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CHAPTER I 

PREFACE 

A Voice Crying In The Wilderness, an opera in two 

acts, is written for baritone soloist (John) and chorus 

with minor singing roles for two sopranos, mezzo soprano, 

tenor, a major speaking role for male falsetto voice, and 

three lesser speaking roles for tenor voices. Members of 

the chorus are required to play an assortment of 

percussion instruments and must be able to dance in 

contemporary modern dance styles. 

The opera is scored for large string orchestra, 

amplified solo viola, two electronic "digital" keyboards, 

and a large assortment of percussion instruments. (The 

keyboard scores were conceived using the "CZ-1" model 

digital synthesizer by Casio and the "KORG DW 8000" digital 

synthesizer.) 

A Voice Crying In The Wilderness is based on an 

original story of the early life of John the Baptist 

written by the composer and writer/director Bob Ray 

Sanders. It begins with John as a young man in search of 

his prophetic calling and ends shortly after the baptism of 
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Jesus Christ. The libretto is written prose; thus the 

musical setting for the arias, recitatives, choruses, and 

spoken dialogue generally reflects the use of the narrative 

form. 

The opera is divided into two acts and is 

approximately 80 minutes in duration. Each act consists of 

a combination of very broad scene complexes made up of 

dances, recitatives, choruses, instrumental interludes, 

arias, and rituals. Each scene complex flows into the next 

to create a continuity of action and dialogue. There is a 

short intermission between the two acts. 

The music of A Voice Crying In The Wilderness consists 

of themes and motives that are developed through use of a 

number of traditional compositional procedures including 

variation, fugue, canon, ostinato and improvisation. The 

harmonic and melodic materials emphasize a free use of 

pitch and tonality. Intuition was the primary guiding force 

for the composition of this work. 
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CHAPTER II 

LIBRETTO 

A Voice Crying In the Wilderness 

Background 

A Voice Crying in the Wilderness is based on the early 

life of the biblical prophet, John the Baptist. The story 

begins with John as a young man in search of his prophetic 

calling and ends shortly after the baptism of Jesus Christ. 

The difficulties in writing an original story on the 

life of John the Baptist are many; none was greater to me, 

however, than confronting the strength of the oral and 

written tradition of the Bible—a tradition first instilled 

in me as a child. As the son of a Southern Baptist 

minister, I grew up believing that John the Baptist was 

second only to Jesus Christ himself—greater than all other 

men in the Bible! This belief can obviously be traced to 

scripture found in the New Testament in which Jesus, when 

asked his opinion of John the Baptist, replied, "there is 

none greater born of a woman" (Luke 7: 28). 

A Voice Crying In The Wilderness, then, is a re-

examination of my own thoughts, ideas, and beliefs about 
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the character and life of the man, John the Baptist. It is 

an attempt to provide answers to some of my personal 

questions concerning the life of this rather extraordinary 

man. It is an effort to dispense with the prejudices of my 

childhood and to concentrate, instead, on what I am now 

convinced is John's fundamental humanity. 

In writing this story, it was apparent that an 

effective approach would be to divide John's life into two 

parts: I) the period before and shortly after the baptism 

of Jesus, and II) the period during which Jesus also began 

to preach and baptize while John's popularity declines and 

he is later executed. 

A Voice Crying In the Wilderness is concerned with 

the period before John becomes the "great prophet and 

baptizer." It focuses on the transformation and development 

of John as a young man in desperate search of the "call" to 

be God's Chosen Prophet. The story seeks to provide an 

explanation for John's retreat into the desert and his 

later fierce dedication and determination to prepare the 

nation of Israel for the "wrath of the coming one!" 

The story also looks at the apparent conflict of 

having to live as a Nazirite and yet experience the 

feelings of a natural man. It is not an attempt to 

discredit the life of the Baptist; it simply assumes that 

John was not a "saint" and thus was subject to the humanness 
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of each of us. This story is an effort to understand and 

see John as a human being—through the eyes of his 

disciples, the crowds, the pharisees, Jesus, and even John 

himself. 

I have often wondered if John could have ever thought 

of himself as possibly being the new Messiah? I have had 

numerous questions about the actual baptism of Jesus 

Christ; was there a dove and did John really hear the 

"voices of heaven?" If he did, what did they sound like and 

did anyone else hear them? Why did he later doubt the 

Messianic authenticity of the Jesus Christ? Writing this 

story gave me the opportunity to provide answers to these 

questions and more. 

In conclusion, A Voice Crying in the Wilderness is an 

effort to provide a personal perspective on how John the 

Nazirite came to be the man of whom Jesus Christ said "There 

is none greater born of a woman" (Luke 7: 28). 
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"A Voice Crying In the Wilderness" 

( Time of action: ca. 29 A. D. Scene of action: A wilderness 
area near the Jordan River not too far from the City of 
Jerusalem.) 

John—called Rabbi, the prophet, the Baptist 

Theudas—magician & faith healer 

Jesus Christ—the Messiah 

Pharisees—(3) 

John's Disciples—(3) 

Herodias—appearing in a dream 

Blind Woman—accomplice to Theudas 

Crippled Man—accomplice to Theudas (trouser role) 

Woman—accomplice to Theudas 

Crowd/Chorus—men and women from Jerusalem (35-40) 

Sprites—Crowd 

Sprite Leaders (4)—from the crowd 

( The scene begins with John sleeping alone on the banks of 
the Jordan River. In skies overlooking the distant city of 
Jerusalem, lightning flashes and thunder rolls. As John 
begins to dream, images and voices of his dream are 
manifested on stage, appearing in groups of "dancing 
sprites." These evil dancers taunt, tease, and torment the 
would-be-prophet. ) 
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Female Voice: Leave, leave, leave, John...the desert...the 

desert...John. 

Leave the barren bosom of the desert 

Leave the barren bosom of the desert... 

of the desert. 

Why, why, why, why, why...John? 

Why are you here, John...in the desert John? 

Leave, leave, leave, leave the desert John 

Leave the barren bosom John...Jerusalem.... 

(A very loud male voice is heard giving a sinister laugh 
before speaking. John1s body contorts) 

Tenor Voice: Fool... Fool... Fool... A Prophet (laughter) 

You're a prophetic fool 

You make me laugh 

What makes you think you're a prophet? 

You're no Elijah! 

Elizabeth is a fool, Zacharias is a fool 

You're a fool 

Tenor Voice: A fool like Zacharias (hissing and laughter) 

Tenor Voice: Jerusalem.... 

Bass Voice: Liar! Liar! Liar! 

You are the great Pretender 

You are the great impostor 

Yes, you hide behind the cloak of the Nazirite 

by pretending to be righteous and holy, John. 
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Bass Voice: But you are he that is guilty, filthy, 

full of lies and deceit... 

Admit your sins, your lust, 

your lies of deceit, you devil! 

For this you shall surely die... 

A pretender hiding behind the cloak 

of the Nazirite... 

You're an impostor... impostor... 

see for yourself....John! 

Come meet your queen.... 

Background Voices: In Jerusalem...in Jerusalem 

... in Jerusalem... 

(In a trance, John begins to follow Herodias. Midway 
through the Herodian dance, a mysterious Messiah figure 
appears bearing a cross. The figure warns John of the 
danger of yielding to the temptation.) 

Herodias: Come to me, John of the wilderness 

Come to me your Queen...Come.... 

Come and lay in the warm bosom of Jerusalem, 

Jerusalem.... 

Come...Come...Come.... 

Come to your lover, your queen 

Messiah: (quietly) No, John. You're a prophet. 

You're a prophet. 
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Herodias: Find yourself now in the bosom of Jerusalem 

Come back to me John.... 

There is love in Jerusalem... 

Touch the breast...of your... lover...your queen 

Messiah: No, John. You will die... 

Herodias: Feel the thighs...kiss the soft...sweet... 

supple breast 

Come to me John...Kiss these warm lips 

Messiah: Stay away from Jerusalem... 

Nothing good comes of the prophet in Jerusalem 

Herodias: Come to me, touch me deep in my soul 

Reach into my soul 

Find yourself in the bosom of Herodias.... 

Messiah: No! 

Sprites: Rabbi! 

(John abruptly awakens as the dancing sprites scatter 
into the darkness) 

John: Father! Father, why do you torture me? 

Father, why, why, why, father, why? 

Why do they torment me, father? 

Why do you fill my sleep with thoughts of demons 

my mind with sinful thinking? 

Why, why, do even you Lord, 

Tempt this faltering, worn out flesh 

calling me to my death. 
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(kneels in exhaustion and despair) 
(begins to sing) 

John: Who is he, Jerusalem 

that God has called, 

called for thy people to come? 

Where is he, Jerusalem 

that I am drawn in my sleep to come? 

Why, why, why, why, father why 

why do you torment me? 

When I struggle only to do your will 

Father, Father, Father. 

(Mysterious brush fires (set by the sprites) begin to 
spread in parts of the wilderness. After attempting to put 
the fires out, he returns angry and confused. He sings.) 

John: I am not strong enough 

Nor do I have the courage 

To carry out out the will of a God. 

It is not my nature to your people. 

I am not the prophet to judge Israel 

I am weak, Lord...not me. 

(gathering strength) 
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John: I pray to be worthy 

Keeping true to the vow of the Nazirite: 

Not cutting my hair, 

eating locust and honey for meat, 

thirsting only for water and your mercy, 

and yet I feel guilty, filthy as a heathen; 

Though I fast, Lord 

There is a beast within me.... 

(sounds of sprite percussion instruments) 

Calling to the feast in Jerusalem.... 

Calling... drawing...to the feast in Jerusalem 

Calling... drawing...to my death.... 

(John begins to hallucinate. The dancing sprites have 
returned to destroy him. John tries to escape but is 
eventually caught. As he calls for Elizabeth and Zacharias, 
the sprites begin to strip him naked. Suddenly, a very 
bright light appears, hovering over the Jordan River. While 
John is baptized in the Jordan River, the sprites are 
transformed into a heavenly chorus.) 

Voices: Jerusalem awaits you 

John: Have mercy on my soul! 

Voices: The desert has no mercy 

John: Wash my soul! 

Voices: Your God has no mercy 

John: Have mercy on my sinful soul. 

Voices: Feast on Joy in Jerusalem 
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Voices: Be greeted by the Queen in Jerusalem 

John: Purify me, Lord. Wash my filthy soul. 

(John is immersed in the Jordan River. The sprites, 
blinded by the light, disrobe to reveal a heavenly chorus.) 

Chorus: The voice of him 

That crieth in the wilderness 

Prepare ye the way of the Lord! 

Make straight in the desert, a highway 

For our God! 

(Curtain) 
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"A Voice Crying in the Wilderness" 

ACT II 

( A large crowd has gathered to witness the healing power 
of Theudas. He is popular and moves handily through the 
crowd performing signs of magic. He is mobbed by all who 
have come to adore him.) 

(Singing) 

Cripple: A prophet with power to heal in his hand. 

Crowd: A prophet with power to heal in his hand. 

Woman: Heal me prophet, have mercy on my soul! 

Crowd: Heal me prophet, have mercy on my soull 

Blind Man: Touch my eyes, oh great one. Heal them that I 

might see! Touch my eyes, oh great one! 

Crowd: Touch my eyes, oh great one, 

heal them that I might see! 

Theudas: (center stage ) 

Are you suffering from sickness and can't get well? 

Have you been suffering from diseases like the 

plague, the fever, boils, lesions, goiters, ulcers, 

melancholia, megolamania, phobias, hypochondria, 

and hallucinations? 

Have you had bad luck, been depressed and unable to 

keep a job? 
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Theudas: Throw away your canes, your mats and blindfolds 

for today, Theudas, God's chosen prophet, shall 

heal you! 

Yes, my beloved, by the simple touch of my new 

prayer glove you too shall receive health, wealth, 

and prosperity just as so many others have done 

already. 

Crowd: A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

Theudas: Yes, have you been suffering from rheumatism, 

arthritis, and the black death, have you been 

haunted by witchcraft? Has someone been casting 

evil spells on you like voodoo, whoodoo, 

moodoo, and doodoo, are you possessed by demons? 

Whatever the problem, my dear friends, 

you can be delivered this day to a life of 

health, wealth, and prosperity! 

Crowd: A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

(In the background the crowd continues to sing) 
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Crowd: A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

Theudas: Do you want be delivered from those dreadful 

hookworms, ringworms, tapeworms, earthworms, 

footworms, even venereal diseases, like 

syphilis? Are you suffering from indigestion, 

heartburn, headaches, upset stomachs, backaches, 

bad breath, gas, hemorrhoids, gout, cataracts, 

poor circulation? 

You can be rid of your abnormal desire for power, 

sex and masturbation. 

There is help even for those of you who are 

afflicted with crooked teeth, nappy hair, straight 

hair, bow legs, knock knees, general malaise and 

blindness, mental retardation and even ignorance— 

you too can experience health, wealth, and prosperity! 

