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About the Program
By Matthew Mendez

Introduction
In the early 1990s, a group of Black intel-
lectuals, science fiction enthusiasts, and 
theorists of what was then called “cyber-
culture” put a name on what was already, 
in some respects, an old phenomenon: 
Afrofuturism. Offering a much needed 
shorthand for a set of aesthetic strat-
egies shared by a range of artists who 
sometimes seemed to have little else in 
common, Afrofuturism came to refer to a 
distinctively Black attunement to techno-
logical change, science fiction tropes, and 
speculative visions of the future, all of it 
springing from an Afrodiasporic sense of 
historical memory—of the consciousness 
of enslavement and the violent erasure 
of roots. Almost from the start, it was 
acknowledged that many of the pivotal 
Afrofuturist trailblazers were musicians, 
above all the visionary bandleader Sun 
Ra as well as George Clinton and his 
Parliament-Funkadelic collective. They 
were early and innovative adopters of new 
technology, which they married to the 
era’s deep interest in space travel and the 
consciousness-expanding possibilities of 
alternate universes. Yet there is a broader 
sense in which, as some might argue, black 
composition has always had an Afrofuturist 
streak. When, for instance, Duke Ellington 
evoked the deeply symbolic sounds of 
locomotives in his big band charts, he 
was gesturing at nothing less than a “new 
future”—of the promise of mobility and 
redefinition during the age of the Great 
Migration. In this way, maybe Afrofuturism 
is simply another way of naming the Black 
experimental tradition itself, in all its open-
ness to unheard-of possibilities. As George 
Lewis, who helped curate tonight’s con-
cert, writes, “this kind of experimentalism 
can take many forms, draw from many 

histories, confront different methodological 
challenges, and manifest a self-awareness 
as being in dialogue with the music of the 
whole earth—all while emerging from a 
Black environment.”

Assemblage
GEORGE LEWIS
Born: July 14, 1952, in Chicago

Composer, trombonist, creative impro-
viser, computer musician, and instal-
lation artist; historian, teacher, curator, 
moral conscience, and intellectual agent 
provocateur. Although George Lewis is 
all these things and more, to emphasize 
any one of them at the expense of the 
others would be to do a disservice to one 
of the most versatile and forward-think-
ing musical minds of our time. From his 
early work as a member of the cele-
brated avant-garde composers’ collective, 
the Association for the Advancement of 
Creative Musicians (AACM), starting at the 
precociously early age of 19, to his current 
position as the Edwin H. Case Professor 
of American Music at Columbia University, 
Lewis has been consistently committed to 
shaking up the belief systems that have 
long given musical experimentalism its 
shape and substance. For decades, Lewis 
has been questioning deep-rooted ideas 
about the relationship between compo-
sition and improvisation, and especially, 
the pernicious assumption that Black cre-
ative expression and avant-garde enve-
lope-pushing are somehow mutually exclu-
sive—what Lewis calls experimentalism’s 
“myth of Black absence.” Lewis knows 
whereof he speaks: A trailblazer in the 
field of interactive computer music, he 
is the brains behind Voyager, a ground-
breaking “software agent” programmed 
to improvise with human performers in 
real time. As the sociologist Herman Gray 
characterizes the political stakes of Lewis’ 
computer work, he is concerned to shed 
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light on as well as to transcend “the 
deeply embedded terms in which race 
… organizes new digital information tech-
nologies despite their being presented as 
neutral, unmarked, and beyond cultural 
politics.” For Lewis, computers are not 
“universal” machines. Social artifacts like 
any others, they instead reflect the values 
and assumptions of their creators—which 
means that they can also be “programmed 
otherwise” to reflect alternative values, 
like the promise of freedom that comes 
with the truly unforeseen.

Few of Lewis’ scores for acoustic instru-
ments exemplify that ethic of unfore-
seeability better than his nine-piece 
Assemblage, about whose moment-to-mo-
ment evolution he has written: “What I’m 
looking for are quick, recursive reversals 
that generate a feeling of being far from 
equilibrium, encouraging listeners to do 
what we do best—stay in the moment and 
be ready for anything.” Fittingly for Lewis, 
a Yale philosophy major who spent part of 
the 1980s living in Paris, the title is a refer-
ence to a French philosophical-sociological 
school of thought, one of whose keynote 
concepts is the “assemblage” (the original 
French is agencement, for “arrangement,” 
“fitting,” or “layout”). For writers in this 
tradition, the heterogeneous, extempore 
quality of the “assemblage”—a little bit of 
this, a touch of that—makes it an apt meta-
phor for the fundamentally improvisational 
nature of social interaction as well as a 
good way of thinking through the virtues of 
becoming over being, entanglement over 
separateness, and complex development 
over linear cause-and-effect. Lewis seems 
to have been interested in translating 
some of these ideas into compositional 
terms, and if the result is an unpredict-
able, ad hoc feel—Assemblage’s sudden 
splices and jump cuts—the composer is 
nevertheless quick to point out that this 

by no means implies that the music lacks 
moment-to-moment logic: “Some people 
think of this way of composing as free 
form. Well—free of what? I don’t think 
you’re that free of anything. Teleologies, 
where they exist, are momentary and con-
tingent. I try to spring them on you.”

A second reference point was the 
visual assemblage—three-dimensional 
mixed-media sculptures or installations 
in which found objects and ready-made 
materials of diverse provenance min-
gle. Lewis mentions several Black art-
ists from this tradition, including Noah 
Purifoy, David Hammons, Betye Saar, and 
John Outterbridge, each of whom made 
creative use of ephemera and discarded 
objects often associated with Black life; 
in so doing, their work can be under-
stood as suggesting that identity catego-
ries are themselves constructs of a kind, 
or assemblages. Instead of citing found 
sounds attributable to other composers, 
however, Lewis began Assemblage by 
assembling a trove of musical textures, 
scraps, and loops of his own devising, 
each of which he then approached as if 
it were an object he was discovering for 
the first time. (He refers to the process 
as “self-scavenging.”) Moreover, Lewis 
revels in finding sonic equivalents to the 
junkyard detritus from which artists like 
Purifoy and Outterbridge constructed their 
art objects, and Assemblage can be lis-
tened to as an exercise in “distressing” 
the familiar sounds of its chamber ensem-
ble—for instance, by reimaging the strings, 
harp, and piano as pitch-less scrapers; by 
instructing the percussionist to play the 
xylophone with the wrong side of the 
sticks, culling the instrument’s charac-
teristic “bite”; and by abrading pitched 
passages with sour, “weather-beatened” 
microtonal sonorities.
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Bladed Stance 
MARCOS BALTER      
Born: April 1, 1974, in Rio de Janeiro

“In a lot of ways, abstraction is almost 
a white privilege these days,” muses 
Marcos Balter, referring to the deeply 
entrenched assumption that the music of 
composers of color will invariably reflect 
the personal identities of its creators. By 
contrast, Balter notes, white composers 
have not usually been subject to the same 
expectations. They are free to write in any 
style they choose, including highly formal-
ized idioms that shut out the extramusical 
factors of heritage, personal history, and 
race, without ever being second-guessed 
by tastemakers. Balter’s point is not that 
questions of personal identity should be off 
limits. Rather, it is that composers of color 
should be free to engage with them in their 
music on their own terms—only when it 
suits them, and without the compulsion of 
a double standard.

