
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

This organization is supported in part  

by the Massachusetts Cultural Council, a state agency, 

and by a grant from the Boston Cultural Council,  

a local agency funded by the Massachusetts Cultural Council 

and administrated by the Mayor’s Office of Arts, Tourism, and Special Events. 

 

Unauthorized use of cameras and tape recorders is not allowed in Jordan Hall.  

Please switch off cellular phones, pagers, and watch alarms. 

Assistive Listening Devices are available for Jordan Hall concerts at the coatroom,  

or by contacting the Head Usher or House Manager on duty. 

 

Connect with NEC and our music on Facebook, Twitter, and beyond, 

and sign up for e-mail news bulletins. 
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Tuesday, April 11, 2017 

7:30 p.m. 

NEC’s Jordan Hall 

 



 

 

 

PROGRAM 

 

____________________ 

 

 

 

Johann Sebastian Bach 

(1685–1750) 

arr. Eric Crees 

Passacaglia and Fugue in C Minor, BWV 582 

 

  NEC Wind Ensemble 

  Harris Malasky M.M. ’17, conductor 

 

 

Richard Wagner 

(1813–1883) 

arr. for trombone choir by 

Wesley Hanson  

Elsa’s Procession to the Cathedral  

 from “Lohengrin”  

   

  Members of NEC Symphonic Winds 

  Harris Malasky, conductor 

 

Richard Strauss 

(1864–1949) 

 

Suite for 13 Winds (1883) 

  Praeludium 

  Romanze 

  Gavotte 

   

  Members of NEC Symphonic Winds 

  William Drury, conductor 

 

 

Intermission 

 

 

Upcoming Concerts at NEC 

Visit necmusic.edu for complete and updated concert information 

 

NEC SYMPHONY, Hugh Wolff, conductor; Jacob Joyce, student conductor 

Mastel Flora and Fauna; Schumann Symphony No 2 in C Major, op. 6; Strauss Der 

Rosenkavalier Suite  

Wednesday, April 12, 2017, at 7:30 p.m., Jordan Hall 

 

NEC PERCUSSION ENSEMBLE, Frank Epstein, director 

Works by Kraft, Grisey, Bazelon, and Xenakis 

Thursday, April 13, 2017 at 7:30 p.m., Jordan Hall 

 

MUSIC AT THE OLD SOUTH MEETING HOUSE 

Omer String Quartet 

Friday, April 14, 2017 at 1:00 p.m., Old South Meeting House  

310 Washington Street, Boston 

 

FACULTY RECITAL: EDEN MACADAM-SOMER 

Monday, April 17, 2017 at 7:30 p.m., Jordan Hall 

 

TUESDAY NIGHT NEW MUSIC 

New music by NEC student composers, performed by their peers 

Tuesday, April 18, 2017 at 7:30 p.m., Jordan Hall  

 

NEC CHAMBER ORCHESTRA, coached by Donald Palma 

Mozart Concerto for Violin No. 1 in B-flat Major, K, 207; Claire Bourg, violin; 

Schreker Intermezzo, op. 8 and Scherzo; Schoenberg Verklärte Nacht, op. 4 (1943 

version)  

Wednesday, April 19, 2017 at 7:30 p.m., Jordan Hall 

 
CALLITHUMPIAN CONSORT, Stephen Drury, artistic director 

Halka Potato Face Blind Man; Carter Trilogy for Oboe and Harp; Hyla Migración;  

Wolff Exercise #5; Eastman The Holy Presence of Joan d’Arc  

Thursday, April 20, 2017 at 7:30 p.m., Williams Hall 

 

NEC JAZZ ORCHESTRA, Ken Schaphorst, conductor 

Music of Sauter-Finegan 

Thursday, April 20, 2017 at 7:30 p.m., Jordan Hall  

 



 

William Drury 

Director of Symphonic Winds 

William Drury is NEC’s Associate Conductor of Wind Ensembles and directs the 

NEC Symphonic Winds.  He is also Music Director and Conductor of the 

Southern New Hampshire University Orchestra and plays saxophone with the 

Jimmy Capone Big Band.  
 As a conductor, Drury has premiered works by composers such as Bell, 

Pinkham, Fletcher, Popkin, and Zorn; conducted orchestras at Harvard, Brown, 

and Brandeis universities and numerous Air Force bands throughout the 

nation; and has previously been MIT’s Assistant Conductor of Orchestras, 

conductor of the Boston Conservatory’s Wind Ensemble, assistant conductor of 

the Civic Orchestra of Boston, and conductor of the Auros Chamber Orchestra. 

