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ABSTRACT 
 
 
 

Jake Heggie has two published song cycles for baritone and piano: Thoughts 

Unspoken with texts by John Hall and The Moon Is a Mirror with texts by Vachel 

Lindsay. The purpose of this treatise is to analyze Thoughts Unspoken and The Moon Is 

a Mirror in order to assist musicians in achieving a greater understanding of Heggie’s 

musical style, as well as to fill a gap in the existing literature about his songs. The first 

chapter focuses on Heggie’s life and works, with particular attention given to his vocal 

compositions. The second chapter analyzes his first published song cycle, Thoughts 

Unspoken, from historical and musical perspectives. The third chapter analyzes his 

second published song cycle, The Moon Is a Mirror, in similar fashion.  Musical 

analyses focus on compositional elements including, but not limited to, harmony, 

melody, rhythm, and formal structure. Historical discussions include important facts 

surrounding the genesis of each song cycle, along with issues most pertinent to 

performance practice.  
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CHAPTER 1 

THE LIFE AND WORKS OF JAKE HEGGIE 
 
 
 

John (Jake) Stephen Heggie was born on 31 March 1961 in West Palm Beach, Florida. 

The third of four siblings born to parents John, an Army medical doctor, and Judith (née 

Rohrbach), a nurse, Heggie spent his upbringing in a number of locations. While an infant, 

Heggie and his family first moved to Torrance, California.  When Heggie was five years old, his 

family relocated to Bexley, Ohio. In 1968 he began his musical training in a group setting on an 

electronic Wurlitzer piano with headphones. His instructor, Anne Swesty, introduced Heggie to 

the John Schaum piano method. Two years later, he progressed to studies with Joe Weisburg, 

who taught with sheet music and his own arrangements of popular songs.1  

As a first-generation American born to Hungarian immigrants, Heggie’s father was 

pressured by his parents to pursue a career in medicine instead of music. Also an amateur 

saxophonist, Heggie’s father filled his home with the sounds of artists such as Frank Sinatra, 

Peggy Lee, Ella Fitzgerald, and Artie Shaw.2 Heggie later credited the important influence jazz 

had on his own music to this early exposure. In 1972 Heggie’s father committed suicide. His 

father’s death gravely affected the family, prompting Heggie’s older sisters to rebel, while 

Heggie himself turned to composition for solace. Life became difficult thereafter in Bexley, as 

Heggie’s mother struggled to support her family. During this time, Heggie studied for 

approximately three years with Anna Mae Millard, who assigned him piano concertos by 

Mozart and Grieg. 

 In 1977 Heggie’s mother decided to move the family to Martinez, California. Heggie 

readily agreed to this relocation, eager to escape the negative feelings associated with his 

father’s death and his social ostracism at Bexley High School. He would ultimately finish his 

secondary education at College Park High School in Pleasant Hill, California.  

Soon after their move to Martinez, Heggie’s mother set up piano lessons for him with 

Doris Marliave in Walnut Creek, California. Mrs. Marliave soon introduced him to a composer’s 

                                                        
1
 Jake Heggie, e-mail message to author, 17 February 2010.  

2
 Kendra Allyn Lynch, “A Comparative Analysis of Four Pieces by Jake Heggie” (M.M. project report, 

California State University, Long Beach, 2006), 99.  
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group through the Performing Arts Society of Contra Costa in Orinda, California. In these 

meetings, Heggie became acquainted with Ernst Bacon, the master composer who led the 

sessions. After attending a number of the meetings, Heggie asked Bacon for private instruction 

in composition, to which he agreed. Bacon, whose legacy rests primarily on his art song 

output, became Heggie’s first official composition teacher and ignited Heggie’s interest in 

setting texts. Speaking of Bacon’s influence, Heggie said, “He introduced me to the poems of 

Emily Dickinson and the joys of setting texts. That’s where it all started for me, really.”3 Heggie 

further stated of their interaction: 

 
So I would go every week or every other week, as much as I could. He gave me all  
kinds of exercises in composition that I had never thought of. He taught me about the  
overtone series. He taught me basic theory lessons and gave me assignments. I wrote  
canons and fugues and I did them based on people’s names or certain letters. Just  
exercises and then doing inversions and things like that. He was very wise and always  
very encouraging and didn’t try to impose anything on me and was really helping me  
find what worked for me.4 

 
Heggie continued these meetings until 1979, when he applied and was accepted to the 

American College in Paris (later renamed the American University in Paris). It was the only 

university to which he applied, and despite initial misgivings, his mother ultimately supported 

his decision. He supplemented his education there with private piano instruction from Hélène 

Mouzalas, a student of Pierre Sancan at the Conservatoire de Paris. To bolster his income, 

which came primarily from a trust fund set up through insurance, he taught piano privately to 

children and worked in the registrar’s office. Instead of going by “Jake,” a nickname, Heggie 

referred to himself during this period by his birth name “John,” mainly in order to “see who that 

person [was].”5 He cited this period as a profound personal journey, filled with many travels 

and cultural experiences such as going to the opera, theatre, and ballet. He also wanted “to 

learn French, to see how other people lived, and to see how that resonated within [him].”6 

Ultimately, he began to feel “stuck” again, with no real mentor able to unlock the deeper levels 

of his personal artistry.  After the conferment of an Associate of Arts degree in general 

education in 1981, Heggie returned to the United States. In June of that year, he became 

                                                        
3
 Carolyn E. Redman, “Songs to the Moon: A Song Cycle by Jake Heggie to the Poems of Vachel 

Linsday” (D.M.A. document, The Ohio State University, 2004), 2. 
4
 Lynch, 2. 

5
 Jake Heggie, interviewed by author, 17 January 2010, digital recording. San Francisco, California. 

6
 Ibid.  
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reacquainted with the name of Johana Harris (1912-1995), a professor of piano at the 

University of California at Los Angeles and widow of the famous American composer Roy 

Harris (1898-1979). Heggie had heard of her through both Ernst Bacon and Doris Marliave. It 

was his correspondence about Harris with Linda Brooks, another student of Marliave, which 

ultimately prompted him to enroll at the University of California at Los Angeles to further his 

artistic studies.  

 Heggie attended the University of California at Los Angeles from 1981 to 1984, earning 

a Bachelor of Arts degree in piano performance with a minor in composition. He studied 

composition with Paul Des Marais, David Raksin, Roger Bourland, and Paul Reale. Heggie 

also studied basic musicianship with Des Marais, musical form and structure with Bourland 

and Reale, and film scoring with Raksin. He studied orchestration with Bourland and William 

Craft. In addition, he studied art song repertoire and accompanying with James “Jim” Low, 

who, according to Heggie, “…was so passionate about song, he loved it inside out, upside 

down…. He made lists of important songs to know, lists of songs about flowers, throughout 

history up to the modern day.... So I learned a lot about art song during that period.”7  

While most of the aforementioned teachers taught Heggie the technical aspects of 

music, it was Johana Harris who unlocked the deeper connections to his artistry, which he 

described as invaluable. “She had an amazing personality and was one of the most 

phenomenal musicians you could imagine. Music was her language, and she brought an 

essential meaning to music that had been missing for me.”8 He further elaborated: 

 
She made it real. She made it human. She suddenly made me see the human 
connection of why music moves us…. I hadn’t made that connection….This is the kind 
of teacher she was, though, it wasn’t just about good technique and learning to play 
beautifully. It was about going to museums, and talking about books, and going to 
libraries, going to see movies, looking at beautiful art and talking about it, looking at and 
talking about dark times in history and bright times, and talking about current events and 
talking about things people were going through. And saying, “This piece is so much like 
that.” And then realizing, each of these composers had an inspiration, reason for writing 
this piece and a human connection, which is why it still resonates. And I think that 
affected me deeply as a pianist, and I think, as a composer. And that’s the thing she 
gave me that no one else had really given me….It was a very tricky thing, but when it 
clicked it was very powerful….Because we…struggle with the fact that we are ultimately 
alone…. [W]e seek to connect and find common threads and people who will help fill 

                                                        
7
 Lynch, 111.  

8
 Redman, 3. 
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that void and emptiness. When we find it, it’s miraculous. I think that’s what we all 
struggle with and that’s when music can really bring us together.9 
 

In 1982 their relationship grew beyond professional and at Harris’s proposal, they married, with 

Heggie at twenty-one and Harris at seventy years of age. Realizing the unorthodoxy of their 

relationship, he admitted, “It raised eyebrows, but people who knew us understood 

completely.”10 He continued, “We just complemented each other so well. There was such a 

strong spiritual connection. She was my best friend.”11  

Between 1983 and 1986, Heggie’s compositional output consisted primarily of piano 

and chamber works, including “Inishfallen” for solo piano and “Lugalla” for string quartet. 

Heggie noted the Irish titles came at Harris’s instigation. As a two-piano team, they performed 

frequently, which also served as his introduction to the professional performing world.12 Heggie 

also cited the influence of a workshop in 1985 sponsored by Broadcast Music, Incorporated: 

 
 I took a workshop class on film scoring during that time period taught by Earl Hagen,  

who had written a piece called “Harlem Nocturne,” which my dad had played all the time 
when I was a kid. It was really interesting that I got to study with Earl Hagen who had 
written that song that my dad loved so much. It was a full circle thing. But then I had big  
jazz influences start to come into my work.13 
 

 In 1986 Heggie continued his studies at the University of California at Los Angeles by 

beginning a Master of Music degree in composition (with a minor in piano performance). 

During this time he accompanied several of the choral ensembles. Though he eventually 

abandoned his studies in 1988, the first major affirmation of his compositional efforts occurred 

in 1987, when he was awarded the Henry Mancini Prize. The scholarship, given to the school’s 

most promising composer, included a large monetary stipend as well as a concert featuring 

works by the winner. For the competition, Heggie initially had submitted a group of 

educationally-oriented instrumental pieces, about which children might create a pictorial story. 

Heggie titled the work One Day at the Duck Pond (1987). At the last minute, however, the 

                                                        
9
 Lynch, 105-106. 

10
 Ralph Blumenthal, “For an Operatic Life, Check out the Composer’s,” New York Times, March 13, 

2008. http://www.nytimes.com/2008/03/13/arts/music/13jake.html (accessed January 7, 2010). 
11

 David Mermelstein, “He’s Got a Song in His Art,” LA Times, November 10, 1996.  
http://pqasb.pqarchiver.com/latimes/access/16972852.html?dids=16972852:16972852&FMT=FT&FMTS=ABS:FT 
&type=current&date=Nov+10%2C+1996&author=David+Mermelstein&pub (accessed January 7, 2010). 

12
 Heggie, e-mail message to author, 17 February 2010. 

13
 Lynch, 111. 
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competition coordinator, Roy Travis, convinced Heggie to include “Innisfree” and the “Skellig 

Variations,” two piano duo works Heggie and Harris had often played in concerts. The piano 

duo pieces impressed Mancini, and Heggie shared first prize with composer Christopher 

Caliendo.  

These years also marked a shift in Heggie’s composition: from instrumental works to art 

song. Heggie stated that this occurred primarily because he began working with student and 

faculty singers at the University of California at Los Angeles, and felt a need to compose for 

the classically trained voice. His first listed vocal composition, an arrangement of “Away in a 

Manger” for mezzo-soprano and piano, appeared in 1986. The following year, Heggie 

composed six songs for soprano and piano, all to the poetry of Emily Dickinson. Heggie also 

cited an influential summer in 1987 spent with James Low, during which he learned and 

coached the major Schumann song cycles. In 1988 Heggie first composed songs for baritone 

and piano in a song cycle called Trois Poèmes Intérieur de Rainer Maria Rilke. Later, however, 

he decided to withdraw the work for personal reasons.  

