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Elizabeth W. Harries, “Mother Goose,” in The Oxford Companion to Fairy Tales, ed. Jack Zipes (Oxford:
Oxford University Press, 2002), accessed November 29, 2017,
http://www.oxfordreference.com.ezproxy.uky.edu/view/10.1093/acref/9780198605096.001.0001/acref9780198605096-e-528.
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Stevens published a set of songs titled Four Songs of Mother Goose.2 The set includes “The
Little Man and His Gun,” “The Farmer and the Raven,” “A Doleful Ditty,” and “When I Was a
Little Boy.” In the 1920s, composer Sidney Homer, Samuel Barber’s uncle, set Mother Goose’s
poem entitled “The House That Jack Built” for voice. Numerous settings of other children’s
verse, however, are available. In 1935, Benjamin Britten finished writing Friday Afternoons, a
set of songs based on various poetry for school children. Additionally, Gary Bachlund composed
and published Nursery Rhymes and Children’s Prayers, Eight Songs for Mezzo-Soprano and
Piano in 2005. The texts for this set are taken from Mother Goose poems, Robert Louis
Stevenson, and a traditional eighteenth-century prayer. Karen P. Thomas composed and
published the song set Four Lewis Carroll Songs in 1989. Carroll was the author of the famous
children’s novels Alice in Wonderland (1865) and Through the Looking-Glass (1871).
Richard Faith, born in 1926, is an American composer from Evansville, Indiana who also
set Mother Goose poems. In her dissertation, “The Songs of Richard Faith: 1990-1995,” Julie
Anne Wieck writes about Faith’s impetus for his Mother Goose Lyrics song collection:
A couple of Faith’s friends commented to him one day that he needed to write
some short songs and some humorous songs. He really hadn’t written anything
humorous. “So one day I was at my cousin’s and I found an old Mother Goose
book. I thought these would be wonderful and I picked out four of them,” Faith
said. His settings are different from the majority of his other compositions.
Always true to the nature of the text, Faith simplified his style, creating four
charming miniatures, perfect for the young singer.3
From a pedagogical and compositional standpoint, study and analysis of Mother Goose
Lyrics (1994) and Mother Goose Lyrics II (1997) supports Wieck’s comment that these songs
suit the vocal and artistic skill level of a young singer. Therefore, a performance guide

2
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Halsey Stevens, Four Songs of Mother Goose (New York: Worldwide Music, 1978).
Julie Anne Wieck, “The Songs of Richard Faith: 1990-1995” (DMA diss., University of Nebraska, 1997),

70.
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introducing these accessible settings is a valuable resource for voice teachers in the private sector
and university. The impetus for this document comes from the fact that Mother Goose Lyrics
and Mother Goose Lyrics II are among Faith’s most accessible for a novice and that there are no
other published performance guides for Mother Goose Lyrics II. Also, while Wieck’s
dissertation covers songs composed from 1990 through 1995, it only covers the Mother Goose
Lyrics, not Mother Goose Lyrics II, and lacks an in-depth analysis and performance guide.
Additionally, the presentation of these songs brings attention to a little-known body of literature.
A resource tool for Mother Goose Lyrics offers voice teachers an option for young
singers as they regularly look to find new repertoire for their students. Many competitions such
as the National Association of Teachers student competition require students to prepare
twentieth-century English language art songs. Since voice instructors at the college level train
young voices that have a wide range of vocal and emotional maturity, it is important for the
instructor to select and assign repertoire that is appropriate for the student’s current level of skill
and vocal control. This document will demonstrate how Mother Goose Lyrics is appropriate
repertoire for the young singer and serve as a beneficial resource for students, teachers, and
performers who are preparing any of the four songs in Mother Goose Lyrics or the five in Mother
Goose Lyrics II. Furthermore, it highlights accessible repertoire that fulfills the needs of voice
instructors and students at the advanced high school and undergraduate level. Faith’s Mother
Goose Lyrics can be found in The Songs of Richard Faith for Voice and Piano Vol. II, and
Mother Goose Lyrics II is in The Songs of Richard Faith for Voice and Piano Vol. III. Both
books are published by Leyerle Publications, and are available for purchase at
leyerlepublications.com.
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PREVIOUS RESEARCH OF RICHARD FAITH
Three published dissertations focus on the songs of Richard Faith. William J. Lavonis’s
1991 dissertation, “The Songs of Richard Faith,” includes the songs written from 1944 until
1989, providing detailed analysis and insight to his oeuvre of 57 songs. Julie Anne Wieck’s
1997 dissertation discusses Faith’s songs composed from 1990-1995. Her document provides a
high-level overview and analysis of all the songs composed by Faith during these six years,
including the first set of Mother Goose Lyrics, but her document lacks an in-depth analysis and
performance guide. “The Solo Songs of Richard Faith: A General Survey of Style,” was written
in 2002 by Lori Lovell Laux. As the title states, Laux’s work focuses on Faith’s general
compositional style, the characteristics of the vocal line, and the role of the accompaniment.
There are two other dissertations that contain material on Richard Faith’s songs; “The Songs of
Richard Faith: The Use of Modern and Pre-modern Styles,” by Dr. Joseph Hopkins and “The
Poetry of Christina Rosetti in the compositions of John Ireland, Richard Faith, and Jeanne
Shaffer.

BIOGRAPHY
Richard Bruce Faith was born in Evansville, Indiana, on March 20, 1926 to parents both
of whom were musicians and supportive of his musical interests. At the age of eight, Faith
began piano lessons, from his fifteen-year-old cousin, at a small conservatory in Evansville.
When he entered the music building for the first time, he reacted to a portrait he saw hanging on
the wall: “When I saw the picture of Beethoven, I decided I was going to become a composer!”4
Soon after this, Richard began improvising melodies on the piano, and by the age of eleven he

4

William Lavonis, “The Songs of Richard Faith:1990-1995” (DMA diss., University of Cincinnati, 1991),
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began to write down his compositions in a notebook. The first song that Faith composed was
“Daffodils,” based on a poem by Wordsworth. His continued interest in song literature was
largely inspired by his sister Peggy Faith Engstrom’s gift of singing, and careful selection of
poetry was a central focus from the beginning of his compositional career.5
Although Faith had an interest in composition as a child, he was influenced by his parents
and teachers to pursue a career in performance as a concert pianist. In 1940, at the age of
fourteen, Faith appeared with the Evansville Philharmonic. He began to travel 600 miles roundtrip to Chicago every two weeks for piano lessons, where he eventually attended the Chicago
Musical College and earned both a bachelor’s and a master’s degree in piano. At the age of
nineteen, Faith placed in a collegiate contest and was awarded an opportunity to perform
Chopin’s Concerto in F minor in Chicago’s Orchestra Hall. This was followed in 1947 by his
professional debut at Kimball Hall and a return to Orchestra Hall for a solo recital and an
engagement with the Chicago Symphony in 1948.6
Even though it seemed that Richard was on a path to success on the performing stage, a
career as a professional concert pianist was not his passion. He states:
I couldn’t deal with public performance. I didn’t have memory slips or anything
like that. It’s just that I would stop practicing a week before every performance. I
would always practice every day for my lessons. I don’t know why…I had to
fight my way through it each time.7
As Faith’s interest in a performing career waned, his interest in composition continued to
grow. His first composition teacher was Max Wald at Chicago Musical College, now Chicago
College of Performing Arts at Roosevelt University, with whom he worked from 1947 to 1949.
From about 1950 to 1953, Faith worked as a recital accompanist for vocalists and
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Carol Kimball, Song: A Guide to Style and Literature (Redmond, Wash: Pst…Inc, 2000), 273.
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instrumentalists who performed many of his compositions on their recitals. In 1954, he started
his doctoral work in composition at Indiana University in Bloomington, Indiana, with Bernhard
Heiden. Before he had finished the degree, he took his first teaching position at Morningside
College in Sioux City, Iowa, as an Assistant Professor of Music in 1956.8 At Morningside
College, Faith was a devoted teacher of piano, but he continued to compose. From 1956 to 1960,
Faith composed five songs, three sonatas for trumpet, flute, and solo piano, and the Rhapsody for
Cello and Piano.
Faith received a Fulbright scholarship in 1960, which allowed him to study in Rome with
Guido Agosti at St. Cecilia Conservatory. While in Rome, Faith composed his first piano
concerto and three songs, including “Bobby Shafto,” detailed later in this document. After his
time in Europe, Faith returned to the United States in 1961 taking the position of Assistant
Professor of Music at the University of Arizona in Tucson, where he became a Full Professor in
1978. Faith stayed at the University of Arizona until he retired in 1988, after which he continued
to compose songs, choral works, piano concertos, orchestral pieces, and chamber works. His first
opera, Sleeping Beauty (1971), was premiered in Tucson and later performed in Evansville and at
Morningside College. The irony of Faith’s career is that his teaching positions were always as a
piano instructor and not as a composer.
Upon his retirement, Faith relocated to Reston, Virginia, near Washington, D.C. where he
moved to live with his friend and fellow musician, June Presswood. As a singer, Presswood
premiered many of his songs and has been the recipient of several dedications by Faith.9 Faith
continued to compose after he moved back to Indiana following his stay in Virginia. He was
living in Indiana at the time of the premiere of his opera Beauty and the Beast in 1999 with The
8

Ruth Anderson, Contemporary American Composers, a Biographical Dictionary, 2nd ed. (Boston, Mass:
G.K. Hall & Co, 1982), 160.
9
Lavonis, “The Songs of Richard Faith,” 5.
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University of Evansville Opera Theatre. In October of 2015, after spending time in Colorado
and Arizona, Faith has relocated to Illinois. He has continued to compose and is now 91 years
old.
MUSICAL STYLE
According to Faith, the composers Debussy, Ravel, and Rachmaninoff influenced his
musical compositions, and Brahms served as a model for compositional form.10 Faith explains:
“I share with Rachmaninoff, Debussy and Ravel a love of beautiful and sensuous sounds. I
inherited from Chopin a special regard for melody, and from Franck, the mysterious religious
quality.”11
Lori Lovell Laux gives insight to Faith’s compositional style: “Faith’s songs are most
noted for their melodies, characterized by long, lyric lines that often move in sweeping
contour….The long lines of the melodies are of paramount importance and are derived from his
piano writing.”12
Faith seems to be a poet at heart. He places a high value on the primacy of the text. He
explains:
I try to get the rhythm of the text. I’ve heard many contemporary composers who
didn’t…and they’ll put an unimportant syllable on a very long note and accent
it…and do all sorts of horrible things, distorting the words. That, of course, is the
modern attitude but I think it’s a very amateurish attitude that is very prevalent in
the 20th century.13
In an interview with Laux, Faith explains the importance he places on adhering to the
rhythm that is inherent within the text of the poem: “I’m very conscious of the text and what I
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Quoted in Lavonis, “The Songs of Richard Faith,” 6.
Ibid.
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Lori Lovell Laux, “The Solo Songs of Richard Faith: A General Survey of Style” (DMA diss., University
of Nevada, Las Vegas, 2002), 2.
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Wieck, “The Songs of Richard Faith: 1990-1995,” 6.
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think the rhythm of the words should be. That’s probably where I am most critical.”14 In the
same interview, Faith makes these remarks regarding textual considerations in his compositions:
“There is an integrity in each line making it sound as if it was supposed to be that way from the
beginning of time; great music has to have an element of inevitability.”15
Faith works carefully to set the syllables of the poetry with the natural inflections of the
spoken language in order not to sacrifice words for musical concerns. To this end, he has no
issue regularly shifting meters to accommodate the text.16 Even though Faith’s thorough and
conscientious process of setting poetry requires time and hard work, song writing is simpler for
him than other types of composition. Lavonis explains:
[Faith] finds it is easier to write for voices than for instruments. The composer
feels that the abstraction of an instrumental piece hinders one’s thinking, whereas
in a song there is a poem and certain images and colors can be exploited
immediately. In many cases the poet may already have decided the song’s form.17
One of the many reasons Richard Faith’s Mother Goose settings are ideal pieces to
introduce to young singers and teachers is because of the ease of his natural approach to text
setting. This approach results in song text, syntax, and syllabic accents modeled on the spoken
word. In addition, these pieces are approachable and humorous, and they contain poetry
understandable poetry to the novice. Mother Goose Lyrics offers a simple compositional
approach best suited to young singers in contrast to Faith’s Mother Goose Lyrics II, with the
exception of “Bobby Shafto, which includes developed accompaniments, mature poetic content,
difficult voice parts, and chromaticism. For this reason, Mother Goose Lyrics II is more
appropriate for intermediate students, whereas Mother Goose Lyrics is better suited for beginners
and advanced beginners. Both song sets have short phrases, brief content (two or three pages
14

Quoted in Laux, “The Solo Songs of Richard Faith,” 7.
Ibid., 2.
16
Wieck, “The Songs of Richard Faith: 1990-1995,” 5.
17
Lavonis, “The Songs of Richard Faith,” 8.
15

8

long), as well as light poetic and emotional content. Therefore, they are more technically,
musically, and dramatically accessible for young singers than the bulk of Faith’s other songs.

CHAPTER TWO
METHODOLOGY
The research for this performance guide to Mother Goose Lyrics and Mother Goose
Lyrics II includes information collected from interviews with Richard Faith. Based on personal
conversations, as well as study and analysis of the collections, the document includes insights to
each song that will guide teachers and students to determine the skill level necessary for each of
the nine songs. The guide also includes brief discussions concerning vocal technical concerns, as
well as helpful details and interpretive information to introduce features of Faith’s compositional
style. The pedagogical observations serve as an overview of the skill level of each song. It will
aid teachers and singers who are not yet familiar with Faith’s compositions to find the
appropriate repertoire. Following this brief outline is a discussion of vocal concerns or
observations that might be useful to the teacher and student as they begin study. Interpretive
information will also serve as a valuable tool to determine the maturity necessary to adequately
express the intent of the composer. The exploration of thematic material, character(s), emotional
content, melody, accompaniment, tonal centers/keys, and rhythmic devices will further aid
interpretation and serve as guides to Faith’s compositional style. The author spoke with Faith
several times in June and August of 2015. During these conversations Faith provided insight
into his compositional process, harmonic language, text painting, as well as some information
about choices that he made in the songs that he would like to now change.
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Occasionally, young students have a difficult time engaging with the emotions and
characters in their repertoire. The components of this performer’s guide will provide teachers
with an overview of the material to assist them in making a decision about whether one of the
collections is appropriate for a public performance, suitable as a “teaching piece” that helps the
student cultivate proper vocal technique, or if, perhaps, it is not appropriate for the age and
developmental level of the student. While there may be songs in these two collections that are
too complex, with multiple characters, or emotional content, many selections are manageable for
a young singer. To quickly familiarize teachers and students with the basic pedagogical
information, each song analysis will begin with a section of Pedagogical Observations.

