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ABSTRACT

A HISTORY OF THE CONSERVATORY OF MUSIC,
BALDWIN-WALLACE COLLEGE, 1913-=1970

by
William Jennings Campbell, Jr.
Chairman: Emil A. Holz

Baldwin-Wallace College is a coeducational, liberal
arts college affliliated with the United Methodist Church.

It is situated in Berea, Ohlo, approximately fifteen miles
southwest of Cleveland in Middleburgh Township, a part of

the orlginal Western Reserve of Connecticut. The origin of
tﬁe college can be traced back to Baldwin Institute, founded
in 1845 and reorganized ten years later into Baldwin Univer=
sity. German Wallace College became a separate institution
in 1864 after five years of functioning as the German depart-
ment of Baldwin University. In 1913, these two schools
merged into one institution under the name of Baldwin-Wallace
College.

Fifteen years prior to the merger, Albert Riemen-
schneilder, then a Junlor at German Wallace College, complied
with a request from college officials to teach the piano
students of an alling professor. The quality of his work
subsequently earned Rlemenschnelder a permanent posltlon on
the faculty and a promotion to head of the music department
upon his graduation.

The contribution of Albert Riemenschnelder to the
development of the Conservatory constituted the greatest

single force in the first half of the twentieth century.



Under his direction, the Baldwin-Wallace Conservatory grew
from a small department comprised of a few students and
teachers into a2 school offering a cbmprehensive undergraduate
music program., Among the many innovations which marked
Riemenschnelder's administration were the establishment of
the Bach Library and the annuael Bach Festlvals, the addition
to the music building in 1938, and the electronically=-equipped
theory classroom devised by Carleton Bullls.

Following Riemenschnelderts retirement in 1947,
Harold W. Baltz was appointed director of the Jonservatory,
a position he held for the next four years. Although his
administration was transitional in nature, the "B-W On
Parade” concert series was 1nitiated during that period, a
venture which continued through 1962,

Agsuming the dlrectorshlp of the Conservatory in
1951, Cecll Munk brought to the positlion a background of
dedicated service to Baldwin-Wallace and the muslc educatlon
profession. The greatest musical legacy of the Munk admin=-
istration was the establishment of the Great Artlst Series
in 1963, an annual event which brought renowned concert
artists to the Berea campus to conduct master classes as
well as present public recitals. Other achievements included
the complete remodelling of the muslic building in 1958-1959
and a series of evaluative studies in 1965 which provided
the basis for broad changes in the muslc program in the years

ahead,



In August of 1967, Warren A. Scharf succeeded Munk
as chief administrator of the Baldwin=-Wallace Conservatory.
A talented, vigorous young man, Scharf immedliately set about
the task of implementing many of the recommendations from
the 1965 studles, incorporating his own ldeas as well. The
most significant contributlion of the first three years of
Scharf's administration was the establisament of
the Riemenschneider Bach Instlitute, the primary objective
of which was the development of the Rlemenschneider Bach
Library into an lnternationally known resource center for
works by and about Johann Sebastian Bach. In addlitlon, a
plan was activated in 1970 to expand the Conservatory enrol=-
lment to 400 students. When achieved, this would faclilitate
the establishment of a proposed master's degree program in
music as well as provide the entire Conservatory community
with an even more diversified, stimulating musical environ-
ment.,

The dissertation is based upon informatlion derived
from the following sources: Permanent records of Baldwin~-
Wallace College and the Conservatory of Muslc; college
catalogs and yearbooks; the student newspaper and other
periodicals, primarily from the Cleveland area; programs of
concerts; interviews and personal correspondence with stu=-
dents, faculty, and administrators of Baldwin-Wallace, past
and present; and the results of a questionnaire distributed

to 175 selected graduates of the Conservatory of Music.



PREFACE

The Conservatory of Music at Baldwin-Wallace College
achieved a reputation for excellence during the first seven
decades of the twentieth century, a distinction attalined
through the dedicated efforts of many talented, far-seeing
musicians, teachers, and laymen. The origin of the school
can be traced back to Baldwin Institute, founded in 1845
under the auspices of the Methodist Episcopal Church. Ten
years later, in 1855, the lnstitution was reorgénized as
Baldwin University. A German department, establishea at
the school in 1858, was expanded five years later into an au-
tonomous institution, German Wallace College. Coexistlng
for the ensuing fifty years with varying degrees of cooper=
ation, the two colleges merged in i913 into a single instl-
tution known henceforth as Bsldwin-wallace College.

Fifteen years prior to the merger, Albert Rlemen-
schneider, then a junior at German wallace College, complied
with a request from college officlals to teach fhe piano
students of an ailing professor. The quallty of Rlemen=-
schnelder?'s work quickly earned him a permanent position on
the faculty, followed by a promotion to head of the music
department upon his graduatlon.

The contribution of Albert Riemenschneider to the

developmént of the Conserﬁatdry constituted the greatest

i1



single force in the first half of the twentieth century. He
possessed that rare combination of superlative musiclanship,
inspired leadershlp in teaching and administration, and a
genuine compassion for young people. Under his direction,
the Baldwin-Wallace Conservatory grew from a small departi-
ment comprised of a few students and teachers into a compre=-
hensive undergraduate music program. Innovations marking
Rlemenschnelder's administration included the establishment
of the annual Bach Festivals, the addition to the music
building in 1938 made possible through generous gifts from
Oleveland industrialist E. J. Kulas, and the electronically-
equipped theory classroom devised by Carleton Bullis., Fur-
thermore, during the course of hls professional life,
Riemenschnelder presented approximately 400 organ recitals,
edlted numerous works for organ by Johann Sebastlan Bach,
and amassed a monumental collectlon of works by and about
Bach.

When Rliemenschneider retired in 1947, Harold W.
Baltz was appointed director of the Conservatory, a position
he held for the next four years. Although his adminlistration
was of a transitional nature, the "B=\ On Parade" concert
gseries was established during that period, a successful
venture which was continued on an annual basis through 1962.

Assuming the directorship of the Conservatory in
1951, Cecil W. Munk brought to the position a bacxground of
dedicated service to the music education profession. Having

gserved on the Baldwin-Wallace staff since 1934, he was
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thoroughly tamiliar with the strengths and weaknesses of the
Conservatory program. The greatest musical legacy of the
Munk administration was the establishment of the Great Artist
Series in 1963, an annual event which brought renowned con-
cert artists to the Berea campus to conauct master classes
88 well as to present public recltals. Another treature was
the complete remodelling of the Conservatory building in
1958~1959, made possibie by another extraordinary donation
from the Kulas Foundation. In 1965, two years betore Munk's
retirement, a serles of evaluatlve studles conducted by teams
of visiting authorlities served as the basls for broad, sweep-
ing changes in the muslc program in subsequent years.
| In August of 1967, Warren A, Scharf succeeded Munk
as chief administrator of the Baldwin-Wallace Conservatory.
A talented, vigorous young man, Scharf immedliately set about
the task of implementing many of the recommendatlions from the
1965 studies, Incorporating his own ideas as well. The most
significant innovatlion of the first three years of Scharf's
administration constituted the establishment of the Rlemen=-
schneider Bach Institute, a program unlting the varlous
Bach~related activities of the school into one coordinated
endeavor.

The author wishes to acknowledge the valuable assis-
tance of varlious members of the faculty and adminlistration
at Baldwin-Wallace College and the Conservatory of Music,
most particularly Mrs. Dorothy McKelvey, college historlan.
Sincere appreclation also is extended to Professor Emil A.-

iv



Holz, committee chairman, for hls lndilspensable guldance in
the preparation of tﬁe dlssertation, and to committee mem=
bers Professors Marguerite V. Hood, Bugene W. Troth, Gwynn
S. McPeek, and Malcolm A. Lowther for their helpful sugges-
tions. Finally, the author wishes to recognize his wife,
Rose, without whose perseverance and encouragement the

project would have been infinitely more difficult.
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CHAPTER 1
THE GENESIS OF A COLLEGE

Baldwin-Wallace qulege is a coeducational, liberal
arts college affiliated with the Unlited Methodlst Church.

It is situated in Berea, Ohio, approximately fifteen miles
southwest of COleveland in Middleburgh Township, & part of

the original Western Reserve of Connecticut. The origin of
the college can be traced back to Baldwin Institute, founded
in 1845 and reorganized ten years later into Baldwin Univer-
sity. German Wallace College became a separate institution
in 1864 after five years of functioning as the German de-
partment of Baldwin University. In 1913, these two schools
merged into one institution under the name of Baldwin-Wallace
College.

The site of Baldwin-Wallace is on land purchased
from the Connecticut Land Company on April 2, 1807 by Gldeon
Granger, who was at that time Postmaster General under Presi-
dent Thomas Jefferson. The original tract of land, known as
Township 6, Range 14, Middleburgh, was combrised of 14,194
acres and cost 326,087.00.1 Granger soon began to dispose
of parts of his Ohio land, offering a fifty-acre homestead
to the first person who would settle in Township 6, Range 14.

1Harlan Henthorne Hatcher, The Western Reserve
(Indianapolis: Bobbs-Merrill Co., 1949), D. 226.
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Jared Hickox, of Waterbury, Connecticut, accepted thlis offer
and in 1809 became the first permanent settler in Middleburgh
Township.1

Although other familles settled in the area in the
ensulng years, the one lndividual who was most influential
in the growth and development of the area was John Baldwin,
Sr. who arrived in Berea in 1828, Soon after Baldwin's ar-
rival, quarries of extremely high quality sandstone were
discovered in the vicinity of Berea. The grindstones that
were processed out of these quarries soon came to be recog-
nized throughout the country as superlor even to those
imported from Europe. In addition to hlis general leadership,
Baldwin contributed to the success of this industry by
designing a tool that greatly faclilitated the shaplng and
finishing of the grindstones.2

Baldwin Institute

John Baldwin's greatest legacy, however, developed
as the result of hls interest and foresight in the realm of
education. On August 13, 1845, he appeared before the
Northern Ohlo Conference of the Methodlist Episcopal Church
at Marion and offered a campus of five acres, a three-story

building, an additional thirty village lots, and flfty acres

1A. R. Webber, Life of John Baldwin, Sr., of Berea
Ohio (Caldwell, Idaho: Caxton Press, 1925,, Pe 25.

2Lura Gould Baldwin, "Story of Berea in Its Early
Days," in Historical PFacts Concerning Berea and Middleburgh
Township, compiled by Willard H. Shaw (Berea, Ohio: The

Mohler Printing Co., 1936), p. 16.




of land (including the priceless sandstone deposits), all
on the east bank of Rocky River, for the purpose of founding
an institution of learning. The glft was accepted, and a
Board of Commissioners was appointed. The board, together
with John Baldwin, obtained a charter from the Methodist
Episcopal Church on December 20, 1845. Baldwin Institute
was organized and officlially opened on April 9, 1846. Dur-
ing the ten years of its exlstence, bachelor's degrees were
conferred upon four men and eight women.1

Music instructlon at Baldwin Institute was intro-
duced in 1848 with the simple announcement that "vocal music
wlill be taught for one dollar extra per term."2 Three years
later, in 1851, piano instruction was offered for.the first

time, with Mary Banker as teacher.

Baldwin Univergity

By 1855, however, it was felt that an institution of
hlgher level should be established under the patronage of
the Methodist Episcopal Church in northern Ohio. Consequent-
ly, the trustees of Baldwin Institute, with the authorization
or the Conference and under the personal direction of Dr.
John Wheeler, effected a change by which, in additlon to the
provisions of the origlnal charter, university powers were
secured. The name was altered to Baldwin University and the
nev powers and responsibilities went into effect in 1856.

1

Baldwin-iWallace College Catalog, 1913-1914, pp. 8-9,

®Mary E. Bigelow, "Music in Baldwin University,"
The Berea Advertiser, June 13, 1902.



The purpose of the University henceforth was to provide for
students, wlthout distinction of sex, a thorough and exten=-
sive general education, and a scientific baesis for a pro-
fession as well as the industrlal pursults of the country.1
Baldwin University granted three degrees=--Bachelor
of Arts, Bachelor of Science, and Master of Arts. The
Master of Arts degree was conferred upon those individuals
having earned the Bachelor of Arts degree and who, for a
minimum of three years since graduation, had been engaged
in "some literary occupation, and who had sustailned a good

moral character."?

The Teachers' Class

In order to asslist new and prospective teachers, a
teachers' class was conducted for a two-week period beglinning
on November 3, 1856. During thls time, members of the class
heard a series of lectures on subjects approprlate to teach-
ers and were drilled in those studies generally pufsued in
the common schools. Tultion for this two-week sesslon |
amounted to $1.00 for those already enrolled ln the college
and $1.50 for all others.>

The teachers' class was expanded during the 1857-

1858 school year and was referred to as the Normal Institute.

1Balgwin University Catslog, 1871-1872, p. 3.
2Baldwin University Catalog, 1860-1861, p. 25.
3Baldwin University Catalog, 1855-1856, p. 25.



It still occupled a two-week span, but was more professional
in content. A serlies of lectures on the sclences of educa-
tion and the art of teachling was iﬁcluded during tpe course
of the session. Furthermore, classes in the common branches
were offered so that teachers could review their subjects

before applying for certificates for their winter schools.1

The Music Department
Music occupied a permanent place in the currlculum
at Baldwin University from the very beginning of the school's
exigtence. '
Considerable attention is paid to this branch {mu-
8id] of polite education. Instruction in vocal music

is given every term as also lessons on the plano, melo-
dian, and guitar,

During the past year the university band has been
organlzed. It contains eighteen members and will add
much to the interest of the exercises of the institu-
tion.2 .

The band, drilled by Professor Tingley of the
chemistry department, was a decided success.3 Tingley also
directed the Philharmonic, a choral soclety that originated
about this time, which practiced in the northeast reclta-
tion room of the old North Hall. Rehearsals were held 1ln
the evening, the singers sitting around a long table lighted
by candles and a lamp in which lubricating oil was burned.

The band and the choral soclety were quite popular both on

1Baldwin University Catalog, 1857-1858, p. 23.

aBgldwin University Catalog, 1855-1856, p. 27.
3Mary Bigelow, "Music in Baldwin University."



campus and in nearby towns. According to Bigelow, they also
encountered some experiences in 1856 non-musical in nature:

When they [fhe band and the Philharmonig had about

reached the zenlth of thelr glory, Professor T. took
them to the dedication of a church at Royalton. On the
return trip the wooden bridge Just south of town broke
through, letting the four-horse team, wagon, "Univer-
sity Brass Band," and the "Philharmonic" into Rocky
River. The books and music floated away and the drum
and brass horns were damaged beyond repair. This was
the closing scene of both orgenizations,!

By 1865, the Department of Fine Arts had been or~
ganlzed and included the music department, which now offered
instruction in plano, voice, melodion, guitar, violin, vio-
loncello, and brass wind instruments. Olasses were also
offered in vocal training, voice cultivation, harmony,
psalmody, chorus, and musical notation and reading. The
fees for private lessons ranged from $12.00 to $16.00 per
semester,? _

The music department became known as the Baldwin
University School of Music in 1886 and was affiliated with
the Cleveland School of Music, then directed by Alfred
Arthur. The same staff serviced both schools, although
only three teachers came to Berea to meet with their stu-
dents. The remainder of the faculty maintained studios in
Cleveland and the students from Baldwln Universitiy journeyed

to the clty for their private lessons,>

iMary.Bigelow, "Music in Baldwin University."

2Baldwin University Oatalog, 1865-1866, p. 24.

3Balgw1n University School of Music Catalog, 1889, .
Pe 3Je



The students who traveled to Cleveland for thelr
lessons were assured that the total time involved would
not interfere with thelr other studies. PFurthermore, the
tultion rates listed in the catalog for these particular
students lncluded the necessary raillroad fare. The all-
inclusive fee for such an arrangement amounted to either
$17.50 or $35.00 per semester, depending on whether the
student had one or two lessons per week, |

By the turn of the century, the University School
of Music was completely under the Jurilsdictlon of Baldwin
University and no longer comnected with the Cleveland
School of Music. The director of the music department was
now O, E. Weaver, and the faculty cpnsisted of R. Rundal
Roberts, violiﬁ; Albert Rlemenschnelder, plano and organ;
and Minerva M. Naylor, elocutlon and physical training.

The curriculum included volce culture and solo singing,
plano, pipe organ, violin, viola, orchestral instruments,
harmony, muslcal expression, counterpoint, canon and fugue,
composition, musical history, choral music, and quartet and
ensemble playing. The structure of the courses apparently
allowed for varying degrees of student ability:'

No time 1limit carn be designated for the satisfac-
tory completion of any course on account of differences
in the degree of musical ability. Much alsoc depends
upon the preparation made and on the amount of time
and careful attention a student can devote to a chosen
study. The student may, however, enter upon any part

of the couase for the pursult of which he is found
qualified.

1Baldwin Universiti Catalog, 1891-1892, p. 40.
2Baldwin University Catalog, 1899-1900, p. 55.



Catalog statements about admisslons in 1900 contain
no reference to a high school record of any sort, but do
embrace the following requirements:

Candidates to any department of the college must
rresent satisfactory testimonials of good moral charac-
ter. Those coming from other colleges must present a
certlificate of honorable dismissal and give satisfactory

evidence of being qualified for those classes they pro-
pose to enter.

Candidates for admisslon to the preparatory departe
ment must give evidence of their mastery of, the common
branches, especially in the use of English.1

The status of Baldwin University remained essen-

tially the same for the next thirteen years with no major
changes in concept or program. However, certaln problems
developed during thlis period, continulng to intensify until
1913 when the merger was consummated between the University

and German Wallace College.

Gérman Wallace College

The grindstone quarries, in addition to stimulating
the economic growth and development of the Berea area, were
responsible for the influx of several distinct nationality
groups. One of these factlons, the Germans, who comprised
the skllled crafismen of the grindstone industry, consti-
tuted an extremely close-knit community. The feeling of
national loyalty, combined with a profound respect for the
value of educatlon, prompted the Reverend Jacob Rothweller
to suggest in 1856 that a German department be organized in
conjunction with Baldwin University.

1

Baldwin University Catalog, 1899-1900, p. 19.



In 1858, John Baldwin donated a building--Baldwin
Hall==for the purpose of instruction in German. Baldwin
University agreed to the formatlon of a German department
provided that the German Methodist Church guaranteed
$10,000 for the endowment of that department. This condi-
tion was accepted by the Cinclnnati and the North Ohio
conferences and the department became = reality.1

Five years later, when representatlves of the
German church conceived the idea cf a separate institution,
a tentative constitution was drawn up by a committee com=-
posed of Jacob Rothweller, Erhard Wunderlich, and R. A. W.
Bruehl. James Wallace donated a large brick building and
ebout four acres for the proposed college, the total value
of which amouﬁted to $20,625. A charter was secured on
June 3, 1863, with a concomitant agreement made with Bald-
win Universlty providing for the mutual exchange of students.
German Wallace College officlially 6pened its doors on August
30, 1864. The central objective of the new school was the
"advancement of Scientific Education and Biblical Christi-
anity, especlally among the Germans in America."2

Although German Wallace College was finéncially
independent and not under the control of 1ts parent instl-
tution, the two schools did maintaln reciprocity in the
area of instruction. Students of Baldwin University

lGerman Wallace College Catalog, 1913, p. 11.

®Baldwin Wallace College Catalog, 1913-1914, p. 12.
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had access to the literary and theological departments of
German Wallace College, with a reciprocal agreement regard-
ing German Wallace students and cerfain areas of 1n§truction
at the University. A music department was established in
the new college in 1864, with Dr. Albert J. Nast as pro-

fessor of music.1

Dr, Carl Rieménschrislder

Although many individuals were to play cruclal
roles in the development of German Wallace College, few
would equal the contributlion of Carl Riemsnschneider., Born
on May 14, 1844 in Loulsville, Kentucky, and educated in
Switzerland and Germany, he returned to the United States
in 1868 to assume a position as instructor of Latin and
Greek at German Wallace. For the ensulng fifty years,
Riemenschneider dedicated himself to the service of thls
institution and to young people 1in gemneral, In addition
to his teaching responsibilities, he served in adminlsira-
tive posts, including fifteen years as presldent of the
college (1893-1908). He retired in 1917, Durlng his ten-
ure at Germen Wallace College, he received several flatter-
ing offers from larger institutions, including Harvard
and Yale, but declined these offers on the basls that he
could be of greaﬁer gservice in Berea. In addition to Latin

1german Wallace College Catalog, 1913, p. 11.
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and Greek, he also taught Hebrew, phllosophy, and theology
at the college.'
In 1870, Carl Riemenschneider married Emille Smith,
a former student of his. Of the ten children born linto
this family, five died in infancy. Four of the remaining
five went on to become active professibnal men.2 One, Carl,
was an accomplished planist, serving as plano instructor on
the German Wallace faculty; another, Albert, made his mark
early in the field of music--a mark that took on lincreasing
significance through the first half of the twentieth century.
His leadership, husicianship, and dedication to young peopile

combined to form the incredible driving force most respon-

sible for the development of the Baldwin-Wallace Conservatory

of Music.

Fifteen Crucial Years

The span of years from 1898 to 1913 constituted
what could ultimately be termed the embryonic stage of the
Conservatory. Although the concept of a Baldwin-Wallace
College was still years away, in this perlod a solid foun-
dation was lald that would provide for developments yet to
come,

The cultural, moral, and social atmosphere of the
Berea area was a source of pride to local citlizens; the col-

leges were quick to emphasize this to prospective students:

Ivppr, Carl Riemenschneider," The Baldwin-Wallace
Alumnus, August-November, 1925, p. 9.

21bid., p. 9.
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The two colleges, superior public schools, and the
Methodist Orphan Home give the town of Berea a special
atmosphere of culture and refinement. It is a local
option village, there being no saloon within its limits.
Although the wayward and the listless will find evil
assoclatlon 1f sought for, the restraints from tempta-
tion and corrupting influences are remarkable. The
prevelent soclal, moral, and religlous atmosphere is
pure and invigorating.l

By the turn of the century, students at German

Wallace College had the option of enrolling in classes
presented in elther German or English. Prior to that time,
German was used exclusively in all classes. Officials of
the college took great pride in the fact that the German
language, as used and presented in class, was "pure and
undefiled from Americanisms."2

The physical plant of German Wallace College now

included four bulldings, all supplied with electricity,
steam heat, and water for tollets and bathrooms. There
were men's and women's dormitories in which the fee for
rooms ranged from $3.20 per semester for a dormitory-style
room to $15.00 per semester for a suite in Dietsch Ladies
Hall. Meals at the College Boarding Club cost $1.40 to

$1.50 per week, 2

The Conservatory of Music
Music was a vital force at German Wallace by this

time. One of the highlights of the college year was the

lgerman Wallace College Catalog, 1900-1901, p. 12.

2Ipid., p. 12.
5Ivbid., p. 20.
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annual "Solrce", a concert given at the close of each year
by the graduating class aud other students, wherein the
soloists had the opportunity of performing with orchestral
accompaniment. Recliltals were scheduled once a term at which
advanced students had the opportunlity for further public
performance.1
By the 1901-~1902 school year, the German Wallace
College School of Music listed a faculty consisting of four
people--Albert Riemenschneider, piano, pipe organ, harmony,
and counterpoint; Mrs. Emma Schnelder, voice; Henry Weller,
violin; and Selma Marting, piano.2 The oride of the musilc
department that year was a new pipe organ in the sanctuary
of the Lindsey-Crossmen Chapel, provided by funds contri-
buted by frieﬁds of the college and built by A. B. Felgemaker
of Erie, Pa.3 A report of the Conservatory enrollment for
1901-1902 includes the following figures: pliano, 53; pipe
organ, 10; harmony, 10; reed organ, 5; violin, 8; voice,

16; and class instruction in volce, 26.4

(There is some
duplication in these figures, l.e., some students were en-
rolled in more than one area of instruction.)

German Wallace College, along with its music depart-
ment, continued to grow and flourish right up through 13913,
when the two colleges merged. In general, the German school

incorporated operational procedures during the first decade

1German Wallace College Catalog, 1897-1898, p. 43.
2Ggrman Wallace Collegze Catalog, 1001-1902, p. 53.
?;p;g., p. 56. '

%LQ;Q., p. 57.
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of the twentieth century that would characterize institu-
tions of higher learning fifty years later.

Admission to German Wallace could be gailned either
by certificate from an accredited high school or by exam-
ination at the college. If the former method was exercised,
the certificate had to show in detall the studies completed
at the secondary level. A minimum of fifteen units were
required, two of which had to be in a foreign language. If
this latter element was missing, the deficiency had to be
made up prior to the junior year at college. In general,
certificates were accepted in lieu of examination only in-
sofar as the subjects corresponded in quantity and quality
to those prescribed for admission. If, after a fair trial,
a student waa'round to be deficient in any subject area for
which credit had been allowed, he was reassigned to a class
in that subject for which he was prepared.1

By 1913, the faculty of the Conservatory of Music,
as the department was now known, included Albert Riemen-
schneider, director, plano, pipe organ, and theory; Ethel
Mattison, plano; Selma M. Riemenschneider, volce; Ira B.
Penniman, voice and ear-training; Sidney Clyde Vernon, vio-
lin; and Mrs. Ira B. Penniman, piano. 'tudents desiring
Instruction on orchestral instruments made arrangements to

study with approved teachers in Oleveland.2

1German Wallace College Catalog, 1013, p. 46.
2Ipid., p. 118.
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The orchestra, which Riemenschnelider had reorgan-
ized in 1911, was rapldly acquiring an admirable reputation.
By 1913, it was composed of 27 players, performing works

from the standard orchestral 11terature.1

On March 10 of
that year, the orchestra presented the first of two
popular concerts. The enthuslastic audilence included ten
carloads (interurban electric trolley cars) from Medina, a
neighboring town, and one carload from Cleveland. Because
of a slight accident to one of the trolley cars from Medina,
the concert was delayed for a perliod of time. Desplte the
delay, however, and
in spite of the fact that it lasted well over two hours,
the last half was enj)oyed fully as much as the first
half of the program. The orchestra played better than
ever before and the rendition of such standard numbers
as Bizet's Sulte L'Arlesienne and the Zampa Overture
would have done credit to much larger and more famous
organizations.2
The Conservatory of Muslc was now functionling under
the concept that a music student should acquire a solid
foundation in the various phases of music as well as train-
ing in a major performance area. Evidence of thls ls noted
in the 1913 Catalog:
The ever-growing demands made upon a musiclan today
call for a most thorough and broad training, not alone
in his chosen speclalty, but in all that pertalns %o
music in general., This demand is one which the school
aims to meet. The connection of the school of musilc

with the college gives 1t particular privileges and a
prestige which a school of music, standing alone, cannot

lgerman Wallace College Catalop, 1913, p. 133.

2upirst Popular Concert," The Exponent, March,
1913, p. 1t. ‘ .
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commend. The fact that in German Wallace College the
German language is used in the classroom on a par with
the English language gives the School of Muslc an ad-
vantage which 1s unique. A modern muslcian must know
the German and French languages, as a large majority of
works on modern muslical literature and theory are pub-
lished in these two languages and the musiclan who 1is
not able to read them must needs lose a very lmportant
factor in his musical advancement, At German Wallace
College, where a majority of the students are elther
German-born or German-American, the German language 1is
often used in conversation. What greater advantage
could a student, who expects to spend a few years 1in
either Germany or France, have, than to learn before-
hand the language of these countries in thelr pure
pronunclation, The courses of study offered 1in the
different branches ailm to cover the whole fleld in each
case and the school has provided experienced teachers
and musicians who have spent years studying under the
greatest masters., |

The study of music as part of the general education
and an essential feature of the college curriculum was be-
ginning to receilve more attention than in earlier years.
Liberal arts students were allowed a maximum of thirty
semester hours in music towards thelr degree, up to ten of
which could be in the area of applied music. 2

Graduation requirements at German Wallace College
at this time included a minimum of four semesters in resi-
dence. The music student must also have given two recltals,
one each during the junior and senlor years. ©Satisfactory
completion of the language requirements in both German and

French was obligatory for all students.?

1German Wallace College Catalog, 1913, p. 120.
. 2Ibid., p. 92.

31bid., p. 132.
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Ihe Merger

By the turn of the century, cooperation between the
two institutions had diminished considerably and hard feel-
ings had developed. Three princlipal factors were responsible
for this turn of events: (1) The distinct feeling that re-
ciprocity, which had long been practiced betweeﬁ the two
schools, was inequitable, i.e,, more students from Baldwin
University were using the facllitlies of German Wallace Col-
lege than vigce versa; (2) Baldwln Universlty was experienc-
ing severe financlial problems primarily due to a lack of
gufficient endowment; (3) Chauvinistic feelings between
Germans and non-Germans had started to develop, the com-
plete resolution of which would not come about until after
World War I.!

These conditions precipitated a visit to Berea by
representatives of the Ngtional Board of Education of the
Methodist Episcopal Church. The resultant report criti-
cized the existence of two separate institutions in the
pame community doing the same kind of work and conferring
similar degrees, but without any coopz2ration whatsoever.

A strong suggestloh was made to the effect that the two
schools resolve their differences and that consideratlcn

should be given to a possible consolidation of the colleges.2

1prom a telephone conversation with Mrs. Dorothy
McKelvey of Berea, Ohlo on July 31, 1970.

2"History of Merger;" Baldwin-Wallace College
Bulletin, September, 1914, p. 10.
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The report was taken under advisement by the Boards
of Trustees of the respective schools. The framework for a
merger began to take shape and 1nciuded the following points:
(1) Genuine union should be effected rather than a'mere
working agreement; (2) the Board of Trustees of the unifled
college should be proportionately divided according to the
financial valuation of the two colleges; (3) the presldent
of the new school should be elected from one of the consti-
tuencies, the vice-president from the other.‘

On August 26, 1913, the Boards of Trustees from
Baldwin University and German Wallace College met Jjolntly
and uvnanimously agreed to the terms of the merger as pre-
viously set down. The agreeﬁent was then ratified by both
the Northeast Ohio and the German Conferences of the Metho-
dist Episcopal Church. The charter for the new institutlon
was granted on August 27, 1913. Dr. Arthur L. Breélich of

German Wallace College was elected president and Baldwin-~

Wallace College became & reality.

1"Hlstory of Merger," Baldwin-Wallace College
Bulletin, September, 1914, p. 10.



CHAPTER Il
ALBERT RIEMENSCHNEIDER

Since its inception in 1913, the Baldwin-Wallace
College Conservatory of Music has gained a reputation for
uncompromising quality in music and education. Although
attributable to the dedicated efforts of meny distinguished
individuals, one person stands out above all others. Albert
Rlemenschnelder--teacher, administrator, internationally-
known organist and Bach scholar--was the propelling force
at the Berea institution for the first half of the twentieth
century. Under his direction, guldelines were established
that influenced the development of the Conservatory during
some of the cruclal periods in its history. The success of
the annual Baldwin-Wallace Bach Festivals, in particular,
can be largely attributed to Riemenschnelder's inspiration
and leadership as well as to the pursuit of excellence
which he persistently sought to instill into the philosophy
of the Conservatory.

Albert Riemenschneider was born on August 31, 1878
in Kohler Hall, a dormitory on the German Wallace College
campus in which his mother and father were serving as house
parents. As a child, Albert's responsibilities included
helping the scrubbing maid clean the dormitory and seeing
that the gas lights in the building were turned out each
night.

19
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Riemenschneider received his primary and secondary
education in the Berea public schools, during which time
he also recelved his first instruction in music. His father,
having had conslderable training on keyboard instruments,
gave Albert lessons on the piano and organ until he was
fifteen years old.

When he first enrolled at German Wallace College,
Riemenschneider gave absolutely no indication of being in-
terested in music as a profession. 1In fact, although he
continued plano and organ lessons throughout hls freshman
and sophomore years, his major fleld of interest was mathe-
matics. His musical instruction during this time consisted
of theory, plano, and organ lessons from James H. Rogers in
Cleveland and-advanced organ study with Charles E. Clemens,
also from Cleveland.!

During the late 1890's, Julius O, Berr, professor
of history and literature at German Wallace, taught piano
and organ in the music department., Due to a serlious 1ll-
ness in 1898, Berr temporarily had to relinquish his
téaching responsibilities. Riemenschnelder, who was then
in his junior year, was approached by college authorities
who hoped to persuade him to take over the alling profes-
sor's music students. Although nelther Riemenschneider nor
his father was very enthuslastic about the ldea, the young

man felt that his own interests were secondary to those of

1"Riemenschneider, (Charles) Albert," The National
Cyclopaedia of American Biography, 1961, XLIII, 304.
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the college and accepted the part-time position.! The music
department had a total of thirteen students that year, a
figure that increased to thirty-five the following year.
Consequently, upon his graduation from college in 1899,
Riemenschnelder was appointed full time music instructor

as well as head of the music department.

After serving two years in thils position, Rlemen=-
schneider, feeling compelled to pursue hls own musical
studles, was granted a two-year leave of absence for this
purpose. The ensulng two years (1902-1903) were spent in
Vienna where he studlied piano with Hugo Rlienhold and coun-
terpoint and composition with Robert Fuchs. During his
absence from the college, hls teaching duties were assumed
by his younger brother, Carl, who also was a taiented
pilanist.?

Riemenschneider returned home for Just a short time
in 1904. On July 21 of that year, while 1in Berea, he mar-
ried Mary Selma Marting, a former student of his and
daughter of John C. Marting, treasurer of German Wallace
Gdllege.3 Following the wedding, the Rlemenschnelders
returmed to Europe, this time to Paris. TFor the next two

years (1904-1905), Albert studied organ with Alexandre

1E11zabeth Bradshaw, "Riemenschneider First Chose
Mathematics," The Berea News. (Undated clippling main-
tained in a file by Mrs. Dorothy McKelvey, Baldwin-Wallace
College historian.{ i . )

21b1d.

3Tge National Cyclopaedia, p. 304,
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Guilmant and organ and orchestration with OCharles VWidor.
Mrs. Riemenschneider, taking full advantage of the oppor-
tunities this trip afforded, studied volce with Mathilde
Marchesli. |

In all, Rlemenschneider traveled to Eurove on seven

different occasions for the specific purpose of musical

study.1

However, following Gullmantts death in 1911, he
devoted most of hils subsequent trips to the study of organ
and theory with Widor. An extraordinary relationship de=-
veloped between these two men that undoubtedly influenced
the lives of both men. According to The Diapagon, Rlemen-
schneider's performances of Widor's organ works in America
evoked national acclaim. ‘

Mr. Riemenschneider is a disciple of the great
Frenchman, who has studied with him, and who may be
ranked as the foremogt interpreter of hils works in the
United States today.?e

It was, in fact, a serles of five recitals at the Cleveland
Museum of Art in 1925, in which Rlemenschneider performed
the ten symphonies for organ by Widor, which influenced the
French master to begin composing egain. Upon receiving a
copy of the program of these recitals, he wrote a letter to
Riemenschneider from which the following excerpt was ex-

tracted:

1Selma M. Riemenschneider, Blogranhy of Albert
Riemengchneider, unpublished paper, Ritter Library, Baldwin-
Wallace College, Berea, Ohio, 1963, p. 17. (Typewritten)

2Tne Diapagon. (Undated clipping from a file main-
tained by Mrs. Dorothy McKelvey.)
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I cannot express to you a more eloquent gratitude
than to declare that I feel myself compelled to write
again and you will be.t?e cause of it--some new compo-
sitions from the organ. :

Widor consldered Riemenschneider tc be his leading
dlscliple as well as a highly accomplished orgénist and
muslecian. This esteem probably contributed to the fact
that, in the summer of 1927, the Berea organist was the
only student whom the aging mastexr would accept. One of
the highlights of this summer occured when Widor took
Riemenschnelider to a small private chapel and played for
him on an organ which Louls XV had given to the Dauphin,
Haydn and some of hls contemporaries had performed on this
organ, which had been stored in a cellar during the reign
of Louls XVI because Marlie Antoinette did not care for the
muslic of the organ.2

Riemenschnelder maintalned an extremely active
performance schedule along with his responsibilities at
the Conservatory. The years from 1925 through 1930 were
particularly busy. In addition to a recital in Chicago in
1925 for a convention of the American Guild of Organilsts,
he also appeared in concert at the Chautauqua Summer Music
Festival, New York. In 1926 he presented a recital at the
Philadelphia Sesquicentennial Exposition, and in 1928 he
appeared as soloist with the Cleveland Orchestra. Rlemen-

schneider's performances in 1929 included dedications of

1Quoted from an undated c¢lipping, presumably from
the Exponent, the college newspaper, in a file maintained
by Mrs. Dorothy McKelvey.

21pid.