Also in 1988, a neuromuscular disorder known as focal hand dystonia began to stifle 

and eventually caused a hiatus Heggie’s composition and performance. Dystonia is a 

neurologically-oriented movement disorder that causes muscles to contract and spasm 

involuntarily.14 Focal hand dystonia usually affects the muscles of the dominant hand and the 

spasms may cause the hand to contract and curl under when attempting to play.15 Heggie 

remarked that the third finger of his right (dominant) hand began to pull under. In order to 

compensate, he would pull up and out with his second finger, which caused the thumb to pull 

inward and under. Heggie received an official diagnosis from Dr. Frank Wilson, who happened 

to be lecturing at the university at the time about musician injuries. Heggie subsequently 

traveled numerous times to Dr. Wilson’s lab in northern California to act as a case study for the 

disorder, though he received no physical therapy during these sessions. His actual 

rehabilitation began in 1989, when he traveled to the University of California at Irvine to study 

with Nina Skolnick. In weekly lessons lasting roughly a year, Heggie relearned piano technique 

from Mrs. Skolnick, using a method pioneered by Dorothy Taubman. The Taubman Approach 

                                                        
14

 Dystonia Medical Research Foundation, http://www.dystonia-
foundation.org/pages/what_is_dystonia_/26.php (accessed January 10, 2010).  

15
 Dystonia Medical Research Foundation, http://www.dystonia-

foundation.org/pages/musicians__dystonias_more_info/56.php (accessed January 10, 2010).  
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to music-making focuses on tension-free playing. Based on principles of physiology, the 

Taubman Approach is built on the concept of coordinate motion defined as unified finger, 

hand, and arm movements. When applied, the Taubman Approach claims to unravel technical 

complexities that might block artistic expression and frees artists from injury, pain, and 

fatigue.16 The process proved to be slow, however, and in 1990 Heggie composed what he 

believed was his last song, “White in the Moon,” dedicated to James Low. 

With performance and compositional prospects dim, Heggie sought a new potential 

career in arts management by taking over a private performing-arts series through the 

L’Ermitage Hotel in Beverly Hills. Though his employment there was short-lived, he did meet a 

number of professional artists, including the eventual first champion of his vocal works, mezzo-

soprano Frederica von Stade. He also found work in public relations with the University of 

Califorina–Los Angeles Center for the Performing Arts. During this time, he managed to 

compose only two works for solo piano: “Christmas Nocturnes” in 1991 and “Homage à 

Poulenc” in 1992. As he slowly rehabilitated his hand in the early 1990s, he also performed 

sporadically with the Gay Men’s Chorus of Los Angeles, touring for performances of Roger 

Bourland’s Hidden Legacies. Heggie’s personal affairs, however, began to deteriorate. Harris’s 

health declined steadily, and in 1995, she passed away.  

In 1993 Heggie decided to relocate from Los Angeles to San Francisco. In regards to  

this decision, he said: 
 
The move was important for so many reasons. First, I needed to start living my 
own life as a gay man, and Johana recognized and supported that. We always 
remained very close and the best of friends, and she was more than understanding. 
I was feeling stifled professionally and personally in Los Angeles and knew I had 
to start over in a new place–but not so far away that I couldn't be near her or see 
her often. I also felt that if I was going to have a chance at pursuing a musical 
career, it would be much more likely in San Francisco. The cultural climate and 
the support for the arts are tremendous here. It turned out to be the right choice on 
all levels.17 
 

Upon his arrival in San Francisco, he worked in a public relations position for the University of 

California–Berkeley for approximately four months. This, in turn, led to a full-time public 

relations position with the San Francisco Opera. 

                                                        
16

 Taubman Institute of Piano, http://www.taubman-institute.com/html/home.html (accessed  
February 1, 2010). 

17
 Tom Savage, “High Scorers: Jake Heggie,” Opera News (January 2000), 12. 
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 In 1994 Heggie became reacquainted with von Stade during the world premiere of 

Conrad Susa’s The Dangerous Liaisons. As a gift for opening night, Heggie presented her with 

two folk song arrangements he had recently completed: “Barb’ry Allen” and “The Leather-

Winged Bat.” Fortuitously, another singer and friend of Heggie, Mary Rawcliffe, informed him 

of a new art song competition sponsored by music publisher G. Schirmer, Incorporated. 

Heggie asked von Stade to sing the two arrangements on his demo tape, to which she agreed. 

Another of his entries, however, a setting of Emily Dickinson’s poem “If you were coming in the 

Fall,” recorded by soprano Kristin Clayton, won the 1995 competition, which resulted in the 

publication of the winning song. In addition, von Stade began to solicit more of his works. He 

states, “She began to ask me to play for her and commissioned pieces and also arranged 

commissions for me. She has been my biggest champion.”18 This gave rise to commissions 

and performances of his works by other artists associated with the San Francisco Opera: 

 
 Because I was working for SFO, I met all these wonderful singers who then began 

to ask me to compose pieces for them. Singers such as Thomas Hampson, Renée 
Fleming, Jennifer Larmore, Dawn Upshaw, Ben Heppner and Bryn Terfel. Much 
to my surprise they started performing my songs nationally and internationally. It 
was because of these singers that other people began to pay attention to my music.19 
 
Heggie referred to winning this award as his second major affirmation, as it ultimately 

led to the decision by San Francisco Opera general director Lotfi Mansouri in late 1995 to 

commission a new operatic work from Heggie for the 2000-2001 season. After an extended 

incubation period, Heggie and librettist Terrence McNally decided on an operatic adaptation of 

Sister Helen Prejean’s novel Dead Man Walking. Heggie composed almost solely for the voice 

during this period, with commissions including Encountertenor (1995) for counter-tenor and 

piano, Thoughts Unspoken (1996) for baritone and piano, Paper Wings (1997) for mezzo-

soprano and piano, and Natural Selection (1997) for soprano and piano. Heggie’s first paid 

commission came in 1996 from James Schwabacher, which resulted in Eve-Song. Another 

commission soon followed from the New Century Chamber Orchestra, which produced On the 

Road to Christmas (1996) for mezzo-soprano and string orchestra. Heggie emphasized that 

                                                        
18

 Redman, 5. 
19

 Ibid., 5. 
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upon his return to composition, as evidenced in these works, he collaborated with living 

authors who greatly valued the art of storytelling.20  

On 1 January 1998 Heggie began his position as San Francisco Opera’s first CHASE 

Composer-in-Residence. The two-and-a-half-year residency, which included a salary, health 

benefits, and travel stipends, marked Heggie’s transition to a full-time career as a composer. 

Concurrently, five of Heggie’s songs were released on Jennifer Larmore’s compact disc My 

Native Land. Heggie also began a recording project of his art songs on the RCA Red Seal 

Label, which was initiated through a personal connection at BMG Classics. The compact disc, 

Faces of Love, was released in 1999 and featured twenty-six songs recorded by top-tier 

artists, including Frederica von Stade, Renée Fleming, Jennifer Larmore, Sylvia McNair, Carol 

Vaness, and Brian Asawa.  

Because of his professional relationship with Bill Holab, the director of publications at G. 

Schirmer, Heggie also coordinated the publication of the first volume of his songs (for 

soprano), also titled Faces of Love, to accompany the compact disc in 1999. Holab initially 

imagined the songbook as one large entity, but Heggie successfully advocated for three 

individual volumes. The second and third books of the series, for mezzo-soprano and middle 

voice respectively, were published by G. Schirmer in 2000. 

 Heggie’s first opera, Dead Man Walking, premiered on 7 October 2000, to sold-out 

crowds and overall rave reviews. Since its debut, Dead Man Walking has achieved 

international success, with more than 130 total performances to date. The overwhelming 

success of his operatic debut caught the attention of Eos Orchestra conductor Jonathan 

Sheffer, who had premiered a ten-minute operatic scene of Heggie’s entitled Again in May. 

Impressed with Heggie’s work, Sheffer invited him to become the Composer-in-Residence for 

the ensemble. The appointment lasted from 2000 until 2002, during which time Heggie 

composed “Cut Time” – Variations for Piano and Chamber Orchestra (2001) and A Great Hope 

Fell: Songs from Civil War (2001) for baritone and chamber ensemble specifically for the Eos 

Orchestra. Heggie has since withdrawn A Great Hope Fell, however, citing a desire to revise 

the work.21  

                                                        
20

 Jake Heggie, e-mail to author, 17 February 2010. 
21

 Jake Heggie, interviewed by author, 17 January 2010, digital recording. San Francisco, California. 
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 From 2001 to 2005, Heggie composed consistently, receiving commissions from 

Houston Grand Opera, Madison Opera, Opera Pacific, Opera Colorado, the University of 

Kansas at Lawrence, the Bravo! Vail Valley Music Festival, the Ravinia Festival, Evolutions in 

Song, Credit Suisse, the Dallas Symphony, the Oakland East Bay Symphony, the St. Paul 

Chamber Orchestra, and the Harmada Trio. This resulted in a number of new works, including 

second full-length opera, The End of the Affair (2003; revised 2004-05), The Moon Is a Mirror 

(2001) for baritone and piano, The Starry Night (2001) for mezzo-soprano and piano, The 

Deepest Desire (2002; orchestrated 2005) for mezzo-soprano and piano, Winter Roses (2004) 

for mezzo-soprano and chamber ensemble, Times of Day (2004) for mezzo-soprano, violin, 

cello, and piano, Statuesque (2005) for soprano and piano or chamber ensemble, and Here 

and Gone (2005) for tenor, baritone, and chamber ensemble.  

 The End of the Affair was premiered by the Houston Grand Opera at the Cullen Center 

in Houston, Texas, on 4 March 2004. Only a year later, Heggie realized that, despite the 

number of upcoming commissions, his financial prospects looked uncertain. This prompted 

him to apply for a Guggenheim Fellowship for the 2005-2006 year. The fellowships are grants 

made to selected individuals who have a significant record of publication or performance of 

their work in order to provide those individuals with financial support for creative or scholarly 

endeavors.22 The John Simon Guggenheim Memorial Foundation awarded Heggie a grant in 

2005 for musical composition. This allowed him to complete work on his next major operatic 

composition, Three Decembers. Co-commissioned by the Houston Grand Opera and San 

Francisco Opera, Three Decembers premiered on 29 February 2008 at the Cullen Center in 

Houston, Texas, again with the Houston Grand Opera. Other significant works completed 

between 2005 and 2008 include To Hell and Back (2006) for two sopranos and period-

instrument orchestra, Rise and Fall (2007) for soprano and piano, Facing Forward/Looking 

Back for soprano, mezzo-soprano, and piano, For a Look or a Touch (2007) for baritone, actor, 

and chamber ensemble, and Friendly Persuasions (2008) for tenor and piano.  

 Most recently, Heggie has been commissioned by the Dallas Opera in collaboration with 

the San Francisco Opera, San Diego Opera, Calgary Opera and State Opera of South 

Australia to compose an operatic adaptation of Herman Melville’s famous novel Moby-Dick. 

