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San Francisco Conservatory of Music Library & Archives Oral History Project 

 

The Conservatory’s Oral History Project has the goal of seeking out and collecting memories of 

historical significance to the Conservatory through recorded interviews with members of the 

Conservatory's community, which will then be preserved, transcribed, and made available to the 

public. 

 

Among the narrators will be former administrators, faculty members, trustees, alumni, and 

family of former Conservatory luminaries. Through this diverse group, we will explore the 

growth and expansion of the Conservatory, including its departments, organization, finances and 

curriculum. We will capture personal memories before they are lost, fill in gaps in our 

understanding of the Conservatory's history, and will uncover how the Conservatory helped to 

shape San Francisco's musical culture through the past century. 

 

Bonnie Hampton Interview 

This interview was conducted in two sessions at the San Francisco Conservatory of Music on 

Monday, April 1 and Tuesday, April 2, 2013 by Tessa Updike. 

 

Tessa Updike 

Tessa Updike is the archivist for the San Francisco Conservatory of Music. Tessa holds a B.A. in 

visual arts and has her Masters in Library and Information Science with a concentration in 
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UPDIKE                 Alright, so it is April 1st and we are at the San Francisco Conservatory of 
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university and got her PhD in six months. In other words – she married her husband after six 

months and her husband had a PhD. I knew her after that in the late ‘40s, that’s when I started 

working with her. She was living up in the Berkeley hills, which was the home that we all knew 

and musically grew up in. She was a remarkable human being, such a joy. 

 

UPDIKE                 You had all of your classes in her home? 

 

HAMPTON            Yes, all of the lessons. After the war my mother couldn’t always drive me 

up to Margaret’s, so Margaret would drive down to my house and give me lessons there. Not 

every time, but according to our needs. Mostly it was in her home, but it was very flexible. She 

was born in 1900, so in the ‘40s, which was when I started studying with her she would have 

been very active. Terrifically energetic. She was a mountain climber. There are some wonderful 

pictures of her up in the mountains. She climbed half-dome, all kinds of things. 

 

UPDIKE                 You said your mother knew Margaret. Was she a family friend? 

 

HAMPTON            Probably. Well, in the musical world everyone knew each other. I didn’t 

know this, but evidently when I was six months old my mother took me up to Margaret’s and 

plunked me down on the rug and said “Well, she’s going to be a cellist.” I didn’t know that, I 

thought I chose it for myself! Everyone has a force behind them, I guess, whether they know it or 

not. 

 

UPDIKE                 So your mother was very supportive? 

 

HAMPTON            Oh, yes. Absolutely. In fact, she made a lot of things possible. Even 

having lessons with Mr. Raub, that was an expense and we didn’t have very much money at all. 

Before the war, the Second World War, she had been a homemaker and then she worked in the 

shipyards. After that she always worked, she always had employment. For a while it was in 

Berkeley, but then she started teaching out in Contra Costa County. My last memories of my 

mother’s life were as a teacher. She had that independence of spirit, of wanting to provide. I was 

much younger, I had an older brother and sister. Although they had lessons too, it took with me 

more. Pretty early on I knew that’s what I wanted to do. 

 

UPDIKE                 And so Margaret Rowell started the cello club in the 1950s? 

 

HAMPTON            What happened was that Margaret had her monthly get-togethers – 

workshops – and then as she did with every cellist that came to the area – when the Griller 

Quartet came, she very much welcomed them, and very much welcomed Colin Hampton. Colin 

had been used to the London Cello Club and that was already a big organization. I have a 

wonderful picture of at least a hundred cellists with his teacher Herbert Whalen in which Zara 

Nelsova is a little young kid there and there’s [John] Barbirolli who become of course the 

famous conductor. He is probably a seventeen-year-old in the thing. Anyway, he was used to that 

idea of cellists coming together from different studios and so on. So he suggested [to see] if 

Margaret was welcoming of the idea, and it evolved. At first it was the Berkeley Cello Club, and 

it evolved with various teachers, various studios, bit by bit. Actually what it made was a real 
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cello community. We’d have monthly meetings. It was a real cello community, so if a cellist 

came to town they were always invited. And they started loving to come. 

