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PREFACE

Background

The Crucible, Robert Ward’s most well-known and successful work, has been desig-
nated an “American national opera.” Understmdinghowitcmnetobesoregardeden-
tails more than providing definitions of the words “American™ and “national.” Both
terms, and the multitude of socio-political elements included in their definitions, are mat-
ters of ongoing debate among scholars. Applying them to music seemingly exacerbates a
situation already tenuous. The purpose of this study is to investigate Robert Ward’s The
Crucible and, despite the looming pitfalls, offer a possible explanation for the perception
of a nationalistic content.

This dissertation evolved over the course of many years and is the result of my varied
interests in musical aesthetics and philosophy, as well as a fascination with “al] things
American”—American opera, theater, literature, history, culture, philosophy (especially
nationalism), and language—which I have attempted to incorporate into this investigation.
Although such diverse disciplines and interests seemed impossible to combine in a single
study, I began to understand that the “uniqueness™ of American culture and music, and
therelaﬁondﬁpmﬁleirmotsinthe&estheﬁcandphﬂosophicaltenetscfEmopeancuiMe
andanmnsic,couldpossibiyprovidcscmeconnecﬁons betwcendzedisparatecnhmal,
aesthetic, philosophical and artistic media. Specifically, the relationship between two

'meM“m”mmmmiswﬁmmmkwmmm
{or naturalized citizens) whose work clearly follows the traditions of Eurepean art music, both sacred and
secular, Thewrm,ofmse,kbmadem@,mmcrmm,mimkﬂemcmdigmwsmksdthe
Ner&md&u&AmmimMeimmofmuhrm“fo&”m,JmNaﬁwAmmu
music, and music of the Caribbean Islands.
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separate modes of conveying emotion and meaning, “American” English and “American”
music, began to crystallize in my mind as potentially explainable, both on aesthetic and
technical levels, in somewhat of a Hegelian-dialectic fashion involving the synthesis and
ultimate resolution of two disparate elements. The theory resulting from this belief is
that, at least as concerns the operatic genre, perceptions of musical nationalism are in-
timately linked to the music and the specific language used by the composer. If a com-
poser bases an opera on an “American-English” text, the music, itself, may reflect the
syntax and accent patterns of the spoken language. If this holds true, the perception of
ﬂmopmaasaworkof“m&anaﬁsﬁc”musiccwldbem%ﬂmd bymeinmtmﬁonam‘l_
synthesis of music and text.

%ﬁ:thisnuckusofatheowmmnd,lhegmmsearchingAmeﬁcmopemsvdth&xe
goal of finding one that would best exemplify and, hopefully, support my hypothesis. To
this end, a work supervised by Edith Borroff proved most valuable. In this seminal pub-
lication, American Operas: A Checklist,* Borroff offers information (presented in alpha-
betical order by composer) on over four-thousand American operas, composed since the
early days of colonial America, which includes titles, publication information (if any),
and performance dates (if known). With this research tool as a point of departure, to-
gether with further research on American operas composed after the publication of
Borroff’s work, I attempted to identify as many American operas that exhibited identi-
fiable nationalistic traits as possible. In an effort to refine this investigative process, I
devised a system of categorizing American operas by various types of nationatistic
features exhibited. The ten categories included in this classification system are:

*Edith Borroff and J. Bunker Clark, eds., American Operas: A Checklist {(Warren, MI: Harmonie Press,
1992).
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(1) Discovery, (2) American History, (3) Patriotism, (4) Immigration, (5) Nativism,
(6) American Literature--Gothic, (7) American Literature—The Mississippi and Beyond,
(8) American Literature--Colonial America, (9) American Literature--Folklore, and
(10) American Literature--General. This methodology yielded a total of 212 operas that,
to one degree or another, exhibited various aspects of American life and culture. For ex-
ample, in the category Immigration, Douglas Moore composed an opera in 1949 based on
Ole Edvart Rolvaag’s novel, Giants in the Earth (performed in New York City in 1951),
an'agr?ctaleofchdishimmigxantsattermxingto settle the American West during the
nineteenth century. In the category American History, Martin Kalmanoff wrote an opera
in 1975 titled Give Me Liberty or Give Me Death, which was performed in New York
City as part of the U.S. Bicentennial celebrations. Although works such as these offered
possibilities for further investigation, they did not contain enough of the various elements
I wished to examine, One opera did stand out, however, as containing all of the diverse
characteristics mentioned above: Robert Ward’s, The Crucible. In this one opera, ] was
fortunate enough to find a work penned by a well-known, living American composer who
based his work on an acclaimed stage play authored by Arthur Miller, an acknowledged
figure in the world of American letters, An added benefit for my investigation was the
fact that Miller not only took a well-documented event in colonial American history as
the premise for his play, he also paid close attention to the linguistic properties of Ameri-
can speech patterns in its composition. It seemed plausible that, should the theories |
formulated bear fruit, Ward’s Opera was a most likely vehicle for their expression.

Once I had decided upon the existence ofa single American opera that might yield

fertile results in terms of the interrelationship of text and music, I examined Ward’s
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opera with relation to various theories of musical nationalism. During the process, I con-
cluded that the writings on musical nationalism by the German musicologist, Carl
Dahthaus, might possibly be the most applicable to the conclusions I had drawn about
Ward’s The Crucible. This dissertation is the result of these investigations.

Farmat

This study consists of two parts, each with two chapters-—-which will examine The
Crucible from various perspectives, In Part One, Robert Ward, Arthur Miller, and The
Crucible, Chapter I, “Robert Ward: A Biography,” is concerned with Robert Ward’s life
and career, not only the historical facts of his life but also those influences that led him
to consider The Crucible as a subject for musical treatment: his musical education, his
social, political, religious and philosophical beliefs, and his attitude about opera’s drama-
turgical requirements. This chapter also includes information about Ward’s professional
career from an economic standpoint, for without an adequate means to support himself
and his family, the opera could never have been realized. The information here will pro-
vide the most comprehensive biography of Robert Ward yet presented, largely made
possible because of the composer’s prodigious memory and the generous donation of his
time.

Chapter I, “Forging The Crucibie: Play and Opera,” focuses on Arthur Miller’s play
and the opera’s libretto. It is generally assumed that Miiler wrote the play as a reaction to
the hearings conducted in the 1940s and 1950s by the House Un-American Activities
Committee, of which he was an unwilling participant. As will be seen, Miller’s moti-

vations for writing the play were many. This chapter explores not only the socio-political



climate that existed in the United States in the mid-twentieth century but also the histori-
cal background of the Salem witcheraft trials and the religious overtones that intrigued
Miller from an early age. Further discussion mnvolves the play’s dramatic structure,
central themes and characters, viz., those features first commanding Ward’s attention.
An examination of Ward’s personal philosophy and the role it played in his decision to
compose The Crucible leads to an act-by-act comparison of the play and libretto, em-
phasizing the alterations made in order to achieve an appropriate literary vehicle for
musical treatinent.

In Part Two, Towards a Nationally Characteristic Music, Chapter 11, “Questions Re-
garding Nationalism in Music and the Opera’s Reception,” focuses on the concepts of
musical nationalism from a historical perspective. Although the theories of numerous
scholars, composers, and critics have been promulgated, those of the German musicolo-
gist Carl Dahlhaus, and his belief in nationalism as a “post-referential aesthetic fact,”
seem most relevant to the present study. The reception history of The Crucible illu-
strates how it coincides with Dahlhaus’s theories.

Chapter IV, “The Creation of an Idiomatic Musical Syntax: Robert Ward’s The
Crucible,” details Ward’s treatment of text and music. Although this study supports
Dahlhaus’s assertion of a “post-referential” musical nationalism, Ward’s “pre-referential”
treatment of linguistic and musical materials plays a subtle but determinable role in one’s

perception of The Crucible’s as having nationalistic content.



Editorial Procedures

Throughout this study, the effort has been made to effect ease of reading while ad-
hering to the editorial procedures followed in the various source materials cited. For
instance, when applied to musical references, designations such as “Major” and “Minor”
are supplied with capital Jetters in order to distinguish them from their use as adjectives
in a non-musical context. While the published version of Arthur Miller’s play, from
which I worked, designates acts as “One,” “Two,” “Three,” and “Four,” the published
full score of Robert Ward’soPemlabeisthemwithRomanmerals(LlL 1, and IV).
For the sake of consistency, I have chosen to apply the latter designations to both the play
and opera.

The principal analytical discussion offered in Chapter IV, “The Creation of an
Idiomatic Musical Syntax: Robert Ward’s The Crucible,” provides examples from
Ward’s unpublished manuscript drafis compared to corresponding sections of the pub-
lished score. Because Ward’s original manuscripts have faded considerably over the
years and thus relatively difficult to read, I have “digitally recreated” them as faithfully as
possible, although certain alterations were necessitated because of the technical limit-
ations of digital processing. InﬁmseplawswhereWard“cmssedom”someﬂﬁnginﬂle
manuscript, I have placed a series of small “Xs” underneath the words or note-heads to
indicate his intentions. Because the printed score is clear and legible, musical examples
taken from it did not require digital recreation of the type used for manuscript examples.
For examples drawn from the printed score, the most accurate method for reproducing
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faithfully Ward’s intentions proved to be photo reproduction, and this method has been
applied here.”

The labels applied to examples cited in Chapter IV indicate three things: first, whether
the example is drawn from the manuscript or printed score; second, the Act number
identified by Roman numerals; and third, the number of the specific example within that
act, identified by Arabic numerals. For some examples, a further division is indicated by
the use of small letters. For instance, “Manuscript Example II-2b” indicates that the
example is taken from the manuscript, “II” identifies the act from which the example is
drawn, “2” specifies this as my second example from the act, and “b” (if present) indi-
cates that the illustration is part of the larger example (“2”) under discussion. Likewise,
if comparative references between manuscript and score examples require more than one
citation, this alphabetic division is applicable. For instance, “Score Example I-4a” and
“Score Example 1-4b refer to and coincide with “Manuscript Example 1-4.” It is hoped
that these editorial procedures will facilitate the reader’s understanding of the theories

herein offered for their consideration.
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Paul Joseph Kot (1929-2000), a man without peer.
Although diminished greatly by his absence,
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PART ONE

Robert Ward, Arthur Miller, and The Crucible



1. Robert Ward: A Biography

Formative Years

Robert Eugene Ward was born on September 13, 1917 in Cleveland, Ohio, the
youngest of five children.' His gregarious, mild-mannered father, Albert, operated
a successful moving and storage company and his mother, Carrie (nee Mollenkopf), a
loving, nurturing, church-going matron, oversaw of the running of a bustling household
and the raising of her five talented children.” Through the care and affection of his
parents and older siblings in these early, pre-Depression-era years, Ward experienced an
almost idyllic existence.?

Ward’s earliest years approximated those of many middle-class American children of
the era. Like numerous young boys, Ward read about the daring, romantic exploits of
World War I soldiers and pilots, which led to interests in designing, building and flying
model airplanes. Saturday afternoons found the family at movie theaters that offered
first-run silent films combined with live stage shows. The latter often included swing
bands and exposed Ward to the early sounds of Benny Goodman, the Dorsey Brothers,
Glenn Miller and Duke Ellington. Other influences came via the musical interests of his
older brothers and sisters, all of whom who studied piano and/or violin. Growingup ata
time of relatively little music available on radio or through commercially-available re-

cordings meant that music making was largely a home-grown affair for the Ward house-

'See Kenneth Kreitner, Robert Ward: A Bio-Bibliography (New York, New York: Greenwood Press,
1988), 3, hercafier referred to as Kreitner, Bio-Bibliography.
’Robert Ward, 4/l the Things 1've Been: An Autabiography (Unpublished manuscript), 1, Used by Per-
mission, hereafter referred to as Ward, Autoblography. Ward had two older sisters, Rhea and Peg, and
, Older brothers, David and Aibert, ali of whom involved with the arts in some capacity.
Tbid., 1.



hold. At weekend parties, Ward’s older sisters played the piano, and everyone gathered
around 1o sing popular hit tunes of the day, beloved religious hymns or excerpts from
well-known operettas. When radio became a viable medium of mass communication, the
Ward family listened to everything from Amos and Andy, prizefights, and aftemoon base-
ball games, to broadcasts of the Philadelphia Orchestra and Metropolitan Opera. The
entire family experienced live performances by attending the Cleveland Orchestra’s
regular series of children’s concerts, as well as the annual visits of the Metropolitan
Opera.’

From an early age Ward displayed an affinity for all things musical and expressed his
budding talents by participating in various church choral groups and local operetta pro-
ductions, moving easily frem one vocal part to another as his voice changed throughout
elementary and high-school years. At age thirteen he began taking piano lessons but
soon dropped them because of his interests in sports, model airplanes and other similar
adolescent activities. As he progressed through high school Ward grew more fond of
music by exposure to new genres of vocal works, including madrigals, a repertory that
opened new vistas of musical coloring for him. During his junior and senior years in
high school, Ward began studying harmony, which led to his first attempts at com-
position. His brother Albert, who was on staff at the Cleveland Playhouse, asked if
Rabert could compose some incidental music for a play, an offer Ward enthusiastically
accepted and an experience to which he attributes his later interest in opera and dramatic

music. As a result of this initial foray into the world of dramatic music, Ward began to

.
1bid,, 3.
“Ibid., 2. Although a most able pianist, Ward believes his keyboard proficiency could have been consider-
ably better had he continued his carly lessons,

3



compose other songs, stylistically influenced by brief examples of Stravinsky, Ravel,
Debussy and Hindemith offered in his harmony textbooks.”
By observing his parents, Ward began to understand the intricate concepts of human
nature and social interaction that have remained with him. As he recalls,
Parental discipline was never oppressive in our home. High

standards of conduct prevailed and were exemplified in the actions

of my mother and father. I remember only once when, for what in-

fraction of the rules I can’t recall, my mother insisted that I be swit-

ched by my father. Afier cutting a very small switch from a tree in

the yard Dad took me into a small hallway to administer my punish-

ment. After the first stroke he struck the door-jam before the switch

reached my backside. The switch broke, Dad banged his knuckles

and cried, “Oh, pshaw,” his strongest expletive. Thus ended my

punishment.®

Ward’s religious education began when, as a child, he attended the Miles Park

Presbyterian Church in Cleveland, Ohio, with his family. He remembers the minister,
Reverend Peter Macauley, as an unsanctimonious, down-to-earth man who exemplified
the more humanistic side of Christianity. Sunday services and church-sponsored social
events became mainstays of Ward’s early life, and he describes these activities as a
“consistent influence.” The teachings of liberal American Protestantism remained with
Ward until high school, when he began to question the “mythological” aspects of

Christianity.’

The Great Depression and Its Effects
As with many American children of the era, the innocence of childhood came to an

abrupt end for Robert Ward with the onset of the Great Depression. It was during these

"Ibid., 3-4. Only major works will be cited here; complete catalogs appear in various other sources, all
listed in the Bibliography.

*bid., 3.

*Ibid., 1.



years that, listening to his older siblings discuss such things as bread lines, labor unions,
socialism and the perceived failure of capitalism, Ward first began to form the political
and social views that eventually found expression in much of his music, especially the
dramatic works. '

Ward’s parents and siblings did their best to shieid him from the economic and social
upheavals caused by the Depression. Ward recalls an evening when his father retarned
home from his rounds of bill collecting empty handed. Although he did not realize it at
the time, Ward’s father avoided bankrupicy only because Robert’s brothers and sisters,
all college graduates, still lived at home and contributed to the family income. Ward’s |
sisters taught in the public-school system and his brother, David, who earlier had grad-
uated at the top of his class from the Cleveland School of Architecture, worked for one of
the city’s finest firms, but that was in 1929, By 1930, the nation’s economy and his
brother’s professional world collapsed. From listening to his brother’s discussions with
friends about the apparent failure of capitalism and the seeming inability of democratic
government to solve the problems, Ward began to understand a need for social justice
and governmental responsibility. !

It was also during this period that Ward decided to become a composer. For Christ-
mas in 1933 he asked for books on orchestration, form and harmony. With these to assist
him, Ward began to understand more clearly the harmonic vocabularies and formal struc-
tures of the great composers. Two years later he received his diploma from Cleveland’s
John Adams High School, having already decided that the next step towards realizing his

goal of becoming a composer was to attend the Eastman School of Music.'? Before

“Ibid,, 4.
ibid,
"’Ibid., 5. Ward’s mother was a church organist and fully appreciated the talents and aspirations of all her
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applying to Eastman, Ward decidedtospendayearworkingasacopyistinorderto
spend more time practicing piano and composing vocal works that he could use as
college application pieces. In 1935 an event occurred that almost derailed his budding
compositional aspirations. Because of his excellent grades in school, a law firm in
_Cleveland offered to underwrite the cost of Ward’s college and law-school educations.

If Ward had accepted this opportunity, it would have substantially relieved his parents’
anxiety over paying for his continued education. But because of his desire to compose,
Ward found that he could not accept this offer in good conscience, and the following year
he was accepted as a composition student at the Eastman School of Music. ¥

Higher Education—~Eastman and Juilliard

Ward’s education at Eastman combined required course work with healthy doses of
self-instigated investigations into various subjects. As a freshman, he studied theory with
Irwin McHose, music history with Warren Fox and composition and orchestration with
Bemard Rogers. In order to acquaint himself further with the craft of orchestration, he
attended rehearsals of the Eastman Orchestra conducted by the school’s director, Howard
Hanson. For the required performing ensemble, Ward sang in the school’s chorus, where
he became familiar with many of the standard works for massed voices. His parents’
difficult financial situation during these years meant that Ward needed to find employ-

ment while attending school. F ortunately, he secured a position at the Sibley Music

children, but Robert’s decision to become a composer during the econoinic ravages of the Depression is
remarkable considering the fact that his father possessed only a sixth-grade education and had relatively
little appreciation for the arts. As Ward notes, however, his father fully supported and funded the
childrens’ educational and professional ambitions. Robert was an excellent student and was graduated
from high school a year early, in 1935.

“Ibid., 5-6.



Library, where he thoroughly immersed himself in the pedagogical luxury of the num-
erous scores and recordings at his disposal. Ward’s course requirements also included
studies in English literature, a subject in which he became so enthralled that he minored
in it, going well beyond the basic requirements.™

During his first year at Eastman, and in the subsequent summer vacation, Ward ex-
panded his compositional horizons. Until this point he concentrated mostly on songs for
solo veice with piano accompaniment, but now he began to think in terms of instrumental
genres. He commenced work on his I* String Quarter (1937)"° and an orchestrated set of
two songs collectively titled Fatal Interview (1937), based on poems by Edna St. Vincent
Millay and originally set with piano accompaniment. The orchestrated version eventually
became a means of early recognition for the aspiring young composer, as it was one of
the works chosen by NBC Radio for broadcast by Howard Hanson and the Rochester
Civic Orchestra. Its success inspired Ward to make initial attempts at writing a sym-
hony, a project he diligently pursued over the course of the next two years, only to dis-
cover that he was not yet up to the task. With a better understanding of his abilities and
limitations, Ward continued writing solo songs and also began to compose small-scale
piano works and choral settings.'¢

At Eastman, Ward found that his intelligence, easy-going manner and friendly de-
meanor earned his classmates’ admiration. He was elected Treasurer, Class President
and, eventually, President of the Student Association. The duties of these posts enabled

Ward to exercise his social and political beliefs formed during the Depression years--

“1bid., 6-9.

