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In the Foreward of Helen Board 's recently pub-
1 

lished biography--Bertha Baur , A Woman of Note--I 

had this to say' 

I 'll never forget my first meeting with 
Miss Bertha, as we called her. It was 
in the fall of 1928. I 'd come to Cin
cinnati to try for a scholarship with the 
renowned teno~ and teacher, Dan Beddoe. 
I had auditioned for him , and he had 
arranged an audition for me with Miss Baur, 
who made all scholarship awards . 

The moment was at hand. Nervous and a bit 
shaky, I walked into .her office. There 
she ~at , with her beautiful white hair-- , 
handsome, regal , and with the bearing of a 
queen . If she ' d been the Queen of England , 
I couldn't have been morA awed. She was 
all business. 'Young man , Mr . Beddoe has 
told me about you. Sing whatever you 
wish.' Thinking that she was German and 
hoping to impress her, I selected Schumann's 
Widmung . After I had finished , she in
quired, ' What was the language? Was it 
Czechoslovakian?' ' It was German , Miss 
Baur,' I responded, much deflated. ' Then 
you must come to me for diction lessons; I 
couldn't understand a single word.' 

This, I learned later, was typical of her. 
She was critical, businesslike, no nonsense, 
But she was completely dedicated to students 
and eager to help them. She knew students, 
faculty, and , as a matter of fact, every
thing that was going on in her school, to 
which she was totally dedicated . 

She ha~ a wonderful way of using words 
econom~cally . I remember seeing her and a 
fe110w student of mine pass in the cor ' d 
?f old,Shillito 1~11 . He had a high sr~a~~ 
lng VOlce and a tendency to drag his f~et 
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when he walked. 'Young man,' she said, 
'lower your voice and raise your heels.' 
She turned and was gone. 

Students, faculty, staff--all of us loved 
her, respected her , and now that I think 
about it, feared her. Peter Froehlich, 
longtime faculty member and local wit, 
summed up our regard for her ability in 
what was then a rather risque remark I 
' Miss Bertha· is the smartest person alive; 
if she wore pants, she ' d be President of 
the United States.' 

Before turning to the subject itself, I 
shall speak briefly about the incidence and approach 
of this paper . 

Since 1949, in varying ways and degrees , 
I 've been involved in management. Sporadically 
during these twenty-four years , I have read intensive
ly in the field of managemen~ theory. , 

Increasingly, in' the past two years, I 
have become concerned with what seemed to me to be 
two interrelated trends in management' practice in 
higher education . (1) a trend toward centralization 
of control with a resulting expansion of centralized 
service agencies into expensive and self-contained 
bureaucracies; (2) a trend' toward an uncritical 
adopt ibn by these bureaucracies of ne~dlessly sophisti
cated and costly techniques and tools of management-
high-spe'ed computers, systems analys'is , and other 
quantative methods of a Pentagonian sort . 

In searching for a balance and antedote 
to this emphasis on bureaucratic and mechanistic 
methods and techniques, I became interested in a 
style of management that has received little attention 
in administrative theory--entrepreneurial management. 
(I 'll return to this in a moment. ) 

Months and months ago, I decided that my 
first paper for this distinguishedd91~bt~~S~h~:,onShe 
Bertha Baur. A number of reasons ~c ~ . 
had been my mentor and a major profess~ona~ ln~luence 
on my life; she had made an enormous contrlbutlon 
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to musical culture in this community and indeed in 
the nati on itself; she had been a dominant force in 
t he development of the college I now administer, 
and in this respect, I have carried on her work. So 
ea rly in my thinkin~ about this paper, I selected the 
subject, but the approach and angle were more difficult 
to come by: Idea after idea occurred to me: but for 
one reas on or another , I discarded them. 

A few weeks a go, w2ile reading a new book 
on entrepreneurial management , lights began to flash, 
By the time I reached the tenth chapter , "The New 
Entrepreneur".3-- Eureka, I had it. "Bertha Baur-
Entrepreneuse of the Performing Art G. " Miss Bertha ' s 
s tyle of management--as I vividly recall seeing her in 
ac tion--was indeed entrepreneurial. and entrepreneurial 
pretty much in a modern sense. This would be the 
hypothesis I ' d explore in researching and writing the 
paper . 