Crowd: A prophet! 

Theudas: Do you want to be free of these satanic infirmities 

and receive the blessings of Great God almighty? 

Crowd: Heal us, oh Great One! 

Theudas: He that lacks the power, let him come forward to be 

healed with the power of God working through me and 

my new prayer glove. 
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Crowd: (Surges forward) 

Heal us oh Great One! 

A prophet with power to heal in his hand! 

Surely he has the power to heal! 

Surely he has the power to heal! 

Have mercy on my soul! 

A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

Surely he has the power to heal! 

Surely he has the power to heal! 

Have mercy on my soul! 

(chorus continuing softly) 

Theudas: Yes my children bring your gifts of faith expecting 

a miracle. 

If you believe big then you will be blessed big. 

If you believe small then you shall be blessed 

small. Bring all of your silver and your gold. 

Bring your tithe and offerings. 

If you trust in him then he will trust in you! 

If you make one step then he will make two! 

I, Theudas, guarantee that you can't lose with 

the stuff I use. Who would be the first to be 

healed? 
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(He looks among the crowd to select a crippled woman, a blind 
woman, and a woman with palsy. The three make their way 
toward Theudas, as all sing his praises) 

Cripple: A prophet with power to heal in his hand. 

Crowd: A prophet with power to heal in his hand. 

Woman: Heal me prophet, have mercy on my soul! 

Crowd: Heal me prophet, have mercy on my soul! 

Blind Woman: Touch my eyes, oh great one, heal them that I 

might see! 

Crowd: Touch her eyes, oh great one, heal them that she 

might see! 

Crowd: A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

(continuing softly ) 

Crowd: Surely he has the power to heal! 

Surely he has the power to heal! 

Theudas: And what are you believing God for, 

my brothers and sisters? 

Cripple: I have brought all of my silver and gold 

that I might be loosened from the curse 

of these crutches, 

Great Theudas! 
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Woman: I have suffered from palsy and a terrible 

itching all over my body. 

But I'm trusting God to deliver me this day! 

I have brought you these earrings of gold. 

Blind Woman: I'm looking for a miracle. I brought my 

husband's inheritance. I want to see 

the beautiful sunshine. I want health, 

wealth and prosperity! 

Crowd: A prophet with power to heal in his hand! 

A prophet with power to heal in his hand! 

Surely he has the power to heal! 

(continues softly) 

Theudas: (takes his golden healing glove and holds it over 
the heads of the three poor souls) 

By the power invested in me by the God of Israel 

I command Satan and all of his angels to 

loosen his power over thee and that you would be 

free of blindness, crutches, palsy, and now 

go home to receive health, 

wealth & prosperity! 

( Great dancing breaks out as the crowd is hysterical with 
delight. Meanwhile, during the celebration, three men have 
come forward (Pharisees). One of the men grabs Theudas by 
the leg. They insist that Theudas the "prophet" heal this 
man immediately.) 
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Theudas: What ails thee my brothers? 

What can Theudas the chosen prophet of God, do 

to ease your afflictions? 

(tries to evade the grasp of the man) 

Men: We have come that we might experience the power of 

your cloth. Our brother here is suffering from a dire 

affliction. 

Theudas: Well what is it that ails thee? 

Is it rheumatism, backache, toothache, herpes... 

you have already seen the power of healing! 

Men: He has been examined by great doctors from all over 

Jerusalem. They have determined that he has a mild 

case of what we believe can easily be cured by one who 

is as great as your self 

Theudas: (somewhat annoyed, wishing to get on with it) 

What is his affliction? Is it witchcraft? 

Is he demon possessed? What is it? 

Crowd: What... what... what is it? 
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Men: It is only in its developmental stages and so we 

thought the quicker we got him to you then so 

much the better. 

It would be better before it was much too far gone. 

(The poor man continues to cling to his leg while 
Theudas attempts to wean him away) 

Theudas: Well what is he is suffering from? 

Men: He has only a little case of ... 

Theudas: A case of what...what is it? 

Crowd: What...what..what...what is it? 

Men: Leprosy! 

Theudas: Leprosy! Run for your lives. 

Crowd: Run for your lives! He has Leprosy! 

(There is a mad scramble as everyone becomes hysterical. 
The men (Pharisees) chase and eventually catch Theudas 
and his accomplices (3) and bring them back to justice. 
The crowd recognizes the fraud. Their fear quickly turns 
to anger.) 

Crowd: Stone them, stone them, stone them, stone them, stone 

them, stone them .... (chanted repeatedly) 

(From the depths of the ravine comes a very loud blast of a 
prophetic horn! It is the horn of John the Baptist. His voice 
is heard singing the call to repentance. After hearing the 
blast and the voice of the Baptist, the people are startled 
and begin to look around. In a moment, John the Baptist 
appears at the very top of the ravine to declare the 
judgment.) 
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John: Repent 1 Repent nowI 

Repent this day, 

For the kingdom of Heaven 

Is at hand 

Repent! Repent this hour 

Be baptized 

Before it is too late 

To save your sinful souls. 

(Except for the pharisees, most of the crowd is struck 
silent with fear.) 

Pharisee: (Still clinging to their stones.) 

Will the Lord God Jehovah not spare us 

from these fools? 

How many false prophets must we the true 

servants endure? 

Pharisee 2: It is another trick. 

He is but another accomplice of the magician 

Theudas. 

(Turning to the crowd) 

Pharisee 3: What shall we do with a false prophet? 

The law commands us to stone them! 

Instead of one false prophet we shall execute 

two! 
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(Trying to lead the crowd) 

Pharisees: Stone them! Stone them! Stone them! Stone them! 

Crowd: (Looks menacingly toward Theudas et al. but are 
more afraid of the imposing figure of John and his 
disciples. They do not follow the Pharisees.) 

John: (Blowing his horn) 

Repent! Repent Now 

Repent this day 

For the kingdom of Heaven 

Is at hand! 

(John descends from the top of the ravine) 

Pharisee: (Still holding the rocks) 

I tell you it is another trick. 

He is like all the others who have come. 

Pharisee 2: It is a trick, Israel! 

Don't be fooled! 

John: Fool! The trick shall be on you, you vipers! 

Vipers in the flesh! 

Surely you shall be the first to burn in hell! 

Pharisee: Yes! Yes ! We must stone them both! All of them! 

(John blows Horn, while his disciples remove the stones 
from the Pharisees) 
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John: Be still, vipers! 

You haven't the power to stone any man! 

For the maker of the stone, the maker of you 

Has sent me to call you to repentance. 

Who has warned you to flee from the wrath of him that 

cometh after me? 

Repent, you vipers! Repent, you scum of the earth! 

Prepare to meet the King of the Jews! 

Repent! Repent now! 

Repent this day, 

For the kingdom of Heaven 

Is at hand 

Repent! Repent this hour! 

Be baptized 

John: Before it is too late 

To save your sinful souls. 

Crowd: (afraid) 

But who are you? 

Why have you come? 

Are you the one? 

Crows: Are you the one? 

John: (interrupting) Yes!... I am the one 
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Theudas: (runs to John and kneels) 

Behold the Messiah! He is the chosen one! 

The King of the Jews. The new king of Rome! 

John: Not the chosen one! 

I am the voice of ONE crying in the wilderness 

the ONE called to warn you of he that 

cometh after me! 

He whose sandals I am unworthy to untie. 

The one who holds judgment in his right hand! 

The one who will separate the wheat from the chaff. 

The one will come with a new kingdom, 

a new army, the new age 

The one who shall destroy the very foundations of 

Rome! 

I come to baptize you in a river of water! 

But he that cometh after me 

shall baptize you with fire and brimstone! 

Woe be unto the tree that fails to produce good 

fruit! It shall be cut down and cast into rivers of 

brimstone and fire! Woe, oh Israel! 

(blows his horn) 

John: Repent, Repent! Before it is too late! 
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Pharisees: (pointing to Theudas) He is indicted by all to 

see! He is guilty of the law of Moses. 

John: Guilty? Guilty? I'll tell you who is guilty! 

John: You shall burn like the weeds in the dry desert sun, 

(moving through & pointing to various people in the 
crowd) 

You will burn like the chaff separated 

from the grain, 

You will burn in fires that run like rivers, 

You will burn like an insect crawling 

on the scorched earth, 

You! You! You! You! You! You! 

You! You! You! You! You! You! 

All of you shall burn, burn, burn, BURN! BURN! 

( blows horn, crowd becomes afraid. There is great fear and 
murmuring among the crowd) 

Pharisee: But who are you that you can declare such 

destruction on the good people of Israel? 

Crowd: What have we done? 

What have we done? 

What have we done? 
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Pharisee: And who are we but keepers of the law, the 

children of our father Abraham! 

The servants and followers of Jehovah! 

John: Servants, Followers of the Lord? 

I bring you an indictment from your Lord! 

You sons of Abraham! 

Behold Israel, I pronounce these charges against you: 

You have broken my commandments! 

You have worshiped other Gods before me. 

You have slaughtered your unborn children as they 

slept in the womb of their mothers. 

(crowd gasps in horror) 

You have inter-married with the enemies of Israel! 

You have lusted after each other. 

You have married men unto each other 

You have married women unto one another 

You have coveted your neighbor's wife, 

his oxen and his ass. 

You have lain with animals and made 

your body unclean. 

(crowd gasps in horror) 
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John: You have lied, profaned, and called my name in vain, 

You have desecrated my Holy temple. 

Now your sacrifices stink in my nostrils! 

Your stupid rituals and your empty words 

of praise make me vomit. 

You have given yourselves unto false prophets, 

sorcerers, and hidden mediums. 

(crowd gasps in horror) 

John: You have wrapped yourselves in the shadow cast 

by the evil empire of Rome! 

And now you worship the daughter of the 

evil one herself, HERODIAS, wife of HEROD, the 

one whom ye call the Queen of the Jews! 

(Closing the scroll) 

John: How do you plead, Israel? 

Crowd: (murmuring and confused) 

John: How do you plead, oh sons and daughters of Abraham? 

Guilty! You are guilty as charged! 

Crowd: How shall we be saved? 

(blows his horn and turns toward the Jordan River) 

xxx 11 



John: Repent! Repent now! 

Repent this day 

For the kingdom of Heaven 

Is at hand. 

Be baptized in the army of he that cometh after me 

Restore the kingdom of Israel, 

First Jerusalem, then Rome herself! 

Be Baptized in the army of the Lord! 

Repent, Repent now! 

Repent this day 

For the kingdom of Heaven 

Is at hand! 

Voice in the crowd: But Rabbi, who will heal us? 

Voice in the crowd: Yes, those of us who are 

blind and lame? 

John: (angrily retorts) Oh you miserable little creatures! 

Do you think because you are lame you will escape the 

wrath of him that cometh? 

Your blindness is punishment for your disobedience. 

Be thankful that he has not already come and 

destroyed your very soul! 

Repent of your sins for the day of restoration 

is upon us! 
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Pharisee: (defiantly) When will this so-called 

warrior king come? 

John: (turns to the crowd) Behold he will come quickly! 

Yet, he bides his time. 

(whispering) 

He may even be among us now! 

(continues to blow his horn as he marches into the crnwd 
oil owed by the Pharisees and the members of the~rrnwri 

2| whom becj for merc^ It 

unrepfntanfr^" forgiveness. The Pharisees are 

Crowd: (Confessing their sins) 

We are guilty of adultery. 

We are guilty of not keeping the sabbath. 

We are guilty of lust. 

We are guilty of lying. 

We are guilty of stealing our neighbor's ass. 

We are guilty of coveting our neighbor's wife's ass. 

We are guilty of adultery. 

We are guilty of not keeping the sabbath. 

We are guilty of lust. 

We are guilty of lying. 

We are guilty of stealing our neighbors ass. 

We are guilty of.... 
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Crowd: Please save us... 

Please forgive us. 

Heal us... 

(the pharisees continuing their objections while the crowd 
begins to sing mournfully) 

Pharisees: We are the sons and daughters of Abraham. 

We have no need to repent or to be baptized! 

We have no need to repent or to be baptized! 

Pharisee 2: It is you who needs to be washed, you 

false magician. 

It is you who needs to be washed, 

you false prophet! 

Crowd: We want to be baptized in the army 

We want to be baptized in the water 

We want to be baptized in the army 

We want to be baptized in a river of water 

We want to be washed as white as wool 

We want to be baptized in the water 

bfjfli I s i i y y g ? 3 5 Pharisees and John do 

Pharisee: Don't listen to him. We will all be destroyed by 

Herodias and Rome! He will have us all killed! 

Don't listen to him. We will all be destroyed by 

Herodias and Rome! Jerusalem will be destroyed. 
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Pharisee: He will have us all killed! 

He is no prophet. He is a fool! 