24

new organs at Asbury College 1in Wilmore, Kentucky, and in
Cincinnati. Additional concerts that year and in 1930 were
presented in Tulsa, Oklahoma, the Detroit Museum of Art,
the Masonic Auditorium in Cleveland, in Philadelphlia for
the convention of the National Assoclatlion of Organists,
and state chapter meetings of the American Guild of Organ-
ists in Ohio, Illinois, Missouri, Kansas, and Oklahona. !
The performances clted above were in addition to his
regular recltals at the college. During the course of his
tenure at Baldwin-Wallace, Rlemenschnelder presented a total
of seventy programs wlthout repeating a single work, in-
cluding every organ composition of Johann Sebastlan Bach.
In total, he played over 400 recitals throughout the United
States and Eufope during his active performing life,2

Perhaps the highest point in Riemenschneider's
performing career occurred in the summer of 1930 during a
visit to Paris and his dear friend and teacher, Charles
Widor. In a letter written to Dr. Albert B. Storms in July
of that year, Rlemenschneider reported receiving acclaim
accorded to few Frenchmen.

After we had been in Paris a few days, I recelved
an invitation to play a recital at the Institut de
France before its members and friends. Marcel Dupr
tells me that this is the first time in the history of
these solrées that an organist has been invited to

present the program. Many famous French musiclans were
present and the success was beyond our fondest hopes.

IThe National Cyclopaedia, p. 304.

Selma M. Rlemenschneider, Bilography of Albert
Riemenschneider, p. 42.
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M. Widor also asked me to play at the main service
at St. Sulpice last Sunday and now has invited me to
play agaln next Sunday. As this 1s the largest and
finest organ in France, we feel highly elated over the
happenings thus far and feel that it has more than re-
raid us for coming especially since the Parislan papers
gave much comment to the recital,!

Master Classes in Organ Performance

One of the many innovations that Rliemenschnelder
established at the Conservatory was a series of master
classes in organ performance conducted during the summer
sessions in the late 1920's and early 1930's. Advance no-
tice of these classes appeared each spring in The Diapason
and The American Organist.2 The master classes, which were
slx weeks in length, received national recognition, students
attending from as far away as California. The success of
thls project was of such magnitude that Rlemenschnelder was
invited to present a similar class at Balboa Park in San
Diego in 1928, He made such a favorable impression there
that he returned for the next three summers to conduct

similar sessions.3

Membership in National Organizations

Riemenschneider took an active interest in profes-

sional music organizations. In 1935, he was the treasurer

ILetter, A. Riemenschneider to A. B. Storms, July
28, 1930, Baldwin-Wallace College, Riemenschnelder Bach
Library, Rlemenschneider Personal Letter File.

'2Selma M. Riemenschneider, Biographx of Albert
Riemenschuneider, p. 24.

3The National Cyclopaedia, p. 305.
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for the Natlonal Assocliation of Schools of Music., At his
suggestlon, NASM gave its approval for the organization's
non-operational funds to be invested. Consequently, by
the end of hls tenure in office, the finances of NASM were
in the best condition of its history to that point.1

Riemenschnelder was also extremely active in the
Music Teachers National Assocliation. He served as presi-
dent of the Ohlo chapter of the organization in 1930-1931
and was elected national president in 1933. During his
presidency of MINA, the annual convention in Lincoln,
Nebraska drew the largest number of musicians in the history
of the group to that time,2

Riemenschneider presented several papers to MINA
conventlions on a varlety of subjects related to music and
muslc education. One of these, given at the 1936 conven-
tion, dealt with the college education of the music student.
Although the proposals put forth in this paper met with
something less than unquestioned approval, they do merit
some dlscusslion at this point. Riemenschneider felt that
the senlor year in college should involve private tutorial
sesslons and small seminars, culminating in comprehensive
examinations at the end of the year. He further stated
that four years was insufficient time to permit the desired

specialized preparation required for prospective music

1selma M, Riemenschneider, Blography of Albert
Rdemenschnelder, p. 38.

2Inid.
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teachers. His suggested solution was to reorganize the
teacher training curriculum into a program requiring from
five to six years to complete.1

An interesting overtone to one aspect of this ad-
dress concerns ihe fact that Baldwin-Wallace College, in
the 1960's, began requiring cdmprehensive examinations of
all seniors. These tests included a three-hour written
examination and a one-hour oral examination in the student's
major field of concentration.2 Riemenschnelder's suggestion
may not have been directly responsible for this turn of
events, but quite possibly pro#ides some insight into his
forward-looking ideas.

Riemenschneider also was quite active in the Ameri-
can Guild of érganists, serving as Dean of the Northern
Ohio chapter during 1914-1915. This particular chapter
was quite a large and influential group 1in the fleld of
church music at that time. Riemenschnelider, during his
tenure asJDean, promoted meny ouistanding programs and
recitals in an attempt to railse even further the organil-

zation's already high standards.>

1Albert Riemenschneider, "The Education of the
Music Student: Comprehensive Examination," MINA Volume
of Proceedings, 1936, pp. 26=32.

2Ba) dwin-Wallace Oollege Bulletin, 1968-1069, p.
21. .

3Selma M. Riemenschneider, Biograghx of Albert
Riemenschneider, p. 22.
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Methodist Hymnal Commission
The amazing vitality of this man is further sup-

ported by the fact that during the period of 1928-1931,
already involved with the master classes at San Diego and
numerous other concerts and recitals, Riemenschnelder
served on the Hymnal Commisslion of the lMethodist Church.

He was one of five laymen, along with several bishops and
ministers, selected to revise the hymnal used in the church.
Although this required conslderable work and travel,
Riemenschneider regarded this as “one of the highest honors
which had ever come to him and he enjoyed the work immen-

sely."1

Editions of Bgch's Works

As part of his workx with the master classes each
summer, Rlemenschneider did a considerable amount of re-
search in preparing the material to be presented to the
clagss. Following a visit to one df his classes, his long-
time friend and former teacher, James H. Rogers, suggested
that Riemenschneider submit this materiel for publication.
Riemenschnelder, with an already overcrowded schedule,
replied that he had no time to devote to publishing.
Rogers, however, took it upon himself to write to the Oliver
Ditson Company about the material Riemenschneider had
assembled. A representative of the company corresponded

with Riemenschneider, asking to see hls work. The organist

1Selma M. Riemenschneider, Blography of Albert
Riemenschneider, p. 38. ‘
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complied and shortly thereafter his first edited work,
The Liturgical Year,1 was published.2

This work, published in 1933, received immediate
acceptance among organists and Bach scholars. Included
in the edlitlon were rules for the execution of embellish-
ments, a definitive explanation of each embellishment,
the texts of the chorales in both German and English, the
complete 1list of chorales as planned by Bach, and Riemen-~
schneider's edition of the chorale preludes. The work
also contains suggestions for the interpretation of each
chorale prelude._3 |

The second large Bach work to be edited by Riemen-
schnelder, Chorales, Boo}c‘I,4 was published in 1939, The
edition consisted of three'principal sections: (1)
Riemenschnelider's notes on each chorale, including a dis-
cusslon of the history of the music and text, the instru-
mentation indicated by Bach, and Bach's utilization of
this partlcular thematlc materlal elsewhere in the composi-
tion; (2) the chorales presented in open score with the
original clefs employed by Bach, the original German text,

and the original figured-bass wherever it was given; (3)

7. s. Bach, The Liturgical Year, edited by Albert
Riemenschneider (BosTon: Oliver Ditson & Co., 1933).

2Selma M. Rlemenschnelder, Biography of Albert
Riemenschneider, p. 36.

SuReview of New Music," The American Organist,
November, 1933’ P. 540.

4J. S. Bach, Chorales, Book 1, edited by Albert
Riemenschneider (New York: G. Schirmer Co., 1939).
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the presentation of the chorales in close, modern score,

including an English translation of the text.! Riemen-

schnelder also edited the Chorales, Book II,2 published

in 1941, which followed the same format as that in Book I.
Also in 1941 Riemenschneider published higs edition

of 371 Harmonized Chorales and 62 Chorale Melodies with

Figgred-Bass.3
During the following year (1942), Riemenschneider

completed what was to be his final published edition of a
Bach work, the monumental Six Organ Chorales (Schuebler).

The treatment of each chorele included background text, a

4

hymn-style harmonization with German and Englisﬁ texts,
the organ chorale in pure-text form using the original
clefs, and the edited form of the chorale in modern score

form.5

Riemenschneider, the Man

Riemenschnelder was one of these rare individuals

who was loved as well as respected by those with whom he

1"Review of New Music,"” The American Orgenist,
April, 139, p. 112. |

25, s. Bach, Chorales, Book II, edited by Albert
Riemenschneider (New York: G. Schirmer Co., 1941).

33, s. Bach, 371 Harmonized Chorales and 69 Chorale
Melodies with PFigured-Bass, edited by Albert Riemenschnelder
(New York: G. schirmer Co., 1941).

45. s, Bach, Six Or%an Chorales (Schuebler), edited
by Albert Riemenschnelder Boston: Oliver Dltson Co.,

1942).

S'Review of New Music," The American Organist,
January, 1943, p. 15.
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associated., Although he could be quite brusque and de=-
manding with his colleagues and students, this was more
than matched by a genulne compasslion and respect for them. !
As an administrator, Riemenschnelder was a strict disciplin-
arlan in the true German tradition; yet his keen wlt, sharp
mind, and his frequent appearances at student "hangouts"
contributed to a remarkable relationship. A poignant
1llustration of this 1ls evident in the comment by a liberal
arts student shortly before Riemenschnelder's death: "I
wouldn't walk across the street to hear Bach himself play,
but if Prof. Al backs the stuff, 1t must be okay."c

Riemenschneider was quick to impress upon people
the boundless love and esteem he felt for his wife. She
worked tirelessly with him for the Conservatory and the
Bach Festivals, assuming almost the entire responsibllity
for the business and financlial aspects of the Festivals.
This permitted her husband to direct hls attentlion solely
to the musieal activities, the results of which speak for
themselves.>

His life interests, for such a dedicated musiclan,

ranged far beyond the fleld of music. He had a deep-rooted

141 Memoriam: Albert Riemenschneider,” ihe
Baldwin-Wallace Alumnus, August, 1950, p. 1.

2Quoted from an editorial, Baldwin-Wallace EXpo=
nent, July 27, 1950, p. 1.

Jarthur C. Boggess, "A Notable Ancestor, " The
Berea Enterprise, (n. d.), p. 3.



32

love of the kindred arts as well as for the outdoors and
athletics. A familiar sight at Baldwin-Wallace football
games was that of Riemenschneider being one of the first
on the field after the game to shake the coach's hénd--

win, lose, or tie.1

Furthermore, when Harrison Dillard,
a Baldwin-Wallace graduate, won a gold medal at the 1948
Olympic Games, Riemenschnelder literally ran up and down
the halls of the Administration Bullding shouting the
news at the top of his 1ungs.2

One small insight, albelt an obvious one, into
his sense of humor centered about the length of his name.
Rather than Professor (or Dr.) Riemenschnelder, he was
simply and affectionately kndwn'on campus as "Prof. Al."
To his wife, he was "my dear Albert." He also preferred
a more practical solution to the problem by signing his
name many times with "A. Rie+."3 |

Riemenschneider was not a "Jjoiner" of organlza-
tions, choosing to belong to only those to which he could
make an active contribution. However, in addition to the

professional organizations previously discussed, he maln-

tained memberships in Lambda Chi Alpha fraternity, the

1Editorial, Baldwin-Wallace Exponent, July 27,
1950, »p. 1.

21b14d.

39In memoriam: Albert Riemenschnelder," IThe
Baldwin-Wallace Alumnug, August, 1950, p. 1.
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Cleveland Musiclans Club, the Cleveland Professional Men's
Club, and the Cleveland City Glub._ His religious affilia-
tion was the Methodlist Eplscopal Church and his political
-preference was Republican.1

Although he was too o0ld to serve in the armed
forces during World War II, Riemenschneider was determined
to make some contribution to the war effort. He moved his
family from thelr home in Cleveland to Berea in order to
conserve gasoline and tires. Not satisfled with this, he
sold his car, used the money to purchase Defense Bonds,
and rode a bicycle around town. Riemenschnelder deplored
the publiclty he received for thls patrlotic actlion, but

it nonetheless became well known.2

Considering that he
was over sixty years old when this occurred, the incident
nust certainly be included with the already imposing body
of evidence which alludes to this man's vitality and sense
of direction.

The last few years before his retirement were
relatively quiet ones for Riemenschneider. Thls does
not imply that he led an inactive life, but rather that
he confined his activitlies to the Conservatory and the
Bach Festivals. In 1944, he recelved the annual award

presented by the Baldwin-Wallace Alumni Association to

l7he National Cyclopaedia, p. 305.

2Undated clipping, presumably from the Berea News,
in a file maintained by Mrs. Dorothy McKelvey.
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an exemplary graduate of the college.' Riemenschnelder
also spent much of his time during these years assembling
and organizing his Bach collectioﬁ.

In 1947, after fifty years of service tolthe in-
stitutioh, Albert Riemenschnelder retired as Director of
the Conservatory of Music at Baldwin-Wallace College. By
prior agreement, however, he remained as part-tlme organ
instructor for a period of two additional years. He
furthermore served 1in an advisory capacity and continued
his research in the Bach Library.2

Riemenschneider's retirement proved to be somewhat
short-lived due to a rather precarlious situation that had
developed at the college by'thé start of the 1948-1949
school year. The Board of Trustees had been searching
for a new presldent of the college, but had been unsuc-
cessful thus far. They approached Rlemenschnelder and
requested that he serve as interim preslident until they
could find a qualified candlidate. He not only accepted
the position, but responded with a gesture of unselfishness
that could only come from dedication. The additlonal
compensation that he received as president of the college
was returned in its entirety to the institution in the form

of gifts to the library, scholarships, and other projects

1911 Memoriam: Albert Riemenschneider," The
Baldwin-Wallace Alumnus, August, 1950, p. 1.

2vpr, Riemenschneider Retires as Director,”
The Diapagon, June, 1947, p. 6.
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connected with the Conservatory of Music.1 His tenure as
presldent lasted for one year, after which time John L.
Knight was installed in that position,

Albert Rlemenschnelder died on July 20, 1950, one
week before the 200th ammiversary of the death of the
composer who had become so much a part of his life. To
acknowledge Riemenschnelder as one of the world's foremost
authoritlies on Johann Sebastian Bach would merely be relt-
erating an accepted fact in the musical community. Lillian
Baldwin comes close to capturing the spilrit of the man with
the following words:

Bach speaks only to those who can catech the animat-
ing spirit of his music. Such a one was Albert
Riemenschnelder. To his blographers and critics we may
safely leave the record of his years of successful work
with young people and of hls scholarly contributions to
Bach literature. What, to many of us, seems most unique
was his consistent and persistent interest in Bach's
music. It was truly a creative interest, not unlike
that of the men of the middle ages, who by sheer devo-
tion to an idea started crusades and ralsed incredible
cathedrals.

Others will teach the music and plan Bach Festlvals
at Baldwin-Wallace, building and improving upon his work
as would have been his dearest wish. Butl perhaps no
one will ever do it with quite the same eager spirit.
Again, as with Bach, it is the old secret of persgnality,
a secret in which history does not repeat itself.

1"In Memoriam: Albert Riemenschneider," The
Baldwin-Wallace Alumnus, August, 1950, p. 1.

2L,11lisn Baldwin, "In Memoriam," Annotated
Program, Special Bach Festival, November 10-12, 1950,



CHAPTER III

A FOUNDATION ON WHICH TO BUILD
. 1913-1932

The period from 1913 to 1932 was cruclial to the
Conservatory from several polints of view. It was, above
all, an era of experlmentatlion, of charting the course for
future years. OCurricula were developed, revised, improved,
and revised agéin. The faculty established ltself as a
single, qualitative unit comprilised of dedicated individuals.
Opportunities for student performance increased greatly,
encompassing large and small ensembles of all 'types as well
as solo performance. In general, the course of events in
this twenty-year span, while in many respects quite ordi-
nary, nevertheless prepared the way for the momentous

occasion that would soon follow.

The New Music Building

The single most important event for the Conserva-
tory of Music in 1913, other than the merger of the two
colleges, was the construction of a new music building.
It was erected on a site that had been donated to the
college by the citizens of Berea specifically for a music

building and auditorium. The structure was dedicated on

June 2, 1913,

36
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The building was a large, beautiful sandstone struc-
ture 113 feet wide by 138 feet deep. It contained approxi-
mately fifty rooms--each designed for the special purpose for
which it was to be used--including studlos, practice roons,
classrooms, lecture rooms, concert and recital halls, and
artist's rooms. It was considered at the time to be one of
the best-designed, most complete buildings in the country
for the sole purpose of muslcal education.!

The auditorium was 110 feet long by 60 feet wide by
42 feet high. With seats on the stage; it could accommo-
date an audlience of about 1000 people. The stage had a
depth of 45 feet and included bullt-in risers at the rear,
while the front part could accommodate an orchestra of ap-
proximately fifty musicians.2

The concert organ installed in the auditorlium was
built at a cost of 325,000 by the Austin Organ Company.
COntaining seventy-four speaking stops, 1t was consldered to
be one of the largest instruments in Ohlio at thls time. It
included five manuals--the choir or orchestral, the great,
swell, solo, and echo. The last of these was located in a
specially constructed room over the auditorium about forty-
five feet above the console and, by means of duplex action,

was played from elther the solo or great manua.l.3

1Unidentified clipping, presumably from the Berea
News, malntalned in a file by Mrs. Dorothy McKelvey.

2Baldwin-\iallace Colleze Catalog, 191:-1214, p. 36.
3Ba1dwin-Wa1;ace College Catalog, 1914-1015, p. 162.
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In addition to the organ, the bullding was well-
equipped with planos. All studlios were furnished with
grand planos, with plano studios contalning two instru-
ments. Stelnway and Krakauer grand planos were used in
the studlios, with Krakauer uprights being placed in the
practice rooms. "Nothing is so ruinous to a pupil's ear-

training as a cheap piano, so full of faults as they are."!

Entrance Reguirements

Students applying for admission to Baldwin-~-Wallace
College in 1913 were required to present a high school
record with a hinimum of fifteen units. Three of these
were to be in English, two in a forelgn language, one in
mathematics, one in sclence or history, five in academic
electives, and three in non~academlic electives. Following
his acceptance at the college, the only further stipulation
for entrance to the Conservatory was as follows:

The School of Music exists for the beneflt of those
who wish to take up the study of muslc here, and any
music student can find entrance. We do, however, re-
quire a good moral character and industry and enthuslasm
for the study of music on the part of the student.?

These admission requirements remained basically the

same for almost two decades. In 1930, the Baldwin-Wallace
Conservatory of Muslic was admitted to full membership in
the Natlonal Assoclation of Schools of Musle and fully

accredited by that organization. Requirements for admlssion

1Baldwin-Wallace College Catalog, 1913-1914, p. 152.

21bid,
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to0 the school as well as for graduation were henceforth in
keeping with the published regulations of NASM.1

A student applying for entrance to the Conservatory
in 1932 not only had to present the necessary high'school
record, but also was required to pass a rather comprehensive
audition in his major area of performance. As illustira-
tion, a candidate for admission as a plano major was
requested to include in his audition (1) several standard
studies from Qpus 46 by Heller, Opus 299, Book I by Ozerny,
or studies of a similar grade, (2) a minimum of one easy
sonata by Haydn, Mozart, or Beethoven, and (3) scales and
arpegglos in various combinations at a moderately fast
tempo, as well as broken chords in all keys in octave
positions.2 Similar guidelines were specified for each
of the various performance areas.

Conconitantly with the more comprehensive fequire-
ments for admission to the Conservatory, a system of
performance juries was established in 1932. A4 Jjury,
conprised of the director of the Conservatory and the
heads of departments, evaluated the work--applied and
theoretical--of every student before he was permitted
to advance to the next year. Any deficlencles in the

student's progress were indicated at that time and were

1Ba1dwin-Wallace College Catalog, 1931, p. 105.
2Baldwin-Wallace College Catalog, 1932, p. 101.
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to be made up before he coulrd proceed to the following

year's work, !

Tuition and Expenses

The cost of obtaining a college education during
the period of 1913 to 1932 increased steadily. The tultion
and expenses for the 1913-1914 school year at Baldwin-Wallace
are as follows (figures represent the total for the year,
not the semester): Tuition and incidental expenses=--$40.00;
books--$10.00 (approximate); room--$22.50; board--§85.00 to
$100.00; plus an additional, approximate $50.00 for general
expenses.2

Byv1932, the expenses not only showed a‘sizable
increase, but also they wvere itemized in much greater
detall. For courses leading to the Bachelor of Muslc degree,
the general tultion was $75.00 per semester for the first
year and $60.00 per semester for the second, third and
fourth years. For courses leading'to the Bachelor of School
Music degree, the general tultion was $75.00 per semester
for the first year and $85.00 per semester for the second,
third, and fourth years.

The cost of private instruction, which was now ad-
ditional to the general tuition, was determined on the
following basis: Heads of departments--$50.00 per semester
for one lesson per week and $95.00 per semester for two

lessons per week; other facuity members-~from %18100 per

1Baldwin-Wallace College Catalog, 1932, p. 100.
2Baldwin-Wallace College Catalog, 1913-1914, p. 53.
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semester for one lesson per week to $52.00 ver semester for
two lessons per week. In additlon to these costs, there
was also a student activities fee of $10.00 per year. Room
charges for men ranged from $31.50 to'$36.oo per semester.
Boarding facilities at the college were avallable only for
women. The combined expense of room and board for women in
1932 was $157.00 per semester. Thus, the total cost for a
freshman woman in the Conservatory taxing one lesson per

week from the head of a department amounted to 4202.00 per

year.1

Curriculum

For the first few years followlng the merger, a
muslic student at Baldwin-Wallace could earn elther a Gradu-
ate in Music diploma or the Bachelor of lMusic degree. The
distinguishing factor between the two was the completion of
a block of liberal arts courses for the Bachelor of Music
amounting to twenty-two semester hours of credit. Sixteen
of these had to be in modern languages and English, with
8ixX more in electives.2

Major areas of concentration 1n appllied music were
limited %o plano, pipe organ, volce, or violin. A student
recelved two lessons per week in his major performing area
and was required to practice four hours daily. An example

of the sort of detalls that were stressed appears in the

1Bal dwin-Wallace College Catalog, 1932, p. 120.

2Baldwin-Wallace College Catalog, 1918-1919, p. 142.
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following extract concerning volice instruction from the
1915-1916 catalog:

Mr. Penniman's instruction begins with a series
of about 20 exercises to develop--(1) volume of lung
capacity with reference both (A) to storage of air
and polse of body, and (B) to the bellows function of
the lungs by means of expansion of the floating ribs
and back; (2) control both vigorous and accurately
adjusted over the exhalation of breath for tone pro-
duction by discipline of the diaphragm, which is
accomplished by direct means end also indirectly
through highly=cultivated skill in the use of the
muscles of the floating rlbs.

The curriculum for the Graduate in Music diploma
in 1918 (see Table I) was identical with that of the
Bachelor of Music, except for the additional block of
liberal arts courses. By 1928, the Bachelor of Music
curriculum had reached a higher level of development
through additional and more specialized courses in music
(see Table II).

In 1930, a Concert Course was added to the re-
quired curriculum of all muslc students. The purpose
of the course was to provide students with further in-
centive to attend performances of recognized artists
in Cleveland. To fulfill the requirements for the course,
students had to attend a minimum of eight concerts, of
which at least four were to be orchestra concerts. A
report had to be submitted for each concert attended.
Successful completion of the course merited a half-

credit per semester.2

1Baldwin—Wallace College COatalog, 1915-1916, p. 175.
2Baldwin-Wallace College Oatalog. 1930, p. 118.
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TABLE 1

CURRICULUM FOR GRADUATE IN MUSIC DIPLOMA, 1918

First Semester

Applied Music Major
Applied Music Minor
Theory of Muslec
Harmony

Choral Union

Applied Music Major
Applied Music Minor
Ear-training
Advanced Harmony,

Keyboard Harmony,

& Analysis
History of Musilc
Chorel Union

Applied Music Major
Applied Music Minor
Counterpoint
Choral Union

Applied Music Major

Applied Muslc Mlnor

Double Counterpoint
& Canon

Choral Union

Freshman

Sem. Hrs.

8
3
1
2
1

Sophomore

8
3
0

-t b )

unior

amumvE

Senior

-0 U

Second Semester

Applied Music Major
Applied Music Minor
Theory of Music
Harmony

Choral Union

Applied Music Major
Applied Muslic Minor
Ear-training
Advanced Harmony,

Keyboard Harmony,

& Analysis
History of Music
Choral Union

Applied Music Major
Applied Music Mlnor
Counterpoint

Choral Union
Recltal

Applied Music Major
Applied Music Minor
Double Counterpoint,

Canon & Fugue
Choral Union
Recital

Sem,

Hrs,

- ) =N 0

O

-t ad f\)

- OO

=D W
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TABLE 2

BACHELOR OF MUSIC CﬂRRICULUM, 1928-1929
. - )
Freshman ‘

‘First Semester

Plano

Volce

Harmony
Ear-training
Appreciation
Solfeggio
Terminology
Liberal Arts (Eng.)
Educ. Orientation
Physical Education

Applied Major

Applied Minor

Harmony

Ear-training

Music History

Solfegglio & Melody
Writing

General Psych.

Physical Education

Applied Major
Applied Minor
Counterpoint
Form & Analysis
Modern Language
Elective

Applied Major
Applied Minor
Canon & Fugue
Instrumentation
Lib. Arts Elective
Elective

b emd A\ ) \) b b b ) =2\

Sophomore

—=UIND D=l

£ EON =W

OO N =\

Sen, I'Irs:

Junioxr

Senior

Second Semester

Piano

Volce

Harmony
Ear-training
Appreclation
Solfegglo
Conducting

Liveral Arts (Eng.)
Physical Education

Applied Major
Applied Minor
Harmony
FEar-training
Music History
Solfeggio & Melody
Writing A
Educational Psych.
Physical Education

Applied Major
Applied Minor
Counterpoint
Form & Analysis
Modern Language
Elective

Applied Major
Applied Minor
Recital
Composition

Lib. Arts Elective
Instrumentation
Electlve

Sem.

— AN N\ =t = ) =

=OIN =N~

EEOND =W

VINDLVINN D =W

Hrs.,
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Normal Music and Public School Music

For the first decade following the merger, the only
allusion to music in the publlc schools was that which
appeared under the heading of normal music. The 1914-1915
catalog cited a Normal Music Course "for high school and
grade teachers who are required to take a certain amount
of music in their normal work."! By 1920, thls course was
mc.e clearly defined as including the fundamentals of musi-
cal theory and elementary harmony and carried two semester
hours of credit. Students in the normal department were
also encouraged to enroll in new courses in the methods of
téaching public school musiec, sightsinging, and participation
in the Choral Union. Furthermore, speclal adaptatlons of
Conservatory courses were devised to suit individual needs.?

The first definitive statement concerning public
school music appeared in 1923:

The demand for a public school music teacher and
supervisors course has long been volced at Baldwln-
Wallace College. The opportunity offered by the
Conservatory of Music and the School of Educatlon have
made the filling of this demand imperative. The work
is recognized in every detall by the Ohlo State Depart-
ment of Education as leading to the Ohlo State four-
year certificate upon its completion. Before entering
upon this course, the student must have completed a
first-clags four-year high school course or lts equlva-
lent. The Conservatory of Music has, through 1ts high
ideals and standards as well as through its unusual
core of teachers, obtained a position of eminence and
is recognized as one of the leading college conserva-

tories. The study of the applied branches--pliano,
voice, violin, and organ as well as the theoretical

1Baldwin-Wallace College Catalog, 1914-1915, p. 63.

2Baldw1n-Wallace College Catalog, 1920-1921, p. T3¢
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branches, harmony, ear-tralining, appreciation, history
of music, analysis, instrumentation, orchestra and chorus
conducting--will be done at the Conservatory of Music
and will be supervised with the same high standards as
all other work of the Conservatory. In fact, the work
18 conducted by the faculty of the Conservatory of the
same basls as the Conservatory courses.

The courses in English, General Psychology, Educa-
tional Psychology, History of Education, School Adminis-
tration, etec., are presented by the Department of
Education and have the benefit of the high standards
and ldeals enforced in that department. The courses in
methods, solfegglo, and observation of teaching and
practice teaching are under the direction of Miss Stella
Fish, Supervisor of Music in the Berea Public Schools.
Miss Fish is well-known as a supervisor and has the
broad training necessary to conduct courses of this
nature with the best success. The opportunity of
practical work in the Berea Publlic Schools 1s of in-
estimable value in the training of supervisors of music.
We offer this course in publlic schocl music because of
the demand and in the firm conviction that we have
opportunities here that cannot be excelled. We have
endeavored to build up a comprehensive course which
embodies the best possible training for a musician1who
expects to devote his 1life to public school music.

The public school methods courses offered this first

year consisted of four one-semester courses, each one being

a prerequisite for the succeeding course. Methods I stressed

music in grades 1, 2, and 3 with particular attention to the

study of the child voice. Methods II was & continuation of

the previous course, but with emphasis on grades 4 and 5.

Methods 1III, open to students having completed I and 1I, was

devoted to music in grades 6, 7, and 8, including preparation

for music memory contests, which were drawing much attention

at that time, Methods IV placed the stress on music at the

high school level. This involved such toples as classiflca-

tion of volces, organization of choruses and glee clubs,

Balawin-Wallace College Catalog, 1923-1924, p. 89.
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conducting, direoting the school operetta, and others.!

In the ensuing school year, 1924~-1925, four one-
semeater courses were added to the public school music
curriculum. They included Observation I (grades 1-4),
Observation II (grades 5-12), and Practice Teaching I and
II. The latter Included thirty-six hours of actual super-
vised teaching in the Berea sohools.2 The Progressive Music
Series was used as the basis of instruction in the methods
courses, but was supplemented by a survey of other graded
song series in public school music.

The school music curriculum was expanded into a
four-year program in the 1927-1928 school year.

If music, a subject both practical and cultural,

is to be granted credit on an equal basls with other
high school subjects, it must be taught by teachers
equally well-prepared. This preparation should include
a broad and general education, professional preparation
for teaching and training as a musiclian. It 18 for this
reason that Baldwin-Wallace Conservatory is presenting a
four-year course in school nmusic ending with a Bachelor
of School Muslic degree in accordance with the require-
ments of the State Department of Education.3

Concomitantly with the more detalled curriculum, the
practice teaching requirement was increased that same year
to include a total of sixty hours. Miss Mildred Martin was
appointed director of the school music program at the Con-~

servatory Iin 1927.4

1Ba) dwin-Wallace College Catalog, 1923-1924, p. 85.
2801 dgwin-Wallace Qolleze Catalog, 1924-1925, p. 83.

3Bal -Wallace College Catalo =1928, p. 98.

41pia.
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The Bachelor of School Music program remained
essentially the same for the next few years, i.e., music
teachers were prepared to teach all phases of music at all
grade levels in the public schools (see Table 3). How-
ever, in 1932, the first attempt at specialization occurred
with the establishment of a program for instrumental su-
pervisors. This was achleved by the substitution of ad-
ditional instrumental Iinstruction for a reduction of vocel
and choral-oriented courses. Specifically, the instrumental
student, over a. four-year period, accumulated twelve se-
mester hours on his major instrument, plus an additional

eighteen semester hours on various minor instruments. !

The
degree program for the general muslc supervisor remained

essentlially the same as before.

Bachelor of Arts with a Music Major
One other curriculum was established in the late

1920's which provided the opportunity for a major concen-
tration in music., The Bachelor of Arts degree permittedl
a student to acquire a maximum of thirty semester hours in
muslie, Of this total, ten hours could be in applied music,
the remaining twenty in the theoretical branches. This was
in keeping with the philosophy of the Conservatory at that
time whereby credit was allowed only in the proportion of

two hours of theoretlical work for each hour in applied music.2

Be1dwin-Wallsce College Catalog, 1932, p. 18.
2B§;dw1n-Wallace Cdllege Catalog, 1928-1929, p. 108,
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TABLE >

BACHELOR OF SCHOOL MUSIC CURRICULUM, 1927-1928

First Semester

Piano

Voice

Harmony
Ear-training
Solfegglo
Terminology
English

Educ. Orientation
Physical Education

Pliano

Voice

Harmony

Ear-training

Music History

Solfeggio & Melody
Writing

Science

Educational Psych.

Applied Elective
Form & Analysls
String Ensemble
Counterpoint
Social Science
Obgervation

Methods (Prim.-Int.)

Applied Elective
Instrumentation
Brass Ensemble
Public Speaking
Elective

Practice Teaching
Education Elective
Orchestra Ensemble
Chorus Ensemble

Sophomore

WHEN N=ND—=ND

Junior

VLU VXD O

Senior

B! = L DN &

Second Semester

Piano

Voice

Harmony
Ear-training
Solfeggio
Conducting
English

Physical Education

Plano

Voice

Harmony

Ear-training

Music History

Solfegglo & Melody
Writing

Science

Princ. of Teaching

Applled Electlve
Form & Analysis
String Ensemble
Counterpoint
Social Sclence
Classroom Mgmt.
Methods (Jr.=-Sr.)
Practlce Teaching

Applied Electlve:
Instrumentation
Woodwind Ensemble
Public Speaking
Elective

Practice Teachin
Orchestra Ensemb%e

Chorus Ensemble

Sem.

>3

1
2
1
1
2
3
1

b S AV IV E. SV PHEN NN=N=N

Wl DR

2

Hrs.
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Performance Organizations

The period spanning 1913 to 1932 saw the birth of
several performing organizations at Baldwin-Wallace while
for others it was a time of growth and development. In
general, this era was one in which the philosophy of the
Conservatory underwent certain changes, one of which was

an increased emphaslis on ensemble participation.

The Choral Union

The Choral Unlon and the Conservatory Orchestra had
been established at German Wallace College prior to the
merger, thereby making these two organizations tﬁe oldest
ensembles at Bgldwin-Wallace. The Choral Union was the
larger of the two groups, with as many as 147 members, |
While the membership did decrease slightly around 1918 due
to men leaving for the armed forces, the followlng years
saw a return to its previlous formidﬁble size.2 The primary
purpose of this organlzation was the performance of large:
choral works, generally in conjunction with the orchestra.
Well-known sololists from throughout the country were often
engaged for the more demanding solo parts.3 Professor
Riemenschnelder was the conductor of the Choral Union

throughout the period.

. 195chool of Music,' The Exponent, October, 1913,
P. 14, '

2uLast Choral Concert Well Received," The Exponent,
June 12, 1918, p. 1.

3"Gonservatory Makes Splendid Progress,” The
Exponent, May 27, 1918, p. 2.
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The Orchestra

While the orchestra was not nearly so formidable
in size as the Choral Union, it nevértheless gained an
excellent reputation in its own right. A concert presented
on December 21, 1913 included Haydn's "Surprise" Sympnony,
Weber's Overture to Oberon, and Grieg's Piano Concerto in

A minor. The sololst for the econcerto was Carl Riemen-

schnelder, brother of the Conservatory director.1
Originally directed by Albert Riemenschnelder, the
orchestra was directed late in the second decade of the
century by Professor Dan Parmalee, violin instructor at the
Conservatory. Carl Schluer asgumed leadership of the en-
semble following his arrival in 1§22 and continued to do so
until George Poinar was appointed in 1938. Whenever the
orchestra, with its sometimes limited instrumentation,
performed works that demanded additional personnel, musi-
cians from the Cleveland area--usually members of the
Cleveland Orchestra--were brought in to complete the en-

semble.2

Band

Although the band was not directed by a faculty
member until 1932, wind instrument ensembles of varylng
sorts were active prior to that time, usually under the

leadership of a student director. The only reference to

1%Sehool of Music" The Exponent, October, 1913,
po 140

2Mrs. L. F. BeVier, personal letter.
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a band during the first decade of Baldwln-Wallace appeared
during the 1914~1915 school year and listed Kleber Wall, a
student, as bandmaster, !

There 1s evidence that by 1923 the band was galning
a degree of student recognition, according to the following
account from the Exponent:

On Friday afternoon, October 5th, the student body
of baldwin-Wallace was assembled en masse before the
gymnasium to greet Antloch, our first opponent of the
football season, and to demonstrate to the town at large
the spirlt of B-W. Led by Dr. Storms and the rival
captalns, who were in turn followed by the competing
teams, our newly organized college band, and a large
group of autos laden with townfolks and students, with
the Freshman class bearing B-W blankets and banners and
bringing up the rear, the procession headed down Beech
Street to the tune of “Haill, Hail, the Gang's All Here."
The route lay down Bagley Road, Front Street, through
the center of town, and thence to the Athletic Fleld,
where the student body and the band installed themselves
on the bleachers to await the appearance of our burly
bunch of pigskin pushers.

Meanwhlle, the band, led by Ross Avalone’ continued
to pour forth the martial strains of "B-W-C," and our
cheer leaders performed thelr antics before the grand-
stand whlle the student body thundered forth its yells.