As a jazz saxophonist, Drury has performed with Natalie Cole, the Coasters, 

Dave Stewart and MFB, and played lead tenor sax with the Bob Curnow Big 

Band. Before entering undergraduate studies, he worked for five years as a 

track laborer for the Burlington Northern Railroad.  

Members of NEC Symphonic Winds 

William Drury, director 

 

Wagner 

Trombone 

1. Samuel George  

2. Marquis Leandre Wincher 

3. Jacob Prokop  

4. Christian Boletchek 

5. Austin Canon 

Bass Trombone 

Changwon Park 

 

Strauss 

 

Flute 

Xiaoyu Lin  

Emily Yujin Lee 

Oboe 

David Norville  

Ryoei Kawai 

 

Clarinet 

Younhyoung Choi 

Adam Floyd 

Barret Ham 

Bassoon 

Jensen Bocco 

Cassandra Cavalieri 

Yunjoo Jenny Hah 

French horn 

Joe Cradler 

Hannah Culbreth 

Reese Williams  

Thomas Ossi

 

 

 

 

 

 

 

 

 

Tamar 

Diesendruck 

(b. 1946) 

Variant Scenarios – Chain I  (2015)  

World Premiere 

       I. Origin Story 2 

       II. Link 2; Genetic Drift 1; Genetic Drift Generation 3; 

   Link 4A; Genetic Drift Generation 8                      

       III. Genetic Drift 2 

       IV. Link 5 

       V. Root Line 2           

                      

   NEC Wind Ensemble 

   Charles Peltz, conductor  

 

 

Igor Stravinsky 

(1882–1971) 

Concerto for Piano and Wind Instruments 

  Largo – Allegro – Più mosso – Maestoso 

  Largo – Più mosso – Tempo primo 

  Allegro – Agitato – Lento – Stringendo 

 

  Aoshuang Li, piano 

  Winner, NEC Wind Concerto competition 

 

  NEC Wind Ensemble 

  Charles Peltz, conductor  

 

 

 

 

 

 



 

Bach     Passacaglia and Fugue in C Minor, BWV 582    

J. S. Bach’s Passacaglia and Fugue in C Minor, BWV 582, is one of his most famous 

and often-performed works for organ. The exact date and circumstances for 

the composition of this piece are unclear, but it is believed to have been 

written fairly early in Bach’s career - between 1706 and 1713 - during his tenure 

as court organist in Weimar. The unifying theme of the passacaglia, originally 

stated in the pedals of the organ, is thought to have been borrowed from 

André Raison’s Christe: Trio en Passacaille or inspired by Dietrich Buxtehude’s 

Chaconnes (BuxWV 159-160). The piece is structurally complex, layered with 

twenty melodic and rhythmic variations built over the ostinato bass line. After 

the climactic culmination of these variations, the piece breaks out of the 

passacaglia by launching into a double-fugue that uses the passacaglia theme 

as its subject. After twelve fugal iterations the piece comes to a halt on a 

harmonically rich, yet unexpected, Neapolitan 6th chord. After a brief return to 

the original key of C minor, the piece finishes in a triumphant C Major. 

 Like any great piece of music, the notes written on the page are only the 

surface of the composer’s genius. There are seemingly endless arguments by 

musicologists as to the possible religious and numerological implications of 

the organization of this piece.  However, since all of the original copies in 

Bach’s hand have been lost to history, there is no manuscript-based evidence 

to support these arguments. It can be seen that the twenty-one variations in 

the passacaglia (including the original iteration of the ostinato at the 

beginning) are organized into seven groups of three. Both of these numbers 

have explicit numerological - Trinitarian - significance in Christian theology, 

and this point is almost universally agreed upon by musicologists. Additionally, 

the twelve iterations of the double-fugue represent a palindrome to the 

twenty-one variations of the passacaglia. All of these revelations have a direct 

impact on how an organist, or conductor in this case, chooses to build phrases 

or place emphasis throughout the piece. The arrangement you will hear this 

evening was made by Eric Crees for the London Symphony Orchestra Brass, 

and later recorded by the Chicago Symphony Orchestra Brass. The brilliant 

colors and expanded dynamic opportunities presented by arranging this piece 

for large brass ensemble make it a truly compelling and faithful representation 

of the original, performed with a human voice behind every sound.  