PEDAGOGICAL OBSERVATIONS

Range:

Lowest pitch to the highest pitch in the melody

Tessitura:

Most frequently occurring pitch range

Key:

A group of pitches or scale

Tempo:

Speed at which music is played

Meter:

Recurring pattern of stresses that provide the beat

Vocal Difficulty:

1

Classification:

Beginner, Advanced Beginner, Intermediate, Advanced

2

3

4

5

10

Vocal Difficulty:
A difficulty rating of 1 signifies that the song’s content is simple. The song reflects a
vocal range of an octave or less that generally stays in the middle voice between the two main
passaggi. The form encompasses two-measure phrases, utilizes melodies that contain small
intervals, and/or has a rudimentary harmonic structure such as I/IV/V/I. This rating is attainable
by voice students in high school.
A difficulty rating of 2 signifies material that is appropriate for many college freshmen
and advanced high school singers. These songs contain vocal lines that occasionally venture
outside of the middle voice with a range of over an octave, phrases longer than two measures,
melodies than use intervals of a fourth, fifth or larger, and a harmonic structure that is expanded
from that of a 1 rating.
A difficulty rating of 3 signifies a moderate level of difficulty. These songs may contain
vocal lines that routinely venture outside of the middle voice with a range of an octave and half,
four measure phrases, and advanced chord progressions and accidentals in the vocal line. Vocal
material rated 3 requires a student to have developed control over their instrument, i.e., practiced
breath management, functional understanding of technique, and progress in understanding the
passaggi and how to traverse them.
A difficulty rating of 4 signifies intermediate levels of complexity. These songs may
contain vocal lines that sit outside of the middle voice with a range of almost 2 octaves, phrases
longer than four measures, and/or advanced chord progressions, modulations, and accidentals in
the vocal line. A rating of 4 for the voice necessitates more understanding of pedagogical
function than a rating of 3. Much of this knowledge comes from 4 to 5 years of experience
singing and performing.

11

A difficulty rating of 5 designates the material as advanced. These songs may contain
vocal lines that sit outside of the middle voice with an expansive vocal range requiring the singer
to sing their highest or lowest notes, extended vocal phrases that require optimal breath
management, and/or advanced chord progressions, modulations, and many accidentals in the
vocal line. This rating denotes a need for mastery of technique through the ability to sing long
phrases with even breath support, control passaggi zones, navigate all three vocal ranges (low,
middle, high), and/or access the top range with clarity and without tension. This rating signifies
that the material is for advanced upperclassmen or graduate students.

Classification:
All songs covered in this document are in the published medium high keys, so all
classifications refer to sopranos and tenors. The songs are also in English, so foreign
language knowledge is not applicable in these classifications.
Beginner – advanced high school seniors/college freshmen, sopranos and tenors that are still
working to develop high range.
Adv. Beginner – college sophomores, students able to access their top range, students who have a
developed sense of emotional maturity.
Intermediate – college upper classmen, students with reliable control of the three vocal registers,
students with a firm understanding of music theory for singing non-tonal or modal songs.
Advanced – graduate students, advanced college juniors and seniors, strong grasp of all vocal
ranges and passaggi, developed sense of maturity, strong musicianship.

12

Text Setting Devices:
This portion of the performance guide provides basic information concerning text setting
including harmonic language, thematic material, character(s), accompaniment, melody, tonal
centers/keys, poetry, and rhythmic devices.

The Role of the Piano and its Relationship to the Voice:
This section will describe the various roles of the piano as a storytelling device and other
descriptive elements through melody and harmony. Does the accompaniment support the singer
or play its own role? For a young singer, an accompaniment that is rhythmically or harmonically
independent of the vocal line may cause difficulties. Therefore, it is important for the teacher and
student to know these significant features of the piano part and how it supports the singer.

Vocal Observations and Performance Suggestions:
Vocal observations describe topics concerning vocal technique, such as range, tessitura,
vowel modification, rhythms, intervals, articulation, and phrasing. This discussion provides
specific information about vocal concerns that teachers and young singers need to be aware of
for ease of vocal production. Performance suggestions will provide recommendations such as
movement in the performance space, facial expressions, hand/body gestures, or other pertinent
information regarding stage presence.

Vowel Modification and IPA:
Voice teachers ought to have an understanding of vowel modification when vowels occur
on high pitches. Richard Miller defines vowel modification as the “gradual adjustment of
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vowels during ascent of the scale so as to produce uniform timber, resulting in an evenly
registered voice.”18 When Miller refers to an evenly registered voice, he defines registration as
navigating between the different registers of the voice in an efficient manner in order to create
unnoticeable transitions through the passaggi.19 The goal of vowel modification is to create a
comfortable, resonant, and pleasing tone, in a healthy and efficient way, by slightly adjusting
vowels, particularly in the high ranges and in the passaggi. Closed forward vowels such as
“meet,” [i], need modification to its more open vowel neighbor [ɪ], like the word “sit.” By
shifting to a vowel that is balanced between front and back, and dark and bright, singers can
achieve an even sound production. English vowels that will be discussed include the following:
IPA

Example

[i]
[ɪ]
[e]
[ɛ]
[ɑ]
[ᴧ]
[o]
[ʊ]
[u]

meet
hit
face (first half of the diphthong)
bet
hot
rough
boat
hood
goose

18

Richard Miller, Training Tenor Voices (New York: Schirmer Books, 1992), 161.
Clifton Ware, Basics of Vocal Pedagogy: The Foundations and Process of Singing (New York: McGrawHill, 1998), 281.
19
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CHAPTER THREE
MOTHER GOOSE LYRICS

I.

WHERE ARE YOU GOING TO, MY PRETTY MAID?
“Where are you going to, my pretty maid?”
“I’m going a-milking, sir,” she said.
“May I go with you, my pretty maid?”
“You’re kindly welcome sir,” she said.
“What is your father, my pretty maid?”
“My father’s a farmer, sir,” she said.
“What is your fortune, my pretty maid?”
“My face is my fortune,” she said.
“Then I can’t marry you, my pretty maid!”
“Nobody asked you, sir!” she said.

Range:

D4-B♭5
D3-B♭4

soprano
tenor

Tessitura:

F4-E♭5
F3-E♭4

soprano
tenor

Key:

B♭ major

Tempo:

Allegro

Meter:

2/4

Vocal Difficulty:

1

Classification:

Advanced Beginner

2

3

4

5
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Text Setting Devices:
“Where are you going to, my pretty maid?” is a story of a man pursuing a courtship of a
beautiful young woman on her way to milk a cow. The first line ends with the word “maid,”
while the second line ends with “said.” Repeating the rhyme scheme, these two words are
repeated to finish every line of the poem. The opening piano melody presents a jaunty rhythmic
motive to convey the eager, confident, or even impertinent man’s footsteps as he approaches the
young woman (see Example 1). The opening piano material and key of B♭ major provides an
emotional effect of hope and aspiration similar to Schumann’s Op.25 no.1 “Widmung” with its
upbeat and undulating accompaniment. The dotted-eighth note followed by a sixteenth note and
two eighth notes in the melody suggest the man’s quick and eager gait. This rhythmic motive in
m. 3 repeats frequently throughout the song.

Example 1 “Where are you going to my pretty maid,” mm.1-6

Faith uses a through-composed musical form with speech-like melodies to set the text.
However, in this song he often places the stress on the second syllable of the phrase, by placing it
on the down beat as a dotted-eighth note. The only exception to this pattern is in mm. 37 – 44.
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It could be argued that Faith’s repetitive emphasis on the second syllable of phrases in this song
is not completely speech-like.
Shifting tonalities characterize the wide array of emotional content in “Where are you
going to my pretty maid.” The first eight measures in the piano part have a pulsing ostinato of
open B♭ major chords (without the third) (see Example 1). This is followed by eight measures in
the dominant F, and a return to tonic at measure 17. Then, at m. 19, a shift occurs to the relative
minor, G minor, for eight measures (see Example 2).

Example 2 “Where are you going to my pretty maid,” mm.19-24

Faith adds the third to these chords, replacing the open chords heard in the first eighteen
measures. The change to minor in m. 19 reveals the dark nature of the man’s intentions as he
asks the woman about her father. The tonality of the piano shifts to G minor before the vocal
entrance, foreshadowing the intent of the words before they are spoken. At the pickup to m. 21,
the man asks, “What is your father, my pretty maid?” The man is approaching this young
woman looking for someone with wealth. In minor, the intent of these words is underscored. In
m. 27, Faith moves further away from tonic to C minor, as the man states his desires directly:
“What is your fortune, my pretty maid? (see Example 3).
17

Example 3 “Where are you going to my pretty maid” mm. 25-31

Measure 31 brings a return to the dominant F major, followed by a return to tonic in mm.
36 and 37 as the man states “Then I can’t marry you, my pretty maid!” The song ends in the
tonic B♭ with the young woman’s last words, “Nobody asked you sir, she said.”
Each phrase starts on a pick-up to the down beat. The only exception to this is the final
sentence of the poem in m. 41 (see Example 4). Following the pick-ups, Faith uses a dottedeighth note on the down beat, through m. 31, with each vocal phrase. Measure 41 is the first time
that the end of the lines of text begin with a stressed syllable, which gives the line distinction and
emphasis. This line is a good example of Faith paying close attention to the meter of his texts.
Rhythmic motives, in combination with the changing tonalities, help to convey the emotions and
drama of the text.
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Example 4 “Where are you going to my pretty maid” mm 39-44

The Role of the Piano and its Relationship to the Voice:
Through study of this setting, vocalists will find the piano accompaniment supports the
vocal line and often foreshadows what is about to happen in the dialogue. After two measures of
open B♭-tonic chords in the piano, the voice begins on the fifth of B♭ (see Example 1). Often in
this song, the piano models the vocal rhythm for the vocalist. The piano provides a solid sense of
key and tonal center for the singer. It also drives the drama of this story. With the exception of
the final four measures, the piano introduces each change in emotion before the voice enters.
Perhaps Faith is asserting in the final four measures the maid’s emotions have changed from
timidity to resolve and no longer needs any assistance from the accompaniment Faith uses the
piano to foreshadow the direction of the story in mm. 19 and 27, with shifts to G minor and C
minor respectively (see Examples 2 and 3). The shift to G minor the relative minor of B♭ major,
in m. 19 occurs as the man’s questions transition from simple pleasantries, such as “May I go
with you, my pretty maid,” to the question he really wants to know, “What is your father, my
pretty maid?” Shortly thereafter, in m. 27, the harmony shifts away from B♭ major to C minor,
just as the man realizes the young woman is a commoner. Finally, he asks his last question
“What is your fortune, my pretty maid?” The piano accompaniment provides a beneficial
19

companion to the singer by providing a solid key area and introducing harmonic shifts before the
singer enters.
Vocal Observations and Performance Suggestions:
In the high key, the soprano range is D4 to B♭5 and the tessitura is F4 to E♭5. For tenors
the range is D3 to B♭4, and the tessitura is F3 to E♭4. While most of the melody lies in the middle
range, young sopranos will have two G5s and one B♭5; the tenor melody is set an octave lower.
Both G5s occur on the second syllable of the word “pretty” on a closed vowel. Closed vowels
lower the soft palate and raise the jaw. To address this issue, the G5s on [i] will require the
singer to modify this vowel to [ɪ]. The B♭5 occurs in m. 37 on [a], which is optimal for accessing
the top range. Besides these few high notes, the tessitura falls comfortably within the soprano
and tenor middle range and should not present difficulties for young singers. The vocal phrases
are short and contain syllabically set text on eighth and quarter notes (see Example 1). The
longest held pitches of the melodic line are half notes at the end of each poetic line. In the final
phrase of “Where are you going to, my pretty maid,” the last syllable is sustained for three beats.
Short syllabic phrases with few extended notes are suitable for young singers as they learn to
hold vowels evenly with the requisite breath support. Faith offers no articulation markings for
the vocal line in this piece. There are no other clues to Faith’s intentions for phrase shaping. The
melody of the vocal line is disjunct, including several leaps of a fourth, a fifth, or larger. A
teacher will need to work with the student to make sure transitions connect to consistent breath
energy for legato singing.
The two characters in this setting are dynamically opposite. The man sings in mezzoforte or forte, with one exception during the start of m. 20 (Example 2). This exception is at the
moment when he reveals his less than noble intentions. The pretty maid sings at the dynamic
20

marking of mezzo-piano or piano, with the exception of the phrase in m. 24. When she becomes
aware of the man’s intentions, there is a shift in the dynamics mirroring her shift from courteous
and gentile to strong and self-assured confidence. The young woman is not impressed by the
man’s shallow advances. The social stature and wealth of this man is unclear. He may be poor,
looking for a wealthy woman to marry, or perhaps he is wealthy and looking for a reason that he
could marry this beautiful girl and still maintain his social status. Regardless, he is curious of the
young woman’s social class. The young woman does not respond to either accept or rebuff his
questions, but, once the man shows his true colors by saying that he can’t marry her because she
is poor, she gets the last word by stating, “Nobody asked you sir!” “Where are you going to my
pretty maid” ends on a humorous note, with the pretty young girl getting the last word and laugh.
She is confident of her self-worth and does not seem to care in the slightest for this pretentious
man. The end of the song is set in such a way that the young beautiful peasant woman not only
bests the man, but she is also portrayed as more moral and intelligent than him. The story
provides playful possibilities for the singer and opportunities for the audience to engage with the
characters.
Two distinctly different characters appear in this setting: the enamored man, and the
pretty maid, as well as a narrator. The performer needs to make these different voices clear to the
audience. In portraying the pretty maid, the singer may use a reserved and cautious posture and
voice since the young woman begins the song unsure of the man’s intentions and finishes the
song quite sure that she does not care for him. The singer can convey the smug, obnoxious man
by standing with the chest out and head tilted up slightly; this will convey his general
condescension and self-centered personality. When singing as the man, the performer should use
a full and loud sound, while the young girl should be more soft-spoken with the exception of the
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final phrase, where she finishes the song on forte. “Where are you going to, my pretty maid” is
only two pages long and moves quickly with a tempo marking of Allegro. It contains only three
and four-measure phrases, so young singers solidifying their breath management skills will have
ease singing with energy through the vocal melody. It does not require a great deal of stamina, so
it would be a good fit for the advanced beginner.
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II.

Jenny Wren

Twas once upon a time,
when Jenny Wren was young,
So daintily she danced,
so prettily she sung,
Robin Redbreast lost his heart,
for he was a gallant bird,
So he doffed his hat to Jenny Wren,
requesting to be heard.
“O dearest Jenny Wren,
if you would but be mine,
You shall feed on cherry pie
and drink new currant wine,
I’ll dress you like a gold-finch
or any peacock gay,
So, dearest Jen, if you’ll be mine
let us appoint the day.”
Jenny blushed behind her fan
and thus declared her mind:
“Since dearest Bob, I love you well,
I take your offer kind;
Cherry pie is very nice
and so is currant wine,
But I must wear my plain brown gown
and never go too fine.”
Range:

E♭4-A♭5
E♭3-A♭4

soprano
tenor

Tessitura:

F4-G♭5
F3-G♭4

soprano
tenor

Key:

G major

Tempo:

Allegretto

Meter:

4/4

Vocal Difficulty:

1

Classification:

Advanced Beginner

2

3

4

5
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Text Setting Devices:
“Jenny Wren” is the story of a male bird pursuing a courtship with a beautiful young bird
who loves to sing and dance. The poem has one of the most common rhyme schemes, that of a
couplet, which means that every other line ends with words that rhyme. The thematic content of
the poem centers around a flashy, colorful robin, trying to win the modest, yet beautiful wren.
Similar to “Where are you going to my pretty maid,” a variety of tonalities characterize
the emotional content of “Jenny Wren.” It begins in G♭ major, during the first four measures,
with the tonic of G♭ in the left hand of the piano while the right-hand alternates between G♭ and
A♭ tonalities. The opening rhythmic motive of the piano contains skipping sixteenth-note and
eighth-note figures. These short sixteenth-note and eighth-note skips may be understood to
represent Jenny Wren hopping and dancing about, or may foreshadow the opening text, “twas
once upon a time,” by setting a light and pastoral picture. In m. 7 the voice and piano shift to B♭
minor leading to the dominant D♭ chord appearing at the end of m. 8. This harmonic shift
occurs, as well as a shift to tenuto quarter notes in the left hand of the piano, when Robin
Redbreast (Bob) is first introduced. This shift in the piano may symbolize Bob’s footsteps, in
contrast to Jenny’s dainty dancing. Measures 13 and 14 are virtually identical to mm. 3 and 4,
with the G♭ pedal and A♭ in the right hand. Faith repeats this motive as Bob tries to persuade
Jenny of how delightful her life will be if she will marry him. Measures 15 and 16 are also
similar to mm. 9 and 10, except for the end of m. 10. The first verse ends back on the tonic of
D♭ in m. 10, but Faith shifts to B♭ at the end of m. 16. Moving away from tonic, at this point,
seems to express a general mood that Bob is becoming anxious as he continues to try and
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convince Jenny that she should marry him. Following this, the key signature shifts to D♭/B♭
minor, but mm. 17-19 are in B♭ major (see Example 6).
Beginning in m. 20, the harmonic progression becomes unsettled. Bob is asking the
question and this method of composition describes his anxiety. The climax of this verse comes
on beat three of m. 24 with F, the dominant of B♭, in the voice and piano. The following
fluctuations in mm. 25-29 display a parallel emotion as Jenny steadies herself while she wavers
in her decision to accept or refuse Bob’s marriage proposal. Measure 25 opens with a shift to B♭
minor. Following this key area is shift to A♭ in m. 27, next by D♭7 in m. 28, with an eventual
return to the original tonic of G♭ in m. 30. The key areas of mm. 27-30 reflect V/V, V7, I. As
Jenny moves through her decision, so do the key areas with a cheerful return to her original
melody and happy outlook on the world.