While the roots of entrepreneurial manage
ment go back to the ancient Warrior- Hero tradition, 
which in the 19th century was modified into the 
gentleman-owner manager concept, the style of manage
ment I 4am referring to has late 20th century dimen
s ions . A number of elements characterize the s tyle. 
Undoubtedly, the most bas ic i~ innovation- -entre
preneurial managers innovate . A frequent concomitant 
of innovation in management is the element of chance 
or riGk-taking--this is the second ' element of entre
preneurial style . Often the degree of risk depend R 
:J.pon the magnitude of the innovation and the environ
~ ent in which the innovation occurs . This brings me 
:0 the t hird element of entrepreneurial style-
~~vironment. The entrepreneur is environmentally 
oriented . He sets his objectives in terms of t he 
:~v ironment: he develops plans in terms of the en
--l ronment; and he assays results in terms of environ
_ent. A fourth element or characteristic of the 
~odern.ent~epren~ur--as distingui s hed from his fore
-9a r- - 1 S hls motlvation. Financial gain is secondary 
~ .the . achieveme~t of environmentally oriented 
w ectlves . A flflth characteristic involve s intellect 

::-e moder~ e~trepr~neur--unlike at least the stereo- . 
__ ~:~~:r~lS lntultlve, ~unch-playing and scheming 

-pO ~ P.GSS~ S ~n lntellectual power which he 
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brings to bear on problems of management. His plans 
are more scenerios than schemes a they are . long-range 
and they are complex; they attempt to predlct a~d to 
take into account environmental changes. In thlS 
sense the entrepreneur is a futurist . There are 
other characteristics of the modern entrepreneur. 
but these five. which I've used, to some extent . as 
a conceptual framework, are sufficient for this 
miniature study of Bertha Baur, the manager. 

For the body of the paper, I have sclccted 
key situations and events in the life of the Conserva
tory and viewed them from the point of entrepreneurial 
management . From time to time, I have broad-brushed 
historical background ; and I have pretty much used a 
chronological order. 

As a graduation present from Ann Arbor 
(Michigan) High School in 1976, Bertha Baur, a young 
lady of 18 years, whose ambition was to enter medical 
school at the University of Michigan in the fall, was 
invited to Cincinnati to spend the summer with her aunt, 
Clara Baur . Miss Baur, who had come to America from 
Qermany some year s earlier, had established a music 
school, along German lines. in Cincinnati nine years 
before her niece ' s visit. To the school, she had 
assigned the ambitigus name of the Cincinnati Con
servatory of Music. The Conservatory--which Miss 
Clara Baur had launched modestly by renting a s ingle 
room in Miss Nourse's School for Young Ladies at 
Seventh and College Streets--had prospered. As a 
matter of fact. its enrollment had increased to such 
an extent in the nine-year period that Miss Baur had 
moved the Conservatory into a home of its own with 
dormitory facilities for young ladie s at Eighth and 
Vine streets. The school was growing so fast and its 
management becoming so complex. Miss Baur told her 
young niece, that she needed help . She needed some 
one to relieve her of the business-management aspect 
of the school, so she could devote more time and thought 
to teaching and developing instructional programs. 
Would she , Bertha, like to stay on in Cincinnati and 
take the job? Evidently, Miss Clara' s persuasiveness 
was stronger than her young niece's motivation to 
study medicine, for the young lady did accept the 
challenge to stay on--she stayed until the end of her 
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life. sixty-four years later. For t~irty- s ix of 
these years. until her aunt's de~th ln 1912, she 
served as her aunt's associate dlrector . From 1912 
until 1930, she was Director of the Conservator~. 
From 1930 until her death in 1940, she was Presldent 
Emeri tus . 