BRobert Ward, Personal Interview, December 28-30, 2004, Used by Permission, hereafter referred to as
Personal Interview. Not to be confused with his kater First String Quartet of 1966, published by
Highgate Press. This preliminary effort was subsequently withdrawn from Ward’s catalog of works.

*Ward, Autobiography, 9-10.
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responsibilities that also whetted his appetite for administrative and leadership/service
positions, the very things that would assist him in his later career.!”

As a student at Eastman, Ward was responsible for making all the decisions governing
his life. He lived alone in a Rochester hotel room and, for the first time, experienced
loneliness. He attended church on Sundays to fill the void in his life but found the ser-
mons uninspiring and social life unfulfilling. Ward soon discovered that religion an-
swered few of his questions and began to reconsider what he truly believed. Afier classes
he took long walks around the city, contemplating such dilemmas as “good versus evil in
an imperfect world.” While crossing a bridge one evening, Ward stopped to gaze down
at the river below. At that moment he experienced what he describes as an “epiphany:”

It seemed to me that there was no proof, one way or the other,
of the certainties which were preached. One simply had to have
faith in whatever one believed. And since I had no intention of
making a career out of evil, I must make one out of whatever I
saw as good... If I didn’t take the course of having faith in what
I'believed as good, then life had no point at all, and T should throw
myself into the water below. These thoughts somehow settled my
religious questioning, and only many years later have I more clearly
defined and extended my belief.'®
Ward came to believe that references to God actually allude to “good behavior,” and that
the principle of the Golden Rule was an infallible guidepost for human relations.'”
According to Ward,
The well-known Bible stories were pleasant history but the myth-
ology which had been propagated about Jesus’{s] life began to
come into question from then on. The virgin birth seemed as reason-
ably explained in Robert Graves’[s] ‘Jesus, the King’ as in any other

source. Jesus’[s] profound sensitivity and love toward his fellow
men and women... were for me... the basis of my admiration for

hid.
Bhid., 8.
Plbid.



the man... I do not believe in the Resurrection. Jesus’[s] afterlife
is the survival of the humanitarian ideals for which he stood.2°

Ward was interested in history, philosophy, sociology, psychology and science in
general, and his investigations into these areas of knowledge affected his religious be-
liefs. When he read about the religions of India, China and the Near East, Ward dis-
covered that his Presbyterian upbringing had not prepared him for the diversity of
philosophical beliefs encountered. He found it comforting to realize that the funda-
mental ethical principles of Judeo-Christian philosophy are present in religions that
predate the Christian era, a fact reaffirming many of his own conclusions.?! He inves-
tigated the political and social philosophies of Aristotle, Abelard, Giordano Bruno,
Washington, John Adams, Jefferson, Lincoln, Eugene Debs, Karl Marx, Ghandi,
Theodore Roosevelt, Franklin Delano Rooseveit, Thorstein Veblen and Bertrand Russell.
What Ward learned from these authors led to his embracing a philosophy of socialism
and pacifism colored with a HindwBuddhist outlook 2 As he recalls,

I concluded that the reasonable explanation of being is that matier,
space and time are infinite. Every aspect of being is perpetually
changing. Those aspects which we deem ‘good’ or *evil” are depen-
dent one upon the other as are positive and negative charges and are
choices and changes. The degree of freedom he possesses in making
these choices is directly proportionate to the degree in which they are
in accord with the choices of other living complexes and the environ-

ment around him... Death is the moment when a living form breaks
down and freedom to function independently ceases. The atoms

whichmadem)thecomplexdispersetmtﬂtheyre-emergema
new living complex.”

1bid., 123.
“bid., 104.
1bid., 12, 123.
Bbid_ 123.



During his final two years at Eastman, Ward studied composition with Howard Han-
son, while his extracurricular activities included summertime participation at the Mac-
Dowell Colony in Peterborough, New Hampshire, and attending various music festivals
throughout the nation. By the time Ward received his Bachelor of Music degree from
Eastman in June, 1939, he had long since decided to pursue further studies at Juilliard,
where he had been accepted into the graduate composition program.2*

Ward’s political views were further affected by the social and economic conditions of
the era. Ward befriended many people who shared his attitudes about social and political
matters. They often met informally to discuss the effects of the Depression on their lives
and the alarming political events taking place in Europe. He became leftist and pro-
Russian but, unlike many of his friends, never advocated communism, unable to accept
the idea of a dictatorship. This belief became all the more clear to Ward during the sum-
mer of 1939, the year he received his degree from Eastman. In August, 1939, the signing
of the “Nazi-Soviet Non-Aggression Pact” (also known as the Molotov-Ribbentropp
Pact) appalled Ward because of its implications for the rise of dictatorial governments
and the resulting threat to world peace.” A week after the Nazi-Soviet Pact was signed,
Germany invaded Poland and the world exploded into armed conflict. Within three
years, Ward’s religious, social, and political views would be tested in the crucible of war.

Ward’s first graduate year consisted of difficult but interesting work, forays into new
career fields, and a continued interest in political and social matters. He studied fugue
and orchestration with Bernard Wagenaar and composition with Frederick Jacobi, who

instructed Ward to study and analyze the phrase structures and harmonic practices of

*1bid., 10-12. Atdlmﬁmeaﬂsmdenﬁaccepmdaﬂm}ﬁmﬂwmgmmdﬁmmm,afaamm
2gliving and studying in New York City possible for Ward.
Thid., 12.
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Mozart, Haydn, Schubert and Stravinsky. During this same year, Ward received his first
academic position, at Queens College, where Joseph Machlis mentored him in teaching
music appreciation. In his second year at Juilliard, Ward decided to double-major in
composition and conducting and studied with Albert Stoessel and Edgar Schenkman in
the orchestral conducting program. During his second year teaching at Queens College,
Ward attained the position of Assistant Professor.?’

Through his association with Jacobi and a burgeoning friendship with Aaron Copland,
Ward became involved with the League of Composers and its journal, Modern Music, for
which he became a reviewer. Ward soon studied with Copland at the Tanglewood Music
Festival, where fellow students included Lukas Foss, Norman Dello Joio and Leonard
Bemstein.”’ Of his compositional studies with Copland, Ward recalls,

As a teacher Aaron was remarkable in his ability to zero in on
a student’s central weakness. Almost immediately he made me

aware of the handicap which working at the piano was for me.
“Your ear and sense of the orchestra are good but your limitations

at the keyboard cramp your imagination.” .., He also advised a
study of Beethoven’s sketchbooks. This counsel proved worth

the summer. Sketching away from the piano and at the same time

getting away from the sound of rehearsals or practicing on the

grounds of Tanglewood was impossible. The porch of the boys’

school dormitory where we lived... proved ideal however. It was

a new experience and a difficult one for me, but how rewarding!?®

At Tanglewood that summer Ward also arranged a luncheon in an unsuccessful at-

tempt to reconcile the long-standing differences between his two mentors, Aaron Copland
and Howard Hanson. Both may have had similar aesthetic ideas about the formal and
stylistic properties of music, but they had never formed more than a polite, uneasy

toleration of each other,

bid., 12-17.
hid.
*fbid., 17.
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Between the two men there might have also been the antipathy
which Hanson, A Republican WASP, felt toward Aaron, whom

he viewed as a Jewish, homosexual Communist. The lunch was

a bit stiff and the conversation remained on the surface. My hope
was that these two men would find their common ground and enjoy
the occasion, but it didn’t happen.?

In addition to his studies and professional activities, Ward always found time for po-
litical involvement. At Eastman he had found common ground with many of his class-
mates and younger faculty members who were also attracted to the socialistm
ostensibly being espoused in communist Russia. But during his first year at Juilliard,
news of the war in Europe modified Ward’s views. Although his sympathies for
Russian-styled socialism somewhat abated, his views against Western European colonial-
ism remained. Ward also considered himself a conscientious objector based on political
and humanitarian grounds, but after hearing accounts of Nazi-occupied Europe from the
many refugees flooding into New York, he found such views increasingly difficult to
justify.*

This period was personally and professionally satisfying for Ward. Through his stud-
ies at Juilliard and Tanglewood, Ward was solidifying his compositional style and tech-
nique; and with his newly-found abilities as a conductor, he led the premiére of his First
Symphony with the Juilliard Orchestra in 1941, which won the Juilliard Publication
Award.> Ward had also become an effective and successfil young college professor
whowasbeginningtor&eﬁn'oughmeacademicranksatQuemsCoﬂege. He had be-
friended and worked with some of the most respected figures in the world of American

music, the political situation in Europe was little more than a matter for lively debate, and

*Ibid,, 18.
*Ibid., 15.
YKreitner, Bio-Bibliography, 3.
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Division was issued cold-weather gear for their new duty station--the Aleutian
Islands.

After landing in the Aleutian Island chain, Ward’s unit had little to do in the way of
playing concerts and raising morale~their duties were of a far more serious nature. The
many casualties suffered by U.S. troops required that the band members temporarily
serve as medical aids. The injury and death Ward witnessed there was his first, but
mxfoﬂmmdymthislast,cxpaiencewithhmansuﬁ‘mingonsnchawideandhn—
personal scale. When they were again able to perform their musical duties, the band
members set up in remote, forward positions where fierce fighting was either on-going or
had recently taken place. One of Ward’s most vivid memories of the war was seeing the
glazed stares and expressionless eyes of men who had witnessed the horrors of combat
“come back to life” hearing his intrepid little band playing favorite swing tunes. For-
tunately for Ward and his fellow musicians, the cold, bleak climate and harrowing com-
bat conditions of the Aleutian campaign was about to be replaced with much more
agreeable surroundings, >

In August, 1943, Ward and the 32™ Infantry Band were transferred to Schofield Bar-
racks at Pear] Harbor, Hawaii, and they combined with another regimental band to form a
new, larger Division band, assigned to play dances and concerts for USO shows, hos-

pitals and other units that had no band of their own. At one concert Ward noticed an

2Ward, Autobiography, 17-21. The Japanese invaded the Aleutian Island chain on June 2, 1942, as a
diversionary tactic designed to draw attention away from their assault on Midway Island that took place
two days later. Afier their failed attack on Midway, the Japanese remained in the Aleutians, waging a
defensive campaign, hoping to prevent the Allies from invading Japan via the Aleutian Islands. This
strategy was successful to some degree; but the two Alfied commanders of the Pacific Theaters of
Operation, General Douglas MacArthur and Admiral Chester Nimitz, essentially bypassed the Aleutians
mdadvmmd&wmds&c]apmeseMmhhndsM&eSou&demﬂﬂP&iﬁcmgiommwM
has become known as the “Island-Hopping Campaign ”

*Ibid., 21-23.



attractive Red Cross worker helping to set up the stage. Although there were hundreds of
eligible men for every woman, Ward decided to throw caution to the wind and asked for
Mary Benedict’s phone number. She gave it to him, and thus began an intimate, loving
relationship that has lasted throughout the years.”* Because of the uncertainties of war,
Ward had always resisted the idea of marriage, but the prospect of marrying Mary over-
came all concerns, and the couple were married on June 19, 1944, less than two weeks
after D-Day, the Allied invasion of Europe. When Mary became pregnant, Red Cross
policy dictated that she return to the United States. At the same time, Ward’s Division
participated in the “Island-Hopping Campaign” that was designed to set the stage for the
final Allied thrust into the Japanese home islands. In their new assignment, the band
continued to play morale-building concerts for the fighting troops, and Ward even found
time to compose. During periods of relaxation on the islands of Leyte in the Philippines
and Okinawa, Ward composed the Adagio and Allegro (1944) for large orchestra and
Jubilation, an Overture (1945).

Although usually assigned to non-combative roles throughout the war, Ward and his
men often found themselves in the midst of dangerous and potentially deadly situations—
events that would help shape Ward’s future views of the world. One such incident took
placeonLeyteIsland,wherehehadardcrstotakeasmaﬂ,almedpatrolofhismenand
flush out a Japanese soldier hiding alone in a foxhole. Upon pacifying the hapless enemy
soldier, some of the men wanted to shoot him, but Ward intervened and ordered them to

hold their fire. They took their prisoner to the Division’s intelligence unit where he duly

*Ibid., 23-26. Personal observation reveals that afier almost sixty years, the marriage of Robert and Mary
i Ward is intensely supportive and loving.
Thid.
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cooperated and revealed the location of his entire unit. This led to a heavy bombardment
of the location and the probable killing of many Japanese soldiers. As Ward relates,
For me there was a cruel irony in the sequence of events. My

commitment to the war was complete yet I could never feel any

hatred toward individual soldiers who opposed us. If I had come

under direct attack I would have used my rifle as effectively as pos-

sible. But 1 was happy to have prevented the killing of an enemy

who was surrendering. The irony of the situation was that perhaps

the saving of his life may have resulted in the death of many -of his

comrades under our bombardment. Terrible are the fortunes of war. 3

' Also while stationed on Leyte, in March, 1945, Ward received news from his wife in

Florida that their first child, Melinda, had been born. Soon thereafter he and his Division
were sent to Okinawa to begin the assault of the Japanese home islands. Ward and every-
one else aboard the transport ships expetienced moments of sheer terror as Japanese
Kamikaze pilots desperately attempted to repel the invading American forces. In early
August, 1945, American and Allied forces, poised to continue their attacks into the heart
of Japan, received news of the bombings of Hiroshima and Nagasaki, resulting in the
cessation of hostilities.”’

While stationed in Seoul, Korea, at the end of the war, Ward’s band performed for a
group of British officers who had recently been released from Japanese internment
camps.*® The sight of these men, many more dead than alive, reaffirmed his belief that
all people be responsible for the welfare of others, and with the abrogation of that res-
ponsibility, profound and needless suffering ensues. According to Ward,

TTwwaryeamhadbroadenedanddeepenedmypmspecﬁveson
life. Sharing the grim realities of war with men from all the di-
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vsrsepeoglm ofAmexicaaddcdancwdimcnsionmmysocial
concerns.”

Within a few months, Ward was mustered out of the Army and reunited with his wife
and new daughter, as well as his parents and siblings at the family home in Cleveland,
where they spent the Christmas holidays.*® In January, 1946, Ward and his young family
were back in New York City so that he could complete his last semester of graduate work

at Juilliard. He received his Master of Music degree in the early summer of that year.*!

'Professional and Family Life

The problem of making a living and supporting a growing household as a composer
was now a concern for Ward. Many twentieth-century composers, including Paul Hinde-
mith, Vincent Persichetti, Walter Piston, and Amold Schoenberg, became full-time edu-
cators to meet their financial needs. Others, notably Aaron Copland and Igor Stravinsky,
avoided such careers. While Stravinsky astutely and successfully secured performance
rights for his compositions, Copland spent his early years living a rather modest life,
writing prose works to supplement his income from composition. Ward’s desire was to
insure that, in whatever occupation he engaged, his contracts provide adequate time for
him to compose.*

Unlike the pre-war years in which jobs were relatively scarce, the booming American
post-war economy made jobs plentiful. Douglass Moore, Music Department Chairman at

Columbia University, invited Ward to teach several classes and direct the university

*Ibid., 29.

“Ibid., 27-29.

“1bid., 29-30.

“Personal Interview. Ward discussed the times he went to visit Copland in his New York City loft and
related bow it was a rather modest dwelling, just farge enough for Copland’s piano, some bookshelves
and other “small pieces of furniture.”
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band. Edgar Schenkman also arranged for Ward to be hired as a conducting teacher at
Juiltiard.* Ward taught at Columbia from 1946 to 1948 and at Juilliard from 1946 to
1956, and in 1955 he became assistant to the president, William Schuman, in which
capacity his duties included heading the newly-established Development Office and
overseeing fund-raising activities.* Ward’s first Juilliard contract (1947) allowed him
sufficient time to compose and paid him the yearly sum of $3,500.%° An additional
$1,000 grant from the American Academy and Institute of Arts and Letters™ assured an
income far exceeding that of the average U.S. worker. Although it did not allow for a
lavish lifestyle, this income provided Ward and his growing family an adequate level of _
comfort.®

In addition to securing academic appointments, Ward began to receive increasing
public interest in his compositions. His pre-war First Symphony and Jubilation, an
Overture became popular with many of the city’s conductors. As a result, new com-
missions were forthcoming, the first of which was the Second Symphony (1947), com-
missioned by Hans Kindler and the National Symphony Orchestra. After a successful
premiere in Washington, D.C., in 1948, the work was performed the following season by
Eugene Ormandy and the Philadelphia Orchestra. The Third Symphony, commissioned
by William Strickland and the Friends of Dumbarton Oaks, appeared a few years later

“Ward, Autobiography, 29-37.

“Charles Patrick Woliver, “Robert Ward’s The Crucible: A Critical Commentary.” (Unpublished D.M.A.
Dissertation, The University of Cincinnati, 1986), 3, hereafier referred to as CPW, “The Crucibie”
{Dissertation),

“Ward, dutobiography, 30-31.

“Ibid., 32.

“In 1947 the average U.S worker’s salary was $1300. In this regard see, Glenn W. King, General
Supervisor, Statistical Abstract of the United States 1990 (Washington, DC: U.S. Government Printing
Office, 1990), 428. When viewing the salary figures as reported in this work it should be kept in mind
that they refer to full time, part-time, seasonal and minimum wage employees in all career fields.

“Personal Interview. See also Ward, Awtobiography, 31-32.
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income relative to the rest of the nation.*® Two years later Ward established a devel-
opment office at Juilliard. These new duties demanded more of his time, so he resigned
his position at the Third Street Music School Settlement. Despite the loss of earnings
from leaving the Settlement position, his income increased slightly, from $8,300 to
$8,500 per year. From 1948 through 1955, a part-time position conducting the Doctor’s
Symphony of New York aiso brought Ward a small amount of additional earnings.”’