Example 5 “Jenny Wren” mm 29-32
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Example 6 “Jenny Wren” mm.17-20

Harmonically, mm. 30-39 are identical to mm. 3-12. The accompaniment and the vocal
lines are also melodically and rhythmically similar. These rhythmic and melodic similarities
support the argument that this song has an ABA structure. These structural similarities coincide
with the opening theme of contentment, a difficult decision concerning the marriage proposal,
and a return to peace after resolution of her decision. The only noticeable difference in structure
is the ascending pattern in the vocal melody that finishes in mm. 38 and 39. The agreement to the
marriage proposal ends on an upward note, literally and figuratively, as demonstrated by the
ascending pattern.
The song ends with Jenny’s acceptance of Bob’s marriage proposal in the original key
area of G♭ major as the characters progress happily ever after. Faith’s colorful tonalities and
melodic motives offer a variety of possibilities to consider when making dramatic choices
regarding the personalities, emotions, and thought-processes of the characters.
The two characters are drastically different. “Jenny Wren” is a simple, plain, yet
beautiful brown bird. Bob, or Robin Redbreast, is a colorful, flashy, and gallant robin. His
attempts at courting Jenny work even though they have different beliefs. She appreciates the
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simple things in life while he values luxury. In m. 26, Jenny blushes behind her fan as Bob
proposes to her, which shows her interest in the handsome and dashing gentleman, even though
she knows that they have vastly opposing views towards life’s values. Faith explains: “When
Jenny Wren starts, the upbeats come in the right hand, but in Robin Redbreast it’s a little less
feminine…the rhythm is entirely different.”20 These differing rhythmic motives signify the
different values and personalities of their respective characters.
Two patterns in the vocal line repeat throughout “Jenny Wren.” The first is a skipping
melody of leaps with dotted rhythms in mm. 3-6 (see Example 7), and the second is a more
reserved melody with repeated pitches almost completely devoid of dotted notes in mm. 7-10
(see Example 8). The first melodic pattern is usually accompanied by text portraying a beautiful
image or words spoken out of kindness and courtesy. The second pattern tends to be paired with
serious text. In measures 2-6, when the text is describing Jenny, the melodic phrases begin on a
weak beat. This technique is often used by composers to signify a “feminine” theme or character.
Then at m.7, when describing Robin, the melody changes to quarter notes, with a more angular
melodic line including large leaps.

20

Richard Faith, Interview by author, 25 June 2015, Barrington, Illinois, Audio recording.
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Example 7 “Jenny Wren” mm.1-6

28

Example 8 “Jenny Wren” mm. 7-13

The Role of the Piano and Its Relationship to the Voice:
The piano supports the vocal melody with an open, skipping, staccato ostinato pattern to
represent the lightness of hopping birds.21 It also provides a solid sense of key and tonal center
for the singer and this simplicity conveys the mood of this text. For example, in m. 3, the right
hand of the piano plays short staccato eighth notes on the off-beats (see Example 7). This is
meant to show Jenny Wren’s youthful playfulness as she skips from place to place. Later in m.
7, however, the right hand and left hand of the piano plays quarter notes on the beat to perhaps
describe the personality of the other character, Robin Redbreast. Faith alters the rhythmic pattern
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Ibid.
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to show contrast between the two characters. Yet, this deviation is short lived as the right hand
quickly transitions back to the original pattern in m. 9 when Robin approaches Jenny. While
Faith does use the accompaniment to portray parts of the drama and characters, he also uses it to
support the singer rhythmically as well as harmonically.

Vocal Observations and Performance Suggestions:
Through study of this setting, vocalists will find that the piano supports the vocal line
with a solid footing in the key of G♭ major. The vocal melody is disjunct, including intervals
larger than a whole step and several leaps of a fourth or larger. Disjunct melodies with large
leaps may potentially cause some young singers to tense their neck, jaw, or tongue in an attempt
to muscle through register shifts, therefore the teacher will need to bring attention to the breath
and its paced release in order to maintain legato. Connected breath will help connected singing,
which releases tension.
The soprano range is E♭4 to A♭5, and the tessitura is F4 to G♭5. For the tenors the range is
E♭3 to A♭4, and the tessitura is F3 to G♭4. “Jenny Wren” sits high in the vocal range for young
singers. There are six G♭5s and an optional A♭5 for the soprano, whereas the tenors are one
octave lower. Since these notes sit in the head voice above the passaggio, the singer needs to use
open vowels, which require some modification. Understanding how and when to modify a vowel
may cause confusion for some young singers, so teachers need to be clear in their direction
concerning the details of vowel modification in order for the student to sing without vocal strain.
The first G♭5 occurs on the first syllable of the word “once” [ᴧ], which should be modified to [ᴐ].
The G♭5 in m. 5 is on the vowel [ᴏ] and does not need to be modified. The G♭5s in mm. 13 and
30 occur on the word “dear” [I] and may not be necessary to modify. The occurrences in mm. 32
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and 39 are on the diphthong [aɪ] in the words “I” and “fine.” Usually diphthongs require the
singer to hold the first vowel sound [a], until the last possible moment, and then switch to the
second vowel sound [I] on the release. The optional A♭ happens quickly with a sixteenth-note
on the word “too” [u], which may be modified to the more open [ᴧ]. The rest of the pitches fall
into a comfortable range for many young singers. The vocal phrases are only two measures long
and contain syllabically set text on eighth and quarter notes. With such short phrases and few
long notes, this piece does not tax the young singer’s ability to manage the breath.
The three characters of “Jenny Wren,” the narrator, Jenny, and Bob, sit in the same
tessitura. To differentiate between the three personalities, the performer may choose to use
slightly different postures and facial expressions. Bob is flashy, proper, and sophisticated, so it is
suggested that the singer puff the chest out a bit and have a confident smile. Jenny is sweet,
happy, and perhaps naïve, so a wide-eyed smile and lightness on the feet will portray her
character. The singer could use different voices to portray the characters; however, it is advised
to use caution with young singers in regards to manipulation of the sound production to create
character voices. Attempting to alter the natural voice in a young singer may result in unhealthy
tension in the mechanism. However, the narrator is an emotionally neutral story-teller so it is not
necessary for the singer to offer anything but a straight classical approach. If the performer
would like to experiment with the use of space, he or she may move with light and quick motion
when portraying Jenny, move with an assertive or noble posture with Bob’s voice, and then stand
motionless as the narrator. With a high tessitura, large vocal leaps, and three different character
portrayals, “Jenny Wren” is suited to the advanced beginner.
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III.

The Queen of Hearts

The Queen of Hearts, she made some tarts
All on a summer’s day;
The Knave of Hearts, he stole those tarts,
And took them clean away.
The King of Hearts called for the tarts
And beat the Knave full sore;
The Knave of Hearts brought back the tarts
And vowed he’d steal no more.

Range:

G4-A5
G3-A4

soprano
tenor

Tessitura:

G4-F5
G3-F4

soprano
tenor

Key:

C major

Tempo:

Allegro ma non troppo

Meter:

6/8

Vocal Difficulty:

1

Classification:

Intermediate

2

3

4

5

Text Setting Devices:
Faith’s composition begins with playful tonic and dominant chords in C. Each odd
numbered line ends with the word tarts. Within the first stanza, lines 2 and 4 rhyme (ABAB),
and within the second stanza lines 6 and 8 rhyme (ACAC). The vocal melody begins at the pickup to m. 9 while the right hand of the piano shifts to rolling eighth notes, leading to two against
three between the voice and piano (Example 9). The singer and pianist must be confident in
order to effectively perform with rhythmic accuracy.
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Example 9 “The Queen of Hearts” mm. 7-12

Beneath the right-hand pattern in the piano and the vocal melody is a staccato articulation of C
and G in the left hand of the piano. Faith then restates the vocal melody from m. 7 in the piano
in m. 16. The statement and restatement of the melody adds emphasis and stress to the previous
text, and creates dialogue between the voice and piano. Suddenly, there is a harmonic surprise
on the downbeat of m. 21 that draws the listener’s attention. Instead of the anticipated A♮, an A♭
destabilizes the tonic and introduces a passage of harmonic ambiguity. This happens in
conjunction with the Knave stealing the tarts. As this harmonic uncertainty seems to resolve at
m. 27, there is a strong sense of D♭. At this point, the King enters the scene. The drama reaches
its climax in m. 32 with the A5 in the vocal melody, during the King’s angry demand for the tarts
and the Knave’s subsequent punishment. In m. 41, after the Knave promises to never steal again,
the music returns to the idyllic setting found in the opening with a return to the key of C. While
this tonality seems to provide a sense of normalcy, there are no actual C or G chords (see
Example 10). Faith uses the next sixteen measures to prolong this harmonic obscurity. The
harmonic shift is accompanied by a descending triplet pattern in the right hand of the piano,
followed by four measures of a hemiola pattern beginning in m. 53.
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Example 10 “The Queen of Hearts” mm. 37-42

Finally, a complete return to C major occurs in m. 57. Mm. 57-61 are exactly the same as
mm. 9-13. In m. 62, the note values of the voice lengthen and the greatest harmonic surprise of
the “The Queen of Hearts” follows. Instead of resolving down to the C, the voice ascends and
finishes on an unexpected sustained A♭. Below, the piano contains ascending triplet patterns that
elicit visions of floating away from the story. These devices enhance the musical description of
the landscape and the emotions of the character in addition to conveying the fairy-tale kingdom
where this story has taken place. Regardless of the meaning behind this compositional device,
the last two measures of the “The Queen of Hearts” eventually bring a resolution back to the
tonic C in m. 72 (see Example 11) and parallels the opening melodic material as the emotions of
the character return to peace after theft and punishment.
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Example 11 “The Queen of Hearts” mm. 61-72

The Role of the Piano and its Relationship to the Voice:
Vocalists will find the piano enhances the drama with rhythmic vitality and harmonic
interest. At times, it has a rolling-triplet pattern against the duple in the vocal line, creating a two
against three cross-rhythm.22 Above this, the vocal melody contains an often-repeated rhythmic
motive of a dotted-quarter note followed by two dotted-eighth notes. At times, the piano either
directly or indirectly quotes the vocal line, e.g., a direct restatement of the vocal melody occurs
in m. 16 (see Example 12), and an indirect statement of the vocal line in m. 27. It also serves to
enhance the drama of the text in the vocal line, as in m. 37 (see Example 10). In this instance,
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Wieck, “The Songs of Richard Faith: 1990-1995,” 76.
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Faith uses ascending staccato chords to portray the King beating the Knave for stealing the tarts.
The accompaniment is meant to enhance the story line of the text so pianist and singer need to
make dramatic choices based on how their parts intertwine.

Example 12 “The Queen of Hearts” mm. 13-18

Vocal Observations and Performance Suggestions:
“The Queen of Hearts” presents several challenges for a young singer including an
extensive vocal range, large intervallic leaps, negotiation of triple versus duple meter, and
chromaticism in the piano and vocal melody. The soprano range is G4 to A5, and the tessitura is
G4 to F5. For tenors, the range is G3 to A4, and the tessitura is G3 to F4. There are several E5s,
F5s, and F#/G♭5s that sit right in, or near the passaggio. The high A♭5s and A5s may also be
challenging for young sopranos, especially the final A♭5 in mm. 65-68, where Faith indicates that
a messa di voce should be used (a crescendo followed by a decrescendo). The tenors will have
the same challenges one octave lower. Because young singers have not yet acquired mastery of
their vocal technique to sing high notes softly with freedom, a messa di voce will need specific
instruction from the teacher. The first challenging high note is an A♭5 on the first syllable of the
word “away” [ᴧ] in m.26, but it will not require modification. However, even though it requires
36

little to no modification, this note is at, or near the top of a young singer’s vocal range and will
require careful negotiation. The A♭/G♯5 in m. 32 occurs on the word “called” [a] and is on an
appropriate vowel shape that may not need modification. Faith also sustains, as the final pitch, an
A♭5 for four measures, mm. 65-68. It is on the word “day” [ɛɪ] and accompanied by another
messa di voce. The initial vowel sound should be held for twelve beats and the final vowel sound
[ɪ] added at the end. The lone A5 occurring on the word “hearts” [a], requires no modification,
and is optional.
“The Queen of Hearts” is seventy-two measures long, with a tempo marking of Allegro,
ma non troppo: quickly, but not too quickly. It opens with two four-measure vocal phrases, but
following these short phrases, their length increases. Long vocal phrases in combination with a
fast tempo marking requires attention to the pacing of breath so that the singer maintains
vibrancy to the end of the phrase. This necessitates the singer to pay close attention to the rhythm
for precise execution. Besides rhythmic precision, one other notable challenge concerns the
harmonic ambiguity during mm. 21-57. Faith is fond of moving through harmonic obscurity
until an emotionally charged climax.23
The performer does not need to move about the stage to express the actions in this song
since the subject matter revolves around the simple topic of pastries and the drama surrounding
them being made, stolen, and then returned. Using facial expressions to convey the storyline are
sufficient. In preparation to sing “The Queen of Hearts,” the performer should focus on the
child-like humor of the court jester’s dress in his ridiculous costume. It is useful to picture the
drama and scenery of “The Queen of Hearts,” like a cartoon or as puppets. Mother Goose
nursery rhymes were written for children, yet some of the material and settings of these stories
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Lavonis, “The Songs of Richard Faith,” 11.

37

reflect harsh circumstances. The text, “He beat the Knave full sore” might be gloomy or
traumatic if it is thought of as reality. For this reason, it is less upsetting to view the story
through the eyes of child and approach certain lines through playful devices rather than literal
translation.
Due to the extensive vocal range, large intervallic leaps, and chromaticism in the piano
and vocal melody, “The Queen of Hearts” is best suited to an intermediate level singer.
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IV.

I saw a ship a-sailing

I saw a ship a-sailing,
a-sailing on the sea;
And, oh! it was all laden
with pretty things for thee.
There were comfits in the cabin,
and apples in the hold;
The sails were all of silk,
and the masts were made of gold.
The four and twenty sailors
That stood between the decks,
Were four and twenty white mice
with chains around their necks.
The captain was a duck
with a packet on his back;
And when the ship began to move,
the captain said, “Quack! Quack!”