 

Over the years we’d have every cellist you could name. Gabor Rejto was an early one I 

remember. Zara Nelsova came. Then later, I don’t know exactly the chronology, but [Mstislav] 

Rostropovich in his early days, right from his first trip, was there. And [Gregor] Piatigorsky 

when he came up to play with the Symphony, said “Oh I’ve heard about the cello club” (except 

with a good Russian accent, I can’t quite do it). “I must come and visit.” So he changed his flight 

back to Los Angeles later and came. [Leonard] Rose, of course, and [János] Starker. Bernie 

Greenhouse came early. It was early when he came and then went back to New York and said, 

“Oh, well they’ve got a cello club out there, we’ll have to have something like that here.” And so 

that’s how the Cello Society in New York started. It was a cellist society and we were a club; we 

felt good about being a club. And eventually it got larger and people from San Francisco and 

down the Peninsula came, so we changed it to The California Cello Club. Of course, it is 

dormant right now, but who knows, maybe in the future it will reemerge. But there is also the 

Los Angeles Cello Club, or Society, I don’t know what they call themselves exactly. I have a 

feeling that if it reemerges as a group we need to think of a different name because, you know, 

we have to get more specific to the area.  

 

Of course, [Mstislav] Rostropovich came many times and finally, we had master classes. I had 

already been studying with [Pablo] Casals; in 1960 and 1962 we had the Casals master classes 

here. And also the University [of California] would engage young cellists, not only well-known 

ones, but also young ones because they knew that there’d be an audience for them which gave 

some young players a chance, which was a very good thing. It was very active. With Margret 

[Rowell] and Colin [Hampton] – they were the two that were really the role models, if you will. 
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Gallery, and I wrote back from a very great height and said “Oh, I only play chamber music 

now.” I wish they’d invite me now! So I was very much bitten, and I was really immersed in it. 

There would be bunches of us playing all the time, that was our life. We were crazy. I remember 

particularly one year, I can’t remember sleeping for the whole year. All-night chamber music 

sessions. 
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dissonant, but it was very modern, which was interesting. That’s a whole other thing – that was 

the highlight of my New York time. I played on Casals’ cello at that concert and played some of 

his pieces, and also conducted his pieces. 

 

UPDIKE                 Shall we go back to the early 1950s at the Conservatory? 

 

HAMPTON            Sure. 

 

UPDIKE                 Could you describe your memories of the house on Sacramento Street? 

 

HAMPTON             Well, it had a good feeling about it, a really nice feeling. There was a 

shop right next store where we could go and get sandwiches with this funny guy, we got to know 
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HAMPTON            Oh, Albert Elkus, he was wonderful, everybody’s loving papa. I played 

with him at the University, he would sometimes conduct the orchestra. His wife was wonderful, 

we all loved Elizabeth. You just had the feeling that he was one of those quieter guys who was 

just going to get things done. He did something that nobody’s been able to do since at the 

University and at the Conservatory, well, actually that’s right, we were a trio in residence – but 

there have not been too many groups in residence and that’s always a step for an institution to 

take. That was a pioneering step in those days because the whole phenomena of having chamber 

music groups in residence at schools really hadn’t very much existed yet. In that sense he was a 

pioneer, and just a lovely person. We respected him a lot. One had the feeling that he was a very 

thorough musician. 

 

UPDIKE                 Do you have memories of Roy Bogas? 

 

HAMPTON            We were kids together. We were about the same age. When I was about 

sixteen we played some together. He had been studying with Baller, and his earlier teacher had 

been Ada, who he felt made him. He’d grown up in Philadelphia and had some bad luck with 

teachers, I guess, from what he says. But Ada really put him straight in terms of piano playing, in 

terms of technique. He valued her so much. He was in the Griller Quartet class. Very much a part 

of it. And he and I played sonatas, quite a few during that period. He was already studying with 

Baller, by then, who had a big class at the Conservatory. We were just all kids together, making 

music. The all-night chamber music sessions, Roy was often a part of it. 

 

UPDIKE                 Did you want to talk a little bit about Jonathan Elkus? 

