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Lieutenant Colonel Jason K. Fettig is the 28th  
Director of “The President’s Own” United States 

Marine Band. He joined in 1997 as a clarinetist and 
soon became a frequently featured soloist with both 
the band and the Marine Chamber Orchestra. After 
serving four years in the organization, he was select-
ed as an Assistant Director, and he conducted his first 
concert with the Marine Band Aug. 1, 2001. He was 
commissioned a first lieutenant in July 2002, promot-
ed to captain in August 2003, and became the band’s 
Executive Officer the following year. He was promot-
ed to major in August 2007 and to his present rank 
in July 2014, one week before assuming leadership of 
“The President’s Own.”

As Director, Lt. Col. Fettig is the music adviser to 
the White House and regularly conducts the Marine 
Band and Marine Chamber Orchestra at the Execu-
tive Mansion and at all Presidential Inaugurations. 
He also serves as music director of Washington, 
D.C.’s historic Gridiron Club, a position held by ev-
ery Marine Band Director since John Philip Sousa. 
In his first years as Director, Lt. Col. Fettig has led the 

band for numerous major national events both at the White House and throughout the country. He conducted 
national broadcast performances for the 200th Anniversary of the Star Spangled Banner at Ft. McHenry in 
Baltimore, a special Veterans Day performance with the Mormon Tabernacle Choir in Salt Lake City, and an 
appearance on the David Letterman Show at the invitation of Michelle Obama in New York. He leads frequent 
concerts throughout the Washington, D.C., area and across the country during the band’s annual national tour. 
Live performances by the Marine Band under his direction are often heard on National Public Radio. Lt. Col. 
Fettig is a fervent advocate for both traditional and contemporary American music and remains dedicated to the 
ongoing development of music for wind band. In recent years, he has conducted world premières of substantial 
new works by James Stephenson, Jacob Bancks, David Rakowski, Adam Schoenberg, David Conte, and Narong 
Prangcharoen.

Throughout his career with the Marine Band, Lt. Col. Fettig has been deeply committed to music education 
and has taken an active role in the evolution and expansion of the many educational initiatives of “The Presi-
dent’s Own.” In addition to helping refine the Music in the Schools and Music in the High Schools programs, 
he has made it a priority to maintain a significant presence in schools throughout the nation during the band’s 
national concert tours. He also began an interactive and theatrical Young People’s Concert series in 2006 and 
authored, hosted, and conducted this popular annual event until 2015. In 2014, shortly after assuming com-
mand of the Marine Band, Lt. Col. Fettig launched an ambitious project to re-record all of the marches of John 
Philip Sousa and provide free performance and educational materials online to schools throughout the world.

Lt. Col. Fettig is a 1993 graduate of Manchester Central High School in New Hampshire and holds two 
bachelor’s degrees from the University of Massachusetts, Amherst (UMass) in both clarinet performance (1997) 
and music education with an emphasis in conducting (1998). In 2005, he earned a master’s degree in orchestral 
conducting at the University of Maryland, College Park (UMD) where he served as assistant conductor for two 
productions of the Maryland Opera Studio. He studied clarinet with Michael Sussman and David Martins, and 
his principal conducting teachers were Malcolm W. Rowell and James Ross. Additionally, Lt. Col. Fettig has par-
ticipated in workshops with several renowned conductors including Osmo Vänskä and Otto Werner Mueller.

Lt. Col. Fettig has represented the Marine Band on numerous occasions as a soloist, adjudicator, and clini-
cian, and regularly conducts both concert bands and orchestras for all-state and honor festivals. In 2014, he was 
elected as a member of the prestigious American Bandmasters Association.

LIEUTENANT COLONEL JASON K. FETTIG

Director
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Assistant Director Captain Ryan J. Nowlin joined 
“The President’s Own” United States Marine 

Band in August 2010 as staff arranger. He was ap-
pointed Assistant Director and commissioned a first 
lieutenant in July 2014 and was promoted to his cur-
rent rank in July 2016.

With “The President’s Own,” Capt. Nowlin has 
arranged and composed a variety of music for the 
Marine Band, Marine Chamber Orchestra, brass en-
semble, and various small ensembles. In 2013, Nowl-
in collaborated with Kelly Clarkson (“America”) and 
arranged a setting of “The Star-Spangled Banner” for 
the second inauguration of President Barack Obama. 
He also arranged “The Star-Spangled Banner” for 
Jordin Sparks, which was performed for the nation-
wide broadcast of the national anthem’s 200th anni-
versary celebration in 2014. Capt. Nowlin’s music has 
been heard in performance at many White House 
events, including state dinners and the Kennedy Cen-
ter Honors and Medal of Freedom receptions. His 
transcription of Johann Sebastian Bach’s Toccata and 
Fugue in D Minor was featured on the 2013 Marine 

Band recording “From the Keyboard,” and most recently his setting of David Conte’s A Copland Portrait was 
included in the band’s 2016 release, “Picture Studies.” Additionally, his Let Freedom Ring was performed at the 
Mormon Tabernacle in Salt Lake City, and his arrangement of Amazing Grace is regularly included as part of 
the annual United States Marine Corps Worship Service held at the National Cathedral in Washington, D.C.