The band deserves a llttle more than casual mention.
Organized but a few days before the game, the band has
been practicing falthfully in an effort to get some
stirring music ready for the grand fracas, and all we
can say is that they surely did add 100% of real en-
thusiasm to the whole proceedings. We have all felt
more or less that B-W should have a band to liven up
occaslons of that sort, and now under the earnest ef-
forts of Ross Avalone, and the concerted and continued
cooperation of the members, we will have a mighty "pep-
producing"” band in our midst. Hats off, the band is
passing by.2

In 1925, the band was established as a permanent

organlzation at the college in spite of the fact that the

1Baldwin-Wallace College Catalog, 1914-1915, p. 243.

2"0011ege Band Adds Pep to Berea Day Parade and
Game," The Exponent, October 16, 1923, p. 1.
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ensemble would function under student directors for several
years to come. The emphasis of the band's activities in 1925
was reflected in the statement that "1t will play for all the
games, both basketball and football,-for parades, and ulti-
mately in concert."1

From all indications, the band was never very large,
but apparently compensated in spirit and music-making for
what 1t lacked in numbers., The 1926 band, directed by Ray
Mueller, a student, was comprised of sixteen players, in-
cluding 2 clarinets, 4 saxophcnes, 3 trumpets, 2 trombones,
> basses, 1 bass drum, and 1 pair of cymbals.2

Mueller was also the director the followlng year
when, in December of 1926, the band performed at Cleveland
Public Hall. Mueller, however, became ill shortly before
the concert and his place was filled by Professor Harry
Rldenour. Ridenour, a member of the English department,
had received considerable musical tralning, appearing fre-
quently in the Berea area as baritone soloist. On this
occasion he consented to conduct the band in the absence
of 1ts alling student director.-

For the ensuling five years, the band seemed to alter=-
nately sputter and flourish, with a "new band" turning up at

the beginning of each school year. As an exaﬁple, an edition

}"B-W Band," Ihe Exponent, November 11, 1925, p. 4.
2p

he Gfindsﬁoné, 1926, p. 116.

3#B-W Band Performs at Oleveland Public Hall," The
Exponent, December 14, 1926, p. 1.
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of the Exponent in October, 1930, proudly proclalimed: "A
real band--one of which we can all be proud--that's what
Baldwin-Wellace is going to have this year. There 1ls more
interest and enthusiasm being shown now than ever before."1
The band was directed that year by student George Bury and
boasted a membership of twenty-six players. This was quite
an improvement over the previous year when the organization
consisted of only twelve musicians. For the first time
(1930-1931), B-W letters were awarded tc all bandsmen who
completed the requlrements.2

Perhaps more than any other year, 1932 could be
termed a landmark in the development of the Baldwin-Wallace
Oollege band because it was this year that the leadershilp
became the reéponsibility of a faculty member. Richard J.
Stocker, a graduate of the Oberlin Conservatory, had been
appointed director of instrumental music at Berea High
School. He was subsequently contracted to instruct brass
and woodwind ensembles at the Conservatory as well as direct
the college band. Stocker's contribution to this organiza-
t+ion included not only added emphasils to the concert aspect
of the band program, but also the establishment of a wind

instruments class, the specific purpose of which was to

1"Bury 4o Direct New Band," The Exponent, October
14, 1930,.p. 1- - . . . . !
2;b; .
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offer instruction to those students who were not quite
proficilent enough for membership in the band. !

The band was comprised of tﬁenty—five players for
the 1932-1933 year, a figure which increased to thiity-one
the following year. That the band was fast becoming a
source of pride to the college became evident in the fall
of 1933 vhen acting-president Dr. Delo C. Grover made the
following statement to Major John J. Baesel of Berea:!

The relations which have long existed between the
City of Berea and Baldwin-Wallace College are inter-
dependent and cooperative, These cooperative relation-
ships are soclal, educational, artistic, and recrea-
tional--not to speak of important inter-dependent
business activities and affairs.

Will you permit me, therefore, the honor, at this
time, on behalf of Baldwin~-Wallace College, to present
to Berea, through you, our newest fully-equlipped, and
fully-uniformed College marching band, with the hope
that the appearances of this organization may often be
of mutual interest and institutional and civic value
in our nmidst.

This marching band has 31 members and may be called
upon for any patriotic and clvic contribution to the
life of our City which may be desired so far as lies
within their power.

May I present to your Honor, Mr. Richard Stocker,
Conductor and Director, and Mr. Arthur Ulmer, Drum
Major.

The College Chapel Choir

A new choral ensemble was organized in 1930 under
the leadership of Professor Carleton Bullis. The group,
known as the college chapel cholr, was sponsored by the

religlous education department. The choir rehearsed twice

Vijew College Band Is to Be Led by Richard Stocker,*"
The Exponent, Sepitember 27, 1932, p. 1.

2u9ffer B-W Band for Civic Uses,": undated clipping -
maintained in a file by Mrs. Dorothy McKelvey.
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weekly, devoting most of 1ts time to the preparation of
music to be performed a capella. They sang at one chapel
service each week, and also acceptéd a limlited number of
invitations to perform at out-of-town church servicés each
year.1 The chapel choir had the interesting experience of
singing under an unusual style of conducting. Professor
Bullis attended the Westminster Cholr School in Dayton for
a short perliod where he learned a system of conducting in
which movement of the eyebrows, shoulders, and head replaced

the standard baton technique.2

Glee Clubs

From its inception in 1913, the men'’s glee club at
Baldwin-Wallace College was a successful, flourlshing or-
ganization. The first director of the group was Ira B.
Penniman, instiructor of voice at the Conservatory. -The
glee club remained under his capable leadership until 1916,
when John O. Samuel assumed the responsiblillity. Under
Samuel's direction, the group went on an extensive tour
during the Christmas vacation of 1917, whlch covered five
states and included twenty-two concerts, >

For the 1920-1921 school year, the glee club was
directed by Professor Harry Ridenour, head of the English

1Baldwin-Wallace College Catalcg, 1930, p. 123.

2Carleton Bullis, private interview at Berea, Ohilo,
on May 16, 1970.

3"Glee Club Expects Successful Year," The Exponent,
October 10, 1917, p. S. .
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department. Although a member of the academic faculty,
Ridenour's musical background was quite extensive, His
credentials included membership in the glee club, Varsity
Quartet, and orchestra at Ohio University; the choir and
orchestra at Harvard University; dlrector of the State
Hospital Cholr at Athens, Ohio; and numerous solo appear-
ances wlth church choirs. Thls background, along with a
quick sense of humor and a limitless enthusliasm, enabled
him to capture the respect and affectlon of the men in the
club. ! Although Rlidenour arrived at Baldwin-Wallace in 1919
and remained until his retirement in 1952, he was director
of the glee club for only two years.

Leadership of this organization was handed over to
Carl Schluer 1ﬁ 1922, remaining under his capable directlon
for the next several years. In addition, he conducted the
women's glee club from 1924 through the spring of 1929.
This group had been established by Miss Emily Stretch of
the Conservatory faculty in 1921.2 Following Schluer's ten-
ure as director, the women's glee club was taken over in 1929

by Professor John Samuel.3

I"successful Glee Club Is Fine Tribute to the Ability
of Mr. Ridenour," The Exponent, May 4, 1921, p. 2.

2up0d1es' Glee Club to Give First Annual Home
Concert," The Exponent, April 28, 1922, p. 1.

Suyes, the Girls® Glee Club Is Very Much Alive,"
Ihe Exponent, December 3, 1929, p. 1.



Mu Phi Epgilon

A new musical club for women was established in
1924 under the sponsorship of two faculty members, Mrs.
Margaret Schluer and Miss Emlily Stretch. The purpose of
the group was to promote interest in music and to foster
both the study of muslic and sdcial recreation. Only women
who were full-time music students were eligible for mem-
bership. Meetings were held twice monthly, once for
business purposes, with the other meeting more in the
nature of a soclial gathering including a program and re-
freshments. Programs usually were comprised of two or
three muslical selections and a lecture and/or discussion

on the life of a composer or other sublects related to

music.1

The success of this organlzation was such that on
February 25, 1926, 1t was installed as Mu Phl chapter of
Mu Phi Epsilon National Honorary Music Sorority. Mrs.
Iuecllle Bfettschneider, well-known organist from Cincinnati
and national secretary of Mu Phi Epsilon, conducted the
installation ceremony and welcomed the new pledges of the
Baldwin-Wallace chapter. A banquet'was held at the Winton
Hotel in Cleveland, after which the members, pledges, and
elumae attended a concert by the Phlladelphia Orchestra
at Public Auditorium.?

1"New Club Formed in Conservatory for Music Students,"
Ihe Exponent, January 29, 1924, p. 3.

2wNu Phi Epsilon Installed," The Expopent, March 9,
1926, P- '10 : :
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Two Men and Their Distinguished Careers

The 1922-1923 school year was marked by the arrival
of two men at the Conservafory who would ultimately dis-
tinguish themselves professionally as well as by the
longevity of their service at the institution., Carleton
Bullis and Carl G. Schluer, in theilr respective flelds of
theory and plano performance, taught for a comblned total

of sixty-one years at Baldwin-Wallace,

Carleton Bulllsg

After graduating from Northwestern Unlversity with
a Bachelor of Sclence degree, Carleton Bullls enrolled at
the University of Iowa for the purpose of graduate work in
psychology under Carl Seashore. His Master's degree was
ultimately completed at Columbia University, where he had
received a Baler Fellowship. In addition, he studied organ
with L. M. Way, William Middelschulte, Joseph Bounet, and
Gaston Dethier, and improvisation with Marcel Dupré.

During the course of his work with Seashore at the
University of Iowa, Bullis received and accepted an offer
to become the organist at the Mandarin Inn, a prominent
restaurant in Chicago at the time. From there, Bullis went
to Milwaukee, Wisconsin, where he served on the faculty of
the State Normal School. Still not satisfled, he returned
to performing, this time in the fleld of theater organ work,

playing for the silent fllms. He was one of the ploneers in
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this field in Chicago, and subsequently held theater
positions in Sandusky, Ohlo, and Cleveland.1

While in Cleveland, Bullis gave a lecture on the
psychology of musical talent to the local chapter of the
Amerlican Guild of Organists. Albert Riemenschneider was
present at that meeting and became acquainted with Bullis.
A few days and an interview later, Bullls was 1lnvited to
Join the faculty at the Conservatory of Music.

Professor Bullis' instructional responsibilities
during his tenure at Baldwin-Wallace included classes in
theory, harmony, counterpoint, form and analysils, composi-
tion, and the varlious periods of music history. 'His most
notable achievements, however, were the development of a
new systenm for‘teaching theory and the designing of a
theory classroom equipped with an electronic keyboard for
each student. |

Shoftly after arriving at the Comservatory, Bullis
came to thé realization that traditional methods for teach-
ing theory provided students with an intellectual knowledge
about the grammar of music, but falled to equip them with
an “aural conscilousness with regard to harmonic effects,?
Consequently, the ensuing ten years were spent in the de-

velopment of a new system, a salient feature of whlch was

an approach to harmony viewed from the soprano down rather

1Garleton Bullls, personal interview at Berea, Ohio,
on May 16, 1970.

20arleton Bullis, Harmonlic Forms (Cleveland: The
Clifton Press, 1933), p. V.
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than from the bass or chord-root up. Chords were studied
with regard to the chord member in the soprano part as
much as the root of the chord. Although this method of
teaching harmony never gained wide-sprgad acceptance in
the profession, those students who were exposed to it at
Baldwin-Wallace found that it prepared them well for gradu-
ate level work in theory at other 1nst1tutions.1

Since his retirement from the college in 1952,
Bullis has been laboring on a revision of his method,
including a serles of four graded workbooks with lesson
outlines. He has also published a pamphlet, A Dynamic

Teaching Procedure for the Music Theory Classroom,2 which

sunmmarizes his philosophy on the subject.

Carl G. Schluer

Prior to his arrival at Baldwin-Wallace in 1922,
Carl Schluer attended the Institute of Musical Art (now
part of the Juilliard School of Music), receiving a diploma
in 1908 and the artist's degree in 1911. Additional study
included composition with Samuel Coleridge-Taylor in London,
orchestration with Paul Vidal and conducting wlth Vincent

D'Indy in Paris, and piano with Leopold Godowsky in Vienna.

1Of the respondents to the survey conducted by the
writer, those who went on to graduate study in music were
highly complimentary concerning Bullis' system of teaching,
particularly in comparison with students who had studled
theory through traditional methods.

2carleton Bullis, A Dynamic Teaching Procedure for
the Music Theory Classroom ECIeveland: The Clifton Press,
19355.
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He had previously held positions on the faculties at Drake
University, Highland Park College and Grand Island College.
The field of plano teaching and perrbrmance congti-
tuted Schluer's primary interest. He served as head of the
piano department for most of the thirty-~-one years that he
spent at the Conservatory. Furthermore, Schluer presented
numerous reclitals throughout'the Cleveland area as well as
at the college, for which he recelved highly favorable com-

ments from the Cleveland critics.

Mr. Schluer's fingers are fleet and devendable;
indeed, he commands a comprehensive technlque; there
is a real singing quality in his touch, and power and
resonanfe in abundance when these attributes are
needed.

In addition, classes taﬁght by Schluer while at Baldwin-
Wallace included conducting, score reading, and instrumen-
tation. At various times he was conductor of the Conserva-
tory orchestra as well as the men's and women's glee clubs.
Although Schluer occasionally did some composing,
his best mown work--at least to students at the Conserva-
tory--was a text for teaching score reading.2 The emphasis
in this work is directed toward the development of the
ability  to play vocal and orchestrai scores on the plano.

Particular attention is pald to transposition, the various

1James H. Rogers, music critic for the Cleveland

Press. Quoted from an undated c¢lipping in a file maintained
by lrs. Dorothy McKelvey.

2Oarl G. Sbhluer, An Introduction to Score Reading
( Bryn Mawr, Pa.: Oiiver Ditson Co., 1950), P. V.
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clefs, and reading (playing) scores with various combina-

tions of clefs and/or transﬁosing instruments.
Two National Crises and Baldwin-Wallace

World War I and the Great Depression, the two most
consequentlial events during the first three decades of the
twentleth century, did not significantly alter or influence
student life at Baldwin-Wallace. Records of the male en-
rollment during the war showed virtually no decrease in
numbers, although individual men--faculty and students alike-~
undogbtedly left to serve their country.

One incident, which occurred 1# late 1917, however,
involved the community and the college, and ultimately re-
sulted in a change of adminlstration at the latter. The
population of Berea included a sizable German community,
which still retained certain loyal feelings for the father-
land. While these loyalties, in most cases, were not
pro-Kalser in nature, a degree of animosity developed
between the German faction and other members of the commu-
nity.

The president of Baldwin-Wallace at this time was
Dr. Arthur L. Breslich, who had served at this post since
the merger in 1913. Prior to that time he had been presi-
dent of German Wallace College from 1910 to 1913. His German
heritage, combined with his position at the college, conse-~

quently placed him in a rather precarious situation.
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For many years, one of the highlights of the
Christmas season in the Berea area was a musical program
sponsored Jointly by the college and the community. Fur-
thermore, one of the traditions engendered in these programs
was the singing of "Silent Night" in the original German.
Due to the anti-German sentiment that was reaching fever
pltch by late 1917, members of the community approached Dr.
Breslich, requesting that the carol be sung in English that
year. DBreslich consulted his faculty on the matter and the
consensus was to proceed with the tradition of the German
version.

A large crowd gathered outside the auditorium on
the night of the performance, but fortunately no outbreak
occurred. A few days later, however, the anti-German
element was still incensed over the incident to the extent
that a riot nearly broke out in the downtown section of
Berea. Nor was this the end of it. Dr. Breslich's pro-
German sentiment became so suspect that pressure from the
community and the Board of Trustees of the college finally
forced him to resign his position on Februaxry 27, 1918. At
this time, Dr. Albert B. Storms was installed ag the new
president of Baldwin-Wallace Oollege.1
Baldwin-Wallace was fortunate in experiencing no

gsevere financial problems during the years of the depression.

1Mrs. E. C. Unnewehr, private interview held at
Berea, Chio, on January 23, 1970. Mrs. Unnewehr graduated
from the Conservatory in 1917. This account was verified
by Mrs. Dorothy McKelvey, Baldwin-Wallace College historian.



65

Although the Conservatory declined somewhat between 1930
and 1934, the decréase was minimal. Furthermore, the
college, overall, actually increased its enrollment each
year with the exception of 1934 when fourteen fewer students
enrolled compared with the previous year. One explanation
for this relatively stable enrollment was undoubtedly the
fact that most of the students at Baldwin-Wallace were Ohlo
residents, particularly from the Cleveland area. Conse-
quently, a large percentage of students were not confronted
with travel expenses or room and board at a time when such
items frequently influenced the cholce of colleges. Also,
there were numerous students from the Cleveland area who
might have attended college elsewhere, but commuted to
Baldwin-Wallace for these same reasons.1

One other factor that unquestionably alded the
college in weathering the financial crisis was the work
of John C. Marting, college treasurer. His service to the
institution in this capacity pre-dated the 1913 merger when
he held the same position at German Wallace College.
Marting's financial aculty was highly respected and it 1s
therefore relatively safe to assume that his management of
college funds during the depresslon years contributed in no-

small way to the school's financlal well-being.>

'Mrs. L. F. BeVier, personal letter. Mrs. BeVier
graduated from the Conservatory in 1932 and is still actively
engaged ln teaching nmusic.

2Mrs. Dorothy McKelvey, personal interview at Berea,
Ohio on May 20, 1970.
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Ihe Congervatory Student and the College

Baldwin-Wallace, like most small colleges that
had separate and distinct muslc departments, confronted
1ts Conservatory students with having to live a sort of
double life at college. Although the music student might
have wished to participate in the general activities and
soclal life of the college, the isolation imposed by the
demends of the COonservatory curriculum frequently made this
difficult. The;e were two sets of regulations with which
to contend, including the following:

411 students of the School of Music stand under the
discipline of the college.

Students who show deficient musical ablility or who
are negligent in their work may be dropped from the
Oonservatory lists at any time.

Lessons lost by leaving school a few days before
the close of any period will not be made up.

Public appearances by the student should not be

underta¥en without permission of the teacher or d4i-
rector.

It should be acknowledged, however, that the spirit
of closeness and friendliness, which qulite often prevalled
at small, church-related colleges, helped to minimize the
adverse effects of that type of situation.

Due to the college's affiliﬁtion with the Methodist
church, religion consistently played a rather prominent part
in lives of Baldwin-Wallace students. This was reflected in
the lnstitution's philosophy: '

Religious training is a matter of supreme importance,
and education is incomplete without it. The ultimate

'Ba)dwin-Wallace College Catalog, 1916-1917, p. 156.
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purpose of the college 1s Christian character and
Christian educatlion; for an education without char=-
acter tends to antagonlize the higher interests of
mankind, end to serve base and selfish ends.!
Each academic year opened wlth a chapel service,
with simllar religious services conducted daily throughout
the year except on Mondays and Saturdays. Attendance at

all services was mandatory for all students.

1Bardwin-Wallace College Catalog, 1913-1914, p. 48,
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THE COMING OF AGE
1932-1947

If the years from 1913 to 1932 at Baldwin-Wallace
can be aéknowledged as an era of bdullding a foundation, the
ensuing fifteen years could well be classified as the age
of maturity. Certain established practices, ohilosophies,
and activities from the earlier perliod were retained and
infused with a fresh, vigorous, and creative approach,
including the performing groups, faculty, curriculum, and
overall philoéophy. However, other events occurred in the
rperiod following 1932 which were clearly innovative for the
Oonservatory of Music. In addition to the establishment of
the Bach Festivals, other notable developments included the
renovation of the music building, the Great Composers Festi-
vals, the electronically~equipped theory classroom, and the
inceptlion of the obera workshop. This fusion of established
traditions and practices with new; forward-looking develop-
menﬁs represented a significant step toward the maturity of

the Oonservatory.

Accreditation
By 1935, Baldwin-Wallace College was galining

wlde-spread recognitlon for its programs, academic as well

68
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as musical. The institution was approved by the following
'accrediting agencles: North Central Assoclation of
Colleges and Secondary Schools; the Assoclation of Ameri-
can Colleges; the Assoclation of American Universitlies;

the Ohlo College Assoclation; the Natlonal Assoclation of
Schools of Muslc; and the "Grade A" List of the Univer-
sity Senate of the Methodist Episcopal Church. The college
was fully accredited for teacher training in the areas of
public school music, business administration, physical
education, coachlng, and home economics as well as in the

1

standard academic subjects. In 1935, it also was ac-

credited by the American Assoclation of University Women., 2

equirements d Sele ve Enro

Entrance to the Conservatory comprised essentlally
the same requlrements as had been in effect prior to 1932.
By 1941, however, additional guldelines were established
for acceptance into the public school musilc program.
According to a statement by the Ohio State Board of Edu-
cation, the student was expected to demonstirate a "satls=-
factory basis of piano work and some development in high
school music theory."3 Students who were deficlent in the

theory requirement were requested to obtaln two specific

1Balgw;n-Wa;lacg Collepe Catalos, 1933, p. 16.
'aBglgulg-Hallgge College Catalog, 1935=193%6, p. 11.
5Baldwin-Vallace Colleze Catalog, 1941=1942, p. 113.




70

theory textbooks--The Theory of Mugic by Louls C. Elson
and Music Notation and Terminology by Karli W. Gehrxens--

and study themn, preferably under the éupervision of a

teacher. 1

The enrollment at the Conservatory continued to
increase each year untll it finally became necessary, in
1938, to 1imit the registration of full-time music students
Yo 155. The approximate distribution of class enrollments
allowed for 50 freshmen, 40 sophomores, 35 Juniors, and
30 seniors.2 Concurrent with this restriction in the size
of the student body, musical performance standards for en-
trance to the Conservatory were revised frequently in an

effort to secure the best qualified students.

Iuition and Expenses

For the firs£ few years of the perlod beginning in
1932, the tuition remeined the same as befofe. The five-
year course established in 1935 ( see page 84) incorporated
a general tultion charge of $75.00 per semester for the
first year, $65.00 per semester for the second year, re-
turning to $75.00 per semester for the third, fourth, and
fifth years.® The cost of private instruction and all .
other expenses for this program were identical with those

of the other curricula.

1Bald%_ﬂg-ﬁallace College Cataloz, 1941-1042, p. 113.
2Ba)1 dwin-Wallace College Catalog, 1938-1939, p. 97.
3Bg;dwin-Wal;ace College Catalog, 1935-1936, p. 116.
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Beginning with the 1939-194) academic year, the
tuition within each of the degree programs was standardized
for the duration of the program. The tultion for that year
was $70.00 per semester for the Bachelor of Music and five=
year'programs, and $75.00 per semester for the Bachelor of
School Music prograﬁ.1 '

Tuition and other expenses continued to increase
steadily, the next significant Jump cccurring in the 1945-
1946 school year, when the college changed to the quarter
system of terms. For the Bachelor of Music program, tuil-
tion was $125.00 per quarter; for the Bacheloxr of School
Music program, the figure amounted to $100.00 pér quarter.2
In 1947, the tuition for all programs was increased by
325.00 per quarter. In addition, students in the school
mugic program were charged an additional single fee of
$30.00, paid to the Berea Board of Education as compensation

for the practice teaching program.3

Scholarships

For some time, the Conservatory had a few scholar-
ships available that were awarded on a competitive basis.
Candldates for the awards were evaluated in the areas of

musicianship, high school record, personality, and financial

1Bald n-fallace College Catalo 1 , D. 128.

2Baldwin-Wa;lace College Catalog, 19046, p. 136.

3B§;gw1n-Wa11ace College Catalog, 1947, p. 149.
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need. All scholarshlps covered the entire four- or five-
year pericd of residence, the reason being that the Con-
servatory did not subscribe to the philosophy of offering
one~year scholarships for the sole purpose of_persﬁading
.talented freshmen to enter the school. The scholarships
were automatically renewed each year for students malntaln-
ing “BY grade averages.1

Through the 1930's, the scholarships were almost
entirely limited to bachelor of music students, particu-
larly in the applied areas of piano, organ, volce, and
strings. The amounts ranged from $50.00 to $100.00 per
year for the four-year perlod. However, there was one
public school music scholarship available for the amount
of $75.00 per year.2

In 1939, financial ald was made avallable to
students majoring in public school music on a much broader
basis. One scholarship, in the amount of §50.00 per year,
was offered in each of the following applied areas: Violin,
cello, contrabass, flute, clarinet, bassoon, trumpet, trom=-
bone, and one female and one male voice major. The amount
for oboe and French horn scholarships was $75.00 rather
than $50.00, a fact probably attributable to the scarcity

of performers on those 1nstruments.3

18aldwin-Wallace College Catalog, 1938-1939, pP. 99.
27pi4d.

SBaldwin-Wallace College Catalog, 1939~1940,

Pe. 101.
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On December 1, 1943, the Kulas Foundation in Cleve-
land presented a gift in the amount of $11,200.00 to the
Conservatory of Music for scholarship purposes. Known as
the Fynette H., Kulas Scholarship Fund, the gift embraced
the following stipulations:

From the above Eleven Thousand Two Hundred Dollars
($11,200,00), Five Thousand Six Hundred Dollars
($5,600,00) should be used for four (4) scholarships
beginning with the school year September 1, 1944, and
Five Thousand Six Hundred Dollars (§5,600,00) begin-
ning with the school year September 1, 1945, one each
in Piano, Voice, Violin, and Organ for each year. If
a scholarship in one of these divisions remains un-
assigned and a student of unusual ability would be
available in another division, such a transfer to
another division is approved.

Each recipient of a scholarship is to continue to
receive the scholarship aid for the complete four years
of his course upon the condition

1) That he maintains a "B" average for the complete
work of his course; and

2) That he maintains a standard in scholarship and
all other requirements to the satisfaction of the
Director of the Conservatory. .

The amount of such scholarship is to be for the
full tuition and to include two lessons per week in
the student's major branch, one lesson per week in his
minor branch, and all theoretical and liberal arts
studies listed in the course,l

To qualify for consideration, an applicant must
have ranked in the upper quarter of his high school class,
possess exemplary musical talent and excellent character,
and exhibit a "muslical personality which contains the
elements of success for a professional career, "2

The scholarship competition originally was supposed

1Letter, E. J. Kulas to A, Riemenschneider, Decem-
ber 1, 1943, Baldwin-Wallace Conservatory of Music, Conser-
vatory office, Scholarship Notebook,

2Letter, E, J. Kulas to A, Riemenschneilder,
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to have been publicized once a year in Musical Courier,
Musical America, and Etude. However, after announcements
regarding the first year's competition had been sent to
the three publications, it was learned.that the code of
ethics of the National Association of Schools of Music
did not permit the advertising of scholarships by any
member school. Word reached the Etude and the Musical
Courier in time to withdraw the announcements, but the
advertisement did appear in Musical America. An explana-
tion was presented to NASM and the incident was dismissed
without further discussion.1

For the competition in June, 1945, scholarship
amounts were adjusted so that in the event no student
was considered talented enough to win a full scholarship
of $1,400,00, that particular scholarship would be divided
into two lesser grants, one for $800.00, the other for
$600.00. This stipulation permitted greater flexibility
in fitting the amount of the scholarship to the needs and

2

talents of a larger group of students, Financial aild to

students majoring in school music was provided from varlious

other Conservatory scholarship funds.3

1Scholarship Notebook, Baldwin-Wallace College,
Conservatory office, p. 11.

2Scholarship Notebook, p. 11,

JBaldwin-Wallace College Catalog, February, 1945,
p. 95. .
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The Conservatory Recelves a New lLook

At the time of its dedication in 1913, the Conserva-
tory was considered by college officlals to be one of the
best equipped, most spacious college muslic bulldings in the
country. However, with the increase in student enrollment
through the years, particulariy in the late 1930's, the
physical facility was becoming quite crowded. Consequently,
it was a momentous occasion in 1938 when a gift of ¥50,000.00
was presented to the Conservatory by E. J. Kulas foi the
purpose of enlarging and remodelling the'building.

Elroy John Kulas, a Cleveland industriallist, was

not a Baldwin-ﬁallaée graduate. However, his attentlion

had been drawn to the Gonservatdry of Music through his

wife's interest in the Bach Festivals. The esteem that

Kulas developed for Albert Riemenschneider is evidgnt in
his statement regarding the gift:

Our gift to Baldwin-Wallace Conservatory has been
inspired by the splendid educational work done by the
mugic faculty under the leadership of Director Albert
Riemenschneider and by the sincere and untiring devo-
tion both Mr. and Mrs. Riemenschneider have given to
the Conservatory and its students.

The annual Bach Festival, in which Mrs. Kulas has
taken a great personal interest since 1ts inception,
has made remarkable progress through the herolc efforts
of Mr. Riemenschnelder.

¥We believe the now famous Bach Library, which Mr.
and Mrs. Riemenschnelder have been building for many
years, should be made available for research. We are,
therefore, desigrating a speclial room for its housing

until a donor is found for a much needed new college
1ibrary building.!

TUnidentified article maintained in a file by Mrs.
Dorothy McKelvey. .
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Kulas, who donated an additional $25,000.00 less than a
year later for this project, further stated that the gifts
had not been solicited, but "came from the heart.“1

The improvements made possible by the Clevelander's
generosity included the construction of a new wing to the
existing building and a third floor over the entire struc-
ture, Housed in the new addition were numerous practice
rooms, studios, classrooms, the Bach Library, offices, a
fraternity room, and a chamber music hall. Other improve-
ments involved remodelling the front entrance and hall of
the Conservatory, the installation of ticket windows, glass-
enclosed bulletin boards, soundproof doors, and new lighting
fixtures, Mastic tile replaced the concrete floors, and the
grounds surrounding the building were 1andscaped.2

Dedication of the renovated Conservatory took place
on October 28, 1939 at 8:30 P.M, The building was brilliant-
1y floodlighted for the occasion, creating a festive appear-
ance further enhanced by the canopied approach to the front
entrance. The initial part of the ceremony was emphasized
by the presentation of the building, now known as the Kulas
Musical Arts Building, by Mr. and Mrs, Kulas to Dr. Dayton
C. Miller, president of the Board of Trustees of the college;

Following this, honorary degrees were conferred upon the two

luwork Started on New B-W Musical Arts Hall," The
Exponent, March 18, 1938, p. 1.

2Unidentified article maintained in a file by Mrs,
Dorothy McKelvey,
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guests of honor. Mr. Kulas received the Doctor of Commer-
clilal Science degree and Marcel Dupré, guest artist for the
occasion, received the Doctor of Music degree, Upon com-
pletion of the simple but impressive service, Dupré
presented an organ recital for those 1ln attendance. Because
the evening affair was by invitation dnly, Dupré had played
an earlier recital that afternoon for students at the Con-
servatory as well as for many other visitors who had

traveled some distance to hear the French master perform.1

Special Ear-training Equipment

A unique feature of the new wing of the Conservatory
was the theory classroom, which was. equipped with an
electronically-operated keyboard for each student. The
idea was concelived by Professor Bullis, head of the theory
department, who recalled the succession of events and
planning that preceded the final construction of the room:

Well, I had been using two pianos in my teaching.
As a matter of fact, I used two pianos from 1922 on,
when I started teaching here at B-W, until 1937. Then
I noticed that those students who were not at the piano
were losing interest, so 1 got some paper keyboards for
the people at their seats. Then I got some dummy key-
boards so that the students could actually press the
keys, which was a step better than the paper keyboards.
Finally, when this new building was going to be built
in 1938, Riemenschneider asked if there wasn't some way
we could have all the keyboards so they could sound,
Then I thought of the big organ in the auditorium where
there are two keyboards wired to the same set of pipes.

I found a small windchest in an organ factory out
in Iowa which had been discarded. I was able to strike
a bargain with them at a good price. We revamped the

1Baldwin-Wallace College News Letter, December,
1939, p. 3. . -
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pipe racks and had it sent here. Then, with the help
of students and a few professional organ people, I
managed to connect the machine to the keyboards with
the necessary cables, When the concrete was cast for
this part of the building, I was here with the con-
tractor, okaying the holes in the floor for the cables,
To my knowledge, this was the first time that multiple
keyb?ards had been attached to one organ for classroom
use,

The equipment included a two-rank pipe organ to
which was connected each of the student keyboards. The
teacher at the control desk could connect or disengage the
keyboards either individually or in groups. Furthermore,
an electrically-illuminated keyboard on the front wall of
the classroom provided a visual record of the student(s)
performing at any given time, Classes were limited to a
maximum enrollment of twelve studehts. This insured each
student continuous access to a sounding keyboard without
the loss of time involved in walking from desk to piano

and back.2

The Modern-Baroque Organ

A subsequent major addition to the Conservatory
was the modern-baroque organ, constructed in the new
chamber music hall. Bullt snd installed by Walter Holt-
kamp of Cleveland, the instrument, another gift f;om Mr.
and Mrs. E. J. Kulas, was dedicated on June 6, 1941

lcarleton Bullis, recorded interview at Berea,
Onio, on May 16, 1970.

2Ba1dwin-Wallace College Catalo 1938-1 , P. 96.
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during the ninth annual Bach Festival.l The specifications
of this organ were influenced by the findings of Dr, Albert
Schweitzer, a leading authority on the music and instru-
ments of Bach's era.2

It had long been Riemenschneider's hope to acquire
the type of organ that would best portray the contrapuntal
works of the baroque period. With the Kulas gift now
making this possible, nearly a year of research went into
the planning and details of construction., Primary consid-
eration was given to "the proper balance of stops to pre-
sent the clarity of ensemble which is necessary for a
satisfactory presentation of Bach's great polyphonic tone
poems , "3

The dedicatory recital, presented by Dr. Riemen-
schneider, was the highlight of the 1941 Bach Festival.
In fact, the limited seating of the chamber music hall
(165 persons), coupled with public interest, made it
necessary for Riemenschneider to repeat the program on

the following afternoon.u

1seima M. Riemenschneider, Bach Festival History,
unpublished paper, Bach Library, Baldwin-Wallace College,
Berea, Ohio, n. d. (Typewritten.)

2Annotated Pro ram, Ninth Annual Bach Festival, 1941,

31bid.

: 4Margery Anne Boyd, "Berea Bach Festival Impresses
Listener with Marvel of Bach," The Diapason, July, 1941,
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The Music Library

For a number of years, the Conservatory, working
in conjunction with the college librarian, had been active
in building a comprehensive music library. In 1934, the
college was the recipient of a most unusual gift, Under
the direction of Josiah K, Lilly, Foster Hall, Indianapolis,
had prepared one thousand sets of reproductions of Stephen
Foster's complete works, using first editions when available.
These sets were distributed to selected ceclleges throughout
the country including Baldwin-Wallace.1

By the early 1940's, the music library contained
many of the important histories, dictionaries and en-
cyclopedias, and the recognized biographies of musicians,
A considerable sum was budgeted annually for the purchase
of new books and other current publications. In addition,
a special fund of $800.00 was secured for the purpose of
purchasing definitive editions of the great composers.
By 1942, the library contained the complete works of Bach,
Handel, Schuetz, Mendelssohn, Palestrina, Schubert, as well
as the Maitres d'archives d'orgue and several others, The
Bach Library, owned and maintained by Dr, and Mrs. Riemen-

schneider, was housed at the Conservatory and accessible

to students.2

lvRecent Additions to Conservatory Library," IThe
Exponent, February 8, 1934, p. 1.

2Raldwin-Wallace College Catalog, 1942-1943, p. 107.
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Conservatory Budgets, 1940-1947

The Conservatory's annual report to NASM for the
1940-1941 school year indicated only that $4,000.00 was
budgeted for the music department.1 However, from‘1941
on, more detailed information is provided. The war ap-
parently had relatively little influence on the budget,
only the 1944-1945 year showing a significantly smaller

financial statement (see Table 4).
TABLE 4

CONSERVATORY ANNUAL BUDGETS, 1941-1947

e ——  —_ _— — — — —— _ — _ —

Year Books, Music, New Eguip. Tuning Total
Supplies, & &
Phono. Rec. Repairs
1941-42  § 501,77 $3032.13 -—- $3533.90
1942-43 1018.32 5798.44 —— 6816,76
1943 -4l 1982, 69 3061.90 - 5044,59
194445 748,67 1101,20 — 1849,87
1945-46 2958.81 2928.33 $ 935.13 6822,27
194647 1130.57 3181,68 1187.93 5500.18
Curriculum

Public School Music |

The course programs within the school music curri-

culum were gradually becoming more specialized so that, by

INASM Annual Report, 1940-41. (This is the earliest
date for which any of the Conservatory's financial records
are available,)
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the 1939-1940 school year, the music education student made
a choice from five possible programs: (1) The four-year
course with a voice major, and instrumental and academic
minors; (2) the four-year course with an 1nstrumentél ma-
jor and voice and academic minors; (3) the five-year course
with volce and instrumental majors and an academic minor;
(4) the five-year course combining the first or second
alternative mentioned above with the bachelor of music
program; and (5) a special four-year course designed to
accommodate a voice or instrumental major with two academic
minors.1
Performance standards were constantly being raised
for school music students, B& 1940, those majoring in
voice were required to demonstrate a knowledge of breath
control, correct tone, clear diction, and the ability to
sing major, minor, and chromatic scales, vocal embeilish-
ments, as well as studies for flexibility and sustaining
tone. In addition, a knowledge of recitative and a demon-
strated ability to sing one or more of the less exacting
arias from opera and oratorio were required.2
By the end of his senior year, the school music stu-
dent with an instrumental ma)or was required to demonstrate a
performance level on his major instrument equivalent to

the bachelor of music requirement for the end of the

sophomore year, He also had to complete a piano requirement

1Ba1dwin-Wallace College Catalog, 1939-1940, p. 121,
21bid., p. 125.
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equal to a sophomore piano major in school music. Further-
more, each instrumental student fulfilled a voice require-
ment equivalent to a voice major at the end of the freshman
year. Finally, in addition to class lessons on various
other instruments, one semester of private study was
required on a representative member of each of the instru-
mental families other than his major instrument.1

Music education students were required to maintain
a "B" average in all music courses, and a "C+" average
for all courses taken, Failure to do so resulted in being
dropped from the school music curriculum.2

The student teaching requirement remained at sixty
hours in the classroom as established in the late 1920's,
The program now specified, however, that juniors were to
work in the elementary classroom while seniors received

experience at the secondary level.3

Bachelor of Music Program

Other than the usual efforts to raise the standards
of performance, the course work for the bachelor of music
program remained reasonably stable throughout this perlod
(1931-1947), In the mid-1940's, however, the choice of

minor applied areas was more clearly defined. For students

1Baldwin-Wallace College Catalog, 1939-1940, p. 126,

2Baldwin-Wallace College Catalog, 1940-1941, p. 99.

