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VOICES OF THE AMERICAS
Monday, March 13, 2023 / 7:30 p.m. 
Riverview Performing Arts Center
Chamber Music Society of Lincoln Center

Jessica Rivera, soprano

Michael Stephen Brown, piano

Gilles Vonsattel, piano

Nicholas Canellakis, cello

Ian David Rosebaum, percussion

Aaron Copland  

El Salón México for Piano and 
Percussion (arr. Bernstein)  
Brown, Rosenbaum

Leonard Bernstein  

Three Meditations from Mass for Cello, 
Piano, and Percussion 
Canellakis, Brown, Rosenbaum

Alberto Ginastera  

“Chacarera” from Cinco canciones 
populares argentinas for Voice and 
Piano, Op. 10 
Rivera, Vonsattel

Carlos Chávez  
“North Carolina Blues” for Voice  
and Piano  
Rivera, Vonsattel

Alberto Ginastera 
“Gato” from Cinco canciones populares 
argentinas for Voice and Piano, Op. 10 

Rivera, Vonsattel

Manuel Ponce 

“Estrellita” for Voice and Piano  
Rivera, Vonsattel

Leonard Bernstein 
“I Feel Pretty” from West Side Story  
for Voice and Piano  

“Somewhere” from West Side Story for 
Voice and Piano  

Rivera, Vonsattel

INTERMISSION 

Osvaldo Golijov  

Mariel for Cello and Marimba  

Canellakis, Rosenbaum

Heitor Villa-Lobos  

“A maré encheu” from Guia prático  
for Piano  

Vonsattel

“O polichinelo” from Prole do bebê  
for Piano  

Vonsattel

Alberto Ginastera  

Pampeana No. 2, Rhapsody for 
Cello and Piano, Op. 21  
Canellakis, Brown

Tania León  

“Oh Yemanja” from Scourge of 
Hyacinths for Soprano, Cello,  
and Piano  
Rivera, Canellakis, Brown

George Gershwin 

Cuban Overture for Piano, Four 
Hands, and Percussion  

Brown, Vonsattel, Rosenbaum, Canellakis

The Chamber Music Society of Lincoln Center appears by arrangement with  
David Rowe Artists davidroweartists.com.
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ALBERTO GINASTERA  

“Chacarera” from Cinco canciones populares argentinas for Voice 
and Piano, Op. 10 

“Gato” from Cinco canciones populares argentinas for Voice and 
Piano, Op. 10 (1943)

CARLOS CHÁVEZ  

“North Carolina Blues” for Voice and Piano (1942)

MANUEL PONCE 

“Estrellita” for Voice and Piano (1912)

LEONARD BERNSTEIN  

“I Feel Pretty” from West Side Story for Voice and Piano (1957)

“Somewhere” from West Side Story for Voice and Piano (1957)

In his General Theory of the Fine Arts, the 18th-century 
mathematician and philosopher Johann Georg Sulzer makes 
the bold claim that “among all instruments that can produce 
expressive tones, the human voice is without doubt the one 
to be preferred. One can deduce from this the fundamental 
maxim, then, that the most excellent instrument is that which 
is most capable of imitating the human voice.” His top choice 
was the oboe, whose varied, reedy tone color has often made it 
a good candidate in such vocality competitions. But Sulzer was 
contributing just one highly subjective perspective to a millennia-
old pile of opinions on the voice-like qualities of instrumental 
sounds.

The debate rages to this day. In 2019, the music psychologist 
Emery Schubert asked 174 students in a music program to rate 
how similar they thought a variety of instruments were to the 
human voice. The clearest trend was amusingly that people 
tended to think whatever instrument they played was more voice-
like than the others. A concert program like this one, where we 
encounter many types of “voices” in pieces from across North and 
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South America, doesn’t offer more definitive answers. But it does 
offer an opportunity to think about how instruments do and do 
not approximate the distinctive qualities of the most basic tool of  
human interaction.

