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he word overture is

derived from the French

term oivertitre, meaning

a work in two or three
sections which served as an intro-
duction to a larger musical or
dramatic work. The term has
been loosely applied to composi-
tions by Bach, forms which more
accurately consist of an overture
and series of dance movements,
and to English works of the 18th
century, multi-movement compo-
sitions which resemble sym-
phonies more than the overtures
we know today.

As a musical form, the over-
ture dates from the 17th cen-
tury when it was used as a
prelude to a dramatic work,
opera, or ballet. The overture set
the mood, allowed the audience
to become comfortable in their

seats, and often gave a brief pre-
view of the principal musical
themes heard later in the
evening,

In its dramatic context, an
overture differs from a prelude,
a musical form similar in struc-
ture and placement before the
main work. Where the overture
usually finishes with a

brilliant flourish and a definite
break before the opening scene of
the opera, the prelude tends

to end in a more subdued fash-
ion, often blending into the first
act without pause. Composers
were known to create a separate
“concert ending” for those

works without a clearly-defined
finale. The revised ending
allowed a more satisfying
conclusion for concert hall pre-
senlation.

f overtures must be classified,

they may be divided into two
broad categories: the dramatic
overture and the concert over-
ture. The dramatic overture pre-
cedes a larger work and is usually,
although not exclusively, drawn
from the musical material which
comes later. The manner in which
these musical themes are incor-
porated may be as simple as the
French-style potpourri overture,
essentially a medley of themes
from the opera, or the composer
may choose a more complex and
extended treatment. In either
case, the overture is a functional
piece of music which sets the
mood and style for the main
body of the performance.

he concert overture varies lit-
tle in outward appearance
from the dramatic overture ex-

cept that it is not part of a larger
work. The popularity of over-
tures as concert hall fare led many
composers to create concert over-
tures based on literary subjects
(such as Berlioz” King Lear) or
some other event or experience
(such as Mendelssohn’s I lebrides
Overture, written after a visit to
the Scottish isles).

vertures remain one of the

most effective sources of
music from operetta and grand
opera. While operatic excerpts
have always been popular with
audiences, critics have comment-
ed that operatic music lifted from
its dramatic context was wholly
unsatisfying. The opinion on this
issue has ranged from annoyance
to outrage. Some compare such
operatic excerpts with reading
isolated pages from a novel. Oth-



ers have described instrumental
excerpts as “great, bleeding
hunks” dismembered from the
whole, with Richard Wagner's
operas falling prey most often to
this commenlt.

he beauly of the overture is

that it has been crafted by the
composer into a neat package
intended to stand alone. The
selection of melodies, transitions,
pacing, and ending are of the
composer’s imagination and
design, not the product of over-
zealous conductors or concert
promoters who desire to pad con-
cert programs with operatic high-
lights.

ntil the 20th century,

when a unique, original
repertoire for the concert band
began to emerge, much of the

non-march music performed
by American bands was drawn
from orchestral music and
significantly from that of grand
opera. The allure of operatic
music for bands was a function
of both need and desire. In

the absence of a large body of
original music for winds, this
music was essential to fill out
concert programs. Without
recordings and radio, audience
demand for operatic music
was great and players undoubt-
edly found this repertoire

both musically satisfying and
enjoyable. Those wind instru—
mentalists and conductors who
performed with local opera
companies as well as bands
must have realized the poten-
tial for sharing repertoire
between opera house and band-
stand.

R‘esem'ch into European bands
and their music has yielded
evidence of overtures for wind
instruments composed in 1795 by
French composers Etienne Mehul
and Charles-Simon Catel, and the
Ouerture fiir harmoniemusik, Op. 24
by Felix Mendelssohn from 1824.
The strong influence of European
bandmasters and musicians who
immigrated to the United States
(especially those from Italy) was
more closely allied with the sym-
phonic and operatic repertoire of
the day than the chamber ensem-
ble wind music in the tradition of
Haydn and Mozart.

he Marine Band’s tradition of

performing overtures can be
traced to concerts in the 1830's
featuring Daniel-Frangois
Auber’s overture to Le Cheval de
Bronze (The Bronze Horse). The

band performed excerpts from
Verdi's opera Nabucco in 1848,
the year of the opera’s American
premiere, and performed the
Anvil Chorus from Verdi's I/
Trovatore at the White House in
1857 for President James
Buchanan’s 60th birthday. Under
the leadership of Francis Scala
(Director 1855-1871), the band
continued to perform Irench
overtures such as Auber’s
Masaniello (performed at the
White House during the Lincoln
administration), and began to
show the influence of Scala’s Ital-
ian heritage in performances of
selections from Verdi’s Un Ballo
in Maschera, Il Trovatore, La Travi-
ata, Giovanna d’Arco, and I Vespri
Siciliani. Familiar overtures by
Rossini, Wagner, Berlioz,
Massenet, Suppé, and Weber
appeared regularly on Marine



Band concert programs, as did
more obscure overtures such as
the Quverture Triomphale by Gaute
and The Twilight Hour by Boettger,
works we must assume have
earned their place in obscurity.

