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Chansons de Don Quichotte 
Jacque Ibert (1890-1962) 
 
Jacque Ibert composed his Chansons de Don Quichotte in 1931 as film music for the first sound 
film adaptation of Miguel de Cervantes’ novel. He wrote the songs for the operatic giant, 
bass Feodor Chaliapin, who starred in the film as Don Quixote. The film was shot in three 
versions, one each in French, German, and English. It is available on YouTube for the 
curious viewer. The first of Ibert’s songs is a setting of the poet Pierre de Ronsard, a French 
poet of the generation preceding Cervantes. Having died before the publication of Don 
Quixote, Ronsard did not conceive the poem in relation to the character. With Ibert’s choice 
of Ronsard’s poetry, we can imagine that this is a poem of chivalry the Don Quixote reads in 
his library and sets his misconceived adventures in motion. The other three poems were 
written by Ibert’s contemporary Alexandre Arnoux, and stay close to the themes and plot of 
Cervantes’ novel. In the Chanson à Dulcinée Don Quixote sings of his longing for Dulcinea; 
in Chanson du Duc he proclaims that it is she that inspires his chivalric deeds; and in 
Chanson de la Mort Don Quixote reassures Sancho, his faithful squire, that though he is 
dying, he will live on in books.  

  
I. Chanson du départ 
Pierre de Ronsard (1524-1585) 
 
Ce château neuf, ce nouvel édifice, 
Tout enrichi de marbre et de porphyre, 
Qu’amour bâtit chateau de son empire, 
Où tout le ciel a mis son artifice, 
Est un rempart, un fort contre le vice, 
Où la vertu maîtresse se retire, 
Que l’œil regarde, et que l’esprit admire, 
Forçant les cœur à lui faire service. 
C’est un château, fait de telle sorte 
Que nul ne peut approcher de la porte 
Si des grands Rois il n’a sauvé sa race, 
Victorieux, vaillant et amoureux. 
Nul chevalier, tant soit aventureux 
Sans être tel ne peut gagner la place. 

 

This new castle, this new edifice, 
Enriched with marble and porphyry, 
That love built for his empire, 
And to which all heaven lent its skill. 
It is a rampart, a fortress against vice, 
In which the virtuous maiden takes refuge, 
Whom the eye beholds and the spirit admires, 
Forcing hearts to do her service. 
It is a castle, built in such a way 
That none can approach its gate 
Unless he has saved his people from tyrants- 
Victorious, valiant, and amorous. 
No knight, however bold, 
Without such traits, can enter this place. 

 
 



II. Chanson à Dulcinée 
Alexandre Arnoux (1883-1973) 
 
Un an me dure la journée 
Si je ne vois ma Dulcinée. 
 
Mais, Amour a peint son visage, 
Afin d’adoucir ma langueur, 
Dans la fontaine et le nuage, 
Dans chaque aurore et chaque fleur. 
 
Un an me dure la journée  
Si je ne vois ma Dulcinée. 
 
Toujour proche toujour lointaine, 
Étoile de mes longs chemins. 
Le vent m’apporte son haleine  
Quand il passe sur les jasmins. 
 

The day lasts a year to me, 
If I do not see my Dulcinea. 
 
But love has painted her visage, 
To ease my longing,  
In the fountains and the clouds, 
In each dawn and each flower. 
 
The day lasts a year to me, 
If I do not see my Dulcinea. 
 
Always near and always far, 
Star of my long path, 
The wind brings me her breath 
When it passes through the jasmine. 

 
III. Chanson de duc 
Je veux chanter ici la Dame de mes songes 
Qui m’exalte au dessus de ce siècle de boue. 
Son cœur de diamant est vierge de mensonges, 
La rose s’obscurcit au regard de sa joue. 
Pour elle j’ai tenté les hautes aventures: 
Mon bras a délivré la princesse en servage, 
J’ai vaincu l’enchanteur confondu parjures 
Et ployé l’univers à lui rendre l’hommage. 
Dame par qui je vais seul dessus cette terre, 
Qui ne soit prisonier de la fausse apparence, 
Je soutiens contre tout Chevalier téméraire 
Vote éclat non pareil et votre précellence. 
 