During the 1950s, new opportunities in arts management and administration came to
Ward as he served on the boards of the Alice M. Ditson Annual Festival of Contemporary
American Music at Columbia University, The American Music Center, the Composers
Alliance/Recordings Inc., The American Symphony Orchestra League, The National
Opera Institute, the Martha Baird Rockefeller Fund for Music, and subsequently, on the
panels of the American Academy of Arts and Letters, The Pulitzer Prize for Music, Opera
America, and the National Endowment for the Arts. Ward’s affiliations with these organ-
izaﬁousbmghtlﬁminmpmfessionalmntammsuchlmimﬁesmﬁxewoﬂdof
American music as Elliott Carter, Henry Cowell, Douglass Moore, Vincent Persichetti
and Wallingford Riegger. His years at Juilliard also brought him into association with
well-known international composers such as Benjamin Britten, Darius Milhaud and
Francis Poulenc,*®

As Ward built his career and raised his family after the war, he also maintained an ac-
tive interest in world affairs. He was deeply disturbed by the government’s takeover of

atomic research and development, fearing that military priorities would overshadow the

**The average worker’s income for that year was $1700. See King, Statistical Abstract of the United States
1990, 428.

SPersonal Interview.

*Ward, dutobiography, 35-38.
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benefits that might be derived from peaceful applications of nuclear technology. He
was also troubled by the “witch hunt” carried on by Senator Joseph McCarthy and the
House Un-American Activities Committee in the 1950s. Though never called to testify
before the Committee, as were many of his more unfortunate friends and colleagues,
Ward maintained his leftist/socialist views and remained in complete sympathy with
those who dared openly defy Senator McCarthy, although he realized it was a dangerous
stance to take.” Ward also saw troubling parallels between America’s refusal to join the
League of Nations following the First World War and what he considered a general re-
treat from the ideals of the United Nations after the Second World War. He hoped that ’
America’s oversight of Japan’s reconstruction, the Marshall Plan for rebuilding Europe,
and President Truman’s stance against the spread of Communism would keep the world
he came to definite conclusions about the nature of society and humankind’s place within
it. As he recalls,
Each living complex chooses... how to act to survive and enjoy
the best life. Out of the reflections of my experience of life I have
arrived at certain conclusions.
Life is best in a society governed by laws which protect life, lib-

erty and property [and] created by citizens of the society. Land

which is part of the Universal whole should be communally owned

and only available for occupation and use by an individual or group

during its life span and be subject to such restrictions as the society

may impose. Individual’s privacy should be protected to the extent
that any action involved is not harmful to others.*

*Personal Interview. Ward feels he was probably too young at the time to be called before the House
Un-American Activities Committee, as most of those summoned were older. More importantly, he did
not fear being subpocenaed because he had (and has) never Jjoined a socialistic political party.

“Ward, Autobiography, 124.
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Ward’s philosophy also mirrors George Washington’s ideal of good government as ex-
pressed in his Admonition to the States of 1783. With only slight changes in Washing-
ton’s wording, Ward’s beliefs, cited herein, reflect a relatively global viewpoint:
There are four things which are essential to solve present con-

flicts and bring lasting peace to the peoples of the werld.

1%. An indissoluble union of the nations under one Federal Head,

2™ A sacred regard to Public Justice,

3% The adoption of a proper Peace Establishment, and

4™ The prevalence of that pacific and friendly disposition among

the Peoples of all nations, which will induce them to forget their local

prejudices and policies, to make those mutual concessions which are

requisite to the general prosperity, and in some instances, to sacrifice

their individual advantages to the interests of the World Community

of Peoples.”!

With this Admonition as a model, Ward believes the government of the future should
be a “One World Socialist Democracy” (with present-day Sweden as the closest approxi-
matien of his vision), but he is under no illusion that such a system will be in place any
time soon.”? As Ward states, “the path to the achievement of such a state will be tortuous
and will require a great educational effort and patience,™

As the reference to George Washington indicates, Ward envisions a global system of
government based primarily on the American democratic ideals of individual rights and
responsibilities, social justice, and government institutions answerable to all its citizens.

To many music critics, Ward’s compositions reflect this philosophy, and they consider

“'Tbid. As related by Ward in his autobiography, Washington®s 1783 ddmonition to the States teads, in
part: “There are four things, which I humbly conceive, are essential to the existence of the Unites States
as an independent power; 1*Y. An indissoluble union of the States under one Federal Head, 2°%. A sac-
red regard to Public Justice, 3. The adoption of a proper Peace Establishment, and 4™, The preva-
lence of that pacific and friendly disposition among the Peoples of the United States, which will induce
them to forget their local prejudices and policies, to make those mutual concessions which are requisite to
the general prosperity, and in some instances, to sacrifice their individual advantages to the interests of
the Community.”

“Personal Interview.

“Ward, dutobiography, 123-125.
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his work to be both “American” and “optimistic.”* Ward agrees with this assessment
and considers himself an American “nationalist” compeser.”® As he relates, this self-
assessment is “not a result of conscious effort on my part but rather the result of growing
up surrounded by the boundless advantages of American musical life and the rich en-
vironment of my home and our great country.™® If Ward’s music is both reflective of his
values and “American nationalist” in character, it very well may be in his staged, drama-
tic works where this characteristic becomes most evident; as he has stated on numerous
occasions, in order “to understand composers’ deepest beliefs, one should study the texts

of their vocal works where in the fullest measure they reveal themselves.™’

Ward’s First Opera

By 1955, Ward decided his compositional skills had developed sufficiently for him to
attempt the writing of an opera. In order to begin, he needed to find subject matter that
would provide the musical, non-musical and dramaturgical possibilities he desired, and
the collaborative services of a sympathetic librettist. Ever since Ward had met Bernard
Stambler, one of his Juilliard colleagues who taught in the school’s Academic Depart-
ment, he knew he had found the right librettist. From the beginning there was a com-
plete meeting of the minds, aﬁdtheysetaboutthetaskofﬁﬂdinganappropﬁatesubject
for their first joint venture. Ward soon came upon Leonid Andreyev’s play, He Who Gets

Slapped (1916) and urged Stambler to read it. Although both were excited about the

“See Chapters Il and IV infra.

“Personal Interview.

“Ward, Autobiography, 125.

“Ibid., 47. Not all composers would agree with this statement. Ward has always taken great care to find
the right words to convey his beliefs.

“For a biographical sketch of Bernard Stambier see Appendix C. Ward joined the Juilliard faculty in 1946,
and Bernard Stambler joined a year later. The two would have miet, ostensibly, at that time, but it was not
until 1955 that Ward decided to attempt writing his first opera.
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work’s colorful setting and taut, engrossing drama, a problem existed. In the original, the
main character, He, a circus performer and idealist, and Baron Regnard, his rival in love,
murder Consuelo, the heroine of the tale. Regnard and He then commit double suicide in
order to see who can be the first to reach Consuelo in Heaven, Ward and Stambler de-
cided to rewrite the finale in a manner compatible with their beliefs about the nature of
human relationships. Fortunately, there was no copyright agreement between the U S.
and Russia, and they were free adapt the story any way they chose. Although retaining
Andreyev’s originat title, they changed the name of the main character, from “He” to
“Pantaloon,” which they felt better described his occupation as a circus performer,” and
decided such an individual could not commit murder and suicide. But they also felt it
necessary to keep the tragic nature of Andreyev’s original, so they wrote a bittersweet
dén@uemeﬁin»vhichﬂmhemimnﬂtﬁnatelyrejects Pantaloon, who is forever resigned to
being “He Who Gets Slapped.” This ending better suited both Ward and Stambler,
neither of whom believed in the kind of heaven and afterlife that the original play
assumed. It also reflects Ward’s conviction that human beings have responsibilities to
one another which, when ignored or overlooked, can have tragic consequences. In May,
1956, He Who Gets Slapped was premiered by The Juilliard Orchestra and a cast of

local professionals in New York City. The favorable critical response received for
Ward’s and Stambler’s first collaborative effort gave them enough confidence to continue
their association.”” Before beginning their next operatic venture, The Crucible, Ward’s

career took a dramatic shift in direction.

“Although Ward does not mention it in his memoirs, this decision follows in the “tragic clown” tradition
of I Pagliacei, Petrushka and Pierrot lunaire, all loosely based on the Commedia dell’ arte stock
characters, Pantalone and Arlecchino.,

"Ward, Autobiography, 40-42,
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A New Career—The Publishing Industry

Ward’s earlier positions in student government helped him develop a keen sense of or-
ganization and a flair for administration, skills that made it possible for him to increase
his eaming capacity. In 1956 John Kernochan, a law professor at Columbia Law School,
inherited Galaxy Music Corporation from his father, Marshall Kernochan. To Ward’s
surprise, Kemochan asked him to reorganize and head the company’s day-to-day oper-
ations as Executive Vice-President and Managing Editor. Ward agreed, but with the
proviso that the duties not sericusly curtail his composing. The obliging Kernochan
promised Ward ample staff assistance and no regular office hours, provided he fulfill
the responsibilities of the position.”' Another unique feature of this contract was the fact
that it was non-exclusive. Ward was free to pursue any business venture he desired,
musical or non-musical, as long it did not conflict with Galaxy’s interests.”

When Ward assumed the position at Galaxy Music Corporation, its catalog consisted
almost entirely of vocal music, a fact that reflected the interests of the former owner,
Marshall Kernochan, a composer mainly of songs and choral music. Aside from vocal
works, a relatively small amount of variety resulted from Galaxy’s role as the American
agent for Stainer & Bell and Elkin music publishers, both London-based firms offering a
greater variety of music. Ward and his staff met extensively with representatives of both
companies to formulate sweeping changes in Galaxy’s organization, business practices

and editorial policy. These changes, along with increased capital from the new owner,

"i1bid.
"Personal Interview.
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soon put Galaxy Music and Highgate Press, its newly reorganized, London-based, BMI
affiliate, on a solid business footing.”

As operational head of Galaxy Music Corporation, Ward earned five times the nation-
al average.”* In 1956 he made $10,000, a figure that rose to $15,000 a year by the time
he left to become President of the North Carolina School of the Arts in 1967. During his
final year at Galaxy, Ward received his third Guggenheim Fellowship, and Kernochan
granted him a leave-of-absence that enabled Ward to concentrate fully his efforts on com-
posing. The fellowship’s $15,000 stipend”® substituted for his salary at Galaxy and kept
him at the same level of income proportional to the national average.”® Ward also real-
ized an added financial benefit during his years at Galaxy, the opportunity to see first-
hand which types of compositions were most commercially viable, such as high-school
band and choral works. He used this practical knowledge to enhance his eaming power
by tailoring some of his own compositions to meet the needs of these more lucrative
markets.”’

Ward found time to maintain a regular schedule of composition during this period and
wrote such works as When Jesus Rode into Jerusalem (1956), The Wondrous Night of
Christmas Eve (1957), Prairie Overture (for band, 1957), the Fourth Symphony, which
was premiered in 1958 with the composer conducting the Musical Arts Society of La
Jolla, California, Hymn and Celebration (1962), Night Fantasy (1962), Music for a

Celebration (1963), Let the Word Go Forth (1965), and the First String Quartet (1966).

BWard, Autobiography, 44. One of the firm’s editors was the British musicologist Thurston Dart who, at
the time, was also their principal music advisor.

“In 1956 the average U.S. worker’s salary was approximately $2,000 per year. In 1966 the average was
approximately $3,000 per year. See, King, Statistical Abstract of the United States 1 990, 428.

PPersonal Interview.

In 1967 the average U.S. worker’s salary was $3,000 per year. See, King, Statistical Abstract of the
United States 1990, 428.

"Personal Interview.
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During this prolific period Ward also composed his most enduring work, The Crucible
(1961).™

In 1964, Ward’s and Stambler’s third collaborative effort turned away from the ser-
ious philosophical issues raised in their first two operas and dealt with human relation-
ships in a more lighted-hearted fashion. Their opportunity to create a new work came
about from the success of a previous opera, but not one of theirs. Shortly after Douglas
Moore’s The Ballad of Baby Doe (1956) received public and critical acclaim, Emerson
Buckley, Music Director of the Central City Opera Association in Colorado, commis-
sioned Ward and Stambler to write a new work based on a Western theme. The commis-
sion called for a setting of Homer Croy’s The Lady from Colorado (1957), a tale
featuring numerous picturesque locales and colorful Western characters. Ward and
Stambler decided to turn the story into a satirical look at American politics set in 1876,
the year Colorado achieved statehood. They concluded that the light-hearted plot was
best suited to a form consisting of short scenes and set numbers (including choreographed
numbers) and created what later become known as a “cross-over” work--neither a full-
blown, dramatic opera, nor merely incidental music--and thus in the manner of Porgy and
Bess (1935) and West Side Story (1957). Though the critics reacted favorably, Ward felt
the cinema had saturated the public’s desire for tales of the Wild West, so he and Stam-
bler revised the work. They changed it into an operetta form, made it even lighter in
character, and retitled this new version Lady Kate. Although there are fewer social and
philosophical messages in Lady Kate, Stambler’s libretto provided Ward ample oppor-

tunity to comment, albeit humeorously, on the stilted social mores and corrupt political

"ibid., 42-61.
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conditions of nineteenth- and twentieth-century American society. The work was pre-

miered in 1964, with Emerson Buckley conducting the Central City Opera Association.””

A Return to Academe—The North Carolina School of the Arts

By 1965, the lack of sufficient funding for the arts in public schools had reached
crisis proportions. The launch of Sputnik by the Soviet Union in 1957 created a near-
panic attitude within the American public education system because it was felt that the
Soviets had gained technological superiority over the Western democracies. This fear
caused many public-school systems to reduce spending for arts-related programs in favor
of increased financial support for mathematics and science curricula. What innovations
did occur in arts education programs took place mostly in private schools, which did not
rely on public funds for support. One of the best examples of this was the formation of
the North Carolina School of the Arts—hereafter referred to as NCSA--in Winston-
Salem, North Carolina. The idea for the school was conceived by John Ehle, a novelist,
social visionary and staff member of North Carolina’s Governor, Terry Sanford.*® Ehle
managed to secure a major Ford Foundation grant to get the project started. The oper-
ating premise of the new school provided for meeting state requirements at junior and
senior high-school levels and a Bachelor of Arts degree in music, drama or dance. The
first President of the new school was Vittorio Giannini, a long-time friend and former

colleague of Ward’s on the Juilliard faculty. One of Giannini’s first acts was to invite

Ibid., 57-58.

*Personal Interview. Sanford served in the North Carolina State Senate from 1953 to 1961, as Governor of
North Carolina from 1961 to 1965 and as President of Duke University from 1969 to 1985 during which
time he also made two unsuccessful bids for the White House, in 1972 and 1976. He was elected to the
U.S. Senate in 1986 and served one term. His contributions to the State of North Carolina eamed him the
nickname, “Uncle Terry.”
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Ward to become the Dean of Music, an offer Ward declined because of his publishing
industry commitments. Two years later, Giannini died suddenly, and the school called
Ward, ostensibly to seek his advice about finding a successor to the post.®! Ward quickly
realized he was being considered for the position. With the gracious.consent of Jack
Kemochan, owner of Galaxy Music, Ward accepted the offer with the proviso (once
again) that he have ample time to compose. To insure this, Ward’s contract with the
NCSA stipulated that, after five years, he could ask the Board of Directors to appoint a
successor should he feel that his composing was suffering.®

As President of the NCSA, Ward had numerous new duties. His immediate goals
were to reorganize the administrative arm of the school and to stabilize what had been a
rather fractious faculty. He accomplished both by appointing new deans to head the va-
rious divisions of the school. Also on the agenda was a continuation of the work begun
by Giannini in establishing foreign-country summer programs so that students in all
divisions could acquaint themselves with the European roots of their respective crafis.®
In addition to administering the overall operation of the school, Ward had to make a
yearly presentation of funding needs before the Finance Committee of the State Legis-
lature, a task he considered somewhat odious because it entailed dealing with legislators
who were not always receptive to financing the school. Although the NCSA was (and
remains) a primarily state-funded institution, Ward maintained productive relationships
with major grant foundations--Ford, Rockefeller, Kresge, Mellon and numerous others--

in order to enhance the school’s operating capital. His years of service on various boards

1bid. According to Ward, Giannini had suffered a prior heart attack. The cause of death was most likely
the result of a heart-related iliness.

$2Ward, Autobiography, 59-66.

®Ibid. The music program became loosely allied with the Accademia Musicale Chigiana in Siena, Italy.
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of directors in New York City prepared him well for these duties. The numerous person-
al and professional contacts he had made during those years also eased the task of raising
funds for the NCSA.%

During his tenure at the NCSA, Ward established several new program offerings.
Most notable among these was the School of Design and Production, a program that,
for the first time, created classes in painting and sculpture. Because of the school’s dis-
tance from the nation’s principal artistic centers, Ward also brought in guest artists to
give lectures and conduct master classes. The Dance Division hosted visits from Agnes
DeMille, Robert Joffrey, and José Limon; in theater, Helen Hayes, Jean Arthur, Marcel
Marceau and Clive Barnes; and in music, Aaron Copland, William Schuman, George
Crumb, Yehudi Menuhin, Janos Starker, and Andres Segovia, to name but a few.®

The first two years of Ward’s presidency of the NCSA were marked by solidifying the
original plans set forth for the school from its inception. Now the institution was poised
to proceed with its long-range growth program, which included raising the school’s aca-
demic standards, soliciting new sources of public financial support, establishing an equit-
able faculty ranking system, increasing faculty salaries and embarking on a capital build-
ing program in order to accommodate the needs of the rapidly growing student popu-
lation. Ward’s leadership was so successful that within five years his administration
doubled the size and enhanced the quality of the student body, reorganized and stabilized
the administrative structure, and was able to approve plans for increasing the size of the

physical plant.®

*Ibid., 66-70.

5Thid.

*Ibid., 70-77. When Ward arrived in 1967 the student body numbered three hundred. At the end of his
presidency, the number had increased to six-hundred students. Creative faculty and administrative
policies initiated by Ward were so successful that academic standards increased to the point where the
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As President of the NCSA, Ward received a salary commensurate with his efforts.
His initial salary at the school was $25,000-$10,000 more than he had eamed yearly at
Galaxy Music Corporation, Moreover, Ward and his family now lived in a region far
removed from the expensive New York City area. Although his salary as President of the
North Carolina School of the Arts remained comparitively stable throughout his decade-
long tenure,” it also remained relatively high.ss

Ward’s presidency of the NCSA took place from 1967 to 1972, at the height of the
Vietnam War. The school was not immune from the social Sturm und Drang the war
caused, as it experienced the same type of student unrest found on numerous college
campuses across the U.S. Ward sympathized with those who wished to see an early end
to the ordeal because he felt America’s intervention was too costly in terms of money and
lost lives. His attitude babout the war was driven as much by social and political concerns
as they were by the fact that his three sons were of age to be called for military service.
He also feared that loosening attitudes towards sexual behavior and drug use during the
Vietnam era could affect his children negatively. Although Ward found no easy so-

lutions to the problems the school and his family encountered at this time, they did serve

school annually produced more National Merit Scholars than any other school in the nation. Greater
public exposure and financial support resulted from taking the performing ensembles on tour. Ward also
found a creative solution to what had been a contentious faculty ranking system, He felt that the nature
of a conservatory facuity precluded the need for a traditional academic ranking system, so he initiated a
policy whereby faculty contracts became renewable for an ever-increasing number of years. The problem
of low faculty salaries was solved by innovative distribution of human and financial resources. The most
difficult issue was the problem of physical space. Although a new dormitory was under construction in
1968, it was clear that a long-range master plan was essential. Under Ward’s guidance, the faculty and
Board of Directors eventually approved plans for the future building or renovating of twelve additional
structures in addition to the original four,

¥’Personal Interview.

