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BIOGRAPHY

Widely recognized for his conducting but also for his visionary zeal, championing masterpieces 
unfairly ignored by history and putting together concert programs that engage the head as well as 
the heart, Leon Botstein recently celebrated his 20th year as music director and principal 
conductor of the American Symphony Orchestra. He is also artistic codirector of the SummerScape 
and Bard Music festivals, which take place at the Richard B. Fisher Center for the Performing Arts, 
designed by Frank Gehry for Bard College, where Botstein has been president since 1975. He is 
conductor laureate of the Jerusalem Symphony Orchestra, where he served as music director from 
2003–11.

Botstein leads an active schedule as a guest conductor all over the world, and can be heard on 
numerous recordings with the London Symphony (their recording of Popov’s First Symphony 
was nominated for a Grammy), the London Philharmonic, NDR-Hamburg, and the Jerusalem 
Symphony Orchestra. Many of his live performances with the American Symphony Orchestra are 
available for download online. The Los Angeles Times called this summer’s Los Angeles Philharmonic 
performance under Leon Botstein “the all-around most compelling performance of anything I’ve 
heard all summer at the Bowl.”

Highly regarded as a music historian, Botstein is the editor of The Musical Quarterly and the author 
of numerous articles and books. In 2011 he was invited to give the prestigious Tanner Lectures 
in Berkeley, California. For his contributions to music he has received the award of the American 
Academy of Arts and Letters and Harvard University’s esteemed Centennial Award, as well as the 
Cross of Honor, First Class, from the government of Austria. In 2009 he received Carnegie 
Foundation’s Academic Leadership Award, and in 2011 was inducted into the American 
Philosophical Society. He is also the 2012 recipient of the Leonard Bernstein Award for the 
Elevation of Music in Society. In 2013, following in the footsteps of Sir John Barbirolli, Otto 
Klemperer, and many other of his musical heroes, Leon Botstein received the Bruckner Society’s 
Julio Kilenyi Medal of Honor for his interpretations of that composer’s music.



NOTES ON THE PROGRAM

Overture to Guillaume Tell (William Tell)
Composed in 1829

Gioachino Rossini
Born in Pesaro, February 29, 1792
Died in Paris, November 13, 1868

Gioachino Rossini was not only a brilliant composer, but also a shrewd one. He knew what worked 
and once he had perfected a formula–be it how to write an overture, mold an aria, or craft a 
finale—he tended to stick to it for some time. The lilting melodies, infectious rhythms, and 
bubbling crescendos found in most of his overtures were widely admired and imitated. By the 1820s 
he was the most popular composer in Europe. Today he is most remembered for his sparkling comic 
operas, but for various reasons (including marrying a celebrated singer who desired more serious 
fare), he concentrated on writing dramatic operas for about the last 10 years of his career, beginning 
in 1817.

For his last opera, William Tell, composed for the Paris Opéra and premiered in 1829, Rossini based 
his libretto on Friedrich von Schiller’s play Wilhelm Tell (1804), which tells a story of Swiss patriots 
struggling against Austrian imperial dominance in the 13th century. Although it is not clear whether 
Rossini intended this long and demanding work to be his final opera—audience tastes were chang-
ing—it does synthesize many elements of his style. After the premiere Rossini in essence retired, at 
the height of his fame and at the age of 37. (Born on leap-year day in 1792, Rossini had, however, 
celebrated only nine birthdays.) He lived a rich and famous man for nearly 40 more years (and had 
nine more birthdays.)

The music of William Tell, an opera in four acts that lasts some four hours, manifests a depth and 
seriousness that contrasts with the composer’s comic successes, such as The Italian Girl in Algiers 
(1813) and The Barber of Seville (1816). Likewise, the Overture to this opera is unique, functioning 
programmatically in a manner that previous examples had done only obliquely. Rossini’s overtures 
often have no musical connection to the opera that follows (one reason is that he freely reused 
earlier ones for new operas), but in this case the Overture both sets the mood and prefigures musical 
content.