                                                        
22

 John Simon Guggenheim Memorial Foundation, http://www.gf.org/about-the-foundation (Accessed 
February 2, 2010). 
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The world premiere of this ambitious work is scheduled for 30 April 2010 at the Winspear 

Opera House in Dallas, Texas. Other current projects include revisions to Three Decembers; 

an expansion of For a Look or a Touch to include male chorus (at the request of the Gay 

Men’s Choruses of Seattle and Boston); an expansion of Fury of Light (2009) from a chamber 

work for flute and piano into a full-length concerto; a commission from Carnegie Hall for a new 

song cycle with new texts by Sister Helen Prejean for mezzo-soprano Joyce DiDonato; a new 

work for Ms. DiDonato with the Alexander String Quartet, commissioned by San Francisco 

Performances; a choral opera for the John Alexander Singers; and a full-length opera project 

with playwright Richard Greenberg for the Metropolitan Opera and Lincoln Center Theatre.  
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CHAPTER 2 

THOUGHTS UNSPOKEN 
 
 
 

 Heggie’s first published song cycle for baritone and piano, Thoughts Unspoken, is a 

four-movement work lasting approximately fifteen minutes. With lyrics by John Hall, the cycle 

features an appropriate range for a baritone (B2-F-sharp4) with an optional extension to a G-

sharp4.
23 Heggie composed Thoughts Unspoken over a nine-month period between 12 

December 1995 and 10 September 1996. During this time frame, Heggie still worked primarily 

in the public relations office at the San Francisco Opera, but had recently won an art-song 

competition sponsored by music publisher G. Schirmer. The commission for Thoughts 

Unspoken came as a result of baritone Earle Patriarco, a former Adler Fellow at the San 

Francisco Opera, having heard a private reading of Heggie’s newly completed song cycle 

Encountertenor (1995), which was written for Brian Asawa with texts by John Hall. Patriarco 

had a number of upcoming recitals, and wanted to program a song cycle with significant 

personal meaning. Patriarco specifically requested that John Hall compose original lyrics for 

the work, which would emphasize the intimate nature of a close relationship. Aware that it was 

only his second time composing a song cycle, Heggie noted, “It was all still very new to me, 

going into really exploring not just writing individual songs, but now exploring cycles and the 

psychology of the journey of a cycle.”24 

 Heggie first came to know John Hall after he matriculated to the University of California 

at Los Angeles in the fall of 1981. Hall was on faculty at the time, directing both the musical 

theatre and opera workshops. Their collaboration for this song cycle marked the first instance 

of Heggie’s working with a living author. Heggie described the overall nature of their 

partnership as “positive” and “easy.”25 Speaking on the role of the librettist, Heggie stated, “The 

job of the writer in that situation is not only to come up with an interesting theatrical journey, 

but also to write language that inspires music. That seemed to work really well for both those 

                                                        
23

 All pitches referenced using standard scientific pitch notation.  
24

 Jake Heggie, interviewed by author, 17 January 2010, digital recording. San Francisco, California. 
25

 Ibid. 
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sets [Encountertenor and Thoughts Unspoken].”26 Hall conceptualized the work in four 

movements and produced four separate texts that traced the protagonist’s emotional journey. 

Early in the compositional process, Heggie previewed excerpts from the cycle for Hall and 

recalled, “I remember him laughing out loud when I played the introduction to the first song. He 

got hysterical and I thought, ‘Good we’re already on the right wavelength.’”27 Heggie set 

virtually all of Hall’s text to music, omitting only a few lines in the third and fourth songs.  

 Heggie described the composition of these pieces as a learning process. “It was a real 

awakening for me, that particular set of songs. I finally worked with a real, operatic lyric 

baritone. I learned about that voice and I also learned what I love about that voice, which is not 

only the range, because you have the very exciting highs and you also have the beautiful, 

mellow middle and low, but you can also understand the words.”28 Heggie was familiar with 

Patiarco’s voice, as he had heard him perform several times with the company. In reference to 

composing the sung melody, Heggie said, “I write for a role, but it helps enormously to know 

on whom I’m dressing that role.”29 Heggie in fact made significant revisions to the vocal line of 

the first song after an initial read-through with Patriarco.  

 In terms of the stylistic influences of the cycle, Heggie acknowledged a multitude of 

inspirational sources. “There are a lot of influences going into that particular group of songs. It 

is that cross between opera and musical theatre, but it is all music theater. It’s using what I felt 

at that time in my life would best serve the drama and the text and tell the story.”30  He also 

cited three specific composers who influenced his compositional style. “[There’s a] very 

Bernstein influence in the piece.  Bernstein, Barber, and Sondheim were always really 

powerful for me.” While he did not quote any of these composers directly, the innate 

theatricality of the music and the jazz-tinged harmonies and rhythms reveal this important 

connection. Speaking on the nature of the cycle, he said, “I like that playful quality: to have this 

really fun music and then give everybody an ‘aha’ moment or something really intense and 

serious that makes everyone just quiet down and pay attention in a different way. I think you’re 

open for that moment if you have a balance. That was very important to John as well.”31 By 

                                                        
26

 Ibid. 
27

 Ibid. 
28

 Ibid. 
29

 Ibid.  
30

 Ibid. 
31

 Ibid. 
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1996 he had fully recovered from his focal dystonia and did not cite it as a limiting factor as he 

composed the accompaniment. He recalled the overall composition process as being very 

organic, with each song a natural progression from the previous one. “That’s what I like to do. 

When a character who’s singing these songs is emerging in my mind and the musical world 

starts to take shape and then motifs and little things start to pop out that identify that character 

or particular frame of mind and then they start working themselves through.”32 

 Earl Patriarco premiered Thoughts Unspoken with pianist Kevin Murphy in November 

1996 at the Vocal Arts Festival held at the George Washington University in Washington, DC.  

Heggie did not attend the premiere, as work-related issues prevented him from doing so. John 

Hall, however, was able to attend the cycle’s first performance. Heggie included the work in the 

third volume of his Faces of Love songbook series, which received its first printing in April, 

2000. Heggie did not hear the work in its entirety until June 2005, when Canadian baritone Neil 

Aranoff sang them during Songfest, a six-week summer festival dedicated to the interpretation 

and performance of art song, held every summer at Pepperdine University in Malibu, CA.  

 What follows are poetic and musical analyses of each song from Thoughts Unspoken. 

Salient textual and compositional features will be presented and discussed in order to provide 

interpreters with a guide for the construction and understanding of each song. In terms of 

dramatic interpretation of the poetry, textual ambiguities allow for multiple interpretations, 

which the composer encourages performers to explore. The title of the cycle would suggest 

that the lyrics are an internal monologue and never actually voiced. In working with the 

composer, however, Heggie often advocated for moments of actual dialogue. Speaking on this 

issue, Heggie said, “To me, it's all about what feels right and theatrical to the performer, so you 

need to create a scene that works in your head. That's why I always suggest to singers that 

they work with a creative director even on song recitals. Since I'm a theater composer, there 

needs to be a theatrical context for every moment of the cycle.”33 

  
 
 
 
 
 

                                                        
32

 Ibid. 
33

 Jake Heggie, e-mail message to author, 17 February 2010.  
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“A Learning Experience Over Coffee” 
 
 
  I love you still…but, 
  And always will…but, 
  I wish I’d learn that in the morning–keep my mouth shut. 
  I’m not awake…yet, 
  The plans you make…pet, 
  Will haunt me later in the day and in the way that you will say 
  “OK, but that’s not what you said today…” 
 
  I love you so…dear. 
  You’ll never know…dear. 
  That in the time we’ve spent together I’ve but one fear, 
  You might discover 
  Your “perfect” lover 
  Can never try or hope to be in life or deal as openly in life 
  Or know just what I see in life is similar to “little wife”… 
    
  I really care…sweet, 
  And want to share…sweet, 
  But I have found that to be happy I’ll be discrete. 
  You shouldn’t see…love, 
  Or E.S.P. …love, 
  My every thought or word or deed you know, is nothing that I need to show. 
  You can’t expect that honesty is really the best policy 
  In caring for a spouse whose life you’re sharing in a house. 
  And though I really love you so, things are much better when you just don’t know. 
  Just thank God for the simple fact 
  That opposites…attract! 
 
  Hmmm. Good morning, Honey!34 
 
 
 In the first poem, the protagonist of the cycle attempts to articulate his innermost 

thoughts.  Hall creates a sense of tentativeness through the use of ellipses as the character 

searches for the right words to convey his feelings. The first two lines of each stanza illustrate 

this, while the third line expands his attempts to formulate his thoughts. He finally reveals a 

sincere emotion with the words “You might discover your perfect lover…” in that he admits that 

he fears he will not live up to her imagined expectations. Heggie expounds upon the almost 

neurotic psychology of the text: 

                                                        
34

 All poems are reprinted in their original format as they appeared in Heggie’s manuscripts of the songs.  
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I could never be or find anything that could compare to how wonderful you are. This is 
what I’m afraid of. I’m afraid you’ll discover that I could never possibly be or see or know 
anything that’s as good as you. You’re the pinnacle for me and I think that you think that 
I’m up there too and what I’m afraid of is that you’re going realize that I’m not. That I’m 
actually down here and you’re up here and so I screw up a lot. You don’t screw up as 
much as I do. And that’s what it is; you’re going to find out about this inequity and it’s 
going to be enough that you’re not going to want to be with me.35 

  

The third stanza features an extended discourse in which the husband unsuccessfully attempts 

to rationalize his feeling that absolute honesty all the time would only lead to continual conflict. 

Hall ends the poem with the protagonist attempting to start over again with a reconciliatory 

“Good morning, Honey!” 

Due to the stream of consciousness nature of the lyrics, Heggie uses a highly modified  

strophic form with developmental departures. The formal construction for the song is: 
 
 

Table 1. Formal structure for “A Learning Experience Over Coffee” 
 

Section INTRO A A’ A’’ B  

Key       

Measure 1-4 5-12 12-24 25-34 34-46  

       

Section INTRO’ A’’’ C D A’’’’ CODA 

Key       

Measure 47-48 49-56 56-61 62-71 71-82 83-88 

 
 
Within this form, Heggie introduces and restates several thematic cells, most often as a 

reminiscence motive.  He opens the song with a bold, leaping motive originating on E, but 

halting suddenly on a fermata with a major-second dissonance on a B-flat5 and C6 (see 

Example 1). Heggie imagined this figure representing “whatever it was you said, [as it] slipped 

out of your mouth.”36 He restates this “words” motive throughout the cycle, including two 

appearances in this song, at measures forty-seven and eighty-seven.  

 

                                                        
35

 Jake Heggie, interviewed by author, 18 January 2010, digital recording. San Francisco, California. 
36

 Ibid. 
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Example 1. A Learning Experience Over Coffee. “Words” motive, m. 1. 
 
 

After a short, tentative passage consisting primarily of staccato eighth-notes in 

arpeggiated fourths, Heggie reaffirms E as the tonal center with a clear half cadence in 

measures four and five, after which the voice enters. He soon, however, emphasizes the 

feeling of awkward discomfort through the use of non-chord tones (especially a raised fourth) 

and tonal ambiguity.  In measure nine on the word “but,” Heggie writes a slight variant of a 

quartal harmony, spelled E4 – A-sharp4 – D-sharp5 – G-sharp5, with the voice singing a C-

sharp4. Heggie uses this technique to similar effect with slight harmonic variations in measures  

sixteen, twenty-seven, and seventy-five: 
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 Example 2. A Learning Experience Over Coffee.  Above left: quartal variant 1, m. 9; above 
right: quartal variant 2, m. 16; below left: quartal variant 3, m. 27; below right: quartal variant 4, 

m. 75. 
 
 

Heggie restates the accompaniment heard in section A (see Example 4) in different 

harmonic and rhythmic variations within section A’ (measures twelve through fifteen), section 

A’’ (measures twenty-six through twenty-nine), section A’’’ (measures fifty through fifty-three) 

and section A’’’’ (measures seventy-three through seventy-six). Each appearance of this 

motive accompanies a similar melodic line and expresses the character’s vain attempts to 

verbalize his feelings.  The harmonic pace quickens at measure thirty-seven, as the 

protagonist gets “…further into the romance and drama of his declaration,” after which Heggie 

moves rapidly through a series of tenuously related minor and diminished chords until measure 
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forty-seven (section INTRO’), where he restates the “words” motive and indicates that the 

protagonist “snap(s) back to reality, clear(s) throat and begin(s) again.”37 About this section, 

Heggie said, “It starts moving along because emotionally he’s moving forward. It suddenly 

feels like he’s tapped into something and he’s actually saying something so he’s excited. So 

the harmonic rhythm picks up.”38 Section C lasts from measure fifty-six to sixty-one, and 

includes a motive in measure fifty-seven and fifty-eight (see Example 21) that will return in the 

fourth song. 