%In 1978, the year before Ward left the NCSA to assume his duties at Duke University, his $25,000 annual
salary was substantially more than nearly three times the amount of the average U.S. worker’s yearly in-
come of $8,141. See King, Statistical Abstract of the United States 1990, 428.
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to bolster his belief that every person must assume personal responsibility for shaping the
future destiny of humankind.*

During this frenetic period, Ward managed to maintain a consistent schedule of com-
position. The First String Quartet was completed in 1966, and the National Symphony
Orchestra, with Marjorie Mitchell as piano soloist, premiered the Concerto for Piano and
Orchestra in 1968. The following year Ward and Stambler received a commission from
the New York City Opera and began work on their fourth opera together.

Because their previous operas relied heavily upon male voices in principal roles, Ward
and Stambler now sought a story with a woman in the lead. They eventually decided on
Ibsen’s Hedda Gabler (1890). As with Arthur Miller’s The Crucible, Tosen’s personae
were of varied types and the story tightly written, features both composer and librettist
found attractive. The bleak Norwegian milieu of Ibsen’s story did not suit Ward’s per-
sonality, so he and Stambler reset the story in an American locale. They considered both
San Francisco and New Orleans in the 19% century, and even Long Island in the 1920s,
but eventually settled on Charleston, South Carolina, at the end of the Civil War, and they
were able to retain all of Ibsen’s important dramatic elements. They also changed the
name of the principal character to Claudia Legare, the title of the new opera.”!

In Claudia Legare, Ward returned to the intense, emotionally-laden drama that charac-
terized his first two operas. The heroine of Ibsen’s tale is a possessive, domineering wo-
man obsessed with controlling, and ultimately destroying, everyone in her life, including
herself. This story allowed Ward to infuse the opera with his ideals concerning personal

integrity, human frailty, distorted love and the misery that results when individuals ab-

®Ward, Autobiography, 70-77.
*Ibid., 77-84.
*'ibid.
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rogate their higher obligations towards humanity.*?> Although Stambler completed the
libretto quickly, Ward’s administrative duties at the NCSA limited his progress, and work
soon ground to a halt. Ward was not able to finish Claudia Legare until 1973. By then,
significant changes in critical taste had occurred in the world of American music. As
Ward recalls,
During these years important changes were taking place in the

N[ew] Y[ork] scene with respect to musical criticism. The older

critics who had been reasonably favorable to those composers who

had resisted the twelve-tone/atonal tide which flooded our univers-

ities in the sixties and seventies were retiring and being replaced by

younger men who had succumbed to the blandishments of the serial-

ists and later to a lesser degree by the minimalists...
Ward and Stambler were shocked to discover that, when the score was finally completed
and submitted, the New York City Opera rejected it because of its conservative style.
The premiére of Claudia Legare was finally given in 1978 by the Minnesota Opera, a
production Ward felt was flawed, accounting for its favorable, but not enthusiastic, re-

views.™*

A Return to Teaching
Because Ward felt that the time required to fulfill his administrative duties was
causing his compositional skills to deteriorate, he announced to the NCSA’s faculty and
administration in 1973 that he would step down as President the following year but stay
on as a member of the composition faculty. The following Spring, Robert Suderberg was
named as Ward’s successor. For the next four years, Ward enjoyed his new role as fac-

ulty member because it allowed him more time to concentrate on other activities. During

“bid.
“1bid., 77-80.
“Ibid.
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this period, The Crucible was enjoying successful productions on many college cam-
puses, and the extra time Ward now had allowed him to attend the performances of it and
give guest lectures. Ward also composed the Concertino for Strings (1973), a reworking
of part of his First String Quartet, The Promised Land {1974), based on Appalachian
hymn tunes; the Fifth Symphony--Canticles of America (1976), commissioned for the
U.S. Bicentennial celebrations, and Four Abstractions Jor Band (1977).%

While Ward was on a one-year leave of absence from the NCSA in 1978, Frank Tiro,
Music Department Chairman at Duke University, asked Ward to substitute teach compo-
sition one day a week. As with so many other events in Ward’s life, this offer opened
new career paths for him. The position was as the Mary Duke Biddle Professor of Music,
and, during the same year, a search for a permanent replacement took place. Tiro asked
Ward to apply, and he received the appointment in the Spring of 1979, holding the
position until 1989, when he retired from active teaching. Because Ward was used to the
conservatory-like atmosphere at Eastman, Juilliard and the NCSA, he found Duke’s more
academically-oriented structure a sometimes difficult environment with which to deal.%
He managed this problem in creative fashion. Although he could have earned more
during his stay at Duke University, Ward’s financial responsibilities were not as crucial
as they had once been. The endowed professorship came with a specified salary, but
Ward declined a part of it. In exchange for lessened administrative duties he accepted a

lower-than-normal salary, which ranged from $20,000 to $25,000 yearly during his eight-

*Ibid.
*Ibid., 80-84.
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year tenure,”’ but he was happy with the relatively light teaching schedule and long sum-

mer vacations that left him sufficient time for composition and conducting.

Ward’s Subsequent Works, An Overview

Operas

In 1980, Ward decided to compose another opera. But this one would be with-
out Bernard Stambler as librettist because the latter was engaged in other tasks at the
time, and the physical distance between them made collaboration difficult.”® The cir-
cumstances surrounding the creation of this new work were also unusual in another way.
After a televised performance of Ward’s Earth Shall Be Fair (1960), Pamela Hlott, a pro-
ducer for CBS, asked Ward if he would be willing to write a dramatic work for a future
one-hour television broadcast. He enthusiastically agreed but said he needed a librettist.
Ilott recommended Jan Hartman, who had written several successful teleplays, as lib-
rettist. During their initial meeting Ward and Hartman found that they were like-minded
in many ways regarding drama and, although Hartman had never written an opera lib-
retto, Ward was impressed with the striking, dramatic imagery in his writing. The two
decided to collaborate on the subject of Abelard and Heloise, a dramatic love story set

within the context of medieval religious fervor.®

“"Personal Interview. See also King, Statistical dbstract of the United States 1990, 428. n 1979, the
national average for personal income was slightly more $9,000 per year, less than half of Ward’s $20,000
first-year salary at Duke. By the time he retired in 1987 his salary had increased to $25,000, a lower
ratio when compared to the national average of $15,483.

**Personal Interview. Ward lived in North Carolina and Stambler in New York at this time. The physical

on Stambler’s part precluded any such collaboration. Stambler died in 1994, See Appendix C.
*Ward, Autobiography, 84-86.



Abelard was a twelfth-century French cleric, scholar and poet-philosopher known for
his liberal views, making him popular with his young students. He and Heloise, one of
his students and niece of the powerful Canon of Notre Dame, fell in love. Their ill-fated
union met with the most dire of consequences. Heloise was sent to a convent and Abe-
lard was executed as a heretic. Ward saw this tale about crossing religious and social
boundaries rife with modern-day implications. He also felt that the subject matter closely
matched his philosophy about the fragile nature of relationships, social responsibility, and
the inherent dangers of rigid, dogmatic political and religious institutions, !

Rather than using someone else’s version of the story, Ward and Hartman based their
work on the couple’s love letters, which are extensive. Condensing the story into the re-
quired time frame mandated by CBS proved highly challenging. The tragic events sur-
rounding the lives of Abelard and Heloise are of such complexity that both Ward and
Hartman felt a one-hour time allotment insufficient to recount the drama adequately.
When they related this to CBS’s management, they learned that the project had already
been cancelled owing to other commercial considerations. '*! Although disappointed,
Ward and Hartman turned the work into a full-length opera. The Charlotte Opera pre-
miered Aberlard and Heloise in 1982, and it received the type of positive critical acclaim
Ward had not enjoyed for a dramatic work since The Crucible. This success immediately
resulted in yet another new operatic commission for Ward. %

The applause for Abelard and Heloise had barely subsided when Robert Herman,
General Manager of the Greater Miami Opera, commissioned Ward to compose an opera

on the subject of nuclear proliferation, Minutes Till Midnight. Ward worked with a new

"“Ibid.
::;Ibid. Ward saw this as a case of crass commercial interests destroying television’s better programming,
Ibid.
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librettist--Dan Lang, a writer who covered developments in nuclear energy for the New
Yorker magazine. Like Jan Hartman, Lang had never written a libretto but, according to
Ward, he was a fine writer and opera fan whose duel interests in nuclear energy and
opera led him to conceive the idea of writing a libretto dealing with the political, social
and moral ramifications faced by scientists creating ever more destructive weapons of
mass destruction. Ward and Lang realized their subject was controversial, but both felt
so strongly about it that they forged ahead, completing the opera in a few months.

The drama unfolds in the manner of a modern morality play wherein the ethical con-
science of the hero, a nuclear physicist on the verge of discovering a means to harness the
power of the cosmos, is put to an extreme test by pitting his loyalty to country against his
duty to all humankind. The protagonist of the story must decide whether the knowledge
he can reveal will remain a military secret or be divulged to the world. His internal
struggles unfold against the backdrop of the death of his young colleague in a violent
anti-war demonstration, a heart attack, and his recurring, apocalyptic visions of the nu-
clear holocaust such knowledge could unleash. He ultimately decides he cannot allow his
discovery to be in the hands of a single government and sends his information to an inter-
national scientific journal, thus allowing the world to decide its own fate.'®

Unlike Ward’s previous operas, which retain moral, social and philosophical consid-
erations at a secondary level, in Minutes Till Midnight, they are primary. The moral is-
sues raised in the work closely mirror Ward’s philosophy of social responsibility--as
expressed in the fourth tenet of his model for a “One World Socialist Democracy”--in

which the interests of the world’s population supersede those of local or regional

Bhid., 86-87.
%1bid.
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governments.'” As Ward stated: “ ...the safest way for the world to deal with the vast
potential power of solar energy, both for good or evil, was to have knowledge of it and
the means of its use available to all.”'% The premiere of Minutes Till Midnight took
place in Miami on June 4, 1982, but Lang unfortunately had died of leukemia a few
months earlier. Lang’s doctors felt he may have contracted the disease while covering a
failed atomic bomb test for the New Yorker. Although the audience reacted positively,
Donal Henahan, a critic for the New York Times, wrote vehemently against the libret-
t0’s statement of principle for several weeks afterwards. Sadly, this fact, more than the

quality of the musie, may account for the opera’s relatively brief performance history.'?’

Instrumental Music

A period of intense compositional output ensued, and Ward completed numerous
instrumental works, both large and small, from 1983 to 1997. He composed the Dia-
logues for Violin, Cello and Orchestra on commission for the Chattanooga Symphony’s
50™ anniversary (1983). A year later, the Concerto Jor Tenor Saxophone and Orchestra
was completed under a grant from the National Endowment for the Arts. In 1985, a
commission from the Raleigh Chamber Music Guild brought about the Raleigh Divert-
imento for woodwind quintet. The Festival T; riptych received its premiere in 1986 at the
25t anniversary of the Eastern Music Festival in Greensboro, North Carolina. In 1987,

The North Carolina Symphony celebrated the end of the Cold War by commissioning

1bid., 124. “4thly. The prevalence of that pacific and friendly Disposition among the Peoples of all
nations, which will induce them to forget their local prejudices and policies, to make those mutual con-
cessions requisite to the general prosperity, and in some instances, to sacrifice their individual advantages
to the interests of the World Community of Peoples.” See above, p. 22.

"Ibid., 87

“"Ibid., 86-87.
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Dialogue on the Tides of Time, which includes a quodlibet of six national anthems. In
1988, the Florence, South Carolina, Symphony commissioned the Firs Symphonic Set,
the New South (excerpts from Claudia Legare). Then followed A Western Set (excerpts
from Lady Kate) in 1989. The DeKalb Sympheny celebrated its 25 anniversary by com-
missioning 5x3, Four Variations on a Five-Part Theme in 1989. The Violin Concerto,
infused with the rhythmic and expressive elements of jazz, was written for Sarah Johnson
who premiered it with the Winston-Salem Symphony in 1993. And in 1997, the National
Gallery Orchestra marked its 50™ anniversary by commissioning Ward’s By Way of

Memories.[®

Chamber Music

Over the course of fifty years, Ward witnessed what he considered the ubiquitous
financial crisis suffered by many orchestras in the United States. He felt that this situ-
ation, albeit regrettable, created an increased public interest in chamber music. Ward
capitalized on the resulting need for new works with Appalachian Ditties and Dances
(1987), arranged for either violin and piano or cello and piano, the Sixth Symphony
(1988) for solo woodwinds, piano and strings (playable with one person per part), the
Second Sonata for Violin and Piano, composed for the Duke Artists Series in 1990, and
Bath County Rhapsody (1 991), one of the comparitively few programmatic works in the
chamber-music repertoire. In 1997, the Sigma Alpha Iota Music Fraternity commis-
sioned Night Under the Big Sky, a nocturne for wind quintet and piano. Also that year,
the Chamber Music Guild of Raleigh, N.C., commissioned Echoes of America, for

clarinet, cello and piano. In 2001 the faculty chamber-music group at McNeese State

% Ibid., 87-108.
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University in Louisiana commissioned the Bayou Rhapsody, scored for the unusual

combination of clarinet, piano and percussion.'”

Ballet Music

For many years the “Lamentation” and “Hootenanny” from Lady Kate remained
Ward’s only ballet music. The situation changed when Peter Perret, conductor of the
Winston-Salem Symphony, suggested a collaboration between Ward and the School of
Dance at the North Carolina School of the Arts. Perret was interested in a ballet based on.
Nathaniel Hawthorne’s The Scarlet Letter. Despite the relative lack of dance music in his
output, Ward, drawn to the novel’s dramaturgical possibilities, eagerly obliged. Ward’s
ballet, The Scarlet Letter, was premiered at the North Carolina School of the Arts in May,

1993, and met with favorable critical review !1°

Ward’s Most Recent Opera

Robert Ward’s seventh opera, Roman Fever (1993), sets Edith Wharton’s story of the
same title. Its creation resulted from discussions Ward had with Roger Brunyate, Artis-
tic Director of the Peabody Institute Opera Department. Brunyate knew from experience
that university and conservatory opera groups tend to have relatively few male singers
and a large number of female voices. With this reality in mind he volunteered to write

the libretto and adapted the story to provide more female singing roles.'!!

®Ibid.

"rbid,

"bid., 109. In order to relieve the monotony of hearing only female voices, Brunyate gave an important
aria to the Italian waiter in which he describes “Roman fever.”
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In this opera, Ward concentrates on the more personal aspects of human interaétion
rather than his philosophical beliefs. The story is set in the 1920s. Two old friends,
widows who-were rivals in love many years before, meet by chance at a terrace restaurant
overlooking the Roman Forum. They are accompanied by their daughters. As the older
women reminisce about the past, the full extent of their bitter jealousies and disappoint-
ments surface. In Wharton’s original, the daughters are only mentioned, but the opera.
libretto brings these characters to life, an alteration that serves to enhance the immediacy
of the psychological drama. The premiére of Ward and Brunyate’s Roman Fever was
given by the Triangle Opera in Durham, North Carolina, on June 9, 1993, and was hailed

by the critics for its lyricism, sensitive scoring and rich harmonic vocabulary. '

A Sad Event

In the Spring of 1998, a sad event occurred in the Ward household. Mary Ward
awoke one morning with an extreme case of vertigo. Since the condition abated as the
day progressed, it was dismissed as a matter of little concern. Later that evening, how-
ever, she began to tremble and soon became incoherent. Doctors at Duke University
Hospital diagnosed her condition as a massive stroke, and over the next five days Mary
lost consciousness. The prognosis was grave, and family members began to lose hope for
her recovery. On the fifth day of the ordeal, one of the family members, who was doing a
crossword puzzle at Mary’s bedside, asked for help with a particularly troublesome clue.
To the amazement of all, Mary suddenly awakened and provided the answer. It was the

beginning of a slow and partial recovery. Despite impaired physical movement and

"1bid. Ward was a founding member of the Triangle Opera--“triangle” referring to the “research
triangle” formed by the areas of Durham, Chapel Hill, and Raleigh, North Carolina.
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short-term memory loss caused by the stroke, Mary continues to thrive with her hus-

band’s assistance. !

Summary

To date, the life of Robert Eugene Ward has been an extraordinary oﬁe by any ac-
count. In his long and “eclectic” career, he has been a successful composer, educator,
administrator and businessman. Ward’s various careers have brought him into close
association with the most notable figures in the world of contemporary American music
and taken him to many parts of the world. In addition to numerous business trips to Eng-
land as head of Galaxy Music Corporation, Ward and his wife traveled to Austria,
Canada, The People’s Republic of China, the Czech Republic, Denmark, Finland, France,
Greece, Guatemala, Hong Kong, Hungary, Israel, Japan, Korea, Poland, the Russian Fed-
eration, Spain, Sweden, and Taiwan. While much of this travel was for pleasure, some
involved productions of The Crucible abroad. There have been performances of The
Crucible in Japan (performed in Japanese), England, Germany (performed in German
with the composer conducting), and Korea (performed in Korean).!"* Ward’s compo-
sitional output includes a wide variety of musical genres, both instrumental and vocal.
His achievements in music have been recognized with three honorary doctorates,!'>
numerous grants and fellowships, and, for his best-known opera, The Crucible, a New

York Critic’s Circle Citation Award and the Pulitzer Prize for Music.''® At this writing,

'“Ibid., 114. Although Ward is in his Iate 80s and spends many hours each day caring for his invalid wife,
he still maintains the sense of responsibility and devotion to service that have been hallmarks of his life.
In- 2001, he accepted the Presidency of the Residents Association of the retirement community in which
he and his wife live.

"Ibid., 95-103.

"Personal Interview. Ward’s three honorary doctorates are from: the Peabody Conservatory, 1975; the
University of North Carolina at Greensboro, 1992; and Duke University, 1993.