Pharisee 3: He is no prophet. He is a fool! 

Pharisee 2: (to John) You are possessed by a demon. 

You blaspheme the Lord Jehovah. 

You blaspheme the law, false prophet. 

You shall surely die, and not us! 

Dip yourself in the water and 

be rid of the your skin of desert dust. 

Pharisees: (all) You are a fool! Rabbi! 

You are a fool! Rabbi! 

We should stone you, you heretic! 

John: Be baptized in the army of he that cometh after me 

Restore the kingdom of Israel, 

First Jerusalem, then Rome herself! 

Be Baptized in the army of the Lord! 

Repent, Repent now! 

Repent this day 

For the kingdom of Heaven is at hand! 

Crowd: We want to be baptized in the army. 

We want to be baptized in the water. 

We want to be baptized in the army. 

We want to be baptized in a river of water. 

We want to be washed as white as wool. 

We want to be baptized in the water. 
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1A storm is gathering at the Jordan River. The crowd has 
followed John to the waters 
disciples will lead them through the Holy ritual~of 
fnnf^n'i ̂  ^rowd will continue to sing mournfully. »wP 
want to be baptized in the army" softly in the bacLrnii^H 
Meanwhile the thunder grows and it begini~t5~~?ain very ~ 
|l|wl^ Theudas, the false prophit i H d l I s ^ h ^ a i g £ p i i C e s 
m ^ g | ^ r s t to be baptized, kneeling before John and hi¥~ 

(crowd singing quietly, "We want to be baptized in the 
a r m ^ the wind begins to 

John: I baptize you in the name of he that sent me, 

He who holds the winnowing fork in his right hand 

He who will declare his judgment upon all the earth, 

He who will utterly destroy the wickedI 

He who will lead us to the new kingdom, 

to the new age! 

May He come quickly, 

Be baptized! 

( After each member of the crowd is baptized, thev 
celebrate by joining in the "Dance of the New silHts" 
Meanwhile, the storm has moved closer.~The~dance ~ 
celebration ends when a great flash of lighting strikes 

The,new converts, including Joh^T~dI^i^Iii7— flee 
r i l d! r n e s s- ^2 s e e k cover. John, however, remains 

IB the water for a few moments of silent prayer and 
meditation. It is then that he hears another voiceT..) 
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Jesus:(standing on the banks of the Jordan River) 

There is yet another, Rabbi.... another who 

has come to experience the power of heaven's water. 

John:(without looking to see the voice) 

Come back tomorrow.... tomorrow after the 

storm has passed. 

Jesus:(moving closer to the water) 

Would you save the ninety-nine sheep and 

leave the one? 

John: (turning to face Jesus) 

I cannot save you. 

There is no power in the water, it is 

only a symbol of repentance washing 

away your sins. 

The one who will come after me will save you. 

I am just a voice...a voice crying in the Jordan 

wilderness — Calling men like yourself to repentance, 

No, I can't save you. 

Only he can save you.... 

But...he has not come today... 

You will be safe till tomorrow when the storm has 

passed. Come back tomorrow. 

(lowers his head again in prayer) 
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Jesus: And is that why you pray, Baptizer? 

John: Yes! Yes! Everyday, every night I pray 

for the coming of the Messiah— 

that he may come quickly. 

That he may come now. 

Oh God why do you torment me when shall the truth 

revealed? 

(lighting) 

Jesus: How will you know him Baptizer? 

How will you know the truth? 

John: I have seen him in my mind...in my dreams 

he taunts me and wakes me in my sleep. 

His majesty is full and his crown is splendid. 

In the spirit I shall know him! 

(pointing toward the city of Jerusalem) 

Out of Jerusalem, He shall come riding 

with the sword of justice in his right hand 

Leading a great army of Israel in war against the 

throne of Rome. In the spirit, I shall know him. 
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Jesus: (steps into the water moving toward John) 

Pray with me Baptizer, in the spirit 

that we might see this revelation; together 

Let us pray that the prophecy of 

the scripture might be fulfilled... 

in the spirit, let us pray with our 

hearts together. 

silently1)'65 ~ J e S U S a n d J o h n a r e overheard as they pray 

John: I pray to be worthy, father. I am willing to do your 

will.... 

Jesus: Thy will be done on earth as it is in heaven.... 

Thy will be done on earth as it is in heaven. 

John: Choose me, Lord God Jehovah. 

I have been faithful in my call to the baptism. 

Jesus: Our father who art in heaven 

hallowed be thy name, Thy kingdom come 

John: Let me lead these your people in the 

battle against Rome. 

Fill me with your power! 

Let me bring Rome to her knees... 

Jesus: Thy will be done on earth as it is in heaven. 

John: Anoint me with the power Oh God! 

Anoint me as you did Saul & David... 
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Jesus: Give us this day our daily bread and forgive us 

trespasses... 

John: Anoint me with the power to punish the wicked, to 

destroy the evil... 

Jesus: As we forgive those who trespass against us. 

John: Why do you torment me so? 

Why, Oh why do you torment me? 

Jesus: Lead us not into temptation, but deliver 

us from evil... 

John: I have kept my vow of the Nazirite I have not cut 

my hair...Why not me father? 

Jesus: For thine is the kingdom, the power and the 

glory.... 

John: Ate locust and wild honey for meat...thirsting only 

for water and your mercy... Anoint me father! 

Jesus: Forever, amen. 

(flash of lighting) 

t K ^ n ^ 1 % s t o r m' s ^ symbolizes the coming of 
the HoTy Spirit, the power for the new Messiah. Both John 
and Jesus have prayed for the revelation of the power 
— wind but it is Jesus who will now receive itl) 

(flash of lighting; the face of Jesus begins to glow) 
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John: Who are you? Why have you come to me? 

Jesus: I have come to be baptized by the one whose voice 

cries in the wilderness. 

(flash of lighting) 

John: Why have you come to me? Who sent you to me? 

Jesus: I have come in obedience to the spirit. 

(flash of lighting & thunder rolling) 

John: I am not worthy to baptize you... 

It is I who needs to be baptized by you. 

I am the sinner. 

Why do you come to me? 

Jesus: That righteousness be fulfilled. 

Baptize me John, and the truth of my coming shall be 

revealed. 

(flash of lighting) 

John: I am not worthy. 

I am not worthy. 

Oh God, I am not worthy to do this. 

Jesus: There is none greater born to a woman than the 

prophet John the Baptizer. 

(wind begins to howl, thunder rolling, flash of lighting) 
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John: But this terrible storm? 

Jesus: It is he the Messiah who has brought the storm. 

(flash of lighting) 

(Jesus begins to shake violently as the power of the Messiah 
takes hold. Slowly John lowers him into the waterT~~WhUe 

under the water, the wind, in the form of a mighty 
whirlwind descends upon the water to transform Jesus into the 
Christ, the son of the Living God. During the Baptism thp 
chorus sings excerpts from the Latin mass) 

Chorus: Domine 

Agnus Dei, Domine 

Agnus Dei, Domine 

Sanctus Domine 

Laudamus te 

Domine laudamus te 

Agnus Dei Domine 

Agnus Dei Domine 

Sanctus Domine 

Laudamus te 

Domine laudamus te 

(When Jesus emerges from the depths of the water, the skies 
open brightly. A great rainbow appears as the chorus sings 
words of praise. John will follow, as JiIuFTeiISi~his— 
-journey into the wilderness) 
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Chorus: All alleluia 

All alleluia 

All to the earth 

All alleluia 

All to the highest 

All glory to the earth, the heavens, 

Alleluia. 
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CHAPTER III 

SYNOPSIS/DISCUSSION & ANALYSIS 

Introduction 

The opera is divided into two acts. Each consists of 

scene complexes containing various combinations of arias, 

recitatives, interludes, and choral ensembles blended 

together to create a sense of continuous" action. There is a 

short intermission between the acts. 

In the Discussion and Analysis I have chosen to 

analyze the harmonic and melodic elements using set 

theoretic integer notation. My purpose in using this system 

is to discover similarities and differences in the 

sonorities and melodies that I as an intuitive composer 

would not otherwise be aware of i.e. pitch sets used in 

composing the harmonic and melodic structures. In addition 

to analyzing important set types, the Discussion & Analysis 

also includes an analysis of the interval vector of certain 

chord structures as well as the interval class types 

commonly found in the melodic cells of the ostinatos, 

themes, and motives. 
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By thinking in these terms, the analysis provides an 

abstract look at music that was composed using no formal 

processes but rather by using my musical intuition—an 

intuition which was shaped and influenced by the work of 

composers such as Bartok, Stravinsky, Penderecki, Menotti, 

and Britten but also as a result of my upbringing in 

the southern Black Baptist Church. This influence (Baptist 

Church) pervades the rhythmic and melodic structures but is 

less of a factor in the overall harmonic vocabulary. Many 

of the musical ideas, indeed even some of the dramatic 

considerations, can be traced directly to aural and visual 

stimuli received while watching my father and other Black 

Baptist ministers preach the Gospel as well as perform the 

rituals of Baptism & Communion—over and over again. 

The frightful experience of having to sit on the 

mourner's bench" during the week of Spring revival is 

paralleled in John's dream as he searches for the call to 

prophecy. For children, this was always a very frightening 

moment when they were not allowed to be with family or 

friends unless they too were unsaved; hence the rhythm of 

the "heartbeat motive" in the Overture. One must sit alone 

on the very front pew, listening as the preacher speaks to 

no one but you the unsaved! The question is always "when 

are you going to see the light and save yourself from a 

certain eternity in hell?" 

xlvi 



But besides the obvious concern for the salvation of 

one's soul, there was also concern for the evangelist 

himself, it simply wasn't proper for an evangelist to preach 

all week long—sometimes two weeks—and yet have no one come 

forward to join the church. This would be embarrassing, for it 

would suggest that the preacher had not done a very good job. 

Word of his failure would spread throughout the community, 

virtually assuring that the preacher would not be invited 

back in the area. Parents would be especially disheartened if 

it were their child who had refused the preacher's hand and 

had chosen to remain on the mourner's bench. (This was 

particularly troublesome for children whose fathers were also 

preachers.) But it was the combination of the hypnotic 

appeal (captured in the Dance of Herodias) and the fear of a 

hell-fire damnation that usually led one to finally give the 

preacher one's hand, thus becoming a candidate for "baptism." 

The actual ritual of being baptized was a very serious 

occasion. During the ceremony, the congregation would sing 

mournful hymns much like the "Passacaglia" found in Act II. 

Equally important was the celebration that immediately 

followed the emergence from the "watery grave." You were 

expected to shout for joy. if you did not, then someone else 

did it for you perhaps your mother or grandmother—since it 

was very appropriate that the expression of joy and happiness 

be demonstrated outwardly to confirm the authenticity of the 
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experience. This joy is captured in the rhythm and melody of 

the "Dance of the New Saints," the celebration which follows 

the baptism near the end of the opera. 

The following discussion presents a synopsis of each of 

the scene complexes followed by a descriptive analysis of the 

music, 
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CHAPTER IV 

SYNOPSIS/DISCUSSION & ANALYSIS 

ACT I 

Scene Complex # 1: Overture/Dream/Dance of the Sprites 

Synopsis 

The scene begins with John sleeping alone on the banks 

of the Jordan River. In skies overlooking the distant city 

of Jerusalem, lightning flashes and thunder rolls. As John 

begins to dream, images and voices of his dream are 

manifested on stage, appearing in groups of "dancing 

sprites." These evil dancers taunt, tease, and torment the 

would-be prophet. They urge him to "leave the barren 

bosom of the desert." Some call him a "prophetic fool" and 

laugh, while others accuse him of "hiding behind the cloak 

of the Nazirite pretending to be righteous." 

The sprites will prove their claim when "Herodias" 

enters to extend her lustful invitation in the form of a 

seductive dance, tempting John to renounce God and to join 

her in the lust of the flesh. When it appears that he will 

accept her sinful invitation, John is saved by a recurring 

vision of the "Messiah." 



Discussion & Analysis 

A. Overture: Tempo quarter note=54; Tonal region C-sharp; 

measures 1-3 0 

The Overture begins with the heartbeat motive, the 

primary rhythmic cell for motivic development occurring not 

only here in the Overture but throughout the entire opera 

(Figure 1). 

(FIGURE 1) 

In measure 5 the keyboards use the timbre of the electronic 

strings to introduce the opening "tonic" chord (Figure 2). 

<FIGURE 2 ) 

SET TYPE:016 

VECTOR: 1001) 

The chord beginning on pitch C-sharp, the predominant tonal 

region of the Overture, is derived from set type 0 1 6 and 

has an interval vector of 1 0 0 0 1 l. This is the chord on 

which most of the harmonic and melodic development in the 



opera is based. As the Overture develops, the pitch and 

interval content of the basic chord is gradually expanded to 

chord set type 0 1 3 4 6 8 9 with an interval vector of 3 3 

5 4 4 2 (Figure 3). 