Section D, from measure sixty-two to seventy-one, comprises two four-bar phrases and 

a two-bar cadential figure (see Example 3). The first half of this section features a two-bar idea 

(beginning in E major) repeated one whole step lower. Heggie divides the left hand into four 

groups of three eighth notes and one group of four eighth notes, which are juxtaposed not only 

with a syncopated right-hand rhythm, but with the vocal line as well. The second half features a 

chromatically ascending left-hand figure with three eighth notes, which supports a diatonically 

ascending right-hand figure consisting of four eighth notes. Heggie offsets the right-hand 

phrase from the left-hand phrase by one eighth note, which obscures any sense of a clear 

downbeat. Here Heggie states, “It’s meant to be rhythmically awkward, because the whole 

thing is very awkward for him.”39 This leads to the song’s primary climax in measures seventy 

and seventy-one. Heggie evades closure, however, by resolving on A-flat major instead of A 

major. 

 

 

                                                        
37

 The quoted phrases come from Heggie’s indication above the vocal staff in the score.  
38

 Jake Heggie, interviewed by author, 18 January 2010, digital recording. San Francisco, California. 
39

 Ibid. 



19 

 

 

Example 3. A Learning Experience Over Coffee. Eighth-note groups with cadence,  
mm. 62-67. 
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Example 3, continued. A Learning Experience Over Coffee. Eighth-note groups with cadence,  
mm. 68-71. 

 
 

In section A’’’’, Heggie reprises thematic material from section A in the protagonist’s 

final effort to restart his thought process. Heggie’s notation of the accompaniment as 

pianissimo and staccato, in addition to notated breath marks in measures eighty and eighty-

two, signify the protagonist’s realization of the futility of his endeavors. Measures eighty-four 

and eighty-five feature Heggie’s most explicit incorporation of jazz harmony in the piece, where 

swung triplets shift chromatically from an E major chord to A-flat major and back to E major 

again (similar to the harmonic movement in measures seventy and seventy-one). Heggie 

states that these chords act as a precursor to the second song, in which he actively utilizes 

jazz-oriented harmonies.40 Heggie ends this song ambiguously, incorporating the “words” 

motive and closing with a chord comprising two sevenths (E1 and E2 in the left hand and D-

sharp3 and C-sharp4 in the right hand). 

In terms of vocal melody, Heggie sets the text syllabically and fashions the melodic 

contour in response to the emotional content of the poetry.  He crafts the opening vocal line 

with a short, timid melody that outlines an E major triad (see Example 4). The hesitant nature 

of the first two melodic phrases serves to underline the protagonist’s struggle in expressing 

himself: 

 
 
                                                        

40
 Jake Heggie, interviewed by author, 18 January 2010, digital recording. San Francisco, California. 
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Example 4. A Learning Experience Over Coffee. Opening melody, mm. 5-9. 

 
 

Beginning in measure nine, Heggie expands the opening phrase as the character falters in 

another attempt to communicate his thoughts. Heggie deftly protracts the dramatic tension in 

each of these phrases by setting the penultimate word to a whole note, which gives the 

impression of the character consciously stalling in order to find the right words to say. Heggie 

draws the melodic line upwards, reaching its first climax in measure nineteen on an F-sharp4 at 

the word “that’s.” He returns to the opening melody at measure twenty-five, which grows more 

quickly this time, and in a new harmonic context to the second melodic climax on an F4 in 

measure thirty-one.  

In the original manuscript, Heggie originally composed the following melodic line for 

measures thirty-four through thirty-nine: 
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Example 5. A Learning Experience Over Coffee. Original manuscript melody, mm 34-40. 
 
 

In the published version, the same passage appears as: 
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Example 6. A Learning Experience Over Coffee. Published melody, mm. 34-39. 
 
 

At the suggestion of Patriarco, Heggie changed the material to its current published edition. 

Two other examples where Heggie altered the original vocal melody are found in measure 

forty-four, where Heggie initially set the word “see” on a G4, but subsequently lowered it to a 

D4; and measure fifty-five, where he originally composed the dotted half note on an F-sharp4, 

but then changed it to a D-sharp4. 

 He repeats the opening melodic figure in measure forty-nine. At measure sixty-one, he 

begins a patter-like section as the protagonist describes his fears and rationalizations in an 

increasingly manic fashion. This leads to the piece’s strongest climax at measure seventy (see 

Example 3). In measures sixty-nine and seventy, Heggie includes the higher notes, found in 

the original manuscript, as an option for baritones comfortable with the extended range. He 

finishes the song with a subdued hum (marked “smokier”) over a succession of jazz-oriented 
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chords and a final assuaging salutation outlining an E-major ninth chord.  

 
 

“You Enter My Thoughts” 
 
 

  Caught up in daily life, 
   selling and buying 
   working and trying to cope, 
    I lose hope. 
 
  Stress cuts me like a knife, 
   making decisions 
   without the vision to see, 
    it’s not me. 
 
  Just when I feel I’m the lowest of men 
  Not knowing how I can do it again 
  Holding my temper and counting to ten 
   But then… 
 
  You enter my thoughts 
   Like perfume from an unseen source. 
   First, a hint and then my course is changed, 
   My thinking rearranged. 
   No lightning, no thunder, 
   With just a bit of wonder along the way, 
  You enter my thoughts and change my day. 
 
  
 In this poem, Hall describes the protagonist’s struggle with the daily difficulties of his 

vocation. The first two stanzas illustrate his dissatisfaction with his job and its lack of 

identification with his true personality. The third stanza begins seemingly as a continuation in 

this vein until Hall interrupts the thought process with “But then…” in line twelve. Hall then has 

the protagonist depict the calming influence of his wife in intimate, poetic terms. Renouncing 

grandiose imagery such as lightning or thunder, which imply a sudden or astonishing effect, he 

chooses the image of a hint of perfume to describe her subtle, yet enchanting, influence. This 

unexpected lyrical exposition suggests his first advances toward sincere emotional expression. 

 Heggie utilizes a binary verse-refrain form in the style of a vocal jazz standard. The first 

section lasts until measure thirty, with the second section lasting from measure thirty-one to 

sixty-nine. After a rolled chord introduction, Heggie initiates a rising accompanimental figure in 
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measure three, which he extends in varied forms through measure twelve. He contrasts this 

directly with the vocal line’s descending melody. He sets both figures over syncopated left-

hand accompaniment, which Heggie uses for various effects throughout the song. Heggie sees 

this interplay as representative of the forces acting upon the protagonist in that “his life is 

constantly dragging him down, [while] she’s bringing him up.”41 Measures five through seven  

provide a clear example of this treatment: 
 
 

 

Example 7. You Enter My Thoughts. Rising and falling melodies, mm. 5-7. 
 
 

He repeats slight variants of the right-hand figure in the accompaniment from measures 

thirteen to fifteen. Here he switches to a descending scalar figure in the right hand as the voice 

repeats its opening melody. At first he doubles the voice, then switches to moving in 

counterpoint with it, incorporating a B whole tone scale in measure eighteen and an F sharp 

whole tone scale in measures nineteen and twenty:  

                                                        
41

 Jake Heggie, interviewed by author, 18 January 2010, digital recording, San Francisco, California.  
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Example 8. You Enter My Thoughts. Whole tone scales, mm. 18-20. 
 
 

Throughout the song, Heggie maintains a relatively slow harmonic pace, which reflects 

the character’s initially brooding, then reverie-like state once the thought of his wife appears. 

Heggie establishes B major as the first tonal center, which he does not change until measure 

nine. He adds to the unsettled atmosphere, however, with an off-beat pedal point on B3, which 

continues until measure twenty. He reflects the character’s growing frustration by increasing 

the harmonic rhythm, shifting through several harmonies through measure twenty. Heggie 

abruptly changes centers to D minor at measure twenty-three and increases the harmonic 

rhythm, all of which reflect the subject’s exasperation. In one of only a few instances of literal 

word painting, Heggie includes ten iterations of chromatically-shifting, syncopated chords to 

represent the subject counting to ten: 
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Example 9. You Enter My Thoughts. Word painting, mm. 27-30 
 

 
These chords serve a dual purpose of preparing the enharmonic reinterpretation of an F-sharp 

major triad as G-flat major as a transition to the second section of the song, which is centered 

on D-flat major. 

The accompaniment in the beginning of the second section (measures thirty-one and 

thirty-two) prefigures a reinterpretation of the vocal line’s opening melody, which now becomes 

associated with the soothing thought of the character’s wife. The altered rhythm, which now 

features a quarter note triplet followed by either quarter notes or a whole note, creates a more 

relaxed emotional state. The left-hand off-beat rhythm now has a lulling effect, which further 

contributes to the calm atmosphere. Showing a sensitive awareness of the text in measures 

forty-three through forty-six, Heggie shifts through several diverse harmonies to underscore 

the words “…course is changed, my thinking rearranged:  
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Example 10. You Enter My Thoughts. Harmonic changes reflect text, mm. 43-46. 
 
 
Heggie reintroduces the initial accompanimental figure (Example 7) at measure fifty-

two, this time over an E-flat2 off-beat pedal point. He repeats the motive with its variant in 

measures fifty-four through fifty-eight. It now appears intertwined with the reinterpreted vocal 

motive in order to signify that the calming thought of the protagonist’s wife has succeeded in 

soothing his agitated state. Heggie restates the accompanimental material from measure 

thirty-four, this time on an  A-flat dominant. He closes the song with an authentic cadence in 

measure sixty-eight, ending with a jazzy bitonal harmony comprising a D-flat major ninth chord 

and a B minor seventh chord.  

Again Heggie adheres to a syllabic treatment of the text. Throughout the song, he 

favors a lyrical, step-wise melody with occasional instances of large intervallic leaps. These 

occur primarily when Heggie wishes to convey heightened emotional intensity. For the opening 

melodic statement in the voice, Heggie uses a descending F-sharp major scalar figure. The 

use of off-beat syncopation in this melody underscores the unsettled, frustrated emotions of 

character. He repeats this motive with slight intervallic variations in several harmonic contexts 

through measure twenty-three. In measure twenty-seven, Heggie takes advantage of the word 

“holding” to create a moment of text painting by placing a fermata on the first syllable of the 

word.  As stated earlier, Heggie refashions the vocal melody of the first section to its more 

tranquil version in measure thirty-three. A comparison of the two melodies is shown below: 
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Example 11. You Enter My Thoughts. Left: melodic structure 1, mm. 5-6; right: melodic 
structure 2, mm. 33-34.  

 
 

Heggie makes slight intervallic changes in the second section, and increases the overall note 

values of the vocal melody and to emphasize the character’s relaxed state. The word “day” 

features the longest rhythmic duration of three whole notes tied to a half note. Heggie 

concludes the vocal line with a pianissimo hum under a fermata.  

 

 

“To Speak of Love” 
 
 

  I can speak about loneliness. 
  I can speak about pain. 
  Showing anger is easy for me, 
   I know how to complain. 
  I can tell you a story. 
  I can argue and fight. 
  I’ll convince and persuade you 
   when I’m wrong, that I’m right. 
  I’ll describe complex theories. 
  I can rave, I can rant 
   about trivial details 
  But there’s one thing I can’t 
 
  (And it’s far more important 
   than all of the above. 
  I can’t say what you mean to me. 
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  I can’t speak about love.)42 
 
  I wasn’t taught to speak of love 
   and when I try to say 
  just how I feel, it sounds unreal 
   my words get in the way 
  Oh sure, I’ll say “I love you dear” 
   that has never been hard. 
  But I have more to tell you  
   than a dimestore greeting card.  
 
  If words cannot express my love 
   and what I say sounds wrong 
  Then music is my only hope 
   and when you hear this song 
  Know that it says I love you. 
  (Know that it says) I need you. 
  Just understand one thing: 
  You are the song I sing.  
 
 
 In this poem, the character begins by listing all of the things about which he can speak. 