                 – Harris Malasky 

 

Harris Malasky is a third year Master of Music student at New England 

Conservatory completing a double major in Trombone Performance and Wind 

Conducting. He is currently the Second Trombonist of the Bangor Symphony 

Orchestra in Bangor, Maine and was recently a finalist in the United States Air 

Force conducting audition. Harris was a participant in the 2017 Frederick  

 

NEC Wind Ensemble 

Charles Peltz, director

Flute 

Jiyeon Han 

Sho Kato 

Minha Kim 

Bo Lee 

Jisun Oh 

Mona Sangesland  

Hye Won Suh 

Michelle Sung 

Wooyeon Milk  

   Yoo 

Yinzi Zhou 

Oboe 

Nicole Caligiuri 

Mark Debski 

Kyle Kurihara 

Marshal McClure 

Mary O’Keefe 

Elizabeth O’Neil 

Andrew Port 

Samuel Waring 

Clarinet 

Matthew Griffith 

Yousun Hah 

Ye Hu 

Isaiah Johnson 

Somin Lee 

Brittnee Pool 

Stefan Van Sant 

Zihao Yang 

 

 

 

 

Bassoon 

Andrea C. Baker 

Eric Tyler Barga 

Luke Fieweger 

Cheryl Fries 

Jesse Gardner 

Micah Gharavi 

Joshua Kosberg 

Kai Rocke 

Cynthia L. Stacy  

Saxophone 

Yuh-Boh Feng 

Rachael Klavir 

Bo Liu 

Stephanie A.  

   Muñoz 

Morgan  

   Smallwood 

Chenguang Wang 

Wuxian Wen 

Jinhongmin  

   Zhong 

French horn 

Nick Auer 

Andrew Bass 

Hajime Goto 

Christian Gutierrez 

Nicholas A. Miller 

Mackenzie Newell 

Matt Pennington 

Megan Shusta 

Trumpet 

Douglas Amos 

Shengduo Chen 

Elmer Churampi  

   Mucha 

Gianluca Farina 

Mason Grainger 

Andrew Heath 

Kevin Natoli 

Nathan  

   Stoerzinger 

Trombone 

Michael Cox 

Andrew Huynh 

Blake Manternach 

Ian Maser 

Michael Shayte 

Jicheng Zhang 

Bass Trombone 

Christopher  

   Bassett 

Bryce Gillett 

Tuba 

Rui Liu 

David M. Nelson 

Conrad Shaw 

Percussion 

Austin Allen 

Luis Herrera  

   Albertazzi 

Harrison Honor 

Andrew Johnson 

Rainice Lai 

Darren Lin 

Julian Loida 

Will McVay 

Sean Van Winkle 

Ye Young Yoon 

Harp 

Qianqian Chen 

Liwei Huang 

Elise Kolle 

Alix Raspé 

Dana Schneider 

Hope Wilk 

Guest Performers 

Oboe 

Daniel Calahorra  

   Oliart  

Clarinet 

Yiqiao Chen 

French horn 

Lorenzo Robb 

Reese Williams 

Trumpet 

Yu Tang Huang 

Ray Ting-Rui Liang 

Gavin Wright 

Bass 

Moisés M. Carrasco 

Jacob Kalogerakos 

Wen Peng 

Piano 

Jingze Sarah Gao 

 

Wind Ensemble  

  Graduate  

  Assistants:  

Emily Eng and 

Harris Malasky 

 

Student Librarian 

Micah Gharavi 

 

 

 



 

overture.  We will not end wistfully, though; a scaramouche of stringendo takes 

us to an off-beat blistering end.                 – Charles Peltz 

 

Aoshuang Li, piano, was born in China in 1994. She moved to Boston in 2012 

to attend the New England Conservatory and began to study with Gabriel 

Chodos. Li has won many prizes in major piano competitions including the 

Yamaha Piano Competition, the Thomas and Evon Cooper International Piano 

Competition, and Steinway National Piano Competition in China. Last summer, 

she won the piano concerto competition in Atlantic Music Festival and 

performed the Liszt Piano Concerto No. 1 with the festival orchestra. In 

addition, she has performed in major concert halls such as Jordan Hall in 

Boston and the National Center Concert Hall in Beijing. Recently, she guest-

performed in Church of the Covenant in Boston. 

Li graduated with a Bachelor of Music degree from New England 

Conservatory in 2016. Currently, she is continuing her Master of Music degree 

at New England Conservatory. Besides piano performance, Li also studies organ 

performance with Thomas Handel.  