FIGURE 3 

Underneath this progression of chordal expansion, violins I & 

II play variations of the "lightning" motive (Figure 4). 

FIGURE 4 

SET TYPE:012345679 

UECTOfi: 777663 

The motive, derived from set type 0 1 2 3 4 5 6 7 9 , consists 

of a combination of the large interval classes such as 10, 

11, and 13, and the smaller intervals classes l, 2, 3. The 

Overture fades as the curtain rises to reveal John sleeping 

alone near the banks of the Jordan River. 
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B. Dream & Dance of the Sprites: Tempo moderate; Tonal 

Regions C-sharp, E, G; measures 31-14 6 

Music for the Dream & Dance sequence consists of a 

combination of themes, motives, and ostinatos, repeated and 

varied to create contrast in texture, melody, timbre, rhythm 

and meter. The overall structure of the Dream & Dance is 

organized around the four entrances of the dancing sprites: 

I) Introduction—the period before John begins 

dreaming—measures 31-65; and the entrances of the four 

groups of sprites; 

II) Group #1 led by a Soprano voice—measures 70-86; 

III) Group #2 led by a Tenor voice—measures 87-99; 

IV) Group #4 led by the Bass voice—measures 100—112; 

and V) Solo appearances of "Herodias" and the "Messiah" — 

measures 114-155. 

The Introduction (measures 31-65) begins with the sound 

of John's breathing imitated by repetition of a simple 14-

measure chordal progression based on a combination of the 

opening chord set 0 1 6 and 0 1 4 7. Other set types used in 

the progression are 0 1 5 7 and 0 1 5 8 (Figure 5). 

FIGURE 3 

lii 



The chord progression also serves as an accompaniment for 

John's Theme, first introduced by the solo amplified viola 

(Figure 6). (Throughout the opera, the solo amplified viola 

is identified with the character of John the Baptist. It is 

often used to double John's vocal melodic lines.) 

FIGURE 6 

SET TYPE: 0123879 

UECTOR:434343 

The theme is based on set type 0 1 2 3 6 7 9 and emphasizes 

interval classes of 11, l, and 3; interval class 11 serves as 

the melodic interval while interval class 3 serves as a 

cadential interval. Variations of John's theme will appear 

throughout the opera. 

A brief climax occurs at measure 59 when keyboard II and 

the timpani repeat the heartbeat motive using set type 0 1 4 

while the string orchestra joins the solo viola in playing a 

short burst of variations based on a combination of John's 

theme and the lightning motive. 

In half—spoken voices, Group I, led by a soprano 

(measures 70-86), urges John to "leave the barren bosom of 

the desert and return to Jerusalem...." This entrance is 
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accompanied by an ostinato in the strings and in the 

percussion. 

The string ostinato, based on set type 0 1 3 4, 

combines the rhythm of a quarter-note-triplet in a metric 

pattern of 3/4, 4/4, 6/4, with large interval classes 10, 

11, & 13 to suggest a sense of yearning within the spirit 

of John (Figure 7). 

The ostinato, initially restricted to four pitches—E, D-

sharp, G, & F—sharp serves as a pedal tone throughout the 

development of the dream. The texture alternates between 

unison and two-voiced counterpoint. In contrast, percussion 

#1 uses the maracas to establish a rhythmic pattern of 

2+2+3+7+5 (measure 70). The sensation of dreaming is further 

enhanced by the addition of the timbre of "pitched—bend 

bells" created by keyboard II (measure 67). 

This sequence ends with the introduction of "neurosis 

music" played by the bass, cello, and violas (measure 84, 

Figure 8). 

N 

FIGURE 8 

SET TYPE 0150 

UECTOR:200121 liv 



the earlier ostinato in keyboard II modulates both in timbre 

and in pitch; the previous "pitch-bend bells" in keyboard I 

shifts to the timbre of "glass wind chimes." 

The final Dream sequence presents Herodias in her 

seductive dance, tempting John to renounce God and to join 

her in the lust of the flesh. Her entrance is accompanied by 

the Herodian theme—initially hidden within the dense 

counterpoint of the strings (measures 112, Figure 9). 

FIGURE 9 

SET TVPE 01347 

SECTOR:21321 

The theme is accompanied by the C-sharp 0 1 6 chord which, as 

in the Overture, is gradually expanded to include a wider 

pitch and interval content (measure 115). (Although the 

Herodian theme is derived from set 0 1 3 4 7 and John's 

theme from set type 0 1 2 3 6 7 9, both themes are related. 

Both themes utilize all six interval classes and both place 

special rhythmic emphasis on interval class 6). 

In measure 115 the violas join the violins to play the 

theme in canon. Meanwhile, the timpani also plays fragments 

of the Herodian theme using the rhythmic cell of the 
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heartbeat motive. Herodias continues her seduction and John, 

as if in a trance, begins to follow her. In measure 12 6 a 

vision of the "Messiah" appears in the dream. Coincident with 

this appearance is the "call to repentance" leitmotif played 

by the brass timbre in keyboard II (Figure 10). 

FIGURE 10 

SET TYPE:03? 

UECTOR.OOt110 

This leitmotif is based on set type 0 3 7. Its interval 

content consists of only 5ths, 4ths, and 3rds~a sonority 

distinct from the other set types used in the opera. (The 

idea for this motive can be traced to the opening motive used 

in the old hymn, "God of Our Fathers." This tune was used by 

the organist and pianist for processional at the beginning of 

Sunday morning church services.) The "call to repentance" 

motive will later become associated with John's demand that 

all repent! 

By measure 13 3 Herodias1 seduction of John has neared 

fulfillment. The texture shifts from the complex polyphony 

and linear counterpoint to homophony as the Herodian theme 

is gradually played in unison by the complete string 
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ensemble. When it appears that John has all but conceded to 

the Herodian temptation, the "call to repentance" 

leitmotif slowly begins to fade in the background. Keyboard 

II then joins the string ensemble in playing the Herodian 

theme; meanwhile the timpani and tubular chimes add to the 

dramatic tension by freely repeating variations of both the 

heartbeat motive and fragments of the Herodian theme. 

The climax of the dream occurs at measures 142-146 

when just as John is about to kiss the lips of Herodias, 

the "Messiah" figure shouts, "No Rabbi!" while the sprites 

shout, "Yes." The nightmare ends as the sprites scatter to 

hide in the darkness of the wilderness. "Scatter" music is 

created by using the technique of "collective ad libitum" 

in which varying phrases of different lengths, rhythms and 

meters are repeated for a given number of measures. 

Scene Complex # 2: Recitative/Interlude/Fugato 

Recitative Arioso/Cavatina 

Synopsis 

Awakened by the horrible nightmare, John erupts angrily 

to protest this treatment of torture and torment. Why is 

God allowing this to happen? In an aria, he sings of his 

passionate desire to know the Messiah. The sprites are not 

amused by John's outpouring of emotion. During the aria, they 

mischeviously light small brush fires. After fighting to put 
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the fires out, John returns to confess that he is not 

"worthy to be called a prophet of Israel." He prays for 

deliverance from the "beast within." 

Discussion & Analysis 

A. Recitative: Tempo moderate; Tonal region D; measures 155-

182 

Each of the four lines of text is set to individual 

melodic phrases derived from a number of different set 

types. The frequent changes in meter (5/4, 7/8, 6/8, 4/4, 

3/4, 5/4, 4/4, 3/4, 6/8, 4/4, 6/8, 6/4, 2/4, 3/4, 7/8, 2/4, 

3/8, 3/4, 4/4) reflect an attempt to adapt each melodic 

line to the natural flow of the text. The opening melodic 

line, doubled by the cello, basses and tubular chimes, is 

based on set type 0 1 2 4 8, and features a prominent use 

of interval classes 11 and 6. These two interval classes 

are used not only here in the melodic lines of the 

recitative but throughout other melodic materials that 

are developed later in the opera (Figure 11) 

FIGURE 11 

SET TVPE:01248 

t̂CTOB:221311 
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In measure 160, the vocal melody is accompanied by the 

"recitative chord" played by keyboard II. The chord is based 

on set type 0 1 5 7 (set type used for the neurosis 

leitmotif, Figure 12). 

FIGURE 12 

SET TYPE:0157 

VECTOR:110121 

As the text makes references to images that occurred 

during John's Dream, the background accompaniment recalls 

motives and fragments previously associated with those 

images. In measure 167, the music recalls the timbres of the 

pitched bend-bells and the African gourd. The climax of the 

Recitative occurs at measure 175 when the vocal line, 

accompanied by chord set 0 1 3 4 7, and (Herodian theme) 

doubled by the entire string ensemble, extends up to pitch G-

flat. The closing melody, based on set type 0 2 3 4 5 6 8 , 

gradually descends to a low F-sharp. Other set types used in 

the Recitative include: 0 1 2 4 8 , 0 1 5 7 , 0 1 3 4 7 , 0 1 6 

7, 0 1 3 6 8 , 0 1 2 4 5 , 0 1 2 , and 0 1 3 5 8 9. Variations 

of these set types are used again later in the opera. 

B. Interlude: Tempo slow; Tonal Region F-sharp; measures 182-

193 

This short instrumental interlude begins with the final 

F-sharp of the recitative. As John kneels in utter fatigue, 
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despair and dejection, the orchestra recalls fragments of set 

0 1 5 7 (Recitative, measure 160) from the melodies and 

harmonies developed in the opening recitative. The 

pointillistic texture exploits the higher registers of the 

strings combined with the short and sporadic sounds in the 

percussion. In measure 190, violin II introduces set type 

0 2 7, the melodic cell for the accompaniment during the 

aria. 

C. Aria: Tempo slow/moderate; Tonal regions D, C-sharp, G, A, 

B, G-flat; measures 191-264 

In the aria, John sings of his desire to know the 

identity of the Messiah. The form used in the musical 

setting of the text is modified rondo: A—introduction 

measures 191 204; B verse measures 205—212; A—transition 

measures 213—216; B—verse measures 217—223; C—Bridge 

measures 224-262; A—coda measures 263-264. 

The introduction begins with the violins and violas 

playing a syncopated rhythm on chord set 0 2 7—the primary 

chordal accompaniment for each of the verses (Figure 13). 

•T • 

t=rl 
> > > • 

— >1 k—H 

> > > » ' 
H" r it 
FIGURE 13 

SET TYPE:027 

VECTOR:010020 
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In measure 198, the keyboards, strings, tubular chimes, and 

timpani combine to play chord set 0 1 5 7 using the same 

syncopated rhythmic pattern derived from the heart beat 

motive. 

The melodic lines accompanying both verses of the aria 

are derived from set types whose vectors contain an abundance 

of the smaller interval classes (Figure 14). 

1 . _ .—a—. —a 1 

FIGURE 14 

VECTOR:444342 

During the bridge (measures 224-262) the vocal melody, 

doubled by the violins and violas, returns to use the larger 

interval classes such as 11 & 9 (Figure 15) 

FIGURE 13 

Throughout the bridge, there is an attempt to paint the 

meaning of the word "torment" by increasing both the 

dissonance of the harmony and the density and complexity of 

the musical texture. The most obvious instance of text 
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painting occurs in the vocal line itself, which combines the 

use of the 12 pitch classes with a rather unpredictable 

rhythmic character and frequent change of meter. "Torment" 

is also emphasized through the dissonant chord progression in 

the strings and keyboards as well as in the special timbral 

effects created by the timpani, roto toms, and the snare 

drum (Figure 16). 

^ T V P E : 0 , 2 8 7 SET TVPE: 01238? SET TYPE: 0 )57 

VECTOR:110121 U E C T 0 R 4 2 0 2 4 3 "ECTOR:434343 VECTOR:110121 

The density of the overall texture is affected when the cello 

and bass deviate from the previous doubling of the keyboard 

bass lines to instead add variations of neurosis music 

(measure 225). 

An important climax in the aria, indeed in all of Act I 

occurs at measure 24 6 when John sings the text "only to do 

your will!" The melodic line which soars up to D-sharp, is 

based on set type 0 1 4 5 8, but is harmonized by chords 

based on set type 0 3 7 ("call to repentance") and set type 

0 1 5 7 ("neurosis music"). The strings double the vocal 

melodic line while both keyboards repeat the chord set type 0 
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1 5 7 using the same syncopating rhythm. The sound of the 

cymbals crashing, the tubular chimes playing fragments of the 

melodic set 0 1 4 5 8, combined with the constant pounding of 

the heartbeat motive in the timpani all help to create a 

sense of catharsis. 

