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lish hornists around the world.
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al service with a personal touch.
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today
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LETER FROM THE BOARD

Dear supporters,
Thank you all for being here at our 2018 Season Gala!

We are so excited to present our first orchestral program, which features three
incredible and diverse composers. Beginning in late April, we have presented 19
different female composers in 3 concerts throughout the Chicagoland area.

Since then, we have expanded our organization and are planning nine concerts
for our full 2018/2019 season. Highlights include a collaboration with the
Modern Reeds ensemble, a “Women in Wartime” concert, and a concert
featuring exclusively Chicago-based composers.

In October we are planning a more politically-charged concert, presenting a
program of reactions to the Women’s March and #MeToo movement. Starting
with Ethel Smyth’s 1910 anthem “The March of the Women”, we turn her melody
into a theme and variation - Smyth’s composition will serve as the theme, and
each composer that participates will add their own variation. In the end, we will
have a musical evolution spanning centuries, and a collection of unique
interpretations of Smyth’s original work. This concert will contribute to our larger
goal of commissioning pieces by living female composers while also celebrating
the works of composers before us.

Please stay up to date with our projects, and see upcoming events at our website:
www.5thwavecollective.com

Looking forward to the season!

The Executive Board:
Ashley Ertz

Mika Allison

Gordon Daole-Wellman
Ellie Kirk

' B

From left to right: Gordon Daole-Wellman, Ellie
Kirk, Ashley Ertz, Mika Allison



PROGRAM

FIRST SEASON

5TH WAVE COLLECTIVE ORCHESTRA
ASHLEY ERTZ, ARTISTIC DIRECTOR

FRIDAY, SEPTEMBER 7TH, 2018
7:30PM

FIRST UNITED METHODIST CHURCH
AT THE CHICAGO TEMPLE

77 W WASHINGTON ST.

CHICAGO, IL 60602

JAMES CHANG, CONDUCTOR

ASSAD
BRAZILIAN FANFARE

*CHICAGO PREMIERE

BOULANGER

D’UN SOIR TRISTE (A SAD EVENING)

D’UN MATIN DE PRINTEMPS (OF A SPRING
MORNING)

*PREMIERE PERFORMANCE OF THE NIEWEG EDITION

INTERMISSION

PRICE
MISSISSIPPI RIVER SUITE



C U TT/"JN G * by appointment *
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(312) 448-3778

1522C Greenleaf St. Evanston, IL
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-Classical Sheet Music-
- Books & Supplies-
-Practice Space-

410 S. Michigan Ave, Suite 904
Chicago, IL 60605
Monday-Friday: 10-7pm, Saturday: g-5pm
Sunday: 1z-5pm
email: performersmusic@yahoo.com

phone: 312.987.1196
web: performersmusicchicago.com



PROGRAM NOTES

CLARICE ASSAD

Born February 9th, 1978; Rio de Janiero, Brazil

BRAZILIAN FANFARE

Brazilian-American
Clarice Assad is a Gram-
my-nominated compos-
er, performer, and edu-
cator of musical depth
and versatility. Her
music has been commis-
sioned by Carnegie Hall,
the Chamber Music So-
ciety of Lincoln Center,
Orquestra Sinfénica de Sao Paulo, General
Electric, Sybarites, Cedille Records, the Vail
Music Festival and the La Jolla Music Festival,
to name a few. Her works have been recorded
by some of the most prominent names in the
classical contemporary music scene today,
including Dame Evelyn Glennie, Yo-Yo Ma,
Nadja Salerno-Sonnenberg and Liang Wang.

Assad has served as a composer-in-residence
for the Albany Symphony, the Cabrillo Fes-
tival of Contemporary Music, the New Cen-
tury Chamber Orchestra, and the Boston
Landmarks Orchestra. She is the recipient
of such awards as the Aaron Copland Award,
several ASCAP awards in composition,
New Music USA, the Van Lier Fellowship,
League of American Orchestras, NPR’s All
Songs Considered, the Mcknight Visiting
Composer Fellowship and The American
Composers Forum’s National Composition
Competition. Assad’s music is represented
on Cedille Records, SONY Masterworks,
Nonsuch, Adventure Music, Edge, Telarc,
NSS Music, GHA, and CHANDOS labels.

