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7%e Crucible, Robert Ward's most d l - b m  and smassfirf work, bas been desig- 

nated an "American naticwal opera" Und- how it came to be so regad& en- 

tails more than providing definitions of the words =~m&can"* and "national." Both 

terms, and t6e mdtitude of socio-poiitid efements Muded in tbeir definitions, me mat- 

tm of ongoing debate amoag scholars. Apgiyhg them ts musk sea&& exambates a 

SitWkm &ready ten-. The purpose &#is a d y  is to investigate Robert Ward's The 

Cnrcitde and, despite the 1c~mhg pitiidis, oBer a p i b k  t@mh for the perception 

This ckwtalion e v o M  over the mume of many years 4 is the d t  of my varied 

i n t m  in mw-hi aes&&cs and ~~, as well as a f a s c ~ c m  with "dl things 

iknerkmm*- opera, &ea&x, lime, history, cur-, gMkmphy f=p=i&y 

natio&m)> and Iaagwge'wchich I have attempted to imrpe,We into ttds investigation. 

Although such diverse disr:ip&m ftnd i n t a e ~ ~  seemed impmsiB1e to canthe in a skgk 

study, f beganto uwterstaraa that the-wness" ofAm%ric8fl&e and music, and 

the dakmhip b their rcKlts in ttte im&&e and philo- tenets of l5.m- culiture 

aesthetic, philosopbid and Etrti& media S@fidfy, the RMO* kw two 

* ~ h e e ~ " ~ ~ & d h t h i s ~ i s ~ m m k b y ~ m t r l c ; r r t i b a m ~  
[or natmdkd ckizens) wbse work dearly follows the tradiim of European art mnsic, both sacmi and 
secular. T k e ~ ~ f ~ ~ i s b n w d ~ , ^ u r & m n t e x t s , t o ~ t h e I n d I ~ m u s i c s ~ t k e  
W ~ r n r d ~ A m ~ ~ a ~ o f p o p u t a r r x ~ m u s S c , J s t z t , ~ ~  
nnrsic, &music: of tge Caribbean I S M .  



separate modes of conveying emotion and d n g ,  " ~ ~ "  English and " ~ c a r i 1 '  

mu!&, began to cryMSize in my mid as potentid4y explaimble, bath on tik&h&c rtnd 

techaid levetS, in somewhat of a H e g e I i e e c t i c  fashion Lnv01ving &e synthesis and 

U i W e  nxx+irrticm of two diiisparate dements. The theory d t i n g  from *is belief is 

&it, at least as cuncem the operatic gem, pwcqtions ofmusicd natiodism are in- 

t i ~ ~ W t o t h e m n s i c a r s c t & s p C i f i c ~ e u g e d b y & c o m ~ .  Zfacom- 

poser bases an opera an an "heri~~~l-Eixglisfi"text, the m e ,  itself, may reflectthe 

s m  and axart pmem of* ~pofre11 lmgmge H%s wds *, the pfme@on of 

t h e ~ a s a m z r B c u f ~ ~ ' ' w r s i c e O u f d b e ~ b y ~ ~ o n r m d  

sptksis of music and text, 

m & t h i s a m k ~ o f a ~ i n m i a d , I ~ ~ c ~ ~ ~ w i & ~  

of %ding oae that wouM best e ~ l ' i f y  and, hopfidly, suppart my hyp&esis. To 

& s a d ,  a work supenrisd by Edith 3amff proved most wduat,Je. In th is  semi4 prrb- 

licatbn, Aazericim Uperus: A ~hecklirr: Sorroffoffers info& (pzmted in alphe- 

Wd order by cgmpcser) on over few-- Amakm rrperas, campwed since the 

early days af w10niat Ammica, .uuhich indudes ti* p u b i i h n  i n f ' a  (if any), 

and performance bates (if known). W& research toal as a pint of deptme, to- 

g ~ w i t h ~ r e s e a r c h m h e r i c ~ o p e r a s c o m p ~ a f t e s t h e p u b l ~ o f  

BomfYs work, 1 attempted to identi@ as many American operas tW exhibited identi- 

fiable nrtfionalistic traib as possibie. fn an effort to #fine this iavetigative process, f 

devised a s ~ e m  ofcrttegorkkg Amesican openrrs by various of mtidstic 

kakwes exhiiited. The ten categories 'mluded in &is clmificatlon system are: 

'fk&b Barmff#d 3. Bwbr  C W  eds, Americrat Operas: A C U & t  (Warren, MI: I3zimmk Press, 
1 992). 



(1) oiscoveiy, (2) American Histmy, (3) Motism, (4) Inrmigdon, (5) Nativism, 

(6) American L . r t m a c ,  (7) American Lit-% Mississippi and Beyond, 

(8) AmerIcEln L i t a a t m - C u ~ a t  america, (9) American Li-FoWm, and 

('10) ~~ Literat-. This itxhduw yieMed a totaiof 212upems that, 

to one degree or mthe~r, exhibited variotfs aspects of Amxiam life and &w. For ex- 

am*, in the category ImigrclfIbn, Duagk Muax axqmsed an opera in tW W on 

Oie Ectvmi ~~s navel, Giants k? tlrre IGmh C p e r T W  in New Yo& City in 1%1), 

a ~ t t s t e o f S w ~ ~ ~ n g t u ~ ~ ~ ~ ~ n W e ; s t d r t r i n g P h e  

&eetbhee;ntupY. E n t h e ~ r y A ~ i c a n H ~ 0 t y ~ A i l t ; a r t i n ~ o f f w ~ ~ m o p e r a  

in $975 titled Give & Libmy w Give Death, which was @onned in New Yak 

City as pwt of the U.S. BicenMal cd&&ms. Although wmks s w h  as these offered 

p i b i l i -  for fixhx investIp*on, they did not contain emi& of tZle wriuw e~~ 

I wished to examine. One opera did stand out, however, as amtakhg 41 of& &verse 

c W s t i c s d O D 6 d  &ye: Robert Ward's, 7%e C&Irie. In thisoaeqaa, J was 

fortunate emu& to fuwt a woik p e d  by a well-known, living Amziw c a m p  whc, 

based his worfc on an a e c W  w e  flay auhred by ArOur mfer, an zskt~3w1- 

figme in in w& of American k-. An added benefit fm my investigation wss the 

-that h4iller not only took a w e f l d o c ~ e d  event in cofoaiai American h i ~ q  as 

the prank for his piay, he atso paid ciose attention to the hngudic properties of Am&- 

can speech pttems in its wmpositiun. it seemed ptausible that, s k i d  tHe t k a i e s  I 

form* bear hit, Ward's opera was a most likely vehicle for their expsion.  

Ottce I had decided upon &e exist-ence of a singk American opera that might yield 

fertile results in terms of the it3temIatidp of text and mwic, I examined Ward's 



opera with relation to various e e s  of musisal natidism. During the process, 1 con- 

cludad that the writings on musical natiodiism by the Gamsn musieotogist, Cad 

lX&lhaus, might possibly & &e mwd @idle  to the cac1usicws I tad &awn abut 

Ward's 73e CraccibZe. This diswtatim is the d t  ofthese investig&om. 

F m  

~ * m ~ o f f W O ~ e a c h * t w o ~ - * & w i ~ i e x a m i n e m  

C r x W  fKtm variws jxqxxtivcs. In Part Ow, &bed Rim4 MAPthorr Miller, and T k  

CrwiMe, Chapter I ,  "Robat Wad: A Bkgrqhy," is e o d  6th Robert W d ' s  iifi: 

andcmxzr, notonfythefristoridWofMsUb&alsob~&~Wiedhim 

to consider 17te CrttciMe as a subject fw musical treatment: his m w i d  adurntian, his 

social, politid, religious & p h b q h k d  beliefs, aad his attitwit abord opera's drantrt- 

turgid requirements. This chapter also includes infixmath about Ward's prufwimd 

~ ~ a a ~ c  stmdgwint, forwitbut ma-kquatemeanstasuppofthimseff 

and his farrriJy, the opera wuld nevw haye been realized. The i n f '  here aviH pro- 

vide * mst wmprehensive biography of R&at Ward yet preseated, k g e t y  naade 

possible becanse of the composer's pmdigi~as memory aid $ae genetoas donation of his 

time. 

Chapter JI, " F o e  Xbe Crucible: Play and Opm," f m  cm Arthur M i W s  play 

and the opera's EWo, It is g d Z y  d k i t  M k r  wrote the play as a readion to 

the hearings conducted in fhe 1940s and I'XOs by the House Un-American Activities 

Committee, of which he was an unwilling participant. As wBf be seen, Miller's moti- 

vations for writing the play were many. This chapter explores not only the mcbjyliticat 



clixmie that existed in the United States in the mid-tweflttid century k t  &so &te histori- 

cal background of the Sdem w i t c h d  trhb and the refigious avertones tM ~~ 
WBer h an w # y  age. Frnther discu3sion involves ttre play's dramatic stmame, 

@entral themes and &-, viz., Qhose fkaix~es &st cOrnmm&ng Ward's @&an. 

An ex&&m of W d s  persoad ph4-y and the it ptayed in his  isi ion to 

compose Tke Crucible 1 4 s  to an act&-a&compafison ofthe play & ti-, em- 

p t r a s i z i o g ~ & ~ ~ ~ ~ ~ ~ i n ~ t o ~ i e v e a n a p p r o p r i r $ e ~ ~ ~ v e B i ~ b ~ r  

r n & ~  

In Part Two, TwurQls n Wmunaify CPMacterWc Mtcsic, Chapter HI, "$uestiom Re- 

gard3ngNrtai~in~cand~Opeara's~rm,"Eoct.rsesun~can@e1rtsof 

musicat na&naJism b m  a ~~ perspective. Altlmgh the theories ofmmaws 

5 c f t o b  camposers, and c* hve been prom- &ose of the Gemm mmicolo- 

gist Cad lhh&aus, and his beliefin mtiadisrn as a "pW-refere~tiaZ aesWk f q "  

seem mest relevant to the present study. The nxepti011 history of Xhe CwiQIe illu- 

strates trow it coincides witb DahXhaus's tkurks. 

C h q k r  N, "Ttae C h  of an Idiurmtk Musicaf Syntax: Robert W d s  7%e 

Crw:ib1e," details Ward's kidmat of text and music. AMmgh this sbdy suppmts 

lhhbaw's assertion of a %st-ref-tid" musical nationafism, Ward's "pre-referenti# 

treatment of hnguristic and musicat nmmids plays a subde but d e t d l e  mIe in one's 

peption of The Cmcibfg 's as having donafistic content. 



Edirorial h b e s  

T h r o e a t  this study, the effort has been made to &kt ease of miding while ad- 

hering 40 the editorid procedures fuHowed ia the various source materials cited. For 

instance, when applied to musical relkmms, designations & as "Major" and "Mi* 

are suppiid w& cap&& )etters la d t x  to distinguish them their use as adjectim 

h a mm-msicat CO-. White the puMishPd versiw of MUT Miter's flay, .from 

vofiich I worked, designates a(cts as 'w Twu,'' '%.me,* and ''FOU~,~) &e jmbtished 

fuilscoreof RobertwaKt"~operahthemwitharnnannumerats~II,m,&N), 

F o r t h e s a f r e o f c o n s i s ~ , i h a ~ ~ , c h D s e n t o r ~ p p ~ y ~ ~ ~ i ~ t a  b t h k p k y  

&opera. 

Tbe aadytid distfssion o&ed in Cbxpbr N, "Tbe Creation ofan 

k 6 0 6  hf&2d SJTfhK %bfXt ward's % f3ZfC&?,," fXtkU43k!S h X U  

Ward's wp&GshRd m8nuserlpt drafts wrnpmd to cmmpmhg sections ofthe pub- 

lished score. Because Ward's origid manuscripts have fttded d d y  ova the 

y a w  and &us W i v e &  difkutt to w& I bye "digi&ity wrested* them as faithfdly as 

possible, although cerhin dt-miim were mssitated became of h e  technicaa l i d -  

& m s o f ~ p r ~  I n ~ s e p ~ ~ W a . r d " c r p s s e d o u t " ~ i n t h e  

msmusrript, I have ptaced a series of d l  "Xs" undermath the worrts or note-h& to 

i n d i e  his intentions. Becartse the printed score is clear and legible, meed examples 

taken h m  it did not quire @tai recreation of the type mix? for mamdpt examples. 

For examples &awn fkm the printed score, &e must actmate method fof repmbiqg 



fiiiwly W d s  intmtim proved to be photo l -qmkt io rs ,  smd this m- has k e n  

appIied here.* 

The W s  applitied to examptes cited ht Chapter IV indicate three things: &st, w k t k  

the example is drawn h m  the man&pt or printed mre; secad, the Act ni~fber 

i d e m  by Rwrm numerals; aad third, tfie number ofthe specific example witkin that 

act, i d e n W  by Arabic rids. For some examples, a k&er division is indicated by 

the nse &snail h. Fw k @ m e , " m p t  Exampie fI-2b" indicates&&& 

exanq,kistakenfiPmtheman~"ZT'iB~~actfromwhi~h~exampieis 

drawn,~"speciflesthis~my~ndexamp~~m~*~"b"(if~)indi,- 

aiksthatthe i l h m r a t i ~ r ] ! i s ~ a f ~  kgerrr#amFde (Y")underdkmsi~~~. L M s e ,  

if cmpmtive r e f e m  between m & p t  rtaa saxe exaznpks require mom &m one 

c i t a t i w , ~ a I p h a b e t i c d i ~ k I w i s a p ~ .  F o r ~ " S c o r e E x a m p k E $ a " a n d  

"h Example I-4b refer to Etnd e g d e  with "l&m&pt Example 1-4." It is hoped 

that these editorial prOC6dw win fact7ie tilt3 &s -8 ofthe theories 

hetein off& fix their coaside&on. 

* 
See Appeodiv 3 for photo reproductions of these ntanmmip exampk. For the readeP's collvmience, ex- 
~ s ~ w t r z ~ t h e m a t s i u s c t i p s a n d t h e ~ s c o r e b v e h ~ k , ~ & g c s e s .  



work is 4kdhte# to the Ioving nwmury of my f i ,  
Pad Joseph KO& (1929-2000), a man w i f b ~ p e ~ .  

Although dhiniished gmatfu by dTis absmce, 
1 rej;oice in &s mmmry. 

Robert Pad Jsseph Koft 



I a m ~ i n d e b t e d t o a u m e r o ~ ~ ~ f o r t h e i r ~ i n h e ~ m e t o  

ampIete this dissertation. My parem$ Paul and Lee Kolt, were a consistent source 

of love, ewx,mgement and inspiration to me thughotrQ my Fife. Throw both good 

and difikdt times, they never wavered in Wi sincere aesire to see me m p M e  my 

acahnie g d s .  Tu them I owe everydrine5. Without the kind assistance ofDr. R&rt 

Ward, this work w& never have taken its psmt h. k fhaS been my g d  fo- to 

t>e*to~wiahDr .  W a r d ~ ~ w 0 ] i l ~ 8 b O n f h i s ~ i f e a n d m r k  His 

i - i m i t k s s ~ s i t y ~ m y ~ w a s i a ~ .  I ; tmb&tohwhim.  

To my academic ;pLfvisor, Dr. Shelley 6. Davis, I owe more than words e m  a- 

T h r p ~ & m y ~ a t h U n i Y ~ c r f M a r q r Z a n d , h H a s b a ~ , a t n r e  

fii& fmd a Moved fhhr figue. His g e m  assistance aad guidazYce have not only 

~ ~ ~ s ~ f u l ~ ~ o f m y ~ b t l t & ~ & s ~ m m ~  

thanIkpditwoddbe. Icantake4:dtonlyfurgivingv&wtotheideasex~in 

this d i d ;  Dr. Davis nade &em sing. J shouM dm Eke @ express my gmtiaade to 

Dr. Senrtifer &Lapp of the University of Maryland fw tdre maray burs she spent with me 

during the initiat stages of  this project. Dr. Philip Vamkrmee, Musk fi- at the 

University crfNorEh C a r o b  at Chapel Wi, made numerous suggestions to me during 

the mearch phase, dl of which proved b be of ia-1e value. Withouthis helping 

hand to guide my investigation, this work wouid not have seen the light of day. I 

sincereiy appreciate the generosity s h d  to me by the other members of my doctoral 

c d t t e e *  Dr. Jmes Gibeit, Dr. Luke Jensen, and Dr. M Maclary, all of the 

University of Maryland. It is an ht>m to be associated with scholars of their cdih .  As 

X 



a yo= gHtdvate student, I was fortunate emugh to have shretied with Dr. Mdena Kuss, 

Prr,f&ssor Emeritus at the University of Worth Texas. To her I am ' d eb t4  for piping 

my interests in the shsdies of American opera and musical nationalism. This d i s d m  

b e g a n m a n y y ~ a g o l ~ s h e ~ e B m e t o g o ~ n d w h a t I t h o ~ w a s  

~ b f e , & i o k r h e r I w i f 3 a l w a y s b e ~ .  farzlalsogratefiriforttrenttmen#ls 

Refixence Libnuiarrs and M s t s  who assisted me in l d n g  smmes ref&% to 

cribd reviews of Ward's o p q  especially those at the New Yo& hMic Library, Duke 

I J n i u e ,  the D u r h  Sun and the 5a71 FP~~u:&co Cho&Je, among others. Their 

made easier the OEpk of locating difficult-to-M matexi& I shodd dm 

Iiireta-dreM-~nzmdMmoftfiemiofMusicathe W- 

versity sf Maryland, who kve ma& life in academe a most pkasmt and vaiuabte 

e w .  