Structured in four independent sections, it proves a remarkably effective concertpiece. The intimate 
chamber-like opening, for five cellos, sets the scene of pastoral quietude that is the backdrop of the 
opera. A nervous transitional passage leads to the second section, a striking re-creation of the terror 
and chaos of a sudden storm. In the third section, a English horn solo is meant to evoke the shep-
herd’s ranz des vaches. The fourth section is the best known, featuring the rousing trumpet gallop 
finale that would become such a familiar part of popular culture in the 20th century, most notably 
from its use in the TV western The Lone Ranger.

Siegfried’s Funeral March from Götterdämmerung
Composed in 1869–74

Richard Wagner
Born in Leipzig, May 22, 1813
Died in Venice, February 13, 1883

When it came to writing the Ring, one of the most awesome conceptions in the history of the arts, 
Wagner went about it backwards. He initially devised the libretto for an opera called Siegfried’s Tod 
(Siegfried’s Death) in 1848, but decided that it needed to be prefaced by an account of earlier events 
in the hero Siegfried’s life. So to precede Siegfried’s Tod, which he eventually renamed Götterdäm-
merung (Twilight of the Gods), he wrote the libretto for Der junge Siegfried (Young Siegfried; later 
just Siegfried). Yet once again he felt that audiences deserved more of the mythic history of this 
German hero and his ancestry and therefore wrote Die Walküre (The Valkyrie), which explained 
the circumstances of Siegfried’s conception by the brother and sister Siegmund and Sieglinde. The 
libretto for a unified trilogy now complete, Wagner decided to append an extended prologue in one 
act (nearly two-and-a-half hours long) called Das Rheingold (The Rhine Gold), which would provide 
the foundation for the entire story by telling about the gods and goddesses of Valhalla.

Once the text was finished and published in 1853 Wagner began writing the music for the four 



operas, which would take the next 20 years of his life. (In 1856 he interrupted the third opera, 
Siegfried, to compose Tristan und Isolde and Die Meistersinger.) 
The ultimate result is a miraculously unified work lasting some 15 hours and written over a period 
of nearly 25 years. One is hard pressed to think of many other artistic projects of such scope, scale, 
and ambition.

Götterdämmerung is thus an opera conceived of by a 35-year-old, with much of the text written at 
that time, but with the music composed by a mature master of 60. (Wagner would only write one 
more opera, Parsifal.) This culminating opera of the Ring contains extended orchestral sections that 
are often performed in concert settings, which underscores the orchestral and ultimately symphonic 
nature of Wagner’s musical accomplishment. He may not have written symphonies as Beethoven 
did, but he nonetheless in certain respects created something similar. Siegfried’s Funeral March oc-
curs in the third act after the hero has been killed. The march employs a striking motive of death—
two loud chords followed by a slithering melody up and down in the lower strings—as well as other 
motives that provide a “review” of the hero’s life.

Till Eulenspiegels lustige Streiche, Op.28
Composed in 1894-95

Richard Strauss
Born in Munich, June 11, 1864
Died in Garmisch-Partenkirchen, September 8, 1949

Like most young composers honing their art, Richard Strauss began his long career writing rela-
tively conventional music. Raised in a musical household—his father played principal French horn 
in the Munich Court Orchestra—Strauss’s early compositions were firmly anchored in traditional 
forms. Within the fraught musical politics of the time the allegiances of the Strauss family were 
clear, as was the enemy: the program music of the New German School, epitomized by Hector 
Berlioz, Franz Liszt, and Richard Wagner.

Then came his “conversion,” as Strauss would later call it. The composer and musician Alexander 
Ritter, 31 years Strauss’s senior and someone who had known both Liszt and Wagner, became like a 
second father, as well as an artistic mentor. Strauss turned to the Lisztian domain of the 
“Symphonic Poem,” or what he would call “Tone Poems.” In certain respects these program works, 
usually in one extended orchestral movement, are descendants of the concert overtures of Beethoven 
and Mendelssohn. The common starting point is an extra-musical source—a poem, novel, play, 
legend, historical event, natural phenomenon, philosophical idea, or some other inspiration—that 
is used as the basis for musical illustration or reflection.