As a performer, Clarice has shared the stage
with Bobby McFerrin, Anat Cohen, Nadia
Sirota, Paquito D’Rivera, Tom Harrell, Mar-
ilyn Mazur and Mike Marshall, among other
outstanding musicians. She has performed
at venues and festivals including Jazz at Lin-
coln Center, the Caramoor International

Jazz Festival, Carnegie Hall, The Met-
ropolitan Museum of Art, Concert-
gebouw, Le Casino de Paris and Le
Palais des Beaux-Arts in Brussels.

Hailed by the LA Times as “a dazzling so-
loist,” Clarice sings in Portuguese, Spanish,
French, Italian, and English, but thrives in
exploring the voice as an instrument, creat-
ing a vast range of innovative textures and
vocabulary of extended techniques into her
music. Such interest in the human voice,
combined with her passion for orchestral
music led to the creation of the world’s first
scat singing concerto, which she performs
frequently with orchestrasaround the world.

A passionate educator, Clarice is the found-
er of VOXploration — a creative workshop
exploring the body and the voice as musical
instruments that combine improvisation,
songwriting, and compositional elements.
VOX has received grants and awards from
Brazilian foundations such as CAIXA CUL-
TURAL and SESC. She has also taught
the workshop extensively in the United
States, Qatar, Poland, Denmark, and Italy.
Assad is currently developing an educa-
tional program featuring the workshop on
the south side of Chicago, in collaboration
with the Old Town School of Folk Music.

She holds a Bachelor of Music degree from
the Roosevelt University and a Master of
Music degree from The University of Mich-
igan School of Music, where she studied
with Michael Daugherty, Susan Botti and
Evan Chambers. Her works are published
in France (Editions Lemoine), Germany
(Trekel), Criadores do Brasil (Brazil) and
by Virtual Artists Collective Publishing,
(VACP) a publishing company co-founded
with poet and philosopher Steve Schroeder.



PROGRAM NOTES BY THE COMPOSER

Composing a Brazilian orchestral work has
been a very exciting experience for me. I was
thrilled with the immense arsenal of possi-
bilities that this entailed; but I was also a bit
sceptical because I knew that it would be vir-
tually impossible to incorporate all aspects of
Brazilian music into one single piece. Brazil is
a very young country with a very young his-
tory, but it is also the largest country in South
America. Consequently, there is a great vari-
ety of cultures and subcultures within each
little region. It would be extremely difficult
to describe the many different styles and
genres that make up the music of Brazil.

Still...I wanted Brazilian Fanfare to comprise
as many of these elements as possible, por-
traying a portion of every region as a cari-
cature; while focusing on the joyful, light,
humorous and warm aspect of this country
because this is how most people relate to
Brazil. I also wanted this work to be easily
recognizable as ‘Brazilian’ without having
to write a ‘bossa nova’ section in the middle!

This piece uses the most commonly known
Brazilian rhythms in their raw form. There
are at least as many as five and they all
come from different origins within Brazil.

For example, the Olo- dum from Bahia, the
Samba from Rio de Janeiro, Chorinho from
Sao Paulo, Baiao from the North- east part of
the country, as well as some other rhythms
that may be derivative of those regions
or variations on the rhythms themselves.

This work is not, however, based solely on
the rhythms and regions of Brazil. It also has
the tendency to “time travel” throughout the
years of Brazilian styles comprising elements
from early Brazilian music of the 17th cen-
tury ( slow/waltz )to the more recent trends.

There exists a few definitions of the word
Fanfare. One is... a brief ceremonial piece
of music normally played solely by the
brass family of instruments. A Fanfare is
also known to be played as an introduction
to something or someone of certain im-
portance. And lastly, Fanfares have been
traditionally pretty loud selections practi-
cally screaming for attention. To that effect,
this piece contains solid use of the winds
and brass as it definitely makes its state-
ment in a loud, clear and humorous way. It
was my wish that Brazilian Fanfare show-
case a little bit of all of these definitions...
introducing the listener to many differ-

ent styles and genres of Brazilian music.