""The financial statistics cited above demonstrate the success Robert Ward enjoyed owing to his abilities,
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Ward shows no signs of slowing, his latest project a light-hearted theater piece titled 4
Friend of Napoleon,” written in the manner of Lady Kate '\

Ward has always accepted new challenges and incorporated into his music the vast
experiences of his life. Because of this, Ward considers himself an “eclectic” compeser
whose works reflect the totality of musical styles and vocabularies. practiced by com-
posers throughout the history of Western art music. In every aspect of his composition,
Ward consciously seeks to express the philosophy of American idealism, which has be-
come part of his being during his multi-faceted career. This desire has never descended
to the level of a sophist’s teaching tool or (worse yet) a soap box from which to espouse
personal opinions. In his operas, he conceived each as primarily a work of art, with
social or political commentary usually kept subtly in the background as matters for re-
flection and contemplation.!'® His own personal experiences and philosophy of life have
formed the basis of artistic expression in the operas, especially in The Crucible. As a
composer who enjoys the rich palette of life in the United States to its fullest, Robert

Ward proudly represents himself as a truly “American”™ composer.

talents, drive and ambition. It should be noted that the monetary figures quoted were not Ward’s-only
sources of income. Ward estimates that he eamed an additional one-third in total earnings from com-
posing (performance fees, grants, commissions). Therefore, while the above salary figures demonstrate
his accomplishments as an educator, administrator and businessman, this additional amount speaks to his
viability as a composer. The unique feature of Robert Ward’s ability to provide a secure financial life for
himself and his family is that he succeeded in doing so by utilizing all of his talents, both musical and
non-musical, in such a way that every position he held, to a lesser or greater degree, complemented his
calling as a composer.

""Personal Interview.

"*Ibid. Notwithstanding the overt political stance taken in Minutes Till Midnight, Ward makes clear that
his operas are intended to be musical works first and foremost. Accordingly, whatever else may be in-
ferred from them should be considered secondary in nature.
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Il. Forging The Crucible: Play and Opera

The socio-political climate in mid-twentieth-century America gave rise to what be-
came known as “McCarthyism.” Although the United States and the Soviet Union had
worked together during the Second World War to defeat European fascism, the alliance
was always suspicion-filled. This led to a subsequent decline of relations between the two
nations. For many Americans who wanted to enjoy the economic fruits of their recent
victory, the words “communist” and “socialist” were anathema, and anticommunist
hysteria spread rapidly. Much like the New England Puritans, wherever they looked,
Americans of the 1950s found cause for concern, as they had in the 1930s before the rise
of fascism.

Official investigations into communist activities in the United Sates began in 1938
with the establishment of HUAC, the House Un-American Activities Committee, led by
Martin Dies of Texas. Initially, the Committee’s work centered on formulating legis-
lation, but after the Soviet Union signed a non-aggression pact with Hitler in 1939--the
“Nazi-Soviet Non-Aggression Pact”--and began its own path of aggression by over-
running parts of Poland, Finland and Romania, Americans became concerned about the
domestic activities of the Communist Party, and HUAC’s activities took on new di-
mensions. In 1940, the “Alien Registration Act” (also known as the Smith Act) was
passed, requiring aliens to register with the government. It also allowed the government
to bring to trial anyone suspected of advocating the violent overthrow of the Govern-

ment.'"? In 1947, the Truman Doctrine articulated the government’s attempts to contain

"9As reported in Claudia Durst Johnson and Vernon E, Johnson, Understanding The Crucible: 4 Student
Casebook to Issues, Sources, and Historical Documents (Westport, CT: Greenwood Press, 1998), 30-31,

Salem witchcraft trials is gleaned from this source.
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the spread of communism by providing aid to non-communist nations seeking assistance
against communist aggression.'?® Also in 1947, the “Labor-Management Relations Act”
(also known as the Taft-Hartley Act) was passed over President Truman’s veto. This
made it illegal for union officials to be members of the Communist Party. Responding to
pressure, Trumann issued Executive Order 983 5, the purpose of which was to forbid any-
one judged as subversive from holding a government job. Loyalty review boards were
established throughout the nation, and no government employee was exempt from
scrutiny. Those who were summoned to appear before the boards had no legal rights and
were not allowed to face their accusers or examine evidence. The recommendations of _
these boards eventually led to dismissal of federal employees if there were reasonable
doubts about their allegiance. In 1947, HUAC was re-vitalized under the leadership of
Richard M. Nixon. The primary targets of the new investigations were ten Hollywood
writers who were or had been associated with communists.'?! In 1949, the Soviet Union
successfully detonated an atomic bomb, making it a superpower with military capabilities
similar to those of the United States. Shortly thereafter, the Chinese civil war ended
when Mao Tse-Tung’s Soviet-backed forces defeated the Nationalist Party troops under
Chiang Kai-Shek, who were driven from the mainland to the island of Taiwan. The
arrests of Julius and Ethel Rosenberg in 1950 for conspiracy to steal atomic secrets
further fanned the flames. In April, 1950, the Supreme Court weighed in with a ruling
that allowed congressional committees to force witnesses to reveal their political
affiliations. Two months later, North Korean forces poured over the 38" parallel,

precipitating a still-unresolved ideological war. In September, 1950, Congress passed

2In this regard, see the comments by James J. Martine, The Crucible: Politics, Property and Pretense
(New York: Twayne Publishers, 1993), 8-9, hereafter referred to as Martine, The Crucible.
"*'Understanding The Crucible, 131.
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the “Internal Security Act” (also known as the McCarran Act) which made it legal to
withhold passports and governments jobs from those who had been associated with the
Communist Party. In essence, this made membership in the Communist Party a crime. '
Senator Joseph McCarthy of Wisconsin became the self-proclaimed champion of anti-
communism in 1950 by claiming to have uncovered 205 persons in the State Department
who were or had been members of the Communist Party. The fact that these charges
were later found to be fallacious did little to stem the growing tide of anti-communist
fervor.'? By 1952, the worst fears of many Americans had come true, and the perception

of “communists-among-us” seemed every bit as real as “witches-among-us™ had in 1692,

The Play: Background

The Genesis of The Crucible; The Play and McCarthyism

The reasons why Arthur Miller wrote The Crucible are often partially misunderstood.
It is generally assumed that he wrote the play purely as a condemnation of Senator Joseph
McCarthy and the House Un-American Activities Committee. This reason was only one
of several. Miller first became aware of the Salem witchcraft trials as a student at the
University of Michigan in the 1930s. In his American history class, Miller learned from
historical accounts of them, but they remained in his mind only as unfathomable mys-
teries of a bygone era when people readily believed in the inexplicable. When the Senate
hearings were taking place in Washington, D.C., Miller came upon a copy of Marion
Starkey’s book, The Devil in Massachusetts (1950). He was enthralied by the details of

the story and began to consider the possibility of writing a play based on the subject. He

"22For further discussion of this point, see Understanding The Crucible, 135.
"B As reported in Martine, The Crucible, 8-9.
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initially rejected the idea because he thought himself incapable of capturing the wildly
irrational nature of the historical events. According to Miller, “A drama cannot merely
describe an emotion, it has to become that emotion.”'?*

Over time, Miller began to have a change of heart because he began to see a connec-
tion between himself, the events of seventeenth-century Salem, and twentieth-century
Washington. Miller believed that the Federal Bureau of Investigation had infiltrated
the Communist Party and provided the House Un-American Activities Committee with
detailed lists of the participants who had taken part in various, possibly subversive
meetings. The Committee’s members knew well in advance what they wanted each
witness to provide--the names of their comrades in the Party. As Miller saw it, the point
of the hearings paralleled that of the Salem witchcraft trials--public confession of guilt
and openly renouncing one’s friends and associates, for which the guilty would be re-
warded with acceptance back into the fold of decent society. Miller also saw irony in the
fact that many people who were once sympathetic to world socialism had long since
abandoned their naive notions of the Soviet system.'?*

There were other reasons Miller felt compelled to write The Crucible. As he once ob-
served, there was

---something which seemed more weird and mysterious. It was the
fact that a political, objective, knowledgeable campaign from the far
Right was capable of creating not only a terror, but a new subjective

reality, a venerable mystique which was gradually assuming even a
holy resonance. !

24 A rthur Miller, Timebends {New York: Grove Press, 1987), 331, hereafter referred to as Timebends.

"*Ibid., 331-332. An opinion echoed by Ward in his unpublished autobiography.

'As reported by Herbert Blau in The Impossible Theater: A Manifesto (New York: Macmillan, 1964),
188. Also see Blau’s comments in “No Play is Deeper Than its Witches,” in John H. Ferres, ed.,
Twentieth-Century Interpretations of The Crucible (Englewood Cliffs, NJ: Prentice Hall, 1972), 61,
hereafter referred to as Blau, “No Play is Deeper than its Witches.”

47



Miller was also affected by the climate that developed in the New York theatrical world
in response to Senator MecCarthy and the Committee’s hearings. In 1953, there was no
blacklist in New York theaters of the kind that had risen in the Hollywood film industry.
The theatrical world was more loosely structured and did not lend itself well to such
tactics, at least not at the time. Even so, Miller began to hear rumors of strange occur-
rences, such as stage actors who were prospective witnesses making deals among them-

selves to name one another before the Committee to ease their consciences about in-

127

forming. " Miller’s own state of mind during this period was clearly demonstrated when

he wrote:

For me the spectacle was depressing, and not only for the obvious
reasons. Certainly I felt a distaste for those who groveled before

this tawdry tribune of moralistic vote-snatchers, but I had as much
pity as anger toward them. It bothered me much more that with each
passing week it became harder to simply and clearly say why the
whole procedure was vile. Almost to a man...the accused of 1950
and 1951 had not had a political connection since the late thirties or
early forties... Yet the Committee had succeeded in creating the im-
pression that they were pursuing on on-going conspiracy...[and] they
were accused of having violated no law of any kind since the Com-
munist Party was legal, as were its fronts, which most often esg‘?used
liberal positions that did not so much as hint at socialist aims. !

On the dramaturgical level, Miller was drawn to the analogous historical events of
seventeenth-century Salem and twentieth-century Washington because of their common
metaphysical elements--the quasi-surrealistic, spiritual transactions that took place during
the ritualized process of accusation, questioning, confession, renunciation and ultimate

salvation. He felt as if he bore witness to a dream-like state of affairs in which politics

2 Timebends, 328-329.
12%Ybid.
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attempts to shed light upon the dark corners of the public’s subconscious mind by using
the torch of betrayal.'?

In 1952, Miller finally decided to write a play based on the Salem witchcraft trials, but
his decision was tentative. He was uneasy with two technical issues, the Puritan’s arcane
language and the large number of characters needed. He also had a nagging suspicion he
could write himself into a political and personal wilderness."™ This latter feeling stem-
med from the fact that the story’s central character, John Proctor, is a guilt-ridden man
who betrays his wife by having an affair with his teenage servant girl, Abigail Williams,
and is then forced to watch in horror as she leads the frenzied, witch-hunting factions of ,
the village. Miller may have been apprehensive about writing this story because he was
also a married man and father of two and had recently met Marilyn Monroe. According
to one theory, although Miller was not yet involved with her, Monroe’s image was trans-
fixed in his mind, and he feared that Proctor’s marital situation—-a suspicion-filled tri-
angle of self-deceit and repressed guilt--and his own marital condition might somehow

Bl With the twin specters of anticommunist hysteria and Marilyn Mon-

become similar.
roe occupying his immediate thoughts, Miller decided to make a trip to Salem (now
Danvers), Massachusetts, to research the original witchcraft trial records. He never in-
tend to relate the historical accounts with complete accuracy. Rather, he wanted to use
the facts in dramatic fashion to portray historical characters and Puritan social struc-

l“ure:,132

B1bid., 331-332.

tbid., 332-338.

I This concept is promulgated by Martine, The Crucible, 61.
B2 Timebends, 332.
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The Satem Witchcraft Trials of 1692

The Salem witchcraft trials of 1692 resulted from a social paradox. The people of
Salem Village lived under a theocratic form of self government--a combination of state
and religious power--the function of which was to unite community and keep it to~
gether by preventing disunity that might open it to destruction by material or ideological
enemies. The doctrines of Puritan theocracy became an inherent cause of personal,
social, and political upheaval.'”> They directed that life in the American colonies was
rigorous and that citizens had to maintain an austere community and strict moral code
dedicated to serving the interests of the whole. Self interest was considered a sin. Con-
comitant with this philosophy was the complete suppression of sexuality, a belief that
created an atmosphere of repression and guilt.® In time, these doctrines began to erode.
Farmers residing on outlying properties began to resist the rising tide of commercialism
and its accompanying social mores, ministers began having trouble guiding the behavior
of their congregations, and a burgeoning population all contributed to an increasingly

unfamiliar and disquieting quality of life that spawned an environment of factional

*Martine, The Crucible, 1-5. See also Understanding The Crucible, 27-29 for a list of Puritan beliefs and
some general misconceptions about them. While the Puritans did believe in the need for communat in-
volvement in ferreting out sin, God’s willingness to inflict punishment, and that activities such as reading
for enjoyment, dancing and humor were signs of the Devil, they were not opposed to the ownership of
slaves, the wearing of colorful clothing, or education in general. It is also a misconception that the Puri-

and the homogeneity of their communities. For a further discussion of the social and religious climate
that spawned the witchcraft trials see Marion L. Starkey, The Devil in Massachusetts: A Modern Inquiry
into the Salem Witch Trials (New York: Alfred A. Knopf, 1950). The legal aspects of the trials are ex-
plored in depth by Peter Charles Hoffer in The Salem Witchcraft Trials: A Legal History (Lawrence, KS:
University of Kansas Press, 1997). Much of the material in the ensuing discussion of the historical events
has been gleaned from the above sources,

3Charles Patrick Woliver, “Robert Ward’s The Crucible: A Critical Commentary,” Opera Journal 26/1
(March, 1993), 4, hereafter referred to as CPW, “The Crucible” (Article). See also Understanding The
Crucible, 31. Although the Puritans were brutal in their punishment of sex outside of marriage, they
believed that sex was a pleasure to be fully enjoyed by both husband and wife in marriage. Failure to
fulfill the sexual role in marriage was one of the few grounds for divorce.

I
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jealousy, prejudice, animosity and paranoia.”® Such turmoil made for a repressive social
climate in which common-sense and reason were too often ignored. This unrest event-
ually led to rebellion by younger generations and the crumbling of the Puritans’ social
foundations. The witch hunts that resulted came about because governmental and social
checks and balances normally present were weakened by the inherent lack of objectivity
such a system espouses.’>® The trials were a perverse manifestation of the panic that re-
sulted from society’s turn toward greater individual freedom. But they were more than
merely repressive in nature. The witch hunts were also opportunities for individuals to
express their own sin and feelings of guilt publicly under the less stigmatizing cover of _
accusing others. In this climate it suddenly became possible--even patriotic and holy--for
a man to say that, for instance, a woman came into his bedroom one night, and while his
wife slept at his side, laid herself down upon his chest and “nearly suffocated him.” Of
course, it was her spirit only, but his satisfaction at this confession was as great as if the
woman had actually been there in person. Ordinarily, one dared not utter such things in
public for fear of condemnation. But in the context of accusing someone of witchcraft it
was not only possible, but encouraged. In similar fashion, and despite the Bible’s in-
junctions to the contrary, long-held hatreds of neighbors were also openly expressed and
vengeance taken. The Puritans’ lust for land, expressed for generations by constant
bickering over boundaries and deeds, entered the arena of public morality in which one
could cry “witch” against a neighbor and feel morally justified. Property disputes were

viewed as heavenly combat between God and the Devil; and because this religious con-

"*In this regard, see CPW, “The Crucible” (Dissertation), 16. The colonists were also under constant fear
of attack by native Americans.
“CAs promulgated by CPW, “The Crucible,” 4 (Article).
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text gave legitimacy to the Puritans’ suspicions towards their neighbors, the witchcraft

trials erupted within a milieu of general revenge.!*’

The political conditions in seventeenth-century Puritan New England only exacerbated

an already tenuous state of social affairs. The original Massachusetts Bay Colony gov-
ernment was abolished by Britain in 1684. The colonists revolted five years later and
overthrew what had been put in its place, so by 1692, the colony had existed for three
years with no legally-established form of government. Into this legal and governmental
void came influential citizens who took the law into their own bands, a situation rife with
corruption. Wealthy citizens who wished to make accusations of witchcraft against their
neighbors constantly pressured sheriffs and constables to make arrests, and although the
lack of legally-recognized courts insured that no trials could take place, arrests and im-
prisonments were numerous. This state of affairs lasted until the arrival of William Phips
in 1692. The newly-appointed Governor carried with him a new charter from the English
crown. Courts were hurriedly established and prosecution of the accused witches com-

menced,

""In this regard see Martine, The Crucible, 6-7. Perhaps the greatest criticism against the Salem trials was
the court’s acceptance of ¢ pectral evidenice.” But it was a matural consequence that such evidence be al-
lowed because, although only rarely claimed to be seen, Satan’s existence was taken as a fact. It was
logical, therefore, to admit evidence of the Devil’s earthly existence. To their credit, the Salem residents
quickly ceased the practice. In his research, Miller found that the guilt of illicit sexuality was a more
prominent theme in the court records, one he fully exploited in The Crucible. See also Understanding
The Crucible, 70. Spectral evidence was one of two faulty types admitted. The other was the physical
presence on the body of the accused of what was called a “witch’s teat,” a mole, wart, old scar or fold of
skin--clear proof that the accused was a witch,

“*CPW, “The Crucible,” 17 (Dissertation). See also Understanding The Crucible, 64-67. The panel of
Jjudges appointed by Governor Phips included William Stoughton; Chief Justice, Samuel Sewall,
Bartholomew Sergeant, John Hathomne and Jonathan Corwin. Corwin was so zealous in his desire to
uncover witchcraft that he heard testimony and imprisoned women on his own, in an extra-legal fashion.
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Further legal and social turmoil ensued because revocation of the original royal char-
ter cancelled land titles, and new land titles were not yet obtainable. Neighbors began to
be suspicious of one another out of fear that their properties might be reassigned. Add-
itional pressures existed because the Salem spiritual community was also in a state of up-
heaval. Their new minister, Reverend Samuel Parris, had an abrasive personality, and his
materialistic view of the world gave many parishioners reason to complain. One of
Parris’s most vocal critics was a landowner and inn-keeper named John Procter, 13

Against this tempestuous social, political, and religious climate, the tragic events in
Salem began to unfold. The historical record indicates that in early 1692 several young .
girls in Salem Village became ill and separately displayed alarming symptoms. Accounts
indicate that the girls experienced hallucinations and what were described as “hysterical
seizures,” which the local doctor, William Griggs, attributed to witchcraft being practiced
on them. The girls thus involved were Abigail Williams, age 11;'*° Elizabeth Parris, age
9; Ann Puntnam, age 12; Mary Wolcott, age 16; Elizabeth Hubbard, age 17; Mercy
Lewis, age 19; and Mary Warren, age 20."*! The situation became so inexplicable it

eventually led to the issuing of arrest warrants on February 29, 1692, for the Caribbean-

S Arthur Miller, The Crucible, Introduction by Christopher Bigsby (New York: Penguin Books, 1995), XV,
hereafter referred to as Miller, The Crucible. See Appendix G for a chronology of events leading up to
and carrying through the trials in 1692. See also Understanding The Crucible, 78. For five years after

spelling to “Proctor.”