Charles Peltz 

Director of Wind Ensemble Activities 

Besides his work with the NEC Wind Ensemble, Charles Peltz is music director of 

the Glens Falls Symphony, and his guest conducting has included the Syracuse 

Symphony, Buffalo Philharmonic, Merrick Symphony on Long Island, Pacific 

Symphony in Los Angeles, Hamilton (Canada) Philharmonic, and the New 

Jersey Ballet.  

      Peltz has recently had regular engagements with the Orquesta Nacional in 

Bogota, Colombia, and the Cross Border Orchestra of Ireland. He served for 

seventeen seasons as Music Director and conductor of the orchestra at the 

Luzerne Summer Music Center. An award winning educator, he received NEC’s 

Krasner Teaching Excellence Award and the 1992 Milton Plesure Excellence in 

Teaching Award from SUNY at Buffalo. His sixth CD on the Mode label features 

music from his 2000 appearance at the Lincoln Center Festival, where he 

conducted the New York-based Ensemble Sospeso as part of the festival’s 

exploration of electronic music in the twentieth century. 

 

 

 

 

 

 

Fennell Memorial Conducting Workshop at the Eastman School of Music and a 

finalist for the International Trombone Festival Lewis Van Haney Excerpt 

Competition in the summer of 2016. He has studied trombone performance 

with members of the Chicago and Boston Symphony Orchestras, and 

conducting with Charles Peltz, Bill Drury, Mallory Thompson, and Victor 

Yampolsky. When he can find time away from his scores and his trombone, 

Harris enjoys reading, walking around Boston, and searching for the best bowl 

of ramen in town.  

 

Diesendruck     Variant Scenarios: Chain 1 

Variant Scenarios for symphonic wind ensemble is the second piece in a larger 

project inspired by the processes of evolutionary biology, also called Variant 

Scenarios.  Tonight's performance is comprised of a subset of sections 

representing a little less than half of the full work.  

 I am deeply grateful to the consortium of seven symphonic wind ensem-

bles who have commissioned Variant Scenarios, and to Charles Peltz and New 

England Conservatory for this first performance of a substantial part of the 

work. 

 The longer I compose, the more I find program notes problematic. I believe 

there are multiple paths through my pieces, and perhaps other narratives as 

reasonable as my own to create verbal coherence. If the listener prefers to 

avoid or ignore what follows or simply to read it after hearing the piece in order 

to have an experience based purely on sound, I understand and often do so 

myself.  For those who find notes useful and interesting, I am happy to provide 

what I can to give you a context for what you will hear. 

 My interest in evolutionary processes is a logical outgrowth of my compo-

sitional trajectory; I have delighted in creating music of extreme variation from 

the same source material (caterpillar and butterfly) -  sometimes I work with 

contour, color, density, articulation and dynamics as primary materials, 

sometimes, with qualities of resonance, and what I call "tinted" melodies or 

backgrounds (i.e. using the non-tempered overtones on strings and winds as 

well as other color fingerings in the winds). I also create passages made of 

overlapped fragments of music that resemble each other (variants), resulting in 

webs or complex textures that have an overall sense of texture and movement.  

The progress from a primal soup of individual chemical elements to func-

tioning organisms, seems profoundly musical to me. In Origin Story (the first 

piece of the set and a starting point for two sections of Variant Scenarios), I 

decided to use the simplest shapes or figures as my elements, projected 

simultaneously, colliding, bouncing off each other, in a chaotic texture, 

occasionally fusing (as one theory has it the chemical elements were fused by 

the energy of random lightning strikes, or bursts from volcanoes), sometimes     



 

in forms that endure to develop into simple mechanisms and beyond. 

 I used randomly generated sequences to order the permutations of shape, 

and randomly generated orderings of the smallest musical intervals to project 

the shapes. The results are notated as simple streams of short figures with 

instructions for the players regarding general tempo and dynamics. Further 

iterations of the material evolve to increase the range (pitch space) and 

incorporate a "fusing" process (material is looped to form a composite sound 

differentiated from the surroundings). The material is combined and sequen-

ced in various ways, ultimately forming a series of primitive mechanisms which 

seem poised to form larger, more flexible structures; in Variant Scenarios I 

continued to use and develop my processes, creating techniques for 

branching, and layering with an added focus on genetic drift and types of 

mutation.  