I want to sing now of the lady of my dreams, 
Who lifts me above this century of squalor. 
Her heart of diamond is untainted by deceipt, 
The rose fades beside her cheek. 
For her I have undertaken high advenutres: 
My arm to deliver the princess from servitude, 
I have vanquished enchanters, confounded perjurers 
And compelled the universe to pay her homage. 
Lady, for whom I go alone across the earth, 
Who is not prisoner of false appearances, 
I defend against any temerarious knight 
Your unparalleled brilliance and your preeminence. 

 
 
 
 
 



IV. Chanson de la mort de Don Quichotte 
 
Ne pleure pas Sancho,  
Ne pleure pas, mon bon. 
Ton maître n’est pas mort. 
Il n’est pas loin de toi. 
Il vit dans une ile heureuse 
Où tout est pur et sans mensonges, 
Dans l’ile enfin trouvée  
Où tu viendras un jour, 
Dans l’ile desirée,  
O mon ami Sancho. 
 
Les livres sont brulés  
Et font un tas de cendres. 
Si tout le livre m’ont tué, 
Il suffit d’un pour que je vive; 
Fantôme dans la vie  
Et réel dans la mort— 
Tel est l’étrange sort  
Du pauvre Don Quichotte. 

 
Do not weep Sancho,  
Do not weep, my friend. 
Your master is not yet dead. 
He is not far from you, 
He lives on a happy isle, 
Where all is pure and without deceit, 
On the isle finally found,  
Where you will come one day. 
On the isle you’ve hoped for,  
O my friend Sancho. 
 
The books are burnt  
And make a heap of ashes. 
If all the books have led to my death, 
It suffices that through one I will live; 
A phantomsin life  
And real in death— 
Such is the strange fate  
Of poor Don Quixote 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Concert Arias  
Wolfgang Amadeus Mozart (1756-1791) 
 
In addition to his prodigious output of vocal music in opera and oratorio, Mozart composed 
dozens of arias for the concert stage, including seven for bass voice. In the following 
recitatives and arias, Mozart chose dramatic excerpts from the libretti of Pietro Metastasio 
(1698-1782), the reigning master of libretti for opera seria. Though divorced from the 
larger context of an opera, each aria is a dramatic moment. As with his operatic roles, 
Mozart wrote his arias with specific singers in mind – the two presented here were written 
for Ludwig Fischer, the bass for whom Mozart wrote Osmin in Die Entführung aus dem Serail. 
As with Osmin, Mozart makes full use of the lower and upper extremes of the bass voice in 
the following arias.  
 

I. Cosi dunque tradisci… Aspri rimorsi atroci K 432 (1783) 

Text from Pietro Metastasio’s Temistocle 
  
Sabaste’s had divulged his plan to overthrow Xerxes to the princess. The princess betrays his 
trust and informs Xerxes of Sebaste’s intentions. Xerxes confronts and banishes Sebaste. 
Sebaste sings: 
  
Così dunque tradisci, 
Disleal principessa… Ah folle! Ed io 
Son d’accusarla ardito! 
Si lagna un traditor d’esser tradito! 
Il meritai. Fuggi, Sebaste… A dove 
Fuggirò da me stesso! A porto in seno 
Il carnefice mio. Dovunque io vada, 
Il terror, lo spavento 
Seguiran la mia traccia: 
La colpa mia mi starà sempre in faccia. 
  
Aspri rimorsi atroci, 
Figli del fallo mio, 
Perché si tardi oh Dio! 
Mi lacerate il cor? – 
  
Perché funeste voci 
Ch’or mi sgridate appresso, 
Perché v’ascolto adesso, 
Ne v’ascoltai fin or. 

So you have betrayed me, 
Faithless princess… Ah fool! And I 
am so bold as to accuse her! 
So laments a traitor of being betrayed! 
I deserved it. Flee, Sabaste… but where 
can I flee from myself? I carry in my breast 
my own executioner. Wherever I go 
the terror, the fear 
will follow in my tracks: 
My guilt will always stare me in the face. 
  
Bitter, terrible remorse, 
Born of my misdeed, 
Why so late, O God, 
Is my heart torn? 
  
Why, deathly voices, 
That now rebuke me, 
Why do I listen to you now, 
And have not listened to you before? 