"““In order to make a sexual laison between Abigail and Proctor more believable, Miller adjusts Abigail’s
age upward to 17, while Proctor’s age (who, historically, was in his 60s) was adjusted downward to 35.
See also Understanding The Crucible, 81. Although no one knows with certainty what happened to the
historical Abigail after the trials, one rumor has it that she spent the rest of her life as a prostitute in
Boston.

"It should be noted that the girls themselves were not accused of practicing witchcraft, but that witchcraft
was being practiced “upon them.” See also Understanding The Crucible, 65. There was also one male
among the group of children who made the accusations of witchcraft, John Indian,
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Indian slave, Tituba (Parris’s servant)," as well as Sarah Goog!** and Sarah Osburn,
both older women of somewhat dubious character and reputation. The three accused
women were interrogated the next day, causing a rapid increase in the pace of events.
Within a month, complaints were filed against Goodwife Cloyse'* and Elizabeth Procter,
followed shortly thereafter by examinations of Giles Corey, Abigail Hobbes and Bridget
Bishop. Bridget Bishop, the first to die, was hanged on June 10. Within weeks, the
trials of Sarah Good, Susannah Martin, Elizabeth Howe, Sarah Wildes and Rebecca
Nurse took place, and all five were condemned and hanged together on July 19, 1692.
What began as a probable adolescent prank became full-blown social hysteria preying on
new victims from all segments of the community. The town’s latent religious paranoia,
petty jealousies, and long-seething animosities-—typically present just under the surface in
a tightly controlled theocratic community--raged out of control.!4’

In an effort to save his wife from the gallows, John Procter wrote a letter to five lead-
ing Boston clergymen asking for their intercession with Governor Phips on behalf of all
the accused in Salem. The plea was unsuccessful, and Procter was himself imprisoned in

Boston on April 11th. Although Procter was a resident of Salem, this change of venue




was probably necessitated by the fact that thirty-two of his neighbors had signed a
petition seeking his release. The Salem authorities doubtless felt it safer to incarcerate

him in a different locale, 146

to be hanged. The local sheriff seized the Procters’ property and goods, leaving nothing
in the house for the provision of their children.'*” John Procter and four of the others
with whom he was condemned were hanged on August 19, while Elizabeth Procter
escaped their fate because she was pregnant. A month later Martha Corey, Mary Easty, ’
Alice Parker, Ann Pudeator, Margaret Scott, Wilmot Redd, Samuel Wadell and Mary
Parker were executed. The total number of hangings stood at nineteen, but this was not
the final death toll. Although the condemned were hanged, another form of execution
occurred. Giles Corey, a man over eighty, chose to stand mute against the charges
leveled against him. Under British law, a man who refused to testify could not be tried;
but he could be tortured until he answered, or died. Corey was tortured by “pressing”
him with gradually increased weights placed on him, and he died after two days of this

brutality. The executions finally ended in September, 1692, all of which took place in

146¢y -
Ibid., 6, 60.

" Understanding The Crucible, 70-105. In Act I of the play, Miller takes artistic license with the historical
facts. When Reverend Hale questions Tituba in the play, he tells her that, “The Devil can never over-
come a minister,” In fact, George Burroughs was a minister. The reason he was accused was that



sembled a remarkable cast, and Emerson Buckley quickly grasped the subtle nuances of
the score and libretto. Although singers regarded Buckley as a taskmaster, he had an un-
canny sense for their physical condition on stage and could adjust his tempi to assist a
singer who needed it, or showcase one who was in top form. Allen Fletcher was the
stage director, and he had a gift for achieving fine detail that highlighted the drama-
turgical presentation. Scenery for the first production was created by Paul Sylbert, and
costumes were designed by Ruth Morely.?®

The orchestration consists of two each flutes, oboes, clarinets and bassoons (the
second of each part doubling on piccolo, English horn, bass clarinet and contrabassoon
[optional] respectively), four horns, two trumpets, a tenor and bass trombone, timpani,
other percussion that could be played by one performer, harp, and the usual compliment
of strings. The vocal parts include four sopranos, two mezzo-sopranos, two contraltos,
four tenors, two baritones, two basses, and a chorus of six girls (SATB, ad lib.).210 These
traditional instrumental and vocal ensembles reflect the generally accessible nature of

Ward’s compositions.

Musical Structure

The musical structure of The Crucible follows closely that of Miller’s play. Ward and
Stambler decided that the four-act dramatic structure of the original ideally suited their
needs, so they retained it for the opera. According to Ward, there was an added musical

benefit to this structure in that it lent itself to his ideas about musical construction. Be-

20973, «
Ibid., 52.

21%Robert Ward, The Crucible: An Opera in 4 Acts, T Volumes (Boston: Highgate Press of ECS Pub-
lishing, 1962), 1, 3, hereafter referred to as Ward, The Crucible. In this regard, see also Appendix A
for a listing of each character and their voice part.
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cause Ward wrote the last act to summarize musically what had taken place in the pre-
vious three, the opera may also be viewed as a four-movement, cyclic symphony with
voices. Although the musical structure of the opera follows traditional operatic models

and is relatively uncomplicated, fashioning the libretto was more problematic.m1

Play and Libretto: A Comparison

Ward and Stambler did not simply set Miller’s play. Rather, they created a version
that best suited the operatic medium. Even though they eliminated two-thirds of the
play’s text, Ward and Stambler fulfilled Miller’s requirements and left unaltered the basic
dramatic structure. The opera is exactly what they promised Miller it would be, a trun-
cated adaptation of the original in which music is the primary vehicle for characterization
and dramatic expression.

Alterations were made to the number, types, and personality traits of characters to best
wed music with characterization. While both the play and opera contain a total of
twenty-one characters each, they are not the same. Ward and Stambler combined the
characters Cheever, Marshall Herrick and Hopkins into the single figure of Cheever.
Judges Danforth and Hathorne are combined into the character of Danforth, who be-
comes the sole personification of unyielding, theocratic law. To this end, Ward and
Stambler change him from a man of “some humor and sophistication™ (as he is described
in the play), to a more sadistic, martinet-like figure. In the opera, Danforth’s character-
ization can be seen in the fact that, in a fit of rage, he orders Giles Corey to be “pressed”

for refusing to give testimony.?*> Two other characters, Martha Sheldon and Bridget

21personal Interview. See also Appendix A for the opera’s scene structure.
22Wward, The Crucible, 11, 43. See also CPW, “The Crucible,” 47 (Dissertation), and Appendix A for a
comparison of characters.
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Booth--members of the village’s young girls--do not appear in Miller’s original, but were
created for the opera where they, along with Mercy Lewis and Ruth Putnam, have singing
roles as part of the chorus. By combining and inventing new characters in this fashion,
Ward and Stambiler solved both musical and dramaturgical problems by reducing un-
necessary dialogue balancing the vocal ensemble.”?

Both Ward and Stambler emphasized the linguistic broperties of their work’'* and
understood the degree to which language reflects the social and cultural history of
peoples and nations.”!® They also recognized that the play’s “American” character was
defined, at least in part, by Miller’s use of the rugged, earthy-sounding accents and
cadential patterns of colonial, New England speech. For this reason, they decided to
retain as much of Miller’s original phrasing as possible, altering it only when musical
considerations needed to be highlighted or when greater clarity of declamation was
required.2'6

Miller sought to structure the play by controlling and containing the anguish and anger
of the characters. He accomplished by concentrating on the formalities of the court
hearings. He first attempted to write the play in verse, and in so doing came to realize

that the speech patterns and syntax of Puritan New England would sound too archaic to

modern ears.?!” This exercise led him to develop a method of speech that was not

2135ee Appendix A for a slightly-edited synopsis of the libretto as published in the complete score.

24personal Interview. Although Stambler is the librettist of record for The Crucible, and he certainly
wrote the majority of the text, his working relationship with Ward was such that Ward could, and did, ask
for changes to the text throughout the compositional process.

5Ward, Autobiography, 55. When invited to premiére The Crucible in Germany, Ward encountered the
problems of translating the text into another language while attempting to retain as much of the original
meaning as possible. Ward instructed the translator, Thomas Martin, to make an accurate translation of
the substance of the libretto and he (Ward) would then alter the melodic line to provide the correct Ger-
man prosody.

H%personal Interview.

*"Miller, The Crucible, xxi-ii.
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authentic in the sense of reproducing linguistic archaisms or a seventeenth-century
vocabulary, but rather, one that makes believable the human dilemmas of those who
speak from a different time and place with words recognizable to modern audiences.
The British dramatist, John Arden, commented on Miller’s methodology, stating,

It was not just the monosyllabic Anglo-Saxon strength of the words

chosen so much as the rhythms that impregnated the speeches...

and the sounds of the seventeenth century ...imaginatively recon-

structed to shake hands with the sounds and speech patterns of the

twentieth,”'®
This process was somewhat similar to that followed by Ward and Stambler when they
altered Miller’s words and phrases to be more easily understood when sung.? 1 In both ‘
play and libretto, then, linguistic constructions became a means of characterization. The
way in which characters speak may be analogous to cultural “yoiceprints” that identify
personality, social status, educational level, and emotional state, as well as time and
place. These voiceprints, therefore, mark both individual and socio-cultural identity.
Ward’s and Stambler’s extensive culling of Miller’s play also allowed them to add new
text when, for musical reasons, it became necessary to summarize lengthy dialogue in a
few words. In so doing, they created a text best suited to the operatic medium.”° The

following comparisons between selected scenes from the play and the opera illustrate

how Ward and Stambler fashioned the libretto while maintaining the dramaturgical in-

tegrity of the original.

281bid.

219personal Interview. Ward stated that he used this two-thirds reduction of syllables as a general guide
when fashioning a libretto from a pre-existing source. It was not something he learned during his student
years, or from another composer, but from his own investigation of six different operas which, in his
estimation, had excellent libretti. With each opera, he counted the number of syllables in both the libretto
and original source and found that, generally speaking, a two-thirds reduction was typical. He also stated
that he believed Wagner’s operas and music dramas were, on the whole, too verbose, while Verdi and
Puccini operas sometimes lacked enough words to express the ideas properly.

2014id. Ward refers to this process as “simplifying the circumlocutions of the play.”
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Play vs. Opera—Act 1
Miller’s play opens with a scene that takes place in an upstairs room of Reverend
Parris’s house.

Abigail: Uncle, the rumor of witchcraft is all about; I think you’d
best go down and deny it yourself. The parlor’s packed
with people, sir. I'll sit with her.

Parris, pressed, turns on her: And what shall I say to them? That
my daughter and my niece I discovered dancing like heathen
in the forest?

Abigail: Uncle, we did dance; let you tell them I confessed it--and
I’ll be whipped if I must be. But they’re speakin’ of witch-
craft. Betty’s not witched.

Parris: Abigail, I cannot go before the congregation when I know you
have not opened with me. What did you do with her in the
forest?

Abigail: We did dance, uncle, and when you leaped out of the bush so
suddenly, Betty was frightened and then she fainted. And
there’s the whole of it.

Parris: Child. Sit you down.

Abigail, quavering, as she sits: 1 would never hurt Betty. Ilove
her dearly.

Parris: Now look you, child, your punishment will come in its time.
but if you trafficked with spirits in the forest I must know it
now, for surely my enemies will, and they will ruin me with
it.

Abigail: But we never conjured spirits.

Parris: Then why can she not move herself since midnight? This
child is desperate! Abigail lowers her eyes. It must come
out--my enemies will bring it out. Let me know what you
done there. Abigail, do you understand that I have many

enemies?

Abigail: Ihave heard of it, uncle.
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" Parris: There is a faction that is sworn to drive me from my pulpit.
Do you understand that?

Abigail: 1 think so, sir.

Parris: Now then, in the midst of such disruption, my own household
is discovered to be the very center of some obscene practice.
Abominations are done in the forest--

Abigail: It were sport, uncle!

Parris, pointing at Betty: You call this sport? She lowers her eyes.
He pleads: Abigail, if you know something that may help
the doctor, for God’s sake tell it to me. She is silent. 1saw
Tituba waving her arms over the fire when I came on you.
Why was she doing that? And I heard a screeching and
gibberish coming from her mouth. She were swaying like
a dumb beast over that fire!

Abigail: She always sings her Barbados songs, and we dance.

Parris: I cannot blink what I saw, Abigail, for my enemies will
not blink it. I saw a dress lying on the grass.

Abigail, innocently: A dress?

Parris, it is very hard to say: Aye, a dress. And I thought I saw—
someone naked running through the trees!

Abigail, in terror: No one was naked! You mistake yourself,
uncle!

Parris, with anger: 1saw it! He moves from her. Then, resolved:
Now tell me true, Abigail. And I pray you feel the weight
of truth upon you, for now my ministry’s at stake, my min-
istry and perhaps your cousin’s life. Whatever abomination
you have done, give me all of it now, for I dare not be taken
unaware before I go before them down there.

Abigail: There is nothin’ more. Iswear it, uncle.
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Parris, studies her then nods, half convinced: Abigail, I have fought
here three long years to bend these stiff-necked people to me,
and now, just now when some good respect is rising for me
in the parish, you compromise my very character. I have given
you a home, child, I have put clothes upon your back--now
give me your upright answer. Your name in the town--it is
entirely white, is it not?

Abigail, with and edge of resentment. Why, 1 am sure it is, sir.
There be no blush about my name.

Parris, to the point: Abigail, is there any other cause than you have
told me, for your being discharged from Goody Proctor’s ser-
vice? 1 have heard it said, and I tell you as I heard it, that she
comes so rarely to the church this year for she will not sit so
close to something soiled. What signified that remark?

Abigail: She hates me, uncle, she must, for I would not be her slave.
It’s a bitter woman, a lying, cold, sniveling woman, and 1
will not work for such a woman!

Parris: She may be. And yet it has troubled me that you are now
seven month out of their house, and in all this time no other
family has ever called you for service.

Abigail: They want slaves, not such as I. Let them send to Barbados

for that. I will not black my face for any of them! With ill-

concealed resentment at him: Do you begrudge my bed,
uncle?

Parris: No--no.
Abigail, in a temper: My name is good in the village! I will not
have it said my name is soiled! Goody Proctor is a gos-
siping liar!**!
This exchange establishes three important facts: Parris witnessed Tituba and the young
girls dancing and possibly conjuring spirits in the woods; Abigail’s reputation is ques-
tionable; and she feels intense hatred for Elizabeth Proctor, the woman who discharged
her for as yet unknown reasons. Ward and Stambler condensed this dialogue in the fol-

lowing manner:

ZMiller, The Crucible, 9-12.
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Abigail, growing agitated: Uncle, the common is packed with people
chatterin® of warlocks and witches. You’d best go out and
deny it yourself.

Parris: And what do I say? What do I say? That I found my daughter
and niece dancing in the forest like heathen?

Abigail: Uncle, we did dance. And Tituba sang her songs. But there,
outside, they’re speakin’ of witchcraft. Betty’s not witched.

Parris: Abigail, you’ve not opened with me. What did you in the
forest?

Abigail: We did dance, Uncle, and when you leaped so quick from
the bush, Betty took fright and she fainted. That’s what
happened.

Parris: And Tituba waving her arms o’er the fire, screeching and
Gibbering-—-what of that? What of that? And the dress in
the grass?

Abigail: A dress?
Parris: Aye, and someone running naked through the trees.
Abigail, frightened: No, no--no, no--no one was naked.

Parris: Abigail, I have enemies in this miserly town. For three long
years I have fought to make this stiff-necked parish respect
and obey me. And now, you bring corruption to my door-
step and compromise my very character... Child, I have
given you bed and board and the clothes upon your back.
now I must have the truth before I leave this room. My
ministry here’s at stake; can you, do you understand? So
give me an upright answer... Why did Goody Proctor dis-
charge you from her service? She comes but rarely now to
church; she will not sit so close to something soiled, she
says. What meant she by that?

Abigail: That bitter woman, that sniveling woman — Goody Proctor
hates me because I will not be her slave.

Parris: That may be. Yet since you left her house no other has
sought your service. Tell me, why is that? Tell me.

91



Abigail: They all want slaves, not such as 1. Let them send to Bar-
bados for that. Do you begrudge me my bed, Uncle?

Parris: No, no.

Abigail: I will not have it said my name is soiled. I’m clean, as
clean as any woman in Salem. My name is good!
Elizabeth Proctor is a liar!™?

These two versions illustrate a feature of dramatic characterization essential to both
play and libretto. Miller enhanced characterization by carefully assigning speech man-
nerisms according to an individual’s educational level and social status. Abigail, a teen-
ager of low social standing with little formal education, often fails to pronounce the final
“g” in gerund verb forms, as when she says, “speakin” and “nothin.” This pronunciation
creates angular thythmic patterns that characterize her as a typical New England girl of
the era. But Miller also gave subtle nuances to Abigail’s character. When angry, as
when she describes Elizabeth as a “gossiping liar,” Abigail clearly and emphatically
enunciates each word. Ward and Stambler retained both facets of Abigail’s character-
ization in the libretto with her pronunciations of “chatterin,” and “speakin.” Unlike
Abigail, Parris (a graduate of Harvard College) never fails to pronounce words correctly.
His is a loftier, more correct form of speech, which depicts his elevated position in
society.

An important feature in the libretto is how the condensed text alters the pace of dra-
matic events. Wle Miller’s lengthy dialogues unfold information at a relatively slow
rate, the libretto combines numerous thoughts into single discourses that accelerate the

dramatic flow. This feature of libretto construction complements the musical setting

because music tends to retard the dramatic tempo in opera.

22ard, The Crucible, 1, 7-19.
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The structure of arias and ariosos in The Crucible also affect the pace at which
dramaturgically important information emerges. In classically constructed operas, aria
structures--whether solo or ensemble--act as frozen moments that momentarily halt the
dramatic flow by reflecting upon action already exposed in recitative. But in The Cruc-
ible, Ward’s aria structures often continue to relate new information. This treatment pro-
pels the dramatic pace forward, thus more closely approaching a musical/dramaturgical
equilibrium.”® One example of this procedure: Parris’s discourse in the middle of the
opening scene. In Miller’s play, dialogue exchange takes place in relatively short
phrases. But, as the above example illustrates, Ward and Stambler combined several of _
Parris’s speeches to create a longer monologue that musically accommodates the opera’s
first lyric declamation, an arioso.

Near the end of Act I, the pace of rising dramatic events begins to unfold with a rapid
succession of accusations and denials. The scene includes Abigail, Parris, Reverend
Hale, the elder Putnams, Francis and Rebecca Nurse, and Tituba. Hale, with his expert
knowledge of witchcraft, attempts to ascertain what is afflicting both Betty Parris and
Ruth Putnam. He discovers what Parris already knows but has failed to reveal, that
Abigail, Tituba and the young girls were caught dancing in the woods and possibly con-
juring spirits. In the face of Hale’s interrogation, both Abigail and Tituba realize that
they must answer carefully if they are to save themselves. Abigail diverts attention away
from herself by telling Hale that it was Tituba who conjured spirits in the forest. In the

play, Hale’s reaction is swift.