The list of items includes generally negative, aggressive emotions such as pain and loneliness, 

or non-emotional thoughts, like complex theories and trivial details. He finally admits in the 

third stanza that he “wasn’t taught to speak of love.” Heggie describes this as a major 

breakthrough, in that “he’s opening his heart [with an] admission of ‘I don’t know how to do 

this.’”43 In the first poem, he refuses to acknowledge this fault, instead insisting that these sorts 

of feelings do not need to be articulated. Here, he finally realizes his inability to express himself 

on this level and communicates his desire to do so. His chosen medium for expression, 

appropriately enough, is through song. This leads to what Heggie considers to be the most 

powerful line in the cycle, “You are the song I sing.”44 

 Heggie uses the form ABB’, with each section corresponding to one stanza of set text. 

The first section features themes associated with the husband, and lasts from measure one to 

measure twenty-three. The second section includes themes associated with the wife, and lasts 

from measure twenty-four to measure forty-one. The final section combines themes from both 

sections, and lasts from measure forty-two to measure sixty-two. Here, more than anywhere 
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else in the cycle, Heggie seems to use a discreet set of thematic cells, whose interplay 

symbolizes the struggle and reconciliation between husband and wife. Heggie associates the 

following motives with the husband: all quartal harmonies, the initial melodic vocal line, and 

arpeggiated fourths (first introduced in measure twelve): 

 
 

 

Example 12. To Speak of Love. Quartal chords and opening melody, mm. 1-3. 
 
 

 

Example 13. To Speak of Love. Quartal arpeggiation, m. 12. 
 
 

Heggie associates third-based harmony with the wife. These harmonies appear with full chords 

in measures twenty and twenty-one, and in thirds beginning in measure twenty-five: 
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Example 14. To Speak of Love. Triadic harmony full chords, mm. 20-21. 
 
 

 

Example 15. To Speak of Love. Triadic harmony thirds, mm. 25-26 
 
 

Heggie also quotes a motive from the second song at measures twenty-four and twenty-five: 
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Example 16. To Speak of Love. “Thought” motive, mm. 23-24. 
 
 
Heggie refers to the integration of these thematic cells as a culmination. Speaking about the 

character, Heggie says, “You’re accumulating knowledge about how this crazy emotional world 

works that you really never had to crack through before. You either figure it out or you lose 

everything.”45 

 In the first section, Heggie portrays the struggle of the husband as he works through his 

emotional defenses in several ways. First, he uses an irregular time signature (5/4), which 

creates an awkward rhythmic backdrop over which the singer declaims the text. Second, he 

uses static or stilted rhythmic figures that resist fluid forward motion. Third, he makes almost 

exclusive use of opposing quartal harmonies in either chordal or arpeggiated forms. Heggie 

relates this to the psychological subtext, saying, “He’s making progress, but there’s still this 

memory of the mistake.”46
 He opens the song with a quartal harmony built on C3 in the right 

hand, quickly followed by an F quartal harmony in the left hand. Heggie repeats the left hand 

quartal harmony over a series of changing right hand chords. The brief instances of triadic 

harmony in the right hand at measures seven and eight could plausibly be identified with the 

wife. The arpeggiated melody in fourths at measure twelve shares intentional similarities to the 

opening measures from the first song. In measure thirteen of this song, Heggie shifts the left 

hand to an E-flat quartal harmony with the right hand playing an F quartal harmony. In measure 
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fifteen the right hand plays a rapid succession of descending quartal harmonies (F-sharp, F, D, 

and E) while the left hand reiterates a B quartal harmony. Heggie’s purposeful contrast of 

these quartal harmonies parallels the struggle of the protagonist as he sorts through his 

feelings.  

 Heggie interrupts the character’s reasoning in measure twenty-three with the “thought” 

motive from the second song (see Example 15). This finally enables him to make the 

admission about his inability to speak about love, which precipitates Heggie’s incorporation of 

triadic and third-based harmony in measure twenty-five. Heggie juxtaposes the thirds in the left 

hand (associated with the wife) with various arpeggiated fourths in the right hand (associated 

with the husband’s inability to communicate) until measure thirty-one, where he switches the 

motives between hands. Most importantly, the only instance of pure triadic tonic harmony 

occurs in the first half of measure thirty-three on the word “love:” 

 
 

 
Example 17. To Speak of Love. Tonal clarity, mm. 33-34. 

 
 

 Heggie institutes another semitone shift at measure thirty-eight and initiates a chromatic 

half-step descent sequence of quartal harmonies in the left hand from B2 to F-sharp2 in 

measure forty-two. He also notes a sense of arrival as the singer begins the third stanza of 

text. In measure forty-four, Heggie reprises material from measure twenty-five, transposed 

down one semitone, with a brief shift back to B-flat major (measure forty-nine) before settling 

on an E quartal harmony in measure fifty. Measures fifty-four through fifty-seven feature the 
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last occurrence of themes associated solely with the husband and include a semitone 

harmonic return to an F quartal harmony. Heggie sets the final line of text initially in a B-flat 

major oriented harmony (reminiscent of measure thirty-three), which ends in a presumed half 

cadence incorporating thirds in the right hand punctuated softly with an F quartal harmony in 

the left hand. With this ending, Heggie implies that, though much progress has been made, the 

reconciliation between husband and wife is not yet complete.  

 

“Unspoken Thoughts at Bedtime” 
 
 

  I didn’t mean it. I really didn’t mean it. 
Now I’ve said it I regret it and you never should have seen it. 
It was stupid, it was dumb. Is my brain becoming numb? 
Did I suddenly become the kind of unforgiving scum 

  whose mindless chatter, foolish patter, can offend the ones that matter 
  in my life…Like my wife? 
  

Words. I’m no good with words! 
What I say’s not who I am or who I want to be. 
And I hope you’ll understand and you’ll tell me that you see 
When I brag or when I flirt you know I never mean to hurt 
You know I meant it as a joke, I didn’t think before I spoke. 
Words.  WORDS! 

 
Honey? Are you awake,…Honey? 

 
Now that I see you, your face soft in sleep, 
I will make a solemn vow to you, one that I promise to keep. 
(When I am wrong and try to hide, 
Please take my hand, be my guide.)47 

 
(You’ve taught me to think and not just to scheme. 
You’ve given me courage, you’ve helped me to grow 
So why can’t I tell you or show you I know 
You give my life meaning, you’ve taught me to dream.)48 

 
Lying beside you, watching you breathe 
Knowing it’s me you’ve chosen to love I find it hard to conceive 
Me all alone, out on my own. 
Where would I be without you? 
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What could I be without you? 
 

Hmmm. Good night, Honey… 
 
 
 The opening line of this poem indicates that the husband has yet again said something 

to offend his wife. He attempts to make up for this mistake through self-flagellation, declaring 

regret for his conduct and asking himself critical rhetorical questions. At the beginning of the 

second stanza, he finally comes to another realization: that he’s simply not adept at expressing 

himself. He frantically tries to rationalize some of his less than savory actions, but realizes 

these excuses are just more empty “words.” At this point, he notices his wife has fallen asleep. 

He then finally admits his vulnerability, and expresses what she truly means to him. Heggie, 

however, chose not to set this portion of the text. Thus, the exact words of his “solemn vow” 

are left to the audience’s speculation. In the last stanza, he recognizes her significance to him 

through his difficulty in imagining life without her. Hall closes the last poem in similar fashion to 

the first, though the “Good night, Honey…” implies his new state of emotional expression.  

 Heggie sets the text in two main sections, with a short connecting recitative-like section,  

resulting in the following formal structure: 
 
 

Table 2. Formal structure for “Unspoken Thoughts at Bedtime”  
 

Section INTRO A B A’ B’ 

Key E E A E A 

Measure 1-5 6-16 17-27 28-38 39-50 

      

Section RECIT C C’ C’’ C’’’ 

Key A-flat 
min. → maj. 

Quartal Quartal Quartal G Quartal 

Measure 51-53 54-61 62-69 70-77 78-85 

      

Section C’’’’ D C’’’’’ E  

Key Quartal E Quartal E  

Measure 86-93 94-99 100-107 108-112  
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This last song of the cycle bears a number of similarities to the first song. Heggie begins by 

quoting the “words” motive, but this time it is much faster and more frenetic. He establishes E 

major as a tonal center, featuring an augmented fourth, as in the first song. Heggie reinforces 

the nervous energy of the husband’s distress with quick, punctuated phrases and staccato 

eighth notes. In measures thirteen through fifteen, Heggie quotes directly from measures fifty-

four through fifty-six of the first song. Heggie begins section B (in measure seventeen) with a 

shift down to A major. He provides contrast to the fast, manic accompaniment from the 

beginning with a slower and more legato accompaniment, which moves downward 

chromatically to a G major secondary dominant. In measure twenty-three, Heggie begins a 

rising whole tone harmonic sequence moving from a C major temporary tonic through an A-

sharp, which accelerates to the initial tempo and tonic in measure twenty-six. A sudden return 

of the “words” motive from the first song acts as a one-measure transition, which prompts a 

reprise of measures six through twenty-five of the piano part, ending with another, slightly 

altered version of the “words” motive in measures forty-eight through fifty. 

 Heggie sets the husband’s realization that his wife has fallen asleep to a very sparse 

accompaniment in a quasi-recitative fashion (marked “freely”). This gives way to a highly 

contrasting section at measure fifty-four. Heggie writes a languid, soothing eight-measure unit, 

marked “peacefully,” which incorporates quartal harmonies and is based directly on the vocal 

melody of measures thirteen and fourteen of the third song:  

 
 

 

Example 18. Unspoken Thoughts at Bedtime. Peaceful accompaniment, mm. 54-55. 
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Example 19. To Speak of Love. Peaceful accompaniment origin, mm. 13-14. 
 
 
The fifth iteration of this unit (section C’’’’) leads to a cadence in E major at measure ninety-

four. Section D follows, and is drawn directly from measures fifty-seven and fifty-eight of the 

first song. Augmented rhythmically, it accompanies the text “Me all alone, out on my own:” 

 

 

Example 20. Unspoken Thoughts at Bedtime. Augmented piano figure, mm. 94-95. 
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Example 21. A Learning Experience Over Coffee. Augmented piano figure origin,  
mm. 57-58. 

 
 

After a two-measure interlude, the penultimate section (section C’’’’’) reintegrates material from 

measure fifty-four of this song, transposed up one semitone. This finally yields to the closing 

statement, in which Heggie reinterprets the “words” motive in a tender, lulling figure. After the 

singer softly intones “Good night, Honey…,” Heggie restates the final chord of the first song, 

bringing a subdued end to the cycle.  

The opening vocal line takes its contour directly from the original melodic statement in 

the first song. In measure twenty-three, Heggie reintroduces the patter-style melody found in 

measure sixty-one of the first song. Heggie’s only instance of an extended melisma in this 

song cycle can be found in measures eighty-six through eighty-nine, which includes two 

statements of the “thought” motive: 
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Example 22. Unspoken Thoughts at Bedtime. Vocal melisma, mm. 86-89. 
 
 

The melisma on the phrase “to love” acts as the protagonist’s emotional catharsis, where he 

can finally, truly speak about love. Heggie ends the cycle with a quiet, yet expressive wish 

“good night,” again set to an expressive major seventh leap. The melody here mirrors that 

found at the end of the first song, where the protagonist wishes his wife “good morning.” 
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CHAPTER 3 

THE MOON IS A MIRROR 
 
 
 

 Heggie composed The Moon Is a Mirror, a five-movement song cycle consisting of 

poems by American poet Nicholas Vachel Linsday (1879-1931), between 1999 and 2001. 

During this time Heggie was involved in a number of projects, including the composition and 

premiere of his first opera, Dead Man Walking. Heggie remembered that the co-commissioner 

of The Moon Is a Mirror, Welsh baritone Bryn Terfel, “called out of the blue.”49 According to 

Heggie, Terfel was scheduled to perform in an upcoming recital series underwritten by the 

international financial services group Credit Suisse, the cycle’s other co-commissioner, which 

required the premiere of a new work. Terfel was not pleased with a composition by an 

unnamed British composer and contacted Heggie with the proposition for a new song cycle. 