There is a reason why Balter, born and 
raised in Brazil but residing in the U.S. 
since early adulthood, has emerged as one 
of the new music scene’s most outspoken 
voices around issues like these. As a South 
American composer of color coming of 
age in the predominantly white world of 
U.S. “classical” music, Balter often found 
himself expected to occupy something like 
what the Haitian anthropologist Michel-
Rolph Trouillot once called the “savage 
slot”—the presumption being that his 
music would follow in the “exotic,” “primi-
tivist” vein of his 20th-century countryman 
Heitor Villa-Lobos. But the story of Balter’s 
career has instead been one of a steadfast 
refusal to conform to anyone else’s expec-
tations of what a Brazilian-born composer’s 
music should or should not sound like. 
Balter has simply been himself, pursuing 
an ecumenical synthesis between varied 
forms of musical abstraction—in partic-
ular, between the timbral imagination of 

spectralism and the patterned order of 
minimalism. It is a measure of the richness 
of that synthesis as well as of Balter’s 
reputation as a uniquely convivial collabo-
rator that he has been a favorite of some 
of the leading new music virtuosos of the 
younger generation, including the flutist 
Claire Chase and the violist Nadia Sirota, 
both Juilliard Creative Associates.

Commissioned by yMusic, the “post-
genre” sextet which Sirota cofounded, the 
compact Bladed Stance is an especially 
attractive example of Balter’s syncretic 
outlook. On one hand, it features many 
of the attributes typically associated with 
minimalism, including a steady pulse, inter-
locking rhythmic patterns, and a complex 
interplay between harmonic stasis and 
intricate local texture. On the other hand, 
Bladed Stance harnesses musical color 
to produce timbral hybrids and auditory 
illusions that blur the lines between instru-
ments—a characteristically spectralist pre-
occupation. Sirota points to an illustrative 
example, recalling how Balter “figured out 
that trumpet with a practice mute would 
match, almost exactly, short harmonics 
on the cello.” Bladed Stance’s deliberate 
indistinction—its play with sounds and 
their physical sources—ends up giving it 
an ethereal, disembodied quality, which is 
further underscored through the addition 
of electronic reverb and whistling sounds 
(the latter a favorite Balter device). Yet this 
delicately shimmering sound-world could 
hardly be further removed from the associ-
ations elicited by its title; “bladed stance” 
refers to the body posture law enforce-
ment officers are taught to assume, 
weapon in hand, when approaching a sus-
pect. (More questionably, police officers 
have sometimes used the term in reverse, 
to characterize suspicious or threatening 
behavior.) The vast gulf between the sound 
of this music and its title’s connotations 
suggests that one way of hearing Bladed 
Stance is as a kind of “refuge” from the 
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all-too-routine violence against non-white 
bodies that continues to blight the world 
outside the concert hall.

Composition No. 46 
ANTHONY BRAXTON               
Born: June 4, 1945, in Chicago

Any shortlist of the truly, indispensably 
visionary creative thinkers of the late 20th 
century, whatever the artistic medium, 
would have to include composer, impro-
viser, multi-instrumentalist, and musical 
philosopher Anthony Braxton. Over the 
course of more than five decades of artistic 
activity that has been breathtaking in its 
sheer scope, variety, and ambition, Braxton 
has aimed at building a comprehensive 
virtual world of musical creativity, one 
in which ostensible opposites like com-
position/improvisation and experimental/
traditional cease to function as restrictive 
straitjackets. Like Lewis, a favorite collabo-
rator during the mid-1970s, Braxton came 
of age as a member of the AACM, and 
he absorbed a number of that organiza-
tion’s core values, including its all-inclusive 
ideas about what a Black artist could be, 
and its emphasis on intellectual and eco-
nomic self-determination in the face of 
political and ideological misrepresentations 
of Black musicianship. Indeed, Braxton 
has long been committed to improving 
what he calls the “information dynam-
ics” surrounding Black cultural achieve-
ment—as historian Robin D.G. Kelley puts 
it with respect to the AACM writ large—to 
“reconstructing African memory and art 
in a North American context.” (Braxton’s 
preferred example is ancient Egypt as an 
empowering reminder that African culture 
was the starting point for “Western civi-
lization.”) Above all, though, Braxton has 
been concerned to stress that composers 
of African descent have been producing 
notated music for a very long time, and that 
the denial of this reality has had pernicious 
effects upon musicians of all identities.

While he considers himself to be very much 
“in the tradition” of his saxophone heroes 
Charlie Parker, John Coltrane, and Paul 
Desmond, Braxton has always rejected 
the “jazz” label, observing that it has too 
often been used to designate what he 
dubs a “sanctioned zone” of “acceptable” 
Black artistry. Refusing to limit himself to 
that zone, Braxton has drawn inspiration 
from Karlheinz Stockhausen and Richard 
Wagner as well as Ornette Coleman and 
Scott Joplin. The result, as Braxton likes to 
refer to it, has been his distinctive brand of 
“trans-idiomatic,” genre-agnostic artistry—
to borrow a favorite Duke Ellington expres-
sion, a musical oeuvre that is, simply, 
“beyond category.” Admittedly, this has 
sometimes made life difficult: “As a young 
guy, my work was viewed as the essence 
of that which was not Black. … [W]hatever 
I would do, it would be judged whether it 
was Black—‘authentically Black,’ I think 
that would be the phrase. As if people 
with dark complexions have only one kind 
of way of thinking.” Happily, recent years 
have seen a reappraisal of Braxton’s place 
in the pantheon of Black music—in 2014, 
he was named a National Endowment for 
the Arts Jazz Master—though the con-
cert music world has continued to lag  in 
acknowledging his compositional stature.

Reflecting the modular, Lego block-like 
quality of his musical universe, Braxton’s 
compositions are all labeled, simply, with 
a number and an identifying symbol of let-
ters, numbers, and often, abstract shapes 
or images. (Braxton welcomes interpre-
tive reconfiguration of his work, including 
the simultaneous, i.e., “modular,” perfor-
mance of multiple pieces.) Written for ten-
piece ensemble of woodwinds and brass, 
Composition No. 46 is fully notated and is 
structured as a series of what Braxton calls 
“sound moments” or “moment pockets.” 
This is a deliberate homage to the work 
of Anton Webern and Stockhausen, and 
in particular, the latter’s conception of 
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“moment form,” in which isolated musical 
events were made to hang together like 
a mobile, without necessary connections 
linking one event to another, and without 
any one of the events having structural 
priority over the rest.

