JOURNAL
of the
Riverside

Historical Society

Number Twenty One April 2016

Editor

Glenn Wenzel

Editorial Committee

Doris Ferguson

Laura Klure
Steve Lech
N ancy Wenzel

Riverside , California



© 2016
The Riverside Historical Society
P O. Box 246
Riverside, California 92502-0246

Layout and Graphics:
Steve Lech

Cover Art:
Pat and Bob Stewart

Printed by:

Inland Printworks
Riverside, California

www.riversidehistoricalsociety.org



TABLE OF CONTENTS

Foreword

by Glenn Wenzel

About the Authors

Marcella Craft and the
Riverside Opera Association
by Cindy Patton

The Salt Lake Route Arrives in
Downtown Riverside

by Glenn Wenzel

Three Essays by Bob Patton
by Robert Lee Patton

Postcards From Our Area
Where is it?

RHS Journal Sponsors

27

42

50

51

52



Forward

Our first article is the second of a two-part article by Cindy Patton on the life
and musical career of Marcella Craft (1874-1959). Part I, entitled “Marcella Craft,
Riverside’s International Opera Star,” appeared in the January, 2015 journal. This
article described Craft’s early performances in Riverside, and her musical training
and opera career in the United States and Europe. When forced to return to the
United States permanently in 1932, due to the unstable conditions in Europe
in the days before World War II, she re-directed her career to the promotion of
community opera in Riverside. Part IT details how Craft established the Riverside
Opera Association and served as its director for 25 years.

In the second article, written by your editor, the coming of the Salt Lake
Route Railroad to downtown Riverside is covered. The third railroad to come to
Riverside, the San Pedro, Los Angeles and Salt Lake Railroad has an interesting
history in connection with Riverside, especially the bridge across the Santa Ana
and the downtown depot. Read about some of the interesting tidbits around the
depot and downtown area.

Steve Lech, in his pursuit of historical information for both his series of
articles in the Press Enterprise entitle “Back in the Days” and for his research for
books, came across three articles by Riverside Press reporter Bob Patton. From
1930 and 1931, they paint very human stories about Riversiders of that time
from three different cultural backgrounds.

We have included in this issue of the Journal a number of photos for you to
identify. If you feel that you can correctly identify what and where they are send us
an email (info@riversidehistoricalsociety.org) by May 1. The winners names will
be announced at the June meeting and there will be a drawing for a special prize.

Your Board of Directors of your Riverside Historical Society made the deci-
sion to attempt to produce two journals a year. This had been the intent since the
inception of the journal in 1987 when the inside cover stated: “It is the stated
intention of the Board of the Society to increase the frequency of the Journal.”
However, to keep up this pace we do need your help in producing articles on
Riverside history for your Journal. We are looking for articles between 500 and
5000 words in the required format which follow the Mission Statement printed
on the inside cover of this Journal. If you have questions or need help feel free
to contact the editor.

Meanwhile enjoy our latest efforts.

Glenn Wenzel, Editor
Riverside Historical Society Journal



About the Authors

Cindy Patton earned her Master’s in Music History and Literature from
California State University, Fullerton, in 2012. For her thesis, she
researched the international and Riverside career and life of opera
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Bob Patton (Please see biographical essay by Patton’s daughter Jane Edel-
man starting on page 48).




Marcella Craft and the

Riverside Opera Association

by Cindy Patton

Marcella Craft (1874-1959) re-established herself in Riverside in
1932 and set out to introduce community opera to her hometown. Her
international career provided her insight into the requirements of successful
opera production: the employment of trained and talented lead and
supporting singers, as well as a full chorus, orchestra, and support crew
for creating costuming and stage sets. She also needed a team of dedicated
volunteers to carry out non-musical duties, such as publicity and other
organizational requirements. It was also important for Craft to choose the
appropriate repertory to appeal to her audiences, and to challenge, but not
overwhelm, her volunteer singers. Her singers possessed varying abilities,
and included those who were accomplished amateurs, performers who
were also trained music educators in local schools, beginning professionals
who had received additional musical training and performing experience
in the region, along with some more experienced singers. Throughout her
tenure with the Riverside Opera Association, Craft directed a wide variety
of different operas, from one-act works requiring few cast members, to
major operas that demanded the coordination of well over 100 performers
and technical cast members. Craft’s choices of operas also reflected
the strengths and weaknesses of the venues that were available to her.
Fortunately for Craft, the location for her venture was promising, even if
times were hard. Riverside had supported music since its early days, and
the economic difficulties of the Depression did not deter her plans to
establish the Riverside Opera Association.