 

HAMPTON            Well, let’s see, Jonathan was in the Young People’s Symphony at the 

same time I was. Incidentally, I didn’t talk about one aspect of my mother. She was very much 

an instigator of starting the Young People’s Symphony, which as I say was the first youth 

orchestra in the Bay Area. She had gone up to Portland to visit some relatives there, and heard 

for the first time the Portland Junior Symphony, who, by the way, as a seventeen-year-old, 

Robert Mann was concert-master, he grew up in Portland. It was really a small world. And so she 

came back and at that point – my mother as a girl had had violin lessons – and her father, my 

grandfather, drowned in a terrible accident up in the Columbia River, he was  putting in 

electricity. So the family became very, very poor, so she couldn’t have lessons anymore. It was 

later, in the period when I started becoming conscious, when she was having lessons, she had 

quartet, she had her trio, that kind of thing. That was that period when she came back and told 

her teacher about this youth orchestra, and that we had to have that in Berkeley. So that was how 

the Young People’s Symphony started. Her teacher, Jessica Marcelli, was the first conductor, 

and they got sponsorship there in Berkeley. Jonathan, during the time I was in orchestra, he was 

also playing. Bassoon, of course. He’s a little older than I am, so I always kind of looked up to 

him as one of the big guys. That’s mainly how I knew Jonathan. 

 

UPDIKE                 I know we’ve already talked about Adolph Baller, but…. 

 

HAMPTON            There was something about Baller. He was such an extraordinary pianist. 

There were some things he would do – you felt it was true Viennese playing. There were some 

things he would do in control and finesse, that were so, so beautiful. So beautiful. He was very 
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HAMPTON            I remember meeting him in Paris before he was actually hired. Lil 

[Hodghead] was over there, and somehow we knew her and the Grillers were there. He was 

being introduced around. I was teaching at the Conservatory at that point. I have a feeling that it 

wasn’t such a happy period for the Conservatory, ultimately. He was a very suave guy, and he 

had certainly good credentials. He gave the impression obviously to the board and to the powers-

that-be that he would understand how to run a conservatory. But he was a very, very different 

personality certainly than Elkus or the others that had been around. I always had the feeling that 

he was – I don’t want to say operator, that’s too much – but he would try to squeeze things out of 

people. I remember he wanted to start something over in Berkeley connected with the 

Conservatory. But it meant that we would have to pay part of what we had been getting as 

teachers – pay it back into the Conservatory. So one was in a way losing money – I was already 

teaching in Berkeley – so he wanted me to put all my Berkeley students through the 

Conservatory. That earned a little more for the Conservatory – fine, but it earned a little less for 

me. It was a little bit taking off the back of people. He knew what he was doing, and we knew 

what he was doing, and we allowed it to happen for a while. I think it was around that time that I 

didn’t have connections anymore with teaching at the Conservatory. I think it was in the ‘60s, 

I’m not sure exactly the dates at this point. You probably know when he was there. 

 

UPDIKE                 Late ‘50s. 

 

HAMPTON            Late ‘50s, yes. It was for a while that we were connected. His wife was 

nice, I liked her. He was very suave, and nice. A very smooth guy. I don’t know … it was a 

period of unrest. A lot of the students – not just at the Conservatory – were protesting. I 

remember – I think it was Bloch’s – Ernest Bloch’s granddaughter that was one of the leaders in 

the rebellion. The students didn’t feel that they were getting the education they deserved. They 

started protesting. I wasn’t really involved anymore, I don’t think I was teaching, but I would 

hear about all the things that were happening. That was kind of fun. I don’t know what happened 

with the end of that, but I must say they lucked out with the next direction that things took. The 

Conservatory went in a very good direction with Milton Salkind, but I think that was one of the 

less happy points in the Conservatory’s existence. 

 

UPDIKE                  Could you talk about the culture of chamber music in the Bay Area? 