TABLE OF CONTENTS 

........ ................... ............................*........ List of Score lbtnpis..  ... ,,, ..., xvi 

Chapter I . Rabat W d  A Bbgmphy .......................................................... 2 
Formative Years ................................................................................. 2 

17se Grwt Dap~essim ad& E e t s . . .  .................................................... 4 
Higker Ebuc&m-Emman und JuilOiard .............................................. 6 
llke Cwibie ~f Wra .............................................................................. 1 3 

............................................................... PrsfesSimd & F d y  Life 17 
Ward's Firs# Opera .............................................................................. 23 
A New C w w - h e  Pubfishing In&ftry ................................................... 25 

A Return @ Acsdeme-The North W i m  School of tfie atts ...................... - 2 8  
A Re tm fu Teachiqg ............................................................................ 33 

Wad's Subsequent W&s, An Ovwview ................................................. 35 
*C IS  ......................................................................................... 35 
InrfiwnePztal Music. .......................... ., ....................................... .- ...... 38 
CAambr Mk+ak ................................................................................... 38 
Bid& Music .-.- . .. ... .- ............... - ........................ .- ... -. .- .................. 40 
Wwd's Mmi Receni W r a  ................................................ .- ................. 40 

A Sad Event .................................................................................. -41 
Sumnr~lry ...................................................................................... .BZ 

xii 



Chapter II . Forging The Crucible: Play and Opera ................ ,.,, .. ...... ............. 44 
Phy: Backmuad ........................................................................ $6 

.......................... The Gemsis of The CnlciMe; 5 % ~  PIay and M d a r t  hyhn 46 
The Salem W w  TrSatr of1692 .................................................. 50 
Writing The CwiMe ..................................................................... 58 

The Phy: w y t i c r d  uv&w ............................................................. 60 
Shwcture ............................................................................................. 60 
Thews .................................................................................... -65 
Cbmterf  ................................................................................. 67 

WsSs Phkophy a d  Z k  Chci& ...................................................... 71 
The Q3em ..................................................................................... 73 

3 u c k p o u ~  ................................................................................ 73 
The Choice gfSmblet as Librettist .............................*..................... 74 
ee&g the Litveat~. .................................................................... 77 
Zke PP'eMre @the Opera .............................................................. 82 
M t l s i c o l ~ e . e . . e . e . . . . e e . e e . . . . e e .  . .  ............................................. 84 

Pby and tiiim&x A Co-n... ..................................................... ..a5 
Play vs . Opera-A ct I ..................................................................... 88 
~ ~ W V S  . t @ t ~ t ~ - . A d i f . .  ................................................................ 10l 
Pluyvs . @mu..A dB2 .................................................................. 104 
P k y  vs .  ad N .................................................................. 106 

PARTTWO: T o w a r d s a W ~ ~ ~ y ~ ~  Music .................................. 112 . m . m m  ~ e g  ~usid~ationeti is~ 
andtheC$era'sReq&m ..................................................... $13 

€ha@g Perspectives ofM& Piahdism ........................................ 1 13 
........................................... Some Qmnt Views of Music& M d i s m  126 

Carl Dahlhaus on Mwic af. Nationalism .................................................. f 2'9 
The O m ' s  Criticaf hce$oa ........................................................... 132 

Chapta IV . Towards tbe C d u n  Of An Zdiomatic MusiEal Syntax: 
Robat Ward's 7 ' k  Chtci?.de ................................................... 146 

The Four A& of The Opera, Analyses .................................................. 149 
Act1 ....................................................................................... 149 
Acj LI ....................................................................................... 168 
AclIJ.f ..................................................................................... 285 
Act N ..................................................................................... 192 

...................................................... m C r x i b i e , A n ~ m G e n r e  204 
............ The Sphsiis of Textual and Musical Accents in Ward's The Crucible 205 



Ap* A: The Opem .......................................................................... 208 
S~~ ........................................................................... 2439 
Scene S t r a e  .................................................................... 212 

...................................................... Chatactersd Voice Pam 217 

Agpendix i% Photo llepcddofls of R&at Ward's Mammip&s 
1Jd ira N ............................................................... 218 

AppendixD: Arthur MjUer'sIkleted Scms: 
Act H. 2; Broctor and Abigail Meet in ibe Wuods ................... 231 

Appendix E: Ward's and Stambier's Version of hrliller's Deided Scene: 
.................. Bd nf, Scene 1; Wcarrand lVrigait Meet in & Wods 236 

Appcdx F: &@nd Cast M b :  Tme Play, The Opera ................................ 239 
................................ ....................................... The Phy ,., -240 

The Opera.. ....................................................................... -241 

.................. Appedx G: The Salem Wi- Trials: A 42-4 Ovaview 242 

B i ~ ~ y  ....................................................................................... 245 
Bc;loks .............................................................................. 245 
P&mm Reviews ............................................................ 247 

xiv 



*FM the &S rnvenietmce. tke m n d p t  cited w b v e  b "digitany mn see 
Appendix 3 fbr pboto r e w o n ' s  of Ward's manuscripts . 

XV 



Score Example 1-1 ................................................................................. 151 

Score Example M a  ................................................................................ 155 

Score Example 1-Zb ................................................................................ 155 

Soore Example 1.2~ ................................................................................ 1% 

&re Example 3-26 ................................................................................ 1% 

Scow Example I-2e ................................................................................ 157 

Score Exampie 3-2f ................................................................................ 158 

Score Exampie -I-2g ................................................................................ 158 

Score E q t e  I.3 .................................................................................. 160 

Scam Example I4 **......*........*.........*.................................................... 166 

Score Example I-4b ................................................................................ 166 

............................................................................ S ~ ~ I  J&.... 167 

Scare ExmqAe a-1 ................................................................................ 173 

Scope Example 13-2 ............................................................................... -181 

Score Example Ill-4 .............................................................................. 188 

Sc0t.e Example In-2 .............................................................................. 191 

.................................................. ............................. Scorn ExayIeXV-1 , 195 

Scare Example IV.2 ................................................................................ 200 



PART ONE 

Robert Ward, Arthur Miner, and 2'jlbe Crucz'bJe 



Fo~rnafie Years 

Robert Eugene W a d  was tvom on September 13,1917 in Clevehd., Ohio, the 

youngest of five childra~~ His gregarious, mild-mannd father, Aiberf operat& 

a successfuf moving aud storage company and his mother, Carrie (nee Mo1lenkopf), a 

loving, nuitwing, chmk-go+- mbxm, oversaw of &e running of a bustling ho&old 

andkraiskgofherfivetxdentedchildren." T h r o u g h t h c ~ w d a f f e c ~ o f h i s  

prvents and sfder slbiiis in &ese early, g,-Depresshwm yeam, W a d  ex-& an 

atmost IdyZlic 

Ward'searliest years approxim&& b s e  ofmany middfe-ctass American children of 

the era. tike numerous p m g  boys, Ward read abwt the mmmtic expbits of 

WorfdWarfscslWandp30tr, wfr ich ie ;d to~indes ignhg, t ru ik i ing&~~ng 

m&i akphms. Saturday afkmmm f a d  the family at movie theatas &at oftked 

~ - r z z ~ ~ h t f i ~ m ~ w i t h ~ v e ~ b ~  Thewefoften-m 

b a n d s d e x ~ W a r d t o & e ~ y s o ~ o f ~ y G o o c h m a n , t h t e D o r s e y ~ ,  

Gletw h&%x and -Duke E I I ~ ~ ~ R ?  Othef h. fhmes came via the mkd interests o f h i s  

older bmtkrs and si-, dl ~ f w b m  who stttdied piam andlor violin. Growing up at a 

time of relatively li* music av-Etilable w rrtdio or thrwgh corzunerciallyvaiktMe re- 

cordings meant that music making was largely a home+pwn &%& fix the Wad h- 

'See Kenneth Kreitner, Robwf W d :  A BbBib1iqraphy (New York, New York: Greenwood Press, 
19@), 3, b e r d k r m f d  to as Kreiuer, B i + B i ~ ~ p S t y .  

'~obtxt Wad, AIl the 3Eqp 1 %e Been: An Atrtubbp&v iJhpd&W rnmrwipt), 1, Used by Per- 
mission, bezrafter r e f d  to as Ward, Aufolrbgrapky. Ward had two o k  sisters, Rhea and Peg, and 
oider iwothers, David and AItKlt, ail of whom imbed with tke arts in some cqmzhy, 

3wid, I. 
'%id., 2-3. 



hold. At weekend parties, Ward's older sistas piayed the piano, and everyone getthefed 

around to sing mar hit tunes of the day, Moved religious hymns cn: exempts from 

w l l - k n o ~  operettas. When mdio becant a viable medium of mass commImieah, the 

Ward fimiiy Iistened to evaytlhg h r n  Amos astd Anby, prizefights, a id  &epnoon base- 

ball garnes, to b r o w  of& Philadelphia Orchestra and Metropolitan Opera. The 

entire family e x p e r i d  live perf- by attending the CieveisnB On:lw&a's 

r e m  s e r i e s o f d t i i ~ s ~ r t s ,  aswdi athe annual visits ofthe Metropo3hn 

opeas 

Fmman&yage W a r d ~ ~ a n ~ f o r a l l ~ m u s ~ ~ ~ h i s  

buddingtaknb6.y p a a i ~ i n v a r t o v s c $ t l r e b ~ ~ u p s a n d f d o ~ p -  

~ ~ n # w i n g ~ l y ~ o n e v c 3 C a l p a r t t a a n o ~ a s w v ~ ~ ~ ~  

ekme&qand~-schooly-, A t a g e ~ h e b e g a n ~ p i a n o ~ n s h i t  

m n d n , p p B d ~ ~ i t ~ e o f h i s ~ i n s p o r t s , ~ 1 ~ ~ a n d ~ ~  

adolesoent activities! As be pn,&through high school Watd grew more fond of 

music by expo- to ~ e w  genres of vocal works, inciudkg mEldrigds, a mpmtory that 

opened new vim of musicsl cobring fur him. During his junior and senior years in 

~h1,W~fd~studyiagby,&hMbhisW*m@atcom- 

position. His bmWr Aiw who was on staffat the Cleveland Hayhouse, asked if 

Robert could compose sosome incidental music for a play, an offer Watd eadrusrastrcat 7 - 
IY 

accepted and an experience to wbicfi he affributm his later ~~ in opera tlnd cfmmatic 

music. As a result of this initid foray into the w d d  of h a t i c  music, Ward began to 

5mid, 3. 
%id., 2. Atthwgh a most W e  pb&, Ward believes his keylroaKi pro&-y & b v e  beea ccmkkr- 

ably better had he continued his early lessons. 



comgme other songs, stylistically i n f l n d  try briefexampfes of S-, Ravel, 

Dew and Hind& o f f 4  in his h m n y  t ex~hmh.~  

By &serving his pnmts, Ward began to understand the intricate concepts of humam 

nature and so& interaction that have remind with hiffl. As he recalls, 

Pamttd discip1'uze was never q p e s i v e  In wr b. High 
stmckds ofooradtmct prevailed and wme exemplified in the wtiorzs 
o f m y e a n d f a t h e r .  I-onlyonceyvtien,for*in- 
W o n  of the Nfes 1 can't recall, my mother insisted I be swit- 
chedbymyfather. Aftermtbgaverysnzallswi*fromatreein 
the yard Dad took me into a small hallway to Ilnminie my punish- 
ment. A f k r t k ~ s t r o k e h e ~ k t h e ~ j a m b e f c t r e t h e ~ h  
reachedmybacSEside. T h e & h b m k e , D d ~ e d h i s k n u c ~  
and cried, "Oh, pshaw," his stsongest expletive. nlm 6del.i my 
pIClishInent8 

W&s retigious d u d o n  began when, as a chiid, he astended the Mike Park 

Presbyterian C@ in Cleveland, W o ,  with his fhdy .  He rem- the minister, 

Reverend Peter Macauky, as ts azwmchm~ous, down-twxwtb inan who exemplified 

the HIOX humsmistic side of Christianity. Sunday services and c h d - w  social 

events became mainstays of Ward's early I&, a d  he descn'bes these wtivifies as a 

"consistent influence." The teachings of liberal American Protestantism refn- with 

Ward wtil high school, -when he began to question the "myhiogicai" aspects of 

~hristianity.~ 

The Grest l k p m r s  md lis Efledr 

As with many American cb.ildren ofthe et.9, the innocence of cMdhOOd came to an 

a b q t  aid fm Robert Ward with the onset ofthe Great Depression. It was during these 



yem b t ,  I-kkmhg to his older siblings discus such t h g s  as b a d  hies, Mmr unions, 

socialism and the perceived f&%ure of qitaiism, Ward £kt began to form the pofitieal 

and mid views that eve&.dly found expression in much of his music, especially the 

driiinafic works. 

Ward's pa.re~ts and siMings did their best to shield hirn from the ecolnomic and social 

upheavals c a d  by h Depression. W d  recalls an eveaing when his & t h  returned 

hone from ftis ronnds of bill w ~ ~ ~ g  empty handed. Althongh he did not realize it Eb 

the time, Ward's &her avoided txmkapq only because Robert's brothers and sisters, 

ail college grad- still lived at home and conatibuted to the M y  ismme. Ward's 

s i s t a s ~ - j n ~ ~ ~ - ~ l s y ~ a n d h i s b n > t h e r , D a v i d , w h o ~ h a d g r a d -  

wted at the top of his c k  the C k v e M  School of An:M.ectme, worked for om of 

thecity7sfinestfirms,buttbatwasin1929, By 1930,thenatiw'stxxmcmyamlhis 

broWs professional world cob- From listening to his brother's discussians with 

friends abolrt the apparent &Itire of crtpiMism anti ttte seeming hiability of clemwr&c 

gavemmegt to solve the problem, Ward began to t m d m s a l  a need fot social justice 

and govemmentaf mpodbility." 

It was akw during this period that Ward decided to h m e  a wrnpser. For Christ- 

mas in 1933 he asked for books on orchestration, f m  and harmony. With these to assist 

him, W a d  began to un- more clearfy the harmonic vocabutaries and fa& strut- 

tures of the - composers. Two years later he recei.ved his diploma from Cleveland's 

John A$ams High School, having aLready deeided &at the next step towards raking his 

goal of beaming a cumpmer was to attend the Eastman School  of ~ u s i e . ' ~  Before 

'bid., 4. 
Im 

 bid, 5. W d s  mother was a church organist and my apprec id  tbe W and aspi& o f d  her 



applying to Eastmzm, Ward decided to spend a year working as a copyist in orrter to 

spend mope time practicing piano and composing v d  works tfbat he wdd use as 

mtlege application pieces. In 1935 an event occurred &at  atm most M 3 e d  his budding 

compssitid aspiratim. ~~ of his excellent grades in school, a law firm in 

CEevdd offered to underwrite the cost of Ward's college aad iaw-schocr1 eddolls.  

If Ward had accepted this opportunity, it muid have suWi&id&y dieved his parents" 

amietyover paying for his contiaEted education. But because of &s desire to umpse, 

Wardfuund~hecouMnotacceptthisoffetingoodconscience,anddKfdl~wingyear 

he was accept& as a cornpition student at the Eastman School of ~ u s i c . ' ~  

Ward's d & o n a t ~ ~ n e q u i r e d ~ ~ ~  workwithbdihydoses af 

self-instigated investig&m into v&w subjects. As a -freshman, he studied theory with 

lnvin McHose, musk history with W m n  Fox and ~ompositioo and orchestration with 

I3am-d Rogers. In order to q u a i a t  himse& finther with tfte craft of wb-on, he 

attended r e h d s  of the l3strmm Orchestra conducted by the school's director, Howard 

Himson- For the required p e r f o e  ensemble, Ward sang in the s c b f  s &oms, where 

he became h i l i i  with many of ihe standard works for massed voices. Hi pmts' 

difficult h c i a i  situation during these years meant that Ward needed to find employ- 

ment wRife attending schooi. Fortunately, be secured a position at the SibIey Music 

children, bat R W s  decisioa to bizcame acumpwx M n g  th ecmcmic ravages af,f lkpression is 
remicable considering the fact that his fidw pmemd only a sixth-giPtde ectueasion and h%d relativeiy 
little appreciation for the arts As Ward notes, bowever, bis fMxr M y  supported and funded the 
chifdrms' educational snd pro-onal ambitions. Robert was an exceltent student awl was jp&&d 
firom Bigh s&#t a year early, h 1935. 