Establishment of the Riverside Opera Association

Riverside already had a fair amount of experience with opera by the
time Craft returned there permanently. Touring opera companies had
regularly visited the city from about the time of its founding in the 1870s,
performing in venues such as the Loring Opera House, the auditoriums of
the social clubs in the city, in local churches, and in other locations. And
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some Riverside residents no
doubt also traveled to Los
Angeles to attend operatic
performances and concerts.
But Riverside had no active
resident opera company in
1932 when Craft founded
her company.

After Craft conceived
of the idea for the Riverside
Opera Association
(hereafter ROA), she was
able to obtain the support
for her new project of
A. G. Paul, President of
Riverside Junior College
(hereafter RJC), and Ira
C. Landis, Superintendent
of Riverside City Schools.
With the approval of the
governing body of the school

district, which then had the
charge of RJC, Paul and Marcella Craft, Munich, circa 1928.

(Riverside Metropolitan Museum)

Landis arranged for Craft’s
fledgling local opera company to use the auditorium at the college for
its performances, free of charge. The ROA would be an organization
“dedicated to the production of opera in our native language, and to
the providing of opportunities for young singers to learn and actually to
perform roles, with orchestra, and before the public.”

Paul and Landis also incorporated the ROA into the Extension
Division of the Junior College’s Adult Education program. With a
guaranteed and suitable performance space, relative freedom from financial
worries during the height of the Depression, and the assistance of RJC
faculty, staff, and students, and other community members and local
musical talent, the ROA embarked on achieving and maintaining its
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goal of providing opera in English at reasonable tickets prices to the local
community, using local musical talent.

Craft also received the support in her new enterprise of H. Norman
Spohr, choral director and Professor of Music at RJC. Spohr had trained his
student ensembles for several years to achieve a high performance standard.
Gustav Hilverkus, director of instrumental music in the Riverside public
schools, and the director of the Riverside Municipal Band (also known
as the Riverside Military Band) was also a ROA supporter. Before the
establishment of the ROA, he had guided his high school ensembles to an
award-winning level of performance. Craft would recruit non-professional
musicians for the ROA orchestra and chorus from both Spohr’s and
Hilverkus’ ensembles.

The support of stage and costume production staff was also needed for
a successful opera production. Community members and RJC personnel
and students would supply this technical support to the ROA for a time.
Richard Allman supervised the design and construction of sets and stage
properties and Mrs. Norman Spohr the creation of the costumes. Later,
other community members and theater production professionals would
assume these duties.

Another crucial component in the success of the ROA would be the
financial and personnel support and cooperation it would receive from the
local Federal Music Project (FMP) of the Works Progress Administration
(WPA). After its establishment in 1935, the FMP would financially support
the ROA orchestra, as well as other personnel such as some chorus members
and stagehands. The Roosevelt administration established the WPA and the
FMP (and other branches of the WPA such as the Federal Theater Project)
in order to rebuild the nation’s economy and return the unemployed to
work. Specifically, the FMP provided paid relief for many unemployed
musicians in exchange for their participation in live musical and dramatic
performances.” This important federal support allowed the ROA to direct
its limited income from performances and donations toward other aspects
of opera productions, such as the purchase of music, the construction of
scenery, and the creation of costumes. This FMP support also helped keep
ticket prices affordable, which ensured full audiences for ROA productions.
With the rehearsal space, technical support, and the auditorium provided
at no cost to the ROA by RJC, Craft had the resources to direct several
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opera productions annually throughout the course of the Depression, at
a time when many other arts organizations struggled to survive.

Craft’s plan for the ROA required that those involved in the
company’s productions not be taught at the level of “student” opera. She
explained that the ROA was not an “amateur” company, for “the singers
who are cast for roles in its productions are either full-fledged professional
singers desiring to add to their experience or repertoire, or young singers
who have reached the point where they are ready to launch themselves in
professional work.” Craft also stipulated that the singers would not receive
a fee for their part in the performances; they were to be compensated by
the experience and training they received in public performance. The
professional musicians performing as part of the ROA opera orchestra
were paid, however.