 

HAMPTON            Well, let’s see. I have a little bit already, in the sense that there was a lot of 

it. As we all moved on from being students – well, one is always a student – but moving on, 

there were a lot of groups forming. A lot of individual groups. There were also of course the 

guest musicians, and a lot of quartets were presented, particularly in Berkeley but also in San 

Francisco. It was interesting – 
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they came to San Francisco, continued that idea. It was Norman Fromm that decided – alright, 

there are all of these individual groups that are trying to make their concerts. Let’s give them an 

umbrella of support and make an organization that then will have a series, so all of the groups 

can have a couple of concerts every year. It was very idealistic, raised a lot of money from San 

Francisco patrons and chamber music lovers. The Conservatory had a supportive connection 

with that, but it wasn’t a direct product of Conservatory activities. Growing up, I felt very lucky 

because there was such a culture of chamber music. I heard every quartet, every chamber music 

group that came through the Bay Area. 

 

UPDIKE                 Could you talk about your memories of the house in Mill Valley that was 

owned by the Conservatory? 

 

HAMPTON            Oh, that was special. I have some really, really happy, fun memories. It 

was very rustic, you would climb up the hill, and they had a wonderful garden, with paths and 

redwoods and big beams in the house. It was rustic, although there was a downstairs area which 

they had redone, especially for Bloch, earlier, with a couple of bedrooms and nice new modern 

bathroom. Originally it would have been a lot more primitive. It had a huge sun porch. Mostly 

we all just lived out on the porch. I even remember a whole bunch of us sleeping – I think it was 

the whole Griller Quartet and I don’t know who else – we were all sleeping in various corners of 

this large porch. In a sense it was a Bohemian type of atmosphere. Always kind of a joie-de-

vivre. Sometimes the Gr
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HAMPTON            Yes. Actually, it was more the late ‘50s. I wasn’t so much away, it was ’56 

and then in the late ‘60s, ’69 to ’72. In the ‘60s I was in California, I just wasn’t around the 

Conservatory so much. I was teaching at Mills College at that point, and then at Stanford. I’d 

have to go back and figure out when I was doing what, where. We were away at Grinnell College 

– my trio had started in the early ‘60s. And so we became pretty busy with that. I must have been 

– in the ‘60s yes, I must have been teaching at the Conservatory. Yes, of course I was because I 

can remember – we did quite a lot of touring – so I can remember having to make up lessons. It 

was in and out, it wasn’t that I was away. In ’56 I was away pretty much all that year. Otherwise 

it was in and out. 

 

UPDIKE                 Could you tell me about the Francisco Trio? 

 

HAMPTON            Francesco Trio. 

 

UPDIKE                 Sorry, the Francesco Trio. 

 

HAMPTON            It’s very important, because Dick Howe, when they engaged us to be a trio 

in residence, said, “Be sure we don’t start being called the Fran
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“Let’s have a trio, and what do we call ourselves.” No, we had concerts and had to have a name. 

We called ourselves the Pacifica Trio at first. We liked the name, but it was during that time of 

all the protests, and KPFA, and radical stuff. Pacifica was somehow connected with that. We 

were being presented by the San Francisco Chamber Music Society for a debut concert, and they 

said, “Well, it’s a little radical. Maybe you should find something m
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Dick Howe wanted to get us connected with the Conservatory as a trio. We had a series of 

concerts here, it was a part of our job. It was a very natural kind of thing, and probably we’ll get 

into that a little later, but that’s how the whole chamber music emphasis started at the 

Conservatory, in a very natural way. It wasn’t something implanted, it was something that grew 

in an integral way out of the people involved. Paul was very much one of them. Baller, in his 

time, had been one of them with the Alma Trio. The Griller Quartet had been here. So there was 

a whole tradition of it. We had the good fortune to find a welcome, nurturing place to carry on 

that energy. That brings us up a little bit in terms of the trio, and what our influence in the area 

became. 