13m, 5-6. 



Library, where he t h o m e  irrimeRed h ' i f f  in the &ogica.lluxr~r)r of the n m -  

emus scores and recordings at his diqxmi.  Ward's course reqnimnents also h M e d  

studies in English l i m ,  a subject in which he became so enthralled W he minored 

in it, going well beyond the basic req-ts.l4 

During his first yew at Eastman, and in tate subsequent summer vacation, Ward ex- 

panded his cumpositional hoFizons. UItti1thi.s point be emcentrated mostly on songs for 

sok, voice with piano acwrn-t, but novv he began to think in terms of imtmmental 

genres. ~e immmed w& on his I~ &Wng Qumet (1937)" and an orchestrafed set of 

two songs mfiectively titied Fatai I~entlew (1937), based an poems by Edna St. Vincent 

Milky and origkdiy set setwith piano -t. The u r c w  version c v m ~ y  

became a means of eariy r e c u m  for tbe aspiring young composer, as it was one of 

the works chosen by M C  Radio for immdca& by Howard Elmson atld the Rochester 

Civic O r c w  Its mwess inspired Ward to make initial attempts at writing a sym- 

bony, a pject  &e diligently pursued over the cowse of the w?rt two years, d y  to dis- 

cover that he was not yet up to the task. With a better -g of his abilities and 

Iimitatim, W a d  continued writing d o  songs and dm began to compose small-sale 

piano works and choral ~ 6 g s . ' ~  

At Easbrtan, Ward found that his intr=lIigmce, easy-going manner and friendly de- 

meanor earned his classmates' admiration. He was elected Treasurer, Class President 

and, eventually, Presiaent of the Stdent Association. '33e duties of these posts enabled 

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

"fbid, 6-9. 
'%bed Ward, Persanal Interview, Ifecember 28-34 2004, Used by Permisshi, hereafter referred to as 
~~. Nottobem&&~hkfatmFristSlri~g@~of1966,publishedby 
Hig&gate Press. This ppe- effort was s u k q m t l y  witMra~~1 frrrm Ward's catalog of works. 

"~ard, Auiobiograpiy, P 10. 



~ns ib i l i i t i e s  that also whetted his appetite for administrative and leahershipldce 

positions, the very things that would assist Em in his later 

As a W n t  at Eastman, Ward was responsible for making all tbe decisions governing 

his life. He lived alone in a ROC- hot& room and, for the Erst time, experienced 

kl iness .  He attended church on S&ys to fill the void irr his life but found the ser- 

mons ~~ and sociat life unfulfillirtg. Ward soon discovered that digion an- 

swered kw of his qwstim and began to recomider what he gufy befieved. ARer classes 

he tOdc long wadfrs mud the city, contern@- such difemmm as "good versus evil in 

an imperfect world." While amsing a bridge one evening, Ward stopped to gaze down 

at the river Mow. At W moment he experienced what he describes as an ''epiphany:" 

It sedtomethattherew~t~)~E,oneurayorIheo~ 
of & axtahties which were preached One s-rmpty had to have 
f ' a i t h i n ~ v e r o n e ~ v e d .  AodsinseIhadmint&of 
making a career out of evil, I must make one out of datcver I 
saw asgood... IfIdidn'ttakehmoffaaVingfaithinwhat 
3 believed as good, then Me had no point at dl, and 1 should throw 
myself iato the water below, These thoughts somehow settled my 
religious questioning, and only many yeam later have I I ~ ~ O R  clearly 
defined and extended my belief." 

Ward came to believe that refixaces to actually allude to "good behavior,'' and that 

the principle of the Golden Rule was an infallible guidepost for human 

According to Ward, 

The wetl-known Bible stories were pleasaflt history but the myth- 
olujg which had prrrpagated srbrwt h ' [ s ]  lifi: began to 
come into question from then on The virgin birth seemed as mason- 
ably explained ia Robert GravesY[sj 'Jesus, the -' 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 



the man.. . f do not believe in the Resurrdon. Jesos'fsf afterfife 
is the iwvivd of the l-immmi* iW whichhe s t d 2 '  

ward w= - in history, phifosophy, mbis3gy, psycMw and s c b  in 

general, aad his investig&m into these aaeas of knowi&e affited hls religious be- 

liefs. When he d abut  &e religiaas of Ma, China and the New East, Ward dis- 

covered that his Presbyterian wring@ had not prepared him for the diversity of 

philosophical beliefs e n c o m e  He found it comforting to realize tbat the funda- 

mental &,ical principles of J-hristiw philosophy are pment in religloas that 

p& the C m  era, a fact reaffirming many of his own conclusions2' He inves- 

tigated the politid and social philosophies of Aristotlle, Abefard, Giordano B m ,  

Wa&h@on, Job Adams, Jefferson, Lincoln, Eugene Debs, K a i  Manr, Ghaadi, 

Theodore bsevel& F d i n  Delm Roweveit, Thorstein V&$m and Bertrand Russell. 

What Ward learned from these a u h r s  fed to his embracing a philosophy of socialism 

and pacifism mIored with ti Hindu/BudW outlook." As he &ls, 

7 concluded that the m n a b k  explanation of be'= is that matter, 
space and time are idkite-  Every aspect of Wing is perpeWy 
changing. Tlmx aspects whieh we deem 'good' or ' 4 1 '  are depen- 
dent orre upoa the other as are positive and negdve charges and are 
theveryessemeofbeing. Mrmt... hasthepowertomakeceftain. 
choices aMJ charyes. The degree of freedom he possesses ia making 
these choices is directly propwtiomte to the degree in which they ;ire 

in accord with the choices of other living mmp1exes and the environ- 
ment around him. .- Death is the moment when a living fom breaks 
down and freedom to function independently ceases. The atoms 
~~upthecomplexchsperse~t i i t f i egrre-emergeha 
llew living complex.23 



During his final two years at East;man, Ward studied composition with Howard Han- 

son, white his extmamicular activities inclnded summatime participation at the Mae 

Dowell Colony in P e t h e ,  New H a m e ,  and attending various music festivals 

throwut &e nation. By the t h e  Ward received his B&iw of Music degree from 

Eastman in Jrrtle, 1939, he had long slate decided to pursue e r  studies at JuiUiard, 

~ h e b a d b e e n ~ t e d i n t o t l t e ~ ~ e ~ m ~ ~ t i o n ~ ~ ~  

Watd's political views were frrrther affected by the socid and emmmic d i t i o n s  of 

the era. W d  be&iended many people who sh;tred bis about s0Cia.l and political 

matters. They often met informally to di- the effects of &e Ikpmsim an their fives 

and the atarming poGtkd events taking p b  in Empe. He k c m e  leftist d pro- 

Russian but, wl& many of his fiknds, neva advocatfxl communism, d e  to accept 

the Idea o h  dichtmship. This belief became atl the =re k to Ward &&g ttme sum- 

mer of 1939, the year he received his degree frr#n Eastnraa. Ia August, 1939, the signing 

of the 'Wazi-Soviet NokAgg.llessbn Pact" fdso known as the Mdotov-Ribbe- 

Pact) appalled Ward because of its impEcatiom for &e rise of dictiitoriat guvemments 

and the resulting threat to world peace.n A week after the Nad-Soviet Pact was signed 

Germany invaded Polaad and ttie warld exploded into anned conflict. W~thin &re 

years, Ward's religious, social, and political views would be tested in the m i b k  of war. 

Ward's fmt graduate year consisted of diffhdt but interesting work, forays into new 

career fidds, and a continued interest in political and social matters. He studied fugue 

and orchestmiion with Bernard Wagenaar and composition with Frederick Jacobii who 

instructed Ward to study and analyze the @ m e  structures and harmonic practices of 

%id, 1042. A t $ l a t h a U ~ ~ ~ a t I t r i l i i a r d w e r e ~ M s c h d ~ , a f a c t t h a t m a d e  
living and studying in New York City p&bk fw W a d  

=%id., 22. 
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Mozart, Hay& Schubert and Stminsky. M n g  tbis same year, Ward received his first 

academic position, at Queens College, where Joseph Machlis mentored him in ~~ 
music appreciation. In his second year at Juilliard, W d  decided to double-major in 

c o @ h  a d  conducting and studied with Mkrt St- a d  Edg%r F+ekdmm in 

the o r c ~ a l  combuctmg pmgam. During his secornd year teaching at Queens College, 

Ward attained the position of Assistant ~n,fkssor.~ 

'Tbmugh his association with J d  and a burgemkg friendsaEip wi& Aaron Cupland, 

W a d  ixmme Invohred with the League ofComposers and its jixmai, A&dern Mwic, for 

which he becam areviewer. Ward sofln studied with Copland at the Tanglewd Music 

J3emsteinn Of his compositi& stmiie3 wim Coplaod, Ward 4% 

A s a ~ h e r h n w a s ~ i n h i s ~ t o 2 % ~ ) i n m  
a student's central weakness. Ahmst imedi*ly he d e  me 
aware of the Wq which wot.king at the piano was for me, 
Woureztrmd~ofde~~mgecrdbutyourl imitat iom 
~ t h e k e ~ c r ; u n p y c ~ t r ~  . . ." ,.. Hedsoadviseda 
study of Beethoven's s k e t & W .  This cotmsel p w e d  worth 
the summer. Sketching away &OM ttK pi- and at the same time 
getting m y  Erom the sound o f r e k d s  or practicing on the 
grounds o f  Tanglewood was impossible. The porch of the boys* 
schooi dormitc#y where we lived.. . proved ideal howeyer. It was 
a new experience aad a difficult one for me, but how rewarding!28 

At Taaglewood that summer Ward a h  m g d  a luncheon in an u n s u c c e d  at- 

tempt to mnci le  the long-standing differences between his two mentors, Aamn Copland 

and How& Hanson. Both may fiave had similar athetic irfeas b t l t  the f o n d  and 

stylistic properties of music, but they had never fomed more &an a polite, uneasy 

toleraticm of each other, 



Between the two men t h m  might )lave also k e n  the antipathy 
Prhich Haason, A Repub- WASP, felt toward Aaron, whom 
he viewed as a Jewish, h o m d  ComrnLmist. The lnnch was 
a b i t s t i f f a n d h w n ~ ~ a n t h e ~ .  Myhope 
wastS#lttamese~menwoutdfinrftheircommonpundandenjoy 
tbew;casion,txrtitdidn'thappen.29 

In &tion to his stttdies a?td professha4 activities, Watd always found time fw pe- 

Eitical irrvolvement. At Eastman he had found commm $rrrmd with many of his class- 

ostensibly being espoused in communist Russia But during his first year at Juilliard, 

news of the wat in Europe mdfied W d s  views. Although his synyaathies for 

Russian-styled soci&sm somewhat abated, bis views against Western European colonid- 

ism remained. Ward also considered hi-lf a conscientious objector based on political 

and h m a n  grounds, but after hearing accounts of Nazi-occupied Empe from the 

marry refugees flooding into New Yo&, be fomd sud! views increasingly difficult to 

just if^.^ 

This pxkd was pmmaUy andpmfes3ionitlly satisfying for Ward. 'lkmgh stud- 

ies at Juitfiafd and T s n g m ,  Ward was solidifling his compositiom1 style artd tech- 

nique; and with his My-found abilities rts a conducto~~ he fed the premih of Itis First 

S w n y  wit% the Juiliiard Orchestra in 1941, which won +he Juiliiard Pubiication 

 ward" Ward had also become an eEec%ive and successful young college professor 

friend4 and w&& with some of the most respected figures in the wudd of American 

music, the politid sitmti011 in Europe was We mure than a matter for tivefy debate, ami 



Division was issued wld-wztthm gear for their new duty station--the Ateutian 

~siands .~~ 

Afterla?rdittpintheAk&anklitndcBain, Wttrd'sunithadlittle todoin&ewayof 

playing concats and raising mode-their duties were of a far more stxioils nature. The 

many ~~s suffered by U.S. troops required that t#e band members tempmzily 

serve as medid aids. The injury and death Ward witnessed there was his first, but 

~ i y m n o t h i s l a s t , e x ~ f ~ l ~ w i t h ~ s u f f e r i n g m s u c h a w i d e a n d i m -  

personal d e .  When they were again able b perform their musical duties, the band 

members set up in remote, fbrward positions where fierce f i g h a  was either on-gob or 

glazed stares and expmsionless eyes of men who had w h e s d  the h m r s  of combat 

'%om back to life" hearing his intrepid liMe band playing favorite swing tunes. For- 

tunately fw Ward and his fdlow mmkims, the cold, bleak cl-e and hamwing com- 

bat mmIiti01ls of fhe Aleutian campaign was about to be fep1sced with r w h  m ~ . e  

In August, 1943, Ward and the 32ed Infantry Band were transferred to Schofield Bar- 

racks at Pearl Harbor, Hawaii, and they combined with anOther regimental bad b f- a 

new, larger Division band, assigned b play and concerts for US0 shows, has- 

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

=ward, A~rtobiogtaphy, t 7-22. T k  Japanese imraded the Aleutian I W  &ah on Jane 2,1942, as a 
diverserskmry Et& designed Lo drstw a t t m l k  itmy &om their assrtuk on Midway I sW &at todr plaoa 
two clays W. A f k  their f%ted attack on Midway, the Japanese remained in the Aleutians, waging a 
& ~ i w ~ g n , h c t p i n g b p r e v e n t k A 1 ~ ~ i n ~ ~ J ~ ~ t h e ~ ~ f s t r l n d n  This 
strategy was succtssM to some degree; but the two Afhled commanders of fhe Pacific Theaters of 
Operation, General Douglas M a c M  and Admira% Chester Nimib, essentially h p a s d  the Akathm 
d a b d t o w a r d s ~ J ~ h o m e i s l a r t d s ~ t h e ~ - a m t C e n ~ ~ ~ i n w h a t  
laas h w m e  kmown as the ulsland-Hopping Caqaign." 

"%id., 21-23. 



attractive Red Cross worker helping to set up Iq, Although time were h d  of 

eligible men for every woman, Ward decided to throw d o n  to the wind and asked fm 

Mary B e w t ' s  phone number. She gave it to him, smd thus ?qp~ m intimate, bmg 

relationship that has lasted throughout the Because ofthe uncertainties of war, 

Ward had always resisted the idea of mimiage, but ttK pr?ospect of many& May over- 

came afl concam, and the M e  were married on June 19, -1944, less than two weeks 
! 

after D-Day, the Mied invasion of Europe. When Marjr became piqpmt, Red Cross 

poiicy dictated that she rehm to the United States. At the same time, Ward's Division 

p a r t i c ~ i n ~ " ~ - H o p p i n g C ~ ~ w a s d e s i g n e d t o ~ t h e ~ f i o r t h e  

fiaatlUiiedtfinrstlnfothe3apanesehomeislands. Intkirnewasigmmt,theband 

oontinited to play ~mrale-building eoncats for &e fighting hwps, and Ward even fami 

time h compose. During periods of relaxation on the islands of Leyte in the Philippines 

and Okinawa, W d  ccm@ the a g i o  and AiEqyo (1 944) for large onchestra and 

Jabiluiim an ihturrc (I 9 ~ 1 . ~ '  

Although wudy &@ to mncombative roles throughout tbe war, Ward and his  

men oRen found themselves in the midst of &ngeruus and poteddy deadly sics- 

events that would help shape Wad's h e  views of tb;e world. One stlch incident todr 

p l a c e o n ~ ~ d , ~ h e W o r d e r s ~ ~ a s m a f l , m e d p a t r o l o f ~ s m e n a n d  

Bush out a Jqanese soldier hiding done in a foxhole. Upon pacifying the bapless enemy 

soldier, some of the nzen wanted to shoot him, but Ward intervend aad o r d d  them to 

hold their k. They took their prisoner to the Division's intelligence unit where be duly 

- - - - 
Ward is intenseiy suppmthe amd loving. 