'] The overtures on this recording

represent a cross section of
those in the Marine Band’s pres-
ent-day repertoire. The selection
of composers and individual
works was based upon an evalu-
ation of each composer’s style
and the effectiveness with which
that style was carried through in
the transcription for band. By
definition, these overtures are
virtuoso showpieces for any
ensemble, particularly when
intricate technical passages for
strings are assigned to the wind
choirs of the band. In tracing the
development of wind playing in

the United States, scholars have
noted the development of tech-
nique and instrument manufac-
ture as a result of the technical
demands of this music.
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ntonin Dvorak'’s Carneval

Ovwerture, Op. 92 was com-
posed in 1891. It was originally
conceived as one of a series of
three overtures which would, in
the composer’s words, “portray
the great creative forces of the
universe: nature, life, and love.”
Dvorak completed the first over-
ture, which he entitled [11 Nature's
Realm. He then abandoned the
idea of the original trio of over-

tures in favor of three separate
concert overtures, continuing
with Carneval (originally entitled
Bohemian Carneval), and complet-
ed the set with Otello. Carneval
Owerture is dedicated to Prague
University and received its pre-
miere under Dvorak’s direclion
on April 28, 1892, in Prague.
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he fate of Richard Wagner’s

opera The Flying Dutchman
seems nearly as dramatic as that
of the Dutchman himself. The
libretto is based upon an old leg-
end recorded in Heinrich Heine's
1831 book Memoiren des Herren
von Schnabelwopski about a Dutch

sea captain who, in punishment
for blasphemy, is condemned to
sail his ship until redeemed by a
faithful woman. Wagner heard
this story from sailors aboard the
ship on which he sailed from
Riga to Paris, a trip during which
the ship was battered by storms
and driven off course. Upon
reaching Paris, Wagner wrote
the libretto in an attempt to
interest the Paris Opera in the
production. In a strange turn of
events, the Paris Opera bought
Wagner's libretto but commis-
sioned Pierre-Louis Dietsch to
compose the music. This version,
entitled Le Vaisseau fantéme, was
produced in 1842 and was a fail-
ure. After completing Rienzi,
Wagner decided to write his own
music for the Dutchman libretto.
The new opera was given four
performances in Dresden in 1843



but it was not until its 1865
revival that The Flying Dutchman
received acclaim.
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e Roi d’Ys (The King of Ys)

was the second opera of
French composer Edouard Lalo.
Following the success of his Con-
certo in F and his Symphonie
Espagnole, 1.alo undertook an
opera based upon the old French
legend of a city submerged
beneath the sea (the same legend
which inspired Claude Debussy’s
prelude for piano Le Cathédrale
Engloutie). The overture was
completed in 1876 and was
performed in Paris on Novem-—
ber 12th of that year, however,

the opera was not performed
until 12 years later. After
numerous revisions and
changes, the complete produc-
tion was introduced with great
success at the Opéra Comique
on May 7, 1888.
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Despite the enormous success
of Die Fledermaus, Johann
Strauss preferred to compose the
waltzes and polkas for which he
had become so famous rather
than becoming exclusively a com-
poser of operettas. Strauss’ sec-
ond most familiar operetta is The
Gypsy Baron (Die Zigeuner-
baron). The plot follows Sandér
Barinkay as he returns home to

claim his ancestral land only to
discover that it has been overtaken
by Gypsies. After an appropriate
amount of operetta plot-twisting,
he falls in love with one of the
Gypsies (Saffi) who is, in fact, a
princess. The Gypsy Baron pre-
miered in Vienna in 1885 as part
of the celebrations for Strauss’
60th birthday.
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As previously noted, the
operas of Giuseppe Verdi

have provided a wealth of music
for the concert band. Both works
selected for this recording are
among Verdi’s lesser-known
overtures but have been in the

repertoire of the Marine Band
virtually since their operatic pre-
mieres. Il finto Stanislao (origi-
nally entitled Lin giorno di Regno)
is Verdi’s only truly comic opera
(apart from the very different Fal-
staff) and his only buffo (comic)
overture.

he libretto by Felice Romani

is based upon the 1808 play
by Alexandre Vincent Pineu-
Duval entitled Le Faux
Stanislaus. In another case of
recycled librettos, Romani had
originally written his libretto
for the Bohemian composer
Adalbert Gyrowitz. This ver-
sion was not successful in its
1818 La Scala production and
Romani was eager lo see the
libretto used again. In spite of
Verdi’s wife’s ill health (she
would soon die of encephalilis



at age 27), he completed this
comic opera in 1840 and it was
premiered on September 5th of
that year. Il finto Stanislao
(T'he False Stanislao) is
Stanislas Lescinski, who was
king of Poland in the first half
of the 18th century. The story
relates how Lescinski fled Paris
and travelled lo Warsaw dis-
guised as a coachman to escape
conspirators while a French
chevalier was chosen to imper-
sonate him in France, thereby
confusing his enemies. Conve-
niently enough, the false Stanis-
las does good deeds in his role
and assures the romantic future
of two young lovers in time for
the final curtain. This new Lran-
scription for band by Walter
Kalischnig was dedicated to
Colonel John Bourgeois and the
U.S. Marine Band.