 

We were lucky, we got a lot of concerts, we won the [Walter W.] Naumburg competition so we 

had our New York recitals and concerts, including at Tully Hall. We played a lot later, especially 

in Boston every year. We had concerts in quite a few places, we had for quite a while the New 

York management, and so on. We did a lot all over the place on the West Coast. In fact, part of 

our residency here at the Conservatory was – they would use us to go places to play but also do 

workshops as representatives of the Conservatory. It’s very curious because there wasn’t always 

a one-on-one return on that. The students didn’t necessarily turn around and come, although we 

did have some direct things with students. But over the years I’ve had people who studied with 

somebody who heard us, and then came, you see, so there’d be that second generation kind of 

thing. We played many places on the West Coast. We did some of the Arts Council tours, 

everywhere. Up and down the coast, but then also Idaho and Montana and Wyoming. Arizona – I 

loved Arizona. We played everywhere in Arizona. And of course, California and Portland, we 

did quite a lot in Oregon and Washington, too. I was counting up recently – I think with the trio 

and individually, I’ve played in about forty of our states. That’s not all of them, but that’s not too 

bad. 

 

UPDIKE                 Could you talk about your relationship with Nathan Schwartz? 

 

HAMPTON            Well, that kind of evolved naturally too. We started playing together in the 

‘50s. We played quite a bit together, but we were also all doing other things. It was only in the 

‘60s when the trio started that we became more involved musically, that became a very central 

part of our lives. We were together I think from late ‘60s, we got married in the early ‘70s. We 

were at Grinnell College at that time. Like the trio, too, everything just sort of evolved very 

naturally. Not only musically, but our personal relationship too. Nathan was interesting in the 

sense that he had had all of the training for a PhD and had done all of the work. [Manfred] 
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wanted him for classes that were going to really involve – not necessarily music students – but 

bring them into the music, that kind of thing. He was good at it. David was gregarious, he could 

talk a lot, but if he’d have to do it formally and “Forget it, nevermind.” Nathan would just be 

able to schpeel it off. He’d get very nervous about concerts, and that was a little more natural for 

us, especially David, he never got nervous, it was disgusting. That was a very important part of 

how we developed, not only as a group. Also, what was a good thing at Grinnell, was that, you 

get in a small liberal arts college, and the more things you can do, the more use you are to a 

place. And so Nathan started that outlet, which he went on with the classes. He’d had all the 

training so this was a way that he could really use it. David, as Nathan said, had always been a 

Brooks Brothers type, always very proper … he grew his hair long, he got into blue-grass, that 

was his hippie period. 

 

When I got to Grinnell, the harpsichordist there, who was very stiff and a little uptight, said 

“Well, we’ve just ordered a whole consort of viols, and who’s going to teach them, you or me?” 

I could see how he used his hands, how tight he was, and I decided I guess I’d better. So I 

learned about early music, and all kinds of things with that. This was the late ‘60s, remember. 

The President put me on a committee – they were getting pressure for equal rights for women – I 

guess he thought I was too nice, I wouldn’t make much problem for anybody. Well, we got all 

the women together, all the women faculty, and we were willing to be honest and open with each 

other. We began to discover the inequalities in salaries. They had a nepotism law at that point. It 

was very difficult, because this was the middle of Iowa – there were a lot of wives there who 

were very educated, but they weren’t allowed to work at all because of that law. That we weren’t 

able to change, but the equality of salaries – we embarrassed them a little bit. There was some 

protest there. The thing that was funny about the nepotism was, it was the beginning of the last 

year that we were going to be there. Nathan and I got married, and we got back. I remember 

when we told the President, he – a little bit jokingly, but not totally, said – “You never asked my 

permission.” I doubt if they still have that nepotism law, it’s probably not legal anymore. 

 

UPDIKE                 I hope not. 

 

HAMPTON            Yes, so I got a little bit into the politics of academia, I guess you might 

call it. But I’m really grateful for all of the different schools where I’ve worked. Just leaving 

Juilliard now, it’s been over fifty years that I’ve been connected with educational institutions. 