3 5 ~ .  



coo@& and revealed the I d o n  of fiis entire unit This led to a h v y  bamtmrQnent 

of the location and the probable kikilhng of many Japanese soldiers. As Ward relates, 

Forme~wasacdifoayintheseqwff~esfevents .  My 
d ~ t t o k w ; u w a s ~ e k  yet Icotrldmvaf~lany 
h a d  toward individd so1diez-s wfis opposed us. @I Bad come 
under direct a&& I would have used my rifle as &dvely as pos- 
sit:. Bat Ef I happy to have prevented the 4SEng of an enemy 
who was sul~ende-. The i m y  of the s i t w t i m  was thstt pertxaps 
the saving of his life may have &ted in the death of m y  of his 
comrades under our bornbar-. T d b k  are the fortunes of war.= 

wh-ib shtioned on kyte, in March, 1945, Ward received news from his Hrife in 

were sent to O b w a  to begin the assault of the Japanese h m e  islands. Ward and every- 

Kamikaze pilots dapemkly attempted to repel the invading American forms. In early 

August, 1945,Ame~~~f0fees,poisedtocon~ue~ir~ks^~thehertrt 

of Japan, received news sf the bombings of Hiroshima and Nag&, mwkhg in the 

W k  stationed in Seod, Korea, at the end ofthe war, Ward's bana performed for a 

group of British officers WBO had r d y  been- ~ e l d  from 3tqxmae i n m t  

camps.36 The sight of these men, many more dead tBan alive, r e e d  his belief fhat 

ail people be respagsible fix the weifare of ofhers, and with fhe ab.ru@on of that res- 

ponsibgity, pn,fmd and needless s t r f f i  ensues. hmrding to W d ,  

~ w a r y e a r s ~ b r ~ ~ a n d ~ m y ~ t i v e s o n  
life, Sharing the grim reatitis of war with men from all the di- 



lesofAmerica&amwdkemm ""P"P9 tDmysocial 
concern. 

mtl& a few mn&s, Ward was mtrsteredout of the Army and d t e d  with his wife 

& ~ ~ t m , a s w ~ h i s ~ ~ s i b I i n g s a t ~ ~ l y ~ i n C l e ~ a n d ,  

where fkey spent the Chri- ~ i d a ~ s , ~  In January, 1946, Ward and his yclung family 

were'back in New York City so that he cauld wmpW S s  last seme- ofgmWe work 

at Juillimd. He received his Master of Music degree in fhe early summer ofthat year.41 

The problem of making a bvhg and support'mg a growing household as a wnrpaser 

was ntrw a concern for Ward Mzmy twentieth-century cosqxsem, inchding Pad &de- 

mith, VrrceaR Persicbetti, Wafter Piston, a d  Anroid Schoenberg, bewme M - t h e  edu- 

cators to meet their ibmekd &. Othees, notably Aaron Copland and Igm Stmvinsky, 

avoided such careers. PJhik Swvinsb W y  and stseessM1y see& pedonnm 

rights for his ~ompositio~, Copland spent his early years living a rather modest We, 

writ@ prose works to supplement his Z n w  co~npo&mn. Watd's &&re was to 

insure that, in whatever occupation he engaged, his contracts provide adequate time for 

Unfike the pre-war years in which jobs were relatively scarce, the booming American 

post-mar economy mde jobs plendifnt Do* M w e ,  Music Ikpartment Cfiairman at 

Coft~tnbia University, invited W& to s e v d  classes and direct the Miversity 

3%id., 29. 
%id., 27-29. 
*'%id., 29-30. 
4 2 ~ e d  haexview. Ward d ' i  the times he went to visit Coptand in his New Yak City ha and 
~t:Whowitwasarather&dwe~~&m&forGopid'spiano,soa~e~es 
and other "ma8 pieces of fnmitme." 



ban& Edgar Schenkman dso arranged for Ward to be hind as a conchrcting teadm at 

~ u i l l i a r t ~ ~ ~  Ward taught at Columbii from 1946 to 1948 and at J d l h d  fiom 1946 to 

1956, and in 1955 he became assistant to the president, Wiarn S c h m  in which 

capacity his duties incMed heading the ne~~1y-estab1ished Desvelopment Office and 

overseeing fimd-raising a ~ 6 v h k s . ~  W d s  first JuiIiimd cmntmt (1947) aIJowed him 

sufficiat time to compose and paid him the yearly sum of$3,5W5 An addit id 

income far e x e g  that of the average U.S. A.Wagh it did not &ow for a 

h ~ s h  lifestyle, this income pviW W a d  a d  his growing f d y  aa? adequate level of 

En addifim to secrnixlg academic appointments, Ward began to receive increasing 

jddk kterest in his composiSim. His pre-war First ,Symphny and AxbiEatim art 

Overhve became pcplar with many of the city's  tors. As a & new com- 

missions were forhmnhg, the first of which was the Second S'phorry (19471, com- 

missioned by Hans Kbdler snd the N a t i d  Symphony O1y:htra &r a successfut 

p r e h  in W a s h l a m  DX., in 1948, the work was @orted the fuuowjllg season by 

Eugene Ormandy and the Phifadelphia Chhestm The Z%irdSymphogJ, w d a  

by William Strlck-land and the FTie& of Dumbarton Oaks, appeared a few years later 

43~ard,  Atcfd,iogr4p&, 29-37. 
M~hartes Patrick Web, "Robert Ward's The C m - M z  A Critid Ccnnmentary." @hpubli$led D.M.A. 

Dissertatios The University of Cia- 1986), 3, hereafter ref& to as CPW, "The Cmib1e" 
f-). 

4 5 ~ a n l ,  &&iogra@y, 30-3 1. 
%d, 32. 
47 in 1947 the average U.S worker's salary wasS1300. Zn this regard see, Glean W. King, General 

S w * ,  Smhticol Absnact ofthe U/liedStotes 1990 ( W a r n  DC: U.S. Government P&hg 
Mfke, t980),428. When~i~thesad;lry~afreportedhthisditWbc~inmind 
that they refer to full time, ptut-time, seasonal and &irnm wage employes ia all career i5eMs. 

* ~ m a l  Intewiew. See dm Wad,  AatobrOgrqdy, 3 1-32. 



income rel&ive to the rest &the &on56 TwO yeam later Ward establiw a devd- 

opmnt oi%w at Juilliard. These new duties demanded more of his **me, so he resigned 

bis pasition at the Thirrl Street Music % h ~ l  Settlement. Despite the bss of &gs 

from leaving the Settleatmi position, his income i n c d  slightly, from $8,300 to 

$8,590 per year. From 1948 though 1955, a part-time psition conducting the Doctor's 

Symphony of New York a h  brought Ward a small amount ofadditional earnings?' 

During the 1950s, new opportunities in arts management and adminisbration came to 

Ward as he served on the b a r d s  of the Mice M. Ditson Annual Festival of Contemporary 

American Mm*c at Columbia University, The American Music Center, the Composers 

~G~f l i tecotdings Inc., The American S m n y  U r c W  League, The Nationtll 

Opera Institufe, the Martha Baird Rockefekr Fund for Music, awS w ~ e r ~ f l y ,  on the 

p d s  ofthe American Academy of Arts and LetPers, The Puiifzer Prizf: for Mi&, Opera 

America, d the National W w m e r r t  for the Arts. Ward's dliations with these organ- 

~ ~ ~ h ~ p f e s s i o n a f c o n t i t d ~ s a c f r ~ i n ~ d o f  

Amahan mrtsic as Elliott Carter, H a q  Cowell, Doughs M m ,  Vincerrt Persicktti 

andWzdliq$crrdRiegger. f - z i s y ' e a r s a t a t ~ ~ ~ ~ ~ ~ m ~  

mll- i.nMoxlifl wcornposea sllch as Benjamin 3- M m  maud and 

FlaBcis ~ e . ~ ~  

As Ward built his career and raised his M y  after the war, he dm main- rtn ac- 

tive interest in world affairs. He was deeply disturbed by the ~ v e ~ t ' s  takeover of 

atomic research a d  development, fearing W miEtary gritxities would overshaduw tbe 

MThe average worker's lacorne fix that year was $1 700. See I(irt& Swistieai A b s f ~ ~ t  of tHe W f e d  States 
1990,428, 

57~ersanai Interview. 
"war&, Aktabiogq~hy, 35-38, 



benefits that might be derived from peaceful applications of nuclear tednotogy. He 

was also troubIed by the W c h  hunt" carried on by Senator Joseph Mecarthy and the 

House Wn-Americm Activities Committee in the 19509. 'Fhmgh newer called to test@ 

before Ule Chmmitttee, as were many of his more u n f i t e  friends and coBeagues, 

W a d  rnalntikd his l-miidist views and remained in eompIete sympathy with 

those who dared openly defy Senator M c C d y ,  dthoug# he realized It was a dangerotls 

stance to take.59 Ward also saw troubling parallels between America's refad &I join the 

League of Nations fobwing the First Worfd War and what he consi- a generat m- 

treat h m  the ideals of the Unite8 Walls after the Second WorM War. He hoped tbt 

An~mka's; oversight of Japan's m w k  ttK %hait P h  for z&u&krg Europe, 

and President Truman's sta23ce against the spread of Cormmrnism w o ~  keep the world 

he eanx to-dew& cowIusioIts h u t  the nature of SOCie4y and h m s  place wi&k 

it. As be &Is, 

Each Jivingmqdex chwses... how~acttosuavivesuzdenjey 
the best life. Out ofthe refleetio~s of my experience of life I lave 
anived at certain conclusions. 

Life is best in a society governed by taws which protect fife, l i b  
erty and property [and] d by citizens of the society. Laad 
which is part ofthe U n i v e d  wfKl1e &GUM b e c o n m d y o w ~ f e d  
and only available fm occqa%ion and use by an individual or group 
during its H e  span and be subject to such restrictins as the society 
may impose. Individual's privacy should be protected to the extent 
that any action invo1ved is nat l3amlm to athem.@ 

Yersonal Intewiw. Ward fwk he was probabty too young at the time to be caned before the House 
Un-American Activities Committee, as most of those summoned were older. More impimtly, he did 
not fesr being subpewxi because he had (and has) never j o i  a socialistic political perty. 

ward, Aa&hgm&v, G4. 



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 Wasfiing- 

ton's wording, Ward's beliefs, cited h a i n ,  reflect a relatively global viewpoint: 

 the^ are four tbings which are essential to soIve present con- 
fl&aAd*I&gpeace&&*of*world 
lS. An indissoluble union of the nations under otre Federal Head, 
z*. A sawed regard to PuMic Justice, 
pY. The adoption of a proper Peace Establishment, and 
4my. The pevtence of that pacific a d  f r i d y  disposition amosg 
the Peo* of dl nations, which will in&w them w forget &ir focal 
prejudices and policies, b make those rmrbal comesions which are 
requisite to the g e n d  prospity, and in some instances, to sacrifice 
their individual advantages to the interests of the World Community 
of ~eCq1es.~' 

be a "One W d d  Socialist D e m m "  (with present-day Sweden as the clusest qpmxi- 

time soon.62 As Ward states, "the pa& te the achievement of such a state will be t&ws 

As the ref- to k g e  Waskhgtoa M c a t e s ,  Ward eavisiofls a &Id system of 

govanmmt based p d i y  on the AmeFicm d e m d c  ideaas of inQivlQual rights and 

respwibilities, social justice, and government Mtutic,ns answerab1e b dl its citizens, 

To many music critics, Ward's compositiw reflect tPlis philosophy, and they consider 

 bid. As rekted by Ward in kis autobiography, W&gton's I783 Admonzlion to the States reads, in 
part mere  are four things, which I humbly conceive, are essential to the &mce of the Unites States 

power; I*. A n i n d i s s d u ~ e e o f t h e ~ l n t d e ~ o ~ ~ e ~ ~ ~ e a d , f l .  Assc- 

fence ofthat pacific & fih&y disposition the Peopk  ofthe U W  which will inQlee 
them to forget their l d  prejudices and policies, to make those mutual conoessions which are reguisii to 
the gene& pI.asperify, rtnd ia some insawes, to s~critice their individual advantages to the intmesis of 
t h e C B w . "  

62~ersonai kilt-. 
@Ward, Autobiography, 123- 125. 



his work to be bdh ''Arne-'' and   optimistic."@ W d  agrees wi& &is assessmt 

and cowi&ers himself an Arne- ' ' d d i s t "  As he relates, this self- 

assesmat is "not a resalt ufcawious effm an my part but ratheT the result of growing 

up surroundRd by the b d e s s  advantages of American musical We and the rich en- 

v i r m t  ofmy hame and our great If Watd's music is both reflective of bls 

values and "American natiomWn in character, it very well may be in his staged, drama- 

tic works where this d.laractetistic kames most evident; as he has stated on numerous 

occasions, in order "to understand c o ~ r s '  deepest beliefs, one should study the texts 

of theii vocal works where in the fullest measme they r e v 4  themselves"67 

wdtd's F a  €?per& 

By 1955, W a d  decided his compositi~)nal skills N deveioped sufficiently for him to 

attempt the writing of an ogera. fn order to begin, he needed to find subject matter that 

wodd pruvirte the musit&, mn-mmieai and dramaturgical possiWJties he cteskd, and 

the colfahrative services of a sympathetic librettist Ever since Warit had met B.ernard 

Stadder, one of his JuiZW cotleagues who tang& in tlx schm#'s Aezldemic h p a t -  

mat ,  he knew he had found the right fibrctti~t.~~ From the k g b k g  &me was a com- 

p&mee4lngofhminds,ztnd%q&absttt~&offindingart~~mbj& 

for m & i n t  ventme. W d  soon came upon Leonid Andregrev's play, Hi W?m Gets 

Slapped (1 9 16) and urged Sadder to read it. Nthough botb were excited h t  the 

b l ~ ~ I I I ~ ~  ir@u. 
65~d htewiew. 
ward, Autobiography, 125. 
6 7 ~ . ,  47, Not dl c o q w m  would agree with this &&me& Ward has always taka great care to find 

tf ie~arorrdstoc~~veytrisb.et iefs .  
68~or a Biographical sketch of Bernard StrtmMer see Appendix C Wslrd joined the Jumiard faculty in 1946, 

and Bemard Stambler joined a year later. 71te two wonid have met, osmsibly, at that t h e ,  but it was not 
until1955 that Warddecidedtsattemptaritbghis firstopera. 



work's colorful setting and taut, engrossOSSmg drama, a problem existed, In tbe migid, the 

main character, He, a c k u s  performer and id&&, and Baron Regnard, his rivai in love, 

murder ConsueIo, the heroine of the Me. Regnard and He then commit double suicide in 

order to see who can be the first to reach C01lsueIo in Heaven. Ward and Stambler de- 

cided to rewrite the finale in a manner mmpatr'bie with the'= &lie& abut the nature af 

human relationships. Fortunately, &ere was no copyright agreement between the U.S. 

and Russia, a d  they were h e  adapt the story any way they chose. Atfhough retaining 

Andreyev's ariginaE titfe, hey changed the name ofthe main cfiaracter, b r n  "He" to 

"Paata2wn," wfiich they %It better described his wcup&on as a &as and 

decided st?& an hdividd amid not commit m& d suici-cte. But t k y  aisa Wt it 

necessary to keep the w e  mtux of Andreyev's original, so they wrote a bitterswet 

t3kmmwt in the hemhe d&mkly rejects Pimtdmm, who is fixerever resigned b 

b e i i  "He Who Gets Slapped." This end.@ Mte suited both Ward and S W e f ,  

mi& &witom believed ki the kind ofheaven and afkli-fe that the wigkd flay 

a s s d .  It also reflects Ward's conviction that buman behgs have responsibilities tu 

one mother which, when i@ or overhked, can have tragic wnsequenoes. In May, 

1956, I-Ee BVzo Gets Slopped was premiered by The JuiUiari-2 Orchestra and a cast of 

l d  professionals in New York City, The favorable critical response received for 

Ward's and Stambler's first collaborative effort gave them enough d d e n c e  to continue 

their a s s d o a m  Before beginning their next operafie venture, me CmibIe, Ward's 

career took a dramatic shift in direction. 

6 9 ~ ~ u g h  Ward does not mention it in his mmoiq  this decisine fohws in the "mgk clown" tradition 
of Z PagIimxi P e b v s h  anb Piwrot itfnaire, all h 1 y  based on tbe Comsnedia &dl' d e  stsek 
chamters, W a n e  and Arlecchino. 
%ad, Autobiography, 40-42. 