 

II. Alcandro lo confesso… Non só d’onde viene K. 512 (1787) 

Text from Pietro Metastasio’s Olimpiade 
 
King Clistene has survived an attempt on his life. He holds court and the would be assassin is 
brought before him. Rather than the expected rage, King Clistene is mysteriously overcome 
by a tender affection for the young man. He does not know that the man is his long lost son. 
King Clistene confides this surprising emotion to his friend Alcandro: 
 
Alcandro, lo confesso, 
Stupisco di me stesso. II volto, il ciglio, 
La voce di costui nel cor mi desta 
Un palpito improvviso, 
Che le risente in ogni fibra il sangue. 
Fra tutti i miei pensieri 
La cagion ne ricerco, e non la trovo. 
Che sarà, giusti Dei, questo ch'io provo? 
 
Non só d'onde viene 
Quel tenero affetto, 
Quel moto che ignoto 
Mi nasce nel petto, 
Quel gel, che le vene 
Scorrendo mi va. 
Nel seno destarmi 
Sì fieri contrasti 
Non parmi che basti 
La sola pietà. 
 

Alcandro, I confess it, 
I am surprised by myself. The face, the expression, 
His voice awakens in my heart 
A sudden throbbing, 
That I feel in every ounce of my blood. 
Among all of my thoughts 
I search for the reason, and do not find it. 
What is it, just Gods, that I feel? 
 
I know not from where it comes 
This tender affection, 
This unfamiliar stirring, 
The is born in my breast, 
This chill, that courses 
Through my veins. 
In my breast awaken 
Such fiery contradictions 
That could not stem from 
Pity alone. 

 
 
 
 
 
 
 
 
 
 
 



Vier ernste Gesänge, Op. 121 
Johannes Brahms (1833-1897) 
 
Johannes Brahms composed the Vier ernste Gesänge (four serious songs) in 1896. As in his 
symphonic choral work Ein deutsches Requiem (1868), Brahms created a largely humanist 
meditation on life and death through texts from the Martin Luther’s German translation of 
the Bible. Brahms’ lifelong friend, and complicated love, Clara Schumann suffered a stroke 
on March 26, 1896. Facing her impending death, Brahms composed the four songs that 
spring, completing the cycle before her death on May 20. Over the subsequent year Brahms’ 
health declined, and he followed Clara in death on April 3, 1897. The cycle was Brahms’ 
final song composition. 
  

I. Denn es gehet dem Menschen wie dem Vieh 
Ecclesiastes 3:19-22 
 
Luther Bible 

Denn es gehet dem Menschen wie dem 
Vieh: wie dies stirbt, so stirbt er auch, und 
haben alle einerlei Odem; und der Mensch 
hat nichts mehr denn das Vieh; denn es ist 
alles eitel. 
  
Es fährt alles an einen Ort; es ist alles von 
Staub gemacht und wird wieder zu Staub. 
  
Wer weiß, ob der Geist des Menschen 
aufwärts fahre und der Odem des Viehes 
unterwärts unter die Erde fahre? 
  
Darum sahe ich, daß nichts bessers ist, 
denn daß der Mensch fröhlich sei in seiner 
Arbeit; denn das ist sein Teil. Denn wer 
will ihn dahin bringen, daß er sehe was 
nach ihm geschehen wird. 

King James Bible 

For that which befalleth the sons of men 
befalleth beasts; even one thing befalleth them: 
as the one dieth, so dieth the other; yea, they 
have all one breath; so that a man hath no 
preeminence above a beast: for all is vanity. 
  
All go unto one place; all are of the dust, and 
all turn to dust again. 
  
Who knoweth the spirit of man that goeth 
upward, and the spirit of the beast that goeth 
downward to the earth? 
  
Wherefore I perceive that there is nothing 
better, than that a man should rejoice in his 
own works; for that is his portion: for who 
shall bring him to see what shall be after him? 
 

  
  
 
 
 



II. Ich wandte mich, und sahe an alles 

Ecclesiastes 4:1-3  
 
Luther Bible 

Ich wandte mich und sahe an alle, die 
Unrecht leiden unter der Sonne; und 
siehe, da waren Tränen derer, die Unrecht 
litten und hatten keinen Tröster; und die 
ihnen Unrecht täten, waren zu mächtig, 
daß sie keinen Tröster haben konnten. 
  
Da lobte ich die Toten, die schon 
gestorben waren, mehr als die 
Lebendigen, die noch das Leben hatten; 
  
und der noch nicht ist, ist besser als alle 
Beide, und des Bösen nicht inne wird das 
unter der Sonne geschieht. 
 