For a segment of this program, we will hear the voice of soprano 
Jessica Rivera, who will sing a range of Spanish and English 
texts, communicating through verbal stories and ideas along 
with notes. Alberto Ginastera wrote his Five Songs on Popular 
Argentinian Tunes (Op. 10) in 1943, during a period of professional 
and political upheaval, when he lost most of his official positions 
for opposing the aesthetic conservatism of the regime in power. 
A brimming, patriotic nostalgia for pastoral life can be heard in 
the “Chacarera,” an ode to the farm in which the speaker longs 
to return to the rural communities of Catamarca and Tuoumán. 
“Gato,” a “Cat Dance,” features a similar driving, rhythmic 
vehemence, which is directed toward more ecstatic ends. The 
speaker admires a dancing girl from afar, while the piano drives 
everyone to their feet with zapateo interludes meant to cue 
rhythmic stomping.

These relatively light-hearted numbers are separated on our 
program by a much more serious interlude. The poet Xavier 
Villaurrutia spent 1935–37 at Yale University, and soon after he 
returned home to Mexico he wrote a sombre collection called 
Nostalgia de la muerte, or Nostalgia of Death. One poem from Nostalgia, 
dedicated to Langston Hughes, graphically depicts the lynching of 
a Black man and scenes of segregation in the United States under 
Jim Crow laws. In 1942, the modernist composer Carlos Chávez set 
Villaurrutia’s poem, “North Carolina Blues,” for voice and piano.  

He sets the refrain of the words “In North Carolina” against a 
descending, lamenting piano line and gives each subsequent 
rendition a new dose of urgency by varying the tempo and style  
of the many intervening verses. In these contrasting sections, 
Chávez alludes more to Spanish and Latin American dances than 
to jazz or blues, as the title might suggest, identifying the work’s 
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voices as those of a writer and a composer from Mexico, both 
trying to understand and relate to the Black American experience. 

A trio of romances round out the soprano-piano portion of 
the program. Manuel Ponce’s 1912 “Estrellita” is a brilliantly 
crafted tune that has rightfully been arranged for almost every 
imaginable instrumentation. Its large upward and downward 
leaps point up to the star whom the speaker begs for luck in 
love and then back down to earth, where the speaker’s beloved 
may or may not be experiencing the same longing. Ambiguity of 
affection is nowhere to be found in “I Feel Pretty” from Leonard 
Bernstein’s West Side Story: Maria knows how Tony feels about her, 
and the composer gives her music that is filled with energy and 
confidence. But things are less certain by the time Tony and Maria 
sing “Somewhere” together. They passionately hope there will be 
a place and time for them to love one another, but the dissonant, 
widely-spaced harmonies that end the number communicate the 
aching truth: their love really is star-crossed.

LEONARD BERNSTEIN  

Three Meditations from Mass for Cello, Piano, and Percussion 
(1971, arr. 1977)

OSVALDO GOLIJOV  

Mariel for Cello and Marimba (1999)

ALBERTO GINASTERA  

Pampeana No. 2, Rhapsody for Cello and Piano, Op. 21 (1950)

TANIA LEÓN  

“Oh Yemanja” from Scourge of Hyacinths for Soprano, Cello, and 
Piano (1994)

In his investigation of voice-likeness, Emery Schubert did find 
that a few instruments subtly pulled away from the pack: namely, 
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clarinet, oboe, violin, and cello. Cellists have been claiming for 
their instrument the title of “most like the human voice” for ages. 
But while comparisons between winds and the voice involve a 
clear mechanical analogy—both make sound by expelling and 
modulating breath—the relationship between string sound and 
song is a bit more abstract. The cello has the ability to play the 
full vocal range, from the gravelly notes of a bass to the virtuosic 
coloratura notes of a soprano. Composers have taken advantage  
of this potential for centuries, writing lyrical, cantabile tunes for the 
instrument that likely color our understanding of the instrument 
itself as voice-like.