Terfel was already familiar with Heggie’s music, having attended the 1997 premiere of 

Heggie’s cycle Paper Wings for mezzo-soprano Frederica von Stade at the University of 

California, Berkeley. For this commission, Terfel wanted “something with fantasy and fairy 

tales.”50 Heggie suggested the poetry of Vachel Lindsay, a poet he had recently set to music in 

another composition for von Stade entitled Songs to the Moon (1998). Heggie faxed Terfel a 

small collection of poems from the same group, to which Terfel responded warmly, and they 

decided on three texts: “The Strength of the Lonely (What the Mendicant Said),” “What the 

Miner in the Desert Said,” and “What the Snow Man Said.”  

Heggie described the compositional process as “easy, [and] very fast.”51 Heggie was 

familiar with Terfel’s voice, having heard him perform at the San Fransico Opera in their 1997-

1998 season production of Mozart’s Le Nozze di Figaro, but admitted they “never actually sat 

in the same room and worked together.”52 He also described his vocal writing as “cautious on 

the high end” since he was writing for a bass-baritone.53 This is confirmed in the score, with the 

vocal range extending from C3 to F4. Heggie completed two versions of the work: one for 
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baritone and piano and one for baritone and orchestra. Terfel premiered the orchestral version 

in Vienna on 17 September 2001 with the Vienna Philharmonic, conducted by Paul Jacobs. 

Subsequent performances of the orchestral version occurred on 13 October 2001 in Taipei, 

Taiwan, 15 October 2001 in Hong Kong, China, and 20 October 2001 in Singapore.  

After this string of performances, Terfel wanted to expand the cycle and commissioned 

Heggie to compose two more songs for the debut of the piano version. Heggie agreed and set 

two more of Lindsay’s poems to music: “The Old Horse in the City” and “What the Forester 

Said,” inserting them between “What the Miner in the Desert Said” and “What the Snow Man 

Said” as the third and fourth movements, respectively. Terfel premiered the expanded version 

for baritone and piano on 13 January 2002 at the Barbican Centre in London, England. The 

American premiere soon followed on 3 March 2002 at Carnegie Hall in New York City. Pianist 

and long-time collaborator Malcom Martineau accompanied both premieres.  

Heggie considers this work a song cycle in that the poems share a common literary 

source, though they do not incorporate a continuous dramatic narrative or psychological 

progression from a single perspective. In fact the poems themselves, which Heggie initially 

discovered through his wife, Johana Harris, are a collection of viewpoints about the moon from 

a variety of characters. To Heggie, Lindsay creates an effective metaphor of the moon as a 

mirror because “we project all of this emotion on it, and that’s what these songs are. It reflects 

back your own passions and who you are. It’s a mirror of what you want and what you’re 

projecting on it.”54 Speaking further about the various personages, Heggie adds that the 

unifying thread comes from the fact that “they all want something and they look to the moon for 

an answer. The moon gives them hope that they’re not alone and that there’s something out 

there for them.”55  On the nature of the cycle as a whole, Heggie says, “They were always 

meant to be lighthearted, fun, spirited songs, not heavy-duty, deathless art. He [Terfel] wanted 

really fun things to invest in, character pieces.”56 

Vachel Lindsay wrote the poems featured in Heggie’s work between 1912 and 1913, 

mostly during the summer of 1912. While early versions of two poems (“The Old Horse in the 

City” and “What the Snowman Said”) were found in Lindsay’s hiking journal from 1912, his first 

published poem from Heggie’s selections, “What the Miner in the Desert Said,” appeared in 
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Poetry Magazine in July 1913.57 “The Strength of the Lonely (What the Mendicant Said)” was 

published next in Reedy’s Mirror on 12 June 1914. All five poems were first published together 

in 1929 in Lindsay’s Collected Poems, in the fifth section of the work entitled “Moon-Poems.”58
 

 

“The Strength of the Lonely (What the Mendicant Said)” 
 
 

The moon’s a monk, unmated, 
Who walks his cell, the sky. 

His strength is that of heaven-vowed men 
Who all life’s flames defy. 

 
They turn to stars and shadows, 

They go like snow or dew – 
[Oh]59 Leaving behind no sorrow – 

Only the arching blue.  
 
 

This poem features the viewpoint of a mendicant, a member of “a religious order (as the 

Franciscans) combining monastic life and outside religious activity and originally owning 

neither personal nor community property.”60 Lindsay utilizes a poetic form known as ballad 

stanza. In this standard form, the first and third lines of a quatrain (four-line stanza) contain 

eight syllables, usually in the form of iambic tetrameter, while the second and fourth lines 

contain six syllables, normally in iambic trimeter. The first and third lines may or may not 

rhyme, but the second and fourth lines must rhyme. Lindsay departs from conventional 

methods, however, in the first line of the first stanza and in the first and third lines of the 

second stanza, which have only seven syllables. The word “heaven” in the third line is 

considered one syllable, which is reinforced through Heggie’s setting of that text. Lindsay does 

conform to traditional practice in developing specific ideas within each stanza. For example, in 

the first stanza he creates an anthropomorphic metaphor by having the mendicant perceive the 

moon as a vigilantly religious monk. In the second stanza Lindsay focuses on the idea of 

eschewing worldly pleasures.  
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In his interpretation, Heggie doubts the sincerity of the monk’s statements, especially in 

the fact that a refutation of materialistic desires leaves “behind no sorrow.” In reference to the 

mendicant’s mindset, Heggie states, “He keeps trying to be someone that he’s not, because he 

thinks that person is a better, stronger person. He looks at the moon and he sees a being that 

actually succeeds in having no earthly emotions. He wants to be a monk, but he also wants to 

be a human being. [He] can be a heaven-vowed man that denies all of that, but it’s still a part 

of [him].”61 

Heggie represents this subtext throughout the song through a variety of means. He 

opens with a blues-oriented A major-seventh chord with a flat ninth, which assists in 

establishing a tranquil atmosphere. He introduces small rhythmic motives associated with F-

sharp minor and A minor in the right hand in measures one through four and in the left hand in 

measures two through six. In his orchestration, Heggie assigns the opening right-hand melody 

to the oboe, doubling it with second violins for its subsequent statement.62 He orchestrates the 

ascending left-hand melody in measure two for violoncello, adding an English horn for its next 

iteration. Within the first five measures, Heggie provides the majority of  

thematic cells from which he derives the rest of the song: 
 
 

 
Example 23. The Strength of the Lonely. Thematic cells, mm. 1-5 
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The remainder of the piano introduction (measures six through nine) forms a second 

unit, which Heggie describes as depictive of the peaceful environment. “To me there’s a sense 

of tolling bells, like one finds in a monastery….It’s peaceful, it’s quiet, it’s night and there’s that 

sense of bells in the stillness and moonlight.”63 Heggie represents the tolling bells in his 

orchestration with a celesta playing B-flats in measures six and seven, which he then transfers 

to harp on  a G, then an F-sharp in measures eight and nine, respectively. He scores the rising 

right-hand triplet figures in measures six and seven for first violins. Between measures nine 

and thirteen, Heggie oscillates between ninth chords on an F-sharp and a D, which underscore 

the conflicting desires of the mendicant. The first glimpse of tonal clarity comes at measure 

fourteen, with a sudden shift to a C major triad (with an added ninth on the second half of the 

measure), a tritone from the implied key of F-sharp minor, to reflect the text “heaven-vowed 

men.” He returns to F-sharp minor (with several mild dissonances) at measure fifteen, using 

quartal-oriented chords to reinstitute the conflict inherent in the mendicant as he discusses the 

defiance of carnal desires. In the orchestration, Heggie reinforces the character’s internal 

struggle with muted brass (trumpets and trombones) with tremolo second violins and 

violoncellos, though Heggie does not indicate a tremolo in the piano score. He then transitions 

to a slightly varied restatement of music previously heard in measures six through eight, which 

leads to the reentry of the voice at measure twenty with the second stanza of text. Heggie 

returns to his oscillation between F-sharp minor and a D major, which expands to include a  

quotation of the opening chord at measure twenty-four: 
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Example 24. The Strength of the Lonely. Quoted chord, mm. 24-25  
 

 
Heggie sets the final line of text without accompaniment, before recapitulating the music from 

the opening five measures, with a slight variation to allow for a subdued ending in F-sharp 

minor.  

 Heggie represents the ascetic lifestyle of the mendicant with a melodic profile that 

outlines F-sharp phrygian. The voice enters in measure eight, incorporating an F-sharp 

diminished triad. Heggie sets the text syllabically with two exceptions: a rising figure from 

measures sixteen through eighteen on the word “defy” and triplet figure in measure thirty on 

the word “arching.” Heggie also text paints in the melody, which rises for “stars” in measure  

twenty, then plummets a major sixth for “shadows” in measure twenty-one: 
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Example 25. The Strength of the Lonely. Melodic text painting, mm. 19-21. 
 
 

He incorporates a descending “A minor” motive, heard first in measure twelve of the 

accompaniment on the word “sky,” in the vocal line and the piano in measures twenty-five and 

twenty-six. The purpose of the motive becomes clear, as it finally comes to represent the 

mendicant’s desire through its association with the word “arching” (see Example 28). He states 

this motive a final time in measure thirty-four, within the context of the musical recapitulation of 

the song’s opening measures: 

 
 

 

Example 26. The Strength of the Lonely. “A minor” motive first appearance, m. 12. 
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Example 27. The Strength of the Lonely. “A minor” motive second appearance,” mm. 25-26. 
 
 
 

 

Example 28. The Strength of the Lonely. “A minor” motive third appearance, m. 30. 
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Example 29. The Strength of the Lonely. “A minor” motive fourth appearance, m. 34. 

 
 

 

“What the Miner in the Desert Said” 
 
 

The moon’s a brass-hooped water-keg. 
A wondrous water-feast. 

If I could climb the ridge and drink 
And give drink to my beast; 

If I could drain that keg, the flies 
Would not be biting so, 

My burning feet be spry again, 
My mule no longer slow. 

And I could rise and dig for ore, 
And reach my fatherland, 

And not be food for ants and hawks 
And perish in the sand. [Ah (or “Oo”)]64 

 
 

 In this poem Lindsay presents the perspective of a dying miner who sees the moon as 

what he desperately needs for survival: a barrel of water. Though Lindsay presents all twelve 

lines of poetry without breaks, he employs ballad meter with the following rhyme scheme: 

ABCB DEFE GHIH. Here Lindsay does not stray from conventional poetic meter, with each 

line alternating between iambic tetrameter and iambic trimeter. In the first quatrain, the miner 

imagines the moon as a keg containing life-restoring water and indicates he would use it to 
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save his life and that of his mule. In the second quatrain, the miner assumes this sustenance 

would allow him to repel the agitating flies as well as restore the physical abilities of himself 

and his mule. Finally in the third quatrain, he continues to list his prospective goals, with the 

final hope that he will not die in the desert and become carrion for scavengers. Lindsay’s use 

of the conditional tense throughout the poem implies the miner is already close to death, with 

both his mental faculty and physical capabilities greatly diminished. With these images, the 

pair of gaunt, parched figures sprawled in the searing desert sands can easily be visualized. 

 Heggie subscribes wholeheartedly to this interpretation, saying “He’s dying, delirious, 

[and] going in and out of lucidity.”65 Heggie also envisions two contrasting aspects of the 

miner’s psychological state. The first centers on the miner’s awareness of the grim reality of his 

situation, including its likely conclusion.  The second focuses on a reverie-like fashion of both 

the miner’s immediate and subsequent desires.  

 Heggie captures these images, as well as the emotional subtext of the poetry, through 

several means. He begins the song by alternating quickly between a D major-seventh chord  

and a second chord consisting of two tritones (B-flat4 to E5 and C6 to F-sharp5): 
 
 

                                                

 
Example 30. What the Miner in the Desert Said. Opening accompaniment, D major, mm. 1-4. 