Two years after young Bertha Baur joined 
her aunt as the school ' s business manager , the Cincin
nati Conservatory experienc.ed its first crisis. 
Important things along mus ical lines had been happen
ing in Cincinnati for several years prior to this. 
The first Mus ic Festival. five years earlier , had 
been an enormous success . and s o had succeeding' 
Festivals. Mus ic Hall had been built as the home of 
the Festival, and a new mus ic school . with facilitie s 
ad joining Mus ic Hall , was being organized by leading 
figure's of the City' s cultural and bus iness communi
ties . Mos t dramatic of all, the Festival 's Music 
Director, the nation ' s leading conductor, Theodore 
Thomas. had agreed 'to move to Cincinnati to assume 
the directorship of the new s chool. This development 
was receiving national attention in mu s ical circles . 
An arti~le on the subject in Boston' s famous musical 
periodical, Dwight ' s Journal of Mus ic introduced the 
news to jts readers in this manners 

New York i s about to sustain an irreparable 
loss . Theodore Thomas, after fifteen 
years of hard and unrewarded labor, has 
abandoned a thankless task amongst us, 
and has accepted a position a s director 
of a Conservatory of Music to be estab
lished at Cincinnati, in the new Music 
Hall . He has made a contract with the, 
originators of the enterprise to give 
hi s whole time to it for a period of 
five years. at a liberal salary . and 
he will remove to Cincinnati on the 
1st of October 

Another art i cle in the same issue of the 
~ournal continues the lament with the heading , New 
~our - Thomas - Cincinnatiz 

Between the two centres of activity the 
popular Conductor--hi s face always set 
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toward the new, the Future- -has decided 
quickly . The great metropolis is cas t 
down and bereft; the dir'ectors of the 
Philharmonic Society (that of Brooklyn 
also) seemed dumfounded and perplexed; 
the newspapers are full of wailings and 
gnashing of teeth, and likewise exuberant 
with eulogies more unqualified than are 
usually pronounced over a hero dead and 
not merely gone.? 

As a result of this glamorous and unique 
development, Conservatory faculty members began 
accepting appointments in the new College of Music, 
and Conservatory students began transferring to the 
College. This led to serious financial difficulties 
for the Conservatory. Bankruptcy threatened, and we 
are told that if a music publisher had not provided 
financial aS's istance, the school would have closed . 8 
Equally important to the future of the school were 
marked changes in the Conservatory's management pol
icies. 

Before 'going into these change, let ' s 
take a brief look at the management' of the school 
(prior to the crisis) in terms of entrepreneurial 
management style. 

Certainl~, innovation and risk-taking 
were involved in the move of the school to its new 
quarters in 1876. Actually, the basic conception 
underlying the founding of the school was highly 
innovative and loaded with risk. to develop a music 
school in midwest Amer.ica patterned on a German model. 
True, there was a strong German strand in the City ' s 
population, but even so, it was a chancy idea. Pro
viding living accommodations for students was not 
only innovative, it was unique on this side of the 
Atlantic. For Clara Baur, whose financial resources 
consisted of the accumulated profits from operating 
a one-studio music school, the risk of renting and 
equipping a four-story building to be operated a s a 
boarding music school was enormous. She had no Amer
ican precedent upon which to forecast results . How 
could she know that a market would exis t for such a 
venture? That near-collapse occurred relatively ~ oon 
after cash-flow from tuition-income decreased is 
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evidence of the magnitude of the ri sk . 

Clara Baur ' s motivation from the beginning , 
as I read her life and work , was entrepreneurial . 
}~r dream- -the driving force inside her--was to build 
a successful music school in Cincinnati. To accompli s h 
this--which necessitated expansion--the s chool had to 
make a profit . But it was profit as a means , not an 
end. This dedicated and determined German- born woman, 
i s said to have never taken any money for herself 
from the school's income except for modest living 
expenses. 9 I 

From the material I have been able to find, 
r ' ve come across no evidence of Clara Baur having 
concerned herself in this early period of the Con
servatory ' s history with the environment . To the 
contrary , it seems that what she was really after 
wa s to transplant the Ge rman music school to Ameri
can soil. After she had decided to launch the ven
ture in Cincinnati. she returned to Stuttgart, 
Germany, where she re-enrolled as a s tudent in her 
alma m~ter, the Hochschule fur Musik, in order to 
s tudy in detail the school ' s-ffiethods and ~aterials . 
A bit of negative evidence : In the volumlnous 
account s of the establishment of the College of 
Mus ic and Maestro Thomas's move to Cincinnati as its 
director , I've not seen the slightest mention of the 
Conservatory of Music . 