Braxton explains the vision behind 
Composition No. 46 in more detail: “The 
reality of this work attempts to solidify a 
context for ‘sound being’ that respects the 
nature of the moment as well as its own 
separate purposes.” For one, Braxton is 
plainly interested in something like John 
Cage’s ideal of “letting sounds be them-
selves”—of showing deference to the 
autonomy of individual musical events. At 
the same time, as Braxton makes clear, 
the point of Composition No. 46’s “sus-
pended sound shapes” is not simply to 
present a series of disconnected musical 
aphorisms. “Sounds in themselves” is just 
a starting point, with Braxton characteriz-
ing Composition No. 46 as a “forum” in 
which the instrumentalists are meant to 
test out various ways of bridging sounds 
and establishing musical continuity (the 
“separate purposes” to which he alludes). 
For Braxton, the fact that various sounds 
can be connected in such different ways 
implies a multiplicity of perspectives, an 
effect he also aims to foster by suggest-
ing that some of the performers should 
sit facing in unorthodox positions. As the 
jazz writer Bill Shoemaker notes, “the aim 
of such spatial considerations is to have 
a performance perceived so differently 
by various audience members that, in 
essence, several performances are heard 
simultaneously.”

For Braxton, music has long been a form 
of spiritual discipline, and so his play on 
words, “sound being,” should not be 
ignored either. Sidestepping “classical” 
notions about more or less “accurate” 

interpretations of musical works, or of 
“right” and “wrong” ways to perform 
on an instrument, Braxton considers per-
formance to be a medium of self-realiza-
tion—“a vehicle to establish the musician’s 
spiritual and vibrational reality,” he writes, 
and a means of “affirming the whole of 
their ‘life position’.” In Composition No. 46, 
the intense attention required to link even 
the simplest of musical moments becomes 
the opportunity for Braxton to invite the 
instrumentalists to join him in nurturing 
their own “sound beings.”

Indigena 
TANIA LEÓN
Born: May 14, 1943, in Havana 

Those in the know have long considered 
Tania León a national treasure, but for many 
years the secret was stubbornly slow in 
getting out. However, after being awarded 
the 2021 Pulitzer Prize in music for Stride, 
her orchestral tribute to Susan B. Anthony, 
it appears that León may finally be getting 
her due. Born in Cuba, where she received 
her conservatory training, León left the 
country in 1967, in the wake of the Castro 
revolution, after getting a seat on one of 
the U.S. government’s freedom flights. 
León resettled in New York, and through 
sheer hard work and determination, she 
quickly came to the attention of the legend-
ary dancer-choreographer Arthur Mitchell, 
who had just founded the Dance Theatre 
of Harlem. León took the position of music 
director, and it was at Mitchell’s suggestion 
that she began to try her hand at compos-
ing, with a string of scores for his troupe 
in the 1970s. More opportunities soon fol-
lowed, including, in addition to coursework 
at Juilliard, León’s pioneering program-
ming and outreach efforts for the Brooklyn 
Philharmonic on behalf of composers of 
color, and later, collaborations with some 
of the foremost literary minds of the day, 
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including poet Rita Dove, intellectual Henry 
Louis Gates Jr., Nigerian playwright Wole 
Soyinka, and director Robert Wilson. 

A naturalized citizen of this country for 
many years, León is not, as has often 
been asserted, a Cuban or Afro-Cuban 
composer, but rather, a “U.S. composer 
of Cuban heritage”—a misunderstanding 
that reflects longstanding assumptions 
about who gets to be called an American 
composer at all. In the end, though, León 
prefers to think of herself as a citizen of the 
world, and like all the composers featured 
on this program, she has long been suspi-
cious of the ways identity labels have been 
used to limit the breadth of non-white cre-
ative activity. As León stated as long ago as 
1986: “I am nothing [that] people want to 
call me. They do not know who I am. The 
fact that I am using this physical costume 
does not describe my energy, does not 
describe my entity.”

Composed in 1991, Indígena is León’s 
attempt at coming to terms with her expe-
riences of displacement and exile—of her 
separation from friends and loved ones, 
and her double estrangement from the 
country of her birth as well as the country 
that became her new home. A dozen years 
after resettling in the U.S., León was able 
to return to Cuba for the first time. In his 
recently published biography of León, the 
music historian Alejandro Madrid describes 
one of the composer’s most painful mem-
ories of that return trip. After hearing 
her in conversation, León’s three-year-old 
nephew, Alain, asked: “Why does she 
speak so funny?” Madrid elaborates:

She arrived in the United States with-
out knowing a word of English and 
had a hard struggle to learn the lan-
guage and assimilate into a society 
that was completely foreign to her. 

But apparently, this also disguised 
her Cubanness, her [Spanish] accent. 
… Her Cuban family, her closest rela-
tives, did not find it familiar anymore. 
It was as if Alain’s question tacitly 
implied “you do not belong here any-
more.”

Throughout the 1970s, León worked with 
the spiky, abstract sounds of what was then 
the international-modernist lingua franca. It 
was an effort, she now acknowledges, to 
blend in. But encounters like the one with 
Alain led her to reconsider her musical 
language—to embrace her own singular 
accent. Among other things, this would 
require León to tap into musical memories 
from her childhood, like the sounds of the 
batá drums that accompanied the Regla de 
Ocha (santería) ceremonies in which her 
grandmother had participated. Yet Indígena 
is not interested in ethnographic reproduc-
tion for its own sake. True to León’s own 
experiences, in Indígena, the odds and 
ends of various Cuban vernacular genres 
instead rub shoulders with modernist frag-
mentation and pointillism, and in this way, 
the title can be understood as posing a 
question: “What does it mean to be indig-
enous in the first place?” The score’s first 
half seems to reflect something of this 
uncertainty. Featuring a series of demon-
strative, “vocal” wind solos, each a ren-
dering of the spoken cadences of someone 
León encountered on her return to Cuba, 
the overall impression is of being spoken 
to, but without—disorientingly—being able 
to get a word in edgewise.

Elsewhere, however, Indígena does take its 
title at face value. León has characterized 
her nephew as “the most indigenous per-
son” in her family, offering, colorfully, that 
Alain was as much at home in Cuba as “a 
mango” or “a palm tree.” Correspondingly, 
Indígena’s second half is much more at ease 
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with its surroundings, as it were, featuring 
an extended evocation of a trumpet-led 
comparsa (a Cuban carnival procession). 
León also signifies “home” in a more per-
sonal way, when the percussionist starts 
using porcelain mugs as noisemakers: As 
a child, León remembers, her family would 
sit around the dinner table and improvise, 
using only plates, cups, and silverware. To 
borrow a play on words found in Madrid’s 
biography, Indígena appears torn, between 
roots as symbolized by Alain’s indigene-
ity, and the routes traversed by León as 
an exiled, uprooted individual. Indígena 
concludes on an ambivalent note, with a 
dreamy, fragmented echo, on piano, of a 
characteristic Cuban rhythmic pattern. If 
this at first seems to imply that the roots 

have won the day, León offers that the brief 
codetta represents her plane leaving Cuba, 
with sul ponticello violins lingering like the 
routes traced by vapor trails. Maybe it is 
safest to say, then, that if in Indígena, there 
are no routes without roots, then it is even 
more true that for León, fixation on roots 
has never gotten in the way of forging new, 
future-oriented routes.