Leonard Bernstein composed his 1971 Mass for enormous vocal 
forces: a boys choir; a formal SATB choir; a crew of “street singers” 
trained in a more broadway style; solo blues and rock singers; and 
traditional choral soloists. He sets the full Latin mass, but there are 
also dissenting voices singing in English. In his words, they provide 
“the reactions, doubts, protests, and questionings—positive 
and negative—of all of us who are attending and perceiving this 
ritual. . . . At the climax of Communion, all ceremony breaks down 
and the Mass is shattered. It then remains for each individual on 
the stage to find a new seed of faith within himself through painful 
meditation, enabling each individual to pass on the embrace of 
peace to his neighbor.” 

After that Communion climax, the first of these “painful 
meditations” is a symphonic interlude marked by impassioned 
cries from the low strings. The second meditation is a variation set 
on a dissonant bassline that starts and ends with a searching cello 
tune. Bernstein clearly wanted the cello to represent some internal 
voice that engages in the challenging search for new faith. So when 
he decided to compose an orchestral work based on the Mass in 
1977, he made it a cello concerto for Msitislav Rostropovich, adding 
to arrangements of the two original meditations a third that drew 
from other parts of the original piece. This new finale combines 
a quasi-improvised passage for the cello, a rhythmic dance hook 
that is pure Broadway, and a somber chorale. When the chorale 
finally resolves, the uncertain improvisations take over, reminding  
us of that confusing search and not letting us indulge too much in  
the final Amen. 
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The cello likewise represents a pained, internal voice in Mariel  
for Cello and Marimba by the Argentine composer Osvaldo 
Golijov. Golijov wrote this piece in memory of his friend Mariel 
Stubrin in an effort to express “that short instant before grief, in 
which one learns of the sudden death of a friend who was full of 
life: a single moment frozen forever in one’s memory, and which 
reverberates through the piece, among the waves and echoes of 
the Brazilian music that Mariel loved.” The opening marimba 
harmonies are each announced by a stabbing sforzando and 
sustained through asymmetrical rhythms that feel like the uneven 
beating of a heavy heart. The cello’s first entrances, marked “a call 
from afar,” are slow-paced laments, which occupy a tight, singable 
range. It sounds more voice-like than the marimba’s opening,  
but also has a ghostly quality that doesn’t disappear even when 
the marimba cajoles the cello into a more positive outlook in  
the latter half of the piece.

The virtuosic, arpeggiated cadenza at the start of Ginastera’s 
Pampeana No. 2 for Cello and Piano, a rhapsody inspired by the 
majestic low-lying flatlands of Argentina, is unimaginable as vocal 
music. Indeed, it shows off the multitude of vocal ranges that a 
cellist can cover in almost an instant. When the piano eventually 
joins, it is for an energetic dance sequence in which the cello 
wavers on repeated figures. Eventually the figures turn into a 
tune marked “singing” that is much in the style of the Ginastera 
songs heard on this concert, but technical demands keep the 
sound in the realm of instrumental music. Mid-way through the 
piece, following a low, calmly enunciated recitative, the piano 
enters on dissonant, slow chords, and the cellist finally begins a 
tune based around just two different notes that is full of sung, 
expressive potentials. The ability to vary tone color is one of the 
voice’s superpowers, and this piece by Ginastera puts the cello’s 
corresponding capacities to the test, asking for an extraordinary 
range of timbres at various registers and tempos, right up until  
the final screams of the closing Allegro vivace.

Cuban-American composer Tania León wrote her first opera, 
Scourge of Hyacinths, in 1994. It takes place in a fantastical dystopia, 
where prisoner Miguel is being punished for his desire to escape a 
place that is becoming overrun and entangled by water hyacinths. 
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At the climax of the opera, Miguel’s mother, Tiatin, prays to the 
goddess Yemanja for his salvation, while he is led out of the prison 
to be shot. In “Oh Yemanja,” vocal entrances are preceded by 
arpeggiated outbursts in the cello, which leap across the strings of 
the instrument. The singer’s lines are likewise full of arpeggios and 
enormous melodic gaps that cover an astounding range, almost 
as if they are inspired by an attempt at cello-likeness. León uses 
this string instrument to push the boundaries of what we conceive 
of as possible for a singing voice, resulting in music that takes a 
cellistic technique and turns it into a singular, sung expression of 

desperation and faith.