D. Fugato: Tempo moderate; Tonal regions C-sharp, F-sharp; 

measures 264—294 

The form of the fugato consists of a rather long 

exposition (measures 264—285) and a short episode (measures 

286—294). The subject, which uses all 12 pitch classes, 

begins at measure 265 and is based on variations of sets 0 1 

—A ~ — 
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SET TYPES: 0147, 

03430,012330 

The contour of the subject is designed to reflect the growth 

of the flame—undulating and reaching. Underneath this first 

statement of the subject is the quiet rumble of the pizzicato 

strings recalling fragments of "sprite music" (measure 266). 

In measure 271, keyboard II presents a real answer to the 

subject. It is not until measure 274 that keyboard I plays 

the countersubject that is derived from set type 0 1 4 5 (set 
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type: John's theme & neurosis music). The countersubject 

simultaneously appears in keyboard II as well as in the 

cello, viola and bass strings (Figure 18). 

FIGURE 18 

In measure 275 keyboard I restates the answer previously 

heard in keyboard II. stretto occurs when the final 

statement of the subject appears in the violins at measure 

280. Here, the texture is extremely contrapuntal, consisting 

of fragments of the subject, countersubject, and the answer. 

By measure 285 the contrapuntal complexity is reduced to 

unison as the fugato concludes with a restatement of the 

closing music from the bridge section of John's first aria 

(measure 246). 

E. Recitative Arioso: Tempo moderate/slow; Tonal regions C-

sharp, B-flat; measures 295—316 

After finally putting the last of the fires out, John 

returns to declare that he lacks the "courage needed to carry 

out the will of a God." The text for the Arioso consists of 

two short declamatory statements each of which is set 

independently in the musical form of A B. "A" presents 
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contrast between the timbres of the brass and marimba 

keyboards as well as contrast in the timbres of the torn toms, 

roto toms, timpani, snare, and the snap pizzicato of the 

strings. 

The first vocal lines are sung over chord set 0 2 3 4 6 

9 first sustained by the brass timbre in keyboard II and 

followed by rhythmic syncopation of the same chord in the 

marimba of keyboard I (Figure 19, 20). 

_ t _ t 
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FIGURE 20 

SET TYPE:023469 

UECTOR:234222 

The resulting texture alternates between John's vocal lines, 

fragments of which appear in the snap pizzicato of the 

strings, the sustained chord of the brass keyboard, the 

ostinato rhythm of the marimba keyboard, and the punctuating 

sounds of the torn toms, roto toms and timpani. 

In "B" the tempo slows to reflect a sense of reverie 

(measure 305). Both keyboards play arpeggios using the 

ethereal timbres of the harp and wind chimes. The percussion 
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adds to the change in color by sustaining quiet variations 

using the timbres of wind chimes, triangle, and a suspended 

and a suspended cymbal. The violins and violas play 

harmonics using pitches C-sharp and B, derived from the 

vocal line, while the solo viola plays the vocal melody in 

augmentation. 

F. Cavatina: Tempo moderate; Tonal regions G, G-sharp, C-

sharp, D, A; measures 317—347 

The greater portion of the cavatina consists of theme 

and accompaniment as John prays for deliverance from the 

"beast of sexual sin." The chordal accompaniment, provided by 

the harpsichord timbre of keyboard II consists of primarily 

simple harmony derived from chromatic variations based on 

set type 0 2 6 (Figure 21). 

s 
FIGURE 21 

Against this background of theme and accompaniment, the 

violins, violas, and keyboard I (synthesizer timbre) play 
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short fragments of sprite music while the linear bass line 

of the keyboard accompaniment is doubled by the string 

basses. John's vocal line, doubled by the cellos, returns 

to use the smaller interval as illustrated in the opening 

melody of the cavatina (Figure 22). 

FIGURE 2 2 

(Other set types used in constructing the melodic line 

appear elsewhere in the opera: set type 0 1 2 4 5 is used 

during the recitative measures 155-182; set type 0 1 3 4 is 

used in the string ostinato, measures 31-146.) 

Concerning the rhythm of the vocal melody, the special 

consideration given to following the natural declamation 

of the text sometimes results in a rather awkward groupings 

of syllables such as in "keeping true to the vow of the 

Nazinte" or "thirsting only for water" (measures 320-

326). Indeed an important climax in the Cavatina occurs, 

measures 337-338, when John sings the text "there is a 

beast within me." The melody, limited to two pitch classes, 
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is set rhythmically in a septuplet (Figure 23) 

FIGURE 23 

SET TYPE:012 

VECTOR: 210000 

This short melodic fragment, set type 0 12, is also the 

basis for the "dance motive" used to signal the 

reappearance of the sprites (measure 341, Figure 24). 

FIGURE 24 

SET TYPE: 012 

VECTOR: 210000 

The cavatina concludes with the return of music 

derived from John's Dream (measure 31-155) as the maracas, 

African gourd, bass drum, all combine to create 

a "voodoo-like" ceremony. Beneath the percussion, the 

strings play a chord succession based on variations of 

set types 0 1 4 8 and 0 1 3 7 (measures 341-350). 

Meanwhile, John's vocal line slowly meanders, 

descending to a low F-sharp. 
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Scene Complex # 3: Dance of the Sprites/Baptism & Chorale 

Synopsis 

John's prayers are not answered. The torment and fear 

cause him to begin hallucinating. The dancing sprites 

return to chase the would-be-prophet with the intention of 

destroying him. The climax is reached when John, confessing 

all transgressions, escapes the clutches of death, drawn by 

the dramatic appearance of a very great light, to the 

waters of the Jordan River. There he is baptized by the 

"light of the Holy Spirit"—transformed into the powerful 

prophet & preacher who would later become known as "John 

the Baptist." 

The scene concludes as this "light of the Holy Spirit" 

also transforms the evil sprites into a "Heavenly Chorus" 

singing the choral refrain, "the voice of him that crieth 

in the wilderness!" 

Discussion & Analysis 

A. Dance of the Sprites, II: Tempo fast; Tonal region F-

sharp; measures 352—410 

The Dance is a narrative description of the chase that 

ensues as John fights to escape the capture of the evil 

sprites. It begins with the introduction of a six-measure 

ostmato pattern which is based on the dance motive 
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introduced in the Cavatina (measure 341, Fi.gu.ire 25) 

FIGURE 25 

In measure 351, keyboard II introduces the timbre of 

"synthesized bells" playing a slow melodic theme based on 

set type 0 1 4 5 8 first used in the aria (measures 246-

250). In the background of this ostinato and melodic theme, 

the percussion instruments play combination of variations 

of the heartbeat motive while the strings play short 

fragments of sprite music (measures 356-364). The 

"chase" continues until measure 3 65 when the instruments 

combine to create an dissonant sonority designed to 

symbolize John's temporary captivity by the sprites (Figure 

26) . 

FIGURE 26 
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The chase resumes when John temporarily escapes the grasp 

of the sprites. Each time he is captured (measures 376-377, 

389-390) the interval content of the dissonant chord is 

expanded and the chord is sustained a bit longer. 

Following the final chord cluster, measure 390, the 

texture of the dance is radically altered to reflect the 

appearance of the great light. In measures 391-400 a 

complex of melodic fragments and motives are combined to 

create a sound mass, which is repeated and manipulated 

through change of rhythm, meter, and shift of accent. By 

measure 401 the sound mass is restricted to a dense 

harmonic cluster of small interval classes, gradually 

moving higher in tessitura, while the bass and cello lines 

move in contrary motion—the bass playing a descending 

chromatic line while the cello playing dyads also in 

descending motion. The climax occurs at measures 409-415 

when John is baptized by the spirit of the light. 

B. Chorale: Tempo moderate; Tonal regions C-sharp, A; 

measures 411-461 

The music for the chorale is based on John's theme, 

which first appeared in the introduction of the dream 

(measure 35). In the Chorale, the theme has been set to 

text designed to reflect the transformation of John's 
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perception of himself as villain and weakling to Prophet 

and Preacher. 

The opening lines of the text are sung in unison by 

the chorus, doubled by the violins and violas. Chordal 

accompaniment, provided by both brass keyboards is based on 

set types 0 1 6 (overture) and set type 0 2 7 (Figure 27). 

FIGURE 27 

SET TYPE:016 

UECTOR:1000ft 

SET TVPE: 027 

UECTOR:010020 

In the background, percussion instruments combine to play 

rhythmic figures that suggest a "heavenly" military inarch 

(Figure 28). 

(FIGURE 28 > SMflRE 
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In measure 418 the vocal texture shifts to linear 

counterpoint. Each vocal part is doubled by corresponding 

voices in the strings. Here the chordal accompaniment of 

the keyboards is replaced with the electronic timbres of 

wind chimes. In addition, percussion I also plays wind 

chimes, while players II and III play long rolls on the 

Chinese gong and large tam tam. In measure 429 the chordal 

accompaniment returns using chord sets 0 1 4 7: vector 

10211 (Fugato) and set type 0 1 5 8: vector 101220. 

In measures 434-449 the chordal accompaniment is 

eliminated to allow the chorus to sing in a cappella. The 

scene closes with a return to John's theme played by the 

strings. The chordal harmony, provided by both keyboards, 

is changed to chord set 0 3 7 (call to repentance motive). 

Beneath the closing texture of theme and accompaniment, the 

violas play variations of the neurosis leitmotif. 

lxxiv 



CHAPTER V 

SYNOPSIS/DISCUSSION & ANALYSIS 

ACT II 

Scene ComElex # l: Chorus/Recitative s chorus/ 
Interlude/Recitative/Interlude 

Synopsis 

A large crowd has gathered along the banks of the 

Jordan river to await the arrival of the great "healing 

prophet," Theudas. They welcome him with joyous songs of 

praise and adoration. Theudas proceeds to offer health, 

wealth, and knowledge (for a small fee) to everyone who 

would be delivered from all of their infirmities' After 

witnessing a demonstration of his "miraculous" powers, the 

crowd is convinced and the celebration begins! 

In disguise, the Pharisees expose the fraud. Suddenly 

the crowd-s praises turn to angry demands of "stone them! 

Stone them! Stone them!" 
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Discussion & Analysis 

A. Chorus: Tempo very fast; Tonal regions E, D-sharp, C, 

measures 1-67 

The opening Chorus is based on an eight measure 

ostinato pattern, introduced by the "steel drum" timbre of 

the keyboards. This "steel drum" ostinato uses set types 0 

2 5 7, 0 1 3 6 8, and 0 1 3 6 9 (0257 used in aria, 

measure 246; 01368 used in recitative, measure 160, Figure 

29.) 

FIGURE 29 

SET TYPE:0237 

UECT0R:021030 

As the pattern unfolds, the tonal regions of each set type 

are altered: set type 0 2 5 7, E; set type 0 3 6 8, D-

sharp; set type 0 1 3 6 9, C. Fragments of the steel drum 

ostinato are used throughout Act II as a symbol of joyous 

celebration—a celebration which is fully realized in the 

"Dance of the New Saints, measure 476. 
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In measure 6, the strings introduce the baptism 

motive" which is based on set type 0 2 5. The baptism 

motive is used to symbolize the act of being immersed under 

water. It will also reappear in the "Dance of the New 

Saints," measure 490 (Figure 30). (The baptism motive was 

derived from a combination of two old Negro spirituals, 

"Take Me To the Water" and "Wade In the Water" both of 

which are commonly sung during the baptism ceremony in 

Southern Black Baptist Churches.) 

FIGURE 30 

SET TYPE:025 

VECT0R:011010 

The festive atmosphere of the Chorus is enhanced by 

the addition of tubular chimes which play a short repeating 

pattern derived from set type 0 2 6, measure 18. (Set type 

0 2 6 is also used in the Cavatina, measure 317, Figure 

31) . 

FIGURE 31 

SET TYPE:020 

VECTOR:010010 
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In measure 19, the marimba, vibes, tubular chimes, 

violins and violas, punctuate the minimalistic texture with 

short repetitions of percussive chord "strikes", derived 

from set type 0 1 3 5 7 9 (Figure 32). 

m £ 

FIGURE 32 

SET TYPE:013579 

VECTOR:142422 

As Theudas makes his way toward the crowd, a soprano 

soloist heralds his arrival by singing the text, "the 

prophet with power to heal in his hand" (measure 24, Figure 

33) . 

FIGURE 33 

SET TYPE:0369 

UECTOR:040002 
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The opening melody, including most of the pitch and 

harmonic content accompanying the character of Theudas, is 

based on set type 0 3 6 9—-the diminished seventh chord. 

The use of this set type is intended to suggest the arrival 

of a false prophet as well as to add a sense of comic 

melodramatic relief. 

A vocal polyphonic texture is created as the melodic 

lines of each of the three soloists (soprano, alto, tenor) 

are echoed and imitated by the chorus (measures 30—65). 

This process of antiphonal and responsorial singing, 

alternating between the soloists and the voices of the 

chorus (s.a.t.b.) continues throughout the Chorus as all 

(except the Pharisees) join in the celebration of Theudas1 

arrival. 