Range:

D4-G5 soprano
D3-G4 tenor

Tessitura:

F4-G5 soprano
F3-G4 tenor

Key:

E minor

Tempo:

Moving

Meter:

2/4

Vocal Difficulty:

1

Classification:

Advanced Beginner

2

3

4

5
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Text Setting Devices:
The story of “I saw a ship a-sailing” centers around a fantastic ship manned by mice and
captained by a duck. The poem is set as a through-composed song with an ABCB rhyme scheme
(Quatrain) similar to “Jenny Wren.” There are four stanzas to this poem.
The opening melodic line, which starts with a leap of a fifth and then returns to fill in the
interval, is a familiar compositional device of Faith.24 This disjunct melodic writing is common
to a number of Faith’s songs. “I saw a ship a-sailing” starts in the key of E minor and then
progresses through several tonalities including F7 in m. 11 and G major in m. 13. A colorful
example of unusual harmonics is the occurrence of E♭ on the word “gold” in m.18 since it is not
a routine tonality to occur with a key area of E minor (see Example 13). The “color” of E♭ is
unexpected and sounds mysterious. There is an A half-diminhsed 7th below the E♭ and the E♭ is
chromatically just a half step away from the original key, but Faith states in this instance that he
is trying to convey mankind’s fascination with gold.25 Wieck explains:
Faith set this poem in the key of E minor, but a nice surprise occurs on the word
“gold” in measure 18, where he goes to an E flat over a C minor chord. After two
measures of repeated E♭s, he modulates to G major, using the dominant. When
the captain is introduced, however, Faith returns to the opening key of E minor.26

24

Ibid., 74.
Faith, Interview by author, 25 August 2015, Audio recording.
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Wieck, “The Songs of Richard Faith: 1990-1995,” 75.
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Example 13 “I saw a ship a-sailing” mm.18-23

Faith returns to G major in m. 21, as the text of the third stanza begins. Starting in m. 22,
eighth notes occur in both the right and left hand of the piano. In m. 31, the third verse begins
with the introduction of the captain of the ship. The third verse shifts to E minor and returns to
the sixteenth-note pattern from the first two stanzas in the accompaniment, representing a seachanty. The song ends with the captain saying “Quack! Quack!” In the score, these “Quacks”
are pitched on F♯ and E (see Example 14) and Faith recommends an aggressive speech-like
fashion. 27 With its driving accompaniment, humorous ending, memorable dotted rhythms in the
vocal line, and colorful descriptive text, “I Saw a Ship A-sailing,” will most likely provide an
enjoyable learning and performing experience. In addition, it should get a good-hearted laugh
from any audience.

27
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Example 14 “I saw a ship a-sailing” mm. 36-40

The Role of the Piano and Its Relationship to the Voice:
The first measure of Faith’s “I saw a ship a–sailing” starts with a rippling sixteenth-note
pattern in the piano line (see Example 15) to convey the choppy water surrounding the ship.28
This rhythmic motive remains constant in stanzas one, two, and four. However, stanza three
demonstrates a shift in the motive with a change to an elongated rhythmic pattern of eighthnotes. According to Wieck, this shift occurs because Faith prefers a non-aggressive approach to
the beginning of this second verse (third stanza).29 The accompaniment supports the voice
harmonically and rhythmically, but does not double the vocal line.

28
29
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Example 15 “I saw a ship a-sailing” mm.1-6

Vocal Observations and Performance Suggestions:
Faith set the text of “I saw a ship a-sailing” as a through-composed form with syllabically
set text and instructions to sing it like a sea-chanty.30 To fulfill Faith’s instructions, the singer
ought to use a full and resonant sound while taking advantage of the dotted rhythms in the
melody to give extra emphasis to text stress that falls on strong beats. The soprano range is D4 to
G5, and the tessitura is F4 to E5. For the tenors the range is D3 to G4, and the tessitura is F3 to E4.
This piece is only 40 measures long and Faith designates the tempo as “Moving.” With the
length lasting less than a minute, the vocal phrases are short, most lasting only two or four
measures. Beginners still mastering the breath cycle will find the selection easy to sing because
of its limited vocal challenges.
The tessitura, which is less than an octave, sits comfortably for most sopranos and tenors.
It encompasses one G5 for the soprano and G4 for the tenor. The G, in m.15, is at the end of an
ascending octave that moves through the passaggio and occurs on the diphthong [ɛɪ] in the word
“sails.” The leap of an octave over the passaggio is a challenge for young singers. Since this
30
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particular leap goes from middle voice up to head voice, some young singers may attempt to
“belt” it. Belting is carrying the chest/middle voice up into the pitch range of the head voice and
is prevalent in musical theater and pop music. It is not appropriate for art song, but often singers
belt and use tension instead of air flow to create the sound. Singers need to approach “I saw a
ship a-sailing” in a style representative of classical singing and seek advisement from their
teacher when negotiating large intervals from one register to another.
Faith’s instructions are to sing this song like a “sea-chanty,” so the performer should
stand with in an upright posture and use a full and boisterous voice to sing a mysterious tale of a
fantastic sea voyage. Dynamic markings need careful attention and the articulation of the
consonants should not interrupt the musical line in order to maintain a legato phrase. Some
young singers interrupt the breath with consonants in order to articulate text clearly, but text
understandability, indeed, is clear when breath flow and vibrancy remains constant. Therefore,
the singer must always approach the phrase with a vowel-to-vowel connection. This simple
children’s story does not require any advanced emotional maturity or character development, so
it is a good fit for an advanced beginner. Similar to “The Queen of Hearts,” the singer may
choose to detach from a literal translation of the text and portray the drama and scenery of “I
Saw a Ship A-sailing” as an animated story-line instead.
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CHAPTER FOUR
MOTHER GOOSE LYRICS II

I.

Old Mother Goose

Old Mother Goose, when she wanted to wander,
Would ride through the air on a very fine gander.
Mother Goose had a house, twas built in a wood,
An owl at the door for a porter stood.
She had a son Jack, a plain looking lad,
He was not very good, nor yet very bad.
She sent him to the market, a live goose he bought:
“Here Mother” says he, “It will not go for naught.”
Jack’s goose and her gander grew very fond;
They’d both eat together, or swim in one pond.
Jack found one morning, as I’ve been told,
His goose had laid him an egg of pure gold.
Jack rode to his mother, the news for to tell.
She called him a good boy, and said it was well.
And Old Mother Goose, the goose saddled soon,
And mounting its back, flew up to the moon.

Range:

E♭4-A♭5
E♭3-A♭5

soprano
tenor

Tessitura:

F4-F5
F3-F4

soprano
tenor

Key:

C major

Tempo:

Allegretto

Meter:

6/8

Vocal Difficulty:
Classification:

1

2

Intermediate
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3

4

5

Text Setting Devices:
Beginning in C major, “Old Mother Goose” is the longest of Faith’s Mother Goose
settings and uses several descriptive elements to portray the text. As the vocal melody enters in
m. 5, the text describes Mother Goose flying on her pet gander while the piano resembles this
action with an ascending motive in mm. 7 and 8 (this motive returns at m. 50 as Mother Goose
prepares to take flight once again). Her return to the ground occurs in m. 9 with, now, a
descending pattern in the piano. Faith routinely uses chromatic changes in his compositions, but
finding a definitive dramatic reason for them is not always simple. For example, in m. 11 the
music transitions to E♭ major with the mundane text describing Mother Goose’s house; later it
transitions to the dominant G major in m. 15 when describing her son Jack and back to E♭ in m.
18. At this moment, there is little dramatic action and Jack is simply described as ordinary and
unrefined. The tonal center remains in E♭ until m. 26 when it seems to move back briefly to the
original C major, despite the F♯ in the piano. Faith’s application of chromatic changes in this
section effectively represent anticipation, since this is the point when Jack has gone to the market
and purchased the magical goose that will soon lay a golden egg.
In m. 51, after the golden egg is laid, the texture of the piano changes in m. 51. The right
hand, now, contains vacillating sixteenth notes followed by ascending sixteenth notes. This
pattern continues for eight measures and conveys Jack’s hurried riding to his mother and a sense
of frenzy must be embodied by the singer as Jack rushes to tell his mother what has happened.31
A crescendo to the dynamic marking of mf appears when Jack tells her the good news: a return to
mp cresc poco a poco supports the next four measures when his mother tells him he’s a good
boy. The sixteenth-note pattern in the right hand of the piano, in m. 59, changes to rolling
31
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arpeggiated sixteenth-note patterns that crest and fall as Mother Goose prepares for take-off.
With a forte, and crescendo from sub. piano to mf to forte in mm.59-66. Mother Goose climbs
up onto her gander and flies towards the moon returning to the E♭ from m. 26 at the end. Faith
uses both repetitive melodic and rhythmic patterns in the accompaniment to portray Mother
Goose and her gander’s flights.

The Role of the Piano and Its Relationship to the Voice:
In “Old Mother Goose” the accompaniment and voice work as equal partners in this
presentation. The piano in Mother Goose demonstrates elements that convey the movements and
drama of the actions. The piano is independent from the voice line. The song begins with a
crisp staccato accompaniment that conveys a feeling of flight. In addition, the piano works to set
the stage, change the mood, and ease dramatic tension in several sections. For example, in
mm.31 through 32 Faith slows down the tempo and collapses the right hand of the piano down to
a single repeated pitch.

Example 16 “Old Mother Goose” mm. 5-8

In m. 29 the piano begins releasing the tension of the previous verse and setting the stage for the
next. A move to piano and a noticeable change in mood occurs in m. 32 (see Example 17). At
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this point, there is a sense of repressed excitement.32 In mm. 33 through 40 the text depicts the
goose and gander falling in love, their courtship and pairing is romantically set with a tranquil,
flowing vocal line. Meanwhile, the piano encompasses a rolling triplet eighth-note pattern in the
right-hand piano over a pedal in the left hand to further create an amorous mood. Then in m. 40,
with the tempo marking of con moto and, in measure 49, a crescendo, dramatically emphasizes
the two birds have created a golden egg. The vocal line reaches forte on an F5 with this stunning
news. Faith also uses the piano to convey the take-off and flight of Mother Goose and her
gander, from m. 51 to the end, through furiously ascending sixteenth-note patterns followed by
arching sixteenth notes that are more intense than earlier in the song.

32

Ibid.
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Example 17 “Old Mother Goose” mm. 29-32

Vocal Observations and Performance Suggestions:
The soprano range for “Old Mother Goose” is E♭4 to A♭5 (optional B♭5), and the tessitura
is F4 to F5. For tenors, the range is E♭3 to A♭4 (optional B♭4), and the tessitura is F3 to F4. It is
four pages and contains vocal phrases that are only two to four measures long. There are several
E♭5s, E5s, or F5s, which place the tessitura for this setting fairly high. In addition to a high
tessitura, a few melodic intervals of a seventh will present issues of intonation as well as
connectedness to the breath. Practice and repetition will give youngers singers confidence in
their own ability to find the 7th and also to use breath support instead of tension and belting to
navigate the large interval. Notated in mm. 65-66 are the pitches F♭5, G♭5, A♭5, and an optional
B♭5 (see Example 18).
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Example 18 “Old Mother Goose” mm.61-69

The optional B♭5 in m. 66 falls on the word “moon” [u], and if the performer chooses this option
the vowel needs to be modified to the more open vowel [ʊ]. In addition to the range of “Old
Mother Goose,” the lack of pitch and rhythmic support from the piano will require singers to
work on issues of tuning and independent rhythmic accuracy. Because the piano rarely doubles
the voice, it stands independently in conveying the action of the song.
“Old Mother Goose” contains four characters; Mother Goose, her son Jack, the goose,
and the gander. Mother Goose is often depicted in story books as an elderly country woman
usually wearing a tall hat and shawl. This song does not give a physical description of Mother
Goose except for the “Old” reference. Her son Jack is described as being average, not good or
50

bad, and plain looking, so he must be played with a lack of refinement and perhaps not very
bright.33 The two other characters in the drama, the goose and gander, have their own story of
meeting, falling in love, and producing a golden egg.
The performer has a few options to tell this story including using the performance space.
Each character could move to different location on the stage. Even though the song contains four
characters, the story is told from the perspective of a narrator. After m. 51, when the golden egg
has been laid and Jack is rushing to share the news with his mother, it would enhance the text if
the singer conveys this rush with excited facial expressions and as well as quick hand and body
gestures.
Containing extended phrases, high tessitura, and a number of pages of music, “Old
Mother Goose” is perhaps the most vocally challenging of the two sets of Faith’s Mother Goose
settings and requires an intermediate singer.

33
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II.

Bobby Shafto

Bobby Shafto’s gone to sea,
Silver Buckles at his knees;
He’ll come back and marry me,
Pretty Bobby Shafto.
Bobby Shafto’s fat and fair,
Combing down his yellow hair;
He’s my love forevermore,
Pretty Bobby Shafto.

Range:

C4-E♭5
C3-E♭4

soprano
tenor

Tessitura:

G4-E♭5
G3-E♭4

soprano
tenor

Key:

C

Tempo:

Steady, moving

Meter:

2/4

Vocal Difficulty:

1

Classification:

Beginner

2

3

4

5

Text Setting Devices:
Written in 1961, 36 years before the rest of the set, “Bobby Shafto” stands out from the
rest of Mother Goose Lyrics II. The poem is a trichain, AAABCCCB. Lines one, two, and three
rhyme, as do lines five, six, and seven. Lines four and eight end each quatrain and rhyme. The
story is told in the first-person by a woman who is realing from her love’s recent departure.
“Bobby Shafto” is one of only two Mother Goose settings by Faith that is gender specific. It is
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told from the point of view of a female. The only other song that is gender specific is “My
Mother Said,” which is told from a young girl’s point of view.
Faith’s compositional predilection for fluctuating tonalities appear in “Bobby Shafto” and
the music’s “meandering” creates suspension and resolution. Observe the following examples:
m. 9 demonstrates a change in tonality from C to E♭, followed by A♭ in m. 10, and a
harmonically ambiguous m. 11 finally resolves to a G major chord at the end of m. 12. The
second quatrain starts at m. 15 on E♭ and is followed by a B♭ major chord at the end of m. 16.
Measure 17 starts with A♭ followed by G♭ while m. 19 moves back to A♭ before returning to the
original C major in the second beat of m. 20. Measures 22-23 move from D minor to an F minor
seventh, then finally resolve to the tonic C in m.24 (see Example 19).

Example 19 “Bobby Shafto” mm. 19-24

After careful thought, Faith wishes he had written the ending differently. He now thinks
that m. 23 should have been left out so the vocal melody would go directly from the D of m.22 to
the C of m.24, without the E♭ in between.34 Perhaps this change would make a more direct

34
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cadence, which gives a greater final resolution to the story than with the E♭ in between. Even
though Faith wrote this piece early in his compositional life, progressions such as these in
“Bobby Shafto” appear in the rest of his Mother Goose settings written almost 40 years later.

The Role of the Piano and Its Relationship to the Voice:
Overall, Faith solidly supports the voice harmonically with the piano by doubling the
voice melody in the right hand. The second verse, however, may cause a little difficulty for the
singer in finding the pitch. In m.15 Faith takes the melody out the top of the piano’s right hand
and moves it to the middle of the right hand in addition to leaving out the eighth notes.
Measures 1-8 contain the Mixolydian scale (C-D-E-G-A-B♭-C), while also containing
standard functional harmonies. The beginning is reminiscent of a fanfare. It starts in the key of
C, with the piano’s right hand doubling the vocal line (see Example 20). The rest of the piano’s
rhythmic figures double the rhythm of the text, but not within mm. 16-24.