Program Notes by Clarice Assad

COMPOSED:
2005

FIRST PERFORMANCE:

MARCH 24TH, 2006, COMMISSIONED BY THE
CHATTANOOGA SYMPHONY ORCHESTRA

INSTRUMENTATION:

2FL 20B 2CL 2FG / 4HN 3TPT 3TBN 1TUBA/
TIMP / 2 PERC. / STRINGS

APROXIMATE PERFORMANCE TIME:

8 MINUTES



PROGRAM NOTES

LILI BOULANGER

Born August 21st, 1893; Paris, France
Died March 15th, 1918; Mezy, France

D’UN SOIR TRISTE (A SAD

EVENING)

D’UN MATIN DE PRINTEMPS (OF A

SPRING MORNING)

In Western classical
music, the name “Bou-
langer” is often rec-
ognized to the credit
of composer, conduc-
or, and pedagogical
powerhouse Nadia
Boulanger, who gave
oice to those compos-
ers who would shape
the face of 20th-century American music.
Of slightly less renown in contemporary
circles, but equally skilled was younger
sister Lili Boulanger (1893-1918). Born to
a Russian vocalist and a professor at the
Conservatoire de Paris, Lili Boulanger was
recognized as having a proclivity for musi-
cal endeavors when composer and family
friend Gabriel Fauré found a two-year-old
Lili to have perfect pitch. It was around the
same time that the young Boulanger was
diagnosed with both bronchial pneumonia
and Crohn’s disease (then known as “intes-
tinal tuberculosis”), which would leave the
composer in poor health with a weakened
immune system for the duration of her life.

From older sister Nadia’s acceptance into
the Conservatoire de Paris at age 9, 3-year
old Boulanger began observing various
courses as her health allowed. Howev-
er, due to the persistency of her Crohn’s
disease, it wasn't until the age of 16 that
Boulanger was able to study music in any
formal setting. Rather, she sustained her
musical intrigue by taking private lessons
in composition from older sister Nadia,
Fauré, Georges Caussade, and Paul Vidal.

After seeing Nadia unsuccessfully compete
for the Prix de Rome for several years, Bou-
langer attempted to earn the prize herself.
Her first attempt in 1912 ended in disaster, as
the demands of the competition exhausted
Boulanger to the point of collapse, leaving
her unable to compete in the final rounds.
In 1913, Lili Boulanger again tried for the cov-
eted prize, this time reaching the end of the
competition, along with four colleagues - all
male. It was here that the young composer
was asked to write her first cantata, setting
the text of Eugéne Adenis’s Faust et Héléne
to original music. To the surprise of all but
those who had heard any of Boulanger’s pri-
or compositions, the nineteen-year-old was
named the first female winner of the Prix
de Rome in music, winning an overwhelm-
ing majority of the committee’s approval.

Boulanger’s sudden success led to a contract
with Italian music publisher Ricordi and the
opportunity to travel to Italy to begin work
on a five-act opera, while completing various
other projects. The outbreak of World War I
in 1914 in conjunction with Boulanger’s rap-
idly deteriorating health forced the compos-
er to return to her native France in the care of
Nadia, all while organizing relief efforts for
musicians fighting in the war. Home in France
for the remainder of her short life, Boulanger
was forced to abandon her unfinished opera
in favor of completing smaller scale projects.

Lili Boulanger left behind a catalogue of
works displaying an extreme consciousness
for social issues, often with the consequences
and realities of war playing a central theme.



Boulanger’s works also exhibit a heightened
sensitivity for text, a concern for orchestral
texture, and a penchant for maintaining
vivid beauty and characteristic French light-
ness in the midst of serious subject matter.

Written simultaneously and as companions
to one another, D’un matin de printemps
(translated as Of a Spring Morning) and
D’un soir triste (Of a Sad Evening) stand in
stark contrast to one another, despite sharing
the same basic musical motives. Both pieces
were among the final works Boulanger was
able to write in her own hand from 1917-1918
before her health failed her completely. D’'un
soir triste dwells on the dark loneliness of the
bleak nighttime, serving as a veiled metaphor
for the atrocities of the “war to end all wars.”

Here, Boulanger has taken the themes
from the lighter D’'un matin de printemps
and explores the primeval sense of fore-
boding that was heretofore kept as subtle
overtone. The piece begins as a slow dirge,
driven forward by a low, sumptuous string
texture reminiscent of early Stravinsky,
trudging forward with the weight of lost
life and forgotten joy. A lone clarinet in-
troduces a spacious, gaunt motive shared
with D’'un matin de printemps. These two
textural layers constitute the fundamental
identity of D’un soir triste. The dirge leaves
behind the lone clarinet, slowly expanding
in register before falling short of a climax.