Strauss cautiously moved in the direction of program music with a four-movement descriptive 
symphony called Aus Italien (Out of Italy; 1886). For his first tone poem, the 23-year-old 
composer turned to Shakespeare’s Macbeth, followed by Don Juan (1887) and Death and 
Transfiguration (1889). With these works he had found his mature voice and they marked an im-
portant stage in early musical Modernism.

Strauss turned his attention next to opera, writing the neo-Wagnerian Guntram, which bombed 
badly at its premiere in May 1894. This may have dissuaded him from continuing work on another 
dramatic project for which he had been writing a libretto, namely a “folk opera” about the popular 
14th-century character Till Eulenspiegel. “I have already put together a very nice scenario,” Strauss 
wrote in a letter, “although the figure of Master Till Eulenspiegel does not quite appear before my 
eyes. The book of folk tales outlines only a rogue, with too superficial a dramatic personality. The 
developing of his character along lines more profound than his trait of contempt for humanity 
also presents considerable difficulties.” Strauss decided instead to use the character for his fourth 
tone poem, probably begun sometime in 1894 and finished in May of the next year. Franz Wüllner 
conducted the premiere in Cologne in November 1895. The work immediately became a popular 
favorite, displaying a humorous side of the composer not always apparent in his other orchestral 
works.

Strauss was reluctant to spell out the program in detail—he wrote a brief telegram to Wüllner, who 
had asked for background about the piece: “Analysis impossible for me. All wit spent in notes.” But 
over time he divulged more information, identifying two prominent themes associated with the title 
character “that run through the whole piece in the most varied disguises and moods and situations 
until the catastrophe where he is hanged after the death sentence has been spoken over him.” The 
full title of the work is Till Eulenspiegel’s Merry Pranks, After the Old Rogue’s Tale, Set in Rondeau 



Form for Large Orchestra. Strauss compared his use of rondo form here with the finale of Beethoven’s 
Eighth Symphony.

The opening two ideas come in parts—first a lilting string theme that Strauss said was meant to con-
vey “Once upon a time there was a roguish jester,” followed by a horn solo, one of the most famous 
themes in all orchestral music, that identifies the prankster “whose name was Till 
Eulenspiegel.” A third theme associated with Till is mockingly put forth by the clarinet (“He is a 
wicked goblin.”) Till goes through various adventures, some of which Strauss specifically identified: 
He rides on horseback through a market crowded with women (represented by clarinets sweeping 
up); disguises himself as a minister and “oozes unction and morality,” but because of his mockery 
“feels a sudden horror of his end.” The gallant hero comes across a group of pretty girls and woos 
them (with a lilting version of the initial horn call); he debates with pompous philistine philos-
ophers (four bassoons and bass clarinet). At the climax of the piece he is put on trial—the death 
sentence is pronounced, he “nonchalantly whistles” (the clarinet theme again), and is executed. The 
opening “once upon a time” music returns to conclude this “old rogue’s tale.”

Symphony No. 15 In A Major, Op. 141
Composed in 1971

Dmitri Shostakovich
Born in St. Petersburg, September 25, 1906
Died in Moscow, August 9, 1975

The great Russian cellist and conductor Mstislav Rostropovich characterized the 15 symphonies 
of his friend Dmitri Shostakovich as “a secret history of Russia.” What Shostakovich wrote as a 
precocious teenager grew out of an almost entirely different world than the one he inhabited at the 
end of his life, when he composed his final symphony, which we hear today. The genuine optimism 
after the 1917 Revolution had passed through the horrific realities under Stalin to the stagnation 
and dreariness of the Brezhnev era.