The climax occurs at measure 66, when the steel drum 

ostinato ends and the keyboards play a cadential figure of 

chord "strikes" while the chorus sings, "the prophet, the 

prophet!" 

B. Recitative & Chorus: Tempo moderate; Tonal Regions E; 

measures 68-164 

While the crowd continues to sing, Theudas makes his 

pitch for health, wealth and prosperity. The text is 

presented in the form of monologues, each of which is 

spoken (by Theudas) over chordal accompaniment provided by 

a combination of the marimba, vibes, and xylophones, 
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measures 68-70. The chords are based on set type 0 1 3 4 

(set type of string ostinato, measure 67) and set type 0 2 

3 5 (Figure 34). 

FIGURE 34 SET TYPE:0134 

SET TVPE:0235 UECTOfi:212100 

UECTOR:122010 

During the monologues, the crowd's singing, combined with 

improvised shouts of praise and sporadic hand clapping, help 

to create the atmosphere of an old fashioned tent revival. At 

the conclusion of Theudas1 opening monologue, the chorus 

responds by singing of the "prophet's power to heal." The 

linear harmony remains centered around set 0 3 6 9. In the 

second monologue (measures 79—82), the chordal 

accompaniment is provided by the percussion and strings 

using sets 0 1 3 4 and 0 2 3 6. In measure 83, the chorus 

and the three soloist combine in 7 voice counterpoint to 

sing the text, "the power to heal in his hand." Here, 

fragments of the vocal lines are doubled by the string 

orchestra. As the Recitative concludes, the monologues 

become shorter and are more frequently interrupted by hand 

clapping and singing of praises. At measure 126, the crowd, 

ready to be healed, sings, "Heal us, oh great one!" The 

choral texture shifts from polyphony to homophony while the 
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harmony also modulates from the previous sonority of the 

diminished chord to harmony derived from set type 0 2 5 

(set of baptism motive). 

The monologue ends when Theudas* appeal results in the 

"volunteer testimony" of the three soloists. As they make 

their testimonies, the chorus, with all due reverence, 

continues to sing responsorially, "surely he has the power 

to heal!" During Theudas1 Incantation (measure 159—165, 

Figure 35.) the chordal accompaniment in the strings & 

percussion returns to chord set 0 3 6 9 while both 

keyboards and the tubular chimes play an ostinato based on 

variations of the baptism motive. 

FIGURE 35 

SET TYPE: 013689 

UECTOR:224232 

C. Interlude & Recitative: Tempo fast; Tonal region E, 

measures 165-192 

The interlude serves as instrumental background music 

for the crowd's brief celebration, as they too anticipate 

the opportunity to also be healed. The music consists of 

variations of the steel drum ostinato and chord strikes 

used in the introduction of the Chorus (measures 8-2 0). 

Variations of the steel drum ostinato are played in the 
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strings and violas while the chord strikes are played in 

the keyboards. The resulting minimalistic texture serves as 

background for the dialogue between Theudas and three men 

who now insist that they be the first to be healed. 

Tension gradually builds as Theudas attempts to 

discover the illness for which the three are apparently 

seeking a miraculous cure. In the background, fragments of 

the steel drum ostinato and baptism motive appear 

throughout the orchestra while the crowd quietly sings 

short melodic fragments of set 0 3 6 on the text, "what is 

it?" As the scam unfolds, the harmonic content outlined in 

the strings eventually returns to set 0 3 6 9—the 

diminished chord. The climax occurs at measure 192 when the 

three men (Pharisees) declare their infirmity to be none 

other than the dreaded leprosy, whereupon Theudas shouts to 

all, "Run for your lives!" 

D. Instrumental Interlude: Tempo fast; Tonal region F-

sharp; measures 193-214. 

The second interlude is a narrative description of the 

chase that occurs as Theudas and company attempt to make 

their escape. Using the clavichord timbre, keyboard I plays 

a series of developing variations using dyads consisting 

mostly of interval classes 1, 2, & 3 (Figure 36). 
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FIGURE 38 

The keyboard variations are complemented by variations in 

keyboard II, the strings and percussion. 

The climax occurs at measure 211 when the Pharisees 

return Theudas and his three cohorts (soloists) to an angry 

crowd; the tempo accelerates, the musical texture becomes 

quite dense and the rhythm primitive—synchronized with the 

crowd chanting, "Stone them! Stone them! Stone them! Stone 

them!11 

Scene Complex # 2: RECITATIVE 

Synopsis 

Suddenly, from the depths of the wilderness, comes the 

sound of John's prophetic horn and his terrifying call to 

repentance. All but the pharisees scatter for safety— 

afraid of the messenger and the message! The dramatic 

action centers around the struggle that develops when John 

interrupts the crowd's cries of "stone them...." to demand 

that "all repent now and be baptized!" 
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Discussion & Analysis 

Recitative: Tempo moderate; Tonal Region C-sharp; 

measures 214-265. 

The text of the Recitative is organized in the musical 

form of AB/AB/AB/C. Each "A" section consists of 

incidental background music heard during the spoken 

dialogue between John, the pharisees, and the crowd. In 

each of the "B" sections, John sings the text. The final 

"C" section serves both as an instrumental close to the 

Recitative and as an instrumental segue into the aria that 

follows. 

The Recitative opens with a series of powerful and 

ominous statements of the "repent motive" played by the 

"French Horn" timbre of keyboard II, the tubular chimes, 

and the violins (measure 214). This instrumental 

declaration is immediately followed by John's opening vocal 

melodic statement, dominated by the repent motive and 

derived from set type 0 1 2 5 8 (Figure 37). 

FIGURE 3? 
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This simple motivic structure, based on interval class 14, 

is designed to capture the simplicity yet urgency of John's 

message that "all men must repent and be baptized, now!" As 

such, the "repent motive" serves as a reminder of John's 

preoccupation and fanaticism for his message of judgment 

and condemnation. 

When John emerges from the wilderness to appear on 

stage, the music is made more dramatic by increasing the 

tempo and changing the texture. Beginning at measure 225, 

John's vocal melodic line, derived from set type 0 1 4 6 8 

is accompanied by the lower strings using chord set 0 1 3 . 

This is the set type on which most of the accompanying 

harmony in the Recitative and the succeeding aria is based 

(Figure 38). 

If 
sfz 
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FIGURE 38 

SET TYPE:01468 

UECTOR:12)321 

In measure 231, incidental music, derived from set 

type 0 1 3 4, portrays John's descent from the top of the 

ravine down to stage center. The texture continues to be 

sparse, interspersed with fragments of motives and 
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incidental gestures used to generate motion and create 

color during the dialogue. In measure 232, the falsetto 

voices (spoken) of the Pharisees are accompanied by 

maracas suggesting the hissing of "vipers" as first heard 

during John's dream (measure 71). In measure 251, the 

string chordal accompaniment (set type 0 1 3 ) returns as 

keyboard I plays a short chord succession based on the 

"call to repentance" leitmotiv while the tubular chimes add 

pitch material derived from John's closing vocal line. 

In measure 2 64, the texture of the Recitative is 

dramatically altered to reflect the growing tension within 

the crowd. Using set 0 13, keyboard II plays a repetitive 

chord succession which serves as accompaniment both for the 

short solo in the electronic viola and a new melodic theme 

(the basis for the aria that follows) introduced by the 

cello and bass (measure 264). Above this simple 

texture of theme and accompaniment, keyboard I plays a 

series of trilled dyads whose interval and pitch content 

becomes chromatically altered. Interspersed throughout the 

sounds of the orchestra are the very soft and weak voices 

of the crowd who inquire of John, "who are you...why have 

you come...are you the one?" 

This final interlude then serves as the transition in 

the Recitative needed to heighten the dramatic tension in 

anticipation of the climax to be reached in the aria. In a 
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classic sense the recitative has "loaded the gun" to be 

"fired" in the aria. 

Scene Complex # 3: ARIA/RECITATIVE ARIOSO 

Synopsis 

John reveals his identity and proceeds to warn all of 

the terrible destruction that lies ahead. No one will be 

spared—the Pharisees, Herod and Herodias, the crowd—all 

must repent and be baptized now, before it is too late! 

The "Coming One" will soon establish a new army and all of 

Rome will be destroyed! 

The Pharisees challenge his credibility. As the sons 

of Abraham, they insist on their innocence. If anyone is to 

be punished, it should be the heretic, "Theudas who has 

broken the Law of Moses." The bewildered crowd asks meekly, 

"why should we be punished? What have we done?" When John 

presents his list of charges, they are overcome with grief 

and terror. It is as if the "Day of Judgment" has finally 

arrived. 

Discussion & Analysis 

A. Aria: Tempo moderate; Tonal Regions C, C-sharp, B-flat, 

B, A, E; measures 272-335 

The text of the Aria is set in the musical form of A B 
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A. "A" consists of the vocal melody doubled by the low 

strings and accompanied by the violins; "B" acts as a bridge 

and consists of variations of the same "A" vocal melody 

played instrumentally by the violins; and the final "A" 

consists of a return to the texture and accompaniment of the 

earlier "A" melody. 

The Aria begins with the statement of a long and 

undulating theme played by the cello and basses (Figure 39). 

The theme which began in the Recitative, measure 264, winds 

it way up to C, coinciding with the beginning of John's 

opening melodic line, based on set 0 1 2 5 8. 

»•» >* | t—3-̂  r r" P p 
FIGURE 39 
SET TYPE:01258 
UECT0R:21221 

Other sets used in the "A" melody of the Aria include 0 1 

2 3 4 5 6 , 0 2 3 4 5 8 , 0 1 4 , 0 3 6 , and 0 2 5. 

In measure 276, the texture becomes simple theme and 

accompaniment, consisting of the same three-note chord, 

set type 0 1 3 , as used in the Recitative, measure 225. 

Beginning at measure 275, the background accompaniment, 

including the strings, the snare drum, bass drum, and 

suspended cymbal, play rhythmic figures such as flams, 
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drags, and grace notes, designed to reflect the text's 

emphasis on the impending military clash with Rome. John's 

vocal melody also begins to imitate this "military" feel by 

use of the rhythms of the dotted eighth-note rhythms 

followed by the sixteenth notes (measure 297, Figure 40). 

FIGURE 40 

In measure 300, the developing melodic line produces 

still yet a new motive, based on set type 0 1 3 (Recitative 

measure 225) . This motive will later become associated with 

the text "water," hence the "water motive" (Figure 41). 

Hi 
FIGURE 41 

SET TVPE:013 

The first section "A" ends as the melody ascends to a very 

high F-sharp as John declares that "Rome shall be 

destroyed!" (measure 310). 
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During the bridge "B", the violins and viola play a 

variation of the previous "A" vocal melodic theme 

accompanied by the triplet rhythm of chord set 0 1 3 in 

keyboard I. The rhythmic repetition of the bass drum, 

together with loud crashes in the suspended cymbals create 

a momentary sensation of "military victory" as John parades 

in front of the crowd (measure 310-322) . 

The tempo is slowed in the final returning "A" 

section. The melodic line begins much lower in the vocal 

register (pitch level B) and is again doubled by the cello 

and bass; meanwhile the viola and violins return to the 

style of the previous chordal accompaniment. The closing 

melody of the Aria returns to use sets 0 2 3 4 5 8 and 0 1 

4, ending on a high D as John sings the text, "brimstone." 

B. Recitative Arioso: Tempo fast; Tonal Regions C-sharp, 

G-sharp, A, B-flat, F-sharp, C; measures 334-399 

The Recitative Arioso is a narrative description of 

John's final indictment of the people of Israel. Except for 

the conclusion, measures 374-399, most of John's dialogue is 

spoken. During the first section, measures 335-349, the torn 

toms, tam tam, maracas, timpani, and tubular chimes combine 

to play very loud, bombastic and dramatic rhythmic gestures 

designed to enhance the feeling of confrontation and fear. 

Additional tension is added by providing contrast in the 
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timbres of keyboard I which plays a continuous series of 

modulating chords (set type 0 1 3 ) while periodically 

shifting between the timbres of the electronic brass, 

strings, and the organ. 

In measure 345, keyboard I and the timpani combine to 

duplicate the rhythm of John's speech as he ruthlessly 

moves throughout the crowd shouting, "you, you, you, 

you you...." Keyboard I repeats a chord cluster in rhythm 

with the text while the timpani plays an ostinato figure 

using set type 0 1 7 . The first section of the Recitative 

Arioso concludes as John, with righteous indignation, 

declares that "all of you shall burn, burn, burn...!" 

In measure 350, the repent motive returns, (pitch 

level F-sharp) played in unison by the brass keyboards, 

tubular chimes, timpani, and the strings. In addition to 

playing the repent motive, the strings also introduce 

fragments of the "I want to be" theme, measures 352-353, 

derived from set 0 2 5 7 (steel drum ostinato). Variations 

of this theme will be used later in the music of the 

"Baptism, the "Dance of New Saints" and in the final Chorus 

(Figure 42). 