HEITOR VILLA-LOBOS  

“A maré encheu” from Guia prático for Piano (1932)

“O polichinelo” from A prole do bebê for Piano (1918)

AARON COPLAND  

El Salón México for Piano and Percussion (arr. Bernstein)  
(1932–36, arr. 1941) 

GEORGE GERSHWIN  

Cuban Overture for Piano, Four Hands, and Percussion (1932)

Emery’s voice-likeness study did find that instruments that could 
play more than one line, like the piano, were a bit less likely to be 
considered inherently vocal. While “Arias” and “Songs Without 
Words” have been written for the keyboard for centuries, it is 
true that as a member of the percussion family, there are basic 
limitations to the instrument’s ability to sustain. As a result, 
some might say that the piano can dance, or make us want to 
dance, more effectively than it can sing. But it is perhaps this 
instrument’s great advantage that it has the capacity to balance 
these qualities: it can sing beautifully enough that its ability to 
both sing and dance is dazzling.
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The Brazilian composer Heitor Villa-Lobos incorporated folk 
songs into almost all of his compositions. Even in the frantic 
music of a number like “O polichinelo” (Punch) from his 1918 
solo piano collection A prole do bebê (The Baby’s Family), fluttering 
miniatures he wrote for his wife thinking about children, the 
keyboard pops out a nursery rhyme. There’s no attempt to make 
this lyrical, and yet the presence of a song-like tune creates a 
sense of human contrast to the mechanistic scampering of the 
other music. His 1932 Guia prático, a “practical guide” designed as 
both a piano method and an introduction to Brazilian folk songs, 
has more explicitly vocal numbers. In Villa-Lobos’s rendition of 
A maré encheu (The Tide Came In), a tune of nostalgic love that 
compares the ocean tides to a beloved’s brown hair, the solo piano 
first plays the role of accompanist with an introductory flourish, 
before moving to center stage with a tune in bright octaves above 
a simple contrapuntal accompaniment.

In the early 1930s, the American composer Aaron Copland 
travelled to Mexico City a number of times. On one occasion,  
his friend Carlos Chávez took him out and brought him to the 
popular night club El Salón México. When Copland decided to 
write an orchestral work inspired by the energy he felt when 
dancing there, it took the form of a “musical potpourri” based 
on a large number of Mexican folk tunes. Chávez conducted the 
completed piece with the Mexico Symphony Orchestra in 1937, 
and it proved quite popular with the players and audiences. In 
Leonard Bernstein’s arrangement of El Salón México for solo piano, 
the asymmetrical rhythms of the dance-hall numbers take on a 
pulsing, strident energy. The many slower interludes, in which  
the source material is presented more lyrically, feel like reveries:  
all movement pauses for a moment of out-of-time vocal 
expression before the furious dancing continues.

A 1932 holiday in Havana inspired George Gershwin to write an 
overture for orchestra that drew on music he heard while in Cuba. 
He wrote major parts for a number of Latin American instruments 
and asked that the players of bongos, claves, and maracas be 
seated near the conductor, as in a concerto. It is fitting that in this 
concert, the piano, four hands version of the Cuban Overture is 
augmented by the original percussion parts. 
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It is striking how many instrumental indications are given to the  
pianists in the composer’s four-hands reduction. Triplet gestures 
in the lower part are to sound like trumpets, while the upper 
part is free to run away on glittering, pianistic embellishments. 
The upper part is asked to play one hand like a flute, the other 
hand like an English horn and then shortly after like an oboe. 
The lower part has a bass melody zin the style of bass clarinet, 
bassoons, cellos, and violas. The musicologist and philosopher 
Peter Szendy has described such markings in piano transcriptions 
as deliberately pointing to the impossibility of fully translating 
a musical feeling from one tone color to another. They are 
reminders that a particular instrument can only ever hint at 
the timbres of others, but those fragile hints form a part of the 
striking beauty of music. This is perhaps a better way to think 
of instrumental sound than the competitive striving to imitate 
the human voice that Sulzer describes. Instruments succeed by 
alternating allusions to vocality with noises that we simply cannot 
make—all in order to create an uncannily affecting  
form of expression. 