Shostakovich’s dazzling First Symphony, premiered in 1926 when the composer was just 19, 
made him famous, extending his renown far beyond the Soviet Union as Bruno Walter, Wilhelm 
Furtwängler, Arturo Toscanini, and other leading conductors championed the youthful work. He 
titled his Second Symphony “To October—A Symphonic Dedication” and included a chorus 
praising the Revolution and Lenin. The Third Symphony, “The First of May,” was another political 
testimony with chorus. By the time of his Fourth, in 1936, the 29-year-old composer had run into 
serious difficulties with the Soviet government. Stalin’s displeasure at his opera Lady Macbeth of the 
District of Mtszensk resulted in a scathing editorial in the official newspaper Pravda. Shostakovich 
was forced to withdraw the Symphony, a grand Mahlerian work that waited 25 years for its 
premiere, once Stalin had safely been buried. 

The popular Fifth Symphony officially redeemed Shostakovich in 1937 and became his most 
popular work, an instant “classic.” And although the Sixth (1939) did not fare quite as well, the 
Seventh (“Leningrad”), written during the war and performed to great acclaim in Russia and in 
the West in 1942, secured his position at the leading Soviet composer. It landed Shostakovich on 
the cover of Time. Expectations were great about what he would do next but the Eighth (1943) 
generally disappointed in its pessimistic tone. Worse, the Ninth, composed as the German defeat 
was imminent in 1945 and Russian victory to be celebrated, proved a modestly witty affair. The 
composer was smacked down again by government officials in 1948 and did not write a symphony 
again until his Tenth in 1953, just after Stalin’s death. It was followed by three with programmatic 
titles: “The Year 1905,” “The Year 1917,” and “Babi Yar.” With Shostakovich’s health declining, the 
searing Fourteenth Symphony from 1969 is a song cycle set to death-haunted poems. 

Death haunts the other great last works that followed: the Symphony we hear today, the Suite on 
texts by Michelangelo, the late string quartets, and the final Viola Sonata. As with Mahler’s last 
works, Shostakovich displays a variety of responses to the approach of death. While the Fourteenth 
Symphony, for example, confronted it with anger, the Fifteenth mixes youthful energy with wise 
serenity. Shostakovich composed this final symphony in the summer of 1971. After four that either 
featured programs or texts, he returned to the more abstract presentation of the Tenth, composed 
some 18 years earlier. Work on the Fifteenth Symphony proceeded quickly, although sometimes 
painfully, and it was finished by the end of July. In September Shostakovich celebrated his 65th 
birthday and a few weeks later survived a second heart attack. Illness delayed the premiere of the 



Symphony, the first one that he entrusted to his son, Maxim, who conducted the Symphony 
Orchestra of All-Union Radio and Television at the Moscow Conservatory in January 1972.  

Many of Shostakovich’s symphonies—some argue most or all of them—seem to carry hidden 
meanings and messages that either have deeply personal resonances or that run counter to their 
announced intention. Is the Eleventh Symphony really about the “Bloody Sunday” in 1905, when 
the Tsar’s Imperial Guard opened fire on a peaceful gathering in front of the Winter Palace in St. 
Petersburg, or rather about the later Soviet suppression of the Hungarian uprising that occurred 
the year before Shostakovich wrote the work in 1957? The abstract nature of instrumental music 
allows listeners to come up with their own answers and therefore proved a realm of freedom in the 
repressive Soviet Union. Although Shostakovich did not give a title to the Fifteenth Symphony, or 
include a sung text, he inserted a wide range of musical quotations that are immediately suggestive, 
most obviously Rossini’s William Tell Overture in the first movement and the “fate” motive from 
Wagner’s Ring cycle in the fourth movement. (A quotation from Glinka’s song “Do not tempt 
me needlessly” in the finale will probably be less noticeable for Western audiences.) There are also 
allusions to some of his own earlier compositions, such as the percussion interlude in the opera The 
Nose and the simultaneous juxtaposition of different meters in the Second Symphony.