While the ROA was housed at RJC, the college provided performance
space and utilities. However, most of the ROA performers were young
professionals with church, film, radio, and other opera experience. Thus
the company was not made up of a majority of college students. Some
exceptional singers and instrumentalists enrolled at the college did
participate in the ROA, however, and some of the technical staff was made
up of RJC faculty, staff, and students.

Another way in which RJC supported the ROA was through the
appointment of Craft as an instructor at the college, through its Extension
Division. With her teaching credential, Craft received a faculty salary for
her work with the ROA, initially earning $2 an hour for working two and
a half hours a week. Later, her pay was increased to $500 a year in 1934,
$1,200 in 1937 and $1,300 in 1939.

First ROA Production

Having secured a venue at RJC and the cooperation of the Riverside
School District, Craft and her team of volunteers and musicians began
preparing for the first production, scheduled for November 8, 9, 1932.
Many RJC music students volunteered for the first production, and early
preparations involved auditions, the designing and construction of stage
sets, sewing costumes, and recruiting local professionals for the lead roles.
Non-performing RJC students volunteered as stage hands, painters, and
ushers. Preparation for this first production required weeks of rehearsals.
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The Arroyo, RJC’s student newspaper, stated that many junior college
and high school students and opera enthusiasts from Riverside and its
neighboring communities were expected to attend.

Craft chose excerpts and two one-act operas for the first production.
Three well-known members of the Riverside performing arts community
filled the cast for Wolf-Ferrari’s one-act opera The Secret of Suzanne. Craft
sang the role of Suzanne; conductor H. Norman Spohr, also a tenor and
the president of the ROA, was Count Gil; and DeWitt Hutchings, son-
in-law of Frank Miller, performed the pantomime role of Sante. Other
local singers sang the remaining works on the program: Mozart’s one act
opera, Bastien and Bastienne, and scenes from Mozart’s The Magic Flute
and Wagner’s Flying Dutchman. Musicians from Riverside Polytechnic
High School and Riverside Junior College provided additional musical
support in the chorus and orchestra. The review that appeared in the
Riverside Daily Press reported high praise and audience support for the
first ROA production.”

Organizational Structure of the ROA
After a successful first season, Craft and her supporters formalized

the ROA’s organizational structure. They prepared a constitution and by-
laws for the new opera association, effective with the second season. These
by-laws divided the ROA’s membership into two types: active members,
who paid dues and fees, helped the Association in any way, and were
eligible to vote and hold office; and sustaining members, who supported
the organization by purchasing season tickets. The Association’s organizing
committee also established a slate of officers, a Board of Directors, and a
team of eight departments assigned to carry out the technical production
work.> The 1933-34 by-laws dictated that the Opera Association be a
self-supporting, non-commercial, and non-profit organization with the
principal purpose of performing opera. (A detailed job description of each
paid and volunteer position in the Association was listed in the revised
1947 by-laws.®)

Craft established an Honorary Board for the ROA, made up of a
group of distinguished persons in the music world with whom she was
professionally and/or personally acquainted. With their permission, she
listed their names in the company’s programs. There were no financial

10
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Riverside Opera Association production, j)sz’b/y o he Impresario, in the
Music Room of the Mission Inn circa February 1942. Note: Marcella Craft is
in left foreground facing stage. (Riverside City College Library)

= o e e

requirements expected of these individuals, simply a willingness to endorse
the ROA through the inclusion of their names in ROA programs and
publicity. Among this Honorary Board were conductor Pietro Cimini,
composer Carrie Jacobs Bond, composer Amy Beach, and opera singer
Geraldine Farrar.”

Venue Changes
After nine successful seasons at RJC, the 1940s brought some turmoil

to the ROA, beginning with a need to change venues. In 1941 the ROA
became involved in a legal dispute. Riverside District Attorney, Earl
Redwine, approached the Riverside School Board questioning the legality
of the school system’s arrangement with the ROA. The Riverside School
District provided funding for salaries of several ROA personnel: Craft,

11
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Riverside Opera Association production of The Lovely Galatea in the
Music Room of the Mission Inn, February, 1942. (Riverside City College Library)

as Director, received $1,300; Leland Wilcox, Director of the Riverside
Community Players and dramatic coach for the ROA, earned $1,000;
and the assistant director and two individuals in charge of choral training
and stagecraft, received $800 divided between the three of them. Redwine
believed that providing this financial support in the form of salaries was
illegal. Redwine also questioned the legality of charging admission to
performances, when the ROA was receiving free use of school facilities. In
addition, while Craft was contracted as a school employee, she devoted her
duties to the performances of the ROA, and, in general, not in teaching RJC
students. The District Attorney stated that these circumstances required
that the School Board charge the ROA for use of the RJC facilities.®
The School Board agreed with the District Attorney’s opinion and
canceled Craft’s teaching contract as an instructor of adults in the Extension
program. The School Board also withdrew the arrangement that allowed