As Assistant Director, Capt. Nowlin’s responsibilities include conducting the Marine Band and Chamber 
Orchestra in their winter/spring concert series and summer concerts on the National Mall as well as at cer-
emonies in the national capital region and at the White House. Additionally, he conducted the band at Wolf 
Trap National Park for the Performing Arts in Vienna, Va.; at The Midwest Band Clinic in Chicago; and on the 
Marine Band’s national concert tour. He has served as a producer for Marine Band recordings since 2014 as well 
as for The Complete Marches of John Philip Sousa recording project since its inception.

Throughout his career Capt. Nowlin has been a dedicated advocate for music education. He currently man-
ages Marine Band educational outreach initiatives such as Music in the Schools, Music in the High Schools, 
and the Concerto Competition for High School Musicians, and he has assisted in the production of the Marine 
Band’s Young People’s Concerts since 2011. Prior to joining “The President’s Own,” Capt. Nowlin was a music 
teacher in the state of Ohio for ten years, most recently as the director of bands at Brecksville-Broadview Heights 
City School District in Ohio. 

Capt. Nowlin is a 1996 graduate of North Royalton High School in Ohio. He earned both a bachelor’s degree 
in music education in 2000 and a master’s degree in music education and conducting in 2004 from Bowling 
Green State University in Ohio, where he studied horn with Herbert Spencer, Jr. and conducting with Bruce 
Moss and Emily Freeman Brown. He has also studied composition with prolific composer Anne McGinty and 
has participated in workshops and master classes with several renowned conductors and educators including H. 
Robert Reynolds, Mallory Thompson, Col. Arnald Gabriel, Harry Begian, and Frederick Fennell. 

In addition to his duties with the United States Marine Band, Capt. Nowlin frequently appears as a guest 
conductor, clinician, and adjudicator with high school honor bands and music festivals, with community and 
municipal bands, and with university ensembles across the country. He can frequently be found providing clin-
ics and master classes to student musicians in classrooms around the country either in person or via satellite.

CAPTAIN RYAN J. NOWLIN

Assistant Director
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Music for Brass (2014)
John Williams (b. 1932)

The National Brass Ensemble, comprised of twen-
ty-six musicians from the top nine U.S. orchestras, 
commissioned Williams for this work which was 
premièred in the summer of 2014. Having worked 
personally with the individuals in the ensemble 
through their respective orchestras over the course 
of his illustrious career, the composer had developed 
intimate knowledge of their reputed abilities. In the 
words of Williams himself:

Throughout my musical life, I’ve been instruct-
ed and inspired by the great brass players that I 
have been privileged to work with and write for. 
Because of the breadth of their exposure to so 
many musical genres—classical, jazz, big band 
ensemble, military and brass band tradition, 
pop, rock ‘n roll, and on and on—our American 
brass players are the most versatile and finest in 
the world. The invitation to write a piece for the 
National Brass Ensemble gave me an opportu-
nity to salute the members of this preeminent 
ensemble, and “Music for Brass” is offered as a 
humble tribute to their wizardry. The piece at-
tempts to spotlight, separately and together, the 
diverse groups forming the ensemble—trum-
pets, horns, trombones, and tubas—and I hope 
in some small way it might capture some of the 
brilliant spirit of “my friends pictured within.”

Ogoun Badagris (1976)
Christopher Rouse (b. 1949)

Baltimore native Christopher Rouse developed an 
early interest in both classical and popular music. 
A graduate of Oberlin Conservatory in Ohio and 
Cornell University in Ithaca, New York, his principal 
teachers included George Crumb and Karel Husa. 
He has taught at the University of Michigan in Ann 
Arbor and at the Eastman School of Music in Roch-
ester, New York, where he organized what is said to 
be the finest accredited rock-and-roll course in a 
major American music school. He has been compos-
er-in-residence for the Baltimore Symphony as well 
as the New York Philharmonic and currently serves 
as a member of the composition faculty at The Juil-
liard School. Best known for his orchestral writing, 
his music has been performed by every major or-
chestra in the United States and numerous ensem-

bles overseas to include the Berlin Philharmonic, the 
London Symphony, and the Royal Concertgebouw 
Orchestra. Rouse is the recipient of a Pulitzer Prize, a 
Grammy Award, and in 2002 was elected to member-
ship in the American Academy of Arts and Letters.