 Variant Scenarios is very much an experiment; the piece is created from the 

experiments I found most musically compelling.      – Tamar Diesendruck 

 

Tamar Diesendruck writes virtuosic chamber music, orchestral, choral, wind 

ensemble, and vocal works. Her music is often characterized as having a wide 

range of expression.  Recent works incorporate passages of guided freedom for 

players producing complex webs and networks of sound. Often fashioned from 

layered fragments of intense individual “utterances” performed simultaneously 

or bunches of small gestures that resemble each other, varied musical spaces 

emerge, lines branch and wander, eddies and currents form. Opportunities to 

work with video have also prompted a new area of exploration, working with 

field recordings. 

  Diesendruck’s works have been performed by ensembles and soloists 

throughout the United States and Europe, in the Middle East and Asia; 

performers include the Pro Arte Qt., Boston Modern Orchestra Project, Escher 

Qt., Eastman and New England Conservatory Wind Ensembles, Firebird 

Ensemble, Callithumpian Consort, Lions Gate Trio, Speculum Musicae, New 

Millennium Ensemble, Dinosaur Annex, Phantom Arts Ensemble, San Francisco 

Contemporary Music Players, New Century Players, League of Composers-

ISCM, The Crossing, Volti, Earplay, as well as such soloists as pipa player Wu 

Man, violinist Carla Kihlstedt, and pianist Donald Berman. Works are recorded 

on the Centaur, Bridge, and Stanley labels.  

 Honors include a Guggenheim Fellowship, the Rome Prize, commissions 

from the Fromm Music Foundation, Koussevitzky Music Foundation, and three 

awards from the American Academy of Arts and Letters. She has enjoyed 

productive residencies at MacDowell, Yaddo, Bellagio, Bogliasco, Camargo, and  

other artist colonies. She earned her M.A. and PhD from the University of 

California, Berkeley and her B.A. from Brandeis University.  In 2012-13 she was a  

 

Fellow at the Radcliffe Institute of Advanced Study; currently she is on the 

faculty of the Berklee College of Music. 

 

Stravinsky     Concerto for Piano and Wind Instruments   

Historian Donald Grout famously wrote that “Beethoven is neither classic nor 

romantic, but a colossus who stands astride the two eras”.  Stravinsky, whose 

ballets were to earn him the rank of chief modernist,  stands across two eras as 

well – a man completely of the 20th century and as well a resident of the 18th;  a 

man whose Apollonian personal nature – economy, precision and clarity in all 

things musical (and not) – is ineluctably drawn to the enlightenment as an 

exemplar and muse. 

 Driven by the privations of post- World War I Europe, Stravinsky’s inclina-

tion to look back was partially driven by circumstance. The large sumptuous 

orchestras for which he had written the great pre-war ballets were no more. In 

the early 1920s, the smaller forces of the 18th century salon were not simply 

more feasible but naturally attractive to him.   In a break with the classical 

composers, Stravinsky eschewed the classical era penchant for string 

dominated genres and instead employed the more bracing winds and brasses  

as his color pallette.   

 The 1920 Piano Concerto is a prime example of Stravinsky’s wedding of  

the “toccata” joy of Baroque  music with a classical clarity in form.  Cast in a 

classical three movements, his concerto owes more to Bach’s D minor Clavier 

Concerto as to any concerto which followed.   The first movement, tonicized in 

A, opens with a triumphant French overture, pauses to wind up, and explodes 

into a chugging allegro, gaining steady momentum though motivic themes 

through Stravinsky’s signature additive method.  There is development and 

recap, a brief, furious cadenza of acrobatic mixed meter and then, à la Rossini, a 

caballeta to streak to the finish – we think.  But then, as with any good baroque 

formalist, the pendulum of form da capo(s) to the opening French overture.  

 The second movement is all cool passion (les six ghost through the 

aesthetic) built in two sections: one largo (plaintive, throbbing and longing) 

and the second a melancholy chanson in andante. These sections are 

interrupted by two brief recitativi accompagnandi, with a final coda reprising 

the opening. In the coda, three string basses provide a brief Greek chorus of 

reflection as the movement evaporates. 

 The finale is all vivacious rondo-ing, a toccata for the 20th century, one 

section of which includes a march parody fughetto.  The race gains speed as 

the Baroque bounce tempo is overtaken by an agitato coming up hard on the 

inside rail – the end is near?  Again a Haydn-esque surprise as subito lento pulls 

it all up short and delivers a nostalgic reprise of the first movement opening 

 