*?While the aria structures for solo voice in The Crucible usually continue to unfold dramatic events, en-
semble settings often reflect upon action already revealed.
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Abigail: She comes to me every night to go and drink blood!
Tituba: You beg me to conjure! She beg me to charm —

Abigail: Don’t lie! To Hale: She comes to me while I sleep;
she’s always making me dream corruptions!

Tituba: Why you say that, Abby?
Abigail: Sometimes I wake and find myself standing in the
open doorway and not a stitch on my body! I al-
ways hear her laughing in my sleep. 1hear her
singing her Barbados songs and tempting me with--"*
Ward and Stambler reduced this exchange to its bare essentials in the following manner:

Hale: Abigail, tell the truth. You’re cousin may be dying, afflic-
ted by a witch. Did you compact with the Devil?

Abigail: No, no, I never. Lashing out in fear: She did, Tituba
did.

Tituba: Abby, Abby, what you say? To the others: What she say?
Abigail: She made us drink babies’ blood.

Tituba: No, no, dat only chicken’s blood.

Abigail: She pleads with us to conjure the Devil.

Tituba: No, you beg me to conjure.

Abigail: She sends her spirit on me in church. She makes me
laugh at prayer.

Tituba: Why you say that?

Abigail: She comes to me in the deep of night and makes me
dream corruptions. At night I wake, naked in the
open doorway--not a stitch of clothes, nothing, just
my naked boedy in the moonlight. The ground trembiles,
a cold wind blows, and Tituba singin’ her Barbados
songs, temptin’ me, temptin’ me...””

24Miller, The Crucible, 40-42.
25Ward, The Crucible, 1, 85-96.
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In the play’s version of this scene, speech-pattern characterization appear in Tituba’s
West Indies’ accent and syntax, such as when she says, “I give she chicken blood!”
Miller enhances this characterization with Tituba’s use of double negatives, a grammati-
ical indicator of her low social status, in statements such as, “I don’t truck with no Devil”
and “I don’t compact with no Devil.” Although Ward’s and Stambler’s adaptation elim-
inates much of Tituba’s individual lines, and most of this linguistic characterization, her
statement, “No, no, dat only chicken’s blood,” serves equally well to portray her social
status.

Miller’s version of this scene also reveals aspects of Abigail’s sexuality. Hale’s ac-
cusations of consorting with the Devil strike a nerve with Abigail’s sexually-frustrated
psyche, allegations she denies with ardent proclamations of her virtuous self-image, “I
have never sold myself! I'm a good girl! I’m a proper girl!” Although these line are
eliminated in the libretto, Abigail’s latent sexual desires surface when she says, “At
night I wake, naked in the open doorway--not a stitch of clothes, nothing, just my naked
body in the moonlight.” This added touch of salaciousness in the libretto reminds us that
Abigail’s fervent denial of witchcraft lies, at least in part, close to her heightened sense of
sexuality.

After the first line of Abigail’s “temptin® me” speech in the libretto, Ward and Stam-
bler created new dialogue for a vocal sextet. In this ensemble, Abigail’s sexually im-
plicit speech advances the dramaturgical flow of information while the Putnams, Nurses,

and Parris reflect upon their feelings. They express their thoughts in unison as they sing:
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Ann: That slave’s a witch. She’s joined the Devil’s crew. lIts
hurtful, vengeful spirits layin’ hands on these children.
My babies’ blood, that’s what she made them drink, a
witches’ brew of babies’ blood. Tituba enlists them
for the Devil. All this year they’re turnin’ strange.
She’s the murderin® witch, for sure. Mr. Hale, do you
hear? She’s the witch, it’s clear. Make her name the
Devil’s crew. Lift this curse, we beg of you.

Thomas: She dreams corruption. What does she mean? She wakens
naked. .. Tituba is back of this. She’s the murderin’ witch
for sure. Mr. Hale, do you hear? She’s the witch, it’s clear.
Make her name the Devil’s crew. Lift this curse we beg of
‘you.

Parris: She dreams corruptions, and in my very house. Those who
hope to ruin me will feed on every word she says. She says
her name is clean; I wonder. ‘Oh, my God. Tituba is back
of this. She’s the murderin’ witch for sure. Mr. Hale, do
you hear? She’s the witch, it’s clear. Make her name the
Devil’s crew. Lift this curse we beg of you.

Francis: A piteous thing — she’s haunted by the bloody massacre
that left her an orphan child.

Rebecca: It’s charity and love she needs. She’s heard too much of
witchcraft.

Francis: That’s true. I agree, but Putnam’s crying witch-hunt.

Rebecca: I fear this seeking loose spirits. We should go to God.
He will give us help, for sure. No good, I fear, can come
of this. It’s evil. It’s silly girls not witches here. It’s
charity and love we need.

Francis: No good, I fear, can come of this. It’sevil. It’s silly
girls, not witches here. It’s charity and love we need.?

This added text portrays each character’s personality traits and the factional divisions
their differences create. Ann Putnam is almost delirious about her children’s premature
deaths and desperate to blame them on anything. Thomas Putnam fears corruption of the

ordered world in which he has a financial stake. Parris is concerned for his position and

2hid., 1, 91-96.
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the fact that members of his household may cause his downfall. Conversely, Francis and
Rebecca Nurse apply reason and speak of Abigail’s past and the silliness of the young
girls, charitable views that motivate their attitude of forgiveness and love.

At this point in the drama, fear and desperation have overwhelmed most of the char-
acters, and they must blame someone for their problems. Because her lowly status makes
her a convenient scapegoat, Tituba becomes the focus of the escalating hysteria. In the
play, Reverend Hale presses forward his interrogation,

Hale, resolved now: Tituba, I want you 1o wake this child.
Tituba: 1 have no power on this child, sir.

Hale: You most certainly do, and you will free her from it now!
When did you compact with the Devil?

Tituba: I don’t compact with no Devil!

Parris: You will confess yourself or I will take you out and whip
you to your death, Tituba!

Putnam: This woman must be hanged! She must be taken and
hanged!

Parris, pressing in on her: Who? Who? Their names, their names!

Tituba, suddenly bursting out: Oh, how many times he bid me kill
you, Mr. Parris!

Parris: Kill me!

Tituba, in a fury: He say Mr. Parris must be kill! Mr. Parris no
goodly man, Mr. Parris mean man and no gentle man, and
he bid me rise out of my bed and cut your throat! They
gasp. But I tell him, “No! I don’t hate that man. Idon’t
want kill that man.” But he say, “You work for me, Tituba,
and I make you free! I give you pretty dress to wear, and
put you way high up in the air, and you gone fly back to Bar-
bados!” And I say, You lie, Devil, you lie!” And then he
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come one stormy night to me, and he say, “Look! 1have
white people belong to me.” And I look--and there was
Goody Good. ™’

This scene reveals important traits of Tituba’s character. Although in the lowest rank of
society, she is no fool. When threatened, she resorts to a survival technique that undeubt-
edly served her well in the past, to acquiesce and hope she will be left unharmed, and she
quickly seizes the opportunity. But Tituba knows enough to realize that confessing not
only saves her life, it allows her to tell Parris what she thinks of him.

In the opera, Ward sets Tituba’s confession in lyric fashion. Ward and Stambler have
lengthened her monologue to include the Putnams on the list of those the Devil has en-
couraged her to kill. Musically, then, this scene becomes Tituba’s climactic moment, for
she does not sing another complete aria for the remainder of the opera. Her lyric declam-
ation reads as follows:

Tituba: Yaa! Ya, he do. He say Mr. Parris a mean man. He bid
me rise and cut yo throat. To Thomas: Yo throat, to0 —
and yo’s, Goody Putnam... But I say, “No, I don’ wanna
kill.” But he say, “Yo work for me and you get silk dress,
big black wings, and I set yo free. You can fly down to
Barbados, where the sun is big an’ bright, where dere’s
singing, where dere’s dancin,” where dere’s feastin’ till
de night.” A tiny sigh escapes her. Catches herself and
quickly returns to earlier mood. But I said, “No.” Isave
yo throats... Den one stormy night he come an’ say to me,
“I ook, white people — dey’s mine, to0.” I peer into de
blackness. .. An ol’ woman dere--scraggy hair an’ a
crooked nose... Couldn’ make her out.. 28

Although Tituba’s contrived histrionics save her life, her confession opens a Pandora’s

Box of deceit and treachery, because she implicates others who will suffer as a result.

27Miller, The Crucible, 44.
28Ward, The Crucible, 1, 104-112.
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Tituba’s confession also gives Abigail a behavioral model to follow. When, in the play,
Abigail sees the reaction to Tituba’s confession, she cries out,

Abigail: 1 want to open myself! They turn to her, startled. She
is enraptured, as though in a pearly light. T want the
light of God, I want the sweet love of Jesus! I danced
for the Devil; I saw him; I wrote in his book; I go back
to Jesus; I kiss his hand. I saw Sarah Good with the
Devil! I saw Goody Osburn with the Devil! I saw
Bridgett Bishop with the Devil!*

With this, the curtain falls as Abigail and Betty cry out their allegations and Hale orders.
the town marshal to arrest the accused. In the opera, the act concludes with Abigail’s
confession soaring above a chorus of newly-written text for the entire cast who sing a
joyous hymn of thanksgiving for their deliverance from the hands of Lucifer.

Abigail: They all rejoice that Tituba’s saved. Their faces beam
with holy light--forgive me Lord. I sold my soul, be-
fouled my name, I sinned and 1 lied, drank Satan’s brews
for him, naked, danced, then signed his book, became his
loving bride. Now I want Thy love, oh God, can You for-
give my mortal fall? Do you send a sign? Do I hear Thy
voice? Ido! Ido! “Tis Thy sweet call. I open to Thee,
oh Jesus. Open, open Thy arms to me. Ikiss Thy hand,
sweet Jesus, take me, take me up to Thee, my God.

Ensemble: Jesus, my consolation, Thee do I worship, Thee do I
trust. When Satan tempts me to vile corruption,
smite Thou the Devil, crush him to dust. Alleluia.
Keep me from sin and folly, free me from bonds of
earthly delight. Give me the strength to conquer all
evil, spare me the pain of Hell’s endless night. God
hear our call and send down His Son to take on the
sin of mankind’s first fall. Thy blood redeems us,
sing we hosanna. Now we adore Thee Saviour of
all. Amen, Amen, Amen, Amen.>*

2Miller, The Crucible, 45.
BOWard, The Crucible, 1, 117-123.
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Play vs. Opera—Act 11

Set in the home of John and Elizabeth Proctor, Act Il of the play takes place a week
later. They discuss the fact that numerous people have been arrested and a court has been
convened to bring them to trial. Abigail Williams told John that her accusations of witch-
craft resulted from a prank she and the other girls were playing, and Elizabeth asks John
to go into Salem to inform the authorities. But John hesitates because he fears public
exposé of his affair with Abigail. Elizabeth suspects John still harbors affection for
Abigail. This accusation angers John and he lashes out,

Proctor: Woman. She turns to him. I’ll not have your suspicion
any more.

Elizabeth, g little loftily: 1 have no--

Proctor: 'l not have it!

Elizabeth: Then let you not earn it.

Proctor, with a violent undertone: You doubt me yet?

Elizabeth, with a smile, to keep her dignity: John, if it were

not Abigail that you must go to hurt, would you
falter now? I think not.

Proctor: Now look you--

Elizabeth: 1 see what I see, John.

Proctor, with solemn warning: You will not judge me more,
Elizabeth. I have good reason to think before I charge
fraud on Abigail, and I will think on it. Let you look
to your own improvement before you go to judge your

husband any more. Ihave forgot Abigail, and--

Elizabeth: And I
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Proctor: Spare me! You forget nothin’ and forgive nothin.’
Learn charity, woman. I have gone tiptoe in this
house all seven months since she is gone. 1have
not moved from there to there without I think to
please you, and still an everlasting funeral marches
round your heart. I cannot speak but I am doubted,
every moment judged for lies, as though I come into
court when I come into this house!

Elizabeth: John, you are not open with me. You saw her with
a crowd you said. Now--

Proctor: I’ll plead my honesty no more, Elizabeth.
Elizabeth, now she would justify herself. John, I am only--
Proctor: No more! I should have roared you down when first
you told me your suspicion. But I wilted, and, like a
Christian, I confessed. Confessed! Some dream I had
must have mistaken you for God that day. But you’re
not, you’re not, and let you remember it! Let you look
sometimes for the goodness in me, and judge me not.
Elizabeth: Ido not judge you. The magistrate sits in your heart
that judges you. I never thought you but a good man,
John--with a smile—only somewhat bewildered.
Proctor: Oh, Elizabeth, your justice would freeze beer!... Bl
This exchange reveals much about Elizabeth’s personality and social status. Although
outwardly reticent and maintaining a calm, exterior facade, Elizabeth stands up to her
strong-willed husband. Even though she and J ohn lack wealth, and presumably Eliza-

beth’s education was like most women of her social class,”? she is an intelligent, well-

spoken, woman who, unlike Abigail, properly enunciates her words.

BUMiller, The Crucible, 51-53.

2211 this regard see page 50, note 133, supra. Because the Puritans valued education, Elizabeth may have
been taught to read so that she could understand the Bible. She would also have been expected to learn
domestic skills by emulating her mother and, as seen in the play, by serving another family until she got
married.
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In the libretto, John and Elizabeth’s individual lines are combined with newly-written
material so that each has a longer monologue that can more readily be set in aria fashion.
The opera’s version of this scene reads as follows:

John: Woman, I’ll not have your suspicion more.
Elizabeth: Then let you not earn it.

John: Let you not judge me. Let you look to your own improve-
ment. I’ve forgotten. But you forgive nothin,” you forgive
nothin.” Learn charity, Elizabeth. I’ve gone tiptoe in this
house since she is gone. I have not moved from here to
there without I think and try to please you. And still an
everlastin’ funeral marches round your heart. I cannot
speak but I am doubted, every moment judged for lies,
as though I come into court when I come into this house.
But you think: think on this. IfI go to Salem and call
Abigail fraud, she’ll strike back. Surely she will. Then
it’s Proctor or lecher--the name will be the same. Think
of that, and then think of your sons--Besides, it’s not so
easy to prove that she is a fraud. Ihave no hard evidence.
What she told me she told me in a room alone.

Elizabeth: Ido not judge you, John. That court that judges you
sits in your own heart. I never thought you but a good
man, though perhaps a little bewildered. That’s all--
But, oh, the dreams I had for our proud young love,
a love that would never turn or falter. But now, it’s
shattered, lost and gone. And an icy hand closes round
my heart. How could it be you turned from me to one
like Abigail? How could it be, John? How could it be?
You say she’ll call you a lecher, but won’t she fear to
damn herself? Think of those who rot in jail, those whom
you might save. Think of them--and then think of your
sons. .. John, grant me this: you do not know a young
girl’s heart. A promise is made in any bed--spoken or
silent, it’s surely made. Now Abigail may dream on that.
I know she does. Go to her, John, and break that promise--
that she may dream no more. All this week I’ve been
haunted by the fear of what she may do next. She has an
arrow in you yet, and she will twist it home. You must tear
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yourself free of her--you must, John, you must: You will

tear yourself free of her. For know that I will be your only

wife or no wife at all >
This scene marks the first time John and Elizabeth sing together, but rather than compese
a duet, Ward wrote separate arias for each. By keeping their musical lines separate in this
way, Ward portrays the emotional rift that exists between John and Elizabeth. Conver-
sely, when the emotional barriers between John and Elizabeth are removed later in the

opera, a duet texture reflects their accord.

Play vs. Opera—Act 111

In the opera’s third act, the rapid exchange of dialogue in the courtroom scene pre-
sented Stambler and Ward with numerous musical challenges. Although they did not
wish to alter the dramatic content, this style of dialogue could be set only to recitative, a
situation ill-suited to Ward’s lyric sensibilities. In the first two acts, Ward and Stambler
usually solved such problems by combining shorter speeches into longer ones appropriate
for lyric declamation. But in Act 11, the numerous characters and brisk exchanges of
dialogue made this procedure less feasible. One solution here was to combine characters.
Ward and Stambler also rearranged the order in which characters appear and paraphrased
almost the entire original text. These procedures allowed them to retain the dramatic
content and pace of the action but in a more orderly fashion musically. Aria structures
could then be added to strengthen characterization or orchestrated with an ensemble
texture to deliver dialogue in the least amount of time.

Although Danforth’s role as the sole, legal authority has more prominence in the lib-

retto, the pace of events made a detailed characterization of him problematic. Ward and

B3Ward, The Crucible, 1, 138-162.
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Stambler solved this problem by writing an aria for him comprised entirely of newly-

written text. Danforth’s “prayer of invocation” that opens the court proceedings, reveals

Danforth’s personality:

Danforj;h:

Open Thou my lips, O Lord,
And let my mouth show forth Thy praise.
Make Thy spirit speak through me
Thy judgment on these evil days.
The people groan, but heed them not!
Let them wail, let them cower.
We may not let this foulness fester.
And yield our world to Satan’s power.

Never, never!

Thy government and central church

Be now, O Lord, within this hand:

Let it falter not to punish those

Who spread this plague throughout our land.?**

This aria fulfills a dual function. On the dramaturgical level, Danforth’s character is

shown to be that of a pious, laconic figure who will take a harsh view of the accused;

musically, his invocation offers a moment of lyric discourse before the lengthy moments

of recitative that follow.

In both play and libretto, the courtroom drama unfolds quickly, with scenes such as

the revelation of John Proctor’s adultery, Elizabeth Proctor’s lie, and Mary Warren’s

interrogation. A musically significant moment occurs when Abigail, attempting to de-

flect attention away from herself (as she did in Act I), points to the ceiling rafters and

yells out, “Yellow Bird! Yellow Bird! Begone, begone.””* Ward’s musical treatment

of this scene, in which all voices sing together, intensifies the pandemonium.

B4bid., 11, 27-31.
Z1bid., 11, 86.
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Girls: Her claws, her claws.

Abigail: Mary, please don’t hurt me. You cannot want to tear

my face, for God made my face.

Mary: She sees nothin.’

Abigail: She sees nothin.’

Mary: Abby you mustn’t.

Girls: She sees nothin.’

Danforth: Why can they only repeat you?