Cellist, writer, and researcher Nicky Swett is a PhD candidate and Gates 
Scholar at the University of Cambridge.PROOF
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Michael Stephan Brown has been 
described as “one of the leading figures 
in the current renaissance of performer-
composers” (New York Times). Winner of 
a 2018 Emerging Artist Award from Lincoln 
Center and a 2015 Avery Fisher Career 
Grant, he is an artist of the Chamber Music 
Society of Lincoln Center and an alum 

of CMS’s Bowers Program. He makes regular appearances with 
orchestras such as the National Philharmonic and the Seattle, 
Grand Rapids, North Carolina, and Albany symphonies, and was 
selected by pianist András Schiff to perform an international solo 
recital tour, making debuts in Zurich’s Tonhalle and New York’s 
92nd Street Y. 

This season he makes European recital debuts at the Beethoven 
Haus in Bonn and the Chopin Museum in Majorca. He has 
appeared at the Tanglewood, Mostly Mozart, Marlboro, Ravinia, 
Music@Menlo, Tippet Rise, Bridgehampton, and Bard music 
festivals, and performs regularly with his longtime duo partner, 
cellist Nicholas Canellakis. A prolific composer, his Piano 
Concerto (2020) was co-commissioned by the Gilmore Piano 
Festival and the NFM Leopoldinum Orchestra in Poland and was 
premiered by the Kalamazoo Symphony with Brown as soloist. 
He was the composer- and artist-in-residence at the New Haven 
Symphony for the 2017–19 seasons and a 2018 Copland House 
Award winner. He is the First Prize winner of the Concert Artists 
Guild competition and earned degrees in piano and composition 
from the Juilliard School, where he studied with pianists Jerome 
Lowenthal and Robert McDonald and composers Samuel Adler 
and Robert Beaser.

ARTISTS
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Hailed by the New Yorker as a  
“superb young soloist,”  Nicholas 
Canellakis has become one of the most 
sought-after and innovative cellists of 
his generation. In the New York Times his 
playing was praised as “impassioned ... 
the audience seduced by Mr. Canellakis’s 
rich, alluring tone.” His recent highlights 

include solo debuts with the Virginia, Albany, Bangor, and 
Delaware symphony orchestras; concerto appearances with 
the Erie Philharmonic, the New Haven Symphony as artist-in-
residence, and the American Symphony Orchestra in Carnegie 
Hall; Europe and Asia tours with the Chamber Music Society 
of Lincoln Center; and recitals throughout the United States 
with his longtime duo collaborator, pianist-composer Michael 
Stephen Brown, including a recital of American cello-piano works 
presented by CMS. An alum of CMS’s Bowers Program, he is a 
regular guest artist at many of the world’s leading music festivals, 
including Santa Fe, Ravinia, Music@Menlo, Bard, Bridgehampton, 
La Jolla, Hong Kong, Moab, Music in the Vineyards, and Saratoga 
Springs. He is the Artistic Director of Chamber Music Sedona in 
Arizona and is a graduate of the Curtis Institute of Music and the 
New England Conservatory. Filmmaking and acting are special 
interests of his. He has produced, directed, and starred in several 
short films and music videos.PROOF
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Possessing a voice praised by  
the San Francisco Chronicle for its “effortless 
precision and tonal luster,” Grammy 
Award–winning soprano Jessica Rivera  
is one of the most creatively inspired  
vocal artists before the public today.  
The intelligence, dimension and spirituality 
with which she infuses her performances 