Matthew Mendez is a New Haven-based 
musicologist and critic who specializes in 
20th- and 21st-century repertoire. A graduate 
of Harvard University and a Ph.D. candidate at 
Yale, he was the recipient of a 2016 ASCAP 
Foundation Deems Taylor/Virgil Thomson 
Award for outstanding music journalism.
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Meet the Artists

American conductor Jeffrey Milarsky (B.M. 
’88, M.M. ’90, percussion) is the music 
director of AXIOM. Known for his innova-
tive programming, he has been hailed for 
his interpretation of a wide range of reper-
toire, which spans from Bach to Xenakis. 
In recent seasons, he has worked with 
such orchestras as the New York Phil-
harmonic, San Francisco Symphony, Los 
Angeles Philharmonic, Milwaukee Sym-
phony, American Composers Orchestra, 
MET Chamber Ensemble, Bergen Phil-
harmonic, Chamber Music Society of Lin-
coln Center, New World Symphony, and 
Tanglewood Festival Orchestra. In the 
U.S. and abroad, he has premiered and 
recorded works by many groundbreaking 
contemporary composers in venues such 
as Carnegie Hall, Zankel Hall, Davies Sym-
phony Hall, Alice Tully Hall, Walt Disney 
Concert Hall, Boston’s Symphony Hall, and 
IRCAM in Paris. Milarsky has a long his-
tory of premiering, recording, and perform-
ing American composers; in keeping with 
that, in 2013 he was presented with the 
prestigious Ditson Conductor’s Award. His 
interest and dedication has brought forth 
collaborations with esteemed composers 
such as Adams, Babbitt, Cage, Carter, 
Corigliano, Crumb, Davidovsky, Druckman, 
Gordon, Lang, Mackey, Rouse, Shapey, 
Subotnick, Wuorinen, and an entire gener-
ation of emerging composers. A dedicated 
teacher, Milarsky serves on the conducting 
faculty at Juilliard and is a senior lecturer 
in music at Columbia University, where 
he is the music director and conductor 
of the Columbia University Orchestra. An 

in-demand timpanist and percussionist, 
Milarsky has been the principal timpanist 
for the Santa Fe Opera since 2005. In 
addition, he has performed and recorded 
with the New York Philharmonic, Philadel-
phia Orchestra, and Pittsburgh Symphony. 
He has recorded extensively for Angel, 
Bridge, Teldec, Telarc, New World, CRI, 
MusicMasters, EMI, Koch, and London 
records. Milarsky received his bachelor’s 
and master’s degrees at Juilliard, where 
he was awarded the Peter Mennin Prize for 
outstanding leadership and achievement in 
the arts.

AXIOM 
AXIOM, led by music director Jeffrey 
Milarsky, is dedicated to performing the 
masterworks of the 20th- and 21st-century 
repertoire. Since its debut in Avery Fisher 
Hall (now David Geffen Hall) in 2006, 
the student-created group has established 
itself as a leading ensemble in New York 
City’s contemporary music scene with 
performances throughout Lincoln Center, 
in addition to appearances at Columbia 
University’s Miller Theatre and (Le) Pois-
son Rouge in Greenwich Village. AXIOM 
is grounded in Juilliard’s curriculum. Stu-
dents receive a credit for performing in the 
ensemble, and during any four-year period, 
AXIOM members will have the opportunity 
to perform works by John Adams, Harrison 
Birtwistle, Jacob Druckman, Marcus Lind-
berg, and Arnold Schoenberg, among other 
composers. Guest conductors of AXIOM 
have included Alan Gilbert, Susanna 
Mälkki, and David Robertson. In the trun-
cated 2019-20 season, AXIOM performed 
works by Igor Stravinsky, Toru Takemitsu, 
Birtwistle, Elliott Carter, George Lewis, 
Morton Feldman, Philip Glass (Diploma 
’60, M.S. ’62, composition), Pierre Boulez, 
Thomas Adès, and Melinda Wagner, chair 
of Juilliard’s composition faculty. In the 
2018-19 season, AXIOM performed Louis 
Andriessen’s De Staat as part of the New 
York Philharmonic’s Art of Andriessen 
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Festival, celebrated faculty member John 
Corigliano’s 80th birthday, and concluded 
its season with works by Iannis Xenakis, 
Caroline Shaw, and Steve Reich (’61, com-
position). Highlights of the 2017-18 sea-
son included programs dedicated to Jacob 
Druckman (B.S. ’54, M.S. ’56, composition; 
faculty 1956-72) and Luciano Berio (faculty 

1965-71) as well as a concert featuring 
Hans Abrahamsen’s complete Schnee. In 
the 2016-17 season, AXIOM performed 
programs honoring composer John Adams 
on his 70th birthday, Reich on his 80th 
birthday, and a program devoted to the 
music of Kaija Saariaho.

Administration   
David Serkin Ludwig, Dean and Director of the Music Division  
A. Joseph Soucy, Assistant Dean for Orchestral Studies  
Joanna K. Trebelhorn, Director of Orchestral and Ensemble Operations  
Matthew Wolford, Operations Manager and AXIOM Manager  
Daniel Pate, Percussion Coordinator  
Lisa Dempsey Kane, Principal Orchestra Librarian  
Adarsh Kumar, Orchestra Personnel Manager  
Curtis Stewart, Chamber Music Manager and New Juilliard Ensemble Manager  
Michael Dwinell, Orchestral Studies Associate  
Francesca Ferrara, Orchestra Management Apprentice



Juilliard

AXIOM
Jeffrey Milarsky, Music Director and Conductor

LEWIS Assemblage 

Violin 
Nathan Meltzer 
 
Viola 
Devin Moore 
 
Cello 
Eliana Razzino Yang 

Flute 
Rachel Qin 
 
Clarinet/Bass Clarinet 
Alice McDonald 

Saxophone 
Chad Lilley 
 
Percussion 
Will Hopkins 

Piano 
Ruogu Wen 
 
Harp 
Tiffany Wong 

BALTER Bladed Stance 

Violin 
Adrian Steele 
 
Viola  
Devin Moore

Cello 
Eliana Razzino Yang 
 

Flute 
Rachel Qin 
 

Clarinet 
William Foye

Trumpet 
David Green

BRAXTON Composition No. 46 

Flute 
JeongWon Lee 
 
Oboe 
Evan Yonce 
 
English Horn 
Angela Scates 

Clarinet 
Jin Yingcun Jin
 
Bass Clarinet 
Jingrui Liu 
 

French Horn 
David Alexander 
 
Trumpet 
David Green

Trombone 
Carlos Jiménez Fernández 

Bass Trombone 
Mirza Alkhairid 
 
Tuba 
Chandler Currier 

LEÓN  Indigena 

First Violin 
Adrian Steele 
 
Second Violin 
Phoenix Avalon 
 
Viola 
Devin Moore 

Cello 
Eliana Razzino Yang  
 
Double Bass 
Daniel Chan 
 
Flute 
JeongWon Lee 

Oboe 
Angela Scates 
 
Clarinet 
Jin Yingcun Jin
 
Bassoon 
Tylor Thomas 

French Horn 
David Alexander 
 
Trumpet 
David Green

Percussion 
Will Hopkins 
 
Piano 
Ruogu Wen  



Lila Acheson Wallace Library and Doctoral Fellows Program
Jane Gottlieb, Vice President for Library and Information Resources; 

Director of the C.V. Starr Doctoral Fellows Program
Jeni Dahmus Farah, Director, Archives
Alan Klein, Director of Library Technical Services