3"Music Students Practice Teaching," The Exponent,
February 27, 1935, p. 4.
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ma joring in piano, pipe organ was strongly recommended as
a minor; for organ majors, piano was imperative; for voice
and other orchestral instruments, piano was specifically

required as a minor instrument.

Five-Year Degree Program

During the years of the depression, the Conserva-
tory found it increasingly difficult to place its bachelor
of music graduates in respectable positions, One explana-
tion for this was that, at that particular time, colleges
and conservatories were not adding to their faculties be-
cause of the financial crisis. Furthermore, applicants with
a master's degree were becoming more numerous, placing those
with only bachelor's degrees at a distinct disadvantage.
Consequently, the Baldwin-Wallace Conservatory reluctantly
advised talented student performers to enroll in the public
school music program in order to increase their prospective
chances for employment. An alternative solution would have
been to complete a second degree at the bachelor's level
upon finishing the first program. However, the additional
time and cost which such a plan required ruled out this
possibility.

For this reason, a combined course has been estab-
lished in which the work of both courses may be carried
simultaneously and completed in five years., At the end
of four years, enough credit points will have been
earned to equal the work of a degree course, but, be-
cause the actual proportion of content necessary for
either degree has not been completed, the degree must
be deferred and granted simultaneously with the second

degree at the end of the fifth year, when the entire
work necessary for both degrees will have been entirely
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completed. The advantages of such a five-year course
are very obvious, If a conservatory position is
available, the student will be prepared to take it,
If the graduate teaches in the public schools, the
additional course work and emphasis on performance will
be advantageous, A teacher in the schools who is thus
equipped and whose talents have been developed to this
extent is a better asset to his community. The founda-
tion for further development is an excellent one, par-
ticularly in the pursuit of a master's degree, which
should be the objective of all public school teachers,
The course has been arranged so that a decision to
take it need not be made until after the first year and
if, after the completion of the second year, a change
to either one of the courses must be made, it can be
accomplished with the addition of one summer term of
six weeks, Applicants to this program must be able to
meet all of the Tntrance requirements of the bachelor
of music degree.

Bachelor of Arts with Music Major

In 1934, the course requirements for a music ma jor
in the bachelor of arts program were not only expanded but
also were more clearly defined. For a major concentration 1in
music theory or music history and literature, the following
credit hours (in music) were established as minimum require-
ments: Theoretical subjects, 16 hours; history of music, 4
hours; applied music, 8 hours; upper division courses in the
chosen field of concentration, 4 hours; and elective sub-
jects, 8 hours,

A bachelor of arts student with a major in applied
music completed the following minimum requirements: Applied
music, 16 hours; theoretical subjects, 16 hours; history of
music, 4 hours; elective subjects in the major field of

concentration or a related field, & hours.2

1Baldawin-Wallace College Catalog, 1935-1936, p. 109.
2Baldwin-Wallace'College Catalog, 1934, p.
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TABLE 5

COMBINED B.M.-B.S.M, FIVE-YEAR CURRICULUM, 1935

W

Freshman
First Semester Sem, Hrs, Second Semester Sem, Hrs,
Applied Music Major 4 Applied Music Major 4
Applied Music Minor 1% Applied Music Minor 1
Harmony 2 Harmony 2
Ear-training 1 Ear~training 1
Appreciation 1 Appreciation 1
Solfeggio 1 Solfeggio 1
Terminology 2 Conducting 2
Lib., Arts (Eng.) 3 Lib. Arts (Eng,) 3
Physical Education 0 Physical Education 0
Sophomore
Applied Music Major 3 Applied Music Major 3
Applied Music Minor 1% Applied Music Minor 1%
Harmony 2 Harmony 2
Ear-training 1 Ear-~training 1
History of Music 2 History of Music 2
Solfeggio & Melody Solfeggio & Melody
Writing 2 Writing 2
Chorus Ensemble ¥ Harmony Methods 1
Psychology 3 Chorus Ensemble %
Ed. Psychology 3
Junior
Applied Music Major 3 Applied Music Major 3
Applied Music Minor 1% Applied Music Minor 1%
Form & Analysis 2 Form & Analysis 2
Counterpoint 2 Counterpoint 2
String Ensemble 2 String Ensemble %
Elective 1 Elective 1
Princ., of Teaching 3 Classroom Mgt. 3
Lib, Arts (Soc. Sci.) 3 Lib, Arts (Soc. Sci.) 3
Senior
Applied Music Major 3 Applied Music Major 3
Applied Music Minor 1% Applied Music Minor 1%
Instrumentation 2 Instrumentation 2
Canon & Fugue 2 Composition 2
Brass Ensemble 3 Woodwind Ensemble %
Observation 2 Prac. Teaching 1
Methods 3 Methods 3
Lib. Arts (Science) 2 Lib., Arts (Science) 2
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TABLE 5--Continued

__—_-—._—___———-——————-——————'—_—_-"-

Fifth Year
First Semester Sem, Hrs, Second Semester Sem, Hrs,
Applied Music Major 3 Applied Music Major 5

Applied Music Minor 1% Applied Music Minor 1
Orchestra Ensemble % Conducting & Score

Sch. Mus. Materials 2 Reading 2
Practice Teaching 2 Practice Teaching 2
Lib, Arts (Pub, Sp.) 2 Lib, Arts (Pub, Sp.) 2
Elective b4 Elective L
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Music Theory

The theory department revised its courses in the
1940's in order to achieve greater.correlation within the
various phases of its program. For the 1940-1941 échool
year, harmony, ear-training, and solfeggio were consoli-
dated into two courses, Theory I and II.1

By 1947, all new students enrolling at the Conser-
vatory were required to take a theory screening test.
Although the theory placement program succeeded in grouping
students of similar ability, the slower sections often
failed to complete Theory I by the end of the freshman
year. Consequently, students in this predicament were re-
quired to enroll in a special'suhmer course, By finishing
the first-year requirements in this manner, they were able
to enroll in Theory 1II at the beginning of the sophomore

year.2

Opera at the Conservatory

A class in opera and an opera chorus added a new
dimension to the Conservatory program in the early 1940'5.3
Established in 1941, the class was designed to provide the
opportunity for student participation in short operas as
well as a comprehensive study of the various styles, demands,

and traditions of opera. Special attention was given to

1NASM Annual Beport, 1940-41,

2Baldwin-Wallace College Catalog, 1947, p. 129,
JNASM Annual Report, 1941-1942,
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body movement and control, gesture technique, stage deport-
ment, projection of mood, and the use of recitative. Work-
ing in conjunction with the new class was the opera chorus,
an ensemble formed for the specific purpose of assisting
with the opera productions., The opera class produced one
one-act opera each semester.1

In 1943, the format of the op:2ra class and chorus
was changed, with the two separate groups merging into a
single function known as the opera workshop. The newly
established wofkshop was under the direction of Leonard
Treash, a faculty member with considerable background in
the field of opera., The goals and activities of the work-
shop were quite similar to those of the opera class, with
the possible exception that even more stress was placed on
the practical aspect of actual performance. 1In 1946,
Treash left Baldwin-Wallace, at which time the opera work-

shop became the responsibility of Norman Green.2

Performance Organizations

Orchestra

During the period from 1932 to 1947, the orchestra
experienced a consistent growth in numbers as well as in
the development of its musical potential. A report of

enrollment figures shows that the ensemble was comprised

1Baldwin-Wallace College Catalog, 1942-1943, p. 143.
2Baldwin-Wallace College Catalog, 1947, p. 118,
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of eighteen student players in 1933, By 1940, the orchestra
had grown to sixty instrumentalists, increasing to a total
of seventy-two players by 1942, However, because of the
effect of the war on college enrollments, the ensemble de-
creased in size over the next few years. By 1947, it con-
sisted of fifty-two student musicians;l

A significant point in the development of the
orchestra is observed in the fact that there have been only
three directors in the history of this organization. Albert
Riemenschneidef led the ensemble from 1913 until 1922, when
Carl Schluer became conductor, Schluer remained at this
post until 1938, at which time George Poinar assumed the
directorship of the orchestra, a position he still held in
1970,

A particularly strange coincidence involving the
orchestra occurred in late 1941, when the Conservatory was
presenting a festival of American music, On December 7,
the final day of the festival, Howard Hanson directed a
concert of his own works. During the intermission of that
program, Dr, Riemenschneider appeared on stage and an-
nounced the Japanese attack on Pearl Harbor. The concert
was an excellent one in its own right, but the announcement
immediately seemed to give the occasion a rather special

atmosphere.2

1Phese figures were gleaned from The Grindstone, the
college yearbook, from the years 1933, 1940, 1942, and 1947,

2Dr. Delbert Beswick, personal interview at Berea,
Ohio, on May 20, 1970. Dr., Beswick, head of the theory depart-
ment, has been a member of the Conservatory staff since 1932,
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Band

Throughout the early years of its development, the
Baldwin-Wallace College band had ne#er had uniforms of any
sort. However, in 1932, the first year that the band was
directed by a faculty member, student interest in the or-
ganization seemed to take a decided leap forward. This
interest was related to the band's participation at athletic
events, not an unusual situation for that time. However,
even that type of interest was preferable to little or no

interest, According to an editorial in The Exponent in late
1932,

Our administration has deemed it wise to invest in
a bandmaster, Hitherto, the band has been a matter of
student initiative. At present it does not have a def-
inite date for rehearsal, nor is it equipped with any-
thing but instruments and music. An infant is nurtured
and encouraged until it has grown and become independent.
Uniforms are a necessary part of a band., Would we ask
our football team to wear tennis shoes? How thén can
we embarrass the members of our band who are striving
to build it into an independent organization, by asking
them to play on the field without uniforms? Would it
not be wise to furnish sufficient uniforms so that a
small band composed of the best players could be put on
the field at once? As the band grows it will be able
to take care of its own equipment, but at this early
stage its development must be carefully furthered and
it needs the impetus of a good start,!

The movement to get uniforms for the band gained
momentum through the winter and spring of 1933 and was
climaxed by a tag day on May 2, 1933. On this occasion,
the band played a concert for the student body in the college

chapel, followed by short talks from Richard Stocker, band

1vUniforms for the Band," The Exponent, November 8,
1932, p. 2.
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director, and Ray Watts, football coach. The tag sale that
followed was considered a financial succesé, assuring the
band that 1t would have uniforms for the ensuing y_ear.1

The first appearance by a Baldwin-VWallace Band in
uniform took place at the football game with John Carroll
University at Cleveland Stadium on October 6,-1933- The
membership of the band was larger than in any previous year,
the marching unit consisting of thirty players. According
to at least one account, the debut was a resounding success:

The bahd isl No deeper chord of patriotism was

struck in the hearts of the students than when the B-W
band, resplendent in its new uniforms, arrayed in mar=-
tlal lines, marched smartly under the gleaming lights of
the Cleveland Stadium. The long needed comgliment to the
strong Yellow Jackets team is here to stay.

However, it was not long before the band extended its
actlvities into the concert field. On March 17, 1934, the
Ohlo Intercollegiate Band Festival was held at Baldwin-Wallace
College. The guest director for the event was Harold Bachman,
director of Bachman's "Million Dollar Band", and an executive
of the Educational Music Bureau in Chicago. According to
Bachman, this "was probably the first intercolleglate event
of its kindiin the country."3 Six colleges--Baldwin-Wallace,
University of Akron, Oberliﬁ College, Kent State College,

Dana Musical Institute, and Vestern Reserve Uniliversity--

YuBand Tag Day Success," IThe Exocnent, May 13,
1933, p. 1. :

2Editorial, The Exponent, October 11, 1933, p. 2.

SQuoted from "College Bands at Festival in Berea,"
The Cleveland Plain Dealer, March 18, 1934.
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gsent their entire bands, each of which nlayed a short program
in the afternoon. Followlng dinner, an evening concert was
presented by an honors band ccmpriéed of selected performers
from the above mentioned bands, plus representatives from the
bands of Case School of Applied Science, Bowlling Green State
College, Ashland College, Miaml University, Ohio University,
Wooster College, and John Carroll University. In all 447
musicians from thirteen colleges partlcipated in this festi-
val, a 1andmark in the development of bands at Baldwin-
Wallace as well as in the college band movement in general.1

Following the resignation of Richard Stocler in the
summer of 1934, Cecil Munk became the next band director at
Baldwin~-Wallace as well as music supervisor at Berea High
School. Over the course of the next few years, the college
band continued to improve in both the concert and marching
aspects of its activities. In addition fo its concerts at
the college, the band rerformed several times on Cleveland
radio statlons.

One of the more memorable events from the mid-1930's
was the bandt!s trip to Syracuse, New York. The occasion was
the football game between Baldwin-Wallace and Syracuse Uni-
versity on October 12, 1936. According to Munk, who was
directing the B-W band at that time:

One ex@erienre I remember--well, you see, Dr, Wright

(president of Baldwin-Wallace) was a graduate of Syracuse
and he was anxious for us to play his alma mater in foot-

1"college Bands at Festival in Berea," The Cleveland
Plain Dealer, March 18, 1934. .
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ball. So we did, and the thing about the game was that
we beat Syracuse. We took the band and started out the
night before. Well, it rained-=-Jjust poured--all that
night and Saturday morning. We stayed all night at a
hotel not far from Syracuse. Saturday morning we read
the Syracuse newspaper, which sald that they were play~
ing Baldwin-Vallace, that small ministerial school down
in Ohlio where everybody either plays football or plays in
the band. Just llke magic, it stopped raining about noon
and the sun came out Just great. .They had canvas cover-
ing the field so 1t was in good shape. Our band went out
on the field and everything went Just perfect--the ceovnle
gave us a great hand. The Syracuse band went out on the
field--they were about twice as blg as our band--and they
got all mixed up in their formations and the conductor
had to go out and take them off the field.!

The bandsmen were quite impressed with the sportsmanship of
the Syracuse fans. Following the game, many of them stopped
members of the band on the street to congratulate them on

thelr fine performance as well as the victorious football

team.2

Throughout the next ten years, the band contlnued
%o build its reputation as a concert and marching unit. Like
all other student ensembles, 1t suffered a decrease in size
during the war years. However, by 1947, the membership had
3

grown bacl: to sixty-one. More than this, the band had
finally come of age, taking its place alongside the Conser-

vatory orchestra as a first-class instrumental ensemble.

1gecil Muni, recorded interview at liddleburgh
Heights, Ohio, on lay 15, 197>.

2uBand Enjoys Syracuse Trip," The Exoonent, Octo-
ber 15, 1936, p. 1.

3The Grindstone, 1947, p. 144,
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Lholix

A new choral group, the‘a caprella cholr, was organ-
1zed ét the Conservatory in the mid-1932's. Prior to 1937,
the only vocal ensembles other than the Bach Chorus were the
men's and women's glee clubs and the vesper choir. In addi-~
tion to their individual concerts, the glee clubs would oc-
casionally combine to form a mixed chorus. For the 1936-1937
school year, however, Cecll Muni was requested to form a
college choir of mixed volices. There were forty-nline men-~

bers that first year,1 a figure which grew to seventy-one in

1942, before the war took 1ts toll.2

Like other organizations of this type, the choir
at Baldwin-Wallace presented concerts at the college and
surrounding communities, and usually tookx one extended
tour each year. It also performed annually for the Bach

Festivals.

Bach Chorus

With the inception of the Bach Festivals in
1933, a chorus was established to prepare muslc for
performance'at the annual Festivals. Since membership
was comprised of both interested townssecple and stu-
dents, rehearsals were conducted weeily in the evening
to enable adults to attend. The chorus consistently main-

tained a large membership (generally between 100 and 150) in

1The Grindgtone, 1937, p. 48.
2Tge Grindstone, 1942, p. 56.
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keeping with the scope and performance practices of the
Festivals.l

Other New Ensembles

The Madrigal Choir, established in 1938 under the
leadership of Allan Schirmer, provided an opportunity for
advanced voice students to study and perform early motets
and madrigals.2

In 1939, the Piano Ensemble was formed as a require-
ment for all students majoring in piano performance. The
most common combination utilized'by the ensemble was the
piano quartet consisting of two pianos, eight hands. Since
a large portion of the music performed was comprised of
plano transcriptions of the standard symphonic literature,

members of the class also acquired a certain degree of

knowledge of orchestral music.3

Phji Mu Alpha Sinfonia

Beta Phi chapter of Phi Mu Alpha Sinfonia was in-
stalled at Baldwin-Wallace College on June 12, 1937,
Sinfonia, a national honorary music fraternity, is dedicated
to the advancement of the cause of music in America and to
the fostering of the welfare and brotherhood of students of

music.‘+

lihe Baldwin-Wallace College Catalog, 1935, p. 108,
2Thne Baldwin-Wallace College Cataloez, 1938, p. 105
JThe Baldwin-Wallace College Catalog, 1939, p. 10L.

%The Baldwin-Wallace College Catalos, 1937-1938, p. 110
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The Great Composer Festivals

Encouraged by the success of the Bach Festivals,
Riemenschneider conceived the idea 6f a second series of
festivals, to be presented in the fall of the year. Each
festival would be of two days duration and would feature
the works of a noted composer or group of composers. The
new series was inaugurated on November 30 and December 1,
1940 and featured representative works of Mendelssohn.1

Later fgstivals in this series featured music by
American composers in 1941, Mozart in 1942, Schubert in
1943, and French composers in 1944.2 However, the project

never seemed to generate the interest typical of the Bach

Festivals, Consequently, the 194& Festival marked the final

set of concerts in this series,

The Faculty

" During the period from 1932 to 1947, the instruction-
al staff at the Conservatory experienced a slow but consistent
increase in size. From a staff of fourteen for the 1932-1933
school year, the faculty grew to nineteen for 1940-1941,
twenty in 1942-1943, and twenty-four in 1946-1947. This
last figure represented fourteen full-time and ten part-time

teachers.3 Along with the numerical growth of the staff,

1selma Riemenschneider, History of the Bach Festjvals
P. 23.

2

" Baldwin-Wallace College Catalog, February, 1945,
p. 124,

INASM Annual Beports for 1940-1941, 1942-1943, and
1946-1947,
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there also was the constant effort on the part of the admin-
{stration to improve the quality. While many talented, com-
petent individuals served on the Conservatory faculty during
this period, certain persons stand out above the others.

George Poinar Joined the Baldwin-Wallace staff in
1938 as violin Instructor and director of the Consexrvatory
orchestra. He had earned his Bachelor of lusic and Master
of Music degrees at the University of Michlgan, where he
studied under Wassily Besekersky. Following this, he at-
tended the Juilliard Graduate School where he had been
awarded a violin fellowship. Whlle in New York, he also
studied conducting with Albert Stoessel. He spent two addi-
tional summers in Paris studying'violin with Georges Enesco.
Prior to his arrival in Befea, Poinar had served as head of
the music department at Whitworth College in Spokane, VWash-
ington. In addition, he was director of the Spokamne Sympho-
ny Orchestra as well as musical director for radlo statlons
KBA and KHA in Spokane,

Poinar's responsibilities at Baldwin-Wallace have
included the head of the string and ensemble department,
director of the Conservatory orchestra, and director of the
orchestra at the annual high school summer music cllnilcs.
Since 1952, he has been musicél director of the annual Bach
Festivals, a position in which he distinguished himself con-
siderably. He also presented numerous recitals throughout
northern Ohio, for which he received critical acclalm:

| Poinar next launched into Bach's Sonata No. 1 in G

Minor for solo violin. In this work in which the sololst
is so completely exposed, he achlieved an amazing richness
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and sonority. It seemed to be almost an orchestra one
heard and not just a single violin.

The highly ornamented style of playing was deeply
absorbing, not only for the technical and expressive
mastery that Polnar brought to it, but that aura of 1
spiritual kinship one senses at the B-W Bach Festivals.

Polnar was also in demand as cllinician and guest conductor
at state music festivals as far awaey as Virginia? and Iowa.3
He also served as orchestra director and violin instructor
for several summers at the Plymouth Rock Center of Music and

Drama at Duxbury, I-Iassachuse‘bts.4

The High Sch061 Summer Music Clin;bs

In the éummer of 1945, the Baldwin-Wallace Conserva-
tory of Music sponsored its first summer rusic ¢linic for
high school students. Conceived and founded by Cecil Munk,
professor of ﬁusic education at the Conservatory, the clinic
was organized to afford musical instruction and recreational
activities to talented young zeople. The ensemble activities
for this first clinic consisted of band and orchestia as well
as so0lo aﬁd ensemble experience. Director of the band was
Fredericl: C. Ebbs, at that time band director at the Hobart,

Indiana, High School. The clinic orchestra was conducted by

1Ethel Boros, "B-W Faculty Recital Is Splendid
Display," QOleveland Plain Dealer, January 39, 1967.

2"B-W's Georce Poinar Directs Virginia State
Orchestra," IThe Exponent, November 19, 1959, p. 3.

3Uniden"cified clipping in a file maintained by

¥rs. Dorothy McKelvey.

“"Poinar Ends Summer at Pl{mouth Center," The
Berea News, September 1, 1955, p. &4.
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George Poinar of the Conservatory staff, Other special
teachers that first year included Dall Fields, bassoon;
Ernest Manring, clarinet; James Doling, flute; Harlan
Thomas, cornet; Joyce Rowbotham, trombone; Roberta Calder-
wood, baritone and baton and flag twirling; Ruth Balitz,
French horn; and Alan Abel, percussion.1

Due to a shortage of string instrument players,
- the orchestra was discontinued in 1947, being replaced by
a chorus directed by Professor Munk, The orchestral phase
of the clinics was restored in 1957 and has remained a part
of the program ever since.2

In the years since its inception, the annual summer
event has offered high school students the opportunity of
performing undér some of the most successful conductors in
their respective fields, including: Band--Frederick C.
Ebbs, Alan Squire, Kenneth Snapp, James Neilson, and Frank
Battisti; orchestra--George Poinar, John Farinacci, Herman
Slayman, Bobert Klotman, Howard Boyajian, and Jaroslav
Holesavsky; and chorus--Cecil Munk, Varner Chance, William
McBride, John Robinson, Gerhard Schroth, Maurice Casey, and

R, David Johnston.3

Student expenses for the two-week summer sessions

1“150 High School Musicians Expected for Music
Clinic," The Exponent, June 13, 1945, p. 1.

2From publicity pamphlets distributed to high school
music teachers, 1945-1969, maintained in a notebook in the
Conservatory office, Berea, Ohio.

3Publicity pamphlets, 1945-1969.
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have increased steadily over the years, 1In 1945, the tuition,
room, and board amounted to $37.50 per student. This total
increased to $40,00 in 1947, $45,00 in 1951, $50,00 in 1955,
$55.00 in 1957, $70.00 in 1962, $75.00 in 1964, and $81,00 in
1966. In addition, a student could sign up for piano lessons
(two per week) in 1945 at the rate of 56.00 for four lessons.
This particular fee also increased gradually until 1966,
when the cost for four piano lessons amounted to a total of
$12.00.1

Overall, the summer clinics have been eminently
successful, The first few sessions drew students mostly
from the state of Ohio. However, by 1969, ithe surrcund-
ing states of Michigan, Indiana, and Pennsylvania were
well represented. According to Professor Munk, the Baldwin-
Wallace Summer Music Clinic is the oldest, continuous college-

sponsored program of its kind in Ohio.2

The War Years

At Baldwin-Wallace, as elsewhere throughout the
country, the demands of World War II were responsible for
some rather severe and immediate ad justments in the every-
day operation of the college. At the same time, college
officials made every effort to look beyond the war, in

keeping with President Roosevelt's statement that

lpublicity pamphlets, 1945-1969,

2Cecil Munk, personal interview at Middleburgh
Heights, Ohio, on May 15, 1970,
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it would be futile to win the war unless during
its winning we laid the foundation for the kind of
peace that will guarantee the preservation of those
aspects of American life for which the war is fought.

1

One of the first areas to undergo major changes was
the curriculum, From an overall point of view, the college
calendar was revised to faclilitate acceleration in the com-
pletion of degree programs. To implement this plan, semes-
ters were shortened to seventeen weeks and summers were
divided into two six-week sessions., This new schedule
enabled students qualified to pursue an accelerated program
to complete their degrees in two years and eight months.
The general plan called for the following breakdown of
credit hours: First year--16-17 credit hours per semester;
summer session--14 credit hours; second year--18 credit
hours per semester; summer session--14 credit hours; and
third year--18 credit hours per semester.2

Qualified students in the Conservatory were allowed
to pursue the accelerated program, but with certain condi-
tions, Public school music majors were urged to use the
summer sessions for completing the liberal arts require-
ments and fof continuation of the major and minor applied
music areas. In the bachelor of music program, with its
unique emphasis on performance, completion of the work within

the reduced time limitations was much more difficult.3

lQuotea from "The College and the Present Crisis,"
Baldwin-Wallace College Catalog, 1941-1942, p. 3.

2Baldnin-WallaQe College Catalog, 1941-1942, p, 102,
31bia.
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In addition to the accelerated program, the number
of course offerings was expanded to include subjects parti-
cularly relevant to the country's war needs. New courses
included meteorology and cartography, sea and air naviga-
tion,.special language courses, war sociology, institutional
management, and the special uses of photography during war-

1

time. Civilian-oriented courses that were available

included home nursing, first aid, and Red Cross work.2
Another contribution by Baldwin-Wallace to the war
effort was its.participation in the Navy College Program,
more commonly known as V=12, The purpose of the program
was the training of men in preparation for a commission in
the U, S, Navy., The unit ét Baldwin-Wallace was established
on July 1, 1943.3 Although the men participating in V-12
had their own educational program, they were also considered
students of the college and took part in the college activi-
ties whenever time would permit. The Navy program was dis-
continued in November, 1945,
Exclusive of the V-12 program, enrollment at Baldwin-
Wallace decreased dramatically during the war years, As
might be expected, the Conservatory likewise expérienced a

reduction in its enrollment (see Table 6).

lwp_W Reviews Its Part in the War," The Exponent,
December 16, 1942, p, 1, -

2Baldwin-Wallace College Catalog, 1941-1942, p, 3.

3“Navy Officers to Train at Baldwin-Wallace,"
Baldwin-Wallace College News Letter, March 1943, p. 2.
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TABLE 6

lear
19#0-4}
194142
194243
194344
194445
1945-46
1946-47

Fresh,
50
50
36
32
32 .
61
55

Soph.

29
30
29
14
24
36
45

Jdr,

19
19
19
10
13
28
29

Sr.

13
13
20
18
15

9
23

Total

111
112
104

7%

84
134
152




CHAPTER V

A PERIOD OF TRANSITION
1947-1951

When Albert Rliemenschneider retired as director
of the Baldwin-Wallace Conservatory of Music in 1947, there
was a general feeling at the school that the end of an era
had passed. Aithough such an appraisal was undoubtedly
tempered by subjective judgment, Riemenschneider's half-
century of service to the Berea ingtitution was a matter of
historical record. At the samé time, the framework had been

established which paved the way for future growth and de-

velopment.

Harold W, Baltz

Following an extended search by college authorlties
for a new director of the Conservatory, the positlion was
offered to ngold W. Baltz, Baltz, then at Cornell College
at Mt. Vernon, Iowa, accepted, arriving at Baldwin-Wallace
in time for the beginning of the 1947-1948 school year.

The new director was an alumnus of Cornell College,
where he had received the bachelor of arts and bachelor of
music degrees. Following this, Baltz was awarded the Lydia
Roberts Fellowship at Columbia University, which he attended
for two years, earning the master of arts in muslc degree.

He studied plano with Alexander Raab, Frank Mannheimer, and

105
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Toblias Matthay; organ with Harold Gleason, T. Tertius Noble,
and Carl Weinrich; and advanced conducting with Eugene
Goosens, Albert Stoessel, and Sir Adrian Boult. In addition,
Baltz attended the Westminster Cholr School for one~8ummer.1

Prior to his arrival at Baldwin-Wallace, Baltz had
served as director of the Cornell College Conservatory of
Music for twenty years. Whille at Cornell, he also conducted
the Oratorio Soclety in its annual appearances at the May
Muslc Festival at that school. At Baldwin-Wallace, in ad-
dition to his administrative dutlies, Baltz also directed the
Bach Chorus.2

In the summer of 1951, Harold Baltz resigned after
serving four years as director of the Consexrvatory of Music.
According to reports, he wished to relinquish his responsi-
bllities as an administrator in order that he might devote
all of his time to private teaching.”

Bullding and Equipment

Over the years, the inventory of instruments and
equipment was bullt up slowly but consistently. By the
1948-1949 scliool year, the Conservatory owned the following
instruments avalilable for use in instrumental classes: 25

clarinets, 3 flutes, 2 bassoons, 3 oboes, 1 English horn,

1Baldwin-Wallace College Bulletin (Leaflet Series),
Vol. 35, No. 1, October, 1947,
°1bid,

3"Cecil Munk Named B=W 'Con' Director," unidentified
clipping in a file mailntained by Mrs. Dorothy McKelvey,
college historian,



107

19 cornets and trumpets, 4 French horns, 15 trombones, 21
violins, 6 violas, 18 cellos, and 2 contrabasses. 1In
additlon, the school owned a Lyon and Healy harp; and 3
D trumpets and 1 viola da gamba, which were purchased for
use in the Bach Festivals. Other instruments at the Con-
servatory included 18 Steinway grand planos, a number of
grand planos of other makes, approximately 60 upright pilanos
in practice rooms, and a two-manual harpsichord built for
the Conservatory of Muslc by John Challis of Ypsilanti,
Michigan, ! |

Unfortunately, the most noteworthy occurrence regard-
ing the bullding during this perlod (1947-1951) was not one
of expansion or improvement, but rather one of destruction.
In late Februar& of 1948, a large portlion of the second and
third floors of the new wing were destroyed by fire. The
total financial loss was $45,000.00, including $30,000.00
damage to the building and $15,000.00 loss in ingtruments
and equipment. One of the instruments completely destroyed
was a three-manual organ formerly owned by Dr. Riemenschnelder,
which had been moved to the new wing only a few months prior
to the fire. Professor Baltz commented that had the fire
raged unnoticed ten minutes longer, it would have spread
into the maln auditorium, possibly destroying a good portion
of the entire building. Numerous practice pianos were also
damaged in the blaze. Until those instruments were all

replaced or repalred, various families in Berea owning

1Baldwin-Wallace College Cataloz, 1949, p. 123.
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planos opened up their homes to students wishing to main-

tain thelr practice schedule, !

Finances and Budgets
According to the annual NASM reports, operational

costs at the Conservatory experienced no significant changes

during the four-year period from 1947 to 1951 (see Table 7).

TABLE 7
CONSERVATORY BUDGETS, 1947-1951

Year Books Music Phono. New Eqguip. Total
Rec. & Main,

1947-48 § 88.96 $1894.522 $201.41 $4484.31  $6759.20
1948-49  2257.82  797.28 82.36  3763.66  6901.12
1949-50  863.66  946.25  101.22  2937.38  4848,51
1950-51  1963.80 754,18 25,00  3002.56  5745.63

8This figure included $1818.05 specified for defini-
tive editlons.

Faculty salaries constituted one area of Conserva-
tory expendlfures that showed a sizable increase during these
four years. The composite total for each of the years was as
follows: 1947-48, $61,204.00; 1948-49, §62,859,00; 1949-50,
$72,674.00; 1950-5t, $72,103.00. A significant fact regard-
ing the increased salaries was that the instructional staff

1"345,000 Fire Damages Con; Cause Is Unknown as
Wor¥ers Begin Repalr," The Exponent, February 25, 1948,
Pe . ]
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for 1950-1951 was smaller (24 teachers) than in 1947-1948
(26 teachers).‘

Student Enrolliment

| With the end of the war in 1945, the return of
military personnel to civilian life caused college enroll-
ments to lncrease dramatically. However, the sudden influx
of new students soon levelled off, permitting colleges to
return to a degree of normalcy. According to the annual
reports to NASM for 1947 through 1951, the Conservatory

enrollment followed this general pattern (see Table 8.)

TABLE 8
CONSERVATORY ENROLLMENT
1947=-1951
b — —  ——— — — — — — —— — ]
Year Music Non-ma]j. Spec. ® Prep.b Total
Major Stud. Dept.

1947-48 148 143 81 199 571
1948-49 169 94 85 165 513
1949-50 167 122 42 112 443
1350-51 150 116 71 152 489

85pecial students were liberal arts students who were
enrolled only for applied rmusic instruction.

bPreparatory students were chlldren from the commu-
nity who enrolled for private lessons at the Consexrvatory.
Enrollment records of this program were incomplete prior to 1947,

1R, R. Marshall, letter, January 14, 1970. Mr.
Marshall was asslistant treasurer at Baldwin-Wallace College
and stated that these all-inclusive figures are the only '
ones available,
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Faculty
The instructional staff at the Conservatory under-

went very llittle change during this four-year perlod. From
a total of twenty-six teachers (sixteen full-time and ten
part-time) in 1947-1948, the faculty decreased in size to
twenty-four staff members in 1950-1951, including fifteen
full-time and nine part-time 1nstructors.1

A newcomer to the faculty in 1948, Frederick C.
Ebbs was appoipted assoclate professor of wind instruments
and director of bands at Baldwin-Wallace. Ebbs received
his bachelor of school music degree at B-W in 1937 and the
master of music degree from thg University of Michligan in
1940, From 1937 to 1940, he served as instrumental music
teacher and band director at the Rittman, Ohio, publiec
schools., PFollowing the completion of his work at the Uni-
verslty of Michigan, he was appointed director of the Hobart,
Indlana, High School band, an organization with a reputation
for excellence among school performing ensembles. During
Ebbs' eight-year term at Hobart, the band maintained a per~
fect record at the national high school band championships.2

After arriving at Baldwin-Wallace, Ebbs lost no time
in developing the B«W band into a first-class marching and
concert unit, The marching band appeared on national tele-

Vvislon several times while performing at home games of the

lannual Reports, NASM, 1947-1948 and 1950-1951.

2'.I.‘he Exponent, September 28, 1950, p. 3.
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Cleveland Browns professional football team. The concert
band recelved acclaim from many authorities in the band
world, including Edwin Franko Goldman,' |

In 1954, Ebbs accepted a position as director of
bgnds at the University of Iowa, where he brought further
distinction to himself as well as the organizations he d4i-
rected. During his tenure at Iowa, the Unlversity Symphonic
Band toured the Soviet Union as part of the State Department's
Cultural Exchange program. In 1966, Ebbs left the University
of Iowa to become director of bands at the Indiana Unliver-
sity.

Ebbs was in constant demand as guest conductor,
clinician, and adjudicator throughout the midwestern part
of the country. He was highly respected by high school band
directors as well as hls colleagues at the college level.
Totally dedicated to his work, Ebbs spent many evenlngs each
week at his office, planning the band's activities wlth

meticulous care.2

His band performances reflected the pain-
staking atteantion to detall that characterized hls rehearsals .
Finally, Ebbs possessed a sense of humor that enabled him to
relieve a tension-filled rehearsal or encourage a downcast

student with equal ease.

lupublicity Release," Baldwin-Wallace College,
summer, 1954, in a file maintained by Mrs. Dorothy McKelvey.