Example 20 “Bobby Shafto” mm. 1-6
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Vocal Observations and Performance Suggestions:
“Bobby Shafto’s” attractiveness as a teaching piece is seen in its medium range, easy
piano accompaniment, and syllabic setting.35 This song is only one-page long. The soprano
range is C4 to E♭5, and the tessitura is G4 to E♭5. For the tenors, the range is C3 to E♭4, and the
tessitura is G3 to E♭3. The vocal phrases are only two measures long, supporting the poem’s
couplets. With such short phrases and few held pitches, this piece does not require a great
amount of breath support. The highest note is one E♭5 in m.23, which should not be difficult for
a soprano or tenor. There are no articulations in the vocal line so this is left up to the
interpretation of the performer, who may choose to follow the legato lines and phrasing of the
piano accompaniment. The two verses are not identical, but have similar shapes. Verse two
starts lower, but quickly returns to the familiar B♭ at m. 16. The text is supported syllabically
except in mm. 22 and 23 when one syllable contains two half notes. Since “Bobby Shafto” is
short and sung by only one character, specifics for interpretation are left to the singer. The girl
who is pining after Bobby Shafto loves him and is eager for his return so that they can be
married, therefore the performer needs to convey this hopeful anticipation by smiling and
looking above the audience with eager anticipation. Due to its short length, easily accessible
vocal range and short phrases, “Bobby Shafto” may be assigned to beginning students. As
Lavonis states, the song’s accessible range, short length, syllabic text setting, and an easy
accompaniment make “Bobby Shafto” a good teaching piece.36
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III.

My Mother Said

My mother said that I never should
Play with gypsies in the wood,
And if I did then she would say,
“Naughty girl to disobey,
Your hair shan’t curl and your shoes shan’t shine.
You gypsy girl you shan’t be mine.”
And my father said if I did
He’d rap my head with a teapot lid.
The wood was dark; The grass was green;
In came Sally with a tambourine.
I went to sea no ship to get across;
I paid five shillings for blind white horse.
I upped on its back and was off in a crack,
Sally tell my mother I shall never come back.

Range:

C4-A5
C3-A4

soprano
tenor

Tessitura:

G#4-G#5
G#3-G#4

soprano
tenor

Key:

G# minor

Tempo:

Allegretto

Meter:

6/8

Vocal Difficulty:

1

Classification:

Intermediate

2

3

4

5
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Text Setting Devices:
“My Mother Said” is arguably the darkest of Faith’s Mother Goose settings. The poem
seems to be more similar to one of Grimms’ fairy tales - such as Hansel and Gretel, where the
children stray into the woods and encounter an evil witch - than to the other Mother Goose
settings, which tend to be lighter and carry less overt threat of punishment or pain. This is a tale
of young girl whose parents use fear and threats to try and keep her from playing in the woods
with gypsies. The young girl finally decides she has had enough and runs away from home. The
rhyme scheme is the simple coupling, AA, BB, CC, etc. The song restates the first two lines of
the poem after line eight for added emphasis. Due to the dark setting and old fashioned violence
and corporal punishment in this poem, Faith states; “If taken seriously, this text is horrifying. If
not, it is amusing.”37
Faith’s setting of “My Mother Said” is through-composed and begins in the key of G♯
minor with a sixteenth-note pattern in the piano prelude until the vocal melody enters at m. 3.
The text setting in this song is unnatural and does not match the spoken rhythms of the poem.
Faith’s accompaniment is plain and diatonic below the mother’s instructions that forbid her
daughter to play with gypsies in the woods. At m.7, however, the tone changes as the mother
threatens the girl if she ever disobeys and the piano shifts away from diatonic chords. More
punitive threats continues in m. 14 as the girl tells what her father will do if she plays in the
forest with gypsies - He’d hit her on the head with a tea-pot lid. Whereas the mother lists three
different consequences, the father only names one. In m.19, the young girl repeats the warning
that she received from her mother, this time as piano. As the list of threats continues, the vocal
melody is full of large melodic leaps with unusual harmonic functions to portray the intense
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drama.38 In m. 28 Sally, presumably a young gypsy girl, enters playing the tambourine (see
Example 21).

Example 21 “My Mother Said” mm. 27-30

A crescendo to forte of the E on the downbeat of m. 30 is an unexpected shift to define Sally’s
entrance.39 This crescendo is a coloring device that likely portrays the tambourine. As the girl
looks for passage on a ship, she finds none and purchases a blind white horse instead. This
pivotal shift in the drama is situated through a move to an E♭ minor chord in m. 36. As the
young girl takes off on the horse at m. 40, the right hand of the piano is in the key of C while the
left hand plays in the original key of G♯ minor. The right hand briefly switches to C♯ in m. 44
but shifts back in the last measure with the setting firmly ending on a C major chord. This is a
common compositional technique of Faith’s, that surfaces in many of songs in this document.
While the two hands of the piano are in different keys, the young girl asks Sally to tell her
mother that she is never coming back. With high pitches in the vocal line, a furious sixteenthnote pattern in the right hand, and the rolling octave eighth notes in the left, “My Mother Said”

38
39

Ibid.
Ibid.

58

has an explosive ending.40 The two contrasting key areas of G♯ and C major in mm.40-43
illustrate unrest as the girl muses over her current abuse and the excitement of being free from
the tyranny of her parents. As “My Mother Said,” ends, the young girl is confident, sure of
decision, angry, and she will not look back.

The Role of the Piano and its Relationship to the Voice:
The piano occasionally supports the voice, but it is generally independent of the vocal
melody to convey the settings or emotions of the drama. The piano also sets these changes prior
to entrances of the voice. Examples of this include mm. 23-25 (see Example 22) where the
piano’s descending sixteenth-note triplet transition into F minor to depict the change of scenery
to a dark forest. A similar descending sixteenth-note pattern in the right hand on top of the
rolling eighth notes in the left hand, in mm. 40-44, paint an image of a horse speeding away (see
Example 23). The piano functions as a partner to the voice as it defines the setting and the
action, however, it can present challenges if the singer is insecure in the melody or doesn’t
understand how the vocal line fits into the accompanying material.

40
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Example 22 “My Mother Said” mm. 23-26

Example 23 “My Mother Said” mm. 38-45
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Vocal Observations and Performance Suggestions:
“My Mother Said” is three pages long, with a tempo marking of Allegretto. The soprano
range is C4 to A5, and the tessitura is G♯4 to G♯5. For the tenor the range is C3 to A4 and the
tessitura is G♯3 to G♯4. Because of a number of notes that sit high in the tessitura, e.g., a G♭5,
three G5’s, several G♯5’s, and one A5 in m. 32 for the soprano (with the tenor pitches sitting an
octave lower), the singer needs a great deal of skill to negotiate their head voice with a relaxed
vocal mechanism. The final four measures of “My Mother Said” include five of the G♮5s and two
of the G♯5s. With a number of high notes in the final phrase, it will probably be the most
technically challenging spot in the song. Furthermore, large melodic leaps in the vocal melody
may potentially create issues with legato singing. There are three G♯5s in m 7 in the text
“naughty” do not require vowel modification, but the [i] of “girl” should be modified to [ɪ]. The
A5 that occurs in m. 32 on [o] in the word “no” does not require modification.
In general Faith is quite meticulous with his dynamic shading – more than many
composers. However, in “My Mother Said” articulation markings (in the vocal line) are few
with only three accent markings in the vocal melody, including one in m. 16 at the moment the
young girl shares that her father will strike her if she plays with gypsies in the woods. Two more
markings occur in mm. 44 and 45 as the girl rides away on the blind white horse. While
dramatically these directions punctuate an important moment, the singer must be careful not to
“kick” the breath and create laryngeal tension.
“My Mother Said” is gender specific with four characters, the young girl, her mother, her
father, and Sally. The “young girl” spends the first part of the song recounting her parents’
threats. The piano accompaniment and dynamic markings demonstrate her growing anger,
youthful resistance to authority, and finally her decision to run away through the very woods that
61

her parents forbade her to visit. The girl’s mother is portrayed as a cruel and mean person who
uses threats and fear to control her daughter and her father uses fear of physical pain to attempt
to control his daughter’s behavior. Although the poem doesn’t give any specific insight, it is
worth asking several questions to accurately portray the drama. What would cause the “young
girl’s” parents to emotionally and physically abuse her if she went into the woods with gypsies?
Are they afraid that the gypsies might abduct or abuse her? Are the woods unsafe for some other
reason? Do they want to keep her away from the gypsies for racist reasons? Are they just simply
unkind people who do not treat their daughter well? Faith portrays the parents only through their
daughter’s eyes and we don’t see or hear their motives, just their words and actions.
As the song progresses, the young girl lets more of her anger and frustration show.
Subsequently, the performer should start the piece rather subdued, with little movement. Then,
as she is searching for ship, and then a horse, the performer should start walking back a forth to
portray these actions. Finally, as the young girl mounts the horse and begins to ride off, the
singer ought to move to the extreme edge of the performance area and look back over the
shoulder to give Sally her final instructions.
“My Mother Says” requires more stamina than most of the other Mother Goose songs
due to its length, challenging rhythms, high tessitura, shifting meter, and independent piano line.
For these reasons, it is best suited to an intermediate singer.
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IV.

Old Woman, Old Woman

There was an old woman tossed in a basket,
Seventeen times as high as the moon;
But where she was going no mortal could tell,
For under her arm she carried a broom.
“Old woman, old woman, old woman,” said I
“Whither, oh whither, oh whither so high?”
“To sweep the cob-webs from the sky;
I’ll be with you by and by.”

Range:

C4-B♭5
C3-B♭4

soprano
tenor

Tessitura:

G4-E5
G3-E5

soprano
tenor

Key:

C major

Tempo:

Adantino espressivo

Meter:

3/4

Vocal Difficulty:

1

Classification:

Intermediate

2

3

4

5

Text Setting Devices:
“Old Woman, Old Woman” is the most lyrical of all nine Mother Goose songs and begins
with the narrator telling the tale of a woman thrust heavenward.41 The rhyme scheme is
ABCBDDDD. The voice enters in the second measure with the old woman being “tossed in a
basket, seventeen times as high as the moon.”

41
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Example 24 “Old Woman, Old Woman” mm. 1-4

The key of C major pairs with the opening rhythmic motive of the piano to capture what
may be twinkling stars in the right hand melodic material. As the piano switches to a triplet
pattern in the right hand during m. 9, a pulse of two against three occurs in the vocal melody on
the third beat. In m. 13, the tonality shifts to E♭ major. The right hand of the piano is an
undulating sixteenth pattern that outlines the key of E♭ and adeptly paints the motion of the
woman sweeping, even though she doesn’t mention sweeping until later in the song. In m.17 the
right hand of the piano begins a descending sixteenth note pattern of octave leaps. As the
narrator asks the old woman why she is going so high into the sky in mm. 17-25, there is a return
to E♭, in m. 22, with an B♭5 for the soprano, (one octave lower for the tenor). The return to E♭
coupled with the high note in the vocal line at m. 22 signifies an urgency of the narrator’s
question. The narrator wants to know why she goes so high in the sky. She answers in m. 26,
telling that she is going to sweep the cobwebs. According to Faith, the two against three pattern
between the vocal melody and the left-hand piano, during m. 27, is a descriptive element as the
cobwebs entangle with the moon (see Example 25).42

42
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Example 25 “Old Woman, Old Woman” mm. 26-29

In m. 30, the voice rises an octave again to B♭5 with a dynamic marking of mp, which
successfully indicates the old woman taking off from the ground again. The descending
sixteenth-note pattern first heard in mm.16-19 containing octave leaps also returns at m. 30, this
time in E♭ (see Example 26). The old woman tells the narrator that she will return before long
and the setting ends with a plagal cadence in E♭ (see Example 26). Ending with a plagal cadence
does not give the sense of finality as does an authentic cadence, which leaves her return openended. A high vocal range, soft dynamics, and the accompaniment combine to create a colorful
backdrop for the scenery and action of this setting.
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Example 26 “Old Woman, Old Woman” mm. 30-34

The Role of the Piano and its Relationship to the Voice:
Faith communicates the magical setting of “Old Woman, Old Woman” directly through
the piano with a mp sixteenth-note pattern containing octave leaps in the piano’s right hand. One
might imagine a scene of twinkling of stars. Following in m. 7, the piano’s arching sixteenthnote pattern parallels the toss past the moon (see Example 27). In m. 9, the right-hand transitions
to a triplet-eighth note pattern that contrasts to the duple vocal line. Two against three returns
again in m. 27, this time in the left hand of the accompaniment. From mm. 20-24 there is a
furious undulating sixteenth-note pattern in the right hand. As this occurs, the narrator asks the
woman why she is going so high. The preceding rhythmic devices of the piano either reflect the
height of the woman’s destination or maybe it symbolizes her actual take-off. “Old Woman, Old
Woman” ends with the piano, once again, using the motive of ascending sixteenth-notes that
appeared at the beginning of the song to represent the old woman flying up and away. Much like
Faith’s other settings, the piano serves as a descriptive partner to the text of the vocal line;
therefore, it functions as an equal partner with the voice to convey the drama.
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Example 27 “Old Woman, Old Woman” mm. 5-8

Vocal Observations and Performance Suggestions:
The soprano range for “Old Woman, Old Woman” is C4-B♭5 and the tessitura is G4-E5.
The range for the tenor is C3-B♭4 and the tessitura is G3-E4. It is only two pages long, thirty-four
measures, with a tempo marking of Adantino espressivo. Even though the song is short, it will
be challenging for many young singers because the vocal range is almost two octaves, requiring
singers to navigate head, middle, and chest voices and the corresponding passaggi. The lowest
note is a C4 for the soprano, and C3 for the tenors, in m. 26. Faith must have realized that it
might be too low for some singers, so he gives a slightly higher option of E♭4 for the sopranos
and marked it ossia, alternatively (see Example 25). Negotiating the B♭5 on the word “whither,”
[ɪ] in m. 22, and the B♭5 in m. 30 on the word “I’ll” [aɪ], will be challenging because of the skill
necessary to sing mp on such high pitches. In addition to approaching the notes softly, large
intervallic leaps precede the B♭5s. Such leaps may potentially tempt young singers to use muscle
tension instead of requisite breath management. If necessary, the tenor’s mp B♭4 in m. 30 may
be sung in falsetto if a young tenor is unable to use full voice on mp. Falsetto may make an
excellent dramatic choice since, at this moment the voice of the old woman sounds. The vocal
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range of nearly two octaves in “Old Woman, Old Woman,” with its high tessitura and large
intervals, is the main test for young singers, so this song should be assigned to intermediate
students that can access their head-voice on soft dynamics. This fantastic tale conveys an almost
dreamlike mystery through expressive devices such as the use of legato and dynamic markings
of mp in the vocal melody and piano. The performer can raise their arms slowly as the song ends
to draw the old woman’s catapulting trajectory towards the moon. When performing this song,
the singer needs to remember that dynamics are flexible. When Faith notates dynamics as piano
or pianissimo, the performer needs to sing as softly as possible, but maintain clarity of tone and
vibrancy. The dynamic markings will vary for each individual singer, but there is freedom to
explore their full range without trying to match another performer’s interpretation.
It is important for the opening lines to be sung legato with a soft and lyric approach
against the quick sixteenth-note pattern in the piano (see Example 24). The narrator is fascinated
by this old woman with a job to do, whom Faith describes as entrancing.43 It is a mystery as to
who the old woman or the narrator is, so it is necessary for the successful performer to convey
this theme with a quiet, childlike wonder.

43
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V.

Sing a song of Sixpence

Sing a song of six-pence,
A pocket full of rye;
Four and twenty blackbirds
Baked in a pie!
When the pie was opened
The birds began to sing;
Was not that a dainty dish
To set before the king?
The king was in his counting house,
Counting out his money,
The queen was in the parlor,
Eating bread and honey.
The maid was in the garden
Hanging out the clothes;
When down came a blackbird
And snapped off her nose.