A New Cmem-The Pubtishing Ind- 

Ward's earlier positions in student government helped him develop a keen sense of or- 

pGzaGaa and a Aair for adminimion, skills that made it possible for him to increase 

his earning capacity. in 1956 John K e m h a n ,  a faw professor at Columbia Law School, 

inherited Galaxy Music Corporation from his father, Mashalf Kernochan. To Ward's 

surprise, Kernwhm asked him to reorganize and head the company's day-to-day oper- 

ations as Executive Vice-Resident and Marmaging Editof. Ward agreed, but with the 

proviso that the duties not SeTiuusEjrCrrrtaif Bis composing. The oMi& Kemodmn 

pro~Watrtampbstaff~stancedmre~officehoms,pmvi~~frdfill 

t h e ~ i ~ i t i e s o f & e p a s i t i o f t ~ '  h ~ u n i q u e f ~ o f ~ i ~ ~ ~ ~ w a s t h e f a c t  

that it was mn-exhive. Ward was free to purstte any business venture he desired, 

m w i d  or m ~ ~ ,  as long it did net cortflict with ~ ~ ' s  b. 72 

When Ward assumed the positim & Galaxy Music €brpdion, its consisted 

damst entirely eof W musk, s f& W reflected the &ssts ef fhe former owner, 

M&1 K m b  a 60mpaser mainly of songs and c W  music. Aside &om v d  

wozks, a relatively small amuwt ~f variety redkd from Gabaxy's Fole as t f de  Anzedcan 

agent for Stainer & Bell and Eikin music publishers, both London-based timu offering a 

greater variety of music. Ward and his staff met extensive3y with representatives of bQth 

companies to formulate sweeping changes in Galaxy's organization, b u s h  practices 

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

"ibid. 
7Z~ersonal Interview. 



soon put Galaxy Mwic and Highgate Press, its newly reorganized, London-based, BMI 

affiliate, on a solid businex; 

As operational head of Galaxy Music Corporation, Ward tamed five times the nation- 

he left to became President of the North Carolina School of the Arts in 1967. During his 

final year at Galaxy, Ward received his third Guggeaheim Fellowship, and K- 

granted him a leave-of-absence that enabled Ward to concentrate fully his efforts on com- 

posing. The fellowship's $1 5,000 stipend7' substituted for his salary at Galaxy and kept 

him at the same level of income propmtional to the national average.76 Ward atso real- 

ized an added fbmial benefit during his years at Galaxy, the opportunity to see &%- 

hand which types of compositions were most comrnercidiy viable, such as high-school 

band and chord works. He used this practical knowledge to dance  his earning power 

by tailoring some of his own compositim to meet the LX&S of these more lucrative 

markets?' 

Ward found time to maintain a regular schedule of composition during this period and 

wrote sucb w d s  as f i n  Jesus Rode into JmusaZern (1956), The Wolutrous Night of 

Christmas Eve (1 957), Prairie Overture (for band, 1957), the Fourth Symphony, which 

was premiered in 1958 with the composer conductiig the Musical Arts Society of La 

Jolla, California, Hymn mzd Celebrution (1 %2), Night F m t q  (1 %2), Mzrsicfor a 

Celebration (19631, Let the Ford Go Forth (3%5), and the First String Quartet ( I  966). 

73 Ward, Autobkgraaphy, 44. One of the firm's editors was the British musicologist T h m  Dart who, at 
the time, was dso their principal music advisor. 

741n 1956 the average U.S. worker's salary was ~ ~ l y  $2,000 per year. In 1966 the average was 
approximately $3,000 per year. See, King, Statistical Abstract of the United States 1990,428. 

75~ersonal interview. 
76 In 1967 the average U.S. worker's salary was $3,000 per year. See, King, Stafisticrd Ahtract of the 

United States 1990,428. 
n~ersona~ Interview. 



During this prolific period Ward also composed his most enduring work, The Crucible 

(1%1).~~ 

In 1964, Ward's and Stambler's third collaborative effort turned away from the ser- 

ious phi lo so^ issues raised in theit first two operas and desrlt with human relation- 

ships in a more lighted-hearted fashion. Theii opportunity to create a new work came 

about from the success of a previous opera, but not one of theirs. Shortly &a Douglas 

Moore's The Ballad o m b y  Doe (1956) received public and critical acclaim, Emerson 

Bucldey, 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 Tke WJiom Cofarado (1953, a tale 

featuring numerous picturesque locales and colorfbl Western characters. Ward and 

Stambler decided to turn the story into a &cai look at American politics set in 1876, 

the year Colorado achieved statehood. They concluded that the light-Wed plot was 

best suited to a form consisting of short scenes and set numbers (including choreographed 

numbem) and created what later become b w n  as a "cross-0~6' work-neither a full- 

blown, dramatic opera, nor merely incidental music-and thus in the manner of Porgy and 

Bess (1935) and Wes? Side Story (1957). Though the critics reacted favorably, Ward felt 

the cinema had satmated the public's desire for tales of the Wild West, so he aid Stam- 

bla revised the work. They changed it &XI an operetta form, made it even lighter in 

character, and retitled this new version Lady K ~ t e .  Although there are fewer social and 

philosophical messages in Lgdy Kate, Stambler's libretto provided Ward ample oppor- 

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



conditions of nineteenth- and twentieth-century American society. The work was pre- 

miered in 1 %4, with Emerson Buckley mducting tk Centrat City Opera ~ssociation~~ 

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 proportiom. 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 technologid superiority over the Westem democracies. This fear 

caused many public-school system to reduce spending h r  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 r e f e d  to as NCSA-in WWon- 

Salem, North Carolina. The idea for the school was conceived by John Eble, a novelist, 

social visionary and staff member of No& Carolina's Governor, Terry ~arzford.~ Ehle 

managed to secure a major Ford Foundation grant to get the project started. TfK 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 V M o  Giarmini, a long-time friend and former 

colleague of Ward's on the Juilliard faeulty. One of Giannini's first acts was to invite 

'%id, 57-58. 
89.emmd Interview. Sanford served in the No& W i n a  State Senate from 1953 ta 1% 1, as Governor of 

North Carolina from 1961 to t 965 and as President of Duke University from 1969 to 1985 during which 
time he also made two u n s u m f u i  bids for the White House, in 1972 and 1976. He was e W  to the 
U.S. Senate in 1986 and served one term. His contr i ions to the St& of North Carolina earned him the 
nickname, "Uncle Terry." 



Ward to become the Dean of Music, an offer W a d  declined because of his publishing 

industry commitments. Two ye= later, Giannini died suddenly, and the school &led 

Ward, ostensibly to seek his advice about finding a successor to the post." Ward quickly 

realized he was being considered for the position. W~th ttK: 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 with the 

NCSA stipulated that, after five years, he could ask the Board of Directors to appoint a 

successor should he fael that his composing was suffering.82 

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 ken  a 

rather fractious hulty. 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 Giantlini in establishing foreigncountry summer programs so that students in all 

divisions could acquaint themselves witb the European roots of their respective crafts.%) 

Ia acMitioa to administerlag tbe overaH opedon of the scboat, Ward had to make a 

yearly presentation of funding needs before the Finance C o d t t e e  of the State Legis- 

lature, a task he considered somewhat odious because it entailed deating with legislators 

who were not always receptive to financing &e school. Although the NCSA was (and 

remains) a primarily state-funded institation, Ward maintained pductive relationships 

with major grant foundations-Ford, Rockefeller, Kresge, MeUon and numerous others-- 

in order to enhance the school's operating capital. His years of service on various - 
8 ' ~ d  According to Ward, Giaonini had suffered a prim- heart attack. The cause of death was most likely 

the result of a hut-related illness. 
"~ard,  Autobiogrqhy, 59-65. 
 bid. The music program became loosely allied with the Accademia Musicale Chigiana in Siena, Italy. 



of directors in New York City prepared him well for these duties. The numerous person- 

al and professionat contacts he had made during those years atso eased the task of raising 

funds for the N C S A . ~  

During his tenure at the NCSA, Ward established several new prugam 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 bis- 

hnce 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 JofEey, and Josk Limon; in theater, Helen Hayes, Jean Arthur, Marcel 

Marceau and Clive Barnes; and m music, h n  Copland, Witliam Schuman, George 

Crumb, Yehudi Menuhh, Janos Starker, and Andres Segovia, to name but a f d 5  

The fust two years of Ward's presidency of the NCSA were marked by solidifjkg the 

original plans set forth for the school fiom its inception. Now the institution was poised 

to proceed with its long-range p w t h  jmgram, which included raising the school's aca- 

demic standards, soliciting new sources of public financial support, establishing sa equit- 

able faculty ranking system, increasing facdty salaries and embarkkg 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 

doubted 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.86 

"&id, 66-70. 

%id., 70-77. When Ward anived in 1967 the student body n m W  three h u n W  At the end of his 
presidency, the number had increased to six-inmdred students. Creative faculty and administrative 
policies initiated by Ward were so suc~essful tiat academic standards haeased to the point where the 



As President of the NCSA, Ward received a salary commensurslte with his efforts. 

His initial salary at the school was $25,000-$10,000 more tban he had e a r d  yearly at 

Galaxy Music Corporation, Morwver, Ward and his family now lived in a region far 

removed from the expensive New Yurk City area. Although his salary as President of the 

North Carolina School of the Arts remained cornparitively stable throughout his decade- 

long it also remained relatively highm 

Ward's presidency of the NCSA took place £tom 1967 to 1972, at the height of the 

Vietnam War. The school was not immune h m  the social Stwm undDrQIg the war 

caused, as it experienced the same type of student unrest found on numerous college 

campuses across the U.S. Ward 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 about 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 d l e d  for military service. 

He also feared &at loosening attitudes towards sexual behavior and drug use during tbe 

Vietnam era could affect his children negatively. Although Wwd 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 h i  in the nation. Greater 
public exposure and fimmial support resulted h m  taking the performing ensembles m tour. Ward ako 
fomd a creative solution to what had been a mtentious faculty making system. He felt thaZ the mure 
of a comematory hculty precluded the need for a traditional academic rstaking system, so he initiated a 
policy whereby faculty contracts lmxme renewable for an ever-- number of years, Tbe problem 
of low fitculty salaries was solved by innovative distribution of human ztnd financial resources. The most 
difficuit issue was the problem of physical space. Atthough a new dormitory was under construction in 
I%$, it was clear that a long-range master plan was essential. Under Wad's guidance, the faculty and 
Board of Directo~s eventually approved plans for the future building or renovating of twelve additional 
structures in addition to the original fm. 

87 Personal IIIterview. 
88 In 1978, the year befoz 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 %,I4 1. See Kin& Statistical Abstract of the UnifedStates 1990,428. 



to bolster his belief that every person must assume personal responsibility for shaping the 

future destiny of 

During this genetic period, Ward managed to maintain a consistent schedule of com- 

position. The First String Quartet was canpkted in 1966, and the National Symphony 

Orchestra, with Marjorie Mitchell as piano soloist, premiered the Gbylcertofcrr 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.g0 

Because heir previous operas relied heavily up~n male voices in principal roles, Ward 

and Stambler now sought a story with a woman in the l e d  They eventually decided on 

Ibsen's He& Gablm (I 890). As with Arthur Miller's The Crucible, Ibsen's personae 

were of varied types and the story tightly written, features both composer and librettist 

found a-tive. 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 Fwcisco and New Weans in the l p  century, and even Long Island in the 1920s, 

but eventually settled on Charleston, Soutli Cxoliaa, at the end of the Civil War, md they 

were able to retain all of Ibsen's important dramatic elements. They dso changed the 

name of the principal character to Claudia Legare, the title of the new opera.9i 

h Claudia Legme, Ward returned to the intense, emotiodly-laden drama h i t  charac- 

terized his first two operas. The heroine of Ibsen's tale is a possessive, domin&g wo- 

man obsessed with controhg, and ultimately destroying, everyone in her life, including 

herself. This story dowed Ward to infiise the opera with his ideals concerning p n a l  

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

8g~ard,  Autobiography, 70-77. 
%id, 77-M. 
9 ' ~ .  



rogate their bigber obligatioos 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 i 973. By then, 

significant changes in d C a t  taste had occuned in the wodd of American music. As 

Ward recalls, 

During these years iinpmtmt changes were taking place in thc 
Wfew] YCork] scene with respect to musical criticism. The older 
critics who had been reasonably favorable to those composers who 
had resisted the twelve-tonelatoad tide which flooded our univers- 
ities in the sixties artd seventies were rethkg 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.. . 93 

Ward and StaanMer wae shucked to discover that, when tk score was ~ l y - c o r n p W  

and submitted, the New Yo& City Opera rejected it because of its conservative style. 

The pemi&e of C W a  Legme was fireaily given in 1978 by the Minnesota Opera, a 

production Ward felt was flawed, accounting for i t .  fhvorable, but not enthusiastic, re- 

views. 94 

A Return to Teaching 

Became Ward felt that the time rsqui+ed to M i l  his adminisixathe M e s  was 

causing his compositional skills to deteriorate, he announced to the NCSA's faculty and 

achhktmtion in 1973 that he would step down as President the following year hut stay 

on as a member of the composition faculty. The following Spring, Robert Sudmberg was 

named as Wad's successor. For the next four years, Ward enjoyed his new role as fao 

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



this period, The Crucible was enjoying successful productions on many college cam- 

puses, and the extra h e  Ward now had albwed h h  to attend the pegomances ofit and 

give guest lectures. Wad also composed the Concertino fw Strings (19731, a reworking 

of part of his First String Qwrfet, The PrMsed Land (1 974), based ma Appalachian 

hymn tunes; the FzPh Symphony--Canticles ofAmerica (1 9?6), commissioned fw the 

U.S. Bicenkmial celeWans, and Faur Abstractionsfor Band (19771.~' 

While Ward was on a om-year leave of absence fbm the NCSA in 1978, Frank Tiro, 

Music Department Chairman at Duke tmivmity, asked Ward to subthte 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 M e  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, holdii  the 

position until 1989, when he retired from active teaching. Because Ward was used to the 

conservatory-like atmosphere at Eastman, Juilliard an8 the NCSA, he found Duke's more 

aca.demidiy-oriented strwture a sometimes difficult environment with wbich to w.% 

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 salaxy, but 

Ward dedkd  a part of ik In exchange fix lessened admhistdve Wes he accepted a 

lower-than-nod salary, which ranged &om $20,000 to $25,000 yearly during his eight- 



year tenure,97 but he was happy with the relatively light teaching schedule and long sum- 

mer vacations that left him d c i e n t  time for composition and conducting. 

Ward's Subsequent Works, AR 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 otha tasks at the 

time, and the physicai distance between them made collaboration difficult?' The cir- 

txmstanes surrounding the ctdm ofthisnew work; were dss u n d  in another way. 

ARer a ~~ perfofmanee of Ward's E d  Shall Be Fair (1960), Pamela HoS a pro- 

ducer fm CBS, asked Ward if he would be wiiling to tote a dram& work fix a fimKe 

one-hour television broadcast. He enthusiasticaliy agnd but said be needed a librettist. 

no@ rmnrmended Jaa Hman, who had writ&en several successfid teways,  as lib- 

rettist. During their initial meeting Ward itnd Hartman found that they were like-minded 

in many ways regadiig drama and, although Hartman frad never written an opera lib- 

retto, Ward was impressed with the stciking, dramatic imagery in his writing. The two 

decided to collabamie on the subject of AbelasQ and Heloise, a dramatic love sf~ry set 

within the contea of medieval religious f k ~ o r . ~ ~  

9 7 ~ ~ d  Interview. See also King, Statistical Abstract oftbe Wd States 1990,428. la 1979, the 
national average for personal income was slightly more $9,000 per year, Iess than half of Ward's $20,000 
first-year salary at Duke. By '$K time he retired in 1987 his salary had increased to $25,000, a lower 
ratio when compared to the national average of $15,483. 

98~ersonal Interview. Ward lived in North C a r o b  and Stambler in New Yark at this time. The physical 
distanoe between &my plus &&I professional commitmeats, resulted In their never wllaboratiag on 
another opera together. Many years l a ,  while Stambler was a resident in ihe same retirement com- 
munity as Ward, the two discussed the poss&%ty of working on another operatic project, but ill health 
on Stambler's part precluded any such co- 

99 
Stambler died in 1994. See Apjmdk C.  

Ward, Aurobiograply, 84-86. 



Abehd was a twelfthcentury French cleric, scholar and poet-philosopher known for 

his liberal views, metking him popdm with his young students. He and HeZoise, one of 

his students and niece of the pow& Canon of Notre Dame, fell in love. Their ill-fated 

union met with the most dire of cow-. Heloise was sent to a convent aml Abe 

lard was executed as a heretic. Ward saw this taie about crossing religious and social 

bomdaries fife with modem&y imp1iCatim He also &1t that ihe subject matter closely 

matched his philosophy about the fragile nature of relationships, social responsibility, and 

the inherent dangefs of rigid, dogmatic political and religious insti~ons.'O0 

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 b i a y  challenging. The tragic events sur- 

rounding the lives of Abelafd and Heloise are of such complexity that both Ward and 

Hartman felt a one-hour time allotment insufficient to recount the drama adequately. 