Neither have I found iI! my.rea~ing any 
evidence of intellectual s ophi s tIcatIon In Clara 

, ly work in building the Conservatory. 
Bau: s ~ar do~ ed determination , courgge, and a. 
DedIcatIon,. bg f f ' th and mission--yes, In 
religiouo-llke sense 0 . al ~ 
greai abundance: but Ilttle el ~e . 
. B learned a great deal 

Either Clara au~ nd the dramatjc de-
from her school f s near-demflsMeu:; c or else Bertha 

t :f the Collef.te 0 ",,-,- . • t . 
velopmen o . . =l f ideas to Cinclnna 2 . 
Baur brOught a head-ful fOCha~~eR were introduced as 
In any event, a nf'umbejrtOt- o reg:i~ its stability and 
t Ile C onserve. tory oug 1 . 
to c ontinue its growth . 

A basic change had to do ~it~ faculty 
=r1ployment policy. Instead of appOIntIng local 
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musicians to the faculty (as had been done previous
ly) . the Baurs decided to import teachers from 
Europe . The glamorous and "ha~'oll ef~ect o~ ~homas 
may have had something to do wlth thl s declslon. 
There may have also been the suppofd tioD that foreign 
musicians , less familiar with the local situation 
and more dependent on faculty connections for a 
livelihood , would be less likely to walk out on their 
contracts. 

Another chan~e, closely related to this, 
involved musical performance . The Baur's sought for 
their faculty teachers who were performine musicians 
and encouraged them to perform publicly, even to the 
point of writing it into their contracts. This in~ 
dicates to me attention to the environment in the 
sense of product marketability: teachers whose 
musicianship can be demonstrated by public perform
ance would be more likely to be in demand than those 
who could not. 

One suspects that in their efforts to re
habilitate their s chool, the Baurs discovered the 
local environment and the necessity of taking it into 
account in planning Conservatory curricula and activ
ity. For example, Saturday afternoon musicales, 
featuring student and faculty performers, were in
troduced and became a popular part of the school's 
activity; so did end-of-the school-year concert s , 
on which students displayed the proficiency and 
arti~try they had gained from their studies. The 
Conservatory, during this period, made a marked effort 
to provide musical opportunities to serve the needs 
of groups of various ages. I shall cite two extremes 
a s examples: the Cincinnati Conservatory of Music 
Society for Adults was organized, and a kindergarten 
program for young children, developed. As a special 
service to s tudents in the western part of the City , 
a branch was established at 139 West ' Eighth Street. 

In 1884 , the existence of the Conservatory 
was once a ga in threatened--this time by an epidemic 
of smallpox. A number of Conservatory s tudent s were 
stricken , and boarding students went home . The Baurs, 
in true optimist and risk-taking form , met the chall
enge by movin~ the school to another location--a 
larger building at 140 Broadway . By the fall of 1884 , 
the epidemic was over and the doors of the Cons ervatory 
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at its Broadway address were opened and the school 
was once again thriving . 

In this new location, curricula innova
tions resulted in a restructuring of instructions 
Vocal music, instrumental music, theory, elocution, 
and languages constituted the areas of study: 
preparatory , normal , and artist made up the depart
ments . The Preparatory Department provided instruc
tion for children; the Normal Department prepared 
students for teaching careers; and the Artist De
partment concentrated on developing professional 
performers . An innovation of thi s period that was 
far in advance of its time was evening inotruction. 
Evening class es, which proved very successful , were 
of fered throughout the year. 

Still another innovation of the period-
and one indicative of cooperativeness on the part of 
t he Baurs, as well as sensitivity to community need 
and opportunity--was an arrangement whereby the Con
servatory provided mu s ical instruction for students 
of t wo local boarding schools . 

By 1888 , the Conservatory had grown to the 
extent that still larger quarters became necessary, 
and once again the school was moved--this time to 
Fourth and Lawrence Streets . 