Range:

E4-G5
E3-G4

soprano
tenor

Tessitura:

G4-G5
G3-G4

soprano
tenor

Key:

C major

Tempo:

Allegro, Rhythmic

Meter:

2/4

Vocal Difficulty:

1

Classification:

Advanced Beginner

2

3

4

5

69

Text Setting Devices:
“Sing a Song of Sixpence” utilizes ballad form, ABCB, DEFE, etc., which means every
other line of the poem rhymes with another line. While there are four stanzas, Faith groups
stanzas 1 and 2 together as well as 3 and 4 to create what sounds like 2 verses. One line of
poetry fits into two measures of music. Since each line of poetry occupies 2 measures of music,
the first verse lasts 16 measures. Faith makes three changes in the second verse. The first
change is in the seventh line, where he deviates from a “natural” setting of the text and put the
word “not” on the downbeat. Faith then adds an extra measure of music to the second and fourth
lines of the second verse (stanza three), thereby making the second verse 18 measures long.
The piano has staccato markings but the voice has none. Faith lets the piano set the tone
and style of the music, with staccato markings. The second verse is variation of the first verse,
and it begins at m. 17. All the action culminates with a dynamic shift to forte in m. 32, as a bird
swoops down and bites off the maid’s nose, perhaps in retribution for baking the pie with live
birds in it. In preparing to sing “Sing a Song of Six-pence,” the performer needs to focus on the
humor of birds flying out of a pie. Similar to Faith’s other settings that contain harsh
circumstances, “Sing a Song of Six-pence,” needs an approach through soft lenses rather than the
gruesomeness of “four and twenty blackbirds baked in a pie.”

The Role of the Piano and Its Relationship to the Voice:
“Sing a Song of Six-pence” seems like a repetitive tune that could be sung in the school
yard. Faith uses repetition in both the vocal line and in the accompaniment so there are no
harmonic, melodic, or rhythmic surprises. The piano supports the vocal line often doubling the
melody in the first verse and sporadically doubling the second verse. The accompaniment
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contains several markings of staccato and one tenuto in the final measure. The piano sets the
pace and style while the voice simply sings the melody. A variation of verse one material occurs
in m. 17 with similar harmonic structures in the piano, but a change in the direction and shape of
the musical phrases. 44 Faith also adds lower octaves to the final four measures which reinforces
the vocal line and creates a fuller ending than the first verse. The singer will be supported
rhythmically and harmonically by the accompaniment of “Sing a Song of Six-pence.”

Vocal Observations and Performance Suggestions:
“Sing a Song of Six-pence,” is the only selection from Faith’s Mother Goose settings that
does not modulate and is designated the same key in both the high voice and low voice editions.
The soprano range is E4-G5, and the tessitura is G4-G5, while the tenor range is E3-G4, and the
tessitura is E3-G4. Rather than a transposition for low voice, Faith simply replaces the highest
pitches with lower chord tones to fit the range of the mezzo-sopranos, baritones, and basses.
Because the vocal line stays in the key area of C major, does not modulate, and the melody
contains very few leaps, singers will be able to learn the melody easily. In addition, the length of
“Sing a Song of Sixpence” is only thirty-five measures and will not present any significant issues
of breath management. The highest notes are F5 and G5 for the soprano, with tenors an octave
lower. The final phrase, with the octave leap to the highest pitch, a G5, is likely the only point in
the setting that might present challenges (see Example 29).
It is helpful for singers to understand the terms within the poetry so they adequately
demonstrate the story. For example, the term “six-pence” is a British monetary denomination
worth a few pennies. Also, “a pocket full of rye” represents a sack of rye grain, most likely for
attracting the birds to put in the pie. A further useful description to the story-line is the French
44
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cuisine term entremets, a small dish that is sometimes served between the main courses of a meal
and is usually a flashy dessert. It is possible, even likely, that the birds flying out of the fully
baked pie is an entremets. Lines seven and eight of the poetry seem to support this idea with the
question, “was not that a dainty dish to set before the King?” It is fairly certain that the birds
would not be happy about being baked in a pie which would explain why a bird swoops down to
bite off the maid’s nose.

Example 28 “Sing a Song of Sixpence” mm.30-35

Faith set the vocal melody with much rhythmic vitality and he includes motives of
dotted-eighth notes followed by sixteenth notes to support the poem’s iambic meter.
Nevertheless, a young singer still must approach the melody with legato singing. The octave leap
to the G5 in m.32 may be the only challenge a beginner. No movement in the performance space
is necessary. The singer may stand in the traditional posture in the crook of the piano but a
dramatic gesture would emphasize the final phrase, “snapped of her nose,” or it could be
portrayed as “dead pan.”
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With accessible range and tessitura, short vocal phrases, only one vocal persona, and simple
dramatic content, this song is appropriate for an advanced beginner.

Example 29 “Sing a Song of Sixpence” mm. 1-5
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CONCLUSION
Richard Faith’s song compositions deserve a place in the libraries among voice teachers
and students. While some notable people in the music community, such as Carol Kimball,
recognize the quality of Faith’s song compositions and deem him worthy of study and attention,
many others are not yet aware of his work. This document introduces voice teachers to new
repertoire for the college level singer and adds to the body of twentieth-century art song that is
available for study and competition material. Mother Goose Lyrics (1994) and Mother Goose
Lyrics II (1997) offer a variety of possibilities as teaching pieces for young singers because they
contain short phrases, brief content (two or three pages long), and light poetic and emotional
content. Yet, they demonstrate a mature compositional style because of Faith’s approach to text
setting, harmonic shifts, and robust piano accompaniments. They also make appealing recital
selections because of Faith’s attractive melodies and sometimes humorous texts. Furthermore,
these Mother Goose settings are well suited as competition pieces because they demonstrate
opportunities for dramatic story-telling. For these reasons, Faith’s song compositions deserve to
be studied and performed in the wider music world. By providing a performance guide of these
little-known works, this document will be a guide for students and teachers to begin their own
study of these worthwhile gems to the repertoire. This study provides pedagogical information
and interpretive analysis to establish that Faith’s Mother Goose settings are viable additions to a
singer’s catalog of repertoire and a teacher’s bookshelf.
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PROGRAM NOTES
Songs of a Wanderer
DMA Recital
David B. Baker, baritone
Deborah Endean, piano
April 25, 2010, 7:30pm
Tates Creek Presbyterian Church
Lexington, KY
PROGRAM

Liederkreis Op. 24
Morgens steh’ ich auf und frage
Es treibt mich hin
Ich wandelte unter den Bäumen
Lieb’ Liebchen, leg’s Händchen aufs Herze mein
Schöne Wiege meiner Leiden
Warte, warte wilder Schiffmann
Berg’ und Burgen schaun herunter
Anfangs wollt ich fast verzagen
Mit Myrten und Rosen
To Brune Ǿjne
Jeg Elsker Dig
Spillmænd

Robert Schumann
(1810-1856)

Edvard Grieg
(1843-1907)

-IntermissionSongs of Travel
The Vagabond
Let Beauty Awake
The Roadside Fire
Youth and Love
In Dreams
The Infinite Shining Heavens
Whither must I Wander
Bright is the Ring of Words
I Have Trod the Upward and the Downward Slope

Ralph Vaughan Williams
(1872-1958)