21p14.
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Band

Under Ebbs' dynamic leadershlip, the band experi-
enced tremendous numerical and musical growth during the
period from 1948 to 1951, The membership grew from sixty
musiclans in 1948 to sixty-seven in 1949, seventy-seven in
1950, and seventy-nine in 1951.1 The marching band, through
its appearances before large crowds at football games, cap-
tured wide-spread attention soon after Ebbs' arrival at
Baldwin-Wallace. Ebbs lnaugurated the policy at B-W of
having the band return to the campus one week earlier in
the fall than the rest of the students. The purpose was
to take care of basic organizational procedures, asslgn
students to theilr positions in the marching unit, and to
perfect as many playing and marching fundamentals as time
permitted. With the resumption of the normal class schedule,
the band rehearsed three times per week.,

A feature of the marching band during the early
1950's was the commanding appearance of drum major Dick
Retherford, who was six feet, seven inches tall., In addi-
tion to his towering helght, Retherford, a stalwart per-
former on the college basketball team, possessed all the
necessary qualifications required of a drum major. He had
poise, physical coordination, and the leadership qualitles
that gained the respect of the band members. Over seven

feet tall with his bearskin shako, Retherford presented a

1These figures were obtained from The Grindstone,
1048, 1949, 1950, and 1951.
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striking figure strutting across the football gridiron in
front of the band.

The concert band under Ebbs' direction also attracted
attention for its precise playing and musiclanship. Perhaps
the high point for the concert organization during the 1348-
1951 period was the spring concert in 1950. Dr. Edwin Franko
Goldman appeared as guest conductor for the program, which
included Phddre by Massenet, Trauersinfonie by Wagner, and
"The Pines of the Applan Wa&" from The Pines of Rome by
Respighl. Cornet sololst for the concert waé Mary nelly, of

the Conservatory faculty, who performed Goldman's Schgrzo.1

Opera Workshop

Directed by Norman Green during the 1947-1951 perilod,
the opera workshop gradually expanded its working philosocphy
in order to rrovide students with a more comprehensive
experience in the field of opera. .

It is our belief that no one actually knows an opera
and, hence, his own role until he has participated in
every phase of its presentation. A student will learn
a leading role in one opera, and & comedy role 1in
another. He will conduct the ensemble for rehearsal of
one opera, and will act as stage, property, or lighting
maenager in another. Thus, upon completlion of the course,
the student is able to sing various types of 50198’ and,
if necessary, to stage a complete production.

According to Green, the most important points which
should be siressed in a college opera worishop included,

in order of importance, flawless memorization, diction

1ugoldman GConducts Here," The Exponent, May 4,
1950, p. 1. :

2

Baldwin-Wallace College Catalog, 19%9, p. 140.
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(particularly consonants), tone quality, interpretation, and
lastly, acting.! A1l productions presented by the workshop
were in English.

The workshop was open to any qualified student of
the college and was required of all bachelor of music stu-
dents majoring in voice. To avoid additional tuition for
the course, each student had to arrange for sufficient vocal
coachling outside of class to prépare him for mise~en-scene

when'he came to rehearsal.2

The_Organ Club

A new organization in 1949, the organ club was
established to supplement the private instruction progranm.
The format was.that of a seminar, covering the areas of
organ pedagogy, service playing, registration, andé a survey
of organ llterature. Members were glven additional practical
experlence by performing for the class, and current recital
programs were discussed and evaluated. The organ club was

required of all bachelor of music students majoring in organ.3

"B-¥W cn Parade"
A new serlies of annual concerts was initiated by
Baldwin-Wallace in 1949, Known as "B-W on Parade," the

programs were presented in Severance Hall, home of the

1Norman F. Green, "Problems and Progress of an Opera
Workshop," Opera News, April 25, 1949, p. 25.

2Baldwin-Wallace College Catalog, 1950, p. 141.

31vid., p. 144.
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Oleveland Orchestra. The "On Parade" serles was a college
project and not limited to the Conservatory of Music, How=-
ever, although a later program featured a presentation by
the drama department, the nature of the series was much
more conducive to musical concerts.! Conceived as & non=
profit venture, the programs were designed as a service to
interested alumnl and also to stimulate interest in BeW
among prospective students. Dr, Myron F., VWicke, founder of
the concerts, graduated from Baldwin-Wallace in 1930, began
teaching at the college in 1931, and served as dean of men
from 1943 to 1949.2

The expenses incurred in presentling "On Parade",
" 1,es, rental of Severance Hall, chartered buses, programs,
etc., were pald by patrons® donations and advertisements in
the programs. The college guaranteed any balance outstand=
ing. However, the patrons and advertisements more than
pald all the expenses for the first few years of the con=-
certs.? Tickets for the programs, although complimentary,
were requlired for admission due to limitations in the
seating capaclty of the hall, and were obtalned by con-

tacting the college public relations office.4

1cecil Munk, personal interview at Middleburgh
Heights, Ohlo, on May 15, 1970.

20 Annual B-W On Parade Begun in 1949," The Expo=
nent, April 19, 1962, p. 3.

3Cecil Munk, personal interview.

4Letter, Public Relations Office to alumni, April
19, 1949, in a file maintained by Mrs. Dorothy McKelvey.
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The first "B-W On Parade," presented on May 11,
1949, included the symphony orchestra directed by George
Poinar, the a cappella choir directed by Cecll Munk, and
the concert band directed by Frederick C. Ebbs. Among the
numbers performed by the orchestra were the Overture to
Qberon by Weber and The Swan of Tuonela by Sibelius. In-
cluded in the cholr's selections were the chorale from the
motet The Spirit Also Helpeth Us by Bach and Arkhangelsky's
The Day of Judrsment. The concert band performed the Secgopd
Suite in F by Holst and "Elsa's Procession' from Lohengrin
by Wagner.1 Portions of that program were recorded and la-
ter presented over radlo station WHK in Gleveland.2

The 1950 *On Parade" was particularly significant
because 1t coincided with the inauguration of Dr. John L.
Knight as president of Baldwineiallace College. Dr. Knight
was installed in ceremonies on the afternoon of May 12,
1950, with the concert belng presented that nlight at Sev=-
erence Hall.3 The performing groups for that program
included the symphony orchestra directed by George Polnar,
the choruses from Mu Phl Epsilon and Phl Mu Alpha directed
by Kathaleen Tigner and Camal Meena respectively, and the

concert band conducted by Frederick Ebbs,.

Tupy On Parade," program, May 11, 1949.

!

2upusic Grougs Featured in Pop Concert," Ihe
Zxponent, May 11, 1949, p. .

3Baldwin-Wallace Newsletter, Vol. XVI, No. 3,
Aprll, 1950, pe. 1.
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The 1951 "On Parade," presented on February 28,
1951, featured the concert band, the a cappella cholr, and
the performance of the Garden Scene from Faugt by Gounod.
Although the scene from the opera was performed by Cone-
servatory personnel, it was presented under the ausplces
of Sigma Lambda Alpha, French Honorary Fraternity.1 Ac=~
cording to Herbert Elwell, music critlic for the Plain

Dealer:

A lot of good talent was effectively engaged in
this condensed operatic excerpt. Polnar had excellent
control over the instrumental and vocal resources.

The vibrant soprano of Ann Stewart gave real pleasure
in Marguerite's spinning and jJewel songs. The glfted
faculty tenor, Gleann Schnittke, sang portlons of the
Faust role in a warmly sympathetic style. 4And the
parts of Dame Martha, Siebel, and Mephlstopheles were
respectively done by DelMaris Marks, Marjorie Donaghy
and Melvin Hakola in a creditable manner,

Generally, the "On Parade!" series achleved 1its
original purpose=-to rekindle glumni interest in the col=-
lege and to stimulate interest ln prospective students.
The concerts also provided Conservatory performing groups
with the opportunity to play in Severance Hall, an exper-
ience in itself,

v

Tup-w on Parade," program, February 28, 1951.

2Herbert Elwell, "Baldwin-Wallace Concert Combine
Lively and Good," ZIhe Plain Dealer, March 1, 1951,



CHAPTER VI

CARRYING ON THE TRADITION
1951-1967

‘The sixteen years comprising the administration of
Cecll Munk as director of the Conservatory were marked by
slgnificant developments in several areas. Both student
enrollment and Conservatory faculty experlenced considerable
numerical growth; speciallzed curricula were established
withlin existing degree programs; and performing organizations
continued to glve evidence of greatér musical maturity. One
of the most exclting muslcal developments was the establish-
ment of the Great Artist Serlies; and in a different vein,
Jazz finally made its debut at the Conservatory under the
auspices of Phi Mu Alpha Sinfonia. Also during the period
from 1951 to 1967, several searching studies were conducted
at the school by outside agenclies. The Kulas Musical Arts
Bullding was completely renovated, a project made possible
through the generosity of the Kulas Foundation. Perhaps the.
most significant event, however, was the realization that |
complacency and self-satisfaction are dlametrically opposed

to the concept of growth and progress.

Cecll W, Munk

The period of years from 1951 to 1967 culminated

Cecll Munk's career of dedicated service to the muslic education
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profession. His formal training lncluded a diploma
from the Cincinnati Conservatory of Muslc, the Bachelor of
Science degree from Miami University at Oxford, Ohlo, and the
Master of Arts degree from Western Reserve University in
Cleveland., Prior to his arrival at Baldwin-Wallace in 1934,
Munk had taught in the public schools in Wellsvlille and
Richland County and Girard, all in Ohio.'

During hls thirty-three years at the Conservatory,
Munk served as professor of muslc educatlon and as director
of the following organizations: Band, a cappella cholr, the
brass choir for the Bach Festlivals, and the Bach Chorus.
Other developments for which he was responsible iIncluded the
Summer Music Clinic for high school students, organization of
the local chapfer of Phl Mu Alpha Sinfonia and establishment
of the student chapter of the Music Educators National Con-
ference. He also devised the original rules and regulatlons
for the annusl Inter-fraternity Sing, an all-college event, 2

Y¥hile serving as director of the Conservatory, he
initiated the Great Artist Series. Munk was also quite active
in professional organizations, including the Ohio Music Edu-
cators Association, Music Educators National Conference, and
the National Association of Schools of Music, serving on the
Curriculum Commission of NASM from 1956 to 1958.3

1"Cecil Munk Named B-W 'Con' Director," unidentified
clipping maintained in a file by Mrs. Dorothy McKelvey.

2uMunk Reflects on B=-W Years," The Exponent, Febru-
ary 10, 1967, p. 5.

3Cecil Munk, personal interview at Middleburgh Helghts,
Ohio, on May 15, 1970.
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Munk's success in the field of music education and
the respect which he ultimately earned from his students was
best summed up by Frederick Ebbs:

Munk was a first-rate music educaticn man in all
respects. When he came to B-W in 1934, he was an excel-
lent vocalist and verformed at various churches in the
area with great success. He was & fine musician but
because his duties demanded so much of his time he was
unable to practice and scon gave up all performance.
Within a few years, few remembered that he was ever a
verforming musician. The fact that he was a musician
as well as an administrator cf real capabillty accounts

in n¢ small way for the remariable succes? cf the B-W
Conservatory through the '50's and '60's.,

Faculty

buring Munk®s administratlon, the instructional staff
increased from twenty-five instructors (fifteen full-time and
ten part-time) in 1951 to thirty-three (eighteen full=time
and fifteen part-time) in 1967. Although that represented a
rather moderate numerical gain, it constituted an épproximate
33 per cent increase in the total staff,?

Of the new faculty members during the 1951-1967 period,
Kenneth Snapp made a particularly significant contribution to
the Conservatory!s musical stature beyond the northern Ohio
area. When Ebbs departed in 1954 to assume his new position
at the University of Iowa, Snapp was appointed director of
bands at Baldwin-Wallace. He received his bachelor'!s
degree from the Uni#ersity of Miami in Florida, the

master!s degree from the University of Michigan, and the

1Frederick C. Ebbs, personal letter, August, 1970. .
aggnual Reports, NASM, 1951=1967,
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doctorate from Indliana University. Prior to his appointiment
at Baldwin-Wallace, Snapp taught in public schools in Florida
and Missourl and served for a number of years on the staff of
the Natlional Muslic Camp in Interlochen, Michigan.1

Dr. Delbert Beswlck, head of the theory department,
joined the Conservatory staff in 1932." However, he embarked
on a project in the early 1960's that captured wide-spread
interest. The work conslisted of a study of the native dance
muslc of the Alaskan Eskimo. Recelving a sabbatical leave
for the 1963-1964 school year, Beswick spent that time in
Alasks recording literally hundreds of dance songs.2
Although the staggering task of transcribing the tapes into
Western muéical notatlion occupled the next several years,

the project was nearing completion in 1970.3

The Congervatory Student

Reports of student enrollment at the Conservatory
showed that the registration of full-time music students
increased from 138 in 1951-1952 to 237 in 1965-1966.4 Other
classifications of students (non-music majors and preparatory
students) fluctuated up and down, but the overall trend was
one of status guo rather than of significant lncrease or

decrease in the enrollment.

1"New Music Head," The Berea News, August 27, 1954.

2Memorandum, from Dean Fred E. Harrls to the faculty
and administration, May 6, 1964.

3Dr. Delbert Beswick, personal interview at Berea,
Ohio, on May 20, 1970.

%pnnual Reports, NASM, 1951-1966.
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The problem regarding the lsolation of the Conserva-
tory student from the rest of the college remained as unsol-
vable as ever. By the late 1950's, the sltuation recelved
attentlon in the college newspaper in a serles of articles
devoted to the arts on the B-W campus. In addition to music,
other areas discussed in the column were radio, publications,
writing, art, and drama. The column on music defined the
problem as a "spiritual disunlion" existing between the lib-
eral arts and music schools at B-W. The article criticized
three segments of the college community: The Conservatory
faculty was accused of belng narrowminded by excluding jazz
and other forms of popular music from the content of the
music curriculum; the Conservatory student was criticized
for isolating himself in the "Con" and not learning more
about life outside of music; the liberal arts student was
chastlsed for not taking the opportunity to visit the Conser-
vatory, sit in on rehearsals, and/or take any of the muslc
courses provided for non-music majors.1

While each one of those criticisms undoubtedly con-
talned elements of truth, the solution to such problems
necessitated the changing of attitudes as well as certain
mechanies of the curriculum., Although no apparent action
was taken to implement the suggestlons in the article, per-
haps public recognition of the problem was in itself signi-
ficant.

1"As Seen from Here," The Exponent, April 23, 1959,
P. 2. o
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A similar column appeared in the tabloid eight years
later, but this time in a tone much more sympathetic to the

muslic student.

More than any other group of academic aspirers, their
gaze is fixed on a sole purpose--musical excellence. In
the conservatory, there 1is no room for indolence, apathy,
or convenient excuses. "Mickey Mouse" is a word one will
seldom hear echolng in its hallowed corridors; its atmos-
phere is awesome, almost austere; its vold 1s filled with
students in anticipation of that golden day of musical
gratification when conducting and glee clubs_ are over,
but when musical careers are Just beginning.

Student Expenses and Scholarships
The tultion for the period from 1951 to 1967 increased

slowly but consistently. Through the 1957-1958 academic year,
the tuition for the bachelor of music {B.M.) curriculum ran
from $50 to $75 per year more than for the music education
(B.M.E.) curriculum. To 1lllustrate, the B.M. tultion in
1952~1953 was $645 for the year, as compared with $570 for
the B.M.E.2 By the 1957-1958 academic year, the costs had
increased to $675 for the B.M. and $630 for the B.M.E.° In
the 1958-1959 session, the tultion became standardized for
both curricula, amounting to 775 that year.4 For the next
eight years, the tultion increased by an average of $96.25 per
year, culminating at the figure of 41,545 for 1966-1967.5

1"B-W's Conservatory Looms Big on Campus," The Expo-

nent, May 19, 1967, p. 4.
2Baldwin-Wallace College Catalog, 1952=1953, p. 119.

3Baldwin-Wallace Collese Catalopg, 1956=1958, p. 115.

4Conservatorz of Music, 1958-1959, p. 11.

5Baldwin-Wallace College Catalog, 1966-1967, p. 153.
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Other expenses underwent simllar increases during
that sixteen~year period. Room and board rose from ;3540 in
1952-1953 to %870 per year in 1966-1967. The fee for student
teaching increased to $60 in the 1961-1062 academic year.
Finally, the student aétivities fee increased from $19.50 in
1951-1952 to $93 in 1966-1967.

Along with the growing cost of attending Baldwin-
Wallace, scholarship ald was also increased. The bachelor
of mgsic scholarships, financed out of the Fynette H. Kulas
Scholarship Fund, remained at 3800 (%200 per year) through
the 1955~-1956 school year.2 In 1956-1957, the amount was
increased to $1,000; in 1958 to $1,600; in 1961 to ¥2,000;
and in 1964 to {53,200.3 As before, scholarships were avall-
able only to incoming freshmen, the amount of the grant being
divided evenly over the reclplent's four- or five-year resi-
dency. The scholarship was renewed automatically each year
providing the student maintained a "B" grade average.

Scholarships for music education students were also
increased periodically, although the amounts generally re-
mained $200 to $600 less than the Kulas grants. In addition,
several new scholarship funds were made available during the
1951-1967 period, one of which was the Presser Foundation
Scholarship, first offered in 1958. In the amount of $350

per year, 1t was awarded on the basis of financlilal need, with

'Balawin-ilallace College Catalog, 1966-1967, p. 153.
2Baldwin-Wallace College Catalog, 1954-1956, p. 116,
3Baldwin-Wallace College Catalog, 1965-1066, p. 149.
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preference given to students tralning to be teachers.1 The
amount of the Presser Grant was increased to #400 for the
1961-1962 acadenic year.2 The Mrs. Sophia Schlather Schol-
arshlp, also established in 1958, provided aid for outstand-
ing music students from an endowment fund of 2}30,000.3 In
1964, a new scholarship, the Hazel Gilbert Meﬁorial Scholar-
ship, was established providing a grant of 4200 per year to

a promising plano student.4

Building,and Equipment

Early in 1958, the Baldwin-Wallace Conservatory of
Music again became the benefactor of a substantial gift
from the Kulas Foundation of Cleveland, in the amount of
$152,000. Of the total figure, 3500 was assigned by the
Foundation for the purchase of student tlckets for musical
events in Greater Cleveland. The balance of the gift was
allocated for a complete renovation of the interior of the
Kulas Musical Arts Building.>

Architects for the project were Heine, Crider, and
Williamson of Berea, the construction work being done by the

Sam W. Emerson Company of Cleveland. The work, started on

1Gonservatorx of Music, 1958-1959, Baldwin-Wallace
College Bulletin, p. 1t.

2Ba1dwin-Wallace College Catalog, 1961-1962, p. 137.

3Conser\ratorx of Music, 1958-1959, p. 11.

4Baldwin-‘dallace College Catalog, 1264-1266, p. 150.

5"Foundation Gift Makes Posslible Renovation of Xulas
Building at Cost of $260,000," The Exponent, April 3, 1958,
Pe Je : '
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May 26, 1958, was concentrated in four areas of the bullding:
(1) The heating system was converted from coal to gas; {2)
the Fanny Nast Gamble auditorium was completely renovated,
including acoustical improvements, new seats and flooring,
draperies, painting, and work on the stage; (3) the Kulas
Chamber lMusic Hall was treated'acoustically and repainted;
(4) the halls and practice rooms were soundproofed, and panic
hardware was installed throughout the building.1 The total
cost of the project was $260,000, the balance in excess of
the Kulas grant belng financed by the college.

The single most extenslive phase of the renovation
involved an entirely new acoustical plan for the audltorium.
Designed by Dr. Heinrich Keilholz of Hamburg, Germany, inter-
nationally recdgnized acoustical engineer, the project
featured thirty plexiglass pamnels suspended from the ceiling
over the stage, thereby providing an intermediate sound shell
over the performance area. Also, plastic-covered foam rubber
was installed on the upper walls to further reduce any echo.
Following the completion of work, Keillholz tested the acous-
tical properties by tape-recording various sounds, including
a8 bass drum, a piccolo, and the sharp report of a pistol,
from different points in the auditorium. The most convincing
experiment came near the end of the testing program when a

message whispered on the stage was clearly audible from the

last row in the balcony.2

1"Renovation of Kulas Musical Arts Bullding Scheduled
to Begin May 26," Baldwin-Wallace Alumnus, Spring, 1958, p. 5.

2Program; Re-dedication of the XKulas Musical Arts

Building, March 1, 1959, p. 7.
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Other improvements to the audlitorium included the
installation of new seats throughout the hall, and an or-
chestra pit, constructed to facilitate opera performances
and other musical produetions.1 |

The chamber muslc hall also recelved acoustlical
treatment. Convex circles of hollow plastic were applied
to the surfaces of the front and rear walls of the hall,
the side walls receiving segments of plastic cylinders of
various sizes. The purpose of the different treatment of
the walls was to diffuse the sound throughout the room more
completely.2

Elsewhere in the bullding, sixteen teaching studlos
and seventy practice rooms weré equipped with sound-proof
walls, new paint, and new lighting fixtures. The five
classrooms as well as five faculty offices in the bullding
were also renovated and sound=-proofed. Fluorescent.lighting
was installed in the corridors throughout the Conservatory.
In addition, wood panelling was added to the main corrldor
Just inside the vestibule, highlighted by a dedicatory plaque
in memory of Mr. and Mrs. E. J. Kulas, >

The first concert presented in the renovated audl-

torium was a faculty recital by Esther Pierce, celllst,

William Hebert, flutist, and Guilford Plumley, planist, on

TvPhe New Kulas Musical Arts Building," Baldwin-
Wallace Alumnus, Fall, 1958.

27p14.

2Ibid,
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October 18, 1958. Formal re-dedication ceremonies were con-
ducted on March 1, 1959. On that occasion, the Cleveland
Orchestra under the direction of George Szell presented a

-specilal concert with Rudolph Firkusny as plano soloist.

Ceremony of Dedication . « « « « « o « Dr. Alfred Bonds

Symphony No. 93 in DmajJor « o e.o ¢ o « » « « « o Haydn

Concerto for Plano and Orchestra
11'1 E"'flat major, K. 271 ) [ ] ° [ L] ® [ L] .

e o Mozart
Symphony No. 6 in F major, Op. 68 . « + & « & Beethoven'
Subsequent grants from the Kulas Foundation made
possible other valuable additions to the Conservatory of
Music. 1In 1959, a total of $15,500 was received, $15,000 of
which was specified for new instruments and chairs. The re-
maining $500 wés allocated for tickets to musical events in
the Cleveland area. Deslignated as the Kulas Student Ticket
Fund and funded on a year-to-year basis, the purpose was the
elimination of financial obstacles involved with attending

performances by prominent artists.2

In 1964, the Conservatory received $18,355 from the
Kulas Foundation for the purchase of practice organs.3 Three

years later, the Foundation donated $17,650 for the establish-

1program, Re-dedication of the Kulas Musical Arts
Building, March 1, 1959,

2ukulas Foundation Gives Instruments to Conservatory,"
June, 1959, unidentified clipping in a file maintained by
Mrs. Dorothy lMcKelvey.

Jugulas Foundation Grants Reach $176,134 Mark,"
February, 1964, unidentified clipping maintained in a file
by Mrs. Dorothy McKelvey.
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ment of a listening laboratory. VWhen completed, the labora-
tory included a master console and thirty student booths,
each equipped with tape recorder-player, earpnones, and mi-
crophone. The primary objective of the laboratory was to
facllitate and supplement theory instruection, particularly

in the areas of ear-training and dictation. !

Conservetory Studies and Evaluztions

During the course of iunk's administration, the Con-
servatory and lts program were the objects of several evalua-
tive studies. Deslgned to exarine the effectlveness of the
day-to~-day operation of the muslic department, the reports of
the studies provided the groundwori for future additions and

improvements.

Self-study Project, February, 1965

The primary purpose of the self-study project was
the accurmlation of informatlon in preparation for a visita-
tion by the KWational Association of Schools of lusic. In
addition to an appraisal of the curriculum, the design of
the study was generally concerned with the goals of the Con-
servatory, long-term faculty selection and development poli-
cies, the relationship of the Conservatory program to local
and national nusic scenes, and the degree of integration of

the music program with the related arts.2

"ngon Receives Gift for Lab," The Exvoneant, January
27, 1967, .p. 3. - . .

20utline of Study Project, Baldwin-ilallace Conserva-
tory of Nusic, February 23, 1965, p. 7.
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The final report of the study lncluded a complete
Inventory of instruments and equipment, definitive statements
on the background of each staff member, a schedule of musi-
cal events for the precedlng three years, and a 1is£ing of
the major changes and additions to the Conservatory program
from the preceding decade, Numbered among the items in the
last category were the Great Artist Serles, a greatly expand-
ed reference library of muslcal scores, the faculty string
qua:tet and woodwind quintet, and increased activity in the

small ensemble program for students. !

National Association of Schools of Music Visitation

In early April of 1965, the Conservatory of Muslc
was visited by a committee from NASM consiéting of LaVahn
Maesch and Thomas Gorton. While in Berea, the men conferred
at length with Munk as well as with members of the college
edministration. They attended a student recital and re-
hearsals of the major performing organizations. Insofar as
was possible, each Conservatory staff member was visited
during the course ¢f a class or lesson.

In general, the committee felt that the degree pro-
grams conformed to the recommendations of NASM, The applied
music requirements for music education majors exceeded the
NASM suggested program by seven to nineteen quarter hours
over the four-year perlod. At the same time, the report

stated that a more comprehensive approach to muslc hlstory

loutline of Study Project, p. 2.
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end literature would be advisable. The commlttee questioned
the value of the freshman conducting class, suggesting that
most students did not have sufficlent background in the
freshman year to do Justlice to such a course.1 A more gen-
eral criticism was concerned with the fact that the programs
tended to be too rigidly presciibed. While acxkxnowledging
that all programs seemed to be carefully planned, the visi-
tation team suggested that

it would be better, and more consistent with contempor-
‘ary educational practice, to indicate the minimal re-
quirements, and to encourage the student, with the help
and advice of his advisor, to plan his program in a
more imaginative manner consistent with his own develop-
ment. . . o« We obviously cannot and do not want to
eliminate requirements, but we have also discovered that
we cannot educate a person simply by leglislatling and
stipulating the precise work he must cover. The greater
freedom of choice within a program which has strong but
minimal requirements, the more exclting potential the
program will have.? -

Overall, the Gorton-Maesch report appraised the
strengths of the Conservatory program as follows:

1. The lower division theory program.

2. The quallity of the performing organlizatlons:
the orchestra, the choir, the band, and the
brass ensenble.

3. The applied music teaching, particularly in the
area of orchestral instruments.

4, The Bach Library. |

5. The Academic~Cultural Events program.3

Among the recommendations for improvements, consider-

able stress was given to the creatlon of a graduate program

1Thomas Gorton and LaVahn Maesch, Visitatlon of
Baldwin-Viallace College, NASM Report, April 8=9, 1965, De Te

2Gorton-Maesch Report, p. 8.

31bid., p. 5.
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in muslic, encompassing a master's degree 1n the areas of
music education, applied music, and musicology. The reasons
for this suggestion were fourfold: (1) No other school in
the Cleveland area served this function in a comprehensive
manner; (2) the college was already involved in graduate
work in the law field, thereby creating a precedent; (3) the
college had "magnificent library resources in certain perlods
of music literature" and could round out its collectlon with
a minimum of difficulty; (4) the Conservatory had a strong
faculty and a tradition of excellence.1

It was further recommended that the music history
and literature area be strengthened by the addition of at
least one faculty member., Also, greater conslderation was to
be allotted to the general student through the addition of
music courses employing the huménitigs approach. Greater
provision was recommended for advanced courses in the history
and literature field for nmusilc majors.2

In the theory department, while the lower division
was consldered quite strong, it was felt that the addition
of a practicing conposer would greatly enhance the overall
program. Dr. Beswick, head of the department, although
doing highly commendable work, was said to be in need of
additional help in the field of composition and upper division

theory.3

1Gorton--Maesch Report, p.5.

2Ipid., p. 6.
31pid.
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If and when a graduate program should be instituted,
a definite need was indicated for the addition of a research-
oriented faculty member in the field of muslc education.

In conclusion, the report stated that the Conserva-
tory had made significant contributions to the whole area of
undergraduate music education; however, there seemed to be a
danger of complacency and self-satisfaction,.of turning in-
ward instead of outward for inspiration. To avoid that type
of situation, the committee suggested

a renewal of philosophy which will carefully examine
tradition and custom, re-evaluate the entire purpose
of the conservatory in the light of the college's di-
rectlons and ambltions, and energize its curricula and

physical plant so that they can constantly adjust them-
selves to the needs of today and tomorrow.

Moore-Gorton-Britton Report
At the request of President Alfred Bonds, a committee

consisting of Earl V. Moore, Thomas Gorton, and Allen P.
Britton visited Baldwin-Wallace College on May 17-19, 1965,
Although the report of that visit was evaluative in concept,
its approach was considerably different from the NASM report
of a month earlier, primarily to avold a duplication of ef-
fort. While the NASM evaluation was largely concerned with
the specific status of the Conservatory program at that
particular time, the Moore committee made an effort to deal
directly with the greater issue of the future of the Conser-

vatory of Music.2

1Gorton-Maesch Report, p. 2.

2Earl V. Moore, Thomas Gorton, and Allen P. Britton,

Regort to the President of Baldwin-Wallace College, July 13,
1965, Baldwin-Wallace Conservatory of luslc, Berea, Ohlo.
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In view of the all-inclusive scope of the report,
certain problems existing in the Conservatory at that time
were noted. There were too few string players enrolled at
the school to provide for the varlous orchestral services.
That condltion resulted in consliderable pressure on string
students for dual or triple participation in ensemble per-
formances. The report alsc recognized that, although the
music library was a potentially good one, 1ts resources
were not being fully utilized. Flnally, the Moore committee
agreed with the NASM evaluation in that members of the Con-
servatory'faculty tended to speak of the future in parochial
terms. However, the commlittee also receilved the impression
that the faculty would be quick to cooperate in the develop-
ment of future plans.1

The major portion of the Moore report was oriented
toward the development of an entirely new type of instlitu-
tion, one which could conceivably fulfill the educatlonal
needs for the ensuing twenty or thirty years. The crux of
that approach centered around the establishment of a fine
arts program embracing music, art, and speech and the theater
arts. Such a program was to be designed so as to fulfill the
needs of the general college student as well as those students
majoring in one of the arts.

The college graduate who has not developed a sensi-

tivity to the performing and visual arts ls, 1in a very

real sense, only half-educated. He wlll live out his
life in a culturally-deprived fringe area, unaware of

1Moore-Gorton-Britton Report, p. 1.
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the riches he might have enjoyed. The role of the
liberal arts college requires a family responsibility
among _  the several disciplines to provide this enrich-
ment, .

Within this general framework of thought, the report
proceeded to outline (1) a possibility for the administrative
organization of such a program and (2) a rather definitive
plan for a fine arts complex, a physical plant which would
house the prescribed program. The committee was quick to
acknowledge that this two-pronged approach would be extreme-
ly expensive, perhaps prohibitively so, Nevertheless, plaus
designed to serve the needs of the future rather than the
past also were best calculated to stimulate the imsginations

of all people concerned, lncluding those who might provide

financial support.2

Along with this rather broad approach to future con-
silderations, the committee also made recommendations specl-
fically related to the Conservatory. Immediate attention was
to be given to the development of more muslec courses designed
for the general college student., The recrultment program for
prospective music majors, Jjudged as weak at that time, was %o
be strengthened, particularly in the area of string instru-
ment performers. One related suggestion was the expansion of
the existing scholarship program, thereby enhancing the come
petitive status of the Conservatory with other music schools.

Finally, it was recommended that the Conservatory make plans

1Moore-Gorton-Britton Report, p. 1.
2Ibid., p. 4. '

[ — = — ]
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for increasing its enrollment over a iten-year period to in-
clude aporoximately 400 music majors and from 200 to 300
students from other disciplines. Such a move would enable
the Conservatory to provide adequate laboratory experiences
for all students without placing undue pressure on people be-
cause of a paucity of certain instrumentalists.

There was no indication that the studles Jjust reported
brought about any immediate concrete changes in the daily op-
eration of the Conservatory program. However, certain goals
were accomplished. PFirst, there was mutual recognition that
specific problems did indeed exlst, which, unless corrected,
would be detrimental to future progress. Concomitantly, the
Conservatory administration and staff were awakened to the
fact that complacency and self-satisfaction have no place
within an institution engaged in competing for students of a

high academic and musical caliber.

Great Artist Serles

One of the legacies of the Cecil Munk adminlistration
to the Conservatory of Music was the Great Artist Serlies at
Baldwin-Wallace. According to Munk, the impetus for the
serles was created by the need for outside stimulation to
the faculty as well as the students. Without a graduate
program, and with prospects rather dim for acquliring one in
the forseeable future, positive steps were essential to stir

the lmaglnation of the entire Conservatory family.

1Moore-Gorton-Britton Report, p. 5.
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Consequently, in 1963, Beveridge Webster, distinguished
concert planist, was invited to Berea to perform and conduct
master classes at B-w.1

The project, because of 1ts lmmedlate success, was
made a permanent part of the Conservatory program, financed
through the regular operating budget. By 1970, a plan was
in operation whereby the total figure allotted for the Great
Artist Series was divided between the various departments of
the Conservatory, each of which made proposals for the ex-
penditure of the fund. Since 1ts lnceptlion, visiting artlsts
have included Raphael Bronstein, strings; Arthur Polster,
orgen; the late Ralph Ulanovsky, volce; Vincent Persichettl
and Aaron Copland, theory and'coﬁpositlon; Joseph Glingold,
violin; and Leonard Greenhouse, cello.2

For each visit, the artist remalned in Berga for a
perlod of one to three days. During this time, he presented
a recital open to the public and conducted master classes
for Oonservatory students. The master classes were in ad-
dition to the normal schedule, at no extra cost to the stu=-
dents. Individuals majoring on the instrument of the
visiting artist were required to attend, although the
entire Conservatory famlly was invited. According to Scharf,
the biggest problem of the visiting artlist concept was the
difficulty of weaving the project into the total fabric

1cecil Munk, personal interview at Berea, Ohlo, on
May 21, 1970.

2Dr. Warren Scharf, personal interview at Berea,
Ohio, on May 19, 1970.
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of the Conservatory. That is to say, plano students heard
Webster, organ students heard Polister, etc., rather than all
music students realizing that each one of the artists had
something to contribute to all musicians.1 In summary,
although the effectiveness of the Great Artist Series varied
from one person to another, the projedt as a whole added a

valuable new dimension to the Conservatory program.

Performance Organizations

During the period from 1951 to 1967, the performance
ensembles at the Conservatory continued to build on reputa-
tions already well established., In addition to groups al-
ready in existence, the men's and wbmen's glee clubs were
reorganized and the brass choir was formed. In the late
1950's and early 1960's, Phi Mu Alpha Sinfonia sponsored a
series of Jazz workshops, the first programs of that type

in the history of the Conservatory.

Orchestira

Under George Poinar's direction, the orchestra con-
tinued lts steady, somewhat unheralded, rate of progress. As
had been the situation in the past, there never seemed to be
an adequate supply of string players. However, competent
performers from surrounding communities Joined with the
orchestra occasionally, thereby providing a service to the

college as well as an outlet for thelr own enjoyment. Also

1Dr. Warren Scharf, personal interview,
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Poinar adopted a policy which consisted of having all fresh-
man violinists play viocla thelr first year in orchestra.
This constituted a valuable experience to the performers as
well 2s alleviating a persistent problem.

In 1952, James Lerch was appolnted asslstant orches-
tra dlrector, providing Poinar with some much-needed help.
Lerch came to Baldwin-Wallace from Winston-Salem, North
Carolina, where he had been musical director of the Winston-
Salem Symphony and head of the string department at Salem
College. In addition to his work with the orchestra, Lerch
was also asslstant professor of violin and theory.1 When
he left Berea in 1964, Howard_Boyajian, of the Conservatory
string department, became Poina:;s assistant.

Although the smallest of the major performing
ensembles at Baldwin-Wallace, the orchestra maintained an
extremely rigorous schedule, including operatic productlons

and the Bach Festivals as well as its own concert schedule,

Choral Organizatlons

In much the same manner as the orchestra, the a
cappella choir maintained a rather unostentatious existence
at the Conservatory. However, that was ln no way a reflec~
tion on the quality of its work. In the spring of 1953,
the choir, then under the directioh of Varner Chance,

accepted an invitation to perform for the North Central

lwB-W Symphony to Play in 'New' Auditorium," uni-
dentified.clipping, presumably from the Berea News, maln-
tained in a file by Mrs. Dorothy McKelvey.
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Division of the Music Educators National Conference in
Milwaukee, Wisconsin, The cholr expanded that irlp into
a concert tour, performing at several large churches in
metropolitan Chicago as well as at high schools in the
Chicago and Milwaukee areas.1

One problem which confronted fhe cholr during the
1951-1967 period was the frequent change of dlirectors.
Included in the succession of conductors were Varner Chance,
1951-1956; Willlam Jack McBride, 1956-1958; John C.
Christian, 1958-1960; John D. Robinson, 1960-1963; Maurice
T. Casey, 1963-1967.2 Regardless of the individual quali-
ties of these men, the persistent rate of turnover undoubi-
edly had an adverse effect on the éholr's progress.