FIGURE 42 SET TYPE:0257 

UECT0fi:02!030 
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Following the instrumental call of the repent motive, 

John proceeds to present his list of indictments (measure 

353-374). They include murder, adultery, lust, violation 

of the sabbath...etc. There is "great wailing and 

gnashing of teeth" as he declares the charges. In 

the background, both keyboards play a chord succession 

based on the call to repentance leitmotif, while the 

strings play variations of the "I want to be" theme 

(measure 356). In addition, the bass drum, tubular chimes, 

and timpani also play rhythmic and melodic variations of 

the repent motive. The Arioso concludes with the snare 

drum, tubular chimes, the lower strings, and keyboards 

providing accompaniment as John sings the final lines of 

the text using melodic material developed in an earlier 

recitative (measure 225). 

SCENE COMPLEX # 4: Passacaglia 

Synopsis 

After hearing the indictments, the Pharisees remain 

unrepentant and attempt to regain control of the crowd. But 

they are ignored as the people confess en masse all of 

their sins and transgressions. During the Passacaglia, 

their words of confession are converted into deed as they 

follow John to the Jordan River, singing of their desire 
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"to be baptized in the water...to be washed as white as 

wool." 

Passacaglia: Tempo slow/moderate; Tonal regions F-sharp, G-

sharp; measures 400-474. 

During the introduction of the passacaglia (measures 

400-409) each individual member of the crowd vocalizes his 

own sins and transgressions. Appropriately enough, the 

music for these confessions consists of variations of the 

neurosis leitmotif and the repent motive. The variations, 

based on set types 0 1 4 5 7 , 0 1 3 4 and 0 1 5 6 are 

introduced by the bass violins at measure 399. The overall 

texture quickly becomes more complex as other variations of 

the neurosis leitmotif and the repent motive are added in 

the cello, viola, and violins. In the percussion, the 

maracas, wind chimes, bass drum, tam tam and cymbals recall 

rhythmic fragments, such as the heartbeat motive, used in 

the music of the Overture and Dance. In the background, 

keyboard I sustains chord clusters using the timbre of 

electronic voices (measure 400). The texture gradually 

becomes dense—becoming a mass of sound as the crowd's 

spoken confessions overlap John's exhortations and the 

cries and objections of the Pharisees (measure 405) . 

The first statement of the ground, sung by the bass 

voices, doubled by the bass violins, begins at measure 410. 

xciii 



The ground is 12 measures in length and is based on set 

types 0 1 3 4 6 9 and 0 1 2 3 4 5 (Figure 43). The text 

reflects the crowd's conversion as they sing "I want to be 

baptized in the army...I want to be baptized in the water!" 
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FIGURE 43 
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During the initial melodic statements of the ground, 

excerpts of the text continue to be spoken as in measure 

420, where the bass voices improvise using the text, 

"spare us holy God Jehovah." As the transition from 

"confession" to the instrumental passacaglia is completed, 

the spoken portions of the text are eliminated. The overall 

texture gradually becomes polyphonic as each entrance of 

the ground, sung by the chorus and doubled by the strings, 

is imitated in canon in each subsequent variation. As the 

Passacaglia continues to unfold, both the texture and the 

melodic structure of the ground are altered to reflect 

changes in the meaning of the text. In measure 455 the 

choral texture shifts from polyphony to unison as the 

chorus sings of a willingness to "baptized in a river of 
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water." Here the word "water" is set using the "water 

motive," first introduced in the Recitative, measure 225 

(Figure 44). The water motive will later be used to 

complement and contrast the dramatic impetus of the 

repent motive. 

FIGURE 44 
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In addition, keyboard I plays melodic fragments designed 

to simulate the flowing waves of the water (measure 460). 

Meanwhile the marimba provides quartal harmony for the 

chorus while the snare drum and cymbals combine to play 

rhythmic figures symbolic of "war"—in preparation for 

baptism. 

When John descends into the waters of the Jordan River 

(measure 461) the overall texture alternates between the 

homophony of the chorus, the water motive in the strings, and 

the incidental gestures in the percussion. The Passacaglia 

ends as John leads the crowd through the ritual of baptism. 

In the background, the timpani, gong, and suspended cymbals 

sustain long rolls to suggest the sound of an approaching 
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wind as the chorus sings repetitive phrases on the text 

"hallelujah", measures 473-479. 

Scene Complex # 4: Baptism & the "Dance of the New Saints" 

Synopsis 

The crowd, assembled along the banks of the Jordan 

River, quietly sings "hallelujah" while John, standing 

waist-deep in the water, leads them through the vow of 

sanctification. As each individual is baptized, they 

emerge from the "watery grave" to join in the "Dance of the 

New Saints." In the meanwhile, a storm is approaching. 

Discussion & Analysis 

Dance of the New Saints: Tempo fast/moderate/fast; Tonal 

regions B, E, F, G, C; measures 474-801 

The "Dance of the New Saints" was written as an 

independent composition, designed to be performed as an 

instrumental dance. In context of the opera, it functions 

both as program music for the ritual of baptism and as the 

instrumental dance music for the celebration of the "new 

saints." 

The instrumentation includes use of over twenty 

different timbres, mostly percussion. The Dance emphasizes 

contrast in the timbres through rhythmic development of both 
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old and new motives, themes, ostinatos, gestures, and 

incidental music. The marimba, vibraphone, xylophone and 

keyboards are much more prominent in the "Dance of the New 

Saints" while the strings assume more of a subordinate and 

complementary role. 

The composition is organized using the principal of 

thematic alternation and development. It is continous but can 

be divided into two major parts: Baptism, measures 1-98; 

Celebration, measures 99—318. The overall form, modified 

sonata-rondo, can be diagrammed as follows: 

A/B/A/C/B/A/coda—A Theme I and transition, measures 474—494; 

B Theme II and ostinato, measures 495-516; A Theme I, measures 

517-523; C Development, measures 524—717; B Theme II, 

measures 718—recapitulation; A Theme I, measures 735—738 

recap; Coda, measures 739—801. 

The exposition, measures 476-523 begins with the 

introduction of Theme I played in the keyboards (steel drum 

timbre) and marimba (Figure 45). 
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FIGURE 43 

The thematic character is energetic, bold and dramatic. It is 

9 measures in length and is based on set types 0 1 3 and 0 2 

5 7. (Set 0 2 5 7 used in the "steel drum" ostinato of Act 
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II, measure 8; 0 1 3 is also used in the Recitative, measure, 

225.) 

In contrast, Theme II is much more lyrical in feeling 

and mood (measure 495-516, Figure 46). Introduced by the 

violins, Theme II is derived from the ground used to set to 

the text "I want to be baptized in the water," sung by the 

chorus in the Passacaglia (measure 420). 

FIGURE 46 
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Both Theme II and the accompanying ostinato (vibrato) are 

based on set type 0 1 3 4, (string ostinato, measure 67, 

Figure 47). 

FIGURE 4? 

SET TYPE: 0134 

UECTOR: 212100 

In the background of this texture of theme and 

accompaniment, the tam tam and maracas play variations 

using the rhythm of the quarter-note triplet. In measure 

512 the keyboards, roto toms, strings, and timpani combine 
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to introduce a dramatic rhythmic gesture (heartbeat chord 

motive) based on the chord set 0 2 4 7 and the rhythm of 

the quarter-note triplet (Figure 48). 
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The exposition concludes with a return of theme I at 

measures 517-524 with alterations in texture, 

orchestration, and modulation in pitch level. Theme I is 

played in unison by both keyboards, the percussion and 

violins while the violas, cellos, and bass violins close 

the exposition by playing a combination of the baptism 

motive and a fragment of Theme II. 

In the development, measures 525-717, the Dance 

explores a series of variations each of which presents 

different combinations of pitch, tonality, texture, timbre, 

dynamics, theme and motives, rhythm and meter. Each 

variation, some of which overlap, is designed to create 

opportunities for different expressions by the dancers— 

some of the changes are subtle while others are more 

dramatic. 
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During the first 20 measures of the development, 

Theme II with variations alternate—appearing solo and 

tutti in the violins. While the strings alternate playing 

solo lines, the marimba, vibes and xylophone play fragments 

of Theme I and other melodic gestures. Overall, the texture 

varies from thin and transparent to complex linear 

counterpoint as in measures 537-542 where variations of 

Theme II are played in canon by the violins while the 

heart-beat chord motive is occasionally punctuated by both 

keyboards. In measure 543 Theme II is accompanied by an 

ostinato in the vibes. Using Klangfarbenmelodie, isolated 

portions of the ostinato begin to appear in the strings, 

marimba and in keyboard II. At measure 546 the marimba and 

strings accent the continuing ostinato of the vibes with 

melodic fragments of theme II. This first section of the 

development concludes as motives, gestures and themes begin 

to overlap, creating an interesting contrast in textural 

density. Theme I is played in unison by both keyboards 

while the strings play Theme II in imitative linear 

counterpoint (measures 568-576). 

The second area of development begins at measure 576 

with a restatement of Theme I and the introduction of a new 

ostinato played by both keyboards (Figure 49). The 

ostinato, derived from set 0 2 5 7, is a simply a rhythmic 

variation of the second part of Theme I. 
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FIGURE 49 

This keyboard ostinato is accompanied by free rhythmic 

patterns repeated by the roto-tom, maracas, tam tarn, and 

wind chimes. (The strings are silent.) 

In measures 600-611 the strings and keyboards combine 

in a restatement of Theme I. The timpani plays a long 

crescendo roll on the pitch E to eventually crescendo into 

the baptism motive while the torn toms and roto toms accent 

the two eighth-notes in the rhythmic pattern of Theme I. 

A new variation of Theme I begins at measure 612 with 

the introduction of a series of developing rhythmic and 

melodic patterns, played in both hands on the marimba at 

the interval of a major second—creating a polytonal 

sonority (Figure 50). 
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The idea of dissonance at the interval of the major second is 

also developed in other instruments. In measure 615, violins 

I and the violas play fragments of Theme II harmonized at the 

interval of a major second. Fragments of the same motive 

appear at measure 617 in keyboard I; in the cellos at measure 

631; and at measure 628 in keyboard I. The idea of harmonic 

tension is further explored at measure 633 when keyboard I 

plays a portion of Theme I at both the interval of a minor 

third and at the tritone. In measure 639 Theme I is played 

at the interval of a minor third and major 2nd. In measure 

640 the texture gradually returns to unison and the harmony 

to the octave as the violins and keyboards re-introduce a 

rhythmic variation of Theme I, (measure 576, Figure 51) 

based on set type 0 1 4 6 8 (set type used in Recitative, 

measure 225). 
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The variation reaches a climax at measures 645-650 when the 

keyboards, strings, and percussion create a cluster of 
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different themes and textures; the keyboards play a variation 

of the baptism motive and Theme I, using both quartal harmony 

and the dissonance of the major 2nd; the strings play the 

baptism motive in canon at the interval of the 12th; the 

marimba, torn torn and roto toms play melodic and rhythmic 

variations of Theme I. 

The variation, beginning at measure 647 features the 

percussive sound of the roto torn playing a developing series 

of patterns derived from a combination of the rhythmic 

cells of the the two major themes and accompanying ostinatos. 

Percussion 2 accompanies the roto torn with a series of 

quarter note triplets using the torn toms and the suspended 

cymbal; meanwhile the timpani provides melodic accompaniment 

using material derived from set 0 2 5 7. (During this section 

the dancers add the sound of rhythmic hand clapping.) 

The closing section of the development (measure 668) 

begins with the introduction of a new melodic pattern based 

on set type 0 1 3 6 8 (Incantation, measure 159) played with 

the timbre of light bells by keyboard I (Figure 52). 

FIGURE 52 
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This 7/8 melodic pattern is accompanied by an ostinato in 

percussion 1 consisting of three quarter note triplets and 

three eighth-notes—the roto toms play the triplets while 

the eighth-notes are accented by the cymbals and hand claps 

of the dancers. In measure 671, violin I uses an assortment 

of double stops to play a variation of the new melodic 

pattern at the pitch level of E. Beneath the violins, the 

solo bass plays fragments of Theme II. In measure 674, both 

keyboards play the same melodic pattern at the interval of 

a perfect fifth. In measure 676, the solo viola plays the 

pattern at the interval of a minor 3rd. Beginning at 

measure 682 the strings combine to play fragments of Theme 

II alternating with the polytonality of the new melodic 

pattern in the marimba and vibes. This process of adding, 

subtracting and juxtaposing different variations of the 

melodic pattern at changing pitch levels continues through 

the conclusion of the development. 

The recapitulation (measure 694) begins when the 

violins recall Theme II (instead of theme I) at its 

original pitch level of E. In measure 724, Theme I returns 

at pitch level F—not the original B. The orchestration of 

Theme I is also modified to also include (in addition to 

both keyboards and marimba) the vibraphones. 