King James Bible 

So I returned, and considered all the 
oppressions that are done under the sun: 
and behold the tears of such as were 
oppressed, and they had no comforter; 
and on the side of their oppressors there 
was power; but they had no comforter. 
  
Wherefore I praised the dead which are 
already dead more than the living which 
are yet alive. 
  
Yea, better is he than both they, which 
hath not yet been, who hath not seen the 
evil work that is done under the sun.

 

 
III. O Tod, wie bitter bist du  
Sirach 41:1-2 
  
Luther Bible 

O Tod, wie bitter bist du, wenn an dich 
gedenket ein Mensch, der gute Tage und 
genug hat und ohne Sorge lebet, und dem 
es wohl geht in allen dingen und noch 
wohl essen mag! 
 
O Tod wie wohl tust du dem Dürftigen, 
der da schwach und alt ist, der in allen 
Sorgen steckt, und nichts Bessers zu 
hoffen noch zu erwarten hat! 
 
 
 

King James Bible 

O death, how bitter is the remembrance of 
thee to a man that liveth at rest in his 
possessions, unto the man that hath nothing to 
vex him, and that hath prosperity in all things: 
yea, unto him that is yet able to receive meat! 
 
O death, acceptable is thy sentence unto the 
needy, and unto him whose strength faileth, 
that is now in the last age, and is vexed with 
all things, and to him that despaireth, and hath 
lost patience! 
  

  
 



IV. Wenn ich mit Menschen und mit Engelszungen redete 
First Corinthians 13:1-3, 12-13 
 
Luther Bible 

Wenn ich mit Menschen und mit 
Engelszungen redete, und hätte der Liebe 
nicht, so wär’ ich ein tönend Erz oder 
einen Klingende Schelle. 
 
Und wenn ich weissagen könnte und 
wüsste alle Geheimnisse und alle 
Erkenntnis und hätte alle Glauben, also 
dass ich Berge versetze, und hätte der 
Liebe nicht, so wäre ich nichts. 
 
Und wenn ich alle meine Habe den Armen 
gäbe und liesse meinen Leib brennen, und 
hätte der Liebe nicht, so wäre mir’s nichts 
nütze. 
 
Wir sehen jetzt durch einen Spiegel in 
einem dunkeln Worte; dann aber von 
Angesicht zu Angesicht. Jetzt erkenne 
ich’s stückweise; dann aber werd’s ich’s 
erkennen, gleich wieich erkennet bin. 
 
Nun aber bleibet Glaube, Hoffnung, 
Liebe, diese drei; aber, der Liebe ist die 
grösseste unter ihnen. 
 

King James Bible 

Though I speak with the tongues of 
men and of angels, and have not love, I am 
become as sounding brass, or a tinkling 
cymbal. 
 
And though I have the gift of prophecy, 
and understand all mysteries, and all 
knowledge; and though I have all faith, so 
that I could remove mountains, and have 
not love, I am nothing. 
 
And though I bestow all my goods to feed 
the poor, and though I give my body to be 
burned, and have not love, it profiteth me 
nothing. 
 
For now we see through a glass, darkly; 
but then face to face: now I know in part; 
but then shall I know even as also I am 
known. 
 
 
And now abideth faith, hope, love, these 
three; but the greatest of these is charity. 
 
 

 
 
  
  
  
  
  
 

 



Das Haustier Liederbuch 
Katherine Balch (b. 1991) 
 
Katherine Balch composed Das Haustier Liederbuch in the fall of 2017, setting fragments of 
poetry by Andrew Munn and the simple yet thrilling question “Shadowfax, do you want to 
go on a walk?” The songs are inspired by the composer and the poet/singer’s cohabiting 
pets, Shadowfax the dog, and Zarathustra the cat, and is the most recent contribution to a 
body of repertoire inspired by the animals we love. 
 

 
The Muses at Rest 

 
 
 
 
 
 
 



Per questa bella mano K. 612 (1791) 
Wolfgang Amadeus Mozart 
 
Mozart composed “Per questa bella mano” for the bass Franz Xaver Gerl and the double-bass 
player Friedrich Pischelberger in 1791. Gerl sang Sarastro in the premiere of The Magic Flute 
a few months after premiering this aria. Pischelberger was a well known double bass 
virtuoso. It is the only piece that Mozart wrote for solo double bass. It is also a rare gift to 
bass vocalists – a sincere, at times fiery, love song. Unlike the previous concert arias, the 
text for “Per questa bella mano” was not drawn from a preexisting opera libretto, but is a 
setting of a poem by an anonymous author.  
 