Uriren they related this to CBS's manageme* they learned that the project harf aiready 

been cancetled owing to other commercial considerati~ns.'~' Although d i i p o i a t d ,  

Ward and Hartman turned the work into a Ml-length opera. The Charlotte Opera pre- 

miered AberIard and Heioise in 1982, and it received the type of positive critid acclaim 

W d  had not enjoyed for a dramatic work since The Crucible. This success immdiatdy 

resulted in yet another new qxmt.ic commission for ward.'" 

The applause for Ahlard an8 Heloisa had barely subsided when Robeit Herman, 

General k4an;stger of the Greater Miami Opera, co&ssbned Ward to contpose an opera 

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

101 Ibid Ward saw this as a case of c m  commercial interests destroying television's better programming. 
"%id. 



librettist-Dan Lang, a writer who covered developments In nuclear energy for the New 

PwKep. magazine. Like Jan H m a n ,  Lang had never wri- 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 k i o  dealing with the politid, social 

and m o d  ramifications faced by scientists creating ever more destructive weapons of 

mass destruction. Ward and Lang realked thek subject was controversial, but botb felt 

so strongly about it that they fmged ahead, completing the opera in a few months,103 

The drama Imfolds in the manner of a modem morality play wherein ihe ethical con- 

science of the hero, a nuclear physicist on the verge of discovering a means to barness 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 tbe nlr- 

clear holocaust swh knowledge could unleash. He dtimately decides be cannot dillow his 

discovery to be in the hands of a single government and sends his i&onnation to an inter- 

nationat scientific jomrd, thus allowing the world to decide its own fate.104 

Unlike Ward's previous operas, which retain moral, social and philosophical consid- 

erations a$ a sew* level, in Minutes Till Mia%@, they are primary. The d is- 

sues raised in the work d d y  mirror Ward's philosophy of social responsibility--as 

expressed in the fourth tenet of his model for a 'Ylne Work.! Socialist Democracy"-h 

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



As Ward stated: " . . .the safest way for the world to deal with the vast 

potential power of solar energy, both for g d  or evil, was to have knowledge of it and 

the means of its use mailable to all."'" The premiere of Minutes Till Midnight took 

place in Miami on June 4,1982, but Lang unfortunately hi died of leukemia a few 

months earlier. Zang's doctars felt he may have contracted tfie disease while cuveringa 

failed atomic bomb test for the New Yorkr. Although the audience reacted pusitively, 

DO& Henahan, a critic for the New York Times, wrote vehemently against the libret- 

to's statemat of principle for several weeks afterwards. S d y ,  this kt, more than the 

quality of the music, may account for the opera's relatively brief perf-mce history.'07 

A period of intense compositional output ensued, and Ward completed numerous 

imtmmental works, both large and small, from 1983 to 1997. He composed the Diu- 

Zoguesfor Yirlin, Cello and Orchestra ~n commissirra for the Chattanooga Symphony's 

5 0 ~  anniversary (1983). A year later, the Concerto for Tenor Smophone and Orchestra 

was completed under a grant h m  the Natianal Endowment for the Arts. In 1985, a 

commission h m  the Raleigh Chamber Music Guild brought about the Raleigh Divert- 

imento for woodwind quintet. The Festival TriprLch received its premiere in 1986 at the 

25& anniversary of the Eastern Music Festival in Greensbro, North Carolina. In 1987, 

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

'"Ibid., 124. "4thly. The prevalence of that pacific and kiend1y Disposition among the Peoph of aii 
nations, whkh will induce them to forget their local prejudices and poriies, to make tftose mutual con- 
cessions requisite to the general prosperity, and in some instances, to sacrifice their individual advantages 
to the interests of the Wodd Community of Peoples." See above, p. 22. 

''bid., 87 
'07%id., 86-87. 



Dialogue on the Tides of Time, which includes a quodlibet of six national anthems. In 

1988, the Florence, Sou& Cardha, Symphony comrun3ssioned the First Symphonic Set, 

the New Sough (excerpts fiom Claudia Legme). Then followed A Western Set (excerpts 

from Lady Kate) in 1989. The DeKalb Symphony celebrated its 25& adversary by com- 

missioning 5x5, Four Variations on a Five-Part Theme in 1989. The Yiolin Concerto, 

infused with the rhythmic and expressive elements of jazz, was written fix Sarah Johnson 

who premiere& it with the Winston-Salem Symphony in 1993. And in 1 9 7 ,  the National 

Gallery Orchestra marked its 5om anniversary by commissioning Ward's By Way of 

Memories. '08 

Chamber Mmik 

Over the course of fiffy 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 regrettiible, created an increased public interest in chamber music. Ward 

capitalized on the resulting need for new works with Appalachian Ditties mzd Dances 

(1 987), arranged for either violin and piano or cello and piano, the Sixth S'phony 

(1 988) for solo woodwinds, piauo and strings (playable with one person per part), the 

Second Somtii for Violin and Piano, composed fbr the Duke Artists Series in 1990, and 

Bath County RYqsa& ( 1  9911, ane of the wmparitively fkw p r o v a t i c  works m the 

chamber-music repatoire. In 1997, the Sigma Alpha Iota Music b d t y  commis- 

sioned Night Under the Big Sky, a aOC:turm for wind qumtet a d  piano. Also that year, 

the Chamber Music Guild of Weigh, N.C., commissioned Echoes ofAmerica, for 

clarinet, cel-b and piano. In 2001 the faetdty chamber-music group at WNeese State 



University in Louisiana commissioned the Bayou Rhapsody, sewed for the u n d  

combination of c1arkt, piano and percussi~n.'~ 

Bd&Music 

For many years the ''Lamentation" and "Hootenanny" fiom Lady Kate remained 

Ward's only ballet music. The situation changed when Peter Perref 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 W e t  based on 

Nathaniel Hawtharne's Scarlet Lebkr. Despite the relative lack of dance music in his 

output, Ward, drawn to the novel's dmmaturgical 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. * lo 

Ward's Most Recent Opera 

Rdxrt Wasd's seventh opera, Ronoan Fever (1993), sets Edith Wbartm's stmy ofthe 

same title. Its creation resulted from discussions Ward had wi& Roger Brunyate, Artis- 

tic Director of the Peabody bti* Opera Department. Bnrnyate knew &om 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."' 

'%id. 
"Orbid. 
111 Ibid, 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." 



In this opera, Ward concentrates on the more personal aspects of human interaction 

rather than his philosophical beliefs. The story is set in the 1920s. Two old fiends, 

widows who were rivals in love many years before, meet by chance at a terrace res tamt  

overlooking the Roman Forurn. They are accompanied by &iir daughtem. As the older 

women reminisce about the past, the Ml extent of their bitter jealousies md disappoint- 

ments surface. In Wharton's original, the daughters are ody men t iod  but the opera 

libretto brings these charactas to life, an alteration that serves to enhance the imm&y 

of the psychological drama. The premi&re of Ward and Brunyate's Roman Fever was 

given by the Triangle Opera m Durham, North Carolina, on June 9,1993, and was hailed 

by the critics far its lyricism, sensitive scoring and rich harmonic ~ocabulary."~ 

A Sad Event 

In the Spring of 1998, a sad event occurred in the Ward household. Mary W a d  

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 md soon became incoherent. Doctors at Duke University 

Hospital diagnosed her condition as a a s i v e  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 W i d e ,  asked for help with a parhcularly 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 

"Xbid. Ward was a founding member of the Triangle Opera--%angle9' referring to the "research 
triangle" formed by the areas of Durham, Chapel Hill, and Raleigh, North Carolina. 

4 1 



short-term memory loss caused by the stroke, Mary continues to thrive with her hus- 

band's assistance. l3 

Summary 

To date, the life of Robert Eugene Ward has been an exhaorchary one by any ac- 

count. In his long and "eclectic" career, he has been a successful composer, educator, 

~ s t m t o r  and businessman. Ward's various careers have brought him into cfose 

association with the most notable figures in the world of c o n t e m p v  American music 

Etlld 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 Peopk's Republic of China, the Czech Republic, Denmark, Finiand, France, 

Greece, Guatemala, Hong Kmg, 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 CrucibIe abroad. There have been performances of The 

CrucibZe in Japan (pahn-ned in Japanese), England, Germany ( p e r f o d  in German 

with the composer conducting), and Korea @erformed in  orea an), "4 Ward's compo- 

sitional output includes a wide variety of musical genres, both instrumentd and v d .  

His achievements in music have been recognized with three honorary do~torates,"~ 

numerous grants and fellowships, and, for his best-known opera, The Crucible, a New 

York Critic's Citation Award and the Pulitzer Prize for ~ u s i c . " ~  At this writing, 

113 Ibia., 1 14. Although Ward is in his late 80s and spends many hours each day caring for his invalid wife, 
he still maintains the sense of responsibility and devotion to semce that have been hallmarks of his life. 
In 2001, he accepted the Presidency of the Residents Association ofthe retirement comm- in which 
he and his wife live. 

"41bid., 95-103. 
"?ersonal Interview. Ward's three honorary doctorates are from: the Peabody Conservatory, 1975; the 

University of N d  Carolina at Greensboro, 1992; and Duke University, 1993. 
"?he h i a i  statistics cited above demonstrate the success Robert Ward enjoyed owing to his abilities, 



Ward shows no signs of slowing, his latest project a light-hearted ha t e r  piece titled A 

Friend ofNapoleon," written in the manner of Lady ~ u i e . " ~  

Ward has always accepted new challenges and incorpmated into his music the vast 

experiences of his l ie.  Because of this, W a d  considers himself an "ecldc" composer 

whose works reflect the totality ~f musical styles and vocabularies practiced by com- 

posers throughout the history of Westan 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 c h i q  his multi-faceted weer. This desire has never d d e d  

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 c~ntem~lation.~'~ His own personal experiences and philosophy of We 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 M d  be noted that the monetary figures quoted were not Ward's onty 
sources of income. Ward estimates that he earned an additional one-third in total earnings h m  com- 
posing @erformance fees, grants, commissioas). Therefore, while the above salary figures demonsgate 
his accomplishments as an educator, administrator and businessman, this additio~lal amount speaks to his 
viability as a composer. The unique feature of Robert Ward's ability to provide a secure !inancia1 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 he14 to a lesser or greater degree, complemented his 
calling as a composer. 

"'~ersanal Interview, 
'181bid. 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. Accordingty, whatever else may be in- 
ferred fiom them should be considered secondary in nature. 



II. Forging The Crucible: Play and Opera 

The soeio-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 Euopean 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 "comunist" 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. 

Oficial 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 Kitler 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 Conrwunist Party, and HUAC's activities took on new di- 

mensions. In 1940, the "Mien Registration Act" (also known as the Smith Act) was 

passed, requiring aliens to register with the government. It also allowed the government 

to b-nng to trial anyone suspected of advocating the violent overthrow of the Govern- 

ment.l19 In 1947, the Tnunan Dochine articulated the government's attempts to contain 

' I 9 ~ s  reported in Claudia Durst Johnson and Vernon E Johnson, Understanding The Crucible: A Student 
Casebook to Issua, Sources, and Historical Documents (Westporf CT: Greenwood Press, I998), 30-3 1, 
h e r e  referred to as Lhdmtanding The Crucible. Much of tbe foilowing discussion concerning the 
Salem witchcraft trials is gleaned &om this source. 
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the spread of communism by providing stid to non-communist nations seeking assistance 

against communist aggression.12* 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, T m a n n  issued Executive Order 9835, the purpose of which was to forbid any- 

one judged as subversive &om holding a government job. Loyalty review boards were 

established throughout the nation, and no govenunent employee was exempt from 

scrutiny. Those who were summoned to appear before the boards had no l e d  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 HoUywood 

writers who were or had been associated with 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 d e r  

Chiang Kai-Shek, who were driven f?om the mainland to the island of Taiwan. The 

arrests of Julius and Ethel Rosenberg m 1950 for conspiracy to steal atomic m t s  

M e r  fanned the flames. In April, 1950, the Supreme Court weighed in with a ruling 

that allowed congressional committees to force witnesses to reveal their politid 

affiliations. Two months later, North Korean forces p o d  over the 3gm parallel, 

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

'% this regard, see the comments by James J. Martiae, The Crucible: Politics, Prop* and Pretense 
(New York: Twayne Publishers, 1993), 8-9, hereafter refened to as Martine, 17re Cmibfe. 

'21~nderstanding The Crucible, 13 1.  



the " I n t e d  Security Act" (also known as the McCarran Act) which made it legal to 

widhold passports and governments jobs h m  those who had been associated with the 

Communist Party. In essence, this made membenhip in the Communist Party a crime.'22 

Senator Joseph Mc-y 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 f w i o u s  did little b stem the growing tide of anti-communist 

f ~ o r . ' ' ~  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 uJThe Crucible; The Play and McCarthyism 

The reasons why Arthur Miller wrote 272e Crucible are often pariially misunderstocrd. 

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, MiIIer learned fiom 

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 enthralled by the details of 

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

 or or further discussion of this point, see Understanding The Crucibie, 135. 
'=AS reported in Martine, Pte Crucible, 8-9. 



initially rejected the idea becaw he thought himself incapable of cqturhg the wildly 

inatiod nature of the historical events. According to Miller, "A drama cannot merely 

describe an emotion, it has to become that 

Over time, Miller began to have a change of heart because he began to see a contlec- 

tion between himself, the events of seventeenth-century Salem, and twentieth-century 

Washington. Miller believed that the Federal Bureau of Investigation had intiltrated 

the Communist Party and provided the House Un-American Activities Committee with 

&tailed lists of the participants who hibd &en 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 Gends 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 

fitct that many people who were once sympathetic to world socialism had long since 

abandoned their nailve notions of the Soviet system.'25 

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 fiom the far 
Right was capable of creating not only a terror, but a new sutrjective 
reality, a venerable mystique which was gradually assuming even a 
holy r e s o ~ e .  lz6 

'"Arthur Milk ,  Timebends (New York: Grove Press, 1987), 33 1, herezlfter r e f d  to as Timebends. 
' Z S ~ ,  33 1-332. An opinion echoed by Ward m his unpublished autobiography. 
'%AS reported by Herbert Blau in The Impossible 77mter: A Manifito mew York: Macmillan, 1964), 

188. Also see Blau's comments in "No Play is Deeper Than its Witches," in John H. Ferres, ed., 
Twentieth-Centwy Interpretations of The Crucible (Englewood Cliffs, NJ: Prentice Hall 1972), 6 1, 
h e r e a h  referred to as Blau, "No Play is Deeper than its Witches." 



Miller was also affected by the c l b t e  that developed in the New York theatrical world 

in response to Senator McCarthy 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 stmdmd and did not lend itself well to such 

tactics, at least not at the time. Even so, Miller began to hear rumors of straage occur- 

rences, such as stage acton ulho were prospective witnesses making deals among them- 

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

forming.127 Miller's own state of mind during this period was clearly demonstrated when 

he wrote: 

For me the speckle 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 195 1 had not had a political connection since the late thirties or 
early forties.. . Yet the Cormnittee had succeeded in creating the im- 
pression tbat they were pursuing on on-going conspiracy.. . [d they 
were accused of having violated no law of any kind since the Com- 
munist Party was legal, as were its h n t s ,  which most often es used 
liberal positions that did not so much as hint at socialist aims. IF 

On the dramaturgical level, Miller was drawn to the analogous historical events of 

seventeenth-centmy 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 



attempts to shed light upon the dark comers of the public's subconscious mind by using 

the torch of ktraYal.lB 

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 wil-.l3' This latter feeling stem- 

med fiom the fact that the story's central character, John Proctor, is a guilt-ridden man 

who betrays bis wife by having an affair with his teenage servant girl, Abigail Williams, 

and is then forced to watch in horror as she leads the £i-enzied, witch-hunting factions of 

the village. Miller may have been apprehensive about writing this stmy 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 selfdeceit and repressed guilt-and his own marital condition might somehow 

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

roe occupying his immediate thoughts, Miller decided to make a trip to Salem (now 

Danvers), Massachusetl, 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- 

ture.13* 

lZ9Ibid., 33 1-332. 
13%id, 332-338. 
1 3 ' ~  concept is promulgated by Martine, The Crucible, 61. 
'32~imebends, 332. 