The clarinet rejoins, leading the orchestra
forward as the music swells and contracts as
labored, bereft breathing. Tension builds as
the procession is interrupted by the hellish
drums of war and the muted brass signaling
Death and his contingent. A sparse texture
emerges as lonely soloists lament, slowly
rebuilding and facing the wails of the full
orchestra. Where its companion ends with a
shout, D’un soir trist ends with a whimper.

D’un matin de printemps (translated as Of
a Spring Morning) is a jubilant depiction of
an idyllic spring morning. The portrait of
springtime opens with a flute solo in the low
register, evoking the Greek god Pan against
a backdrop of ever-changing color and per-
sistent pulse as the landscape bursts forth
with new life. Listeners can detect a certain
primality and ancientness (which Boulanger
explores further in D’un soir triste) as the
melody leaps between instruments, slowly
evolving and taking on new shape. This chip-
per melody is contrasted with a dark, slow
waltz complete with swelling strings to cre-
ate a sleepy, almost mournful effect before
the main theme returns, interacting with the
waltz theme. Finally, the music gains energy
as the once-vivacious theme first introduced
by the flute transforms into something more
manic, gaining layer after layer, swelling in
size before boiling over to become an irre-
sistible force barreling out of control, until
the piece comes crashing to a sudden end.

Program Notes by Cameron Keenan

COMPOSED:
1918

FIRST PERFORMANCE:

MARCH 24TH, 2006, COMMISSIONED BY THE
CHATTANOOGA SYMPHONY ORCHESTRA

INSTRUMENTATION:

3FL,PICC,20B,EH,2CL,BSCL,2FG,CON-
TRA/4HN,3TPT,3TBN,ITTUBA/TIMP/2PERC./

HARP/ STRINGS

APROXIMATE PERFORMANCE TIME:

15 MINUTES



PROGRAM NOTES

FLORENCE PRICE

Born April gth, 1887; Little Rock, Arkansas, USA
Died June 3rd. 1953; Chicago, Illinois, USA

MISSISSIPPI RIVER SUITE

In her 1943 letter to
famed music director of
the Boston Symphony
|Orchestra Serge Kous-
sevitzky, composer Flor-
ence Price (1887-1953)
pointedly  summarized
her position as a non-
male composer of color: “Unfortunately the
work of a woman composer is preconceived
by many to be light, froth, lacking in depth,
logic and virility ... Add to that the incident
of race — I have Colored blood in my veins
— and you will understand some of the diffi-
culties that confront one in such a position.”

Born to one of the nation’s handful of black
dentists and a white elementary school mu-
sic teacher, Florence Price spent her forma-
tive years in Little Rock, Arkansas during
the post-Reconstruction era when racial
tensions were on the rise. Price began her
musical studies at an early age, learning
piano and organ from various family mem-
bers. The young composer excelled in sev-
eral areas of her life, publishing her first
composition at age eleven and graduating
high school as valedictorian at age fourteen.
Despite the immense success of her early
childhood, Price’s parents felt that it was not
enough to protect their child from the ram-
pant prejudices against African-Americans.
It was for this reason that Price’s parents en-
rolled her at the New England Conservatory
of Music, listing her hometown as Pueblo,
Mexico for fear that the institution would re-
ject a student on the basis of racial prejudice.

Price excelled in her studies while at the New
England Conservatory. Studying organ and
piano, Price earned an artist diploma and

a teaching certificate, both with honors, in
1906. While focusing on performance, Price
was also able to explore composition with
George Chadwick and Frederick Converse.
It was with Chadwick that the burgeoning
young musician was able to find her com-
positional voice in relation to her racial
identity. Chadwick fostered in Price a sense
of security, instilling in her an apprecia-
tion and passion for the rich contribution
African-American people had made to the
shaping of American music. While study-
ing with Chadwick, Price also competed her
first string trio, as well as her first symphony.

After graduating, Price began an education-
al career, teaching at various universities
in Arkansas, before serving for a brief stint
as the director of the Clark Atlanta Univer-
sity’s music department. Price final settled
in Arkansas with her young family in 1912,
making a living primarily through private
piano and composition students. Small
professional success also came with several
prizes in small composition contests while
raising her two children. Racial tension in
the American South grew to a point at which
the Price family felt it best to relocate to
Chicago, Illinois in 1927. Chicago served as
the locale where Price’s career would truly
explode. After throwing herself into aca-
demia and studying, not only music, but a
wide variety of liberal arts, the Little Rock
native had secured contracts with two major
publishing companies: G. Schirmer and the
McKinley publishing company, which began
publishing her pedagogical piano works.