12
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the ROA to use the production facilities at RJC on a cost-free basis. (Craft
also declined the School Board’s offer to continue teaching at the college,
at her same salary, but in a classroom non-performance setting only, and
thus resigned her teaching position.”) The ROA was also experiencing
the disbanding of its WPA orchestra, due to the loss of federal funding.

Craft worked fervently to find a new performance venue. Isabella
Hutchings, President of the ROA and granddaughter of Frank Miller,
successfully persuaded her family, as owners of the Mission Inn, to allow
the ROA use of the Music Room, rehearsal hall, dressing rooms, and other
needed facilities for its productions. The Music Room, which seated 350,
would provide an intimate setting for opera productions that utilized
locally produced scenery and costumes. The Music Room organ, played by
Newell Parker, Mission Inn organist for over twenty years, would replace
the orchestra.'

The ROAs first performance in the Music Room was of Offenbach’s
The lales of Hoffmann, on November 29, 1941. Despite the drawbacks
of the smaller stage and limited production equipment, the performance
was rated a success by the Riverside Daily Press: “Riversiders . . . will learn
that loss of a stage, modern lighting equipment and even an orchestra, is
no handicap to an organization of such definite purpose, or to a general
director of such great vision and indestructible courage as Marcella Craft,
the great steady beating heart of the ROA™!!

The ROA had to coordinate its rehearsal and performance schedule
with the many activities at the Mission Inn, and, for the first two seasons
there, its schedule was limited to two performances for each production;
following these initial years at the Mission Inn, the schedule expanded
to three performances for each production. For several years the ROA
enjoyed financial success, with sufficient support from box office receipts,
association membership fees, and private and public donations."

Following the 1946-47 season at the Mission Inn, the ROA again was
forced to look for a new performance space. The Miller family had had
to withdraw its support for the ROA due to the financial restraints that
World War II had placed on the Mission Inn." Isabella Hutchings, who
had served as president of the ROA during its residence at the Mission Inn,
had married and moved to New York. This time the Board faced an even
more difficult task of finding a new home for the ROA. Other suitable

13
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venues in Riverside for opera production were not available. The Central
Junior High School Auditorium maintained a busy schedule with school
and community activities that would not allow the ROA to plan consistent
performance and rehearsal times. The Riverside Memorial Auditorium,
with its 2,000 seating capacity, was too large for the typical ROA audience
of 350. However, the Board was able to arrange for a new home at the
Elks Club Auditorium, where it produced two operas, Puccini’s Madama
Butterfly and Leoncavallo’s Pagliacci, during the 1947-48 season. However,
the Elks Club Auditorium proved to be a less than ideal performance venue
due to the lack of an orchestra pit and the resultant difficult and timely
scene changes. The season’s final production, Gilbert and Sullivan’s 7he
Pirates of Penzance, was held at the RJC Quadrangle in June 1948.

In the fall of 1948, the ROA Board acknowledged the financial
difficulties of the organization, and voted to place the ROA on hiatus,
which lasted for several years. Eventually, the Junior Chamber of Commerce
sponsored an opera performance fundraiser for the YMCA in November,
1954. Marcella Craft returned as artistic director for Rossini’s 7he Barber
of Seville. Tt was declared a financial and artistic success.'*

Optimistic about the return of opera production to Riverside, and
buoyed by the success of The Barber of Seville production, ROA supporters
re-organized in January 1955, and voted to continue its association with
the Riverside Junior Chamber of Commerce, which agreed to sponsor
ROA opera productions as a community project by assuming the business
details of opera production.” After a five-year hiatus, the ROA resumed
a limited production schedule in the new Landis Auditorium, where the
remaining ROA productions under Craft’s direction were staged.'®

Repertory

Craft’s ability to direct a successful community opera program can be
seen in the list of the repertory it performed (See Table 1, following). Craft
had to choose operas according to the level of her performers abilities.
Thus, for her first season, with the exception of von Weber’s Der Freischiitz,
for which she cast more experienced singers, Craft chose opera scenes or
one-act or short operas that her budding singers could perform. Soon
audiences asked for complete operas, and in the spring of the second season,