The Salem witch& t d s  of 1692 fesrdted h m  a soeial paradox. The H e  of 

Sale111 Village lived under a theocratic fbm uf self govemment-a c c d k a t i t i o n  of state 

aad religious powe~-the f i m c h  &which was to- unite the comm&ty 4 Is- it to- 

enemies. The d o c ~ o f P u r i t a n  thcmxacy became an idxxmt causeafped,  

social, and poldid ~pheaval.'~' They directed that life in the Arneriw colonies was 

rigorous and that citizens bad to maintain an austere cxmmuniw and strict md 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 sexuaIiQ, a bebefieffhat 

created an atmosphere of repression andguilt in time, these doctrines began to erode. 

Farmers residing on outlying properties began to resist the rising tide of commercialism 

and its accompanying socia1 mores, ministers began having trouble gui- the behavior 

of their congregations, and a burgeoning popdation alf contributed to an increasingly 

ur$arni%ar and disquiet*& quality of life that spawned an environment of factiofial 

' 3 3 ~ & 7  The k W e ,  1-5. See also Udwsianding Tfie-ble7 27-29 for a fist dFtvitaR Beliefs and 
m e g ~ l m i s c o n ~ o n s ~ - t h e m .  ~ t h e W n i t a n s & k ~ e v e i n i n t h e f f o r ~ m a l h  
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 tfie o w m d i p  of 
s l a v ~ ~ w e a r i n g s f w l ~ 1 ~ g o r ~ i n g e m l .  ItisalaoamkwcepiicmthatthePurL- 
tans welcomed other Protestant chatem, such as Bayrists and Quakers, into their mictst. In fact, the 
New Engiand Puritans were leery of any outside inffnence that might wmrpt the sanctity oftheir reIigion 
and the homogeneity of their communities. For a fwther discussion of the social and reiigious climate 
that spawned the witchaft trials see Marioa L. StaFkey, 77ae Devil in Mawachzrsetts: A M m  Itlqariry 
into the Sdem Witch T r d s  (New Yo*. Al.ed A. Knopf, $950). The legal ofthe &iak are ex- 
plored io depth by Peter Charles Hoffer in Zhe Salem Witchcr4 Triak: A Legal History (Lawrence, KS: 
University of Kansas Press, 1997). Much of the material in tbe ensuing discussion of the historical events 
has been gleaned &om the above sources. 

'%hslrles M c k  W d i w ,  "Robert Ward's The CraciMe: A Critical con men^,'' Opera J m a f  26tl 
(Marc4 1 W), 4, h e r d e r  refbnd to as CPW, 'TkCm'bfe" (Micie). See a h  U*&g The 
Crucible, 3 1. Although the Puritans were b W  in their punishment of sex outside of marriage, UKy 
believed that sex was a pleasure to be fully enjoyed by both husband and wife in maniagee Failure to 
Mfi41 the sexual tole in m e  was oae ofthe few grounds for divorce. 



jealousy, prejudice, animosity and paranoia..135 Such tumoil made for a repressive social 

climate in which cormnon-sense and reason were too often ignored. This unrest event- 

ually led to rebellion by younger generations and the crumblii 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.'36 The trials were a perverse manifestation of the panic that re- 

suited from society's turn toward greater individual fie&m. But they were more than 

merely repressive in nature. The witch hunts were also opptmit ies for indiviws to 

express their owrn sin and f a g s  of guilt publicly under the less stigmatizing cover of 

accusing others. In this climate it sttddenly became possibb--even patriotic and holy-fix 

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 s&-d him." Of 

course, it was her spirit only, but his satisfaction at this confessiion was as great as if the 

womanhadstdlybeentkreinperson. Ormy,onedaFed&ma&-i.n 

public for fear of condemnation. But ia 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 takea 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 heavedy combat between God and the Devil; and because this reIigious con- 

' 3 5 ~  this regard, see CPW, "The Crucible" @ i s s e m ) ,  16. TBe colonists were also under COXEM fear 
of attack by native Americans. 

136 As promuigaied by QW, "The CruclbIe," 4 (Article). 
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text gave legitimacy to the Puritans' suspicions towards their neighbors, the witchcraft 

trials erupted within a r n i h  of general revenge.'37 

The po4itica-l conditions in seventeenth-century Puritan New En&& only exacerbated 

stn a h d y  tenwus statesf social &itin. The original Massachusetts Bay Colony gov- 

e m e n t  was abolished by Britain in 1684. The colonists revolted five yeass lakr and 

overthrew what had been p.& in its place, so by 1692, the cdony had existed for three 

years witb RO legally-established form of g o v ~ t ,  Into thJs legal and govemmentd 

void came influential citizens who took the law into their own hands, a siimtkm rife with 

cormptionn Wealthy citizens who wished to rnake accusations of witchcraft against their 

neighbors constantly pressured sheriffs and constables ta make arrests, and although the 

lack of legally-recognized courts insured that no trials could take place, arrests and irn- 

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- 

rnen~ed . '~~  

137 In this regard see M a d e ,  The Cdb£e, 6-7. Peihaps the greatest criticism against the Salem gals was 
the court's awqmnce of ' S ~ l  e v i b . "  8ut it was a mtud c m s e w c e  that sach 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 &mitW 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. 

"The Crucible," 17 (Dissertation>. See also Understanding The Cwible, 64-67. The panel of 
judges appointed by Govanor Phips included William Stoughton; Chief Justice, Samuel Sewall, 
Bartholomew Sergeant, John Hathome and Jonathan Corwin. Corwin was so zealous in his desire to 
uncover witchcraff that he heard testimony and imprisoned women on his own, in an extra-legal fashion. 
John Hathorne was a descendant of Nathaniel Hawthorne (1804-1 864), a&r of 2% Scarlet Letter. 
Other prominent sopporters of the trials included the Reverend Cotton Mather, while his father, the 
Reverend Increase Mather, was among the more prominent critics. 



F d e r  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 mother out of fear that their properties might be reassigned. Add- 

itional pressures existed because the Salem spiritual community was also in a state of u p  

heaval. Their new e s t e r ,  Reverend Samuel Parris, had an h i v e  pem&ty, ad his 

materialistic view of the world gave m y  parishioners reason to complain. One of 

Parris's most vocal critics was a landowner and inn-keeper named John ~r0cter.l~~ 

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 

girIs 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 1 1;140 Elizabeth Parris, age 

9; Ann multnam, age 12; Mary Wolcott, age 16; Elizabeth Hubbard, age 17; Mercy 

Lewis, age 19; and Mary Warren, age 20.'~' The situation became so inexplicabIe it 

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

'39~rthur Miller, The Crucible, Introduction by Christopher Bigsby (New York: Penguin Books, 1995), xv, 
hereafter refmed to as Miller, The Crucible. See Appendix G for a chro~tology of events leading up to 
and canying through the triak in 1692. See a h  Understanding The Cntcible, 78. For five years after 
the trials ended, the members of the Salem Church attempted to have Parris removed fi-om his post. Arbi- 
trators finally recommended that the congregation buy Parris off and send him on his way, He spent the 
rest of his life going fhm one tiny church in New Enefand to another. He died impoverished in 1720. 
During this period, the spdling of names was inconsistent at best. Both Miller and Ward changed the 
spelling to "W." 

order to make a sexual liaison between Abigail and Proctor more believable, Miller adjusts Abigail's 
age upward to 17, while Pmctor's age (who, historically, was in his 60s) was adjusted downward to 35. 
See also Understanding The Crucible, 8 1. Although no one knows with certainty wbat 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. 

I41 It should be noted that the girls themselves were not accused of practicing witchcraft, but that witchcraft 
was being practiced "upon theran See also Understanding The Crucible, 65. Thtx was also one male 
m g  the group of c b i k  who made the ~ccusatiolls of witchcraft, John Indian. 



Indian slave, Tituba Cparris7s servant),'42 as well as Sarah  GOO^'^^ and Sarah Osbum, 

both older women of somewhat dubious character and reputation. The three accused 

women were interrogated the next day, causing a rapid inmxse in the pace of events. 

Within a month, complaints were filed against Goodwife ~ l o ~ s e ' ~ ~  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, S u s d  Martin, E b b e t h  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 M1-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 Mder the d a c e  in 

a tightly controlled theocratic comrnunity--raged out of 

In an effort to save his wife &om the gallows, John Pmter 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 unsu~~essful, and Procter was himself imprisoned in 

Boston on April 1 1 th. Although Procter was a resident of Salem, this change of venue 

' "~ndersf~ndin~ The CmiWe, 74. Trtuba and her husband were brought to Salem as slaves by Reverend 
Panis. She later testified that Panis beat her unmercifully and threatened her in other ways to force her to 
confess. With no one except her husband to come to her defense, she remained in prison for welt over a 
ear, and then sold as  a slave to pay for her prison expenses. 

'$id., 68. Sarah Good's four-year-old daughter, Dorcas, was also arrested for witchcraft. Although she 
avoided the gallows, she was shackled in prison far nine months and went insane. 

'%e name "Goody" as it appears for a number of the female characters in the play and opera is a dimin- 
utive of the common term "Goodwife," which married women were given in Puritan New England. 

145 As reported by Martine, The Crucible, 4-6. In Continental, Catholic Europe the practice of witchcraft 
was considered heresy, a violation of canon law for which the penalty was death by fire. In Protestant 
England and New England, witchcraft was a felony, a violation of the civil code for which the penalty 
was death by hanging. The difference shows the extent to which the theocratic society of Puritan New 
England completeIy merged and blurred the distinctions between church and s t . .  To the Pwbus, civil 
law and the laws of God were, for all intents and purposes, one and the same, an attitude that brought 
with it a heightened sense of moral absolutism, a facet of Puritan thinking in which Miller saw parallels 
between their justification for witchcraft trials and HUAC's justification for hearings over 250 years later. 



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 I&. 

On August 5,1692, John and Elizabeth Procter, along with George Burroughs, John 

Willard, George Jacobs, Sr., and Martha Carrier, went to trial. All six were condemned 

to be hanged. The local sheriff seized the Procters' property and goods, leaving nothing 

in the house for the provision of their children.'47 John Procter and four of the others 

with whom he was condemned were hanged on August 19, whiie Elizabeth Procter 

escaped their fate because she was pregnant. A month later Martha Corey, Mary Easty, 

Alice Parker, Ann Pudeator, Margaret Scott, W~lrnot Redd, Samuel WadeIl 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 

IeveIed against him. Under British law, a man who refused to testify codd 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 fmally ended in September, 1692, all of which took place in 

161bid, 6,60. 
'47~nderstanding The Cmcible, 70-105. In Act I of the play, Miller takes artistic liceme with the historical 
f8cts. When Reverend Hale questions Tituba in the play, he tells her that, "The Devil can never over- 
come a minister." In fscf George Burroughs was a minister, The reason he was accused was that 
Thomas Putnam had a long-standing grudge against him. Long before the M s  began, Putnam's brother- 
in-law, James Bayley, has been rejected as Salem's minister by an opposing faction. Burroughs got the 
post instead. Eventually, Burroughs went bankrupt trying to pay for his wife's funeral on an inadequate 
minister's salary, so the Putnam's had him arrested for debts he did not owe. In the summer of 1692, 
Burroughs, then a minister in Maine, was hunted down and arrested again, this time on charges of witch- 
craft, brought back to Salem for trial, and executed alongside John Procter. The trials and executions 
came to a conclusion sooner than they might otherwise have because prominent citizens, such as min- 
isters, were accused and hanged. Another prominent citizen accused, but not hanged, was Reverend 
Hale's wife. Charges were even brought against one of John Procter's young sons, William, whose in- 
terrogation included torture. They tied him by the neck and heels until blood gushed &om his nose. He 
was kept like this until one of his interrogators tools pity on him, but he did not confess to witchcraft 



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   or el^.^'^ 

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.)?'' 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- 

2wIbid., 52. 
210~obert Ward, The Crucible: An Opera in 4 Acts, II Volumes (Boston: Highgate Press of ECS Pub- 

lishing, 1 %2), I, 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. 



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.211 

Play and Libretto: A Comparison 

Ward and Stambler did not simply set Miller's play. W e r ,  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.212 Two other characters, Martha Sheldon and Bridget 

211 Personal Inteniew. See also Appendix A for the opera's scene structure. 
212~ard,  The Crucible, &43. See also CPW, "The Crucible," 47 (Dissertation), and Appendix A for a 

comparison of charactem. 



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 c b t e r s  in this fashion, 

Ward and Stambler solved both musical and dramaturgical problems by reducing un- 

necessary dialogue balancing the vocal ensemble.213 

Both Ward and Stambler emphasized the linguistic properties of their wor@14 and 

understood the degree to which language reflects the social and cultural history of 

peoples and 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 

required216 

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 

modem ears.217 This exercise led him to develop a method of speech that was not 

'I3see Appendix A for a slightlyedited synopsis of the libretto as published in the complete score. 
'14personal 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. 

'I5ward, Autobiography, 55. When invited to premi&re 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 accumte translation of 
the substance of the libretto and he (Ward) would then alter the melodic line to provide the correct Ger- 
man prosody. 

21 6Personal Interview. 
"'~iller, The Crucible, xxi-ii. 



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 fiom 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 rh-yulms tha-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.218 

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.219 In both 

play and libretto, then, linguistic constructions became a means of characterization. The 

way in which characters speak may be analogous to cultural "voiceprints" 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. 220 The 

following comparisons between selected scenes fi-om the play and the opera illustrate 

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

tegrity of the original. 

'181bid. 
21*ersonal Interview. Ward stated that he used this two-thirds reduction of syllables as a general guide 

when fashioning a libretto fiom a preexisting source. It was not something he learned during his student 
years, or kom another composer, but kom 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. 

'*%id. Ward refers to this process as "simplifying the circumlocutions of the play." 



Play vs. Opera-Act I 

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: AbigaiI, 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: I would never hurt Betty. I love 
her dearly. 

Parris: Now look you, child, your punishment will come in its time. 
but if you trafEcked 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: 1 have heard of it, uncle. 



Parris: There is a faction that is sworn to drive me fiom my pulpit. 
Do you understand that? 

Abigail: I 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 plea&: Abigail, if you know something that may help 
the doctor, for God's sake tell it to me. She is silent. I saw 
Tituba waving her arms over the fke when I came on you. 
Why was she doing that? And I heard a screeching and 
gibberish coming fiom 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: I saw it! He movesfiom 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. I swear it, uncle. 



Parris, studies her then nods, halfconvinced 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, I 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 fiom Goody Proctor's ser- 
vice? I 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 I 
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 

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: 

'"Miller, The Crucible, 9-12. 



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 iiight 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. 

Abigai1,fiightewd: 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. 



Abigail: They all want slaves, not such as I. 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 f imd education, often f d s  to pronounce the final 

"g" in gerund verb forms, as when she says, "speakin" and "nothin." This promciation 

creates angular rhythmic 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 ''chattmh," 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. While Miller's lengthy dialogues &old idormation 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 

=*ward, Y%e Crucible, I, 7-19. 



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 Cmc- 

ible, Ward's ark structures often continue to relate new information. This treatment pro- 

pels the dramatic pace forwad, thus more closely approaching a musicaVdramatmgid 

equilibrium." One example of this procedure: Panis'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 

flrst 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 Putnarns, 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 Panis 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 carehlly if they are to save themselves. Abigail diverts attention away 

fiom herself by telling Hale that it was Tituba who conjured spirits in the forest. ln the 

play, Hale's reaction is swift. 

223 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. 



Abigail: She comes to me every night to go 4 drink blood! 

Tituba: You beg me to conjure! She beg me to chann - 

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 d not a stitch on my body! I al- 
ways hear her laughing in my sleep. I hear her 
singing her Barbados songs and tempting me with-TZ4 

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 babies9 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 comptions. At night I wdce, naked in the 
open doorway--not a stitch of clothes, nothing, just 
my naked body in the moonlight. The ground trembles, 
a cold wind blows, and Tituba singin' her Barbados 
songs, temptin' me, temptin' me.. . 225 

- 

"4~illery % Crucible, 40-42. 
m~ard,  fie Crucible, I ,  85-96. 



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 Mood!" 

Miller enhances this c h a r a c t e ~ i o n  with Tituba's use of double negatives, a grammati- 

i d  indicak# of her low social status, in statements w h  as, "I don't truck with no Devil" 

and "I don't compact with no Devil." Although Ward's and Stambler's adaptation elim- 

inaks much of Tituba's individual lines, and most of this linguistic c ~ t e ~ o q  her 

statement, "No, no, dat only chicken's blood," serves equally well to portray her social 

mtl3.s. 

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-fimtmkd 

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 denid of witchcraft lies, at least in part, close to her heightened sense of 

s e d i t y .  