Gimranna d’Arco is based
upon Friedrich Schiller’s
1801 drama Die Jungfrau von
Orleans for a libretto by Temisto-
cle Solera. (Solera would later
deny any connection with
Schiller’s drama, insisting that
his libretto was entirely original.)
Following the 1843 publication
of historical documents of Joan
of Arc’s trial in France, Verdi
was inspired to write the

opera. In another of a series of
commissions from the impre-
sario Merelli, Verdi began work
in December 1844 and the

opera received its premiere in
February 1845, making it one

of Verdi’s most amazing cre-
ative efforts. One of the notable
features of the overture to
Giovanna d'Arco is the central
concertante section for flute, ohoe,
and clarinet.
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ir Arthur Sullivan and W.S.

Gilbert carved out a place for
themselves and redefined
operetta with their brilliance.
As a composer oulside of
operetta, Sullivan is less well-
known (his hymn Onward Chris-
tian Soldiers notwithstanding).
Overture di Ballo is one of Sulli-
van’s four concert overtures. It
was commissioned by the Birm-
ingham Triennial Festival and
premiered in August 1870. Essen-
tially cast in the form of a dance
suite, the overture embodies the
grace and lilt of Sullivan’s stage
works.
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envenuto Cellini was

Hector Berlioz’ first
full-length opera. Having read the
memoirs of Benvenuto Cellini, the
Florentine goldsmith and sculptor
who lived from 1500-1571, and
having seen Cellini’s “Perseus”
statue in Florence, Berlioz was
inspired to compose the opera
following his return to France
from Italy. Berlioz requested the
libretto from the poet and dram-
atist Alfred de Vigny but he was
unable to supply the Cellini
libretto. The task was referred to
Léon de Wally, who collaborated
with August Barbier on the proj-
ecl while de Vigny managed to
offer suggestions and criticisms
along the way. The premiere on
September 10, 1838, was reported



as “a fiasco.” The overture
received, in Berlioz” words,
“exaggerated applause” from the
audience and was more warmly
received than any other part of
the opera. The overture was pub-
lished as a separate concert work
and was dedicated by Berlioz to

his friend Ernest Legouve. It
remains one of Berlioz” most bril-
liant efforts, marked by the gar
gantuan instrumentation
(including timpani parts for three
players), much of which is pre-
served in this turn-of-the-century
French edition.

"THE PRESIDENT’'S OWN"”

United States Marine Band

he Marine Band traces it ori-

gin to the fifers and drum-
mers who marched with the
Continental Marines during the
Revolutionary War. The band
was officially established by an
Act of Congress signed by Presi-
dent John Adams on July 11,
1798, making the Marine Band
America’s oldest musical organi-
zation. In 1801, the band moved
to its present location at Marine
Barracks, Washington, D.C., and
performs in John Philip Sousa
Band Hall, home of “The Presi-
dent’s Own.”

he Marine Band’s Presiden-
tial debut took place on

New Year’s Day, 1801, at a re-
ception hosted by President John
Adams. In March of that year,
the band performed for the
inauguration of Thomas
Jefferson. Since that time, the
band has performed for every
Presidential inauguration.
Jefferson has been described as
the “godfather” of the Marine
Band and his personal interest
in the organization led him to
give the Marine Band the title
“The President’s Own.”

From the earliest days of our
nation, the Marine Band’s pri-
mary mission has been to pro-
vide music for the President of



the United States. Whether per-
forming for South Lawn arrival
ceremonies, State dinners, recep-
tions, or accompanying famous
entertainers, Marine musicians
appear at the Executive Mansion
more than 200 times annually.

ohn Philip Sousa, the band’s

17th Director, was largely
responsible for establishing the
Marine Band as the world
famous musical organization it
is today. He served as Director
from 1880-1892 and during that
time began to write the marches
which would earn him the title
“The March King.” Sousa inau-
gurated the Marine Band's annu-
al concert tour in 1891, a tradition
continued to the present day.

Today’s Marine Band is com-
prised of 143 of the nation’s

finest musicians, many who are
graduates of our nation’s best
music schools and conservalo-
ries. Musicians are selected at
auditions much like those of
major symphony orchestras.
Once selected, musicians enlisl in
the U.S. Marine Corps and report
directly for duty with “The Presi-
dent’s Own.” More than 90 per-
cent of Marine Band musicians
are career professionals who
serve with the band for 20 years
or more.

he band's 25th Director is

Colonel John R. Bourgeois.
A native of Louisiana, he was
accepted into “The President’s
Own” in 1958 as a French Hornist
and member of the arranging
staff. He later served as Opera-
tions Chief of the band, and was
appointed Director in May 1979.

As Director of the U.S. Marine
Band, Colonel Bourgeois is musi-
cal advisor to the White House.

he United States Marine Band
continues the tradition of
excellence which earned it the

title “The President’s Own.”
Whether in White House perfor-
mances, public concerts, or
national and international tours,
the music of the Marine Band is
the music of America.
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