After a divorce in 1931, Price began playing or-
gan for silent film screenings and composing
incidental music forlocal radio programming.



During this time in her life, the composer
was living with former student and close
friend, Margaret Bonds and was introduced
to contralto Marian Anderson and legendary
poet Langston Hughes, whose work Price
would later set to music. Through these con-
nections, Price was able to become a leading
figure in the community of African-Ameri-
can intellectual elites. In 1932, both Price and
Bonds entered compositions in a competi-
tion sponsored by the Wannamaker Founda-
tion, for which Price’s Symphony in E minor
won first prize in the orchestral division. This
led to a premier of the Symphony in E minor
by the Chicago Symphony Orchestra, mak-
ing Florence Price the first African-Amer-
ican woman to have her music performed
by a major American orchestra. Price would
go on to be a major force in mid-century
orchestral writing. Unfortunately, Price’s
place in the canon slipped shortly after
her death with her works only recently
being reexamined with renewed interest.

The Mississippi River suite, composed in
1934, is a tone poem which takes listeners on
a journey down the eponymous river begin-
ning at its north shores, ending in New Or-
leans, introducing the journey’s participants
to the cultures and traditions along the way.
The journey starts with Price presenting a

morning on the banks, complete with lonely
birdsong, glistening landscape, and the calm
trickling of the water. Here, the composer
demonstrates her mastery of tuneful lyricism
and call-and-response effects, harkening
to early African-American song traditions.
The listener is transported further down
the river toward the Great Plains, through
an imagined Native-American landscape.
The winds and percussion strike up a num-
ber of songs and dances in a European-style
approximation of Native-American tradition,
as the texture surges and swells downstream
with cascading woodwind lines. Suddenly,
a tumultuous storm breaks as the orchestra
careens down the widening river on a raft of
swirling chromatic lines, only to wash up on
the shores of the American South. Here, Price
ingeniously sets African-American spirituals
in her signature, undeniably American style
including: “Stand Still, Jordan,” “Deep Riv-
er,” “Go Down, Moses,” and “Nobody Knows
the Trouble I've Seen,” layered in with New
Orleans jazz standards and popular tunes
from the area. Finally, as the journey comes
to its peaceful, satisfying end, Price juxta-
poses her previous themes against each
other with a strong emphasis on the spiri-

tuals she held so dearly throughout her life.

Program notes by Cameron Keenan

COMPOSED:
1934

DEDICATION:

ARTHUR OLAF ANDERSON

INSTRUMENTATION:

3FL,PICC 20B,EH 2CL,BSCL, 2FG,CONTRA/
4LHN,3TPT,3TBN,ITUBA/TIMP/2PERC./HARP/

STRINGS

APROXIMATE PERFORMANCE TIME:

30 MINUTES



Activism meet-ups,
personal book recommendations,
weekly events, Kids Storytime, and more!
There are so many reasons to support
Chicago’s only feminist bookstore.

MEN &
'lillillllllHEH FIRST
5233 N. CLARK

\CAGD, IL 60840
?’PIS} 769-9299

womenandchildrenfirst.com

il

First United
Methodist Church at

THE
CHICAGO
TEMPLE

5th Wave Collective thanks the First
United Methodist Church at The Chicago

Temple for their generosity and support.



CONDUCTOR
JAMES CHANG, CONDUCTOR

James Chang is a recent graduate with
a master's of music in orchestral
conducting from the Florida State
University and is the current conductor
for the s5th Wave Collective Orchestra.

As a conductor, James has served as music
director for the Tallahassee Summer Sin-
fonietta and the Florida State University
Campus Orchestra, and as the assistant
conductor for the Florida State University
Philharmonia and Symphony Orchestras.
He has also conducted a number of ensembles at Northwestern,
including the Alice Millar Chapel Choir, the ReZenance Mu-
sic Society Orchestra, the Summer Choir, and the Symphonic
Wind Ensemble. Former teachers and mentors include Alexan-
der Jiménez, Stephen Alltop, Victor Yampolsky, Robert Hasty,
Mallory Thompson, Donald Nally, Andre Thomas, Markand
Thakar, and Mark Shapiro, both in the United States and in
France. James has also assisted former librarian of the Philadel-
phia Orchestra, Clint F. Nieweg, with preparing critical editions
of scores by contributing errata research and editorial decisions.