The appearances of the William Tell Overture in the first movement (Allegretto) are so striking that 
one inevitably asks why Shostakovich inserted such a well-known piece. The composer himself 
divulged little, except that the first movement “describes childhood—just a toyshop, with a 
cloudless sky above.” Indeed, there is a largely playful tone to the movement, although the eminent 
German conductor Kurt Sanderling recalled sitting with the composer at the Berlin premiere and 
remarking that, unlike most of the audience, he found the first movement tragic. He recalled that  
Shostakovich replied, “You are not wrong. It is tragic, marionette-like: We are all marionettes.” 
There is, in any case, a stark contrast in moods over the course of the Symphony, from the shorter 
and often jaunty first and third movements to the longer and more ominous second and fourth 
ones. The spare orchestration, remarkably transparent and soloistic for much of the piece, 
distinguishes this symphony from the composer’s earlier ones.

The second movement (Adagio) is another of the composer’s movements haunted by death, most 
explicitly in the funeral march heard within. The third movement follows without pause—a scherzo 
(Allegretto) that has the grotesque qualities found in so many of his symphonies from the very 
beginning and that harkens back once again to his beloved Mahler. Shostakovich also includes, as 
he did in some of his other works, his own musical signature, the motto DSCH (spelled by the 
notes D, E-flat, C, B natural).

The finale (Adagio-Allegretto) opens with a brass and timpani quotation drawn from Wagner’s Die 
Walküre, where it is associated with the so-called Annunciation of Death (“Todesverkündigung”) in 
the second act as Brünnhilde tells Siegmund that he must die and be taken to Valhalla. This brass 
theme segues into the violins playing the first three notes from Wagner’s Tristan and Isolde, but then 
veers off into a playful waltz. In addition to a reference to the Glinka song, Shostakovich includes 
another musical spelling—this time of BACH—as well as extended allusions to the famous “in-
vasion” theme from the first movement of his Seventh Symphony. The haunting and miraculous 
ending of the work, dominated by percussion instruments, recalls the conclusion of his suppressed 
Fourth Symphony. Sanderling suggested a deathly image: “At the end when the percussion starts 
twittering and chirping, I always think of the intensive-care ward in a hospital: The person is 
attached to various contraptions and the dials and screens indicate that heartbeat and brain activity 
are gradually expiring. Then comes a vast convulsion and it’s all over. The listeners feel this, too, or 
something like it, and are very shaken.”

—Christopher H. Gibbs, James H. Ottaway Jr. Professor of Music at Bard College.
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Michael and Monica Jakuc Leverett
Annemarie Levitt
Lifetime Learning Institute at Bard
Alice Linder and Steve Siegel
Vivian Liu and Alan Hilliker
Harvey Marek
Martin and Toni Sosnoff Foundation
Ed Matthew
Dr. Peter D. McCann and 
     Deborah L. Berke
John and Patricia McNulty
William J. McTighe
Sheila M. Moloney '84 and 
     John Pruitt
Herbert Morris
The Mortimer Levitt Foundation Inc
Elizabeth and Gary Munch
Martin L. and Lucy Murray

New Albion Records
Marta and Fernando Nottebohm
Sakiko Ohashi
Elizabeth J. and Sevgin Oktay
Marilyn and Peter Oswald
Mr. and Mrs. James H. Ottaway, Jr.
Debra Pemstein and Dean Vallas
Pepsico Foundation
Hart Perry
Barbara Post
Marina L. Preussner
D. Miles Price
Puffin Foundation, Ltd.
Susan Rabinowitz and 
     Joel Longenecker
Cathy and Fred Reinis
Rhinebeck Chamber Music Society
Gilda Riccardi
Peter Richman
Stephen Richman
Barbara J. Ritchie
Roaring Brook Group
Rishin Roy and Laura Martin
Stephen H. and Sheila Sachs
Saugerties Pro Musica, Inc.
David L. and Rebecca Y. Schroedel
Lizbeth and Stephen Shafer
Tara Shafer and Gavin Curran
Paul D. Sheats
Martin and Toni Sosnoff
Scott Spencer
Gabriella and Harvey Sperry
Charles P. Stevenson Jr. and 
     Alexandra Kuczynski
Susannah Satten
Terra Nova Foundation
Felicitas S. Thorne
Illiana van Meeteren and 
     Terence C. Boylan '70
Dr. Jan and Marica Vilcek
Marla and Brian Walker
Susan Weber
David Wetherill
Barbara Jean Weyant
Eric Wong
Henry Young