Preparatory Division
Weston Sprott, Dean of the Preparatory Division
Anthony McGill, Artistic Director, Music Advancement Program
Rebecca Reuter, Administrative Director, Music Advancement Program
Ekaterina Lawson, Director of Admissions and Academic Affairs, 

Pre-College
Anna Royzman, Director of Performance Activities, Pre-College

Enrollment Management and Student Development
Joan D. Warren, Vice President of Enrollment Management and 

Student Development
Barrett Hipes, Dean of Student Development
Kathleen Tesar, Associate Dean for Enrollment Management
Alice Jones, Assistant Dean of Community Engagement and  

Career Services
Sabrina Tanbara, Assistant Dean of Student Affairs
Vanessa Valenzuela, Assistant Dean, International Advisement and 

Student Diversity Initiatives
William Buse, Director of Counseling Services
Katherine Gertson, Registrar
Tina Gonzalez, Director of Financial Aid
Camille Pajor, Director of Bias Response and Title IX Coordinator
Todd Porter, Assistant Dean, Residence Life
Howard Rosenberg MD, Medical Director
Dan Stokes, Director of Academic Support and Disability Services
Beth Techow, Administrative Director of Health and Counseling Services

Development
Alexandra Wheeler, Vice President and Chief Advancement Officer
Katie Murtha, Director of Major Gifts
Lori Padua, Director of Planned Giving
Rebecca Vaccarelli, Director of Alumni Relations
Kim Furano, Director of Institutional Relations
Robyn Calmann, Director of Special Events
Toniya Katsarov, Director of Development Operations

Public Affairs
Rosalie Contreras, Vice President of Public Affairs
Susan Jackson, Editorial Director
Anna Sayer, Design Director
Tamara Vallejos, Director of Marketing 
Mara Vlatkovic, Director of Marketing, Community Relations

Office of the Chief Operating Officer and Corporate Secretary
Lesley Rosenthal,Chief Operating Officer and Corporate Secretary
Mark Shelton, Chief of Public Safety
Adam Gagan, Director of Security
Cameron Christensen, Associate Vice President, Facilities
Richard Mannoia, Senior Director of Education and Strategy, K-12 

Programs and Initiatives
Thom Widmann, Senior Director of Production
Tina Matin, Director of Earned Revenue Operations
Kevin Boutote, Director of Recording and Classroom Technology
Elizabeth Svokos, Supervising Producer and Video Director

Finance
Cathy Nadeau, Vice President and Chief Financial Officer
Michael Kerstan, Controller
Irina Shteyn, Director of Financial Planning and Analysis
Nicholas Mazzurco, Director of Student Accounts/Bursar 

Administration and Law
Maurice F. Edelson, Vice President for Administration and  

General Counsel
Carl Young, Chief Information Officer
Dmitriy Aminov, Director of IT Engineering
Clara Perdiz, Director of Client Services, IT
Jeremy Pinquist, Director of Enterprise Applications
Katie Germana, Director of Human Resources
Jennifer Wilcox, Director of Apprentice Program

June Noble Larkin, Chair Emerita  
(in memoriam)

Mary Ellin Barrett
Kenneth S. Davidson
Keith R. Gollust

Sidney R. Knafel (in memoriam)
Nancy A. Marks
Elizabeth McCormack 

(in memoriam)
Katheryn C. Patterson

Joseph W. Polisi, President Emeritus

TRUSTEES EMERITI

EXECUTIVE OFFICERS 
AND SENIOR ADMINISTRATION

Damian Woetzel, President

Office of the President
Ciaran Escoffery, Chief of Staff
Ara Guzelimian, Special Advisor
Kathryn Kozlark, Artistic Producer and Director for Creative Enterprise

Office of the Provost
Adam Meyer, Provost
Kirstin Ek, Associate Provost
José García-León, Dean of Academic Affairs and Assessment
Amy Evans, Assistant Dean for Academic Affairs
John-Morgan Bush, Director of Lifelong Learning

Dance Division
Alicia Graf Mack, Dean and Director of the Dance Division
Katie Friis, Administrative Director
Mario Alberto Zambrano, Associate Director

Drama Division
Evan Yionoulis, Richard Rodgers Dean and Director of the  

Drama Division
Derrick Sanders, Associate Director
Katherine Hood, Managing Director
Lindsey Alexander, Director of Artistic and Curricular Planning

Music Division
David Ludwig, Dean and Director of the Music Division
Bärli Nugent, Assistant Dean, Director of Chamber Music
A. Joseph Soucy, Assistant Dean for Orchestral Studies
Mario Igrec, Chief Piano Technician
Joanna K. Trebelhorn, Director of Orchestral and Ensemble Operations

Historical Performance
Robert Mealy, Director of Historical Performance
Karin Brookes, Administrative Director

Jazz
Wynton Marsalis, Director of Juilliard Jazz
Aaron Flagg, Chair and Associate Director

Ellen and James S. Marcus Institute for Vocal Arts
Brian Zeger, Artistic Director of the Ellen and James S. Marcus 

Institute for Vocal Arts
Emily Wells, Director of Administration
Andrew Gaines, Director of Opera Activities

BOARD OF TRUSTEES

Bruce Kovner, Chair
J. Christopher Kojima, Vice Chair
Sarah Billinghurst Solomon, Vice Chair

Joshua Black
Rondi Charleston
Julie Anne Choi
Kent A. Clark
Barbara G. Fleischman
Tricia Glynn
Mary Graham
Joan W. Harris
Matt Jacobson
Edward E. Johnson Jr.
Philippe Khuong-Huu
Karen M. Levy
Teresa E. Lindsay
Laura Linney
Vincent A. Mai
Ellen Marcus

Greg Margolies
Stephanie Palmer McClelland
Christina McInerney
Lester S. Morse Jr.
Rebecca Morse
Stephen A. Novick
Susan W. Rose
Jeffrey Seller
Deborah Simon
William E. “Wes” Stricker, MD
Yael Taqqu
Laurie M. Tisch
Reginald Van Lee
Damian Woetzel
Camille Zamora



$1,000,000+
Mary Graham
Jerome L. Greene Foundation
Bruce and Suzie Kovner
Nancy Walton Laurie
Michael E. Marks Family Foundation
Katheryn C. Patterson and  

Thomas L. Kempner, Jr.
Deborah J. Simon

$500,000- $999,999
Jody and John Arnhold
Karen and Paul Levy
Vincent and Anne Mai
Ellen Marcus

$250,000-$499,999
Max H. Gluck Foundation
Joan W. Harris/Irving Harris Foundation
Hearst Foundations
Yoshiko and Greg Margolies
Stephanie and Carter McClelland/

Stephanie and Carter McClelland 
Foundation

Susan and Elihu Rose Foundation
Jeffrey Seller and Joshua Lehrer
Sarah Billinghurst Solomon and  

Howard Solomon
Yael Taqqu and Jeremy Levine
Virginia B. Toulmin Foundation
Anonymous (2)

$100,000-$249,999
Eugene Davidson and Eve Barak
Joshua Black
Rosalie A. Signorelli Ciardullo,  

daughter of Andrew A. Signorelli
Helen V. Vera and Kent A. Clark
Katherine G. Farley and Jerry I. Speyer
FENDI Americas
Ford Foundation
Constance Goulandris Foundation
Brian and Darlene Heidtke
Bonnie Oda Homsey
Thomas Dubois Hormel Foundation/