As amusician, James has performed as soloist, accompanist, cham-
ber musician, and orchestral musician both in Florida and in the
Chicagoarea.Hestudied pianowith Myrtleand Peggy Edwards, Syl-
via Wang, and David Kalhous, and studied violin with Aaron Kros-
nick. While at Northwestern, he played violin and viola in the Sym-
phony Orchestra, Philharmonia, Baroque Music Ensemble, and
several ad hocorchestras,and sangin the Alice Millar Chapel Choir.

In addition to the master's degree, James holds
a BM. in Orchestral Studies and a B.S. in
Computer Engineering from Northwestern University.



STH WAVE COLLECTIVE

WHAT DOES 5TH WAVE MEAN?

Historians have said that feminism has progressed in waves dating back to

the Women’s Suffrage Movement at the start of the 20th century. The push for
equal voting rights is considered the first wave of feminism from 1848-1920.
The second wave (1963-1980) focused on reducing inequalities in the
workplace, normalizing

sexuality, and expanding reproductive rights. From 1991 to the mid-21st century,
the third wave focused on embracing individual diversity and acknowledging
the intersectional nature of the movement. With recent political advances, and
a global understanding of feminism, the fourth wave is underway. We seek

to build upon this rich tradition, continuing to support and celebrate female
artists and composers of all walks of life.

The women we perform each have their own story of oppression, passion and
survival; we want to give them a voice. They have been systematically silenced
for decades, and it is our mission to bring their stories to the fore.

The 5th Wave collective seeks to celebrate the legacy of female
composers before us, and create a platform for those to come.

OUR MISSION

5th Wave Collective is a Chicago-based classical music ensemble dedicated

to the performance and promotion of music by female composers. Bringing
together a diverse group of musicians, we advance our mission by including
performers of all genders who support our cause. We seek to celebrate the
legacy of female composers before us, and create a platform for those to come.



ACKNOWLEDGMENTS

We could not have put this concert on without all of you
here supporting us but there are a few people we
need to especially thank:

Meghan Andreachi, Allyson Jewel, Matthew Sampey and Carlos Ruiz
for running our donation table and livestream

Curtis Yang, for working the recording equipment
Erik Nussbaum, Director of Music and Art at the First United
Methodist Church at the Chicago Temple, for his unconditional

help and support in putting on this concert

Clarice Assad, for her continued support and generously donating
her piece, Brazilian Fanfare, for this performance
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THE ORCHESTRA

Violin 1

Kyle Dickson
Concertmaster

Caitlin Edwards

Sofia Yang

Rachel Peters

Rebecca Faber

Hannah Cartwright

Owen Ruff

Violin 2
Alexandria Hill*
Carmen Abelson
Sam Sharp
Laura Carther
Susie Miller

Viola

Roslyn Green*
Caleb Henry
Hilary Butler
Seth Van Embden
Jack Chen

Cello

Denielle Wilson*
Roxanne Charlotte
Everardo Sanchez
Aurora Lawrie

Bass
Joe Bauer*®

Nick DeLaurentis

Piccolo
Jessica Meaux

Flute

Michael Hoover*
Shan Dan
Jessica Meaux

Oboe
Ashley Ertz*
Mika Allison
Carl Colvin

English Horn
Mika Allison

Clarinet

Gordon Daole-Wellman*
Cally Laughlin

Jesse Bruer

Bass Clarinet
Jesse Bruer

Bassoon
Jamael Smith*
Katie Broyles

Contrabassoon
Cameron Keenan

French Horn
Abby Black*
Fiona Chisholm
Kelly Suthers
Aaron Woolley

Trumpets
Audrey Lidken

Adam Shohet~
Brant Millet*

Trombone
Colin Marusek*

Emmy Rozanski

Bass Trombone
Robin Schulze

Tuba
Serena Voltz

Harp
Ellie Kirk

Piano
Tyler Kivel

Percussion

Matt Kibort
Jordan Kamps
Rebecca McDaniel

*principal on Assad
Aprincipal on Boulanger
~princpial on Price



Donate, stay updated about future
concerts and learn more about us
and our mission online!

g
>
<
m

/)

AAILD3TT0D

-

sthwavecollective.com
facebook.com/sthwavecollective
instagram.com/sthwavecollective