Donor listings current as of October 1, 2013

The Conservatory gratefully acknowledges the generous support of these recent donors:

Bard College Conservatory of Music Advisory Board
Gonzalo de Las Heras, chair   Alan D. Hilliker   Susan B. Hirschhorn   
Belinda Kaye    Stephen Kaye     Gabriella Sperry    Eric Wong



Viola
Wenlong Huang, China (German Studies)
Alexandra Morris, California *
Rosemary Nelis, New York *
 G. de Las Heras Scholarship
Wei Peng, China (German Studies)
Yinbin Qian, China **
Jiawei Yan, China (Philosophy)
Zi Ye, China (French Studies)
 Luis Garcia-Renart Scholarship
Cello
John Belk, Minnesota *
Jeannette Brent, New York (Russian Studies)
 The Leonard & Evelyn Lauder Foundation Scholarship
Yi Cheng, China (German Studies)
Colyer Durovich, North Carolina *
Rylan Gajek-Leonard, Canada (Mathematics)
 D. Miles Price Scholarship
Sarah Ghandour, California *
Rastislav Huba, Slovakia (Russian and Eurasian Studies)
 Mischa Schneider Scholarship
Stanley Moore, Illinois (Philosophy)
Emma Schmiedecke, New Jersey (Art History)
 George Martin / Hans Thatcher Clarke Scholarship
Xi Yang, China (Asian Studies)
Daniel Zlatkin, Connecticut (Political Studies)

Bass
Bence Botár, Hungary **
Julian Lampert, New Jersey **
Bingwen Yang, China (Asian Studies)
Zhenyuan Yao, China (Asian Studies)
Yingqin Zhang, China (Asian Studies)

Harp
Anna Bikales, Tennessee (Dance)
Xing Gao, China *

Flute
Bridget Bertoldi, Connecticut *
Eszter Ficsor, Hungary (German Studies)
 Bitó Scholarship 
Maies Hriesh, Israel *
Adrienn Kántor, Hungary (German Studies)
 Bitó Scholarship 
Eleni Tsachtani, Greece (Dance)
 
Oboe
Alessandro Cirafici, New York *
Xuanbo Dong, China (Political Studies)
Gregory Drilling, Iowa *
Ryan Klein, New York **
Carl Alex Meyer, Michigan (Religion)

Clarinet
Jingyu Mao, China *
Kristyna Petiskova, Czech Republic *
Noémi Sallai, Hungary (German Studies)
 Bitó Scholarship 
Viktor Tóth, Hungary (Italian Studies)
Bassoon
Joshua Hodge, Arizona (Asian Studies)
Anna Opatka, Massachusetts (Psychology)

Horn
Jonathan Croy, Alabama **
András Ferencz, Hungary (Literature)
James Haber, Connecticut (Asian Studies and Historical Studies)
Szilárd Molnár, Hungary (Spanish) 
 Bitó Scholarship 
Cameron West, California (Psychology)

Claire Worsey, California *

Trumpet
Trygve Butler, Washington (Italian Studies)
Szabolcs Koczur, Hungary **

Trombone
Václav Kalivoda, Czech Republic (Classical Studies)
Hsiao-Fang Lin, Taiwan **
Tamás Markovics, Hungary (Asian Studies)
János Sutyák, Hungary **
 Hungarian Visiting Fellow
  
Tuba
Péter Blága, Hungary **

Percussion
Jonathan Collazo, Florida *
Peter Dodds, Massachusetts ^^
Petra Elek, Hungary (German Studies)
 Bitó Scholarship 
Christopher Gunnell, Kentucky *
Benjamin Malinski, Pennsylvania *
Zihan Yi, China (Asian Studies)
 John Cage Trust Scholarship
 
* second major not yet declared
** Advanced Performance Studies Program
^^ Percussion Fellow