 
Per questa bella mano 
Per questi vaghi rai 
Giuro, mio ben, che mai 
Non amerò che te. 
 
L'aure, le piante, i sassi, 
Che i miei sospir ben sanno, 
A te qual sia diranno 
La mia costante fè. 
 
Volgi lieti o fieri sguardi, 
Dimmi pur che m'odi o m'ami, 
Sempre acceso ai dolci dardi, 
Sempre tuo vo' che mi chiami, 
Nè cangiar può terra o cielo 
Quel desio che vive in me. 
 

By this beautiful hand, 
By these lovely eyes, 
I swear, my dearest, that never 
Will I love anyone but you. 
 
The breezes, the plants, the stones, 
Which know my sighs full well, 
Will tell you how constant 
Is my fidelity. 
 
Turn your proud gaze happily on me 
And say whether you hate or love me! 
Ever inflamed by your tender glances, 
I want you to call me yours forever; 
Neither earth nor heaven can change 
That desire which dwells within me. 
 

 

 
 
 
 
 
 



Artist Information 
American bass Andrew Munn is cutting an exciting profile in his budding 
career as an acclaimed performer and creator. This season he will debut as 
Doctor Grenvil in Verdi's La Traviata and as Specialist Swanson in the world 
premiere of Huang Ruo's An American Soldier with The Opera Theatre of Saint 
Louis. As featured soloist and librettist, he is collaborating with Rome Prize 
winning composer Nina C. Young on Making Tellus, an operatic exploration of 
humanity's relationship to the Earth, commissioned by The Library of 
Congress’ Koussevitzky Fund. In 2017, Mr. Munn made his Alice Tully Hall 
debut under the baton of Laurence Cummings in Handel's Agrippina for 
Juilliard Opera, and his Tanglewood Music Center debut in recitals curated by 
Stephanie Blythe and Dawn Upshaw. He is a graduate of the Bard Vocal Arts 
Program and the University of Michigan. Mr. Munn grew up in State College, 
Pennsylvania and began singing in his public high school music program. His 
teacher is Sanford Sylvan. 

 

 

Pianist Adam Rothenberg is a versatile young artist and sought-after 
collaborator who has performed throughout the United States and Europe in a 
wide array of solo, collaborative, chamber music, and orchestral concerts. A 
native of Syracuse, NY, he is the proud recipient of a Kovner Fellowship at 
the Juilliard School, where he is currently pursuing a Master of Music degree 
in Collaborative Piano under the tutelage of Jonathan Feldman, Margo 
Garrett, and Brian Zeger. Adam graduated magna cum laude from 
Northwestern University and has also studied at the Tanglewood Music 
Center, the Royal Danish Academy of Music, and the Chautauqua Institution. 
An avid ensemble musician, he has performed with the New York 
Philharmonic, the Juilliard Orchestra, and the Syracuse Symphony Orchestra. 
Adam has also worked extensively in opera and musical theatre, including 
productions with the Philadelphia Orchestra and at Juilliard Opera. 
  
Double bass player Hugo Abraham began music as a child, playing the 
violin and the viola da gamba. He later switched to the double bass driven by 
his passion for jazz. After completing his undergraduate studies in Paris, he 
moved to the United States to pursue his Master of Music at the New England 
Conservatory. He is now finishing his studies in the Historical Performance 
program at The Juilliard School. He has the luck to occasionally perform with 
Ensemble Ictus, Orchestre de Paris, Orchestre National de l’Opéra de Paris 
and Orchestre Philharmonique de Radio France among others; working with 
world-leading conductors in major festivals and concert halls. He has also 
been a member of the Gustav Mahler Jugend Orchester, the Verbier Festival 
Orchestra and the Orchestre Français des Jeunes. More recently, Hugo has 
been fully dedicated to his fascinating Historical Performance studies; 
meanwhile acknowledging an ever expanding curiosity for contemporary and 
yet-to-come practices.   