 
Heggie envisions this opening music, pedaled and marked “hazy,” as the “swirling hawks and 

ants.”66 The emphasis on weak beats throughout this musical unit also provides a disorienting 
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character. Heggie rushes through a succession of dissonant chords, reducing the figure to a 

minor-second oscillation at measure ten. In the orchestral score, these measures feature a 

number of dramatic devices not found in the piano score: violoncello harmonics, viola trills, 

tremolo violins, and percussion. At measure fourteen, Heggie repeats the opening  

material with an altered accompanimental figure a minor-tenth lower, centered around B major:  
 
 

 
 

Example 31. What the Miner in the Desert Said. Altered accompaniment, B major,  
mm. 14-16 

 
 

He continues these accompanimental figures through measure thirty-two.  

Heggie shifts dramatically at measure thirty-three to G major on the word “drink.” The 

following section (measures thirty-three to forty-nine) features a “slightly slower” tempo and an 

accompaniment based on diatonically-related chords (referred to later as the “relief 

accompaniment”). Heggie also slows the harmonic rhythm considerably, with individual chords 

lasting from two to four measures. He explores chords more closely related to G major in this 

section, which leads to IV of G major (a C major harmony) in measure thirty-eight.  

 He returns to a tempo primo at measure fifty, reprising the opening  

accompanimental figure, but this time in the secondary key area of B major: 
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Example 32: What the Miner in the Desert Said. Opening accompaniment, B major,  
mm. 50-53 

 
 

At measure sixty-two he returns the figure to its original harmonic context of D major. He 

continues with a slightly protracted transitional section, marked “gentler,” using a slight variant 

of the opening accompaniment at measure sixty-seven. Another major sectional change 

occurs at measure seventy-two on the word “again.” Heggie returns to the “relief 

accompaniment.” This time, however, Heggie extends the section to include the first half of the 

last quatrain of text, which facilitates an especially effective shift from G major to a B-flat triad  

at measure eighty-six: 
 
 

 

Example 33. What the Miner in the Desert Said. Harmonic shift, mm. 85-86. 
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A final prolonged restatement of the opening accompanimental material occurs in measures 

ninety-eight through one hundred twenty-six. At measure one hundred twenty-seven Heggie 

reintroduces music from measures nine through thirteen and ends the song quietly with a final 

hint of the “relief accompaniment,” centered on F-sharp major.  

 In this song Heggie incorporates a loose interpretation of the form ABABA. Based on 

the accompaniment, their associated key centers, and the recapitulation of the opening  

material, the song’s formal structure is: 
 
 

Table 3. Formal structure for “What the Miner in the Desert Said” 
 

Section A A’ Atransit B A Atransit B’ A’’ CODA 

Measure 2-13 14-28 29-32 33-49 50-66 67-71 72-97 98-136 137-140 

Key D B→D A G  B→D A G→B-flat B→D F-sharp 

 
 
Heggie varies the lengths of each section and also attaches a coda that shares a relationship 

to the “relief accompaniment” found in the B sections.  

 Heggie crafts a lyrical, stepwise melody, but punctuates the line with rests in order to  

communicate desperate exhaustion (see Example 31). He also incorporates occasional large 

intervallic leaps (in this example, major sixths and perfect fifths) to emphasize the meaning of  

the text: 
 

 

 

Example 34. What the Miner in the Desert Said. Melodic text painting, mm. 29-31. 
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Heggie tends to set the last word (or syllable) of a line of text for the longest duration in 

the phrase, which serves to reinforce the miner’s debilitated mental and physical state. He 

masterfully increases the dramatic tension before both occurrences of the “relief 

accompaniment” by stretching the penultimate word or syllable leading into those sections. 

Heggie makes a very interesting departure from Lindsay’s poetic form by repeating the phrase 

“and drink” four additional times to convey the miner’s sincerest desire for refreshment. He 

also concludes the song with an inserted sigh marked “Ah (or ‘Oo’),” which Heggie encourages 

the singer to use for dramatic effect.67 An error in the published score exists for the final note of 

the singer of this song. Though a B-flat3 is notated, it is a typographical error and instead 

Heggie would like interpreters to sing a C4.
68 

 
 

“The Old Horse in the City” 
 
 

The moon’s a peck of corn. It lies 
Heaped up for me to eat. 

I wish that I might climb the path 
And taste that supper sweet. 

 
Men feed me straw and scanty grain 

And beat me till I’m sore. 
Some day I’ll break the halter-rope 

And smash the stable-door. 
 

Run down the street and mount the hill [Ah!]69 
Just as the corn appears. 

I’ve seen it rise at certain times 
For years and years and years. 

 
 

 In this poem Lindsay imagines the thoughts of an old workhorse who desires freedom 

from his daily servitude. He presents these three stanzas in typical ballad meter, with a 

variation of beginning the second sentence on the final poetic foot of the first line. He adheres 

to standard convention for the poem’s rhyme scheme: ABCB DEFE GHIH. In the first stanza, 

                                                        
67

 Jake Heggie, interviewed by author, 19 January 2010, digital recording, San Francisco, California. 
68

 Ibid. 
69

 Heggie inserted the “Ah!” when he set the poem to music. It does not originally appear in Lindsay’s 
poem. 
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Lindsay presents the comical image of the moon as a quarter bushel of corn that the horse 

wishes to eat. He introduces a more serious idea in the first half of the second stanza, wherein 

he reveals the harsh reality of the horse’s existence. He changes moods again in the second 

half of this quatrain to disclose the horse’s fervent ambition of breaking free of his servile 

bonds in order to catch the distant peck of corn. This continues until the second half of the final 

stanza, where Lindsay ends the poem with a somber implication that the horse will never 

actively pursue his great fantasy.  

 Heggie utilizes another heavily-modified strophic form, incorporating melodic and 

rhythmic motives throughout the song: 
 
 

Table 4. Formal structure for “The Old Horse in the City” 
 

Section INTRO A A’ B C A’’ 
Key e-flat/F e/F-sharp e/F-sharp g-sharp unstable e/F-sharp 

Measure 1-11 12-27 28-38 39-46 47-64 65-75 
 
 

The song includes one of his most dramatic and involved accompaniments, which richly 

juxtaposes the harsh reality of the horse’s life against his innermost wishes. After an initial 

rising semitone rhythmic figure repeated in descending octaves, Heggie introduces a steadily 

plodding figure in measure four, evoking the slow, uneven gait of the old horse. Here, he 

employs bitonality between the two hands of the accompaniment. In measures four through 

eight, he clearly establishes E-flat minor in the left hand while he outlines F major in the right 

hand: 
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Example 35. The Old Horse in the City. Introduction and plodding figure, mm. 1-4. 
 
 
In measures nine and ten, he foreshadows the horse’s aspiration to run free with a sudden 

expansive forte triplet passage, which quickly subsides to return to the original plodding figure: 

 
 

 
 

Example 36. The Old Horse in the City. Foreshadowed running figure, mm. 9-11. 
 
 

Heggie also includes in these measures a semitone shift upward, so when the voice enters in 

measure twelve, he restates the opening plodding accompaniment with the left and right hands 

in E and F-sharp minor, respectively. He shifts downward a semitone in measure nineteen, 

though he abandons the bitonality in favor of an E-flat augmented chord. Moving through an A-
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flat augmented harmony, he arrests the forward motion of the accompaniment with a C minor 

chord in measure twenty-four, over which the singer declaims “taste that supper sweet” with a 

melisma on “taste.”  

Heggie reintroduces a prolonged version of the opening plodding accompaniment in E 

minor/F-sharp major at section A’ (measure twenty-eight) to accompany the beginning of the 

second stanza. He reuses accompanimental material from measure twenty in measure thirty-

five, which prompts the horse’s change of thought with an unexpected G-sharp minor chord in 

second inversion at measure thirty-nine. Here he also builds anticipation of the horse’s desire 

to escape his servitude by quickening the rhythmic figuration to sixteenth notes. Harmonically 

he uses accented, staccato chords in measures thirty-nine and forty as the text describes the  

breaking of the halter-rope and the smashing of the stable door: 
 
 

 
 

Example 37: The Old Horse in the City. Staccato chords, mm. 39-40. 
 
 

At section C (measure forty-seven), Heggie reinstitutes the full expression of the triplet 

“running figure” from measure nine, which rapidly alternates between complex chords built on 

F-sharp and G-sharp for the text “run down the street.” Throughout these measures, Heggie 

uses arpeggiated figures in both hands of the accompaniment as well as expansive scales 

comprising varying tuplet patterns in the right hand, which emphasize the horse’s excitement  

and depict his presumably exuberant galumphing: 
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Example 38. The Old Horse in the City. Full running figure with scales, mm. 47-51. 
 
 

Heggie increases dramatic tension with two semitone shifts upward, the first in measure fifty-

one and the second in measure fifty-six on an inserted exclamatory “Ah!” He reaches the 

climax of the piece in measures sixty to sixty-two on a held D-sharp half-diminished seventh-

chord (spelled enharmonically) with a trill, which cadences to E minor in measure sixty-five. A 

right hand figure develops from a slowing of the trill, as Heggie sets the final line of the last 

stanza first in E minor, then shifts through a series of diminished and minor chords to end on a 

G fifth chord (lacking a qualifying third) with a raised fourth.  

 Heggie introduces a short melodic motive in the right hand of the accompaniment in  

measures four and five: 
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Example 39. The Old Horse in the City. Melodic cell: piano right hand, mm. 4-5. 
 
 

Heggie reuses this figure again in measures twelve and twenty-eight through thirty-one, where  

they appear in either the accompaniment, the vocal line, or both: 
 
 

 
Example 40. The Old Horse in the City. Melodic cell: piano and voice, mm. 12-13. 
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Example 41. The Old Horse in the City. Melodic cell: piano then voice, mm. 28-31. 
 
 

Heggie represents the text dramatically in the vocal line through a greater use of 

melismas and vocal ornamentation. In regard to this Heggie said, “I wanted to paint the 

language and the words and let the singer really express something.”70 These moments 

provide ideal opportunities for interpreters to communicate the poem’s subtext. Smaller 

melismas occur on the words “corn” (measure fourteen), “eat” (measures seventeen and 

eighteen), and “taste that supper” (measures twenty-four and twenty-five) and could be 

performed so as to emphasize the horse’s desire. Heggie sets a slightly longer melisma on the 

word “sore” in measures thirty-five through thirty-eight, and demands a different dramatic 

emphasis. He reserves his longest and most impassioned melismas for the words “Run” in 

measures forty-seven and forty-eight (see Example 38), a clear example of text painting, and 

“mount” in measures fifty-one through fifty-three. Heggie raises the melodic contour and adds 

an exhortative “Ah!” in measures fifty-six through fifty-nine, which leads to the climax held on 

the word “corn” in measure sixty-one. He returns to the opening melodic statement with a 

“Tempo primo – but slower now” indication at measure sixty-five. He adroitly hints at the age of 

both the horse and his dream by using fermatas in measures seventy and seventy one to 

accentuate the words “and.”  

 

 

                                                        
70

 Jake Heggie, interviewed by author, 19 January 2010, digital recording, San Francisco, California. 
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“What the Forester Said” 
 

The moon is but a candle-glow 
That flickers thro’ the gloom: 

The starry space, a castle hall: 
And Earth, the children’s room, 

Where all night long the old trees stand 
To watch the streams asleep: 

Grandmothers guarding trundle-beds: 
Good shepherds guarding sheep. 

 
 

 In this poem Lindsay relates the impressions of a forester, who, by definition, is trained 

in the science of developing, caring for, or cultivating timber.71 Although Lindsay omits stanzaic 

separation, he adheres to ballad meter using two quatrains with the rhyme scheme: ABCB 

DEFE. In the first stanza, Lindsay sets up a series of metaphors, which compares not only the 

moon, but the Earth as well as the night sky, to items and areas within a castle. The second 

stanza takes place on Earth, where Lindsay has the forester imagine that the old trees look 

after the sleeping streams. He complements this image with two more metaphors, which depict 

the trees as grandmothers and shepherds, who lovingly protect their charges. Heggie relates 

these images to the psyche of the forester saying, “I think he’s lonely. I think he would love to 

have children. I think he loves what he does. He loves the environment. It’s very beautiful and 

comforting to him, but he’s lonely.”72 Based on the peaceful depictions associated with nature, 

Lindsay infuses the poem with a sense of Waldeinsamkeit (woodland solitude).  