This recital is presented in partial fulfillment of the requirements for the Doctorate of Musical
Arts Degree in Voice Performance. Mr. Baker is a student of Dr. Dennis Bender.
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Robert Schumann
Robert Schumann was born in Zwickau, Saxony, in 1810 to a wealthy and educated
family. As a young man, Schumann went to Heidelberg to study law. While in Heidelberg he
became more and more interested in music.45 Originally, most of Schumann’s musical energies
were directed toward the piano as a performer, however after a tragic self-inflicted injury he was
unable to continue as a performer. It was after this tragedy that Schumann dedicated all of his
energy toward composition.46
At the beginning of his compositional career, Schumann composed few songs. By the
year 1840, Schumann had developed a strong infatuation with a woman named Clara Wieck. It
is at about this time that there is an explosion of lieder output from Schumann. His affection for
Clara and the legal fight that took place in order for the two to be married created a swell of deep
emotions within Schumann, which led to an outpouring of songs. Commonly known as his
“Liederjahr,” 1840-1841 saw over 130 songs composed by Schumann, which constitutes more
than half of his song output.47 He composed two sets in 1840, Liederkreis Op.24 and Op.39, also
known as Eichendorff’s Liederkreis. Both collections are similar in style and form, however the
Op.39 is performed more frequently. Op.24 Liederkreis is a musical setting of nine poems by
Heinrich Heine.
For practical and personal reasons, in 1840 Schumann concentrated almost exclusively on
song composition. Clara Wieck’s father accused Schumann of lacking financial stability and
song compositions were probably the most profitable genre for a composer. In addition,
Schuman had a great affection for Clara, and the songs that he composed in 1840 were entwined
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with his feelings for her. He wrote to her in May: “Much of you is embedded in my Eichendorff
Liederkreis.”48 When composing lieder, Schumann used several guiding principles. First, he
believed that the lied needed balance between art and artlessness and simplicity and pretension.
Second, he believed the lied should unite the voice and piano as partners rather than separate
entities. Third, the lieder requires great poetry and this may be why Schumann did not regard
Schubert’s contributions with immense respect. Schubert did not place the same value on poetry
as Schumann did.49
Schumann’s compositions from 1840, the Liederjahr, are examples of the standard of
poetry he used for his songs. They seem natural and effortless, yet contain sophisticated
melodies and forms. Schumann preferred modified strophic and tripartite forms but he often
delayed the resolution of angst until the end e.g., “Morgen steh’ ich auf,” from Liederkreis
Op.24. As a composer in the Romantic period, it is not surprising that the topics of his poetry
often dealt with love, unrequited love, death, wandering, despair, sadness, and insanity. He also
chose lyric poems for his music as well as narrative and dramatic texts.50
Schumann was fond of the works of Heine and he took over twenty-five percent of his
compositions from 1840 out of Heine’s Buch der Lieder. The nine poems that comprise
Schumann’s Op.24 are a set from the Buch der Lieder which Schumann composed as a thematic
cycle and conceived with a specific order for performance. However, some later editions have
altered the order, omitted songs, and ignored the fact that “Mit Myrten und Rosen” was intended
to begin and end the cycle in D major.51
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Edvard Grieg
Edvard Grieg was born in Bergen, Norway in 1843 to the daughter of a provincial
governor. He was the foremost Scandinavian composer of his generation and the champion of
Norwegian music. He is known for composing lyric pieces, songs, and piano miniatures, in
which he drew on both folk-tunes and the Romantic tradition.52
Grieg married his cousin, the singer Nina Hagerup, in 1867. He composed many of
his songs for her and she was their most persuasive advocate. He set most of the great Norwegian
poets of that era including Bjørnstjerne Bjørnson and, of course, Ibsen.53 The text for the third
song on this recital, “Spillemænd” Op. 25 no. 1, was written by Henrik Ibsen.
American biographer Henry Finck received this written statement from Grieg:
How does it happen that my songs play such an important part in my production?
Quite simply owing to the circumstances that even I, like other mortals, was for
once in my life endowed with genius (to quote Goethe). The flash of Genius was:
love. I loved a young girl who had a wonderful voice and an equally wonderful
gift of interpretation. That girl became my wife and my lifelong companion to
this very day. For me, she has been – I dare admit it – the only genuine
interpreter of my songs.54
The first two Grieg songs on this recital come from Op. 5 The Heart’s Melodies.
Even if one cannot conclude from this letter that Nina Grieg was the direct source
of inspiration for all of her husband’s 170 songs, she was at least for the early
songs The Heart’s Melodies op. 5, and it was through their collaboration that
Grieg came to his remarkable understanding of the capabilities and expressive
possibilities of the human voice. Not surprisingly, when one element or another
has occasion to dominate in his songs, it is the vocal line, especially in the earlier
https://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=8.557075&catNum=557075&filetype=About this
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works; sheer melodic inspiration has kept some of these early songs alive in spite
of their mediocre texts. However, in many other songs the piano accompaniment
is highly developed, with short preludes and interludes and motifs imitated from
the voice part.55
Many of Grieg’s songs are simple forms modelled after Norwegian folk
melodies. They are typically composed in strophic form with occasional variations. 56
In recent years, Grieg’s songs have appeared in the native language. Often they were performed
in German and Grieg was not pleased with the results. However, recent recordings demonstrate
the beauty of the songs in their original language and musical versions.57
Grieg composed 180 art songs with piano accompaniment, almost all of which have now
been published in the scholarly work by the Grieg Committee, Edvard Grieg’s Complete Works,
edited by Dan Fog and Nils Grinde. Other than this, there is no edition of his complete songs.58
Grieg was truly a singer’s composer. Because he wrote his songs with his wife’s voice, Nina’s,
in mind and his ear, they are almost without exception attractive and pleasing to sing. There are
songs for every occasion and mood, for every voice type, and for all levels of achievement and
ability.59
Ralph Vaughan Williams
Ralph Vaughan Williams was born 1872 in the Cotswold village of Down Ampney. He
was educated at Charterhouse School, then Trinity College, Cambridge. He was a pupil of
Stanford and Parry at the Royal College of Music, after which he studied with Max Bruch in
Berlin and Maurice Ravel in Paris. At the turn of the century, he was among the first to travel to
the countryside to collect folk-songs and carols from singers, notating them for future
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generations to enjoy. As musical editor of English hymnody, he composed several hymns that
are now world-wide favorites (e.g. “For All the Saints,” “Come down O Love Divine”). Later he
also assisted editing The Oxford Book of Carols with similar success.60 The Songs of Travel
written between 1901 and 1904 are drawn from a volume of Robert Louis Stevenson poems of
the same name and offer a British take on the “wayfarer cycle.”
Vaughan Williams’ long career as a composer, which spans sixty years, is usually
divided into style periods. While there may be some disagreement among scholars, Hugh
Ottaway and Alain Frogley argue that his career should be divided into 5 periods. They are up to
1908, 1908–14, 1919–34, 1935–44 and 1945–58. His first period is bookmarked by Linden
Lea in 1901 and A Sea Symphony from 1903–9 and viewed as a period when Vaughan Williams
was working towards a mature compositional style. Vocal music makes up the bulk of his
compositional output during this first period and includes the Songs of Travel. However, around
1904 he was increasingly writing for orchestra as well. The basic folksong style in which Linden
Lea was written is extended in the Songs of Travel. Ottaway and Frogley suggest that the Songs
of Travel’s style provides a look inside the composer’s personality, specifically “The Infinite
Shining Heavens” and “Bright is the Ring of Words” but that the Romanticism disappears under
folk music’s influence. 61
In 1904 the first eight songs of The Songs of Travel were performed in a London
premiere as a cycle; however, the publishers did not publish it in this manner. Rather, they
published the songs as two sets of four songs with the second set published two years after the
first. The final song, “I Have Trod the Upward and the Downward Slope,” was discovered by his
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wife after his death and was published posthumously. This ninth song ties the set together by
using text or material from three of the other songs, “The Vagabond,” “Bright is the Ring of
Words,” and “Whither Must I Wander.” Vaughan Williams composed more than 150 songs, as
well as part-songs, unison songs, and hymn tunes. He completed five operas and started a sixth,
but none are still performed.62
Liederkreis Op. 24 – Robert Schumann
1. Morgens steh' ich auf und frage:
Kommt feins Liebchen heut?
Abends sink' ich hin und klage:
Aus blieb sie auch heut.
In der Nacht mit meinem Kummer
lieg' ich schlaflos, wach;
träumend, wie im halben Schlummer,
träumend wandle ich bei Tag.
2. Es treibt mich hin, es treibt mich her!
Noch wenige Stunden, dann soll ich sie schauen,
sie selber, die schönste der schönen Jungfrauen;
du treues Herz, was pochst du so schwer!
Die Stunden sind aber ein faules Volk!
Schleppen sich behaglich träge,
schleichen gähnend ihre Wege; tummle dich, du faules Volk!
Tobende Eile mich treibend erfaßt!
Aber wohl niemals liebten die Horen;
heimlich im grausamen Bunde verschworen,
spotten sie tückisch der Liebenden Hast.
3. Ich wandelte unter den Bäumen
mit meinem Gram allein;
da kam das alte Träumen
und schlich mir ins Herz hinein.
Wer hat euch dies Wörtlein gelehret,
ihr Vöglein in luftiger Höh'?
Schweigt still! wenn mein Herz es höret,
62
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dann tut es noch einmal so weh.
"Es kam ein Jungfräulein gegangen,
die sang es immerfort,
da haben wir Vöglein gefangen
das hübsche, goldne Wort."
Das sollt ihr mir nicht mehr erzählen,
Ihr Vöglein wunderschlau;
ihr wollt meinem Kummer mir stehlen,
ich aber niemandem trau'.
4. Lieb' Liebchen, leg's Händchen aufs Herze mein;
ach, hörst du, wie's pochet im Kämmerlein?
da hauset ein Zimmermann schlimm und arg,
der zimmert mir einen Totensarg.
Es hämmert und klopfet bei Tag und bei Nacht;
es hat mich schon längst um den Schlaf gebracht.
Ach! sputet euch, Meister Zimmermann,
damit ich balde schlafen kann.
5. Schöne Wiege meiner Leiden,
schönes Grabmal meiner Ruh',
schöne Stadt, wir müssen scheiden, Lebe wohl! ruf' ich dir zu.
Lebe wohl, du heil'ge Schwelle,
wo da wandelt Liebchen traut;
lebe wohl! du heil'ge Stelle,
wo ich sie zuerst geschaut.
Hätt' ich dich doch nie gesehen,
schöne Herzenskönigin!
Nimmer wär' es dann geschehen,
daß ich jetzt so elend bin.
Nie wollt' ich dein Herze rühren,
Liebe hab' ich nie erfleht;
nur ein stilles Leben führen
wollt' ich, wo dein Odem weht.
Doch du drängst mich selbst von hinnen,
bittre Worte spricht dein Mund;
Wahnsinn wühlt in meinen Sinnen,
und mein Herz ist krank und wund.
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Und die Glieder matt und träge
schlepp' ich fort am Wanderstab,
bis mein müdes Haupt ich lege
ferne in ein kühles Grab.
6. Warte, warte, wilder Schiffsmann,
gleich folg' ich zum Hafen dir;
von zwei Jungfraun nehm' ich Abschied,
von Europa und von ihr.
Blutquell, rinn' aus meinen Augen,
Blutquell, brich aus meinem Leib,
daß ich mit dem heißen Blute
meine Schmerzen niederschreib'.
7. Berg' und Burgen schaun herunter
in den spiegelhellen Rhein,
und mein Schiffchen segelt munter,
rings umglänzt von Sonnenschein.
Ruhig seh' ich zu dem Spiele
goldner Wellen, kraus bewegt;
still erwachen die Gefühle,
die ich tief im Busen hegt'.
Freundlich grüssend und verheißend
lockt hinab des Stromes Pracht;
doch ich kenn' ihn, oben gleißend,
birgt sein Innres Tod und Nacht.
Oben Lust, im Busen Tücken,
Strom, du bist der Liebsten Bild!
Die kann auch so freundlich nicken,
lächelt auch so fromm und mild.
8. Anfangs wollt' ich fast verzagen,
und ich glaubt', ich trüg' es nie;
und ich hab' es doch getragen aber fragt mich nur nicht, wie?
9. Mit Myrten und Rosen, lieblich und hold,
mit duft'gen Zypressen und Flittergold,
möcht' ich zieren dieß Buch wie 'nen Totenschrein,
Und sargen meine Lieder hinein.
O könnt' ich die Liebe sargen hinzu!
Auf dem Grabe der Liebe wächst Blümlein der Ruh',
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da blüht es hervor, da pflückt man es ab, doch mir blüht's nur, wenn ich selber im Grab.
1. Every morning I awake and ask:
Will my sweetheart come today?
Every evening I sink down and lament
She stayed away again today.
All night with my grief
I lie sleepless, waking;
dreaming, as if half asleep,
dreaming, I pass the day.
2. I'm driven here, I'm driven there!
In only a few more hours I will see her,
she herself, the fairest of fair young women; you true heart, how heavily you pound!
But the hours are lazy people!
They drag themselves comfortably and sluggishly,
creeping with yawns along their paths; rouse yourself, you lazy fool!
A charging hurry seizes and drives me!
But the Hours have never been in love;
sworn secretly to cruel conspiracy,
they mock treacherously the lover's haste.
3. I wandered among the trees,
alone with my suffering;
along came that old dream
and crept into my heart.
Who taught you this little word,
you tiny birds in the airy heights?
Be quiet! if my heart hears it,
then all my pain will return.
"It came from a young woman,
who sang it again and again;
that is how we tiny birds captured
this pretty, golden word."
You should not explain this to me now,
you tiny, cunning birds;
you wanted to steal my grief from me,
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but I trust no one.
4. Dear sweetheart, lay your hand on my heart;
ah, do you hear the hammering inside?
inside there lives a carpenter, wicked and evil:
he's building my coffin.
He hammers and pounds by day and by night;
it has been a long time since I could sleep.
Ah, hurry, Mister Carpenter,
finish so that I can sleep.
5. Pretty cradle of my sorrows,
pretty tombstone of my rest,
pretty town - we must part, farewell! I call to you.
Farewell, you holy threshold,
across which my darling would tread;
farewell! you sacred spot
where I first saw her.
Would that I had never seen you,
lovely queen of my heart!
Never would it then have happened,
that I would now be so wretched.
I never wished to touch your heart,
I never begged for love;
all I wished was to lead a quiet life
where your breath could stir me.
Yet you yourself pushed me away from you,
with bitter words at your lips;
Madness filled my senses,
and my heart is sick and wounded.
And my limbs are heavy and sluggish;
I'll drag myself forward, leaning on my staff,
until I can lay my weary head
in a cool and distant grave.
6. Wait, wait, wild boatman,
soon I'll follow you to the harbor;
from two maidens I am taking my leave,
from Europe and from Her.
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Stream of blood, run from my eyes,
stream of blood, burst from my body,
so that with this hot blood
I can write down my agonies.
Ah, my dear, why just today
do you shudder to see my blood?
You've seen me pale, my heart bleeding,
standing before you for many years!
Do you know that old song
about the serpent in Paradise
who, by wickedly giving an apple,
threw our ancestors into misery?
Apples have caused every ill!
Eve brought death through them,
Eris caused the flames of Troy;
and you brought both, flame and death.
7. Mountains and castles gaze down
into the mirror-bright Rhine,
and my little boat sails merrily,
the sunshine glistening around it.
Calmly I watch the play
of golden, ruffled waves surging;
silently feelings awaken in me
that I have kept deep in my heart.
With friendly greetings and promises,
the river's splendor beckons;
but I know it - gleaming above
it conceals within itself Death and Night.
Above, pleasure; at heart, malice;
O river, you are the very image of my beloved!
She can nod with just as much friendliness,
also smiling so devotedly and gently.
8. At first I almost despaired,
and I thought I would never be able to bear it;
yet even so, I have borne it but do not ask me how.
9. With myrtle and roses, lovely and pretty,
with fragrant cypresses and gold tinsel,
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I would decorate this book like a coffin
and bury my songs inside it.
O if only I could bury my love there as well!
On the grave of Love grows the blossom of peace;
it blooms and then is plucked, yet it will bloom for me only
when I am myself in the grave.
To Brune Øjne
Hans Christian Andersen
To brune Øjne jeg nylig saae,
I dem mit Hjem og min Verden laae,
Der flammed’ Snillet og Barnets Fred;
Jeg glimmer dem aldrig I Evighed.
Two brown eyes I lately saw,
In them my home and my word lies,
There burned kindness and child like peace;
I shall never forget them through eternity.
Jeg Elsker Dig
Min Tankes Tanke ene du er Vorden,
Du er mit Hjertes første Kjærlighed,
Jeg elsker Dig, som Ingen her paa Jorden,
Jeg elsker dig, I Tid og Evighed!
My thought’s thought only of you is become,
You are my heart’s first beloved,
I love you as none here on earth,
I love you through time and eternity!
Spillmænd
Henrik Ibsen
Til hende stod mine tanker
Hver en sommerlys nat;
Men vejen den bar til elven
I det duggede orekrat;
Hej, kjender du gru og sange,
Kan du kogle den delliges sind
Så i store kirker og sale
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Hun mener at fölge dig ind!
Jeg maned den våde af dypet;
han spilled mig bent fra Gud;
men da jeg var bleven hans mester
To her strayed my thoughts
Every single bright summer night;
But the way it led to the river
in the dewy alder-thicket.
Hey, know you terror and songs,
Can you bewitch the darlings mind
So into great churches and salons
She means to follow you in!
I conjured the nixie of the deep;
He played me away from God;
But when I become his master,

Songs of Travel
Robert Louis Stevenson
1. Give to me the life I love,
Let the lave go by me,
Give the jolly heaven above,
And the byway nigh me.
Bed in the bush with stars to see,
Bread I dip in the river There's the life for a man like me,
There's the life forever.
Let the blow fall soon or late,
Let what will be o'er me;
Give the face of earth around,
And the road before me.
Wealth I seek not, hope nor love,
Nor a friend to know me;
All I seek, the heaven above,
And the road below me.
2. Let Beauty awake in the morn from beautiful dreams,
Beauty awake from rest!
Let Beauty awake
For Beauty's sake
88

In the hour when the birds awake in the brake
And the stars are bright in the west!
Let Beauty awake in the eve from the slumber of day,
Awake in the crimson eve!
In the day's dusk end
When the shades ascend,
Let her wake to the kiss of a tender friend,
To render again and receive!
3. I will make you brooches and toys for your delight
Of bird-song at morning and star-shine at night,
I will make a palace fit for you and me
Of green days in forests, and blue days at sea.
I will make my kitchen, and you shall keep your room,
Where white flows the river and bright blows the broom;
And you shall wash your linen and keep your body white
In rainfall at morning and dewfall at night.
And this shall be for music when no one else is near,
The fine song for singing, the rare song to hear!
That only I remember, that only you admire,
Of the broad road that stretches and the roadside fire.
4. To the heart of youth the world is a highwayside.
Passing forever, he fares; and on either hand,
Deep in the gardens golden pavilions hide,
Nestle in orchard bloom, and far on the level land
Call him with lighted lamp in the eventide.
Thick as stars at night when the moon is down,
Pleasures assail him. He to his nobler fate
Fares; and but waves a hand as he passes on,
Cries but a wayside word to her at the garden gate,
Sings but a boyish stave and his face is gone.
5. In dreams unhappy, I behold you stand
As heretofore:
The unremember'd tokens in your hand
Avail no more.
No more the morning glow, no more the grace,
Enshrines, endears.
Cold beats the light of time upon your face
And shows your tears.
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He came and went. Perchance you wept awhile
And then forgot.
Ah me! but he that left you with a smile
Forgets you not.
6. The infinite shining heavens
Rose, and I saw in the night
Uncountable angel stars
Showering sorrow and light.
I saw them distant as heaven,
Dumb and shining and dead,
And the idle stars of the night
Were dearer to me than bread.
Night after night in my sorrow
The stars over the sea,
Till lo! I looked in the dusk
And a star had come down to me.
7. Home no more home to me, whither must I wander?
Hunger my driver, I go where I must.
Cold blows the winter wind over hill and heather:
Thick drives the rain and my roof is in the dust.
Loved of wise men was the shade of my roof-tree,
The true word of welcome was spoken in the door Dear days of old with the faces in the firelight,
Kind folks of old, you come again no more.
Home was home then, my dear, full of kindly faces,
Home was home then, my dear, happy for the child.
Fire and the windows bright glittered on the moorland;
Song, tuneful song, built a palace in the wild.
Now when day dawns on the brow of the moorland,
Lone stands the house, and the chimney-stone is cold.
Lone let it stand, now the friends are all departed,
The kind hearts, the true hearts, that loved the place of old.
Spring shall come, come again, calling up the moorfowl,
Spring shall bring the sun and the rain, bring the bees and flowers;
Red shall the heather bloom over hill and valley,
Soft flow the stream through the even-flowing hours.
Fair the day shine as it shone on my childhood Fair shine the day on the house with open door;
Birds come and cry there and twitter in the chimney 90

But I go for ever and come again no more.
8. Bright is the ring of words
When the right man rings them,
Fair the fall of songs
When the singer sings them,
Still they are caroled and said On wings they are carried After the singer is dead
And the maker buried.
Low as the singer lies
In the field of heather,
Songs of his fashion bring
The swains together.
And when the west is red
With the sunset embers,
The lover lingers and sings
And the maid remembers.
9. I have trod the upward and the downward slope;
I have endured and done in days before;
I have longed for all, and bid farewell to hope;
And I have lived and loved, and closed the door.
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Francis Hopkinson
Francis Hopkinson was born in Philadelphia in 1737. Both of his parents were born in
England and moved to the American colonies in the 1730s. In 1751 he enrolled in college and
was a member of the first class at The University of Pennsylvania. He also went to graduate
school at Penn and graduated with his law degree in 1760.
In 1776 Hopkinson resigned from all crown-appointed positions and was selected to
represent New Jersey at the Continental Congress. Subsequently, he was one of the signers of the
Declaration of Independence. Hopkinson also helped ratify the new constitution in 1787 at the
Constitutional Congress. Until his death in 1791, Francis Hopkinson served his new nation at a
variety of posts, including the position of Federal Judge from 1789 until 1791. In addition to his
status as one of our “Founding Fathers,” he is generally considered the first American song
composer.
“Beneath a Weeping Willow Shade” and “My Gen’rous Heart Disdains” were published
in 1788 as part of set titled Seven Songs for the Harpsichord or Forte Piano. This set was written
for George Washington one year before he became the first President of the United States. Here
is the dedication that Hopkinson wrote for the set;
George Washington, Esquire
Sir.
I embrace with heart-felt satisfaction, every opportunity that offers of recognizing
the personal friendship that has so long subsisted between us. The present
occasion allows me to this in a manner most flattering to my vanity: and I have
accordingly taken advantage of it, by presenting this Work to your Patronage, and
honouring it with your name.
It cannot be thought an unwarrantable anticipation to look up to you as feated in
the most dignified situation that a grateful people can offer. The universally
avowed wish of America, and the nearness of the period in which that wish will
be accomplished, sufficiently justify such an anticipation: from which arises a
confident hope, that the same wisdom and virtue which has so successfully
conducted the arms of the United States of America in times of invasion, war and
tumult, will prove also the successful patron of arts and sciences in times of
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national peace and prosperity: and the glory of America will rise conspicuous
under a government designated by the will, and an administration founded in the
hearts of the people.
With respect to the little work, which I now have the honour to present to your
notice, I can only say that it is such as a lover, not a master of the arts can furnish.
I am neither a professored poet, nor a professored musician: and yet venture to
appear in those characters united; for which, I confess, the censure of temerity
may justly brought against me.
However small the reputation may be that I shal derive from work, I cannot, I
believe, be refused the credit of being the first native of the United States who has
produced a musical composition. If this attempt should not be too severely
treated, other may be encouraged to venture on a path, yet untrodden in America,
and the arts in succession will take root and flourish amongst us.
I hope for your favourable acceptance of this mark of my affection and respect,
and have the honour to be
Your Excellency’s most obedient, and most humble servant,
F. Hopkinson63