Music during the coda consists primarily of a 

combination of thematic material derived from Theme I, the 
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heartbeat motive chord gesture, and the 7/8 melodic 

pattern introduced in the development. The texture varies 

from thin and transparent to complex polyphony and 

homophony, to soundmass. The rhythmic momentum increases as 

the storm gradually arrives with fury and force. As such, 

each individual instrument is treated as part of the 

approaching storm which moves slowly, then rapidly, slowly, 

then rapidly toward its ultimate destination of the Jordan 

River. 

SCENE COMPLEX # 5: Recitative/Duet & Chorus/Baptism & 

Chorus 

Synopsis 

The celebration and dance ends when a huge bolt of 

lightning strikes! The crowd scatters seeking refuge from 

the dangerous thunder, lightning and swirling winds. 

John's disciples urge him to leave the angry waters of the 

J°rdan River but he insists on remaining for a few moments 

of silent prayer and meditation. 

In a quiet moment of the storm, a voice inquires of 

his prayers. It is Jesus who has also come to be baptized. 

They talk of the power of the water and the coming of the 

Messiah. In a duet, they sing and pray together. Following 

the prayer, John reluctantly accedes to Jesus' request to be 

baptized. 
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During the baptism, the "Holy Spirit"—in form of a 

great tornado—descends upon the water, to anoint Jesus as 

the "Coming One—the Messiah!" When Jesus emerges from the 

depths of the Jordan River, the "new saints" sing praises 

in recognition of Israel's new "Messiah!" The skies open up 

to brilliant sunshine as the storm fades in the distance. 

Discussion & Analysis 

A. Recitative: Tempo moderate/fast; Tonal Region C-sharp, 

E; Measures 802-849 

The first 10 measures of the Recitative are used to 

establish the arrival of the powerful storm. "Storm music" 

is created through repetition and modulation of the "call 

to repentance" leitmotif which serves as a continuous 

backdrop both for the dialogue in the Recitative as well as 

for the prayer/duet that follows (Figure 53). 

FIGURE 53 

In addition to the chord progression, storm music also 

includes sporadic appearances of the lightning motive; 

military figures by the snare drum; a repetitive tritone 
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pattern in keyboard II, timpani, violas, cellos and bass 

violins; variations of the heartbeat motive played by the 

bass drum; the neurosis leitmotif in the lower strings; the 

periodic crash of the suspended cymbals and tam tam; and 

special sound effects created by the keyboard II. 

In measure 812, the texture becomes minimalistic and 

transparent. The metrical organization of the storm chord 

progression is organized in 10/8; the rhythmic pattern 

of 2 + 3 is established and the tempo of the quarter note 

= 120 becomes steady. To symbolize the sound of a steady 

rainfall, the tam tam and suspended cymbals sustain long 

and continuous rolls; the sound of the wind, created using 

the special timbral effects of keyboard II, fades in and 

out. During the wind's silence, there is an occasional 

sound of improvised "big ben chimes" played by keyboard II. 

Neurosis music, the lightning motive, melodic fragments of 

John's theme, and the water motive are all interspersed 

between the dialogue of John and Jesus. The water motive is 

played by the violins at measures 827 and 830; a portion of 

John's theme appears in the violas, cellos, & basses at 

measures 827-829; and in the violins at measures 838—840. 

The neurosis leitmotif returns at measure 843 in the lower 

strings. 

The Recitative ends as Jesus implores John to join him 
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in prayer as they, together, will seek the revelation of 

"God the Father." 

B. Duet & Chorus: Tempo moderate; Tonal Regions C-sharp, G, 

F, F-sharp, D; measures 850-900 

The musical form of the Duet is based on the 

narrative of the "Lord's Prayer" as sung by Jesus Christ 

(tenor). An essential element in the selection of melodic, 

motivic, and harmonic materials, indeed in the 

development of the Duet itself, is the contrast between the 

personalities and personal motives of Jesus Christ and 

John the Baptist, hence a marked difference not only in 

their respective texts but in the musical accompaniment as 

well. 

The Duet segues directly from the Recitative and 

begins as Jesus sings the first line of the Lord's Prayer, 

"Our Father who art in Heaven"(measure 850). The melodic 

line is warm and lyrical, yet bold, carefully developed to 

reveal Jesus' deep sense of conviction—his concern for 

the revelation of unselfish truth. Each strophe of the 

"Lord's Prayer" is set using melodic lines derived from set 

types 0 2 4 , 0 2 4 6 ; 0 2 3 5 ; 0 2 3 4 6 ; 0 1 3 4 ; 0 1 5 ; 0 

1 2 3 6 7 ; 0 3 7 ; 0 2 3 4 6 8 ; 0 1 3 5 9 ; and 0 2 4 5 8 

(Figure 54). 
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FIGURE 54 

Of the sets used in setting the text of the "Lord's Prayer", 

only 3 types have been used in any of the previous harmonic 

and melodic materials: 0 2 3 5, Recitative chord, measure 67; 

0 1 3 4 string ostinato, measure 67; 0 3 7 "call to 

repentance" Act I, measure 126. Thus the sound of the Duet is 

distinctly different from the vocal set type used for John 

the Baptist. 

Jesus' vocal melody is accompanied by the violins; 

violin I doubles the vocal melody in unison while violins II 

play a variation of the melody at the interval of a 4th 

below. The string accompaniment also includes several 

references to the water motive (measures 856-857). The 

soprano and alto voices of the chorus, provide background 

accompaniment as they alternate singing both in unison and 

in canonic imitation (measures 854-863, 882-884, etc.). 
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This warm and undulating melodic and harmonic 

structure is contrasted with the spoken dialogue of John 

the Baptist who, unlike Jesus, does not pray for the 

revelation of God's will, but who in frustration, attempts 

to persuade and argue with God; to demand that he, John, is 

both worthy and willing to assume the role of the "Coming 

One" and is willing to lead Israel in the battle against 

Rome, (measures 852, 857, 866, 872-874, etc.). Each of 

John's spoken outbursts is accompanied by the neurosis 

leitmotif played by the lower strings (measures 851, 854, 

857, 866, 877, 880-886, etc.)* As John's outbursts 

continue, neurosis music grows in intensity. All of this is 

heard against the backdrop of a constantly modulating storm 

chord progression, begun in the Recitative, and the 

recurring special effects of "storm music" created by the 

keyboard and the percussion. The Prayer/Duet ends as John 

cries out, "Anoint me father," while Jesus sings the last 

lines of the Lord's Prayer, "for thine is the kingdom, the 

power and the glory, forever, amen." 

C. Baptism & Chorus: Tempo moderate/fast/slow; Tonal 

regions E, E-flat, C, C-sharp, F-sharp, G-sharp, A, G; 

Measures 900-999 

The Baptism & Chorus is a narrative description of the 

revelation (measures 900-924), baptism (measures 925-939) 
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and the ascension of Jesus Christ (940-1000). The text 

consists of spoken dialogue as John and Jesus discover the 

identity of the "Coming one." The text also includes 

selected Latin words and phrases, which are both sung and 

spoken by the chorus. 

The revelation begins with the introduction and 

repetition of an instrumental "storm gesture." This first 

gesture, in a meter of 7/8, consists of variations of the 

lightning motive played in the violins and violas, loud 

crashes on the tam tam, bass drum, timpani, and roto toms 

and harmonic clusters played by keyboard I using the 

timbre of "London chimes." Underneath, the cello and bass 

play a repeating tritone pattern, (measure 900). 

When the face of Jesus begins to "glow", measure 901, 

the chorus, off stage, sings in quartal harmony the text, 

"who is he the prophet?" The vocal melody is derived from 

the water motive which is played by the violins and violas. 

In the background, the percussion ensemble recalls 

rhythmic variations of the heartbeat motive while keyboard 

II reiterates the "call to repentance" leitmotif. In 

measure 903, the electronic sounds of a "howling wind" 

symbolic of the "spirit of the messiah" is softly 

introduced in keyboard I. The overall texture becomes 

transparent as the soprano and alto voices sing individual 

vocal lines, alternating with the tenor and bass voices. 
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An important climax occurs at measure 915 when Jesus 

requests baptism. Here the vocal the melodic line, again 

harmonized in quartal harmony, soars up to D-sharp as the 

chorus sings the words, "the prophet!" As Jesus begins to 

slowly wade out into the water, the music introduces a 

second "storm gesture" to describe the modulation of the 

storm and hence the imminent arrival of the "spirit" 

(measure 916). This second storm gesture consists of a 

gradual increase in the volume and intensity of the 

"howling wind" in keyboard I, the constant and pounding 

repetition of the heartbeat motive in the snare and roto 

toms, and the frenzied improvised sounds of the chorus 

playing percussion instruments as they emerge from the 

wilderness. Underneath, the violins play modulating 

patterns of the lightning motives while the timpani, cello 

and bass sustain pitches C-sharp, A and B-Flat. 

In measure 920, John receives Jesus into his arms and 

looking toward heaven, prepares for the baptism. In the 

background, the chorus chants in unison, the Latin words, 

Domine...Agnus Dei...Domine.... 

The baptism (measure 925-939) begins with a shout by 

the chorus on the text, "Domine!" Beginning with the cello 

and bass, the strings immediately launch into linear 

variations of neurosis music. Keyboard II plays a 

combination of the "tolling chimes" and the call to 

cxn 



repentance leitmotif while keyboard I plays the sound of 

the howling wind at full intensity. Meanwhile the 

percussion ensemble plays strong repetitive patterns based 

on the heartbeat motive alternating with loud crashes in 

the cymbals, Chinese gong and the tam tam. The chorus 

continues to improvise with their percussion instruments. 

As the immersion continues, the chorus sings the latin 

text m a style of parallel organum. In measure 927, the 

soprano and alto voices sing the text "sanctus" at the 

interval of a perfect fifth. This is followed by the same 

harmonic treatment on the word "domine," sung by the bass 

and tenor voices (measure 928). The vocal texture gradually 

becomes more complex as the short melodic phrases begin to 

overlap, eventually climaxing in complete homophonic 

texture (measure 935). 

The climax of the baptism occurs with the 

introduction of the final storm gesture (measure 936). The 

complete percussion ensemble, including keyboard II, play 

a series of rhythmically controlled patterns consisting of 

groups of septuplets and triplets while the violins and 

violas play new variations of the lightning motive. 

Meanwhile the chorus repeats the latin, '• laudamus 

te....domine...laudamus te...(measure 939) 

The music for the ascension, measures 940-965, 

consists of a series of variations based on a single 
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melodic theme derived from John's principal theme. The 

theme is derived from set type 0157—(used during John's 

dream, Recitative, Aria & Arioso Act I, Figure 55). 

FIGURE 55 

SET TYPE: 0157 
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The ascension begins with a statement of the complete theme 

by the digital synthesizer using a special timbre designed 

to create the sensation of a "space ship" arriving or 

leaving, etc. The broad tempo is designed to reflect the 

gradual awakening to reality of the identity of Jesus 

Christ. m the background, keyboard I continues to play 

softly the "howling wind sound" which softly fades into 

silence. 

The ascension theme begins at pitch level D#, 

modulates to starting pitches of E, D, returning to Eb, E, 

G#, c. Each time it is repeated, the accompanying harmony 

is provided by sustaining the pitches within the theme 

itself, in measures 946, the strings, violins and violas 

join the keyboard to play the theme beginning at pitch 
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level D. The percussion continues to provide quiet 

variations of the heartbeat motive on the triangle, and on 

the rims of the Chinese gong, and tarn tam. 

The final Chorus begins at measure 966 when the tenor 

and bass voices sing the "All alleluia..." using a simple 

melody derived from set type 0 2 6 (John's Aria, Act I, 

Figure 56). 

FIGURE 56 

From measure 966 until the end of the ascension, the series 

of variations are based on modulations and variations of this 

new melodic theme. As the other voices enter, each vocal 

melody is doubled by the strings. 

In addition to the accompaniment provided by the 

strings, the thematic melodic pitch material is also 

contained in both keyboards, the vibraphones, marimba, 

and glockenspiel (Figure 57). 
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As the choral melody modulates to include additional pitch 

complements, the new pitches are added or deleted from the 

melodic choices of the instruments. The first statement of 

the new melody begins at pitch level c. The next variation 

occurs at measure 973 in the alto voices at pitch A using the 

new text, "All through the earth." This is echoed by the 

soprano voices at the same pitch level. The variations 

continue as the bass and tenor voices sing their text at 

pitch level E and are echoed by alto voices. l„ measures 981 

the soprano, using a new text, "to the highest," sings a 

variation starting at pitch class G-sharp. The texture of 

overlapping voices echoing and imitating each other continues 

through the conclusion when the harmony becomes guartal and 

the texture homophonic. 

The work concludes with a return to John's theme 

played by the solo amplified viola. 
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