After the first lime of Abigail's ''temptin' me" speech in the libretto, Wahd and Stam- 

bler created new dialogue for a vocal sextet. In this ensemble, Abigail's s e d l y  ~IR- 

plicit speech advances the dramaturgid flow of idiomation while the Putnams, Nwses, 

and Parris reflect upon their feelings. They express their thoughts in mison as they sing: 



Ann: That slave's switch. She's joined the Devil's crew. Its 
hurtful, vengeful sp*Irits layin' hands on these children. 
My babies' Hood, 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 wit& it's clear. Make her name the 
Devi17s crew. Lifi 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 L a  this curse we beg of 
you. 

Panis: She dreams comptions, and in my very house. 33ose who 
hope to ruin me will feed on every word she says. She says 
her m e  is clean; I wonder. Oh, my God. Thba  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 
th& left her an orphan d d .  

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

Francis: That's true. I agree, but IWmm's crying witch-hunt. 

Rebecca: I fear this seeking loose spirits. We should go to G d  
He will give us help, for sue.  No good, I fear, can come 
ofthis. It's evil. Et's silly girls not witches here. It's 
charity and love we need. 

Francis: No goad, I fear, can come of this. It% evil, It's silly 
girls, not witches here. It's charity and love we needy6 

This added text portrays each character's personality traits and the factional divisions 

their differences creak. Arm Putnam is almost delirious about her children's premature 

deaths and desperate to blame them on mything. Thomas Putnam fkas eonuption of the 

ordered world in which he has a financial stake. Panis is concerned fbr his position and 



ttre fact that members of his household may muse his downfaE.1. Conversely, Francis and 

Rebecca Nurse apply reason afld speak of Abigail's past a d  the silliness of the young 

girls, charitable views &a+ motivate their attitude of forgiveness a d  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 mnvenient scapegoat, Tiisba becomes the focus ofthe escalating hyWa .  In the 

play, Reverend Hale presses forward his interrogation, 

m e ,  resolved m w : Tituba, I want you 10 wake this child. 

Tituba: I have no power on this child, sir, 

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

Tituba: I don't compact with no Devil! 

Parris: Yon will confess yourself or I I l l  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, sud8enly barrsting oat: Oh, how m y  times he bid me kill 
you, Mr. Parrisl 

M s :  Kill me! 

Tituba, in a fury: He say Mr. Parris must be kill! Mr. Parris no 
goodly man, klr. Parris mean man and na gentle man, and 
he bid me rise out of my bed and cut your throat! 7 % ~  
gasp. But I tell him, "No! I don't hate that man. I don'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, DeviI, you lie!" And then he 



come one stormy night to me, and he say, "Look! I have 
white people belong to me." And I look--and there was 
Goody 

This scene reveals i m m t  traits of Tituba's character. Although in the bwest & of 

society, she is no fwl. When threatened, she resorts to a m i v a l  technique that undoubt- 

edly served her well in the past, to acquiesce and hope she will Ire left &arm& 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 kiU. 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 Thoinas: Yo throat, too - 
and yo's, Goody Putam.. . But I say, "No, I don' wanna 
kill." But he say, "Yo work for me and you g& silk dress, 
big black wings, and 1 set yo fiee. You can fly down to 
Barbados, where the sun is big an' bright, where dere's 
singing, where dere's dancin,' where dm's  feastin' till 
de night." A tiny sigh escaps her. Catches herselfand 
quickly returns to earlier mood. But I said, 'Wo." I save 
yo throats.. . Den one stormy night he come an' say to me, 
"Look, white people - dey's mine, too." I. peer into de 
blackness,, . An 01' woman dere-scraggy hair an' a 
crooked nose.. . Codcln' make her out. . . 228 

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. 

" ' ~ i k r ,  Tke Crucible, 44. 
2*~ard,  The Crucible, I, I, 04-1 12. 



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: I want to open myself? They turn to her, startled. She 
is enraptured, as though in upearly light. I 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 
DeviIl I saw Goody Osburn with the Devil! I saw 
Bridgett Bishop with the 

With this, the curtain f d s  as Abigail and Betty cry out their allegaaiorrsaad 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 sod, be- 
fouled my name, I sinned and I 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 m d  fall? Do you send a sign? Do I hear Thy 
voice? I do! I do! 'Tis Thy sweet caI1. I open to Thee, 
oh Jesus. Open, open Thy arms to me. I kiss Thy hand, 
sweet Jesus, take me, take me up to Thee, my God. 

Ensemble: Jesus, my consolation, Thee do I worship, Thee do I 
Inst. When Satan tempts me to vile corruption, 
smite Thou the Devil, crush himto dust. Alleluia. 
Keep me from sin and folly, fke me fiam bonds of 
earthly delight. Give me the strength to conquer all 
evil, spare me the pain of Hell's endless night. Gad 
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 
dl. Amen, Amen, Amen, ~ r n e n . ~ ~ '  

229~iller, The Crncible, 45. 
230~ard,  The Crucible, I, 1 17-123. 



Play vs. Opera-Ad 11 

Set in the home of John and Elizabeth Proctor, Act I1 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 fiom a prank she and the other girls were playing, and Elizabeth asks John 

to go inb Salem to inform the authorities. But John hesitates because he fears public 

expos6 of his affhir with Abigail. Elizabeth suspects John still harbors affection for 

Abigail. This accusation angers John and he lashes out, 

Proctor: Woman, She turn to him. I'll not have your suspicion 
any mare. 

Elizabeth, a little EoJtily: I have no- 

Proctor: I'll not have it! 

I3izabeth: Then let you not earn it. 

Proctor, with a violent undw&ne: You doubt me yet? 

Elizabeth, with a smile, to keep her clip@: John, if it were 
not Abigail that you must go to hurt, would you 
falter now? I think not. 

Proctor Now look you-- 

Elizabeth: I see what I see, John. 

Proctor, with solemn warning: You will not judge me more, 
Elizabeth. I have good reason to think More 1 charge 
fiaud on Abigail, and I will think on it. k t  you look 
to your own improvement before you go to judge your 
husband any more. I have forgot Abigail, and-- 

Elizabeth: And I. 



Proctor: Spare me! You forget 110th' and fixgive nothin.' 
Learn charity, woman. I have gone tiptoe in this 
h a w  all seven months since she is gone. I have 
not moved fiom there to there without I think to 
please you, stnd still ;tn everlasting funeral marches 
round your heart. I cannot speak but I am doubted, 
every moment judged for lies, as though I come ink, 
court when I come into this house! 

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

Proctor: I'll plead my honesty no more, Elizabeth. 

Elizabeth, now she woul8justifi hersel$ John, I am only-- 

Proctor: No more! I should have roared you down when first 
you told me your suspicion. 3nt 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: I do not judge you. The magistrate sits in yottr heart 
that judges you I never thought you but a good man, 
Job-with a smile-onlg. somewhat bewildered. 

Proctor: Oh, Elizabeth, your justice would freeze beer!. . . 23 1 

This exchange ~ e v d s  much about Ebbeth's personality and w i d  s k h s .  Although 

. . .  outwardly reticent and mm&mmg a calm, exterior fqade, Ekabeth stands up to her 

strong-willed husband. Even though she and John lack wealth, and presumably Eliza- 

beth's education was like most women of her social she is an intelligent, well- 

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

" '~i l ler,  Tke Crucible, 5 1-53. 
2 3 2 ~  fhiS regard see page 50, note 133, supra. Because the Puritans valued education, E m  may have 

been taught to read so that she could understand the Bible. She would also have been expected to Ieam 
domestic skills by emulating her mother and, as seen in the play, by serving another family until she got 
m a  



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 fbllows: 

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 forgot€en. But yon forgive nothin,' you forgive 
nothin.' Leam charity, Elizabeth. I've gone tiptoe in this 
h o w  since she is gone. I have not moved £iom hem to 
there without I think and by 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 tho+ I come into court when 1 come into this house. 
But you think: think on this. If I go to Salem and call 
Abigail hud, she'll strike back. Surely she will. Then 
it's Proctor or lecher--the name will be the same. Think 
of thitt, and then think of your sons-Besides, it's not so 
easy to prove that she is a fraud. I have no hard evidence. 
What she told me she told me in a ruom alone. 

Elizabeth: I do 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 1 had for our proud young love, 
a love that would never tunt or falter. But now, it's 
shattered, lost and gone. And an icy hand closes round 
my heart. How could it be y w  turned h m  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 



y m e l f  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 

This scene marks the h t  time John and Elizabeth sing together, but rather than compose 

a duet, Ward wrote separate arias for each. By keeping their musical lines separate in this 

way, Ward portrays the emotional ri8 that exists hetween hh and Elizahetb;. Conver- 

sely, when the emotional banias hetween John and Elizabeth are removed later in the 

opera, a duet texture reflects their accord. 

Play IrS. Upmz-Acf III 

In the opera's third act, the rapid exchange of dialogue in the c o w  sene pre 

sented Stamblw 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 &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 III, 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 

"3~ard ,  The Crucible, I, 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 

Ddorth: 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 w d ,  let them cower. 
We may not let this foulness fester. 
And yield our world to Satan's power. 

Never, never! 

Th=y government and central chmch 
Be now, 0 Lord, within this hand: 
Let it falter not to punish those 
Who spread this plague throughout our land.m 

This aria fuIfills 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 fkom herself (as she did in Act I), points to the ceiling rafters and 

yells out "Yellow Bird! Yellow Bird! Begone, begone."235 Ward's musical treatment 

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

234~bid., II, 27-3 1.  
2 3 5 ~ i d . ,  Kf, 86. 



Girls: Her claws, her claws. 

Abigail: May,  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? 

9 236 Girls: Abby you mustn't, mustn't, mustn't mustn't, mustn t. 

Act IV of the opera takes place within the limited confines of tlre j&Ihouse into which 

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

laments her fate, is followed by Ward ad 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. ( J o b  does not mme or even seem 
to hem her as she sings and shows him the clothes and the 
m e y )  (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 remaim as though dead.) John, listen-I forgive 
you. I have eome to save you, ody 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 thejirst 
time John loob at Abigail. He slowly shakes his head, 



then lifts his manacled hands and s h t s  the gate between 
them. He then shufles back and forth into the darkness. 
Cheewr motions the s t u m d  Abigail to leave.. .)237 

This scene exemplifies Ward's and Stambler's principal concern when adding new mat- 

erial--to enhance characterization. Hae, Proctor's character traits augment with his re- 

fusal to run away with Abigd, or even exchange words with her. 

Near the end of the drama, Elizabeth has permission to see John before his execution. 

h the play, their exchange is as follows: 

Proctor, with great force of will, but not quite looking at k r :  I 
have been thinking I would confess to them, Elizabeth. 
She shows nothing. What say you? If I give them that? 

Elizabeth: I cannot judge you, John. 

Pause. 

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

Elizabeth: As you will, I would have i t  Slight pause. I want you 
living, John. That's sure. 

Proctor, he pauses, then with aflailing 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 h u d .  I am 
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. 



Pmetor: Spite only keeps me silent. It is hard to give a lie to dogs. 
Pause, for the$rst time he turns directly to her. I would 
have your forgiveness, Elizabeth. 

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

Procm: 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 threatem: John, it comes 
to nanaught that I should forgive you, if you will not forgive 
y o m l f .  Now he t m  away a little, in great agony. It is 
not my soul, John, it is yours. He s t d ,  us ihugh in phy- 
sical pain, slowly rising to his feet with a great immortal Eon- 
ging to$nd his answer. It icr d1J5cult to say, an8 she ir on the 
verge oftears. M y  be sure of this, for I know it now: What- 
ever you will do, it is a good man that does it. He tuns his 
doubting, searching gaze upon her. I have read my heart this 
three month, John. Pause. I have sins of my own to count. 
It n d  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 h o w  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 I kept!. . . Proeior, his chest heaving, stares, turns to 
Elizabeth. She comes to him as though to plead, her voice 
quaking. Do what you will. Bttt let none be your judge. 

Proctor turnsfiom her to Hathorne; he is ogthe earth, his voice h&w. 

Proctor: I want my life.238 

=*~il ler ,  The Cwible ,  125-127. 



The libretto version of this scene demonstrates one of the best examples of Ward's 4 

Stambler's method of compressing text while retaking Miller's dramaturgical intentions. 

In the opera, the following dialogue is presented In lyric fishion and succinctly relates the 

full spectrum of emotions. 

John: Elizabeth, I've been thinkia' W I wodd confess. What say 
you? 

Elizabeth, As you will, so I would have it.. . But John, I waat you 
living. 

John, (dive now, in response to Elizabeth's warm#h): I cannot 
mount the gibbet like a saint. Will you forgive me if I lie? 

Elk-  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: I counted 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 d l  go by your side. 

John: Elizabeth, Elizabeth.. . (a greut triumphant shout) Mr. 
Dauforth, Mr. Danforth. I want my life.. . 239 

The musical setting of this scene differs &om that in Act II, in which John's and 

Elizabeth's melodic lines were kept separate. In Act 11, the melodic character of their 

lines differ distinctly, and Ward does not allow them to overlap. John's melody is 

syncopated and "agitato-lh" in character, while Elizabeth's melody is rhythmically 

23%ard, The Crucible, 11, 149-1 58. 
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smoother. "1n 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.240 

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: I can. 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 mhes  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 gradual& visible.)24 

Proctor's tearing-up his signed confession is the crucial moment of the play. It is the 

moment at which he becomes fidly seif-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, cu-ing with accented, C-Minor chords marked "fortis- 

simo" that mark the moment Proctor falls fiom the 

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  nu^ Even more 

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

240This type of construction m o t ,  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, II, 181-1 86. 
242~bid, 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 Stambla 

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. 



PART TWO 

Towards a Nationally Characteristic Music 



III. 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 "America. 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.243 But Engel also admitted that, "In some instances.. . the popular music of a 

nation has been considerably modified by foreign influences."244 

243 Introduction to the Study ofNational Music (Landon: Longmans, Green, Reader and Dyer, 1867), 1. 
24d~bid. 
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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 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 

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 191 0, 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.247 

245 The National Music ofAmerica and Its Sources (Boston: L.C. Page and Co., 1934. Reprinted Detroit: 
Gale Research Co., Book Tower, 1974), i i i  

'?bid, 271. 
247 History of American Music (New Yo& Irving Square, 19 1 O), 345. 
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Both Elson and Hubbard were contradicted in the ensuing decades when native Ameri- 

can cultures provided American opera composers a wealth of 

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- 

~ i t i o n . ~ ~ ~  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 

As Chase also notes, Edward MacDowell, representative of the Second New-England 

School, had &fmite 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 

2481n 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. 

249~merica's Music: From the Pilgrims to the Present (New York: McGraw-Hill Book Company, 1965), 
332, hereafter referred to as Chase, America's Music. 
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a desire to fiee 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.25' Chase notes that 

MacDowell's own music, steeped in European musical vocabulary, contradicts his 

statements.252 

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.'"53 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 But Chasers 

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. 

251~bid., 355. 
2521bid., 355-356. 
Z53~aniel Gregory Mason, Tune In, America: A Study of Our Coming Musical Independence (New Yo& 

Ali?ed A. Knopf; 193 1 ; 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. 

25$~hase, America's Music, 355-356. 



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.255 According to Tischler, 

Like the nationalistic music of pre-war years [World War T] 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.. . 256 

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 defmition 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 

2 5 5 ~ n  American Music: The Search for an American MusicaI Identity (New York Oxford University Press, 
1986), 42-66. 
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models. Some also advocated combining elements of the two sources, but extremists on 

both sides tenaciously forbade such ~ombinations?~~ 

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 wmpo~i t ion?~~  

A generation later, American composer Arthur Farwell went so far as to call nation- 

alism a "dangerous 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 5 7 " ~ ~ s i ~ l  Nationalism: American Composers' Search for Identity," in Contributions in American Sttldies, 
66 (We-tp~rt, @T: Greenwood Press, 1983), viii. 

2 5 8 ~ e  Comi~tg ofAge ofAmerican Art Music: New England's Classical Romanticists (Westport, CT: 
Greenwood Press, 1991), 66, 198-1 99. 



aging array of exceptions, modifLing 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 
be& this he is confkonted with the necessity for innumerable digres- 
sions and qualifications?59 

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 musie 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?60 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. 

259~ee Farwell's comments in Karl Krueger, 73e 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, Fanvell lectured extensively on nationalism in American music. Kruegei fails to specify 
the source of the above quotation 

2%chard Crawford, America's Musical Life (New Y o k  W. W. Norton & Company, 2001), 48, hereafter 
referred to as Crawford, America's Mmical L@2. 