And of course there are always frustrations. But I’m really, really grateful for all of those 

experiences that I’ve had. I really have a fond feeling for the Conservatory, in the sense that I 

especially felt – my most active time was probably with Milton, but also with Colin – but I 

always felt that it has that creative kind of feeling that there’s a receptiveness to ideas that will 

benefit the process. In other words, you’re not as much put into a pigeon-hole. You have the 

opportunity – many of the things that developed for us were new ideas that seemed as if they 

would be important to try. That doesn’t always happen in places. Sometimes things are pre-

prescribed – you do this and you do that. I have to say I’ve been in some places where the bigger 
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HAMPTON            A little bit I’ve spoken about. There were some very good kids because 

Stuart Canin was teaching here, and Zaven Melikian. I think [Isadore] Tinkleman had come by 

then. So you had some very good violinists. The cello department had been thriving with 

Margaret. And the piano department, of course, had always been a very strong department. You 

had kids that really could be good at it. Joan Gallegos was coordinating it. It’s always tricky 

because with a group you sometimes have three people that are committed, and then the fourth 

person … maybe there are some problems, or you’re not so sure … and that’s one of the biggest 

things is to really get the seriousness and the enthusiasm of a total group. There could be 

shipwrecks where a group exploded or imploded or something. There are always difficulties. 

Things did evolve later, but I think that there was always the potential for something very good. 

There had been a long tradition of it. That was one thing that we consciously – we, meaning 

faculty – the trio, my colleagues, David and Nathan, and Paul Hersh and some of the other 

faculty – of course we were involved in chamber music, that was our life. We also felt that 

Milton had this sense – he’d been a Juilliard guy, so he had the sense of what that was about, the 

large Conservatories on the East Coast – he wanted to create something like that. So did Ada 

[Clement], frankly. She went east, and said “Okay, they’ve got this, we can have this out in San 

Francisco too.” You see there have always been these goals and this vision, to create something 

on the West Coast that is going to be of the same worth and validity of long-established 

organizations and institutions. We saw ourselves as a nucleus of chamber music. Maybe we can’t 

compete with the East Coast conservatory yet, on some levels, but chamber music can be special. 

And we’re dedicated to it. We can make chamber music something that is perhaps more special 

than some of the other conservatories. And that’s what began to evolve. That was our energy, 

that was what we projected, the importance of it. Bit by bit this reflected in the work of the 

students too. They saw that they could really achieve something with this. Plus, you’ve got some 

of the most wonderful music you’re dealing with, so why not? That was the kind of philosophy. 

We didn’t say “Okay, we’re going to do this, this, and th
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started rattling around with our series – we were in residence, and had already started, with Paul 

and some of the others, a regular series of concerts at the Conservatory. And we wanted to have a 

festival in June, before the other summer festivals started seemed a good time. So we started 

thinking about some of the East Coast musicians who were wonderful to work with. Milton had a 

particular relationship with Robert Mann because they had been students together at Juilliard. So 

he got in touch with him, and with Jaime Laredo, who I had played a lot with at Marlboro – and 

Felix Galimir. He was somebody I worked with quite a bit at Marlboro in the ‘60s and was an 

inspirational person to work with. He was tough! 

 

Anyway, I had, with my trio in 1974, won the Nuremburg music award in New York, of which 

Robert Mann is the President. I had heard the Juilliard Quartet right from when they were first 

touring in 1950, I remember that was the first time I heard them out in Berkeley. There were just 

all of these connections, some of them more personally related than others. But these musicians 

came to our Chamber Music West. I don’t remember exactly, but I know in the first two or three 

years. Jamie came the first year. The Vermeer Quartet came that first year. I think Robert and 

Felix may have come the second year. That was the first time I’d actually played with Robert. I 

remember we played Brahms’ viola quintet. It was very dramatic, very dynamic. Then with 

Felix, over the years of Chamber Music West, I got to play all of the Second Viennese School. 

The Schoenberg and Berg chamber works. That was extraordinary. I’m getting it from the 
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young person. It was probably a very early job, if not his first job out. He’d been at Cambridge at 

Harvard with Leon Kirchner, I believe. And then he came out here and had the job at the 

Conservatory. Milton must have hired him. I remember him being very serious and also 

professional, in his attitude and the way he did things. I remember he asked us to do some things, 

and he made a very nice, but a little bit formal letter with it. Often it’s just a casual phone call, 

but he was doing things … that was obviously a little hint at the way he would follow through 

with things. 