on great international concert and opera stages has garnered  
Ms. Rivera unique artistic collaborations with many of today’s 
most celebrated composers, including John Adams, Osvaldo 
Golijov, Gabriela Lena Frank, Jonathan Leshnoff, Nico Muhly,  
and Paola Prestini, and has brought her together with such 
esteemed conductors as Sir Simon Rattle, Esa-Pekka Salonen, 
Robert Spano, Markus Stenz, Bernard Haitink, and Michael Tilson 
Thomas. An advocate of new music, Ms. Rivera has lent her  
voice to a plethora of world premieres, including Adams’s opera   
A Flowering Tree, Frank’s Conquest Requiem, Golijov’s opera Ainadamar, 
Muhly’s song cycle The Adulteress, and Spano’s Hölderlin Lieder,  
a song cycle written specifically for her.
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Praised for his “spectacular 
performances” (Wall Street Journal),  
and his “unfailing virtuosity”  
(Chicago Tribune), Grammy-nominated 
percussionist  Ian David Rosenbaum  
has developed a musical breadth far 
beyond his years. As a passionate 
advocate for contemporary music, he 

has premiered over 100 new chamber and solo works. He has 
collaborated with and championed the music of established and 
emerging composers alike. He was nominated for three Grammy 
awards in 2021 for his performances on albums of music by Andy 
Akiho and Christopher Cerrone, including two nominations 
for Seven Pillars, an album by Sandbox Percussion released on Aki 
Rhythm Productions, a record label he co-founded with Akiho 
in 2021. In 2012 he joined the Chamber Music Society of Lincoln 
Center’s Bowers Program (formerly CMS Two) as only the second 
percussionist selected in its history, and has performed regularly 
with CMS since then. He is a founding member of Sandbox 
Percussion, the Percussion Collective, and the Pittsburgh New 
Music Ensemble. He has recorded for the Bridge, Innova, Naxos, 
and Starkland labels and is on faculty at the Mannes School of 
Music and the University of Missouri-Kansas City.PROOF
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Swiss-born American pianist  
Gilles Vonsattel is an artist of 
extraordinary versatility and originality. 
He is the recipient of an Avery Fisher 
Career Grant, winner of the Naumburg 
and Geneva competitions, and was 
selected for the 2016 Andrew Wolf 
Chamber Music Award. He has appeared 

with the Boston Symphony Orchestra, 

Orchestre Symphonique de Montréal, San Francisco Symphony, 
Munich Philharmonic, Detroit Symphony, Chicago Symphony, 
and Philharmonisches Staatsorchester Hamburg while performing 
recitals and chamber music at Ravinia, Tokyo’s Musashino Hall, 
Wigmore Hall, the Lucerne Festival, Bravo! Vail, Chamber Music 
Northwest, the Santa Fe Chamber Music Festival, and Music@
Menlo. Deeply committed to the performance of contemporary 
music, he has premiered numerous works both in the United 
States and Europe and has worked closely with numerous notable 
composers including Jörg Widmann, Heinz Holliger, Anthony 
Cheung, and George Benjamin. Recent projects include a 
performance of Carlos Chávez’s Piano Concerto at Carnegie Hall’s 
Stern Auditorium with The Orchestra Now, a debut at Mostly 
Mozart, a critically acclaimed recording of music of Richard 
Strauss and Kurt Leimer with the Bern Symphony Orchestra and 
Mario Venzago for Schweizer Fonogramm, as well as multiple 
appearances with the Chamber Music Society of Lincoln Center. 
During the summer of 2022, Vonsattel appeared at seven of the 
United States’ most prestigious chamber music festivals. An alum 
of CMS’s Bowers Program, he received his bachelor’s degree in 
political science and economics from Columbia University and 
his master’s degree from the Juilliard School. He currently makes 
his home in New York City. Vonsattel is Professor of Piano at the 
University of Massachusetts at Amherst and serves on the faculty 
of Bard College Conservatory of Music.
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Santissimi $20,000 or more
Fred and Terri Derr
Florida Division of Arts and         
   Culture/ Florida Council  
   on Arts and Culture

Santi $15,000 - $19,999
Bernard Friedland in loving       
   memory of Shirley Friedland
Dorid and Anthony Lamb