Marisa I. Hormel Trust
Matt Jacobson and Kristopher L. Dukes
Beth and Christopher Kojima
Leon Levy Foundation
Lincoln Center Corporate Fund
Terry and Bob Lindsay
Llewellyn Family Foundation
Andrew W. Mellon Foundation
Joyce F. Menschel
Jennifer and David Millstone
Stephen Novick
Ann Shein/George L. Shields  

Foundation
Barbara J. Slifka
Jerra and Paddy Spence
Agnes Hsu-Tang and Oscar Tang
Anonymous (2)

$50,000-$99,999
Achelis and Bodman Foundations
Barbara Agosin
Herbert A. Allen, Jr.
Augustine Foundation
Dan J. Epstein Family Foundation

Barbara G. Fleischman
Harvard Business School
Anthony McGill
Paula Paster Michtom
Judith F. Pisar
Mrs. Eun Jung Roh and  

Mr. Keun-Chang Yoon
Adam R. Rose
Fan Fox and Leslie R. Samuels 

Foundation
Anna Schoen-René Fund at the  

New York Community Trust
Thomas C. Schumacher III and  

Matthew White
Shubert Foundation, Inc.
Bruce B. Solnick, PhD
Weston Sprott
Steinway & Sons
Reginald Van Lee and Corey McCathern
Mary H. Vinton
Walker Family
Sidney J. Weinberg Jr. Foundation
Anonymous (3)

$25,000-$49,999
Laurel and Clifford Asness
Norman S. Benzaquen
Mary L. Bianco/Moca Foundation
Jeff and Susan Campbell
Betsy L. Cohn
Crankstart Foundation
Ron Daniel and Lise Scott
Barry Diller and Diane von Furstenberg
Mary Ann Fribourg
Edythe Gladstein
Horace W. Goldsmith Foundation
Keith and Barbara Gollust
John and Ila Gross
Agnes Gund
Sander and Norma K. Buchman Fund
LCU Fund for Women's Education
Edward F. Limato Foundation
Johna and Thomas Mandel
Mr. and Mrs. Stephen Mandel Jr.
Andrés Mata
Robert E. Meyerhoff and Rheda Becker
Ambrose Monell Foundation
Robert A. Morgan
Enid and Lester Morse
Rebecca and Tyler Morse
Leslie and Mitchell Nelson
Raymond-Cryder Fund at the  

Leigh Valley Community Foundation
Mrs. Susan L. Robinson
SHS Foundation
Robert W. Wilson Charitable Trust
Anonymous (2)

$15,000-$24,999
Edwin L. Artzt
Barbara and Gary Brandt
Patricia and James Cardi
Heidi Castleman Klein
Family of Isabel S. Cunningham
Dudley and Michael Del Balso
Lorna “Dee” Doan
Joan and Peter Faber
Barbara and Jonathan File
Seth E. Frank

Candice and John Frawley
Allen R. and Judy Brick Freedman
Eric J. Friedman
John Gore Organization
Omar and Sunita Jaffrey
Katzenberger Foundation, Inc.
Roberta Lobel, Marjorie Tallman  

Educational Foundation
Mr. and Mrs. Jean-Hugues J. Monier
Terry Morgenthaler and Patrick Kerins
New York State Council on the Arts
David A. Paolino
John R. Philpit
John and Evelyn Popp
Gary Portadin
Qobuz USA
Elizabeth R. Rea
Yukari Saegusa
Alexander Sanger
Irene Schultz
Sara A. Singer
Jeremy Smith
Stanley and Yvonne Squire Artist Fund
Tokyo Foundation
Robert and Jane Toll
American Turkish Society
Bradley Whitford
John J. Yarmick
Dale Zand
Anonymous (6)

$10,000-$14,999
Walter and Marsha Arnheim
Michelle and Jonathan Auerbach
Marshall S. Berland and John E. Johnson‡
Elaine S. Bernstein
Ms. Diana Bersohn
Susan Brenner
Barbara and Francis B. Brogan
Florence and Paul DeRosa Memorial Fund
First Republic Bank
Jennifer and Bud Gruenberg
Dorothy C. Haase
Nancy and Bruce Hall
Dr. Elliot Gross and Dr. Alice Helpern
Jacoby Family
Jewish Foundation for Education of Women
Edith Polvay-Kallas
Judith A. Kaminski
Mr. and Mrs. Peter Kend
Theresa J. Kim* and Carlos Tome
Mitzi Koo
Dr. Yvonne Lamy
Ronald and Jo Carole Lauder Foundation
Yaru Liu
Dr. Lee MacCormick Edwards Charitable 

Foundation
Dr. Allen H. Maniker
Sylvia and Leonard Marx Jr.
National Endowment for the Arts
Susan Ollila Boyd
Omomuki Foundation
Michael Osver
Stefano Paci
James Paolino
Laura Pels International Foundation for 

Theater
Holly Peterson Foundation
Presser Foundation

Juilliard Annual Supporters

The Juilliard School is deeply grateful to the following individuals and institutions for their gifts 
in support of performances, educational activities, and scholarships. Please consider making an 
investment in the future of the performing arts. For more information or to make a gift, contact 
the Development Office at (212) 799-5000, ext. 278, or development@juilliard.edu.



Grace E. Richardson
Mary K. Riew
Roger and Doris Sant
Schuld Family Fund at the Chicago 

Community Foundation
Judith and F. Randall Smith
Gillian Sorensen
Michael and Claudia Spies
Alec P. Stais and Elissa Burke
Barry S. Sternlicht
Alexander I. Tachmes/ 

Shutts & Bowen LLP
Epstein Teicher Philanthropies
Beverly S. Travis*
Loraine Kent Vichey Memorial Trust
Mary J. Wallach
Sedgwick and Pamela Ward
Cecil M. Yarbrough and Ronald S. Csuha
Lucille and Jack Yellen Foundation
Judy Francis Zankel
Anonymous (4)

$7,500-$9,999
Casey Bayles and William Jeffrey
Julie A. Choi* and Claudio Cornali
Jennie and Richard DeScherer
Violet and Christopher Eagan
Jocelyn and W.E. Gallinek
Arlene‡ and Edmund Grossman
Bernard Holtzman
Barbara and William Jessup
Nancy Long and Marc Waldor
Rajika and Anupam P. Puri
Margitta Rose
Elise C. Tepper
Dr. Ann Walzer

$5,000-$7,499
Janet E. Baumgartner
Beverly and Herbert Chase
Ernest and Mary Chung
Suzanne Cogan*
Joyce and Barry Cohen
Lisa de Prophetis
Kelley Drye & Warren LLP
Beatrice and J.A. Esteve
Katy Brodsky Falco and Simone Falco
Alan S. Futerfas and Bettina Schein
David Geffen Foundation
Gulitz Foundation
Harkness Foundation for Dance
Dr. Daniel E. Haspert
Bill Hodges
Judy and Lindley Hoffman
Annica and James Newton Howard
Sander Jacobs
Japanese Chamber of Commerce and  