In the fall of 1962, the men's and women's glee
clubs were re-established at Baldwin-Wallace. Thls marked
the first appearance of these organizations since 1936,
when thev were disbanded with the formation of the a cappella
choir. The primary reason for the reorganization in 1962

was to provide choral opportunities for general college

students.3

Brass Cholr

A new instrumental ensemble, the brass cholr, made

Tuy Cappella Awalts Trip to Milwaukee, Mldwest
Concerts," The Exponent, April 3, 1353, p. 1.

2Baldwin-ﬂallace College Catalogs, 1951-1967.

~ 3"Con Porms Glee Clubs," The Exponent, November
8, 1962, p. 2. .



141

1ts debut at the Conservatory of Music on November 21, 1954,
There had been a brass choir for many years prior to that
time, but the sole objective of thét group was the perform-
ance of Bach chorales during the annual Bach Festivals,
Founded and directed by Alan P. Squire, assistant professor
of music at the Conservatory, the new organization was dedi-
cated to the presentation of the best in brass ensemble
literature. That first concert included works by Johann
Pezell, Matthew Locke, Henry Purcell, Samuel Adler, and
Verne Reynolds. The choir was composed of twenty musicians
including a tympanist.1
Following the first year-with the new group, Squire
returned to the Unilversity of Iliinois to complete work on
his doctorate. During that time (1955-1956), the brass
cholr was directed by Richard Suddendorf of the Conserva-
tory faculty. When Dr. Squire returned to Baldwin-Wallace,
he elected not to assume leadership of the organization
again, choosing instead to teach music literature. For the
ensulng thirteen years (1956-1969), the brass choir was di-
rected by Charles Gorham, assistant professor of brass

instruments and theory at the Conservatory.2

Band

The period from 1951 to 13967 was a particularly

1nBaldwin-Wallace to Introduce New Musical Organi-
zations at One of Two Concerts on Sunday," Baldwin-vallace
College Bulletin, No. 54«30, November 15, .195%, p. 2.

2Alan P. Squire, personal interview at Berea, Ohio,
on October 29, 1970.



142

active one for the Baldwin-Wallace College band and included
three events whlch, although non-musical in nature, were
landmarks in the band*'s development.

In February, 1957, a fund-raising drive was inaug-
urated to help finance new uniiorms foi' the band, The uni-
forms in use at that time had been in service since 1933,
After twenty-four years of wear, the sults were, at best,
threadbare, The fund drive was initiated on February 14,
1957 with a band assembly program, followed by a tag sale
on campus., In additlion, the band recorded an album, the
proceeds of the sale of which went toward the uniform fund.1
Those two projects, combined with a highly successful alumni
campalgn, succeeded in raising the necessary §7,000 required
for the new uniforms.

Another event, occurring in January, 1958, involved
the installation of two national band honoraries on campus,
Kappa Kappa Psi, honorary fraternity for bandsmen and Tau
Beta Slgma, honorary sorority for bandswomen installed local
chapters at Baldwin-Wallace., Dr. Snapp was initlated as
sponsor of both organizations.2

On January 24, 1958, Dr. Snapp received a letter
from the U, S. Department of State inviting the Baldwin-
Wallace College band to represent the United States at the
World's Failr in Brussels, Belgium, later that year., After

lope Exponent, February 26, 1957, p. 2.

2u7wo National Band Groups on Campus," The Exponent,
January 17, 1958, p. 5. .
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the initial excitment passed, college and conservatory
officlials were faced once again with the problem of ralsing
an enormous sum of money, this time an estimated #40,000.
Due to Congressional cuts in the operating budget for
World's Fair projects, the State Department was unable to
offer any financlal assistance.1 FPollowing two months of
frenzlied activity on the part of everyone, from individual
band members to the college president, it became palnfully
obvious that the necessary funds would not be forthcoming.2
However, the disappointment notwithstanding, the entlre
college community took pride in the fact that "the State
Department would consider the band a representative of
American culture fit to appear at such an exhibition."3

For tﬂe first three years of Munk's adminlistration,
the B-W band remained under the direction of Frederlck Ebbs.
During that period, the band presented numerous concertis,
including appearances with guest conductors Erik Leidzen in
1952 and Frank Simon in 1954. Perhaps the most memorable
event was the special concert performed at Severance Hall
on February 27, 1953, commemorating the seventy-fifth birth-
day of Edwin Franko Goldman. Goldman was guest'conductor

for the program, and Severance Hall was filled to capaclty.

1“B-W Band Invited to Play in Belgium," gge Exponent,
January 31, 1958, p. 1. .

2"Band Trip Appears Dim, Snapp Says," The Exponent,
March 14, 1958, .p. 1. .

3"Ready Next Time," unidentified clipping, main-
tained in.a file by Mrs. Dorothy McKelvey.
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According to Rena Holtkamp of the Cleveland Plaln Dealer,
"Under his adept hand, it became evident that the excel-
lently-trained Baldwin-Wallace Band would play practically
anything that a symphony orchestra could do."1 Goldman
pralsed the ensemble as being one of the finest college
bands in the country at that time. 2 Among the numbers
performed on that program were Psalm for Band by Vincent
Persichetti, Lincolnshire Posey by Percy Grainger,
Callllet's settlng of "Siegfried's Rhine Journey" from Die
Gotterdammerung by Wagner, and Robert Russell Bennetti's
Suite of 0ld American Dances,-

When Ebbs departed for the University of Iowa in
1954, the task of finding a capablé replacement created a
degree of anxiety within the administration as well as 1in
the minds of band followers. However, Dr. Kenneth Snapp
quickly proved such fears to be groundless, directing the
Baldwin-Wallace band to even greater heights over the next
thirteen years.

During that period, the band had the opportunlty
to perform for and with many prominent musicilans and com-
posers. Sigurd Rascher, world renowned saxophone sololst,

was guest artist for the concert on April 20, 1958. In

1Rena Holtkamp, "Goldman Zestful at 75, Takes Baton
at B-W Band Concert," The Plain Dealer, February 28, 1953.

21pid.

3Program, Speclal Concert Commemorating the Seventy-
f£ifth Birthday of Edwin Franko Goldman, Severance Hall,
February 27, 1953.
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Cleveland for an appearance with the Cleveland Orchestra,
Rascher agreed to perform at Baldwin-Wallace while in the
area.

A few years later, at a rehearsal on November 29,
1965, the band worked on Aaron Copland's work, Emblems, in
the presence of the composer. Copland, who appeared the
following week as guest conductor of the Cleveland Orches-
tra, accepted an invitation from Snapp to attend the band's
rehearsal. Although Snapp conducted the ensemble throughout
the session, Copland remained by his side, offering sug-
gestions and answering questions from the band members. The
presence of the composer resulted in a rehearsal at least as
memorable as the ensuing concert.2

The concert during which Copland's work was per-
formed marked another significant occasion for the vand.
Vincent Persichettl had been commissioned by Baldwin-
Wallace to compose a work for band. Directed by the com-
poser, the plece, Masquerade for Band, recelved 1ts world
premiere at the concert on January 23, 1966.3 Later that
same year, the band performed another world premiere, also
commissioned by Baldwin-Wallace. The composer ﬁas Norman

Dello Joio, the music, Scenes from "The Louvre'". On the

1Unidentified clipping maintained in a file by Mrs,.

Dorothy McKelvey.

2Robert Pinn, “B-W Bandsmen Thrill Copland," The
Plain Dealer, November.30, 1965. .

" 3Robert Finn, "B~W Band Concert Has Gusto," The
Plain Dealer, January 24, 1966, p. 37. :
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day preceding the concert, Dello Jolo and Snapp led the
band in a recording session sponsored by the Edward B. Marks
Muslc Corporation, publishers of the new work. The resultant
recording lncluded a working rehearsal of the plece, comments
by Dello Jolo, and a complete performance of the work. The
recording was subsequently distributed with the score and
prarts, to be used as a rehearsal aid.1
If any partlicular concert could be singled out as
most significant during Snapp's reign as director of the
B-W band it probably would be the performance at Carnegile
Hall in New York on March 25, 1960. The program marked the
first appearance at the fabled hall by a college or univer-
sity band from Ohlio. Frederick Wilkins, renowned flutist,
‘appeared as soloist in a performance of Chaminade's Concer—
iing, Opus 107. The concert, the last of thirteen during
a tour of the Eastern states, was unquestionably a landmark
in the history of bands at Baldwin-Wallace.2 According to
a review In Mugical America:

The Baldwin-Wallace College Concert Band, under the
expert guidance of Kenneth Snapp, approached the stan=-
dard band repertolre with a serlousness, efficiency,
and enthuslasm that equalled the professionalism of our
symphonlc groups. . « . The Baldwin-Wgllace College
Band deserves its posltion as a top=-ranking college
ensemble,

1vB-W to Feature Noted Composer,” The Plaln Dealer,
Karch 6, 1966, Pe 47.

2"Carnegie Hell Scene of Band Triumph," The Expo-
pent, April 7, 1960, p. 3.

JnBaldwin-wWallace Ooncert Band," Mugi
April 1960, p. 24. :
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The marching band continued to enhance its reputa-
tlon under Snapp's leadership. The majority of performances
were comprised of half-time shows ét football games, inclu-
ding natlonally-televised appearances at home games of the
Cleveland Browns. The quality of the B-W marching unit
evoked acclaim far removed from the Cleveland area. Fol-
lowing one of the Browns'! games, Snapp received numerous

letters of commendation, including the following:

The Band was superb and I like the new garb. This
was the best marching and playing show I have seen on
Sundays and it reflected so well your lmaglinative
training and hours on end of hard work and careful
planning by everybody, beglmning with you.

I loved the Michigan parade on Saturday but you

don't have to t?ke secondary position for the great
show on Sunday. .

A visitor to the Baldwin-Wallace-Ohio Weslyan foot-
ball game on November 5, 1555 was Bill Cunningham, sports
editor for The Boston Herald. Having been involved pri-
marily with football at Harvard, Yale, and other ments
colleges in the East, the game between two small coeduca-
tional colleges in the Midwest was something of a revela-
tilon. In a subsequent column in the Boston paper, Cunning-
ham included the following comments:

Football is no novelty to this observer, but the
general trappings, including the pretty co-ed cheer
leaders, and those troupes of smartly marchling musl-
clans, led by what must have been the college queens
and their courts were things you dontt commonly see
in the Harvard Stadium or the Yale Bowl. I wonder if
we thoroughly comprehend Just what we've been missing.

1Letter, FPrederick Fennell to Kemneth Snapp, Novem-
ber 5, 1957, maintained in a file by Mrs., Dorothy McKelvey.
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The Baldwin-Wallace musicians . . . swept down
the field with a rousing military march, formed a
space/midfield block that ran from sideline to side-
line and went into a symphonlc rendition of top Broad-
way musical show numbers, while their majorettes,
trained like the Rockettes, and dressed accordingly,
danced all the steps while twirling and throwing their

batons }n as dazzling a display as these eyes ever
beheldo

Beginning with 1955, Snapp organized High School
Band Day at Baldwin-Wallace. Involving as many as 2,200
high school musiclians, the annual event featured an after-
noon marching clinic conducted by a nationally recognized
band director, followed by a massed show at a Baldwin-
Wallace football game that night.2 In addition to the
momentary spectacle of the occasion, the clinics constitu-
ted an excellent vehicle for puﬁiic relations as well as a

promotion for prospective students.

Opera Workshop

When Norman Green left Baldwlin-Wallace in 1951,
Glenn Schnittke, assistant professor of voice, was appointed
director of the opera workshop. Two years later, in 1253,
the position was assigned to Melvin Hakola, who directed
the workshop for the ensuing eleven years, the longest term
of service of any workshop director. Hakola relinquished
the responsibllity in 1964 upon being appointed head of the

voilce department at the Conservatory. Charles Smith directed

1Bill Cunningham, "Small Midwestern Football Pretty,"

IThe Boston Herald, November 9, 1955, p. 33.

2 .
"B~-W and Visiting Bands Made Qulite a Half-time
Program," . The Exponent, October 11, 1963, p. 3.
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the workshop for the following two years, and in 1966 the
poslition was assigned to James Walnner.

Hakola's personal background included a bachelor of
music degree from Baldwin-Wallace and the master of artis
degree from Western Reserve Unlversity. Additional gradu-
ate study was undertaken at the University of Illinois. He
appeared as soloist with the Cleveland Orchestra, the Cleve-
land Summer "Pops" Orchestra, the Akron Symphony Orchestra,
the Columbus Philharmonic, and the Erie Philharmonic, He
also had considerable operatlic experience as well as per-
forming frequently as soloist in the annual Bach Festivals.1

During his tenure as workshop director, Hakola
adopted the practice of double~casting, affording more
students the oﬁportunity to perforﬁ. He also limited the
workshop's productions almost exclusively to chamber operas
(as opposed to fragmentary excerpts or scenes from the grand
opera repertoire). By thils practice students were able to
develop complete roles, a necessary aspect of operatic

training.2

Jazz at the Conservatory

For a period of a few years during the late 1950's
and early 1960's, jazz entered the periphery of life at the
Conservatory. Sponsored by Phi Mu Alpha Sinfonia, the

1Outline of Study Project, Baldwin-Wallace Conser-
vatory of Musie, February 23, 1965, p. 17.

°Melvin Hakola, personal interview at Berea, Ohio,
on May 20, 1970.. :
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Baldwin-VWallace Jazz Workshops were presented one to two
times each year, providing the college community wilth the
chance to hear music in the jazz 1diom. ZEach workshop
featured a "blg band" as well as smaller "combos." Gener-
ally, the participants were Conservatory and college stu=
dents; however, professional musiclans were brought in
whenever possible to enhance the program.

Muslc performed at the workshops included arrange-
ments by Stan Kenton, Buddy Morrow, and other professionals
as well as students. A feature of the 1961 workshop was a
twelve-~tone blues number, "Who Is This Cat Called Emit?"
written by Haydn Whigham, a student and director of the
workshop that year.1

The Jazz Workshop was unique among musical ensembles
on the Baldwin-Wallace campus in that it was organized and
sustained completely by student interest and support, withe-
out faculty assistance. Perhaps that very fact influenced
the brevity of 1lts existence. In any event, this brief ex-
perlence with the jazz medium faded from the Conservatory

scene after the 1961 workshops.

B=W On Parade

The annual concert serles known throughout the Cleve=
land area as "B-W On Parade! flourished, sputtered, then
was flnally discontinued altogether in the 1951-1967 period.
Although the concerts generally involved the a cappella

Yugazz Artists Alm at Big Band Sound," The Exponent,
February 2, 1961, p. 1.
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choir, the band, and the orchestira, the format was occa=-
slonally altered. In 1953, the regular "On Parade! program
was replaced by the special commemorative band concert for
Edwin Franko Goldman. In 1957, the band again was the sole
rperforming group, with Rudolph Ringwall, well-knovm Cleve=-
land musician and critic, as guest conductor, !

The concerts were moved to the Lakewood Civie Audi=-
torium for the 1957 and 1958 events. By so doing, the
college hoped to attract more alumni and friends from the
western suburbs, Severance Hall belng located on the far
eastern edge of Cleveland. However, the acoustics in the
Lakewood hall proved extremely unsatisfactory. After
moving the serles back to Severance Hall, problems began
to mount and the series was discontinued after the 1962
concert.

There were several reasons for the dissolution of
the "On Parade™ series. First, a lack of strong leadership
developed among the various sponsoring committees, ulti-
mately resulting in financlal problems. Also, due to a
large amount of construction work in the vicinity of
Severance Hall, a lack of adequate parking facilities be-
came quite acute. Flnally, there was a growing feeling among
college and conservatory offlicials that a project such as

"On Parade! had a limited life-span from the outset, and that

1#B-W On Parade Will Feature Band, March 6," The
Cleveland Press, February 20, 1957, p. 10.
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its time had come.1 Whatever the reasons, "B«W On Parade"
was discontinued, becoming another item of historical

record at Baldwin-Wallace,

1Oecil Munk, personal interview at Middleburgh
Helghts, Ohio, on May 15, 1970.



CHAPTER VII

NEW DIRECTIONS
1967-1970

When Cecll Munk retired as director of the Conser-
vatory of Music in 1967, college officials were faced with
a decision considerably greater in scope than the mere
filling of an administrative position. A reasonable solu-
tion would have been to promote from within someone already
assoclated with the Conservatory staff and familiar with
the department's program and dally operation, To have
opted for thaf procedure would also have been consistent
with the selection of new directors in the past. (Although
Harold Baltz was new to the Berea area, Albert Riemenschnel-
der was assoclated with the institution for the first two
years of Baltz's administration, providing a degree of
continuity.) This time, however, Baldwin-Wallace elected
to conduct its search far beyond the confines of the Berea
campus. Ultimately, from an original field of 120 candi-
dates for the position, Warren A. Scharf was appointed

director of the Conservatory of Musiec,

Warren A. Scharf
Assuming the directorship of the Conservatory on
August 1, 1067, Warren A. Scharf, at age 37, brought to

Baldwin-Wallace the fresh, vigorous approach of a young

153
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man s well as a background of considerable import. Scharf
received the bachelor's degree in organ and conducting in
1951, the master's degree in music literature and organ in
1953, and the doctor of musical arts degree in 1956. All
three degrees were earned at the Eastiman School of Muslc
in Rochester, New York. In 1953, he was also awarded the
performer's certificate by Eastman, having studied with
Catharine Crozier, and performed as organ soloist wlth the
Eastman-Rochester Orchestra directed by Howard Hanson.1
Scharf was involved in muslc teaching at the college
level for eleven years prior to his arrival at Baldwin-
Wallace. In 1956-57, he served as instructor In organ at
the Oklahoma State College of Agriculture and Applied Science,
The ensuing three years were spent at Hastings College,
Hastings, Nebraska, in the capacity of asslstant professor
of organ and theory, and choral director at the college.
From 1961 to 1965, Dr. Scharf served as dlrector of the
conservatory of music and professor of music at Hastings
College. In 1965, he was appointed executive secretary for
the National Association of Schools of Music, a position he
held until his arrival at Baldwin-Wallace. Durlng his tenure
at NASM, Scharf established the central office in Washington,
D. C., and instituted a program calling for the revislitation

of all NASM accredited member schools on a len-year cycle.2

"New Director for Conservatory Chosen at Baldwin-
Wallace,". The Berea News, February 2, 1967.

2np Talented Young Man with Ideas," The Baldwin-
Wallace Alumnus, July-August, 1967. :
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The quality of Scharf's work evoked words of high
praise from colleagues as well as superlors. Dr. Allen I.
McHose, retired assoclate director of the Eastman School of
Music, consldered Scharf as one of the school's most promi-
sing graduates, "an exceptionally gifted performer . . . a
young man with ideas and a fine talenf for organization . . .
he knows how to stimulate others to do thelr best work."!

C. B, Hunt, dean of the graduate school at George Peabody
College for Teachers and past president of NASM, stated that
“In the short space of one year, Dr. Scharf made the secre-
tarliat a model of service to NASM, "%

The broad scope of Scharf's muslcal activitles was
in 1tself a testimony to the men's vitality and ambition.
During the 1967-1968 academic year, in additlion to his first-
year duties at the Conservatory, Scharf maintained active
membership in NASM, MENC, the College Muslec Society, and
the National Council of Fine Arts Deans. Furthermore, he
was appointed chairman of the Fine Arts Committee of the
Regional Councll on International Educati&n. During that
same year, Scharf was also appointed to membershlp on the
Advisory Boards of the Muslc Therapy Association and the
Lake Erie Opera Theater, sas well as the Board of Trustees

of the Koch School of Music. In the spring of 1968, Scharf

1Quoted from “"New Director for Conservatory Chosen -
at Baldwin-Wallace," .The Berea News, February 2, 1967,

21p14,
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was elected president of the Berea Area Montessori Assocla=-
tlon.1

Self-study Year at the Conservatory
Just prior to takling office at the Conservatory in
1967, Scharf made the following comments:

Baldwin=Wallace is recognized as an institution
with a commitment to excellence, whose Conservatory of
Muslc has for many years been well known for the quality
of 1ts faculty, graduates, and program. It is the
obligation of a new administration, which inherits the
rich legacy of the past, to press toward ever higher
goals and to seek new ways of attaining them.

It willl be my eim to continue the Conservatory's
development toward a positlion of leadership in American
musical education--~leadershlp in excellence, in innova=-
tion, in artistlc integrity, in community outreach,

and in service to liberal as well as professional edu=
cation,.? A

The utterance of grandiose statements, complete with
pralse for the past as well as lofty promises for the future
is all too common with a change in admlinistration, be it in
politics, business, or education. However, Scharf demon-
strated the seriousness of hls intent by establishing the
framework for an in-depth serlies of studles during the 1967-~
1968 academic year. Under the title of Self-study Year,

. the project featured three colloqula and the summer self-
ptudy project in 1968.
Each of the colloqula was designed to examine

closely a speciflic phase of the Conservatory program, elther

’Aggug; Report, 1967-68, Conservatory of Musiec, to
the president of the college, July 1, 1968, p. 5.

2Quoted from YA Talented Young Man with Ideas,"
The Baldwin-Wallace Alumnug, July-August, 1967.
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as 1t presently existed or was proposed for the future. A
panel of eminent music educators from leading colleges
across the country constituted a regular part of each
colloquium. Held on March 1, 1968, Colloquium I was con-
cerned with two problems related to graduate school music
- programs: (1) Entrance requirements to graduate school and
their effect on undergraduate curricula--the current situa-
tlon as well as posslble developments over the next ten
Years; (2) advice to an undergraduats institution relative
to the inauguration of a master's degree program in muslc.
Participating on the panel were Leigh Gerdine, chalrman of
the music department at Washington University in St. Louls;
Allen I. McHose, retired associaté director of the Eastman
School of Music; Robert Trotter, dean of the School of Mu-
silc at the University of Oregon; and James B. Wallace, dean
of the School of Music at The University of Michigan.1 Each
panel member presented a prepared paper based on questions
submitted by the Conservatory. Following the presentatlons,
a committee from Baldwin-Wallace Joined in a discussion with
the visiting educators regarding their papers.2

Colloquium II, presented on April 26-27, 1068, was
concerned with the fbpic, "The Prepafation of Public School
Teachers through the Colleéiate Music Education Curriculum--

?roblems, Prospects, and Ideas." Included on the panel for

1Gollo uium I, Baldwin-Wallace College Gonservatory
of Musiec, March 8-9, 1968 p. 1.

2"Conservatory Beging Self-Study Year," IThe Expo-
nent, March 8, 1968, p. 5.
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that session were Robert Klotman, then Supervisor of Music
for the Detroit Public Schools, and Charles Leonhard from
the University of I.Llinois.1 The third colloquium was ine
volved with the Riemenschnelder Bach Library.

The‘culmination of those various studles occurred
with the self-study project in the summer of 1968. A fac=
ulty committee comprised of Frank Battisti (wind instruments),
Delbert Beswick ( theory), Albert Gay (music education),
Melvin Hakxola (volce), and Guilford Plumley (piano), worked
full-time with Dr. Scharf for the entire summer session.

The ultimate obJective was a structural revision of all
aspects of the various curricula. It included the music
program for the general college student as well as for
music majors; it involved not only a reslignment ot course
offerings, but also a complete redesign of course content
vherever desirable and necessary.

The proposed program, as presented in the final re-~
port of the summer project, was not lmmedliately adopted into
the Conservatory's day-to-day operation. However, certain
suggestions were put into action for the 1968-1969 academic
Year. The one attecting the greatest percentage of music
students pertained to the area of applied music instruction.
Heretofore, the Conservatory utilized the rather traaitional
practice of sixty minutes of private instruction per week

for bachelor of music students, thirty minutes per week for

1"Miusic Educators Here," Ihe Berea News, April 25,
1968, p. 4.
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music education students. Under the new plan, all degree
students recelved thirty minutes of private instruction per
week plus an additional sixty-minute class lesson with three
other people. The class lesson involved fifteen minutes of
private instruction for each participant. The advantages to
that kind of program were threefold: (1) Increased time
with the teacher; (2) benefits derived from observation of
other students; (3) reduced teaching loads for the faculty.!
Plans similar to thls had been successful at a number of
highly respected institutions, Including Eastman.2 However,
1t encountered an Anordinate degree of opposlition at the
Conservatory from both the students and the faculty. Con-
sequently, the plan was dropped after its trial year, with
the option of using it thereafter belng left to the dis-
cretion of the individual teacher. Scharf felt that by thus
encouraging it on an individuel basis, 1t might gain quicker
acceptance than by forcing 1t on everyone 1ndiscrim1nantly.3
Another change effected during the 1968-1969 year
concerned the conducting course. -Two years earlier, 1in
compliance with the 1965 NASM report, the freshman conduct=-
ing course had been eliminated, as had also.the senlor course
in conducting and score reading. Replacing those two courses

was a single offering in conducting to be elected in the

1Dr. Warren A. Scharf, personal interview at Berea,
Ohio, on May 19, 1970.

°1p1d.

S1pid.
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junior year., Although the integratlon of analysis with conduc-
ting remained on an informal basis for the next two years,
the ultimate goal as specifiled in the report called for the
creation of an analysis-conducting block utllizing a team-
teaching plan. Carrylng five quarter hours credit per term,
the proposed block embraced the following features:
Following the presentation of basles of both form

and conducting during the fell quarter, 1t features

during winter and spring a highly integrated plan of

gstudy and exploration of materlials, conducting lab

experience, seminars, conferences, etc., wlith the

conducting experlience sub~divided into instrumental
and choral.l

Several other aspects of the project were lmple-
mented in the 1969=1970 academ;c year, including the revised
student teaching program. Prior %0 1969, music education
majors fulfilled the practice teaching requirement durlng
the first two quarters of the senlor year (six quarter hours
of credit per term). The program initiated in 1969 called
for music education senlors to teach full-time through the
fall quarter. All student teachers were required to work
at both the elementary and secondary levels, the teaching
period extending from.the opening of the public schools in
September untll the end of the fall quarter at the college.2
All practice teaching was conducted within commuting dis-
tance of the college rather than have the students reside

in the community where they worked. Furthermore, student

1Repgrt of the Summer 1968 Self=Study Project,
Baldwin=-Vallace College Conservatory of lhusic, p. 27.

27pid., pe 17.
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teaching carriea wweive quarter hours or credit, which
enabled the students to malntain the applied muslic require~
ment as well as participation in a major ensemble, !

Included among curriculum changes not speclfically
related to the 1968 self-study project was the additlon in
1968=T70 of a required course in class gultar for all vocal
majors in music education. The course, to be elected in
either the sophomore or junior year, replaced one hour of the
applied nminor requirement. Furthermore, & major in classical
guitar was added to the appllied music program.2

Another result of the curriculum revislion was a rather
dramatic increase of music and liberal arts electives, made
possible by thg ellimination of several previously required
courses, For bachelor of music students, the 1969=-1970 curri-
culum permitted a maximum of nine gquarter hours of electives
(five in liberel arts, four in music) per term, compared with
three quarter hours per term under.the program of a year ear=
lier.3 That change involved the senlor year only, the first
three years involving comparable quantities of liberal arts
courses under both the o0ld and new programs. For muslc edu-
cation students, the lncrease in liberal arts wdrk amounted to

a total of only slx quarter hours over the entire senloxr year.4

12§LQW1§-Wg;1ggg Colleze Gatalos, 1969-1970, pPe 170.

2Inia. |

3 = |j ace Co C » for the years,
1968-1969 and 1969-1970.

4 .

4bid.
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Another area of concern to the self-study committee
was the Conservatory recrultment program, which had been
critlcized in several of the 1965 studies. Under the Munk
administration, the recruitment of students was largely
aécomplished through recommendations from public school
teachers, and scholarship auditions conducted on campus on
gseveral occasions throughout the year. The college admis-
slons office performed a very limited service in recrulting
music students.1

In an effort to strengthen the recruitment program,
the Scharf administration began placing full-page adver-
tisements in national publicgtions. Also, out-of-town
auditions were conducted for thé first time in the 1968-69
acadenic year. In 1969-1970, Conservatory representatives
conducted auditlons in New York, Boston, Washington, D. C.,
Buffalo, and Cincinnati, Puture plans called for the cor-
relation of out-of-town auditions with the concert tours

of the major performing ensembles.2

Student Enroliment, Tuition and EXpenses

The increased effort in the recruitment program
produced some rather dramatic, almost immediate results.
For three years (1966-67, 1967-68, and 1968-69), there had
been a slow but continuing decline in the Conservatory en-

rollment. 1In Cecil Munk's final year as director, reports

1Oecil Munk, personal Interview at Berea, Ohio, on
May 21, 1970.

Dr. Warren A, Scharf, personal interview.
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show a total enrollment of 226 students, including 51 in

the bachelor of music program, 5 in the bachelor of arts with
a music major, and 170 in music education, During Scharf's
first year, student registration dropped to 214 students, a
figure which declined even further the following year
(1968-1969) to 208 students.1 However, 1968-1269 was also
the year that the new recrultment program was implemented,
including the out-of-town auditions. Enrollment figures for
the following year jumped to 242.students, including the
largest freshman class in the history of the Conservatory
(100 students).2

In late 1970, college officials gave approval for
the Conservatory to expand its total enrollment to 400 mu-
slc majors at the rate of 15 additional students per year.
Although the rate of increase represented exactly half of
what Conservatory officials had requested, it nevertheless
constituted a definite commitment from the college, some-
thing heretofore unattainable.

Tuition for the 1967-1570 period continued its per-
sistent upward spiral. PFor the 1367-1968 acadeﬁic year,
tuition amounted to 61,725,3 a figure which incfeased to
$1,850 for 1968-69.4‘ The rate was again raised for the

'annual Reports, NASN, 1966, 1967, 1968.

2Dr. Warren A, Scharf, telephone conversation on
December 28, 1970. '

3Baldwin-Wallace College Catalog, 1967-1268, p. 161,
4Baldwin-Wallace College Catalog, 1068-1969, p. 163.
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1969-1970 year, this time to ::.52,025.1 Room and board were
also increased annually, with.the following charges per
year: 1267-12968, 3870; 1268-1369, $245; and 1969-1970,
$975.° |

Faculty
Although there appeared to be little deviation from

the normal faculty turnover during the 1967-1970 period, two
rerforming ensembles encountered problems in retaining di-
rectors. For the a cappella choir, it was a continuation
of the difficulties they had experienced the previous ten
years. VWhen Maurice Casey left Baldwin-Wallace in 1967 for
a position at Ohio State University, Terrance A. Anderson
was appointed director of the a cappella choir. He remained
for the next two years, at which time leadership of the
cholir was assumed by Wayne Zarr,2 .

For the first time in its history, the band was
confronted with a rapid turnover in directors. Kenneth
Snapp resigned as director of bands at Baldwin-Wallace at
the end of 1267 fall term, to accept a similar position at
Ithaca College, Ithaca, New York. His departure marked the
end of thirteen years of distinguished and dedicated service

to the band, the Conservatory, and the college. In recog-

1Baldwin-Wallace College Catalog, 1969-1070, p. 165.
2

Baldwin-Wallace College Catalogs, for the years,
1967-1968, 1968-1969, and 1969~1970.

3Baldwin-Wallace College Catalogs, for the years,
1967-1968, and 1969-1970.
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nition of his work, the college presented Snapp with the
Strosacker Award for excellence in teaching in 1966.1 The
band vacancy was filled by Frank Battistl, from Ithaca, New
York, who remained at Baldwin-~Wallace until the summer of
1969.

In spite of the short duration of his stay in Berea,
Battistl considerably altered the emphaslis of the B-W band
program. Heretofore, the college band implied a single
organization which functloned as a marching unit during
football season and as a concert ensemble for the remainder
¢f the year., Battistl, however, developed the wind ensemble
at the Conservatory, at the same time de~emphasizing the
marching element of the band's activities. The wind en-
semble, a concept that had become popular among school and
college band directors during the 1960's, was a relatively
small ensemble comprised of forty-five to fifty of the most
advanced brass, woodwind and percussion students. The goal

of the ensemble was the performance of the major wind liter-

ature.2

The concert band was retalnea wo accommodate students
not able to qualify for the wind ensemble as well as general
college students. The concert band and the wind ensemble
combined forces during football season to provide half-time

entertainment at the games.3

1"Snanp Leaves B-W at End of Fall Term," Tne EXoo-
nent, October 6, 1267, p. 3. :

2pa1dwin-Wallace College Catalog, 1968-1369, p. 158,

3Ibid.
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In 1969, Battisti left Baldwin-Wallace to accept a
similar position at the New England Conservatory of Music.
Named as new band director at B-W was James Bair, a 1960
Baldwin-Wallace graduate and a highly successful school band
director from Xenton, Ohio, Problems developed, however,
and Balr resligned at the end df his first year.1 C. Dwight
Oltman was appointed assistant professor of wind instruments
and director of bands for 1970-1971.2

The development of the Load Credit Unit (LCU) system
of determining individual teaching loads constituted a
major lmprovement in the area of faculty teaching schedules.
Historically, the Conservatory faculty member maintained aﬁ
extremely heavy teaching load, averaging twenty-five hours
per week for épplied music teachers, and elghteen hours per
week for classroom teachers, Under the Munk administration
in the 1950's, the maximum load was reduced to twenty-two
hours for appliedlinstructors, or fifteen hours for class-
room teachers, an approximate ratio of 3:2.3 With the in-
ception of the LCU system at the Conservatory, teaching
loads were not necessarily reduced. However,
staff members began receiving credit for non-teaching
responsibilities, including faculty recltals, serving as

accompanists, or coaching small ensembles.

1James Bailr, questionnalre form distributed by the
writer, returned in July, 1970.

2)lumni Newsletter, Vol. 4 No. 2, Baldwin-Wallace
College Conservatory of Music, Fall, 1370, p. 4.

3Dr. Delbert Beswlck, personal interview at Berea,
Ohio, on May 20, 1970.
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Each hour of classroom teaching (per week) counted
for three LCU's, whlle one hour of studio teaching counted
for two LCU's; other actlivitles were awarded 1LCU's on the
basis of time involvement, For example, presentation of a
faculty recital merited two LCU's per quarter, six for the
year. A full teaching load under the new system was com-
prised of 40 to 45 LCU's per quarter. Overall, the Conser-
vatory faculty found the LCU system of determining teaching
loads to be highly superior to the liberal arts college

method, based solely on classroon teaching.1

Liberal Arts Choir

The men's and women's glee clubs had been reorgan-
ized in 1362 for the purpose of offering liberal arts stu-
dents an opportunity(to be involved with music. However,
several problems developed over the years, not the least of
which was the lack of any sort of audition for membership.
Furthermore, there was no obligation, implied or otherwise,
to remain with the group for the entire year. That is to
say, 1If a student was desperate for a one hour course to
complete hls schedule at reglstration, the cholce was often
glee club. Conservatory personnel became convinced that
organizations of that 1lk did not produce elther love or

respect for music, 2

1Dr. Delbert Beswlick, personal interview.

2Dr. Warren A. Scharf, personal interview at Berea,
Ohlio, on May 19, 1970.
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Consequently, for the 1969-1970 year, the glee
clubs were abolished, being replacgd by a mixed chorus with
membership achieved through auditlon, and with members ex-
pected to continue through the year., No pressure was
exerted for public performances, although the Conservatory
administration belleved that within three or four years,
the liberal arts cholr would be capable of performing first-

rate choral literature.1

Music Library

The main portion of the music library was housed in
Ritter Library, central library for the college. By 1970,
it included gpproximately 2,500 holdings in the areas of
music history, theory, biograﬁhy, aesthetics, and lexico-
graphy.2 Maintained separately'in the Ritter Library, the
Riemenschneider Bach Library, among its approximate 4,000

3 contained mot only the remowned Bach Collection, but

items,
other historical sets and national collections, including

the Denkmaeler der Tonkunst 1n Oesterreich, Musica Britannica,

The English Madrigal School, Instittutioni e momenti

delltarte musicale Itallana and others. Finally, a library

of approximately 4,500 musical scores and 2,000 recordings

was maintained in the Kulas Muslical Arts Bullding. The

1Dr. Warren A. Scharf, personal interview at Berea,
Ohio, on May 19, 1970.

2Mrs. Janet Winzenberger, muslc librarlan, personal

interview at Berea, Ohlo, on October 29, 1970.
31bid.
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record llbrary was equipped with nine turntables for listen-
ing purposes.1
As the Baldwin-Wallace Conservatory of .usic
approached the final quarter of the twentieth century, some
extremely exciting developments were beginning to unfold.,
Perhaps the most promising evidence of future progress was
the college's commitment to expanding the Conservatory
enrollment to 400 students. When that goal has been achieved,
other desirable and necessary additions to the Conservatory
program may very well follow, including a larger, modern
physical plant, the implementation of a master's degree
program in music, and the general capacity to offer the

faculty as well as the students the diversified, stimula-

ting musical environment so essential to a music school of

the first rank.