Arcangeli $5,000 - $14,999
Appleby Foundation
Community Foundation  
   Sarasota County 
The Exchange
Dolphin Aviation
Sally R. Faron
Wu Han and David Finckel in        
   memory of Derek Han
Gulf Coast Community Foundation
Herald-Tribune
Bruce Lehman
Martha Leiter and Nancy     
   Streetman Fund II of the     
   Community Foundation  
   of Sarasota County
The Patterson Foundation
Sarasota County Tourist    
    Development Tax
William G. and Marie Selby     
   Foundation
Waddy Thompson and  
   Charles Cosler

Angeli $2,500 - $4,999
Nancy Gold
Patterson Foundation
Elvira Quilter
WEDU
WUSF/WSMR

Benefattori $1,000 - $2,499
Peter and Milly Bierwerth
Jeanne Hamil in honor of  
  Sally Faron
Charlotte Isaacs
Ann Z. Leventhal and  
  Jon O. Newman
Christopher Light
Gloria Moss
Susan and Stephen Neumer
Piero and Rachele Rivolta
Samuel and Joy Schackow
Robert Stanton
Joan Sussman

Sostenitori $500 - $999 
Michael and Sharon Crosby 

  --in honor of Fred Derr
  -- in memory of Ron Ciaravella
Howard Elder and  
  Suzanne Raymond
Charles and Carol Hamilton
John and Donna Moffitt
Susan Robinson
Kutay and Rebecca Taysi
Marsha Zapson

Amici $100 - $499
Charles Albers and Julie A. Planck
Kimberly Albright
Elizabeth Allen
Bruce Ballard
Judith Beilman
Arnon and Marianne Bentovim
Jerry and Helga Bilik
Neil and Margery Blacklow
Barbara and Scott Brownell
A. Scott Bushey
Octavio and Nella Choy
Nadine Cohodas in memory  
  of Sylvia Cohodas

SPONSORS AND DONORS
Sponsors and Donors Contributions listed were made between March 5 and December 31, 2022.
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(Amici $100 - $499 cont.)
Thalia Dorwick
Robert Evans in memory of    
   Sumner Alpert
Robert Finger
Frances Gaston
Judith Goldman
Michael Gordon
Sandra Gould
John Halstead
Joseph and Mary Henson Family      
   Foundation
Gregory Hetter and Anita Pihl
Wayne and Patricia Johnston
Bruce Kalt
Herbert and Phyllis Kayne
Gene Keidan and Walter Maxymuk
Paul Kellman
George and Caroline Kotlewski
Karel and Marynia Labberton
Francis and Rose LaLuna
Louise Lamphier
Charlie Lenger/Tropex Plant       
   Leasing
Ronald and Silvia Levin
Alice Levine in memory of  
   Michael (SM) Miller
Phyllis and Saul Lowitt
Steven Ludmerer
Stephen and Joan Marks

Louis and Rosanne Martorella
Stuart Matlins
Keith and Kerrianne McMurdo
Dr. and Mrs. Lyle Moses
Marian Moss
Earl and Charmian Noel
Katherine Oarr
Michael Pasquini
Thomas Pellegrino
Charles and Charlotte Perret
Edith Perry
Marty Perry and Robert Fulghum
Craig and Sharon Ramey
Kelley Rea and Mary Jecklin
Paul and Gail Riemer
Sumner Alpert and Joyce Rosenthal
David and Loretto Sadkin
Cathie Schaffer
John and Carole Segal
Robert Sherman
Aline and Arthur Siciliano
Amanda Stiff
Lesley Svenson
Rhoda Taylor and Vernon Mayer
Declan and Pat Tyner
Sandra Van Langen
Margaret and Herbert Walker
Jeffrey Weinberger
Jack Whiteside
James Winn

We also thank the many other donors not listed here due to space limitations.

Sponsored in part by the State of Florida, Department of State, Division  
of Arts and Culture, the Florida Council on Arts and Culture, and the  
National Endowment for the Arts.
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