 

I have a little interesting aside too. In the early ‘70s I was in festivals in New Hampshire. And 

somehow I got to know his mother, who worked in a museum there. I can’t remember which 

town, one of the towns in the southern part of New Hampshire. Somehow we started talking, and 

she said, “Oh, my son is out at the San Francisco Conservatory, he’s taken a job there.” And she 

said, “I’m so worried about him because he’s a composer, and he really wants to be a composer 

… I just don’t know how he’s going to make a career, a life, that way.” Well, mama, John has 

done just fine! That was kind of a nice little personal thing, that was actually before I first met 

him, I met the mother first. She was a very nice lady; she had a chamber music series there. She 

was in New Hampshire – somehow I met her there, but her series was in Massachusetts. 

 

UPDIKE                 Could you talk a little bit about your memories of Scott Foglesong? 

 

HAMPTON            Sure. Scott I knew first, of course, he was a student of Nathan’s. Always 

very lively, and always very inquisitive, and enthusiastic. I really only knew him then, as a 

student, and not so directly because I didn’t actually work with him, but Nathan did of course. 

He would have evolved very naturally into the whole teaching side of things. I always had the 

sense although I was never in any of his classes – probably he was lively, probably enthusiastic, 

probably very good at it, but in a way that made it a very alive experience for his students, and 

that’s always a good thing. 

 

UPDIKE                 Could you talk about James Schwabacher, Jr.? 

 

HAMPTON            Sure. I don’t know what his role was at the time, he must have been on the 
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UPDIKE                 Could you talk about Sol Joseph? 
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through the years, at the Conservatory of course, and Stanford and other places as well, we 

worked with Paul. Paul was always such an interesting, alive guy with ideas and enthusiasm and 

he still is, very much. I consider him a very important friend and colleague because he’s always 

supportive and enthusiastic. I just called him the other day about something that I had a question 

about and he really gave me some very good advice. I really value him as a musician and as a 

person and a friend. And also he’s had some wonderful students over the years. I know, because 

I’ve played with some of them. I’m playing with one of his students now: Julio Elizalde came to 
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UPDIKE                 Chamber Music West went until 1992. 

 

HAMPTON            Oh, did it go that long? Oh, my goodness. So he saw some of those last 

years, while he was Dean. It’s interesting: Colin came, he had been at Lawrence Conservatory, 

and we were very enthusiastic about him because he seemed so good and solid. He’d been a 

violinist – even though he had dedicated himself to administration at that point – but he’d been a 

violinist and a teacher. He was a person – interestingly enough – he was a person that really 

understood how to listen. In fact it could be a little disconcerting in those early days before we 

got to know him very well because he would ask the questions he would want us to talk about, 

what we thought, and get everyone’s opinions – but then you wouldn’t know what he thought 

about what you said. You were making your stand – and that’s not a bad thing, to be faced with 

that. One felt good working with him as a dean – as a faculty person – going in and talking about 

things. You felt it was a good open-door policy and you could really discuss things. By that time 

we were definitely full-time at the Conservatory with the trio. Really immersed in our own work. 

We were working very closely with everything, and it was a very active period, we were 

teaching up a storm. Colin – one could trust him, he was such a solid and personal kind of guy. 

In a quieter way you felt that here was someone who was really, really solid who was going to be 

behind things and taking things seriously. 

 

Now, this was already after he was President, but I can remember he had – I don’t think it had 

happened very much before – but I was invited to be on a retreat. It was quite a few of us 

representing different aspects of the Conservatory to come together for a weekend. I can’t 

remember where we went, but we stayed there. With questions about the Conservatory, the 

questions had to do with: were we outgrowing our building; how was the Conservatory going to 

grow; and all those things. And of course, you get a whole lot of musicians, you’re going to get a 

whole lot of opinions. And he did. I’m sure it was all recorded and duly taken down. He asked 

lots of questions, there were a lot of different kinds of sessions, questions and opinions. The 

consensus was that yes, if we were going to move on, not only was our building beginning to get 

worn-out, but we were also bursting at the seams. Well, Colin took the responsibility for getting 

out to see what could be done. It took, I don’t know how long a period, but I do know he 

explored so many different avenues of what could be done. Quite a few of them [he] came back 

to us to talk about – the Presidio, this other place, and that kind of thing. He went and really 

explored it. He really did the leg-work. What’s interesting is that having done the same kind of 

thing, building a whole building at Lawrence, he had had that experience, which is a good thing. 