 Heggie uses a through-composed form, but reintegrates certain musical figures 

throughout the song. He evokes a feeling of tranquility in the first two measures with a lulling 

figure consisting of a first-inversion B-flat major chord followed by a second-inversion E-flat  

minor chord with an added sixth: 
 
 

                                                        
71

 “Forester,” Merriam-Webster Online Dictionary, 2010. http://www.merriam-webster.com  
(25 February 2010). 

72
 Jake Heggie, interviewed by author, 19 January 2010, digital recording, San Francisco, California. 
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Example 42. What the Forester Said. “Lulling” figure, mm. 1-2. 
 

 
Heggie repeats an extended variant of the “lulling” figure before the first line of text in 

measures nine through eleven with an added measure transposed down a semitone: 

 

 

Example 43. What the Forester Said. Extended “lulling” figure, mm. 9-11. 
  
 
He reuses a slight variant of the extended figure in measures thirty-six through thirty-eight in a  

similar fashion before the last line of the text: 
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Example 44. What the Forester Said. Extended “lulling” variant, 36-38. 
 
 

At measure five Heggie seems to utilize bitonality with the right hand melody centered in E 

minor and the left hand in a B-flat tonal center. 

  

 

Example 45. What the Forester Said. Bitonal accompaniment, mm. 5-8. 
 
 

 Heggie sets the first stanza of text over a series of harmonies related by thirds. 

Beginning in measure thirteen, he shifts from B-flat major through several harmonic regions, 

including E-flat minor, G-flat major, and E-flat major, until measure twenty-eight. Here he 

provides closure to the stanza and places the only diatonic cadence in the song with a second-
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inversion dominant-ninth D major chord resolving to a root-position G chord, which lacks a 

qualifying third.  

 At the beginning of the second stanza in measure thirty, Heggie reintroduces the bitonal 

musical unit from measures five through seven, transposed up one semitone. He shifts down 

to the figure’s original harmonic context in measure thirty-three, which leads to the 

aforementioned reprise of the opening piano figure in measure thirty-six. In measure forty-one 

he returns to the succession of G-flat major, B-flat major, E-flat major, and G major (heard 

previously in measure eighteen through twenty-five), which accompanies the last two lines of 

the second quatrain. Heggie creates a more ethereal effect in this section by transposing the 

right hand up one octave from measures forty to forty-four. He ends the song with a repetition 

of the last line of text, followed by a short postlude that concludes with an open G harmony. 

 Heggie again sets the text syllabically, with only two words receiving extended note 

values (“room” at measures twenty-one and twenty-two and “sheep” at measures forty-eight 

and forty-nine). Given the subdued nature of the song and poetry, Heggie restricts the range to 

an octave, with consistently soft dynamic indications. He insists, “This has to be the magical 

one.”73 The loudest volume he indicates for the vocal line occurs at measure thirty, where he 

has the voice enter at mezzo piano. He uses dotted rhythms sparingly and little syncopation, 

adhering essentially to the swaying nature of the compound duple/triple meter melody. Heggie 

advocates a very free sense of rhythm, especially where indicated (as in measure fourteen) in 

order to enunciate the text and convey the overall serene atmosphere, adding, “You can still 

take time and not stop, as long as you’re keeping the line moving forward.”74 

  

“What the Snow Man Said” 
 
 

The moon’s a snowball. See the drifts 
Of white that cross the sphere. 

The moon’s a snowball, melted down 
A dozen times a year. 

 
Yet rolled again in hot July 
When all my days are done 

And cool to greet the weary eye 

                                                        
73

 Jake Heggie, interviewed by author, 19 January 2010, digital recording, San Francisco, California. 
74

 Ibid. 
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After the scorching sun. [La la la…]75 

 
The moon’s a piece of winter fair 

Renewed the year around. 
Behold it, deathless and unstained, 

Above the grimy ground! 
 

It rolls on high so brave and white 
Where the clear air-rivers flow, 

Proclaiming Christmas all the time 
And the glory of the snow! [La la la!]76 

 
 

 This poem gives an account of a snowman’s perspective of the moon, which he 

identifies as a distant extension of his natural environment. Lindsay uses ballad meter in the 

first, third, and fourth stanzas, but switches to common meter in the second stanza, wherein 

the first and third and second and forth lines rhyme, respectively. This yields a rhyme scheme 

of ABCB DEDE FGHG IJKJ. In the first stanza Lindsay declares the snowman’s notion of the 

moon as a snowball, interpreting its topography as “drifts of white that cross the sphere.” 

Lindsay references the phases of the moon through the snowman’s perception of the 

snowball’s curious cycle of melting and reformation. In the second and third stanzas, the 

snowman ascribes resurrective and ameliorating qualities to the moon/snowball, and notes its 

unsullied state is due to its distance from the “grimy ground.”  Finally he trumpets the 

moon’s/snowball’s perpetual existence, triumphing its ability to advance the magnificence of 

his presumed favorite aspects of winter, Christmas and snow. As in “The Strength of the 

Lonely” and “What the Forester Said,” Lindsay does not explicitly state the character’s true 

desire, which must be inferred from the text. The snowman seems to yearn for eternal life, yet  

maintains an almost sentimental awareness of his mortality. 

 Heggie reflects these emotions through a wonderfully vivacious and descriptive 

accompaniment. He uses a five-part rhapsodic form, which he repeats once in slight variation 

and ends with a small coda. The following diagram illustrates the song’s formal construction: 
 
 
 
 
                                                        

75
 Heggie inserted “La la la” when he set the poem to music. It does not originally appear in Lindsay’s 

poem. 
76

 See footnote 75. 
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Table 5. Formal structure for “What the Snow Man Said” 
 

Section A B C D E  

Key E-flat A-flat a-flat A-flat A-flat  

Measure 1-15 15-27 28-41 42-49 50-56  

       

Section A’ B’ C’ D’ E’ CODA 

Key A-flat A-flat a-flat, G A-flat A-flat A-flat 

Measure 57-65 65-77 78-95 96-102 103-105 106-110 

 
 

Within the key signature of A-flat major, Heggie opens with a fifteen measure piano 

introduction, which seems to conjure the idea of a winter wonderland. He creates a feeling of 

dominant-seventh harmony in the left hand of the accompaniment, while the right hand repeats 

a dissonant chord sixty times over a gradual crescendo in the first twelve measures. He 

represents the left hand of the piano in the orchestral score with celesta, harp, and woodwinds, 

while he scores the right hand with strings and sleigh bells. This introductory material serves  

as the dominant for a vocal line-initiated cadence in A-flat major in measure seventeen: 
 
 

 
Example 46. What the Snow Man Said. Cadence in A-flat major, mm. 13-17. 
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Heggie writes a playful, staccato accompaniment for the first iteration of section B, 

which incorporates the first stanza of text and alternates between tonic and sub-dominant. He 

reflects this in the orchestral score with pizzicato strings and woodwinds. A rising A-flat 

mixolydian scale in the left hand and a right-hand trill on B-flat5 facilitate the transition to 

section C, which encompasses the second stanza of text and centers harmonically on A-flat 

minor. Changing to a similar but more lyrical accompaniment, Heggie works toward another 

dominant arrival in A-flat major at measure forty-one via diatonic harmonies including E-flat 

minor (measure thirty-three), C-flat major (measure thirty-six), and B-flat major (measure forty). 

Heggie also quotes from an outside source, interweaving the melody of a familiar French 

Christmas carol now known as “Pat-a-pan,” written by Bernard de la Monnoye (1641-1728): 

 

 

Example 47. What the Snow Man Said. “Pat-a-pan” quote, mm. 33-36. 
 

 
At section D (measure forty-two), Heggie comments on the snowman’s demeanor by 

inserting “a gentle waltz” to interpolated text on “la,” which he transforms into a quick, jazzy 

melody in section E (measure fifty). Heggie recapitulates the opening sleigh bell 

accompaniment at section A’ (measure fifty-seven) transposed down a semitone, which acts 

as an interlude to the third stanza of the poem. He repeats the accompaniment from section B 

from measures sixty-five to seventy-seven, while making adjustments to the vocal line for new 

text. He transitions to section C’ at measure seventy-eight, which covers the final stanza, 

juxtaposing new harmonies (G major and D-flat major) beginning at measure eighty-five. He 
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truncates both the waltz (section D) and its jazz reinterpretation (section E), ending with a 

joyous coda in A-flat major.  
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CHAPTER FOUR 

CONCLUSION 
 
 
 

Thoughts Unspoken and The Moon Is a Mirror show Heggie to be a gifted and 

thoughtful composer, whose works reflect his unique musical experiences. He imbues his 

compositions with an innate sense of theatricality and sincere emotional expression, which 

have immediate appeal to performers and audiences. Based on the information provided by 

the composer and analyses of the songs themselves, several features of Heggie’s 

compositional style, including his use of harmony, melody, rhythm, accompaniment, and 

structure, come to light. 

His overall harmonic palette can be described as tonal, yet he tends to avoid traditional 

diatonic relationships. Instead he shows a preference for shifts of seconds, thirds, and 

semitones, reserving a small handful of diatonic cadences for particular moments of emphasis. 

With a self-acknowledged influence of popular music styles such as jazz and musical theatre, 

Heggie regularly enlivens chords with mild dissonances and nonharmonic tones, drawing 

particularly on extended tertiary harmonies. While he relies chiefly on triadic non-functional 

harmony, Heggie occasionally incorporates quartal harmony, and bitonality, especially when it 

mirrors the emotional or psychological state of the text.  

Heggie composed these songs using a variety of structures, including forms such as 

binary, as in “You Enter My Thoughts,” and modified strophic, as in “A Learning Experience 

Over Coffee.” He rarely repeats entire sections of music in their original form, almost always 

altering accompanimental and/or vocal aspects of the songs. Many, however, feature some 

sort of musical reprise, or a small coda derived from previously-heard musical figures, as in 

“The Miner in the Desert.”  

Since Heggie is a pianist, he fashions accompaniments that are sensitive to realistic 

demands. In most of the songs, he uses the majority of the available range of the piano, and 

allows the dramatic indications of the text to dictate textural and descriptive elements. Heggie 

admits to thinking orchestrally when writing for the piano, which also influences the texture of 

his accompaniments. Rarely does the accompaniment double the vocal line. Heggie switches 
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freely between time signatures, interchanging irregular and regular meters, which obscures 

downbeats and predictable rhythmic patterns. This allows for the moments featuring 

recognizable styles, such as the waltz-like sections in “Unspoken Thoughts at Bedtime” and 

“What the Snow Man Said,” to stand out more radiantly.  

Heggie crafts long, lyrical melodies, whose contours reflects the emotional intent of the 

poetry. He tends to set texts syllabically, saving melodic embellishment for very specific words, 

which either highlight the character’s emotional state, as in the phrase “to love” from 

“Unspoken Thoughts at Bedtime,” or represent their meaning musically, as in “The Old Horse 

in the City” on the word “run.” Though he wrote both of the cycles with specific interpreters in 

mind, the vocal lines themselves remain within the practical ranges for their respective voice 

types.  

Heggie combines the aforementioned elements in order to create earnest 

representations of the songs’ protagonists, their states of mind, and their emotional or 

psychological journeys. He responds skillfully to the contrasting texts of Hall and Lindsay 

through distinctive means. Drawing from the gamut of his musical influences, he has produced 

two interesting cycles that effectively capture the essence of their poetry and reward listeners 

with their engaging musical and dramatic possibilities.  
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APPENDIX A 

FSU BEHAVORIAL CONSENT FORM 
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APPENDIX  B 

COPYRIGHT PERMISSIONS 
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