In another fourteen years , the Conserva
tory had once again outgrown its phys ical plant. By 
this time, the fortunes of the school had so greatly 
improved that the senior Baur determined to fulfill 
he r ultimate dream of purchasing a permanent home for 
the school. This home, she was determined, would be 
:~ a socially prominent area of the City. She found 
exactly what she wanted in the Shillito Mansion at 
~ighland and Oak in Mt . Auburn. Against the advice 
:::~ he r attorney, her family , and her friends. she 
~~ntracted f or the property and set about cons truct
:~g a dormitory and- other facilities adjoin~ng the 
::.E.in house. This was by far the greatest rIsk that 
~:sk-taking Clara Baur was to take: It proved 
=.~ce ssful to such an extent that In the next four 
ea~s still other facilities were added to the campus 
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As time passed, the Baurs played i ncreas
ingly active and prominent roles in the musical 
development of the City. To aid in the establish-
ment of the Cincinnati Symphony Orchestra, for 
example, Miss Clara Baur guaranteed a teaching 
position on the Conservatory faculty to a concertmaste~ 
in order to attract him to Cincinnati. To help 
stabilize the Symphony, she made a practice of using 
as many of its members as possible on the Conserva
tory faculty. On many occasions, the school donated 
the services of faculty members as soloists with the 
Orchestra . In 1910 , two years before her death 
Clara Baur subscribed a thousand dollars a year'for 
a five-year period to support the Symphony .1 0 

As I am sure you are aware by this time, 
I have not been able with any consistency to di s 
tinguish the actions and decisions of Clara and Bertha 
Baur . They kept little in the way of records . I 
believe , however , that one can say with confiden ce 
that Clara Baur made the major decisions , with the 
advice and consent and sometimes criticism of Bertha 
Baur. 

A few weeks ago, I interviewed an 88 year 
old graduate of the Conservatory in Danville, Kentuck,. 
She had been a student at the Conservatory in the 
early part of the Century. I got the distinct 
impression from her remarks tha.t she was a favorite 
of-Bertha Baur , who from time to time confided in 
her . This dear little lady told me with great drama 
of the difficulties Miss Bertha experienced in trying 
t o persuade her aunt to be business -like . 11 If this 
recollection has any factual basis, then Bertha Baur 
did an awfully good job ; for at the time of Clara 
Baur ' s death (in 1912), the Conservatory , which the 
older Baur willed to her niece , was completely free 
of debt. 

Looking at the management of the school 
from the time of its recovery from its 1878 crisis 
until Clara Baur ' s death in 1912, I am struck by a 
number of things . (1) There was not the s lightest 
drying up of innovations in the latter years . In
deed , if anything , this creative dimension increased. 
(2) There was no shying away from risk-taking . To 
the contrary, as I have already noted , the biggest 
risk occurred in the last decade of Clara Baur ' s 
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, ic to the school ' s 
ll.' fe e (3) The motivatl.on, baSt Profit was essen-

' ned constan . h 1 
development , rem~~ and development of the sc d 00 (L~) 
tial to the groW , was a means to an ,en . 
nothing more . It stJ.ll fully cultivated and nut~red 
The encironmen~ waS ,?8.~e even to the point of t e 
after the initl.al , C~1:l.Shi1anthropic role in the de
Conservatory servl.~o , P t ' Symphony orchestra . . 
velopment of th~ C~nc:-nna c~ meshed effective.qr WJ. th 
(.5) High leve~ ~n~ell:-genhe lanning, evaluat~~g, 
creative imag:-natJ.on,J.n t ti~ns . To a performJ.~e: 
and implementlng of l.nno:~en the gap between t~ltlon 
arts manager of my d~y , ~ h ear , it ' s amazJ.ng . 
income and ~xpense Wld~nu ~~~icYschOOl of the qual1ty 
enough to dlScover tha a 0 erate on a break-even 
of the Conservatory could P fit to the extent of 
basis, let alone . to make ao~~o - ~operty and equipment. 
paying for. the lIl.e;hlan dth- t th~ kind of management 
At thi c pOlnt, I ' d say a 
the Ba~rs employed paid off handsomely . 