Industry of New York
Edward and In-Aie Kang Foundation
Michael and Alison Katz

Cartier North America
Keller-Shatanoff Foundation
Sidney R. Knafel and Londa Weisman
Alan W. Kornberg
Kate D. Levin
Michael E. Liebowitz
Dr. Frayda B. Lindemann
Gerda Lissner Foundation
Frederick Loewe Foundation
Dominique Lahaussois and David Low
Jerome Lowenthal*
Robert and Bridget Lyons
Mr. and Mrs. Peter L. Malkin
Edward J. Maloney and  

Richard B. Kowall
James and Stephania McClennen
Rodney McDaniel
Anne Welsh McNulty
Meadmore Sculpture Foundation
David Pierce
Craig and Stefanie Pintoff
Joseph S. Piropato and Paul Michaud
Judy and Jim Pohlman
Lisa Pontarelli
Joan Rechnitz
Sabine Renard
Ida & William Rosenthal Foundation
Pamela and Richard Rubinstein
Martin Sanders
Miriam K. Schneider
Gayle Sherr
Cynthia and Hans So
Annaliese Soros
Daniel M. Thys and Susan Thys-Jacobs
Barbara and Donald‡ Tober
Mina Tulchinsky
Kristine Jarvi Tyler*
Rui Wang
Alexandra Wheeler and Rocky Rukan
Wilmot Wheeler Foundation, Inc.
Joanne A. Wilhelm
Heather Watts and Damian Woetzel
Anonymous (2)

$2,500-$4,999
Mary Ellin Barrett
Kathryn Kiefer and Elliot Abbey*
Ted and Page Ashley
Emanuel and Yoko Ax
Christine Baranski
Philip A. Biondo
Robert Brenner
Charles Bronfman
Trudy and Julius Brown
Susan Monahan and Mark Brucks
Noreen and Kenneth Buckfire
Elaine J. Budin
Caroline W. Bynum
John Calicchio
Venkat and Sree Chalasani

Kathryn G. Charles
Mr. Kenneth H. Chase
Nancy A. Cohn
Meryl Rosofsky and Stuart H. Coleman
Consulate General of Israel
Robert and Lenore Davis
Ann and Jonathan DuBois
John Farago
Helen and Jeffrey Friedman
Huntley Gill
Robert Goldberg
Kathleen Harty Gray*
Mary E. Harrigan and Andrew P. Tothy
Dr. Elisabeth Hefti
Harold P. Hope III
Julia and George Katz
Frances Kazan
Barbara Klein
Anne-Marie and John Knight
Rebecca Wui and Raymond P. Ko
John Koerber
Judy and Leonard Lauder
Jay H. Lefkowitch, MD
Mrs. John M. Lewis
Kevin Llewellyn
Peggy P. Lo
John N. Loomis, MD
Juliet Melamid
Wenhua Qi and Tao Jiang
Charles Quatt
Linda Ray
Richemont North America Inc.
Sandra Rivers*
Janet and Howard Rose
Dr. and Mrs. Thomas P. Sculco
Susan A. Shack Sackler
Lisa P. Shiveley
Lilian Sicular
Douglas Sills
Dr. Steven P. Singer and Dr. Alan Salzman
Karen P. Smith
Mark Snow
Mrs. Lea Yitshaki Soifer
Jeffrey R. Solomon and Audrey Weiner
Jane Tate
Dr. Irena Tocino
Ashley and Jim Toth
Anthony and Elaine‡ Viola
Timothy N. Wallach and Fleur Fairman
Ziqiang Wang and Ziying Liu
Ms. Johanna Weber
Frank and Lisa Wohl
Anonymous
Anonymous, in Memory of Steve Zamora

Donor Listing as of September 25, 2021

*Alumnus
‡ In Memoriam

Juilliard Annual Supporters (Continued)

Juilliard Council
Michelle Demus Auerbach, Co-Chair
Mitchell Nelson, Co-Chair

Barbara Brandt
Eric J. Friedman

Peter L. Kend
Sophie Laffont
Jean-Hughes Monier
Terry Morgenthaler
John G. Popp

Grace E. Richardson
Mary K. Riew
Jeremy T. Smith
Alexander I. Tachmes

Herbert A. Allen Jr.
Jody and John Arnhold
Carole and Michael Marks

Judith F. Pisar
Thomas C. Schumacher III
Barbara J. Slifka

Sydney H. Weinberg

President's Circle



The Augustus Juilliard Society recognizes those who have included The Juilliard School in their 
long-range financial plans with a bequest, beneficiary designation, gift annuity or trust arrangement.  
These future gifts will help ensure that Juilliard continues to provide the finest education possible for 
tomorrow’s young artists.  The school expresses its deep appreciation to the following members, as 
well as to those anonymous members who are not listed.

Barbara Rogers Agosin
Donald J. Aibel*
Veronica Maria Alcarese
Keiko Ota Alexander* and Jeffrey 

Alexander
Sima Ariam
Dee Ashington
Bruce Barnes and Louann Vanfossen
Richard Beales
Yvette and Maurice± Bendahan
Donald A. Benedetti*
Helen Benham*
Elizabeth Weil Bergmann*
Marshall S. Berland and  

John E. Johnson±
Benton and Fredda Ecker Bernstein
Leslie Goldman Berro*
Susan Ollila Boyd
Mrs. George E. Boyer
Peter A. Boysen
Nina R. Brilli
Gene T. Brion
Steven and Colleen Brooks
Carol Diane Brown and Daniel J. Ruffo
Beryl E. Brownman
Eliane Bukantz
Craig A. Campbell*
Alan± and Mary Carmel
Nancy and Neil Celentano
Wendy Fang Chen*
Julie A. Choi* and Claudio Cornali
Charlotte Zimmerman Crystal*
Rosemarie Cufalo
Christopher Czaja Sager*
Harrison R.T. Davis
Robert Lee Dean
Stephen and Connie Delehanty
Luis Felipe de Montpensier
Ronald J. Dovel and Thomas F. Lahr
John C. Drake-Jennings
Eugene S. Drucker*
Ryan* and Leila Edwards
Lloyd B. Erikson
Eric Ewazen*
Joan and Peter Faber
Holly L. Falik
Barbara and Jonathan File
Dr.*±  and Mrs. Richard B. Fisk
Barbara G. Fleischman
Judi Sorensen Flom
Ann Marie Smith Forde
Lorraine Fox
John and Candice Frawley
Chaim Freiberg*
Naomi Freistadt
Constance Gleason Furcolo
Michael Stephen Gallo*
William Gati* and Paul Gati*±
Anita L. Gatti*
Thelma and Seymour Geller,  

on behalf of Jane Geller
Rabbi Mordecai Genn PhD
Mark V. Getlein*
John R. Gillespie
Valerie Girard*
Professor Robert Jay Glickman
Dr. Ruth J.E. Glickman

Sheryl Gold
Jennifer L. Granucci
The Venerable John A. Greco
Drs. Norman*± and Gilda Greenberg
Arlene± and Edmund Grossman
Miles Groth, PhD
Emma Gruber
Leo Guimond*
Ruth Haase
Robert S. Haggart Jr.* and  