! Winzenberger interview.



CHAPTER VIII

THE BACH KESTIVALS, BACH LIBRARY,
AND RIEMENSCHNEIDER BACH INSTITUTE
The development of the Uonservatory of Music was in=-
fluenced by many factors, Including the musical and intel=-
lectual contributlons of individual faculty members and
students, In addltlon, each successive director of the
Conservatory added a new dimension to the school. However,
considerable evidence pointed to the study of Johann Sebastian
Bach and the performance of his music as exerting one of the
strongest influences in the school's history. 3Beginning with
the establishment of the annual Bach Festlvals, and the found=-
ing of the Bach Library, a new peak was reached in 1969 with
the creation of the Riemenschnelder Bach Institute, <nrough
the years, the annual festivals and the Bach Library received
international attention. Furthermore, interest in the earlty
festivals was at least partlally responsible for many sub=-
stantial gifts to the Conservatory rrom k., J. Kulas and,
later, the Kulas roundation. By 1970, Conservatory officials
were developing plans that would make Baldwin=Waliace one of
the most comprehensive resource centers in the VWestern

Hemisphere on Bach ana his era.

170
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Ihe Annual Bach Festivals

Albert Rlemenschnelder's reverence for Bach dated
back to his childhood music lessons, when he was inltlally
exposed to the music of the Baroque composer. Hls consuming
interest for Bach grew and matured throughout his life, ul-
timately providing the impetus for the founding of the Bach
Library as well as the annual festivals.

Soon after his marriage in 1904, Riemenschnelder
accepted the directorship of a volunteer church choir at
the Emmanuel Methodist Church in Cleveland. While there,
he conceived the idea of presenting some of Bach's larger
choral works in a series of special programs at ﬁhe church
one Sunday evening each month. The cholir, quite enthuslas-
tic about the ldea, presented the cantata A Mightly Fortresg
Igs Our God for the first program. The performance was well
received. paving the way for perlodlic concerts of a similar
nature. FEach program included some-smaller works of Bach,
organ as well as choral, with a cantata as the major offering
of the even.tng.1

In the late 1920's, Riemenschnelder became acquainted
with the musical activities of Dr. Frederick Holie of Beth-
lehem, Pennsylvania. Wolle!s background was similar to that
of Rliemenschneider, embracing the same genuine love for the

muglic of Bach. At that time he was director of the Bethlehem

'Selma Marting Riemenschneider, Bach Festival History,
unpublished paper, Bach Library, Baldwin-Wallace College,
Berea, Ohio, n.d. (Typewritten.)
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Bach Festlvals, an annual event that involved students from
nearby Lehlgh Unlversity as well as townspeople. Following
a trip to Bethlehem in 1932 to hear one of the festivals,
Rlemenschneider became inspired to attempt a similar proe-
Ject at Baldwin-¥Wallace.

Subsequently, an invitation was issued to students
and other singers from the Berea area at the beginning of
the 1932~1933 school year for the purpose of organizing a
specilal chorus. Sixty vocallsts responded, forming the
first Bach Chorus at Baldwin~Wallace. The group rehearsed
one evening per week throughout the school year; Riemen-
schneider sought approval from college officials on several

occasilons to increase the amount of practice time, but was

refused each time.1

From the beginning of the festivals, many of the
scores and parts used were purchased in Burope, having been
ordered one year in advance., Immedlately upon receiving
the music in Berea, Riemenschneider bound each individusal
copy by hand. Over the years, he taught the binding process
to students vwho assisted him in the project. The result of
those palnstaking eftorts was a library ot Bach scores that
remained in excellent condition even after considerable use.

At the outset, a working agreement was established
for the operation of the festivals whereby Rlemenschneider
was responsible for the artistlc phase of the project, his

wife assuming the dutles of business manager. Selma

Selma Riemenschneider, Bach Festival History, p. 10.
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Rlemenschnelder was sn extremely shrewd and nowledgeable
person in financlal and publiclty matters, so the arrange-
ment worked out by the two of them proved to be highly
efficlent ana success.t‘ul.1

From their Inceptlon, the festivals were financed
through the utilization of a guarantof plan. During the
first two years, the amount of the donation was letrt to the
aiscrimination of the individual guarantor. However, be=
ginning with the thira festival guaranters were requested
to glve ten dollars. That figure remained in effect until
1957 when increased expenses made it necessary to ralse the
emount to fifteen dollars. In 1961, the size of the dona-
tlon was increased to twenty=five dollars, where 1t remalned
through the 1970 festival. The guarantor method of financing
the festivals proved to be quite successful, only one year
resulting in a deflcit. That was in 1942, during the war,
and the deflclency was completely made up the following
year,

For their donations, guarantors received two tickets
for each concert of the festival for that year. No tickets
were sold at the door; after the guarantors had all been
seated, the remainling seats were made open to the public
free of charge on a first-come-first-serve basise.

One of the primary musical objectives which Riemen=-
schnelder Initlated at the outset of the festivals was the

1Arthur C. Boggess, "A Notable Ancestor," [Ihe Berea
Znterprige, ne dey, Pe 3. -
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presentation of the four majJor choral works, one each year,
in order that each student generation would have the oppor-
tunity to study, rehearse, and perform those masterpieces.
The works included the Masg in B minor, the Christmas Ora-
torio, the St. John Passion end the St. Matthew Passion.
The works, as all others at the Festivals, were always
performed in their entirety.1

The first Bach Festival at Baldwin-Wallace, on June
9, 1933, consisted of two concerts and featured fourteen
sololsts including Lila Robeson, contralto, and Mary Marting
Pendell, soprano.2 The budget of $300 was provided through
donations of #100 each from Charles F. Strecker, William
Gelvin, and Dr. John C. Marting.3 " Even then, the budget
was sufficlent only because of the willingness of the solo-
igts to perform for a small fee.

The secon@ festival, presented on June 8-9, 1934,
was the first to take place over two days, two concexrts each
day. The number of guarantors had grown to fourteen from
the three for the first festival. The increased income
enabled Riemenschnelder to hire better-known soloists, one

of whom was Arthur Kraft of Ohicago.4

1Selma Riemenschneider, Bach Festival History, p. 21.

2"R1emenschneider Presents First Bach Festival,"

undated clipping malntalned in a file by Mrs. Dorothy
McKelvey. :

naAnnuel Bach Festival,® Ihe Baldwin-Wellace
Alumnug, May, 1949, p. 4.
4Selma Riemenschneider, Bach Fegtival History, p. 13.
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A new guarantor for the third festival was Dr. David
Gibson from Cleveland, who owned and edited several small
newspapers ln northern Ohio. By pfoviding free publiclty
4in those papers, the festlivals were brought to the.attention
of an lncreaslingly large public. Furthermore, the Fine Arts
Club and the Progressive Club, both of Berea, became guaran-
tors that year, contributing to community involvement in the
project. Another new guarantor was Mrs. Frank Sieberling of
Akron, who, through her activities in the State and National
Federation of Music Clubs, further enhanced the publicity
campalign for the festivals.1

For the sixth festival, presented on June 10-11,
1938, the score of a chorale frdm that year's major work,
the Christmag Oratoxrlo, was printed in the annotated pro-
gram. During the course of the performance, the audience
was invited to Join in singing the chorale. Audlence par-
ticipation in fesfivals of that nature was a rather common
practice in Europe. The audlence in Berea that year seemed
to enjoy taking part in the performance; consequently, the
practice was adopted permanently into the format of the
Baldwin-Wallace Festivals.2

One of the sololsts for the 1938 festlival was
Harold Haugh, who was qulite favorably impressed with the
Berea project. He described Rlemenschnelider as a ploneerx

in Bach Festivals because of his effort to perform the

1Selma. Riemenschneider, Bach Festival History, p. 13.
21pig., p. 21.
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music as Bach conceived it, and because the festivals em-
braced the entire scope of Bach's output, including vocal,
organ, ensemble, and orchestral msic as well as the better
known chorel works.1 |

In splite of the acute drain on personnel during the
wvar years, the festlvals were nevertheless presented each
year. The eleventh annual festival, in 1943, was high-
lighted by the dedication of a $2,000 harpsichord built by
John Challis of Ypsllanti, Michigan. Ohallis played the
dedication recltal on the instrument. Another feature of
that year was the performance o£ three wedding chorales
with two obbligati horns, the first performance of those
works in this country in compiete form as concelved by
Bach.2

In 1944, the festival embraced a somewhat wider
range of appeal with the presentation of two secular can-
tatas, The Coffee Cantats and The Pessant Centats. Both
works were performed complete with costumes and stage action,
using the English translatlons by Heary Drinker of Phila-
delphia.”

Over the years since the inception of the festivals,

Riemenschneider and hls successors constantly endeavored to

1Harold Haugh, personal interview at Ann Arbor,
Michigan, April 3, 1969.

2Delbert Beswlck, "Berea Bach Festival Is Eleventh
Directed by Riemenscknelder," Ihe Diapason, June, 1943,
p. 19.

37ay W. Beswick, "Variety Marks Bach Festival in
Berea, Ohio," Ihe Diapason, June, 1944, p. 4.
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enhance the stature of the annual events in every possible
way. On several occaslons, muslcologists and other authori-
tles on Bach were invited to present lectures on some pacr-
ticular phase of the composer's life or work. For the tenth
annual festival in 1942, 0Olin Downes, music editor of the
New York Timeg, gave a talk on the subject, "J. S. Bach,
Architect, Mystic, and Tone Poet."1 For the 1945 festival,
Dr, Hans T. David, distinguished musicologlst from New Yoxk
Oity (later of The University of Michigan), presented a
lecture concerning Bach's work, the Musical Offering. Dr.
Lavid had just completed a practical edition of the work
which, following the lecture, was performed at the festival,
directed by George Poinar.2 On the occaslon of the twenty-
tifth anniverQary of the festlvals, noted music critic and
author Paul Henry Lang presented a lecture on the topile,
"Bach in the Twentieth Century.">

Another feature of the festivals was the inclusion
of music by composers other than Johann Sebastian Bach.
The first such work was the motet, I _Wrestle end Pray, by
Johann Ohristoph Bach, performed at the sixzxth annual festi-
val in 1938. However, music by other oomposers-did not
become a prominent part of the festivals until the late
1950's and 1960's. According to Poinar, musical director

1Selma Rlemenschnelder, Bach Festival Higtory, p. 25.

2"Bach Festival in Berea," The Diapason, June,
1945, p. 18.

3"25th Anniversary'of Baldwin-Wallace Bach Festivals,"
Muslcal Courier, August, 1957, p. 24.
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of the festlvals,

Bach ywas influenced by some composers of his perilod
and by some before his time. Bach also influenced many
composers--mostly long after his death, even Stravinsky.
We include any works, old or new, whlch we can relate
(in one way or another as indicated above) to Bach.!

One of the highlights of the 1957 Festival was a group of
pre-Bach songs for the lute, performed by Suzanne Bloch,
daughter of the composer, Ernest Bloch.2

A program presented during the 1962 festival

constituted one of the more interesting concerts

involving composers other than J. S. Bach. PFPerformed by a
group from Pittsburgh called Antient Concerts, the progranm
conslisted of medleval, renaiqsance, and baroque music. The
ensemble, which took its name from the Concerts of Antient
Music established by English royalty in 1771, was comprised
of vocalists as well as instrumentalists. Early instruments
represented in the ensemble included a complete famlly of
recorders, minstrel's harp, krumhorn, treble viol, descant
vielle, treble vielle, violin, tenor vliol, vliola da gamba,
and harpsichord.3 The concert, presented on May 15, 1962,
contained works by Dufay, Obrecht, Ockeghem, Tomkins, and

Ebart, as well as excerpts from Qantlgas de Senta Maria.4

1George Poinar, personal letter, November 7, 1970.

2“25th Anniversary of Baldwin-Wallace Bach Festivals,"
Musical Courier, August, 1957, p. 24,

3Muriel Hardy, "Antlent Concerts," The Berea News,
May 24, 1962, p. 6B

4)nnotated Program, Thirtieth Annual Bach Festival,
May 25"26, 19 2, po L]
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The thirty-seventh annual festival, held on May 23
24, 1969, was marked by several unusual and interesting
programs, not the least of which was the performance on

Friday, May 23. TFollowlng the Brandenbuxrg Concerto Noe 3
which opened the concert, the 6rchestra performed Stravin-
sky's Concerto in E=flat malox, subtitled "Dumbarton Oaks,"
The musical correlation between the Stravinsky work and the
Bach style was an accepted fact, so the Juxtaposition of
the twentieth-century plece in an otherwise all=Bach program
provided a welcome change of pace.1
In addition to the Stravinsky work, the normally
tradltional performance practlices of the festivéls recelved
a further push lnto the twentleth century during the same
concert. The final work of the evening, the gggggggpg;g
Qoncerto No, 2, was performed by the orchestra and included
a modern dance interpretation by the Karamu Dancers. The
choreography, done by Joan Hartshofne, leader of the dance
group, recelved a mixed reception. 1If muslc crlities could
be accepted as representative of the audience in general,

writers from the two Cleveland newspapers in attendance that

night indlcated the wide range of feelings regarding the

dancers. Frank Hruby of the Clevelangd Presg was favorably
impressed:

1F. E. Kirby takes notlce in tion to Yeste

s B B v -1 S sk New York:

The Free Press, 1970), P. 2, that Stravinsky referred to
the Dumbarton Oaks Concexrto as "a little concerto in the

style of the Brandenburg Concertos."
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Possibly the purlsts were a blt aghast at the idea
of their hero being thus wedded to Terpsichore, but I
for one thought 1t a great addition. Multi-media 1is a
device of the ages and particularly effective when done
thoughtfully and well, which it was last night,

At the same time, Wilma Salisbury of The Plain Dealer was

rather critical of the innovation:

Where Stravinsky succeeded magnlificently in updat-
ing Bach, Joan Hartshorne falled mlserably.

Miss Hartshorne's choreography to Brandenburg
Concerto No, 2 showed a lack of musical comprehension.
Anyone who can walk to a Bach allegro or wave arms soul-
fully during some of the most effervgscent music ever
written has simply missed the point,

In spite of her displeasure with the performance,
Salisbury acknowledged the fact that

B=W*s willlingness to strike out in new directions
shows a healthy spirit of adventure, fully in keeping
with the festival's orlginal objective: To present a
complete picture of Bach's creative genlus.

One wonders, however, Jjust how far these new trends
will go. In another decade the festival could be de-
voted to Bach interpretations by Lukas Foss, George
Rochberg, the Swingle Singers and the Moog synthesizer.
Switched-on Bach at B=-W? Evidently it's possible.>

Regardless of how diligently new directions and in-

novations were explored and utilized in the festivals, the
immediate future of the annual events seemed secure. George
Poinar, providing the necessary leadershlp and inspiratlon,
was instrumental not orly in maintalning the high standards
of performance established by Albert Rlemenschnelder, but ale

80 in actually ralsing them. In 1967, Poinar and the Bach Fes=

‘Frank Hruby, "Karamu Dancers Put Kick in B-W's Bach
Festival,"” Ihe Cleveland Pressg, May 24, 1969.

2W1lma Salisbury, #B-W's Festival Updates Bach, The

Blain Dgalgr, May 24, 1969..
3Ivid.
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tival Chorus were co-reclpients of the Bach Medal, presented
by Harriet Cohen International Muslc Awards in London. De=
scribed as the "Nobel of Music," the awards were establlished
by the late Miss Cohen, prominent English planist and musilc
patron, and Jean Sibelius, close assoclate ln the awa;d pro=
Ject and its first patron.1 President of the International
Awards in 1967 was Benjamin Britten; Darius Milhaud was pre=
sident of the Awards councll. |
The Bach Festlvals represented above everything a

living memorlial to the individual who founded them. Albert
Riemenschneiderts superlative muslclanshlp and hls ability
not only fo communicate with people but also to 1nsp1ré then
were undoubtedly key factors 1n the success of the crucial,

early festlivals.
mensgc er Bac ibr

Riemenschneider possessed an innate desire for col-
lecting things, early evidence of which was a rather silzable
stamp collectlon. It was not surprising, therefore, that
as an organist he began accumlating various editions of
Bach's works. However, he did not limit his collection to
organ music, but included representative works of all types
and for various performing media. Eventually, the collection
grew so large that Riemenschnelder moved 1t from his home to

a room adjolining his studlo on the third floor of the

1"Polnar, Chorus Get International Award, Ihe Berea
Newg, March 7, 19bu,.
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Conservatory. Publishers of Bach's works, especially those
in Europe, gradually became aware of Riemenschneider's in-
terests and desires and were in constant communlcatlion wlth
him regarding new or little known editions.!

Before his death in 1950, Riemenschnelder estimated
that he had invested approximately $28,000 in his collection.
However, as is often the case in an accumulation of that na-
ture, the monetary value of the library lncreased considera-
bly over the years. Riemenschneider appraised the value of
his collection at §$83,000.7

As a result of Riemenschnelider's tireless efforts,
the Bach collection gradually increased in size and scope to
the point vwhere it attracted widespread attention. In a 1944
article, the London Musical Times acknowledged the magnitude
of the collection as well as pralsing the accomplishments of
the Bach Festivals.4 Three years later, Harold Spivacke,
Chlief of the Music Divislon of the Library of Congress and a
friend of Riemenschnelder, visited the Berea campus, com-
menting in a subsequent letter:

On the occasion of my recent visit to your campus, I

had an opportunity for the first time to inspect care-
fuliy your famous music library which I understand you

have presented to Baldwin-Wallace College as a memorial
to your parents. I had heard and read a great deal about

lSelma Riemenschnelder, Blography of Albert Riemen=-
hneider, p. 39.

%14,

3Fern Rich, "Bach Loses a Friend," The Cleveland
Presg, July 22, 1950. . :

'4London Mugical Times, April, 1944

n
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your collectlion, but I must confess that even wlth thils
amount of preparation, I was surprised when I actually
saw 1t. I knew of your special interest and speciali-
zation in Bach, but I did not quite realize the extent
of this part of the collection. What surprised me even
more were the various definltive edlitlons and the prog=-
ress you have already made toward the acqulisition of
complete sets in this field. There are not many col-
leges in the country whlch have as many as you have
gathered, and at the rate you ?re going, iIn & few years
you willl surpass most of them.

Dr. Elinore Barber, musicologist and director of the Rlemen-

schnelder Bach Institute at Baldwin-Wallace, appraised the

Bach Collectlon in 1970 as one ot the most extensive in the

Western Hemisphere.2

In addition to the complete Bach=Gesellschaft, the
collection included the rare first editions of twenty can-
tatas publlished before the Gesellschaft began printing in
1851, The St, Matthew Pagsion, revived in 1829 by Mendels-
sohn, was published by subscription in 1830 by Schleslinger of
Berlin. That edition, contalned in the Berea collection,
included among its subscribers, Stadtrath Mendelssohne
Bartholdy, G. Meyerbeer, and Ludwlg Spohr, Kurfuerstllcher
Hofkapellmelster.3

Music publishing in the time of Bach was more of a
luxury trade than an accepted fact of business. Only eleven

of Bach's works were printed in his lifetime, eight of which

1Harold Spivacke, letter to Albert Rlemenschneider,
June 26, 1947, maintained in a flle by Mrs. Dorothy McKelvey.

2Dr. Elinore iarver, personal 1nterview at Berea,
Ohio, on Octopber 29, 1970.

3Arthur Loesser, "Bach in Ohio," undated clipping

presumably from the Qlevelana News, maintained in a file by
Mrs. Dorothy McKelvey.
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are consldered of major calliber. Of those elght, four are

in the Riemenschneider Library: The Goldberg Variationg,
the Partitas, the Art of Fugue, and the Caponic Variatliong
V e H 01

Riemenschneider acquired 102 of the 106 editions
of the Hell=-Tempsred Clav;e;.2 During the late elghteenth
century in Germany, a lliterate middle-class market developed
for printed music. Of the three publlishers that issued cou=-
plete editions of the Well-Tempered Clavier around 1800
(Hoffmeister of Leipzig, Naegli of Zurich, and Simrock of
Bonn), copies of each are in the Riemenschnelder collection.
One of the most treasured manuscripts in the Library is a
copy of eighteen preludes and fugues made by Heiﬁrich Ne
Gerber, a pupil of Bach in 1725, It is the oldest known
manuscript of the first book of the Hg;;;zggngzgg_glgxlg;.s

In 1953, Mrs. Rlemenschnelder formally presented the
collection to Baldwine-Wallace College as & memorial to her
late husband'!s parents.4 The task of classifying and cata=
loging the Bach Library was assigned to Edythe Backus, a
music librarian from Monrovia, Californla. However, she

was in poor health at the outset of the Job and died before

1Arthur Loesser, "Bach in Ohio," undated clipping
presumably from the Cleveland News, maintained in a file by
Mrs. Dorothy McKelvey.

2pern Rich, "Bach Loses a Friend," I c e
Bress, July 22, 1950.

2 Arthur Loesser, "Bach in Ohlo."

4"R.’Lemensc]:mei.der, ( Charles) Albert," Ihe Nation
Cyclopaedlia, pe 305.
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the work was completed. The remalnder of the project, in-
cluding final editing, was undertaken by Dr., Sylvia Kenney,
Assistant Professor of Muslc at Bryn Mawr-College. The cata=
log was printed by the Columbia University Press in 1960.1

Zhe Riemenschneider Bach Institute

Following the death of Albert Riemenschneider in
1950, the Bach Llibrary was not maintained and kept up=to-
date as a functlioning resource library. That fact was
one of the major areas of criticlsm from the various
studies conducted in 1965. Consequently, when Warren
Scharf, a Bach scholar in his own right, became director
of the Conservatory in 1967, he deemed it important to
bring the Bach Library back within the working framework
of the Conservatory program.

To achieve this objective, Scharf organized and
led a colloquium at the Conservatory in November, 1968.
The essentlal purpose of the colloquium consisted of =&
searchling consilderation of the Riemenschneider Bach Li=-
brary, the annual Bach Festivals, the relatlionship of the
two to each other and to the total Conservatory program.
Vislting participants were to include Elinore Barber {Pro-
fessor of Music at Hastings College, Nebraska), Julius
Herford {Professor of Music, Indiana University), Harold

Spivacke {(Chief of the Music Dlvision, Library of Congress),

1Sylvia We Kenney, ed., Catalog of t%e Fmilie and
arl Rlemengchn er Memorilal Bac br New York:

Columbia University Press, 1960).
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and Rosalyn Tureck (concert artist).1 However, Miss Tureck
was unable to attend due to illness. The three guests met
wilth Dr. Scharf continuously throughouf the day, the ses-
sions open to iInterested Conservatory  faculty and students.

The vislting scholars were requested to comment on
gpecific questions related to the study and performance of
Bach at Baldwin-Wallace. Plans called for each session of
the colloquium to be completely tape-recorded; however, the
tapes turmed out to be of such poor quality that it was im-
posslible to transcribe them accurately. Finally, each of
the guests was asked to submit a repeort including specific
recommendations regarding the areas discussed.2

As the sessions progressed»through the day, the fo-
cus of attention was concentrated on the Bach Library, most
of the comments concerning the festivals belng in some way
related to the Library. Although many recommendations were
suggested involving the transformation of the Bach Library
into a functionel resource area, the most emphatic proposal
called for the appointment qf one person to assume full re-
sponsibility for the Library. According to the inltial re-
port, the recommendations were qulte specific regarding
qualifications for the position:

It was consensus that this person should not be a

librarian, but should instead be a publishing scholar,
a teacher able to make a contribution to the Conservatory

1;n1tig% Report, Riemenschnelder-Bach Oolloquium,
Nov$mber 15, 1965, baldwin-Wallace Conservatory of Music,
p. 1. .

21p1d.
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and College program, elther a performer or a person suf=
ficliently knowledgeable about Bach performance to make a
significant contribution to the annual Bach Festival, and
a person of creativity, drive, and imagination. Such a
person should oversee the develo?ment of the library and
creation of a program around 1it.

Other suggestlons included the develdpment of a continuing

acquisitions program and the establishment of a regular

program of publicatlon, both in connection with the Library.

The findings of the Bach Colloquium group and Dr,
Scharf were apparently convincing, because a program em=-
bracing many of the report's recommendations was established
in September, 1969. Under the title of the Riemenschnelder
Bach Institute, the total project included the Bach Library,
publications, Colloquium Concert Series, and correspondence
related to the Institute and Bach scholarship.

The person appointed as director ot the Institute
was Dr. Elinore Barﬁer, one of the original Collogquium panel
members, Dr. Barber received a bachelor of arts degree from
Kansas Weslyan University, a master's degree from the East-
man School of Music, and a doctorate in musicology from The
University of Michigan. 2Prior to hexr appointment at Baldwln-
Wallace, Dr. Barber was Professor of Muslc at Hastings Col=
lege, Hastings, Nebraska, where she was also curator of the
Rinderspacher Collection of Rare Books, instruments, and

Music.2

1In1t;a; Report, Bach Colloquium, p. 1.

2nBach Instltute to Be Established at B-w, Ine
a News, May 29, 19693 Pe 5. -
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One of the more comprehensive goals of the Insti-
tute was the development of a Bach resource center for the
Western Hemisphere. The focal point of such a plan would
necessarlily be the Bach Library. At that time, the Library
actually included considerably more than the originsal Rie-
menschneider Bach collection. In fact, before his death
Riemenschnelder had started to accumulate works of other
composers in anticipation of the establishment of a graduate
program at the Conservatory. Contalned in hls acquisitions
were several rare items, including a first edition of Wag~
ner's adaptation for piano of his Siegfried Idyll, published
in 1878 and bearing an inscription by the composer. Another
work, a first edltion of Debussy's Prelude a 1'apres-midi

d'un faune autographed by the compouser, was unusual since
Debussy seldom wrote inscriptions on his works. Still

another highly regarded acquisition was a first edition of
Ein Deutsches Requiem, owned by Brahms and bearing markings
in his own handwriting.1

In 1960, Mrs. George Martin of New York City pre-
sented a collection of approximately 400 scores to Baldwin-
Wallace expressly for the Bach Library. Of the 400, most

were flrst editions and many were presentation copies, signéd

by the composer.2

Tupach Institute Attempting to Establish Western

Hemisphere Resource Center," The Exponent, December 5,
1969, p. 13. . . .

2Barber interview.
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Another extremely valuable additlon was acquired by
the Bach Institute in May, 1970, Comprised of approximately
1,900 volumes, the library of the late Hans T. David, re-
nowned musicologlst, was presented to. Baldwin-Wallace on
4pril 30, 1970. The collection, including about sixty rare=-
veult items, had been sought by numerous colleges and univer=
sities.1 That brought the total Bach=related holdings of
the Llbrary to about 2,500 items, constituting one of the
most complete Bach collectlons in North America.

As of 1970, the intent of the lnstitute was to con=-
tinue to acquire not only valuable collections such as the
David and Martin libraries, but also latest findings of Bach=-
oriented research. In addition, Dr. Barber hoped to accumu~
late gradually a microfllm collection of Bach holographs as
well as a comprehensive collection of Bach recordings.2

Bach, a quarteriy Journal, was the major publication
of the Bach lnstitute. Xdaited by Dr. Barber, the Journal
included one or more articles concerning Bacht's style, form,
or performance practices. Information on some aspect of
the Bach Library was contained in each issue as well as a
question and answer sectlon usually related.to Bach editions
and/or performance practices.3 The institute printed 1,200

copiles of each issue, which were distributed world-wide.

1¥1lma Salisbury, "Coveted Library Bestowed on B=W,"
Zhe Plain Dealer, May 1, 1970, p. 4-C.

2Bérber interview.

3§;gggnscggg;ge; Bach Institute, pamphlet, Baldwin-
Wallace College, Berea, Ohilo.
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According to Dr. Barber, the journal was quickly accepted
and in demand by llibraries and individuals alike.1

Another activity of the Baéh Institute congisted of
the Colloquium Concert Serles. Held twice annually, in the
fall and agaln in the spring, each Colloqulium was comprised
of concerts, lectures and panel discusslions. Participants
included prominent Bach authorities and concert artists.2

An important feature of the Institute was the area
in which it was housed. Located on the second floor of the
Ritter Library, the central library of the college, the
Bach Library was situated in a single large room, with con-
necting vault, performing rooms, and offices. With that
type of arrangement, it was possible for scholars and per-
formers to investigate works, compare rare edltlions with
practical editions, and, finally, check the results in one
of the performance rooms, each of which contained a plano.

Dr. Barber stated that the scope of the Instltute
was being expanded to include the entire Baroque period
rather than being limited to J. S. Bach. However, the name
of the Institute will remain the same.-

1Barber interview.
®Ibid.
31bid.



CHAPTER IX
IN PERSPECTIVE

The growth and development of the Baldwin-Wallace
Conservatory of Music from 1913 through 1970 resulted from
a multiplicity of forces at work within and wlthout the
ingtitution. While enrolled as students, young people were
influenced by the various phases of the Conservatory pro-
gram; conversely, many alumnl , through thelr professlional
accbmplishments, were able to enhance and elevate the repu-
tation of Baldwin-Wallace. The faculty contributed enor-
mously to the stature and renown of the school by virtue of
fhelr personal musical achievements as well as those of
their students. Finally, the directors of the Conservatory
wielded the potentially most powerful influence of all in
the course of the school's develdpment. Not only was each
director instrumental in establishing a working philosophy
within the Conservatory for a given period of time, but he
also was responsible for the stimulation of outside interest
and financial support for the department.

In an attempt to discover the more influential
1nternal'elements of the Conservatory during the course of
its development, a questionnalre was drawn up by the author

and distributed to a sampling of Conservatory graduates.

191
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The response was reasonably good, certaln trends and pattemms

emerging from an examination of the returns.

The Quegtionnajire
Although certain aspects of the survey could have

been submitted to statistical treatment, that was not the
intent of the form (see Appendix III). Rather, the objec-
tive was the accumulation of a body of information supportive
of various assumptions regarding the influence of the Con-
servatory. The questlonnalre was distributed to 175 Con~-
servatory alumni selected on the following basis: First
conslderation was a representative chronological sampling,
1ndreasing proportionately with the size of the graduating
classes; secondly, consclous effort was made to reach a
portion of those graduates known to have left the music

profession since graduatlon.1

Of the 175 questionnalres
mailed out,91 (52%) were returned, .completed in accordance
with the enclosed cover letter and instructions. Some of
the respondents went a step farther by lncluding personai
letters describing experlences and impressions from thelr
days as students at Baldwin-Wallace. The total response
was chronologically representative, including one from the
first year following the merger of Baldwin University and

German Wallace College.

1Information regarding the vocatlonal pursuits of
all Oonservatory graduates through 1968 is found in the
results of a survey conducted that year by Mrs. Dorothy
McKelvey. The information is maintained in a notebook 1in
Mrs. McKelvey's office at Baldwin-Wallace College.
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Seventeen of the 91 respondents were engaged in
vocations other than the music profession. Occupations
chosen by these individuals were quite diversified, including
cost accounting, manegement of a Howard Johnson's restaurant,
police administration, and flying-for a ﬁajor commercial
airline. The most common explanation for leaving the music
profession was finapcial galn. However, all seventeen re-
spondents in this category stated their decision to change
occupations was in no way related to thelr education and
experiences at Baldwin-Wallace.

Regarding factors which influencei: the respondents?
gselection of B-W as a choice of schools, the moét frequently
mentioned reasons were the overall qualiity ana resutation
of the Conservatory, geographic location, scholarship aid,
and the recommendation of local high school teaciers. Of
individual persons mentioned as influential in the choice
of the Conservatory, Albert Riemenéchneider was clted most
frequently, although numerous other faculty members also
were credited in this respect.

If a generalization 1s to be gleaned from the re-
gponses of these 91 alumni, it could well be thét the school,
its faculty and students, and the quality of its musical
performaences exerted a strong influence in the choice of.
colleges, and equally important, in developing and maintain-

ing interest in the music profession.
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t 1 ces_on the Conservato

Additional forces played roles of varying lmportance
in the shaping of school policles and operating procedures.
The depression in the 1930's and the various armed conflicts
placed a severe straln on financlal and personnel resources,
but the college returned to a state of comparative normalcy
following each of those crises. In the late 1960's, however,
other external elements were being experienced, not only at
Baldwin-=Wallace but also at colleges and universitles through-
out the nation.

One of the most prominent forces was concerned with
students! desire for a greater volce in every phése governe-
ing college life. At the Baldwin=Wallace Conservatory,
particularly uﬁder Scharf's admlnistration, conslderable
attention was allotted to thls area, ultimately resulting
in greater student representation on policy-making commit-
tees. For the 1967-1968 and 1968-1069 academlc years, an
elected student group known as the Student Advisory Board
convened perlodlcally, maintaining a line of communication
with the faculty and administration. The Advisory Board was
replaced in 1969=1970 by the Student Life and Concerns Com-
mittee, a group which also included two faculty members.

For the 1970=-1971 year, a new elected body known as
the Consérvatory Student Council was established. Represen=
tation was based on the following formula: From the combined
upper three classes, two students were chosen from the wind

ensembles and two from the choral ensembles, one each from
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the string orchestra and the keyboard department, and one
student elected at large from the freshman class. In addi-
tion to conducting its own business, the Conservatory Student
Councill was represented on all faculty committees.!

The slgnificant point is that the Conservatory,
recently considered by outside evaluation teams to be quite
conservative, appeared to be making an effort to keep abreast
of the times. That is not to say that the administration
abrogated its authority and responsibilities; however, 1lib-
eralization was occurring on the Berea campus.

Another external force prominent on college campuses
across the country in the late 1962's was concerned with
minority groups, particularly the Black population. Baldwin-
Wallace College became involved with a program providing
financial assistance for disadvantaged young people. The
Conservatory cooperated with this plan, but with certain
restrictions. Admission standards were lowered for black
students possessing an inadequate secondary education;
however, if Conservatory officials felt that a prospective
student lacked the rudimentary talent necessary for success
in the wmusic profession, the applicant was rejected re-
gardless of background. Consequently, according to Scharf,
the black students who enrolled in the Conservatory program

experienced a reasonable degree of success. 2

1Dr. Warren Scharf, telephone conversation on Febru-
ary 9, 1971.

Ibid.
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t t Conservator the Musjical Wo

Until the late 196)0's and early 1970's, the range
of the Conservatory's influence on the muslcal world was
confined largely to the northern Ohlio. area, particularly
metropolitan Cleveland. Inevitabiy, some graduates moved
to other parts of the country and became successful either
on the concert stage or in the field of education. However,
the greatest concentration of alumni was in the Ohlo area.
The largest contributing factor to that situatlon was the
fact that most of the recruitment of new students was limited
to Ohio. With the establishment of out-of-town auditions in
1968-~-1969, more students were enrolling from other sections
of the natlion. While 1970 was too soon %o predict the full
impact of a more geographically-diversified student body, it
would be reasonably safe to agssume that at least a portion
of the out-of-state students would return to their home
areas followlng graduation.