Girls: Abby you mustn’t, mustn’t, mustn’t mustn’t, mustn’t.>®

Play vs. Opera—Act IV

Act TV of the opera takes place within the limited confines of the jailhouse into which

various characters enter and exit as scenes develop. The opening scene, in which Tituba

laments her fate, is followed by Ward and Stambler’s added monologue in which Abigail

attempts to persuade John Proctor to run away with her. A portion of this scene high-

lights Abigail’s and Proctor’s personality differences:

Abigail: John, my darling. I’ve money and clothes for you. Look,

look, John, you are free. (John does not move or even seem
to hear her as she sings and shows him the clothes and the
money.) (more intensely now) John, do you hear me?
There’s a boat at the dock waiting for us. The wind is in
the sails. (with great urgency) John, we cannot delay.
(John remains as though dead.) John, listen--1 forgive
you. Ihave come to save you, only you, to take you away
from this town of spite and hate. (Cheever reenters, un-
seen by the others.) To a land where it’s sunny and warm,
where there’s nothin’ but our love forever. (For the first
time John looks at Abigail. He slowly shakes his head,

Z1hid., 1, 87-89.
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then lifts his manacled hands and shuts the gate between
them. He then shuffles back and forth into the darkness.
Cheever motions the stunned Abigail to leave...)”’
This scene exemplifies Ward’s and Stambler’s principal concern when adding new mat-
erial--to enhance characterization. Here, Proctor’s character traits augment with his re-
fusal to run away with Abigail, or even exchange words with her.
Near the end of the drama, Elizabeth has permission to see John before his execution.
In the play, their exchange is as follows:
Proctor, with great force of will, but not quite looking at her: 1
have been thinking I would confess to them, Elizabeth.
She shows nothing. What say you? If1 give them that?
Elizabeth: I cannot judge you, John.
Pause.

Proctor, simply--a pure question: What would you have me do?

Elizabeth: As you will, I would have it. Slight pause. 1 want you
living, John. That’s sure.

Proctor, he pauses, then with a flailing of hope: Giles’ wife? Have
she confessed?

Elizabeth: She will not.

Pause.

Proctor: It is a pretense, Elizabeth.

Elizabeth: What is?

Proctor: I cannot mount the gibbet like a saint. It is a fraud. Tam
not that man. She is silent. My honesty is broke, Eliza-
beth; I am no good man. Nothing’s spoiled by giving them

this lie that were not rotten long before.

Elizabeth: And yet you’ve not confessed till now. That speak good-
ness in you.

Bbid., 1, 113-120.
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Proctor: Spite only keeps me silent. It is hard to give a lie to dogs.
Pause, for the first time he turns directly to her. 1 would
have your forgiveness, Elizabeth.

Elizabeth: It is not for me to give, John, I am--

Proctor: I’d have you see some honesty in it. Let them that never
lied die now to keep their souls. It is a pretense for me,
a vanity that will not blind God nor keep my children out
of the wind. Pause. What say you?

Elizabeth, upon a heaving sob that always threatens: John, it comes
to naught that I should forgive you, if you will not forgive
yourself. Now he turns away a little, in great agony. It is
not my soul, John, it is yours. He stands, as though in phy-
sical pain, slowly rising to his feet with a great immortal lon-
ging to find his answer. 1t is difficult to say, and she is on the
verge of tears. Only be sure of this, for I know it now: What-
ever you will do, it is a good man that does it. He turns his
doubting, searching gaze upon her. 1 have read my heart this
three month, John. Pause. I have sins of my own to count.
It needs a cold wife to prompt lechery.

Proctor, in great pain: Enough, enough—

Elizabeth, now pouring out her heart: Better you should know me!

Proctor: I will not hear it. I know you!

Elizabeth: You take my sins upon you, John--

Proctor, in agony: No, I take my own, my own!

Elizabeth: John, I counted myself so plain, so poorly made, no honest
love could come to me! Suspicion kissed you when I did;
I never knew how I should say my love. It were a cold
house L kept!... Proctor, his chest heaving, stares, turns to
Elizabeth. She comes to him as though to plead, her voice
quaking. Do what you will. But let none be your j udge.

Proctor turns from her to Hathorne; he is off the earth, his voice hollow.

Proctor: I want my life.*®

ZMiller, The Crucible, 125-127.
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The libretto version of this scene demonstrates one of the best examples of Ward’s and
Stambler’s method of compressing text while retaining Miller’s dramaturgical intentions.
In the opera, the following dialogue is presented in lyric fashion and succinctly relates the
full spectrum of emotions.

John: Elizabeth, I’ve been thinkin® that I would confess. What say
you?

Elizabeth, Asyou will, so I would have it... But John, I want you
living.

John, (alive now, in response to Elizabeth’s warmth): 1 cannot
mount the gibbet like a saint. Will you forgive me if I lie?

Elizabeth: John, oh John, it was my lie that brought you here. I,
not you, should ask forgiveness. It’s a cold wife that
drives her man to lechery.

John: No, no, I will not hear it.

Elizabeth: Icounted myself so very plain, so poorly made, that no
honest love could come to me. Suspicion kissed you
when I did; I never knew how I should say my love.
But know this now--as I know it—whatever you do,
it’s a good man’s doing.

John: Whatever I will do, will you forgive me?

Elizabeth: Whatever you will do, whatever way you go, oh John,
I will go by your side.

John: Elizabeth, Elizabeth... (a great triumphant shout) M.
Danforth, Mr. Danforth. I want my life...”’

The musical setting of this scene differs from that in Act II, in which John’s and
Elizabeth’s melodic lines were kept separate. In Act I, the melodic character of their
lines differ distinctly, and Ward does not allow them to overlap. John’s melody is

syncopated and “agitato-like” in character, while Elizabeth’s melody is rhythmically

B%Ward, The Crucible, 11, 149-158.
109



smoother. Tn Act IV, Ward provides music that underscores the dramaturgical signifi-
cance of the moment. Although John and Elizabeth sing separately most of the time, the
contours of their melodies are similar, and entrances and stopping points often dovetail.
This procedure musically emphasizes the dramaturgical fact that John and Elizabeth have
now reconciled.?*’
The remainder of the libretto closely adheres to Miller’s original text. After Proctor
tears up the confession, he consigns himself to the gallows with the following words:
John: Ican. And there’s your first marvel, that I can. You have
made your magic now, for now I do think I see some shred
of goodness in John Proctor. It’s not enough to weave a
banner with, but white enough to keep it from such dogs.
(In a burst of terror, Elizabeth rushes to him and weeps
against his hand.) Give them no tear! Tears pleasure them.
Show honor now; show a stony heart, and with it sink them.
(John raises Elizabeth and kisses her with great passion.)
(The great gate of the blockhouse is opened and in the
rising light of the dawn villagers lining the path to the
gallows become gradually visible.)**!
Proctor’s tearing-up his signed confession is the crucial moment of the play. It is the
moment at which he becomes fully self-aware. He can now forgive himself for past
failures, thus allowing Elizabeth to forgive him. The opera concludes with a slow, rising
crescendo in the orchestra, culminating with accented, C-Minor chords marked “fortis-
simo” that mark the moment Proctor falls from the gallows.?*?
It was fortuitous that the operatic rights to Miller’s play were still available when

Ward and Stambler became interested in it--five years after its initial run. Even more

fortunate was the fact that Miller took a personal interest in the project and assisted them

**This type of construction cannot, in the strictest sense, be called a “duet.” Perhaps a term such as “aria
for two™ better describes the formal process involved.

*'Ward, The Crucible, 11, 181-186.

*?1bid,, 11, 192.
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in creating the libretto. Reducing the amount of text by two-thirds meant that numerous
pages of dialogue had to be condensed into a mere handful of words, while maintaining
the dramaturgical essence. Miller carefully wrote dialogue to bring out important
features of characterization, a fact that Ward and Stambler understood and built upon.
Owing to the play’s construction, with its rapid exchange of dialogue, Ward and Stambler
had to alter large amounts of text and write new material suitable for lyric discourse. In
the final analysis, the success of Ward’s The Crucible testifies to the fact that the libretto
is a work of art in its own right.

Part Two, below, examines various theories of musical nationalism, both historical
and contemporary, the focus of which will be how the reception history of The Crucible
supports Carl Dahlhaus’s theory of nationalism. The final chapter explores how Ward
created an idiomatic musical syntax akin to the linguistic features of the text and the
effect this relationship has had on the perception of the opera as an American national

genre.
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PART TWO

Towards a Nationally Characteristic Music
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HlI. Questions Regarding Musical Nationalism

and the Opera’s Reception

Many consider Robert Ward’s The Crucible an American nationalist opera. But the
definition of nationalism in music is problematic at best. Even more difficult to discern:
those musical traits that can apply to a specific national group such as American. The
seeming plethora of theories about what may (or may not) constitute nationalism in music
seems to match the number of scholars who write on the subject and, as indicated by the
following, those who attempt to define music’s nationalistic content often stand upon
foundations of intellectual and artistic quicksand. In an attempt to avoid some of the pit-
falls, let us examine, briefly, those concepts of nationalism that may refer to music in
general, and to an “American” music in particular. It is in this context that we can then

consider Robert Ward's The Crucible.

Changing Perspectives of Musical Nationalism
In 1867, Carl Engel wrote one of the first comprehensive and ethnographic studies
about nationalism in music. His concluded that the national in music is principally
seen in, among other things, the use of indigenous scales, melodies, harmonies, poetic
texts that influence melodic construction, instruments, and association with native
dance.*® But Engel also admitted that, "In some instances. .. the popular music of a

nation has been considerably modified by foreign influences."*

Z:jlntroduction to the Study of National Music (London: Longmans, Green, Reader and Dyer, 1867), 1.
2 .
Ibid.
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Near the end of the nineteenth century, Louis Charles Elson wrote that, "In no depart-
ment of musical history has there been more of careless and unverified statements, of un-
questioning acceptance of tradition, than in the chronicles of our national music."** Al-
though Elson felt that traditional views of musical nationalism have limitations, his own
opinion about nativistic influences remained narrow. In his view, native American
(Indian) cultures were not “essentially musical,” and that any music produced by them
was on a “lower plane.” For this reason he doubted that native American cultures could
inspire large-scale musical forms. He stated,

Yet Mr. MacDowell has attempted this and brought forth an Indian

Suite for Orchestra. The Indian, of course, would find his music un-

recognisable in this developed state, and a composer of this rank could

take almost any unpromising theme or figure and make it of interest to

his public. In other words, the Indian themes, unadorned, have no

special inspiration beyond the music of the rest of the savage world.2*
This view reflects three beliefs prevalent during Elson’s era; first, that musical references
must be recognizable to those who contributed them; second, that native sources, how-
ever manipulated by the composer, cannot induce nationalistic sentiments in other
groups; and third, that compositional inspiration was limited to strictly musical sources.

In 1910, William Lines Hubbard came to much the same conclusion as Elson when he
wrote,

Of the music if such it may be termed, native to this country, there is
little to be said, for it has undergone little or no change and has played

no part in our development. ...in general the music of the aborigine,
owing to its nature, has been looked upon as of no artistic value.2*’

*The National Music of America and Its Sources (Boston: L.C. Page and Co., 1934. Reprinted Detroit:
Gale Research Co., Book Tower, 1974), iii.

*1bid., 271.

*History of American Music (New York: Irving Square, 1910), 345.

114



Both Elson and Hubbard were contradicted in the ensuing decades when native Ameri-
can cultures provided American opera composers a wealth of 'mspira’tion.243

Gilbert Chase has stated that the early nineteenth-century American composer Wil-
liam Henry Fry was the first to seek consciously an American musical nationalism, since
Fry advocated that American composers should claim a “Declaration of Independence in
Art” by refusing to bow down before Handel, Mozart and Beethoven and suggested that
Americans should strike out into hitherto unexplored realms of expression, guided only
by their own inspiration. Fry felt that this approach would help American composers dis-
card their aesthetic debt to Europe and assist in founding an American school of compo-
sition.2* But, as Chase points out, Fry’s call for musical independence reflected a di-
chotomy in American music because it came from one who "pleads for artistic indepen-
dence while imitating European models in his own works."**

As Chase also notes, Edward MacDowell, representative of the Second New-England
School, had definite opinions about musical nationalism. MacDowell believed that
Russian, Bohemian or other so-called national music had no place in art because anyone
could reproduce the characteristics by which they were designated. He also believed that
one vital element stood alone—personality. MacDowell was of the opinion that an
American national school of music needed composers who truly represented its ideals,
composers who sprang from the common roots of American life and idealism, who loved

their country, who put into their music what the nation put into its life and, above all, had

281 fact, this author’s survey of over four-thousand American operas has shown that the influence of
native American culture on composers of American opera is greater than that of European settlers coming
to the New World.

™ dmerica’s Music: From the Pilgrims to the Present (New York: McGraw-Hill Book Company, 1965),
332, hereafter referred to as Chase, America’s Music.

*°Ibid., 332-333.
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a desire to free themselves from restraints that the almost unlimited deference to Euro-
pean thought had created. For MacDowell, American music must be identified with an
undaunted tenacity of spirit that characterize the American citizen.””! Chase notes that
MacDowell’s own music, steepeci in European musical vocabulary, contradicts his
statements.”

Chase also cites the American music educator, Daniel Gregory Mason, who claimed
that the roots of American national music lay in Anglo-American folk songs. Mason
stated that, “This Anglo-Saxon element in our heterogeneous national character, however
quantitatively in the minority nowadays, is qualitatively of crucial significance in deter-
mining what we call the American temper.”*> Chase disagrees, since he does not believe
that the “American temper” can be determined by an element quantitatively in the
minority. He further claims that an American “heterogeneous national character” does
not exist and, therefore, no school of American national music exists.”>* But Chase’s
claim may be too narrow in its application. The lack of homogeneity in the American
national character could simply mean that an American national school of composition
cannot be defined in ways comparable to that of other nations, especially true when
equating American folk music with nationalism, since there appears to be considerable
disagreement over what is national music and what is national in music. Scholars such as
Chase, who believe there is no school of American national composition, fail to recog-

nize the means by which a national music may be created.

Blbid., 355.

“21bid., 355-356.

3Daniel Gregory Mason, Tune In, America: A Study of Our Coming Musical Independence (New York:
Alfred A. Knopf, 1931; Reprinted Freeport, New York: Books for Libraries Press, Essay Index Reprint
Series, 1969), 160. Mason’s comments may also be seen in Chase, America’s Music, 402.

®*Chase, America’s Music, 355-356.
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Some music historians discuss the problem of nationalism versus patriotism, es-
pecially during times of war. Barbara Tischler has stated that, prior to World War I,
American composers depended more on European models than afterwards, and their
compositions during the war years were essentially patriotic, as opposed to nationalistic,
in character.”®® According to Tischler,

Like the nationalistic music of pre-war years [World War I] by Henry
F. Gilbert and his contemporaries, these pieces could not be considered
European because of their inspiration, popular materials, or simply the
nationality and patriotic intentions of their composers, nor were they
“American” in the sense their creators hoped they would be. They ex-
pressed the feelings of the moment, but did not capture the essential
element of American culture...”*®
Although insightful, her comments fail to explain what is the "essential element of
American culture.” If folk music cannot create national content, and patriotic elements
only "express the feelings of the moment," a viable definition of nationalism in music
must lie elsewhere.

The roles played by art music and vernacular sources in creating American national-
ism are addressed by Alan Howard Levy. He believes that, from the end of the Civil War
to around 1930, the often-frustrating efforts by composers to integrate elements of Amer-
ican art and vernacular music were essentially part of a larger search for a national cul-
tural and political identity. Opinions have varied on exactly how to attain this type of

integration successfully. Some wanted to use exclusively the nation’s many racial,

ethnic, vernacular and regional traditions, while others wished to include European

55 gn American Music: The Search for an American Musical Identity (New York: Oxford University Press,
1986), 42-66.
»*Ibid., 91.
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models. Some also advocated combining elements of the two sources, but extremists on
both sides tenaciously forbade such combinations.”’

Although music historians encounter numerous problems in their attempts to define
musical nationalism, composers have often dealt with it more pragmatically. Nicholas
Tawa notes that, although composers of the Second New-England School, including
Chadwick, MacDowell, Foote and Beach, may have alluded to African, Indian, and even
popular music in some of their compositions, they ultimately feared they might compro-
mise the purely humanistic standards they painstakingly tried to uphold. When these
composers incorporated an extant musical reference, it was usually British-American, and
Gaelic--Irish, Scottish, Welsh and Cornish. Tawa also cites Arthur Foote’s belief that
American composers could not consciously cultivate nationalism because it would have
resulted in a forced, artificial manner of writing, unnatural to the composer and unapprec-
iated by the public. The composers of the Second New-England School believed that,
whatever shape nationalism took, it had to evolve spontaneously and be an unconscious
presence during the act of composition.”*®

A generation later, American composer Arthur Farwell went so far as to call nation-
alism a “dangérous subject,” commenting,

It would seem that no one as yet has devised a satisfactory form for
the general presentation and study of nationalism in music. The very
subject, in esse, would appear to present the very genius of the amor-
phous and the Protean. It is an interplaying tangle of considerations
of geography, race, nation, history, psychology, intermingled with and
confused with considerations of musical form, content, and degree of

development. The moment that one takes any of these matters as a
point of departure, or the basis of a plan, he is confronted by a discour-

2%Musical Nationalism: American Composers' Search for Identity,” in Contributions in American Studies,
66 (Westport, CT: Greenwood Press, 1983), viii.

28The Coming of Age of American Art Music: New England’s Classical Romanticists (Westport, CT:
Greenwood Press, 1991), 66, 198-199.
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aging array of exceptions, modifying conditions and apparent contra-
dictions... One would naturally suppose that the subject of nationalism
in music should be handled nation by nation. But the moment one
begins this he is confronted with the necessity for innumerable digres-
sions and qualifications.2*

John Alden Carpenter, another American composer and contemporary of Farwell, felt
that although critics practically demanded a more unmistakably American quality in
American music, attempts inevitably resulted in the impression that there was greater
concern for a national label than for the contents. In Carpenter’s opinion, if composers
allowed themselves to be unduly influenced by this demand, it would lead to a self-
conscious manner of composition that would negatively affect the creative impulse.
Carpenter believed that nationalism in music could not be an act of volition, and that
American composers were going to be “American” enough because; in the final analysis,
they could not be anything else.?*® But these views seem perhaps too simplistic because a
definition of musical nationalism that denies reference to musical characteristics, traits,
intentions or perceptions in favor of one’s birthplace or political allegiance fails to differ-

entiate between musical nationalism and musical universalism. The most current scholar-

ship on musical nationalism addresses many of the same issues.

»%See Farwell’s comments in Karl Krueger, 7he Musical Heritage of the United States: The Unknown
Portion (New York: Society for the Preservation of American Musical Heritage, Inc., 1973), 49. During
his lifetime, Farwell lectured extensively on nationalism in American music. Krueger fails to specify
the source of the above quotation

*%Richard Crawford, America’s Musical Life (New York: W.W. Norton & Company, 2001), 48, hereafter
referred to as Crawford, America’s Musical Life.
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