Craft complied. For the duration of the ROA’s tenure at RJC and into the

14
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ROA performers, October 1938 - March 1941. Top row (left to right): Vernon

Clayton as Laura in La Gioconda; Janet Bachmann as Despina in Cosi fan tutte;
Stanley Kurtz as Sebastiano in Tiefland; Center: Harold Orlin as Hoffmann in
The Tales of Hoffmann; Bottom row (left to right): Janet Bachmann as Nedda in

Pagliacci; Daniel Kammeyer as Beppe in Pagliacci; Belva Kibler as Azucena in 1l

Trovatore. (Riverside Metropolitan Museum)
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War years, the ROA performed complete operas with full orchestra, such
as Bizet's Carmen; Gounod’s Faust; The Barber of Seville; HumperdincK’s
Hansel and Gretel; and Pagliacci.

The move to the new venue at the Mission Inn required a change in
repertory, for two main reasons. The first season at the Mission Inn during
1941-42 coincided with the entrance of the United States into World
War II, and the loss of many ROA performers, especially male singers
who joined the service. Secondly, the smaller stage of the Music Room
at the Mission Inn limited the size of the cast and the supporting music
ensemble. Thus Craft chose operas that could be performed with organ
and piano substituting for orchestra, and which had smaller casts. ROA
seasons were reduced to opera scenes in annual spring opera festivals that
began in 1944 and continued until 1947, the ROA’s final season at the
Mission Inn. Only one English-language operetta, The Pirates of Penzance,
was performed by the ROA, in June 1948.

Personnel

In directing and producing opera in Riverside, Craft needed to
coordinate a crew of dozens of individuals for each opera production;
each individual performed their assigned work duty, including those
who volunteered as a member of the chorus, as well as the lead performer
or the stage hand in charge of painting stage sets. The lead singers often
needed to be contracted for major works, if the role proved too demanding
for local singers, who were often assigned supporting roles and positions
in the chorus. The appointment of conductors, rehearsal directors, and
accompanists needed to be done. The use and size of the orchestra needed
to be determined. Each successful opera production depended on the
detailed work of its individual volunteers and performers working as a
team under Craft’s direction.

Many singers aspired to join the ROA, some for the simple love of
singing, while others hoped that their experience under Craft’s teaching
and guidance would further their professional careers. A good percentage
of ROA performers came from Riverside, but others traveled from
surrounding communities, such as Corona, San Bernardino, Los Angeles,
Redlands, and Fontana. Singers from San Diego willingly traveled the 100
miles to attend evening rehearsals in the weeks before each production.

16
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Snger Frank Tavaglione, at age 95, in his Riverside studio, April 2010.
(Photo taken by author)

Craft also recruited singers from her voice studio in Pasadena. Faculty
members from local colleges and public schools served as cast members,
as did the members of the children’s chorus.

One of the ROA’s leading singers was baritone Frank Tavaglione
(1915-2015). He moved to Riverside from Pennsylvania with his family
at twelve years of age, and attended Riverside’s public schools. He was
“discovered” by his high school music teacher, H. Norman Spohr, who
encouraged him to pursue a singing career. He continued his formal
musical studies at Riverside Junior College, where he performed with
the school’s choral ensembles. Tavaglione was also a featured soloist for
several Easter Sunrise services on Mount Rubidoux. Recognizing his
talents and potential, Craft gave Tavaglione extensive vocal training. As a
high school senior, in March 1933, he first performed with the ROA in
the chorus for Mascagni’s Cavalleria Rusticana. The following month he
appeared as Cuno in Der Freischiitz in the ROA's first fully staged opera

17
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production. Before leaving Riverside to start his professional career, he
sang in nine other productions with the ROA, usually performing major
roles. In October 1933, at age 18, Tavaglione sang the challenging role of
Alfio in Cavalleria Rusticana, during the ROA’s presentation for Riverside’s
recognition of its founding fifty years earlier. The Riverside Daily Press
praised his performance.

Frank Tavaglione gained what might well be termed a
sensational success as Alfio. This young man, scarcely out of
his teens, has a voice of a quality and quantity seldom heard
in one of his years. With further study and maturity, he will
go a long way as a vocalist. He is of a dynamic type: a natural
singer, and he sang the difficult music assigned him with fine
precision of pitch and a notable sense of rhythm."”