Graduate Vocal Arts Program
Angela Aida Carducci, New York
Elizabeth Cohen, New York
Kimberly Feltkamp, New York
Vincent Festa, New York
Lucy Fitz Gibbon, California
Jeremy Hirsch, Maryland
Michael Hofmann, New Jersey
Zhibing (Helen) Huang, Virginia
Sara LeMesh, Texas
 Mimi Levitt Scholarship
Katherine Maysek, Massachusetts
Devony Smith, California
Laura Soto-Bayomi, New Jersey
 Jan and Marica Vilcek Scholarship
Xiaobo Su, China
Sarah Tuttle, Maine
Diana Yodzis, North Carolina
 Jan and Marica Vilcek Scholarship

Graduate Conducting Program
Michelle Asher, Ohio
David Bloom, Alabama
Yu Chang, Taiwan
Michael Ferrara, Ohio
Juan Gallastegui, Spain
German Garcia Vargas, Spain
Kenneth Griffith, Ohio
Hannah Rommer, Vermont
Anastasia Serdesev, New York
Matthew Woolever, New York
 
Postgraduate Collaborative Piano Fellows
Erika Allen, Maine
 Garcia Renart Piano Fellow
Julia Hsu, Taiwan
Hyanghyun Lee, South Korea
Szilvia Mikó, Hungary 
Eri Nakamura, Japan
Bálint Zsoldos, Hungary

(continued from inside front cover)



Bard College Conservatory of Music

PLEASE SUPPORT THE BARD COLLEGE CONSERVATORY OF MUSIC 
WITH A TAX-DEDUCTIBLE GIFT

Name a Room in the Conservatory’s New Building
Make a gift to name a classroom, music studio, and the student lounge in the new László Z. Bitó ’60 Conserva-
tory Building. All donors of $1,000 and up will be added to the plaque in the lobby. 

Match the Challenge Grant from the Andrew W. Mellon Foundation
Help us match the $2.5 million challenge grant to create an endowment for the Conservatory’s unique dual-de-
gree program.

Create a Scholarship
A contribution of any amount will help us build the scholarship fund. With a tax-deductible gift of $10,000, a 
named scholarship can be designated for one year, or an endowed scholarship can be established with a gift of 
$200,000, which can be pledged over a five-year period.

Fund a Master Class
Noted artists offer master classes and workshops for students that are also open to the public. A gift of $5,000 
underwrites a master class series.

Please contact Ann Gabler, development manager, 845-758-7866 or gabler@bard.edu, for more information 
about how to make a tax-deductible gift, or make a gift on line at 
www.bard.edu/conservatory/giving/.

Bard College Conservatory of Music
PO Box 5000

Annandale-on-Hudson, NY 12504-5000 

The Bard College Conservatory of Music
Robert Martin, Director 
Recognized as one of the finest conservatories in the United States, The Bard College Conservatory 
of Music, founded in 2005, is guided by the principle that musicians should be broadly educated 
in the liberal arts and sciences to achieve their greatest potential.  All undergraduates complete two 
degrees over a five-year period, a bachelor of music and a bachelor of arts in a field other than music.

The Graduate Vocal Arts Program is a two-year master of music degree conceived by soprano 
Dawn Upshaw. The course work is designed to support a broad-based approach to a singing career 
that extends from standard repertory to new music. Alongside weekly voice lessons, diction and 
repertory courses is training in acting, as well as core seminars that introduce and tie together the 
historical/cultural perspective, analytical tools and performance skills that distinguish vocal and 
operatic performance at the highest level.

The Orchestral and Choral Conducting Program is a new two-year 
graduate curriculum that culminates in the master of music degree. The 
program is designed and directed by Harold Farberman, founder and director of the Conduc-
tors Institute at Bard; James Bagwell, director of Bard’s undergraduate Music Program and music 
director of the Collegiate Chorale; and Leon Botstein, president of Bard College, music director and 
principal conductor of the American Symphony Orchestra, and conductor laureate of the Jerusalem 
Symphony Orchestra.