At the time she became director of the 
Con8ervatory, Miss Bertha Baur had passed her fifty
f ourth birthday . But she Was vigorous and dedicated 
and just a s innovative as ever. 

One 01' her first moves was to liberalize 
dormitory rules and regulations and to make the 
social development of students, particularly female 
s tudents, a hidden but vital part of the curriculum. 
:n a real sense, the Conservatory became a finishing 
school for young ladies , as well as a professional 
school. 

Miss Baur did much to strengthen the rela
~ionship between the school and the cultural co~nunity . 
She frequently entertained townspeople and was enter -
~ained by them . She made a point of getting to know
: tudents and their family background , and she saw 

it that students became acquainted in the commun
:~' . She arranged for advanced students to perform 
=~ s icales in the homes of wealthy friends , and she 
=~couraged tho s e friends to provide financial help 
=c~ needy students . 

A major move of Miss Baur l s. after she be-
_ J ':'rector of the Cons ervatory , was to upg~ade what 

~eady a distinguished faculty. (In a way. she 
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anticipat ed the pre s ent-day athletic s cout.) 
She went after the very best--no artist wa s too big 
or too well known for the Cinc innati Conservatory. 
The s tory is told of one of her coups . She wa s in 
Paris and. heard a pianist , who was the rage of the 
CitY i she went backstage to see him after the con
cert and persuaded him to come to Cincinnati as a 
member of t he Conservatory faculty . ( He was still 
here in my s tudent days.) . 

From the beginninG to the end of her admin
istra.tion , Miss Baur devoted attention to faculty 
development . \ Not only did she go after leading 
art i sts , but s he made it possible f or them to con
tinue their careers while t eaching at the s chool. 
TIlls meant light teaching loads and heavy s cholar
ship programs f or advanced student s in order to keep 
art i s t faculty members satisfied . She paid what at 
the time were enormOUR salaries to these artist8 . 

Miss Ba.ur was carRful about balancing her 
faculty from a nationality s t andpoint. The artist 
faculty of my day , for example , i ncluded three 
Russiand , a Yugoslavian , t wo Cz echos lovakians , 
three Poles , two Frenchmen, a Welchman , an I ri shman , 
s ome I talians , and an array of Germans . 

While she realized the value of European
born and trained artist s i n attracting gifted 
students , Miss Baur felt strongly about the injus
tice of this emphasis on the foreien artist-teacher 
at the expense of the native born ; ;:md she began 
doing s omething about it . She set up a junior 
faculty , made up of advanced student s , to teach 
mino r s and s econdary students and also to do s ome 
teaching i n the Preparatory Department . As the se 
junior faculty members learned their craft and be-, 
Came skillful teachers , they were added t o the senlor 
fa. cul ty. A fell ow junior-faculty member wi t h me in 
1931 was Robert Powell , whc: within fifteen years · be
came a nationally known VOJ.ce teacher . 

In one respect , the first w6rld war wa~ a 
boon to the Cons~rvatory . ,( It was a boon ~ that lS , 
before we became involved ln the war.) Glfted 
students who normally wo~ld have gone t~ ~~~ob~n~o 
study remained in the Unlted State s , an 
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s erva tory got a sizable proportion of them . 

It was during this period that Miss B<;tur 
made one of her major innovations and on e that In
directly i s s till proving a source of . enjoyment t o 
music lovers of the area. She es tabllshed an Opera 
Department , and i n 1916 , she brought to the school 
8. very gifted young man, Ralph Lyford , to hea~ the 
Department . Wi t.hin a year full-blown productlOl'1S-
involving chorus , orchestra , scenery, and ~o stumes-
were bein~ presented. By the end of the flrst year, 
audiences for the performances had become so larg~ 
that the productions had to be moved to Emery Audl-
torium. 