I really hand it to him, what he’s done, what he’s been able to do for the Conservatory. Of course 

I left before we moved into this building, the new building, so of course I have some nostalgic 

feelings about the old building, but the truth is what this building has done has put the 

Conservatory on a different level, and on the map in terms of a more professional level. It’s very 

good for the students to be this close to the Opera House, Davies Hall, the center of the arts here 

in San Francisco. To be close to what professionals are doing, and what you need to be doing, 

and how to prepare yourself if you have any intentions of being a professional. So I think that to 

have accomplished this – to have gone out and not only spent days and weeks and so on just 

figuring out about this place – and how is it going to be done – and how is the money going to be 

raised – it’s huge! It’s huge. It’s something that most of us can’t even contemplate. Step by step 
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he did it, and I really have to hand it to him because that shows such a character. I really hand 
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genius of a teacher. But I also saw with many students that they were really able to blossom and 

develop. They were sometimes the kinds of students, if they’d been putting the pressure on, their 

sensitivity might not have survived. I’ve also seen with some of those same students, when they 

go east to go on to school or start trying to work in the profession, very quickly they get 

themselves together in the way that they have to be able to compete. You pull yourself in, you 

get your blinders on. We’ve all experienced this, where you get yourself focused – even the way 

you look, the way you put yourself together – it’s different. Very quickly you can do that, that 

just takes a little bit of effort and awareness. A lot of our students have done extremely well 

when they’ve gone into the market place and the larger world. It’s a whole direction that I 

believe in, because there are some students who have wanted to develop themselves as musicians 

who might not have had the opportunity to in another environment. 

 

Now, to put it on the other side. What I found at Juilliard was a terrific pool of talent. I’ve always 

felt that there was a very good pool of talent here at the Conservatory. Some students who were 

on par with students anywhere. The only difference between the Conservatory and Juilliard – 

since you made this specific comparison – is that the cream is thicker there. They have a bigger 

pool. We have 180 students applying for maybe 20 slots – this is just cellists. Forget it with 

pianists, it’s 400 or 500. Fortunately the students try out everywhere, so they get somewhere, 

most of them, I suppose. The fact is that there is a very big pool of talent to work from. That can 

be very exciting, very good. There is definitely more pressure, more competition. Within a 

studio, 
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invited to. I have to say when I’ve visited the chamber music class on Thursday afternoons I’ve 

really enjoyed that a lot. The last time when I was here in October I came in and quietly sat at the 

back – and I thought, “Boy, this is a terrific class.” Because here are some of the youngest, 

inexperienced kids playing – it’s still on a very good level. And yet everybody is there, 

participating, a part of it. That didn’t happen at Juilliard – for a while they tried to do chamber 

music master classes. They would get one faculty member in, the students would come and play, 

and would leave when they were done. They weren’t interested in hearing their peers, or other 

people. Even though they were told that they were supposed to be there, there wasn’t the inherent 

larger interest. They had a really different attitude. Here they have no choice, they have to be 

there. It’s a good thing, because they’re hearing a lot of music, they’re hearing each other, there’s 

a sense of support and excitement about it. I remember back in the times that I was coordinating 

it – Thursday afternoon, four to six. In the evenings you’d hear all kinds of people, all kinds of 

groups rehearsing. They were excited about it. That’s the spirit and enthusiasm that the 
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guys at those parties, and very rarely any studio faculty –
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Waart brought in a lot of new people. I’ve been out of the loop for quite a few years now. There 

was one period of time we haven’t talked about, there hasn’t been a need to, but in the ‘60s and 

‘70s I was very involved in contemporary music. In a way involved in the avant-garde and 

involved in the cutting edge of things, where the scene was, in the center of it. Of course that was 

very alive to me, and I felt that it was very important. I don’t have a sense of what’s going on in 

contempora