The phase of the Conservatory program which had long
contributed the broadest impact on the musical world con-
gisted of the Bach Festivals. Almost from their inception,
the annual eventslaegularly scheduled widely recognized
concert artists and renowned scholars as part of the pro-
grams. Furthermore, with the establishment of the Riemen-
schneider Bach Institute in 1969, the reputation of Baldwin-
Wallace was extended to many of the cultural centers through-

out the world.
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All indlicatlons in 1970 pointed to a promising
future for the BaldwineWallace Conservatory of Muslc. At~
titudes and philosophles were in a state of change that
would ultimately prepare the institution to meet the needs of
contemporary soclety. That 1s not to say that problems did
not exist. However, the problems were being confronted and
solved, a fact which symbolized the intent of the Conserva-
tory community to maintain and enhance the standards of

excellence which had been a hallmark of Baldwin-=-Wallace for

fifty-seven years.
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APPENDIX I

Faculty of the Baldwin-Wallace College
Conservatory of Music, 1913-12070

1898-1948 Albert Riemenschneider Director of Conser-
vatory, Plano, Organ,
Theory

1907=-1917 Ethel Mattison Piano

1901-1219 Selma M. Riemenschneider Voice, Secretary

1931=-1247

1910-1916 Ira B. Penniman Voice, Ear-training,
Glee Club

1912-1916 Sidney Clyde Vernon Violin

1912-1916 Mrs. Ira B. Penniman Plano

1915-1916 Gladys Rossman Piano

1916=-1918 Vaughn Drabney Cahill Violin

1916-1930 John 0. Samuels Voice

1916-1917 Charles Jauch Piano

1916=-1919 Leona Hilgen Piano

1916-1919 P, J. Jersy Cornet, Brass Instru-
ments

1917-1919 Gladys Locke Piano

1918-1924 Dan Parmelee Violin

1918=1022 Oscar Eiler Violincello

1918-192) Wayne Frary Pilano

19181921 Martha Brechbill Piano

1019-1922 Walter Gilewlcz Piano

19209-1022 Gertrude Welss Piano

192)3-1922 Gertrude Englander Plano

19272~1922 Leo Bartunex Volice

1g27-1923 - Leo Schwing Violin

1921-1949 Emily Stretch Voice, Women's Glee
Club

1921-1922 Richard Edmundson Piano

1922-1953 Carl G. Schluer Piano, Conducting,
Orchestration, Or-
chestra Director

1922-1952 Carleton H. Bullls Theory, Counterpoint,
Music History, Di-
rector of Vesgcer
Choir

19022-1923 Evelyn George Plano

1922~1923 Elma Werner Piano

1922-1923 May Ford Plano

1923-1939 L. Nazar Kurkdjie Violin

1923-1953 Margaret Schluer Piano



1923-1927
1924-1925
1924=-1931
1024-1925,
1941-105>
1024-1925
1925-1027
1925-1930
1926-1944

1927-1936
1927~1928
1927-1928
1928-1939
1928-1950

1928-1942
1928-1931
1937-1932

1931-1932
1931-1935
1931=-1932
1932-1933
1932~

1932-1934

19042-1947
1934-1935
1934=-1967

1934-1935
1936=-194>
1938-1945
1938-1942
1938«

1939-1949
1939-194D
1939-1941
1940-1941
1940=-1941
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Stella Fish
Mrs. Oran Zaebst
Harry Krcesen

Ruby Chevallier Carroll

Arleen Beck
Mabelle Gans
Russell Tayloxr

Thelma Merner Goldsword

Mildred Martin
Roman Cras
Frank Lucas
William Barnes
Harry Parks

Clarence Wenger
Helen Gardner

S. W. Rudolph Behrens

Charles Heydler
Harry Levine
Ruth Huber

Alvin Krausslich

-Delbert Beswick

Richard J. Stociker

Nelle Steck

Armand Baer
Cecil W. Munk

Harold A. Crumrine
Douglas Marsh
William Namen
Allan Schirmer
George Poinar

Ruth Taylor

Carol Wenger Otto
Elizabeth Piggott
Bernice Gornall
John W. Coffey

Public School Music
Piano

Violincello

Piano

Viclin
Plano
Violin
Piano, Organ, College
Board of Trustees
Public School Musiec
Brass Instruments
Woodwind Instruments
Brass Instruments
Clarinet, Woodwing
Instruments

Violin

Plano

Brass & Woodwind
Ensembles, Instru-
mentation
Violincello

Violin

Plano

Violincello

Piano, Theory, Coun-
terpoint, Muslc
Appreciation

Brass & Woodwind
Ensembles, Director
of College Band
Harp

Violincello

Brass & Woodwind
Ensembles, Director
of College Band and
Choir, Music Educa-
tion, Director of
Conservatory

Flute

Violincello

French Horn

Volce

Violin, Theory, Di~-
rector of Orchestra,
Director of Bach
Festival

Piano, Plano Pedagogy
Theory
Secretary to DPlirector
Plano, Piano Pedagogy
Trombone, Brass In-
struments



1945-1941

1941-1044
1941-1942
1942-1945
1942-1944
1942-1943
1943-1947
1943-1957
1943-1952
1943~

1943-1545
1945-1947

1945~1046
1945-1946
1946-1947
1946~
1946-1950
1946-1951
1946=-1948,
1963-1569
1947-1951

1947-1952
1947-1958

1947-1951
1947-1949
1948-1951
1948-1954

1948-1951

1949-1955
1949~
1349-1953
1943-
1953=-

1952=-1951
19527-1962
1353-1970
1951-1956

1951-1058
1951-

1951~1962
1951-1952
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Raymond Gerkowski

Frieda Schumacher
Samuel Willls
Blair Cosman
Robert Swenson
Clyde Xreutzer
Merritt Dittert
James H. Doling
Max F. Denmark
Esther Plerce

Charlotte Reinke
Leonard Treash

Paul Knowles

Ethel Hiscox

Harry Spangler
Walter Hasenmueller

Janice Schwendeman Schmidt
Sophlie S. Herzberger

Sarah H. Ritter
Harold W. Baltz

Eetty Gottshall
Glenn A. Schnittke

John A. Wolaver
Arthur F. Lund
Norman Green
Fredexick C. Ebbs

Edmund B. Wright

Mary Kelly Squire
Irving Nathanson
Marie Snyder
Willliam Hebert
Alan P. Squire

Ruth Balitz Ebbs
James Rleker

Mrs. Louis R. Erbd
Varnexr M. Chance

Farley K. Hutchins
Guilford Plumley
Burton Garlinghouse
Milian Yancich

Violincello, Stringed
Instrument Class
Plano

Brass Instruments
Piano, Theory
Violincello

Voice

Trombone

Flute

Brass Instruments
Violincello, Plano,
Theory

Volce

Voice, Opera wWork-
shop

Voice

Pilano, Volce
Piano, Theory
Piano, Theory
Volce

Piano

Organ

Director of Conserva-
tory, Director of
Bach Chorus

Volce

Volce, Theory, Opera
Workshop, Director
of Madrigal Club
Piano

Trombone

Voice, Opera Workshop
Director of College
Band, Music Education,
Clarinet

Organ, Asst. to Di-
rector

Brass Instruments
Double Bass

Violin

Flute :
Clarinet, Woodwind
Instruments

French Horn

Brass Instruments
Harp

Music Education, A
Cappella Cholr Direc-
tor

Organ, Music History
Piano

Volce

French Horn



1952-1964

1952-1954
1952-1958
1955~

1953~

1953-1967
1953-1958
1953-1966
19541967

1954-1958

1955=-1960
1955-1962
1955-1969¢

1955-1062
1956-1958
1957-

1957=-1963
1958-1963
1959=-1967)
1959-1962
1963-

1967~
1961-1966
1062~
1962-1064
1962-1963
1062-1968
1062~
1962-1965
1962~
1062-1063
1963-1964
1963-1964

1963-1967
1963-1966
1964~
1064-1967
1964-1966
1965-1967
1966~
1066~1969
1966~
1966~
1966-1968
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James Lerch

Ross Taylor

Gladys Lerch

Melvin Hakola

Evelyn Alice Gott
Herbert H. Oberlag
Eleanor Allen Flottman
Cloyd Duff

Xenneth 0. Snapp

Echo Belle Miller

Myron Bloom
Berdie Ruth d*Alibertl
Charles J. Gorham

Carla Ruhe Sprague
Willlam Jack McBride
Warren L. Berryman
Margeret H. Hasenmueller
John C. Christian
Elizabeth Van Horme
Edwin Ericxkson

John D. Robinson

Charles H. Smith
Ronald Phillips
Jean R. Clymer
Richard Miller
Thomas Clymer
Dorothy Kocher
Allen Kofsxy
Mary Ellen N. Marsh
Martin Morrils
Mary Olson -
Betty M. Kanable
Bert A. Anderson

Maurice T. Casey
Robert Hodgkinson
Albert I. Gay
Howard Boyajian
Nell Esslinger
Roberta Calderwood
George Cherry

Mary J. Nusbaum
Walter P. Winzenberger
Donald Allcorn
June Whitnore

Violin, Theory, Asst,
Director of Orchestra
French Horn

Plano

Voice, Opera Worishop
Piano

Oboe, Bassoon

Organ

Percussion

Wind Instruments, Di-
rector of College
Band, Instrumental
Methods

Piano, Rhythm (Prep.
Dept.)

French Horn

Plano

Brass Instruments,
Theory

Volce

Music Educatlon
Organ

Plano

Organ, Plano

Organ, Plano

Plano

Music Education, Di=-
rector of A Cappella
Choir, Music History-
Literature

Voice, Opera Worishop
Bassoon

Plano

Voice

Voice

Voice

Trombone

Pianoc (Prep. Dept.)
Prench Horn

Piano (Prep. Dept.)
Music Education
Theory, Wind Instru-
ments

Choral lMusic

Tuba

Muslc Education
Stringed Instruments
Voice

Baritone Horn

Piano

Plano

Theory

Tuba

French Horm



1966~
1967~

1967-1969

1967~
1967-1968
1967-1269
1967~
1067~
1968-
1968~
1968~
1969=-

1969~
1969-
1969~
1969-1970

1969-
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Joseph Adato
Warren A. Scharf

Prank Battisti

C. Thomas Beck
James Vainner
Terrance A. Anderson
Galan Kral

Stanley Maret

Kay Duke Currler
Sophle L. Ginn
Richard D. VWorthing
Elinore L. Barber

Janet Winzenberger
James Luce

Wayne Zarr

Jares D, Balr

James S. Darling

Percussion
Director of Conser-
vatory, Organ
Director of College
Band

Viola, Theory
Voice, Opera Workshop
Choral Music

Oboe, Theory
Bassoon

Flute

Volce, Opera VWorishop
Asst. to Director
Director of Bach
Institute

Music Education
Guitar

Voice, Choral Music
Wind Instruments,
Director of College
Band

Trumpet



APPENDIX II

REPERTOIRE OF THE ANNUAL BACH FESTIVALS
1933-1970

One of the chief objectives of the Baldwin-Wallace
Bach Festivals was to present as complete a picture as pos-
sible of Bach's creative genius. Followlng 1s the repertoire
which was offered during the first thirty-seven years of
these festivals. The list was taken from the Annotated
Program of the 1970 festival and includes the years in

which each work was performed.

Vocal Works

Larger Choral Work

Mass in B minor, 1935, 1936, 1940, 1947, 1951, 1955,

St. John Passion, 1937, 1941, 1948, 1952, 1956, 1960,
1964, 1968. |

Ghri?tgga ?rgtorio. 1938, 1942, 1949, 1953, 1957, 1961,
9 969.

St. ¥a;tﬁew Passion, 1939, 1950, 1954, 1958, 1962, 1966,
970.

Magnificat in D, 1933, 1934, 1937, 1939, 1943, 1945,
1946, 1950, 1957, 1962, 1968.

Easter Oratorio, 1962.

Cantatas

Cantata No. 1 Hog7Br}gg; and Fair the Morning Star,
1937, 1953. :
Cantata No. 4 Christ Lay by Death Enshrouded, 1940, 1944,
1948, 1952, 1965.
Cantata No. 6 Bide With Us, 1938, 1948.
Cantata No. 8 When Will God Recall My Spirit, 1946.
Cantata No. 11 Praise to God on High in Heaven, 1942,
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Cantata
Cantata

Cantata
Cantata

Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantatsa
Cantata

Cantata
Cantata

Cantata
Cantata

Cantata
Cantata
Cantata

Cantata
Cantats
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata
Cantata

Cantata
Cantata

Cantata
Cantata
Cantata

Cantata
Cantata

No.
No.

No.
No.

No.
No.
No.
No.
No.
No.
No.
No.
No.
No.

No.
No.

No.
No.

No.
No.
No.

No.
No.
No.
No.
No.
No.
No.
No.
No.
Yo.
No.
No.
NO.

No.
No.

No.
No.
No.

No.
NO.

56
57
61
63
65
66
67
68
70
71
78
79
80
81

82
93

¢5

102
104

106
110
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Weeping, Crying, Sorrow, Sighing, 1955.
Suffer Not Thou My Soul to Remain in Hell
Forever, 1954,
There Arose a Great Strife, 1941.
MyGHeart end Soul Were Sore Dlistrest, 1952,
1967.
Great David's Lord and Greater Son, 1937.
Who Knows How Near Is My Last Hour, 1958.
We Thank Thee, Lord God, 1966,
Joyous All, Ye Ransomed Souls, 1966.
The Heavens Laugh, 1948.
0 Light BEverlasting, 1941,
Up, Joyous Raise Your Song, 1953.
Give the Hungry Ones Thy Bread, 1944.
God Geeth Up with Shouting, 1959, 1970.
Ye Shall from God's House Be Cast Forth,
1955.
Now Has the Hope and the Strength, 1936
1938, 1942, 1945, 1952, 1957, 1959, 1564,
Prailse Ye God Throughout Creation, 1950,
1957, 1959, 1967.
False World, I Trust You Not, 1951,
Strike at Last, Thou Hour Desired, 1934,
1956, 1068,
Watgh and Pray When Trials Beset Thee,
1938.
fozr Wretched Man, a Slave of Sin, 1934,
947.
} géll My Cross-Staff Gladly Carry, 1936,
940,
Blessed Is the Man, 1953.
Come, Redeemer of Our Race, 1940.
Christians, Mark Ye Well This Day, 1949.
From Sheba Shall lany Men Be Coming, 1963.
Rejoice Now in Gladness, 1948. :
Hold in Remembrance Jesus Christ, 1948.
God So Loved the World, 1936, 1969.
Guard Ye, Pray Ye, Night and Day, 13950.
God Is My Ruler, 1950.
Jesus, by Thy Cross and Passion, 13956.
God the Lord is Sun and Shield, 1943, 1965,
A Stronghold Sure, 1933, 1938, 1G47.
Jezus Sleeps, What Hope Remaineth, 1941,
1945.
It Is Enough, 1937, 1951, 1958, 1970.
If4£hou Wilt Suffer God to Guide Thee,
1944,
For Christ My Savior Live I, 1952.
Lord Are Not Thine Eyes, 1945.
Thzg Shepherd Bountiful, Hear Us, 1942,
1948, , .
God's .Time Is the Best Time, 1933, 1941.
Then Was Our Mouth Filled with Laughter,
1949, 1954,
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Cantata No. 112 The Lord, My God, My Shepherd Is, 1943.
Cantata No. 116 Thou Prince of Peace, to Thee We Bow,

1954. .

Cantata No. 118 O Jesus Christ, My Life and Light, 1940,
1950.

Cantata No. 131 Out of the Depths Have 1 Cried to Thee,

Cantata No. 137 Praise Him the Lord, 1934.

Centata No. 140 Sleepers, Wake, 1934, 1935, 1945.

Centata No. 142 To Us a Child Is Given, 1049.

Cantata No. 149 Let Songs of Rejoicing Be Raised, 1947.

Cantata No. 158 Peace Be With You, 1939, 1963.

Cantata No. 159 Come and Let Us Go Up to Jerusalem, 1940.

Cantata No. 160 I Know That My Redeemer Liveth, 1948,
1952,

Cantata No. 161 Come, Sweet Death, 1969.

Ceantata No. 171 God, As Thy Name Is, 1963.

Cantata No. 180 ?ezk Thyself, My Soul, with Gladness,
945,

Cantata No. 189 Come, My Spirit, Raise Thy Voice, 1960.

Cantata No. 191 Gloria in Excelsis Deo (Glory to God in
the Highest), 1958.

Cantata No. 198 Sen?, Fagﬁer, Send Thy Holy Light (TIrauer-
Ode), 1964,

Cantata No. 201 The Strife between Pheobus and Pan, 1965.

Cantata No. 202 ¥agish Now, Ye Winter Shadows, 1947,
965.

Cantata No. 203 Amore traditore (Ah Love, Thou Base
Decelver), 1942, 1955, 1968.

Cantata No. 205 Der zufriedengstellte Aeolus (Aelous
Appeased), 1961.

Cantata No. 209 Non sa che sia dolore (Grief's Lowest
Deeps He Soundeth), 1935.

Cantata No. 210 O holder Tag (Wedding Cantata), 1964.

Cantata No. 21t Schwelgt stille, plaudert nicht ( Coffee
Cantata), 1933, 1944, 1947, 1958.

Cantata No. 212 Mer hahn en neue Oberkeet (Peasant Can-
tata), 1937, 1944, 1958,

Cantata No. 216 Vergnigte Pleissen-Stadt (Wedding Can-
tata), 1943.

Motets

Sing Ye to the Lord, 1340, 1950, 1957, 1963,

The Spirit Alsc Helpeth Us, 1937, 1949, 1956, 1962, 1968,

Jesui ggicilgss Treasure, 1934, 1333, 1943, 1251, 1360,

: 900, 1909. .

Be Not Afraid, 1936, 1947, 1952, 1958, 1964,

Come, Jesu, Come, 1941, 1949, 1954, 1961, 1967.

0 Praise the Lord, All Ye Nations, 1938, 1942, 1952,
1959, 1965, 1970.
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Spiritual Songs

Auf, auf, mein Herz, mit Freuden, 1943, 1959.

Bist du bei mir, 1934, 1970.

Die bitt're Leidenzelt beginnet, 1944,

Brich entzwel, mein armes Herze, 194f%.

Das walt' mein Gott, 1944, ,

Dir,1d%r, Jehovah, wlll ich singen, 1939, 1954, 1959,
9170

Eins ist Not, 1956.

Eg ist nun aus mit meinem Leben, 1935, 1968,

Es ist vollbracht, 1941,

Gede?kg doch, mein Geist, zurucke, 1937, 1954, 1968,
970.

Glb dich zufrieden und sei stille, 1936, 1968,

Die goldne Sonne, 1940,

Gott lebet noch, 1939, 1943,

Ich habe genug, 1970.

Ich halte treulich still, 1941.

Ich lass' dich nicht, 19859.

Ich steh an delner Xrippen hier, 1956.

Jesu, melnes Glaubens Zier, 1959.

Jesus, unser Trost und Leben, 1944,

Komm, siusser Tod, 1935, 1959.

Kommt, Seelen, dieser Tag, 1936, 1944, 1954,

Der lieben Sonne Licht und Pracht, 1939.

Liebster Herr Jesu, 1940,

Liebster Immanuel, 1968.

Mein Jesu, dem dle Seraphinen, 1935.

Mein Jesu, was fuer Seelenweh, 1954.

Meine Seele, lass es gehen, 1937.

Nur mein Jesus ist mein Leben, 1956.

O finstre Nacht, wann wirst du doch, 1968.

0 Jesulein suss, O Jesulein mild, 1940, 1943, 1959, 1968.

So oft ich meine Tabakspfeife, 1937.

Steh, ich bel meinem Gott, 1936.

Vergiss mein nicht, mein allerliebster Gott, 1934.

Warum betrubst du dich, 1954, 1970.

Wle wahl is mir, 1970.

Willst du dein Herz mir schenken, 1934.

Excernts from Larger Works and Miscellaneous

Four Choruses from Mass in B minor, 1934.
Kyrie end Gloria from Mass in B minor, 1946.
Five numbers from the original version of the St. John
Passion, 1941, 1948,
1. Chours: O Man, Bewail Thy Grievous Sin.
2. Tenor aria: Degtroy Me Now, Ye Rocky Crags
: and Splres.
5. Bass aria with chorale: Heaven Open, World
Be Shaken.
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4, Tenor aria: Be No So Much Distressed.
5. Chorus: Lamb of God, Our Savior.
Three Wedding Chorales, 1943. .
Four Passion Chorales, from St. Matthew Passion, 1948.
Three Easter Chorales, 1948.
Chorale from Cantata No. 130, 1943.
Chorale from Cantata No. 137, 1943,
Three Choruses from the original E-flat version of the
Magnificat, 1943
1. From Heaven Above to Earth I Come.
2. Rejolce and Sing wlith Might.
3. Gloria in excelsis Deo.
Aria, Have Mercy, Lord, on Me, from St. Matthew Passion,

1935.

Aria, AhiTaﬁry Yet, My Dearest Savior, from Cantata No.
11 934,

Aria, ?es I Will Testify with Fervoxr, from a logt can-
tata, 1938.

Duet, Ve Hasten with Eﬁ%er Yet Faltering Footsteps, from
Cantata No. 78, 1944,

Trio for women's voices, Thus Then the Law, from the
motet, Jesu, Priceless Treasure, 1944,

Trio for women's volces, Suscepit Israel, from Magnificat
in D, 1944,

Sheep May Safely Graze, from Cantata No. 208, 1962.

Aria di Govannini, 1970.

Instrumental Works

HWorkg for Orchestra or Large Ensemble Grou

The Art of Fu%ue, complete, arr. by Robert Scholz, 1950,
1951, 1956, 1960, 1968. -

Overture (Suite) No. 1 in O major, 1936, 19390, 1953.

Overture QSuite No. 2 in B minor, 1933, 1941, 1955,

Overture (Suite) No. 3 in D major, 1934, 1941, 1950,
1961, 1970. (Air only, 1935).

overture (Suite) No. 4 in D major, 1935, 1938, 1952, 1966.

Brandegﬁprg Concerto No. 1 in F major, 1935, 1943, 1954,
1964,

Brandeggurg goncerto No. 2 in F major, 1933, 1937, 1049,
19 1969,

Brandenbﬁrg Concerto No. 3 in G major, 1934, 1940, 1947,
1952, 1955, 1966, 1969.

Brandegburg Concertoc No. 4 in G major, 1937, 1944, 1951,
1963.

Brandegburg Concerto No. 5 in D major, 1934, 1949, 1953,
1962. )

Brandenburg Concerto No. 6 in B-flat major 1935, 1950, 1960.

Concerto in D major for Clavier, 1940.

Concerto in D minor for Clavier, 1934, 1963.
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Concerto in P minor for Clavier, 1936, 1942,
Concerto in C major for 2 Claviers, 1937, 1966.
Concerto in C major for 3 Olaviers, 1953,
Concerto in A minor for 4 Claviers, 1938.
Concerto In A minor for Violin, 1939, 1970.
Concerto in D minor for Violin, 1952, 1965.
Concerto in E major for Violin, 1943, 1961, 1967.
Concerto in G minor for Violin, 1956.

Concerto in D minor for 2 Violins, 1933, 1963,
Concerto in A minor for Clavier, Flute and Violin, 19383,
Concerto in C minor for Violin and Oboe, 1955.

Chamber Music Works

The Muslcal Offering, complete, arr. by Hans T. David,
1945, 1950, 1957, 1970.

Irio from The Musical Offering, 1934.

Ricercar a 6 from The Musical Offering, 1940.

Fugues, No. 1, 9, and 11 from The Art of Fugue (string
quartet), 1949.

Sonata No. 1 in G minor for Violin alone, 1953, 1969,

Sonata No. 3 in C major for Violin alone, 1959.

Partita No. 2 in D minor for Violin alone, 1946.

Partita No. 3 in E major for Violin alone (Prelude,
Loure, Gavotte), 1936.

Suite No. 1 in G major for Violoncello along, 1940, 1945.

Suite No. 3 in C major for Violoncello along, 1947.

Suite No. 4 in E-flat major for Violoncello along, 1952.

Suite for Lute in G minor, 1957 (Gavottes only, 1960).

Sonata in A minor for Flute alone, 1939.

Sonata No. 1 in B minor for Clavier and Violin, 1957.

Sona?a go. 2 In A major for Olavier and Violin, 1941,
957. :

Sonata No. 3 in E major for Clavier and Violin, 1946,
1957.

Sonata No. 4 in OC minor for Clavier and Violin, 1957.

Sonata No. 5 in F minor for Clavier and Violin, 1944,

1957.

Sonata No. 6 in G major for Clavier and Violin, 1946,
1957.

Sonatasin C majoxr for 2 Violins and figured bass, 1954,
1961.

Sonata No. 1 in G major for Clavier and Viola da Gamba,
1941, 1966.

Sonata in G major for Flute, Violin, and figured bass,
1935 (performed with 2 violins), 1955.

Sonatina from Cantata No. 106, 1962,

Sonata No. 3 in G minor for Clavier and Viola de Gamba,
1954, 1958, 1967, _

Sonata No. 1 in B minor for Clavier and Flute, 1934.

Sonata No. 2 in E-flat major for Clavier and Flute, 1953.

Sonata No. 2 in E minor for Flute and figured bass, 1953.
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Clavier Vorks

Clavieruebung, Part I (Six Partitas), 1950.
Partita No. 1 in B-flat major, 1935, 1961.
Partita No. 2 in C minor, 1957.
Partita No. 3 in A minor, 1969.
Clavieruebung, Part II (Italian Concerto and French
Overture), 1950.
Italian Concerto, 1935.
French Overture, 1946.
Clavieruebung, Part IV (Goldberg Variations), 1957, 1964.
Well-Tempered Clavier, Part I, 1951,
Prelude and Fugue in C major, 1937.
Prelude and Fugue in D major, 1960 (Fugue only, 1943).
Prelude in F minor, 1937.
Prelude and Fugue in F-sharp major, 1956.
Prelude in B-flat major, 1937.
Well-Tempered Clavier, Part II, 1952.
Prelude and Fugue in D major, 1956.
Prelude and Fugue in D minor, 1956.
Prelude and Fugue in E-flat major, 1956.
Prelude and Pugue in G major, 1956. :
Prelude and Fugue in G minor, 1956.
Fugue in B-flat major, 1956.
Prelude and Fugue in B minor, 1956.
Two~-Part Invention in E major, 1956.
Three-Part Inventions in E-flat major, E major, E minor,
F minor, and B minor, 1956.
English Suite No. 2 in A minor, 1934,
English Suite No. 3 in G minor (Prelude, Sarabande,
Gavotte, and Musette), 1936,
French Suites, complete, 1968..
Sarabande from French Suite No. 1 in D minor, 1935.
French Suite No. 6 in E major, 1967.
Fantasia in C minor, 1935, 1943, 1960.
Chromatic Fantasia and.Fugue in D minor, 1944, 1963
(Fantasia only, 1935).
Toccata in D major, 1967.
Toccata in E minor, 1935, 1936.
Capriccio in B-flat major, 1955 ( Lament only, 1943).
Six Little Preludes, 1960.
Two Miiror Fugues, from the Art of Fugue (2 claviers),
1941,
From the Clavier-Book of Anna Magdelena Bach (1725)
Aria in G, 1970.
Allemande in C minoxr, 1970.
Polonaise, 1936.
Polonaise in G, 197).
Polonaise in G minor, 1970.
Preludio in C, 1970.
Two Minuets, 1936.
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Orezan York Except Chorale

Prelude and Fugue

Prelude and Fugue

Prelude and Fugue
1941).

Prelude and Fugue

Prelude and Fugue

Prelude and Fugue D major, 1936, 1953.

Prelude and Fugue E-flat major, 1938, 1945, 1950, 1963

. (Fugue only, 1941, 1969).

Preluds and Fugue in E minor ("Cathedral®), 1934, 1963.

Prelude and Fugue in E minor ("Wedge"), 1959.

Prelude in F minor, 1955.

Prelude and Fugue in G major, 1949.

Fantasia and Fugue in C minor, 1957.

Fantasia in G major, 1957.

Pantasia and Fugue in G minor, 1950, 1963.

Toccata, Adagio, end Fugue in C major, 1942, 1944, 1949,
1967, (Adaglo only, 1936).

Toccata and Fugue in D minor, 1939, 1957.

Tocc?ta ?nd Pugue in F major, 1950 (Toccata only, 1954,
955 [

Dorian Toccata and Fugue, 1961 (Toccata only, 1949, 1955).

Fugue in C minor zon a theme of Legrenzi), 1963.

Fugue in G major {(a la gigue), 1942, 1943,

Fugue in G minor, 1941,

Passacaglia and Fugue in C minor, 1944, 1955.

Pastorale in F major, 1953.

Sonata No. { in E-flat major, 1954.

Sonata No. 3 in D minor, 1957.

Sonata No. 5 in C major, 1949, 1969.

Sonata No. 6 in G major, 1950, 1955.

Concerto No. 1 in G major (after Duke Johann Ernst), 1942.

concergo No. 2 in A minor (after Vivaldi), 1954, 1955,
1961.

Concerto in D minor (after Vivaldi), 1961.

Ricercar a 6, from The Musical Offering, 1961.

A major, 1965.
A minor, 1949,
B minor, 1944, 1953 (Prelude only,

C major, 1965.
¢ minor, 1965.

EEEE EEE

Organ Chorales (numbers in parenthesis are those of the
Schmieder catalogue of Bach's works)

Partitas on O Gott du frommer Gott (767), 195T7.
Variations on Vom Himmel hoch da komm' ich her (769),
1953.
Orgelbuchlein, complete, 1946.
Der Tag, der ist so freudenreich (605), 1944.
In duleil jubllo (628), 1949, :
Christum wir sollen loben schon (611), 1949.
Das alte Jahr vergangen ist (614), 19&2.
In Dir ist Freude (615), 1934, 1939, 1941,
Herr Gott, nun schleuss den Himmel auf (617), 1949.
0 Mensch, bewein' dein' Sinde gross (622), 1965.
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Ohrist lag in Todesbanden (625), 1955.
Herr Jesu Christ dich zu uns wend' (632), 1949,
Liebster Jesu, wir sind heir (633), 1955.
Dies sind.die hell'gen zehn Gebot (635), 1949.
Ich ruf' zu dir, Herr Jesu Christ (639), 1939, 1942,
Wenn wir in héchsten Noten sein (641), 1955,
Alle Menschen missen sterben (643), 1944,
Six Schiibler Chorales, 1950.
Wach?tsguf ruft uns die Stimme (645), 1942, 1961,
907 .
Wo soll ich fliehen hin (646), 1941, 1967.
Meine Seele erhebt den Herren (648), 1961, 1967,
Kommst du nun, Jesu, vom Himmel herunter (650),
1959, 1967, 1969.
From the Elghteen Large Chorale Preludes:
Schmucke dich, O liebe Seele (654), 1952.
Herr Jesu Christ dich zu was wend' (655), 1952.
0 Lamm Gottes, unschuldig (656), 1952.
Von ?ott will ich nicht lassen (658), 1934, 1941,
955.
Nun 11:oxgm', der Heiden Heiland (659), 1950, 1952,
969.
Nun komm', der Heiden Helland (66C), 1952.
Nun komm', der Heiden Heiland (661), 1952.
Vor, deinen Thron tret! ich allhiexr (668), 1952.
Olavierubung, Part III (Catechism), complete, 1945
Wir %lguben all" an einen Gott'(680), 1936, Aa
969.
Vater unser in Himmelreich (682), 1965.
Jesus Christus unser Heiland, der von uns (688), 1950.
Miscellaneous Chorale Freludes:
An Wasserfliissen Babylon (653b), 1949, 1961.
Ein' feste Burg ist unser Gott (720), 1949.
Erbarm' dich mein, O Herre Gott (721), 1941.
Herzlich thut mich verlangen 2727), 1944,
Liebster Jesu, wir sind hier (731), 1941, 1963.
Nun frgut euch, lieben Christen g'mein (734), 1944,
) 963.
Valet will ich dir geben (736), 1957.
Vater unser im Himmelreich (737), 1954.
Wir glauben all' an einen Gott (742), 1942,
Wo soll ich fliehen hin (694), 1957.

Works By Othexr Composers

Carl Philipp Emanuel Bach: Adaglo, from Sonata for Organ, 1955.
Concerto in B-flat major for
Violoncello (Adagio and Allegro
assal), 1959.
Suite in D major for String Orches-
tra, 1957.
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Johann Bernhard Bach: Chorale Prelude, Nun, freut euch,
lieben Christen, 1955,
Johann Christoph Bach: Fugue for Organ, 1955.
Motet, I Wrestle and Pray, 1938,
1947, 1953.
Johann Christoph Friedrich Bach: Gigue-Rondo (organ), 1955.
Johann Michael Bach: Ohorale Prelude, Von Gott will ich
nicht lassen, 1955.
Wilhelm Friedemann Bach: Chorale Prelude, Jesu, meine
Freude, 1955.
Jacque Barbireau (Berbigant): Der Pfoben Swanz, 1962.
Joseph Bodin de Boismortlier: Sonata in G major for three
flutes, 1961.
John Bull: Les Buffons, 1958, 1963.
Buxtehude: Chaconne in E minoxr, 1956.
Ghor?lesPrelude, Ein feste Burg lst unser Gott,
956.
Chor?leGPrelude, Nun komm, der Helden Heiland,
956.
Prelude and Fugue in D major, 1956,
Missa Brevis, 1964.
Francois Couperin, le Grand: Musete de Taverni, 1958.
La Pantomime, 1958,
La Visionalre, 1967.
La Misterieuse, 1967.
Lt*Arlequine, 1967.
Le croc-en-jambe, 1967.
Jean Henry d'Angelbert: Chaconne de Galatee, 1958.
Guillaune Dufay: Ave Regiluna, 1962.
Samuel Ebart: Ge%stliches Konzert, Miserere, Christe, mei,
1962,
Giralomo Frescobaldi: Aria detta la Frescobalda, 1967.
Handel: Passgacallle in G minor, 1943.
Sarabande in D minor, 1943,
Pietro Locatelll: Sonatasén G minor (viola and harposichord),
1958.
Theme and Variations (violin and lute), 1960.
Graf Logi: Courante extraordinaire (1lute), 1963.
Thomas Iupo: Pantasia a 4, 1962.
Marin Marais: figg French Dances (viola and harpsichord),
950,
Mozart: Adaglo and Finale for string trio, arranged from
J. S. Bach's Sonata No., 2 for Organ, 1939.
Adaglo and Fugue for string trio, arranged from
Wilhelm Friedmann Bach, 1939.
Jacob Obrecht: Agnus Dei, 1962.
Johannes Ockeghem: Tsaat een Mesiiin, 1962.
Giovanni Picchi: TFour Pleces for Harpsichord, 1953.
. Pass'e Mezzo Antlco d1 sei Parti.
Saltarello del Ditto Pass'e Mezzo.
Ballo alla Polacha.
Todesca.
Purcell: Toccata in A major, 1943,
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Esaias Reussper: Prelude, Sonate, Gigue (lute), 1960.
Michael Rohde: Dig unwandelbare Bestindigkelt reiner Liebe,
1962.
Salamone Rossi: Three Canzonets, 1962. '
Vol che sequite 11 cieco ardor di Venere.
Torna dolce 11 mio amore.
Cercal fugglir amore.
"Stravinsky: Concerto in E flat ("Dumbarton Oaxs"), 1969,
Giuseppe Tartini: Andgnte in D major (viola and harpsichord),
1958. ,
Georg Philipp Telemann: Trio Sonata in A major, 1965.
Thomas Tompking: Barafostus Dreame, 1962.
Francis Tregian: Balla d'Amore, 1962,
Sylvius Weiss: OChaconne (lute), 1960.

Pre-Bach music for lute, 1957:

Ricercare Francesco Svinaccino
Fantasia Francesco de Milano
Der Gestrelfft Dannzet Anonymous

Pavan Thomas Morley
Heartes Ease Elizabethan

Branle J. B. Besardus
Canaries Stralock MS

Thirteenth-Century music, 1962:
Cantigas de Santa Marla Alfonso the Wise
Quen a virgen
Como poden per sas culpas
Le Mol de May Changon de quete



APPENDIX III1

COVER LETTER AND QUESTIONNAIRE DISTRIBUTED TOQ
175 SELECIED CONSERVATORY GRADUATES

2323-1 Bishop Street
Ann Arbor, Michigan
48105

Dear :

In the way of an introduction, I graduated from the
Conservatory in 1953 and am presently a doctoral candidate
in muslic education at the Unliverslity of Michigan. For my
dissertation I am working on a history of the Conservatory
of Music of Baldwin-Wallace College, and am consequently
seeking information of all kinds and from all possible
sources. It 1s hoped that the response to the enclosed
questlionnaire will at once provide a dimension of informa-
tion not avallable elsewhere as well as point up a human

element without which a history becomes a mere accumulation
of facts and figures.

The questlionnaire should be reasonably self-explana-
tory. Please ignore any questions which are not clear to
You or which do not pertain to your individual situation. I
would, however, appreclate your special attention to question
#11 since 1t, more than any of the others, has the potential
of human interest. At this point in the project, it is im-
possible to determline the basis on which the selectlion of
names will be made for inclusion in the paper. 1If you would

rather have your name definlitely excluded, please indicate
this to me.

No one is more aware than I am of the tremendous
volume of Junk mall, questionnaires, advertisements, etc.,
which each of you must receive, and I suppose this contribu-
tion must be included somewhere in that collection. However,
your response Will be greatly appreclated and, hopefully, will

contribute to an interesting and enlightening story of the
Conservatory.

Sincerely yours,

William Campbell
B-W Class of 1953
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QUESTIONNAIRE

Nane

Address

Year graduated Degree received

Major instrument and/or area of concentration

What influenced your decision to attend B-4W? Be as
specific as possible regarding professors, performing
groups, etc.

What were your vocational asplratlions when you entered
as a freshman?

What were your vocatlonal aspirations at the tine of
your graduation?

A. Dld you enter the field for which you were prepvared
immediately following graduation? Yes No

B. If not, what was the reason(s)?

Are you now actlively engaged in the profession for which
you were prepared at B=W? Yes No

A. If not, what is your present position or type of
work?

B. How long have you been engaged in this line of
work?

C. What influenced your decision to leave the music
profession?

A. Graduate work in muslc and music education:
Ingtitution Sem. Hrs. Degree received

B. Graduate work in disciplines other than music/music
education:

Discipline Ingtlitution Degree recejived

Do you feel that the curriculum, at the time you were a
student, placed adequate emphasis in the following areas:
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Adequate More than adeguate
Theory/Anal. .

Mus. Hist./Lit.
Applied Music
Music Educ.
Liberal Arts

.
ct
ot

Please use the reverse side of this paper for any ad-
ditional comments you might have regarding the above
questions, outstanding professors and classes, per-
formance experlences, personal successes and disappoint-
ments, etc.
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