Helen Board credit s the Conservatory opera 
program wi th laying the f oundation for Summer Opera, 
which i s said to have been a brainchild of Ralph 
Lyford . Miss Baur encouraged and enthusias tically 
s upported he r youne f a culty member in the project. 
For five yea r s , begi nning i n 1920, Mr . Lyford 
ouccessfully managed, conducted, and dhlmost every
thing else involved in staging productions of 
"Opera at the Zoo , " as it was called . In the early 
days of Zoo Opera students from the Conservatory, 
the College of Music, and private studios in the 
City made up the chorus and corps de ballet , and 
performed the smaller roles in the productions. 12 

The opera program of the Conservatory 
thrived under Miss Baur ' s careful nurturing until 
the end of her ad~inistration . (I was fortunate in 
being a student at the school in those days . ) It ' s 
a measure of Miss Baur ' s innovative energy and will
ingness to take chances that s he expanded the program 
t o its peak in her last two years as Director . While 
Ralph Lyford had handled both stage and musical 
direction, she replaced him , after his death in 192 8 , 
with a well known Russian opera conductor , Alexander 
von Kreisler , and an equally well known stage director, 
::aria Kirsanova . In the two-year period I saw truly 
~reat performances of operas I was not t o see again 
~ntil thirty years later in Vienna . I also saw 
professional-like performances of standard works . 
Ac tually, this Conservatory opera program of the late 
20 's was much more sophisticated than the program at 
:ndiana University during my ten years there (1953-19 63 ) ; 
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yet Indiana is pretty generally credited as the . 
s chool of music that introduced opera to professl0nal 
schools . In beginning the Conservatory Opera ~epart
ment in 1916, Miss Bertha Baur was at least thlrty 
years ahead of her time - -Indiana University began 
its program in 1948 . 

Another significant innovation of Miss 
Baur ' s was the organization of the bachelor and 
master degree programs in 1922 . In this, she was 
also ahead of her time and actually anticipating a 
trend . Until the latter part of the ' 20 ' s, the chief 
qualification of a college or university teacher of 
music was European study. In the late ' 20 ' s , insti
tutions of higher education began requiring bachelor 
degrees of mus ic majors ; by the mid ' 30 ' s , the re
quirement had advanced to master degrees . 

In a real sense , Miss Baur had a good bit 
to do with creating the degree trend . Although she 
was not trained as a musician and never taught, by 
hard and diligent study she made he r self int o an 
expert on curricular matters . (Miss Board, Mis s 
Baur ' s secretary for some years , tells that at the 
close of each work-day , Miss Baur would carry home a 
briefcase filled with curricular materials. )13 In 
the early ' 20 ' s, realizing that some sort of accredi
ting a gency was needed in the field of music , Miss 
Baur encouraged Burnett C. Tuthill , who was then 
Bus iness Manager of the Conservatory , to assume the 
leaders hip in intere sting the directors of other 
reputable institutions -to organize. Tuthill did his 
work skillfully, for an organizational meet i ng was 
held in Cincinnati in 1924. Both the College and the 
Conservatory became charter members of the re sulting 
organizations , which assumed the name of The National 
As sociation of Schools of Music . Today, NASM , as we 
call it , is the accrediting agency in the field of 
music . It is-a powerful organization with over three 
hundred member schools . 

In 1925 , Miss Baur e s tabli s hed a Dance De 
partment at the Conservatory . The Department has 
thrived for years and has been a real in?ome producer 
for the school . With dance as well as wlth opera , 
Mi s s Baur was years and years ahead of her t~me f<;>r 
a dance movement in American colleges a.nd unlverSl
ties i s only now emerging . 
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still another incidence of sensing a trend 
before it emerged and acting on the anticipation in
volved teacher-training in music-education . In 1922, 
Miss Baur developed an- affiliation with the Univer
sity of Cincinnati: and as a result, a variety of 
muslc-education curricvla were formulated jointly by 
the two institutions. 14 

Miss Baur was sparked by new and innovative 
things . Radio fascinated her . In the early ' 20 ' s , 
s he encoura.e;ed students and faculty to perform over 
the l ocal stations that were emerging . Much to the 
dismay of s ome of her faculty, jaz z also innerested 
he r, and she encouraged students with a flair for its 
performance to perform it. 