Samuel Barber
Samuel Barber was an American composer born in West Chester, PA, in 1910. He was a
well-known and frequently performed composer in the mid-twentieth century and his works are
still widely performed today. He was a prolific composer of art songs, setting the poetry of wellknown writers such as Joyce, Stephens, Graves, and Dickinson.64
Barber was unique from other composers in that he was able to earn most of his wages
through composition alone. He composed a healthy volume of works which include forty-eight
opus numbers spanning a variety of musical genres. His music was extremely popular and
included in the musical canon relatively quickly after composition. According to Barbara
Heyman’s Samuel Barber: The Composer and His Music,” Barber should be considered the
most respected and often concertized American composer on the continent and in the United
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States during the middle of the 20th century.
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Though deemed conservative by contemporary

critics, Barber’s lasting strength comes precisely from his conservation of a post-Straussian
chromaticism along with a typically American directness and simplicity.66 From 1941 until the
mid-1960s, Samuel Barber and Aaron Copland were performed regularly on concert programs.
Because of a love of poetry, gift for languages, and vocal training, Barber gravitated towards
vocal compositions. He published his last songs in 1972, Three Songs, Op.45, for world famous
baritone, Dietrich Fischer-Dieskau. This set contains the exploration of dissonant harmonies that
are not as familiar as in his earlier works. 67
Heyman gives these insights into the Three Songs; Their metaphorical texts are
particularly portentous, considering the composer's anguished state of mind. "Now have I fed and
eaten up the rose," Op. 45, No. 1, from the Swiss poet Gottfried Keller's cycle Gedanken eines
Lebendig-Begrabenen ("Thoughts of one buried alive"), is an English translation by James Joyce
of an abbreviated version used for a song by composer Othmar Schoeck. "A Green Lowland of
Pianos," translated by Czeslaw Milosz from the Polish surrealist writer Jerzy Harasymowicz,
was the poem Barber cited as "funny" in his letter to Ibel. It presents a ludicrous fusion of pianos
and cows: "a herd of black pianos." "O boundless, boundless, evening," Op. 45, No. 3, translated
from the German of Georg Heym by Christopher Middleton, is the most lyrical romantic of the
cycle. Although Three Songs, Op. 45, were scheduled to be performed for the first time on 23
January 1973, Fischer-Dieskau's illness resulted in the cancellation of the concert.68
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John Duke
John Duke, American composer and pianist, attended Peabody Conservatory from 1915
to 1918, where he was a student of piano and composition. After graduation he moved to New
York, where he studied with Franklin Cannon and then spent a few years studying in Europe
with world famous Nadia Boulanger. For over forty years, 1923 to 1967, Duke taught at Smith
College. Duke’s compositional legacy can be felt most strongly in the field of song. After some
early exploration in composition with modal language, Duke looked back to the neo-Romantic
style with expressive piano accompaniments. Seventeen Songs by John Duke (1977) and Songs
of John Duke (1979) are two recordings comprising entirely of the composer’s work.69
Duke has written over 250 songs known for their artistic and musical integrity as well as
a wide variety of style. From remarks in 1981, he describes his own surprise concerning his
successful career. “I am still amazed at the way my musical career has turned out. In my early
days, my ambition was to be a great pianist, and I could not have believed anyone who told me
that I was destined to be a song composer.” 70

Thomas Pasatieri
Thomas Pasatieri is an American composer born in New York in 1945. Before entering
Juilliard School of Music to study composition he worked with Nadia Boulanger. He received
Juilliard’s first doctorate at the age of 19, directed the Atlanta Opera, taught at Juilliard, the
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Manhattan School of Music, and CCM before moving to California in 1984 to work in films and
television. He primarily composes for the voice, writing numerous operas and over 400 songs.71
In her 2013 DMA document, An Anthology of Songs by Thomas Pasatieri a
Pedagogical Tool, Catherine Nardolillo writes about Pasatieri’s background. From 19801984 he served as director of the Atlanta Opera. After his tenure there, he decided to
move to California to begin a career in film and television for the simplest of reasons, to
earn a living and save for retirement. At this time, he started a film music production
company called Topaz Productions and orchestrated music for over 100 movies,
including well know films such as American Beauty, The Little Mermaid, The Shawshank
Redemption, Legends of the Fall, Scent of a Woman, Pretty Woman and Fried Green
Tomatoes. After such immense success, Pasatieri now works advising and consulting.
His prolific output shows his ability to write beautiful and rewarding music. In addition,
he has earned high praise from many of the world’s best singers, who frequently perform
and record his works.72
Pasatieri was the recipient of many operatic commissions from respectable companies
such as Baltimore Opera, Houston Grand Opera, N.E.T. Opera, and the New York City Opera.
Referred to as the “post-Puccini,” his style is theatrical while melodic and pleasing to the ear.
Because of the repertoire’s accessibility, his song cycles are sung by internationally renowned
singers. While the appeal of his pleasant melodies is attractive to many, Pasatieri’s compositions
have been condemned by some music critics because of their accessible nature. Composing
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comes very easy to him, which is evident in his large output of songs and operas, but his musical
style has not changed much throughout his career.73
Three Poems of Oscar Wilde was commissioned by the George London Foundation. The
set was premiered on January 17, 1999 at Pierpont Morgan Library in New York City, by
baritone Thomas Hampson. Pasatieri also dedicated the set to Hampson.

Richard Faith
(see Part I)

William Bolcom
William Bolcom is an American composer, pianist, and author. He was a student of both
Milhaud and Messiaen. He began his compositional career as follower of Boulez, Stockhausen,
and Berio. He later shifted from this academic approach to embrace a wider variety of musical
styles.74
Starting in 1973, and up until present day, Bolcom has served as a Professor of
Composition at the University of Michigan in Ann Arbor and was awarded the Pulitzer Prize for
music in 1988. His compositions span the spectrum from operas, symphonies, and vocal works,
to chamber pieces, theater works, and concerti for solo instruments. Carol Kimball credits
Bolcom’s music as being original, accessible, expressive, and brilliantly conceived.75
Arnold Weinstein and William Bolcom wrote Cabaret Songs Volume I in 1977 and 1978
for mezzo-soprano Joan Morris. They also composed three additional volumes (six songs per
volume) of Cabaret Songs for a total of twenty-four songs. “Murray the Furrier,” “Waitin,” and
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“Black Max” are part of Volume I. Weinstein’s appreciation for Morris’s musicianship and
attention to the drama of the text over vocalism caused him to write many songs for her. This
parallels Bolcom’s intent of writing the Cabaret Songs with the focus on text. He states, “These
songs are intended to be sung in a speaking tessitura or range…A more speaking tone is
recommended in order to give the words equal value to the notes.” 76

Beneath a Weeping Willow’s Shade
Beneath a weeping willow’s shade
She sat and sang alone
Her hand upon her heart she laid
And plaintive was her moan
The mock-bird sat upon a bough
And listened to her lay
Then to the distant hills he bore
The dulcet notes away
Fond echo to her strains replied
The wind her sorrow bore
Adieu dear youth she cried
I ne’er shall see thee more

My Generous Heart Disdains
My gen’rous heart disdains
The slave of love to be
I scorn his servile chains
And boast my liberty
This whining and pining
And wasting with care
Are not to my taste be she ever so fair
Shall a girl’s capricious frown
Sink my noble spirits down
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Shall a face of white and red
Make me droop my silly head
Shall I set me down and sigh
For an eyebrow or an eye
For a braided lock of hair
Curse my fortune and despair
Still uncertain is tomorrow
Not quite certain is today
Shall I waste my time in sorrow
Shall I languish life away
All because a cruel maid
Hath not love with love repaid
Luke Havergal
Go to the western gate Luke Havergal
There where the vines cling crimson on the wall
And in the twilight wait for what will come
The leaves will whisper there of her
And some like flying words
Will strike you as they fall
But go and if you listen she will call
Out of the grave I come to tell you this
Out of a grave I come to quench the kiss
That flames upon your forehead
With a glow that blinds you to the way that you must go
Yes there is yet one way to where she is
Bitter, but one that faith may never miss
There is the western gate Luke Havergal
There are the crimson leaves upon the wall
Go for the winds are tearing them away
Nor think to riddle the dead words they say
But go and if you trust her she will call
In the fields
Lord when I look at lovely things which pass
Under old trees the shadows of young leaves
Dancing to please the wind along the grass
Or the gold stillness of the august sun
On the august sheaves
Can I believe there is a heavenlier world than this
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And if there is will the strange
heart of any everlasting thing
Bring me these dreams that take
my breath away they come at evening
With the home flying rooks and
the scent of hay over the fields they come in spring
Richard Cory
Whenever Richard Cory went downtown
We people on the pavement looked at him
He was a gentleman from sole to crown
Clean favored and imperially slim
And he was always quietly arrayed
And he was always human when he talked
But still be fluttered pulses when he said good morning
And he glittered when he walked
And he was rich yes richer than a king
And admirably schooled in every grace
In fine we thought that he was everything
to make us wish that we were in his place
So on we worked and waited for the light
and went without the meat and cursed the bread
And Richard Cory one calm summer night went home
and put a bullet through his head
Now have I fed and eaten up the rose
Now have I fed and eaten up the rose
Which then she laid within my stiff cold hand
That I should ever feed upon the rose
I never have believed in liveman’s land
Only I wonder was it white or red
The flower that in the darkness my food has been
Give us and if Thou give thy daily bread
Deliver us from evil Lord, Amen
A Green Lowland of Pianos
In the evening as far as the eye can see
herds of black pianos
Up to their knees in the mire they listen to the frogs
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They gurgle in water with chords of rapture
They are entranced by froggish moonish spontaneity
After the vacation they cause scandal
in a concert hall during the artistic milking
Suddenly they lie down like cows
Looking with indifference at the white flowers if the audience
At the gesticulating of the audience
O boundless, boundless evening
O boundless evening
Soon the glow of long hills of the skyline will be gone
Like clear dream country now rich-hued by sun
O boundless evening
where the cornfields throw the scattered daylight
back in an aureole
Swallows high up are singing very small
On every meadow glitters their swift flight
In woods of rushes and where tall masts stand in brilliant bays
Yet in ravines beyond between the hills already nests the night

Hélas
To drift with every passion till my soul
is a stringed lute on which winds can play
It is for this that I have given away
mine ancient wisdom and austere control
Me thinks my life is a twice written scroll
Scrawled over on some boyish holiday
with idle songs for pipe and virelay
which do but mar the secret of the whole
Surely there was a time I might have trod
the sunlit heights and from life’s
dissonance struck one clear chord to reach the ears of God
Is that time dead lo with a little rod
I did but touch the honey of romance
and must I lose a soul’s inheritance
The Harlot’s House
We caught the tread of dancing feet
we loitered down the moonlit street
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and stopped beneath the Harlot’s House
Inside above the din and fray
we heard the loud musicians play
the “Treues Liebes Herz” of Strauss
Like strange mechanical grotesques
making fantastic arabesques
The shadows raced across the blind
we watched the ghostly dancers spin
to sound of horn and violin
like black leaves wheeling in the wind
Like wire pulled automatons slim silhouetted
skeletons went sliding through the slow quadrille
Then took each other by the hand
and danced a stately saraband
their laughter echoed thin and shrill
Sometimes a clockwork puppet pressed
a phantom lover to her breast
Sometimes they seemed to try and sing
Sometimes a horrible Marionette came out
and smoked a cigarette upon the steps
like a live thing
Then turning to my love I said
the dead are dancing with the dead
The dust is whirling with the dust
But she heard the violin
and left my side and entered in
Love past into the house of lust
Then suddenly the tune went false
the dancers wearied of the waltz
the shadows ceased to wheel and whirl
And down the long and silent street
the dawn with silver sandaled feet
crept like a frightened girl.
Requiescat
Tread lightly she is near under the snow
Speak gently she can hear the daisies grow
All her bright golden hair tarnished with rust
She that was young and fair fallen to dust
Lily like white as snow she hardly knew
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she was a woman so sweetly she grew
Coffin board heavy stone lie on her breast
I vex my heart alone she is at rest
Peace she cannot hear lire or sonnet
All my life’s buried here heap earth upon it
Where are you going to my pretty maid
Where are you going to my pretty maid
I’m going a milking sir she said
May I go with you my pretty maid
You’re kindly welcome sir she said
What is your father my pretty maid
My father’s a farmer sir she said
What is your fortune my pretty maid
My face is my fortune she said
Then I can’t marry you my pretty maid
Nobody asked you sir she said
Jenny Wren
Twas once upon a time
when Jenny Wren was young
So daintily she danced
so prettily she sung
Robin Redbreast lost his heart
for he was a gallant bird
so he doffed his hat to Jenny Wren
requesting to be heard
O dearest Jenny Wren
if you will but be mine
you shall feed on cherry pie
and drink new currant
Ill dress you like a goldfinch
or any peacock gay
So dearest Jen if you’ll be mine
let us appoint the day
Jenny blushed behind her fan
and thus declared her mind
Since dearest Bob I love you well
I take your offer kind
Cherry pie is very nice
and so is currant wine
but I must wear my plain brown gown
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and never go too fine
The Queen of Hearts
The Queen of Hearts she made some tarts all on a summer’s day
The Knave of Hearts he stole those tarts and took them clean away
The King of Hearts called for the tarts and beat the Knave full sore
The Knave of Hearts brought back the tarts and vowed he’d steal no more
I saw a ship a-sailing
I saw a ship a-sailing on the sea
and oh it was all laden with pretty things for thee
There were comfits in the cabin and apples in the hold
The sails were all of silk and the masts were made of gold
The four and twenty sailors that stood between the decks
were four and twenty white mice with chains around their necks
The Captain was a duck with a packet on his back
and when ship began to move the captain said quack quack
Song of Black Max
He was always dressed in black
long black jacket broad black hat
sometimes a cape
and as thin as rubber tape Black Max
He would raise that big black hat
to the big shots of the town
who raised their hats right back
never knew they bowing to Black Max
I’m talking about night in Rotterdam
where the right night people of all the town
would find what they could
in the night neighborhood of Black Max
There were women in the windows with bodies for sale
dressed in curls like little girls in little dollhouse jails
When the women walked the streets
with the beds upon their back
who was lifting up his brim to them Black Max
And there were looks for sale
the art of the smile only certain people walked that mystery mile
Artists charlatans vaudevillians
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men of mathematics acrobatics and civilians
There was knitting needle music
from a lady organ grinder with all her sons behind her
Marco Vito Benno( was he strong) though he walked like a woman
And Carlo who was five he must be still alive
Ah poor Marco had the syph
and if you didn’t take terrible cure in those days
you went crazy and died and he did
And at the coffin before they closed the lid
who raised his lid Black Max
I was climbing on the train
one day going far away
to the good old USA
When I heard some music underneath the tracks
standing there beneath the bridge
long black jacket broad black hat
Playing the harmonica one hand free
to lift that hat to me Black Max
Waitin
Waitin I’ve been waitin all my life
That light keeps on hiding from me
But it someday just might bless my sight
Murray the Furrier
My uncle Murray the Furrier
was a big worrier but he’s
no hurrier now not today
He’s good and retired now
didn’t get fired now
fulfills his desires on half of pay
He eats in the best of dives
although he dines alone
He’s buried two wonderful wives
and he still has the princess phone
It’s the best of all possible lives
owning all that he owns on his own
You see he never took off a lot
and used to cough a lot fur in his craw
from hot days in the store
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Worked his way up to the top
Was the steward of the shop
has a son who is a cop and he is free
My uncle Murray the retiree
loves this democracy and
says it very emphatically
He lives where he wishes when he wants
does the dishes eats greasy knishes yes siree
No guilt no ghost no gift for no host
he goes coast to coast coughing
My uncle Murray the Furrier no worrier he
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APPENDIX A
(Hand-written list from Richard to me in 2009)
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