Stephanie Haggart*
Louise Tesson Hall
Ralph Hamaker
Marilyn H. Hammerman*
Stephen and Andrea Handleman
Rev. Tozan Thomas Hardison*
Judith Harris and Tony Woolfson
Robert G. Hartmann
James S. Hatch*
Ira Haupt II and Joyce K. Haupt
Robert Havery*
Betty Barsha Hedenberg
Brian J. Heidtke
Mayme Wilkins Holt
Julie Holtzman*
Gerri Houlihan*
Katherine L. Hufnagel
Joseph N. and Susan Isolano
Barbara James
Paul Johnston and Umberto Ferma
Janice Wheeler Jubin* and  

Herbert Jubin
Peter H. Judd
Michael Kahn
George* and Julia Katz
William Kernen
Younghee Kim-Wait
Robert King*
Linda Kobler* and Dr. Albert Glinsky*
Bruce Kovner
Edith Kraft*
Mr. and Mrs. Paul A. Krell
Dr. Yvonne Lamy
Francine Landes*
Steven Lane
Sung Sook Lee*
Paul Richards Lemma and  

Wilhelmina Marchese Lemma±
Loretta Varon Lewis± and  

Norman J. Lewis
Ning Liang*
In honor of Peter Limon
Jerry K. Loeb
Eileen Lubars*
Chuck Manton
Cyril± and Cecelia Marcus
Serena B. Marlowe
Dolores Grau Marsden*
Stephanie and Carter McClelland and 

the Stephanie and Carter  
McClelland Foundation

Joseph P. McGinty
Dr.± and Mrs. N. Scott McNutt
Pauline and Donald B.± Meyer
Stephen A. Meyers and Marsha 

Hymowitz-Meyers
Paula P. Michtom

Leo±* and Anne Perillo Michuda*
Warren R. Mikulka
Stephen Mittman
Robert A. Morgan
Valerie Wilson Morris*
Diane Morrison
Mark S. Morrison
L. Michael and Dorothy Moskovis
Gail Myers
Myron Howard Nadel*
Steven W. Naifeh and  

Gregory White Smith±
Anthony J. Newman
Oscar and Gertrude Nimetz Fund
Stephen Novick
Joyce O’Brien
Michael R. Osver
Jane Owens
Mr.± and Mrs. Donald Parton
Celia Paul and Stephen Rosen
Andrea Pell Living Trust
Jane V. Perr MD
Ken Perry*
Christopher Pilafian*
Elissa V. Plotnoff Pinson*
Fred Plotkin
Judy and Jim Pohlman
Geraldine Pollack
Sidney J.± and Barbara S. Pollack
John G. Popp
Thomas and Charlene Preisel
Arthur Press*
Bernice Price
Rajika Puri
Gena F. Raps*
Karen J. Raven
Nancy L. Reim
Susan M. Reim*
Susan D. Reinhart
Madeline Rhew*
Michael Rigg
Leslie Swan Weirman Riley
Douglas Riva*
Lloyd*± and Laura Robb
Daniel P. Robinson
Yvonne Robinson*
Donna Romer
Carlos Romero and  

Joanne Gober Romero
Linda N. Rose*
Susan W. Rose
Ira Rosenblum*
Sam* and Deborah Rotman
Lynne Rutkin
Joan St. James*
Riccardo Salmona
Michael and Diane Sanders
Nancy Schloss
Casiana R. Schmidt
Shelby Evans Schrader± and  

John Paul Schrader
Irene Schultz
William C. Schwartz
David Shapiro
Dr. Robert B. Sharon*
Robert D. Sholiton
Arthur T. Shorin

The Augustus Juilliard Society



Sara A. Singer
Steven P. Singer MD and  

Alan Salzman MD
Ethan A. Silverman*
Barbara Thompson Slater
Bruce B. Solnick
Carl Solomon Sr. 
Evelyn Sun Solomon*
Gary and Roberta± Soren
Lynn Steuer
Sally T. Stevens
Robert C. Stevenson
James Streem*
Henry and Jo Strouss
Cheryl V. Talib

Thomas W. Thompson
Tom Todoroff* and Emily Moulton
Anli Lin Tong*
Marie Catherine Torrisi
Dr. Marta Vago*
Walter* and Elsa Verdehr
Paul Wagenhofer
Dietrich and Alice± Wagner
Alberto and Paulina A. Waksman
Stanley Waldoff*
Jessica Weber
Catherine White*
Miriam S. Wiener
Robert Wilder± and Roger F. Kipp
Alice Speas Wilkinson*

Yvonne Viani Williams
Margaret S. Williamson
Clark* and Sally Ann* Wilson
Dr. Theo George Wilson
Elizabeth R. Woodman
Edward Yanishefsky
Lila York
Seventy-eight anonymous members, 

including 27 alumni

As of September 13, 2021

* = Alumnus/Alumna
± = deceased

The Augustus Juilliard Society (Continued)

For information about becoming a member of the Augustus Juilliard Society, please visit 
plannedgiving.juilliard.edu, call (212) 799-5000, ext. 7152, or write to lpadua@juilliard.edu.  
Have you included Juilliard in your planning?  Please let us know so that we may thank you 
and recognize you as a member of the Augustus Juilliard Society.

The Juilliard School is profoundly grateful for the generous gifts received from the following  
Estates and Trusts between July 1, 2020 and September 13, 2021.  We remember the individuals 
who made these gifts for their vision in supporting future generations of young performing artists  
at Juilliard.

Jere E. Admire Charitable Trust
Harold Alderman Trust
Douglas Scott Anderson Revocable Living Trust
Estate of Henrie Jo Barth
Susanna Berger Revocable Trust
Estate of Scott Bergeson
Trust of Sonia Block
Betty and Daniel Bloomfield Fund
Estate of Frieda Branom
Estate of Jacqueline H. Bregman
Estate of Annette Burford
Trust of John Dexter Bush
Estate of Barbara L. Comins
Estate of Lito De Manalang
Barbara Dee Ehrnstein Living Trust
Estate of Louis Ellenport
Estate of Alice Shaw Farber
Fima Fidelman Trust
Dora L. Foster Trust
Estate of William Goldenberg
Estate of Meleen O’Brien Harben
Estate of Gordon D. Henderson
William J. Henderson Memorial Fund
Frances B. Hoyland Trust

Estate of Saeko Ichinohe
Trust of Edward Jabes
Herman Joseph Revocable Trust
Hamilton H. Kellogg and Mildred H. Kellogg Charitable Trust
Joseph M. Liebling Trust
Sondra F. Matesky Inter Vivos Trust
Estate of June Reig Maxwell
Estate of Elizabeth J. Misek
Estate of Lillian Rogers
Howard and Ethel Ross Trust
Janet Traeger Salz Charitable Trust
Estate of Harold C. Schonberg
Estate of Geraldine Shapiro
Arline J. Smith Trust
Janice Dana Spear Trust
Estate of Raymond W. Stone
Phyllis K. Teich Trust
Betty Gates Teicher Trust
Tomoko Trust
Estate of Raymond Verbsky
Estate of Therese Wiedmann
Trust of Helen Marshall Woodward
Irene Worth Fund for Young Artists

Estates and Trusts