While rifiss Baur ' s active administration, 
from 1912 to 19.30 , carried the Con servatory to the 
pinnacle of success as a professional s chool of in
ternational s tanding , her administration did not 
en joy the financial success of the earlier days of 
the Rehool . When she assumed complete control in 
1912, the facilities were debt :free and there was 
money in the bank . Wi thin a very few years , finan
cial difficulties began to arise. There were a 
number of reasons , As the school gained in enroll
ment, additional facilities had to be provided : this 
cos t money. The high-powered artist faculty she had 
as sembled was a financial drain, for the income from 
t heir classes was far bBlow the cost of their 
salaries : also, to provide these artist-teachers 
with advanced s tudent s , a substantial investment in 
:'early s cholarships was essential. State-supported 
institutions , with low tuition rates , were develop
i ng creditable instructional programs in music. 
~his was beginning to create competition for good 
~ tudents . Much move serious , however, was the Con
se rvatory's competition from three heavily endowed 
7.usic schOOlS that came into being in the early 
'20 's--Eas tman, Juilliard , and Curtis. These schools 
~.lpported on an endowed basis had comprehensive 
~cholarship programs. To make matters even more 
=:fficult, young ladie s with musical talent and from 
"=althy families were in greater and great~r nu~b~rs 

=_ ecting to attend regular colleges and unlversltles . 

Mi~s Baur must have been a genius at 
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attracting financial support to the school from her 
wealthy friends. One of her cousins tells the story 
that at commencement time each year, three of Miss 
Baur's faithful girl friends would visit her with 
checkbooks in hand and bluntly put the question: 
"How much money do you need, Bertha, to meet this 
year's deficit?" Upon being told, they would splitr:: 
the sum three ways and write checks for Miss Baur.l ~ 

I I 

To put the school on a more stable basis. 
Miss Baur and several of her friends incorporated it 
in 1920, with Miss Baur retaiging full control of 
the institution's functions . l This, in itself, was 
a managerial innovation. 

Miss Baur ' s most dramatic innovation along 
managerial lines occurred on July 8, 1930, when she 
informed the public through the press that she was 
retiring as Director of the Conservatory and offer
ing the school as a gift to the City through the 
Institute of Fine Arts . She stated her reasons in 
thi s way; 

I have devoted my entire life to building 
up the institution, and have now reached 
a time when I desire to see it perpetuated 
and carried on in the best interests of 
musical education and development in the 
City of Cincinnati. 

I consider the Cincinnati Institute of 
Fine Art,S the best fitted organization 
to carry out this purpose, and I desire, 
therefore, to tender to the Cincinnati 
Institute of Fine Arts all of the common 
s tock in the Cincinnati Conservatory of 
Music Company, which owns the institution, 
and all of the property where it is located. 

This will be carrying out the ideal of the 
founder of the institution, a privilege 
which I am grateful to be able to bring 
about. 

This gift of the Conservatory of Music to 
the City of Cincinnati is the fulfillment 
of a dream which I have carried with me 
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since my thirty-fifth year ; and it is with 
grateful acknowledgment to those who have 
made it possible and with very real happi
ness to myself that I see this active school 
of music delivered into such permanent 
and capable hands to function with other 
activities of our great city.17 

Miss Bertha Baur was a entrepreneurial 
manager if there ever was one. She was an innovator, 
interested i n i nnovations of others as well as her 
own. She was a ri sk-taker, who " did not measure re
sult s of risk-taking on a dOllar- and-cents scale. 
If she had , she would have liquidated her expensive 
artist faculty, and she would have di s continued expen
s ive programs, such as opera. She was superb in 
understanding and working in terms of her environment, 
which was fl ational and international as well as local. 
In a good s ense, s he was at time s able to manipulate 
it. Her motivation, as her aunt before her, was the 
well-being and success of the Conservatory. As 
Peter Froehlich implied, Mi ss Baur was highly intell
igent, and she used her intellect unstintingly in the 
resolution of artistic and pedagogical problems of 
the s chool, the community , and the profession . 

I am thankful to have known this great 
lady , and I feel privileged to have had the oppor
tunity of workIng eleven yearn for the cau s e to which 
she and her aunt devoted their lives. 

lTACK M. WATSON 
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