As a young singer, he won numerous talent contests, before leaving
for New York in 1939 to sing on the Maxwell House radio program, where
he was known as Frank Travis."® Tavaglione performed with the American
Opera Company before being drafted into the Army at age 26 and sent
overseas. After those in command recognized his singing ability, he was
asked to perform for soldiers and notable individuals across Europe."
Tavaglione sang professionally after World War II, and in the late 1940s
began teaching privately in a studio in Riverside. He returned to sing
with the ROA for three productions in the 1950s, performing as Don
Pasquale in Donizetti’s Don Pasquale, Figaro in The Barber of Seville, and
Tonio in Pagliacci.

The ROA Orchestra

A November 1954 Riverside Press article discussed the important
role that the orchestra played in the success of the ROA’s productions,
and the challenging search for qualified orchestral players that occurred
several times in the ROA’s history. During the time of the Depression,
the ROA used its WPA funding to employ a full orchestra to support
its productions. The size of the orchestra decreased to that of a chamber
ensemble when it lost its FMP funding. The ROA’s move to the Mission
Inn, which had a smaller stage, could not provide the needed room for a

18
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full orchestra. An additional challenge occurred during World War II, when
many orchestral players left to join the military.?* Finding instrumentalists
for the chamber ensemble needed for performance in the Mission Inn
required the recruitment of players from Pomona, Santa Ana, Los Angeles,
and even the nearby March Field Air Base. After the war, the size of the
orchestra increased to twenty during the 1947-48 season at the Elks Club
Auditorium. When the ROA resumed performances in the 1950s, a full
ensemble filled the orchestra pit at Landis Auditorium. Members of the
orchestra included local and community players, and faculty members
from Riverside’s school music departments.!

Audiences and Reception

During the ROA’s tenure at RJC during the Depression years,

Cast of Hansel and Gretel. Riverside Opera Association production, possibly
January, 1943. Mission Inn Music Room. (Riverside City College Library)
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and RJC students, whose fellow students performed in the productions,
attended the programs along with older residents from Riverside and the
surrounding communities. The Mission Inn Music Room offered a more
intimate setting for productions, with room for 350 in the audience. With
those in uniform away from Riverside during World War II, fewer men
were in the audience and casts. However, men stationed at military bases
located in or near Riverside (Camp Anza, Camp Haan, and March Air
Field Base) regularly attended performances. Reduced ticket prices for the
military encouraged their attendance.

To provide the opportunities for families and younger children to
attend opera, Craft began a tradition of annual performances of Hansel and
Gretel that continued for five years, during most of the Mission Inn period.
Tickets were sold at the elementary schools in Riverside to promote student
attendance. However, even as the ROA struggled to maintain a performance
base and financial stability, fewer attended performances. Although the
city’s population grew significantly during the post-World War II boom,
the city of Riverside was ultimately unable to provide sufficient supporters
of opera to maintain a regularly scheduled performance for the ROA.
Nevertheless, during its heyday in the 1930s and 1940s, the ROA received
the support of Riverside audiences and newspapers reviewers. Reviews
of productions appeared in the local newspaper following each first
performance, and offered only positive words regarding the performance
of the lead singers, chorus, instrumentalists, and support crews.

Craft consistently received the highest praise for her direction and
was given the ultimate compliment from A. G. Paul, her early supporter,
when he was interviewed in the Riverside Press just prior to her final ROA
production in 1957.

During the Depression, the Federal Arts Project found in
the opera organization a ready-made vehicle for the use of
the musicians, instrumental and vocal, artists and carpenters
enrolled in their project....[T]his entire company of people
was placed at the disposal of Miss Craft. This meant a full
orchestra, a trained chorus, a stage director all at the command
of the artistic director. This, with no expense to the association.
It was during this period that the directing head of the Federal

20



Number Twenty One - April 2016

Arts Project, head of the department of music at University
of Michigan, visited one of the opera performances. He rated
it the best of its kind in the United States. “Thus began the
experiment, grand opera in English. A wish fulfilled for Marcella
Craft,” Paul concluded.??

Community Opera in Music

Craft promoted the singing of opera in English in the United States,
the language that most Americans spoke and understood. She felt that
American audiences would have an increased appreciation of opera if
they could understand the words. In a speech to the National Federation
of Music Clubs convention in Los Angeles in 1