 

 



Baroque violinist Alana Youssefian has quickly forged a reputation as an 
engaging and spirited soloist, chamber player, and orchestral musician. She 
has performed internationally as concertmaster and soloist. Ms. Youssefian 
studied with Marilyn McDonald at Oberlin Conservatory, and completed her 
master’s degree at Rice University’s Shepherd School of Music with Kenneth 
Goldsmith. She is currently pursuing a master's degree in Historical 
Performance at The Juilliard School. Ms. Youssefian has performed with Ars 
Lyrica Houston, Bach Society Houston, Mercury, Trinity Baroque Orchestra, 
New York Baroque Incorporated, The Sebastians, Les Arts Florissants at Dans 
le Jardin de William Christie, and Juilliard415 as concertmaster and concerto 
soloist.  
 

 
Violinist and New York native Sarah Jane Kenner is a second-year 
Graduate Diploma candidate in Baroque Violin at the Juilliard School. She 
completed her Master's degree at the Manhattan School of Music under the 
tutelage of Lucie Robert and holds a Bachelor's Degree from Temple 
University's Boyer College of Music where she studied with Hirono Oka. 
Sarah performs regularly in the New York metropolitan area on both period 
and modern instruments. Recently, Sarah has held principal positions and 
been featured as a soloist with Juilliard415 (Juilliard’s period instrument 
ensemble) and joined them on tours throughout the United States, Europe, 
India, and New Zealand. In her spare time, Sarah enjoys cooking and writing 
for her recipe blog, "The Hungry Musician.”   

Lauded by the New York Times as an "impressive performer," violinist Keats 
Dieffenbach is equally comfortable on the stages of Carnegie Hall and the 
set of Saturday Night Live. Keats's specialization in both contemporary and 
historical performance keeps her in demand with leading ensembles including 
Juilliard415, Orchestra of St. Luke’s, Mark Morris Dance Group Music 
Ensemble, and The Serenade Quartet. As recitalist and chamber musician she 
has performed at BargeMusic, Alice Tully Hall, Avery Fisher Hall, Carnegie 
Hall’s Zankel Hall and Weill Recital Hall, Yellow Barn Music School and 
Festival, Sarasota Music Festival, Taos School of Music, the FOCUS! Festival 
at Lincoln Center, Jordan Hall, and Columbia University’s Miller Theatre. 
Keats holds Bachelors and Masters degrees from the Juilliard School where she 
studied with Robert Mann.  

Matt Zucker, 25, is a Master of Music candidate at the Juilliard School, 
where he studies baroque cello with Phoebe Carrai and viola da gamba with 
Sarah Cunningham. A native of Cleveland, Ohio, Matt has performed on 
three continents and appeared as soloist with Juilliard415 and the Cleveland 
Orchestra. Winner of the 2013 Cleveland Cello Society Competition, he has 
also performed with Trinity Baroque Orchestra, New York Baroque 
Incorporated, New World Symphony, Tanglewood Music Center Orchestra, 
Dell’Arte Opera Ensemble, Opera Circle Cleveland, Bourbon Baroque, 
OSSIA New Music, and Burning River Baroque. Matt holds degrees from the 
Eastman School of Music and Cleveland Institute of Music. His principal 
mentors include Steven Doane, Rosemary Elliott, Stephen Geber, Melissa 
Kraut, and Hans Jørgen Jensen. Matt plays an anonymous 18th-century 
English baroque cello and a modern instrument by Jason Viseltear.  



Katherine Balch (b.1991) writes music that seeks to capture the intimate 
details of existence through sound. Her work has been commissioned and 
performed by the Tokyo, Minnesota and Albany Symphony Orchestras, 
Ensemble Intercontemporain, International Contemporary Ensemble, FLUX 
Quartet, Contemporaneous, Yale Philharmonia, the New York Youth 
Symphony and wildUp, among others, and has been featured in IRCAM’s 
Manifeste, MANCA, Suntory Summer Arts, Aspen, Fontainebleau, Norfolk, 
and Santa Fe music festivals. Katherine is composer-in-residence for the 
California Symphony, and recently joined the management roster of Young 
Concert Artists, Inc., where currently holds the William B. Butz composition 
chair. Recognitions include awards from ASCAP, BMI, Yale School of Music, 
Tufts University, New England Conservatory, and the American Academy of 
Arts and Letters. She is currently pursuing her D.M.A. at Columbia 
University, where she studies with Georg Haas. She is honored to live in the 
same apartment as Andrew Munn the human, Shadowfax the dog, and 
Zarathustra the cat. www.katherinebalch.com 
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