Completed in 1976 for the Ithaca College Per-
cussion Ensemble, the composer offers the following 
insights into this work:

Ogoun Badagris derives its inspiration from 
Haitian drumming patterns, particularly those 
of the Juba Dance. Hence, it seemed logical to 
tie in the work with various aspects of Voo-
doo ritual. Ogoun Badagris is one of the most 
terrible and violent of all Voodoo loas (deities) 
and he can be appeased only by human blood 
sacrifice. This work may thus be interpreted as 
a dance of appeasement. The four conga drums 
often act as the focal point in the work and can 
be compared with the role of the four most basic 
drums in the Voodoo religion—the be-be, the 
seconde, the maman, and the asator. The met-
al plates and sleigh bells are to a certain extent 
parallels of the Haitian ogan. The work begins 
with a brief action de grace, a ceremonial call-
to-action in which the high priest shakes the 
giant rattle known as the asson, here replaced 
by cabasa. Then the principle dance begins, a 
grouillère: … which in turn is succeeded by the 
Danse Vaudou at the point at which demonic 
possession occurs. The word “reler,” which the 
performers must shriek at the conclusion of 
the work, is the Voodoo equivalent of the Ju-
daeo-Christian amen.

Sinfonia from Cantata No. 29
Johann Sebastian Bach (1685–1750)
transcribed by Staff Sgt. Scott Ninmer*
transcription world première

Some of Bach’s most popular and enduring music 
comes from his cantatas. Among his offerings in 
this genre, numbering as many as 220, is the spirit-
ed Sinfonia from Cantata No. 29, “Wir danken dir, 
Gott,” which was first performed in 1731. Bach wrote 
sinfonias for several of his cantatas, but the reason 
for their inclusion in a sacred choral work remains 
somewhat of a mystery. Some scholars speculate that 
Bach added these instrumental features as a way to 
showcase his own organ playing or to highlight the 
skills of a visiting instrumentalist. The melody of 

PROGRAM NOTES

*Member, U.S. Marine Band
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this particular sinfonia was borrowed from an ear-
lier partita for solo violin, BWV 1006, written in the 
fruitful period while Bach was employed in Cöthen. 
Just as the piece acts as an instrumental overture to 
the cantata, this popular sinfonia also is often heard 
as a stand-alone overture in the concert hall.

Sleep
Eric Whitacre (b. 1970)
arranged by Capt. Ryan J. Nowlin*
arrangement world première

Eric Whitacre’s composition Sleep was originally 
commissioned as an a cappella choral work in 1999 
by mezzo-soprano Julia Armstrong to commem-
orate the lives of her parents who, after more than 
fifty years of marriage, had died within weeks of each 
other following an auto accident. The work was to 
be set to Armstrong’s favorite poem, “Stopping by 
Woods on a Snowy Evening,” by Robert Frost. Legal 
difficulties over the use of Frost’s poem led Whitacre 
to approach his good friend, poet Charles Anthony 
Silvestri, who wrote a beautiful original poem that 
seamlessly fit the music Whitacre had already com-
posed. The poem was inspired by Silvestri watching 
his son fall asleep.

Sleep
Charles Anthony Silvestri

The evening hangs beneath the moon,
A silver thread on darkened dune.
With closing eyes and resting head
I know that sleep is coming soon.

Upon my pillow, safe in bed,
A thousand pictures fill my head.
I cannot sleep, my mind’s a-flight;
And yet my limbs seem made of lead.

If there are noises in the night,
A frightening shadow, flickering light,
Then I surrender unto sleep,
Where clouds of dreams give second sight,

What dreams may come, both dark and deep,
Of flying wings and soaring leap
As I surrender unto sleep,
As I surrender unto sleep.

Overture to Russlan and Ludmilla
Mikhail Glinka (1804-57)
transcribed by Staff Sgt Patrick Morgan*
transcription world première

The great composer Igor Stravinsky once declared 
that “all Russian music stemmed from one source: 
Mikhail Glinka.” Glinka was the first composer with 
a recognizably nationalistic Russian style, and he 
helped establish Russian operatic tradition. However, 
his unorthodox path to a career in music made him a 
somewhat unlikely candidate to create a distinct Rus-
sian musical order. While he demonstrated consider-
able talent in his youth—he could play piano, violin, 
viola, guitar, and flute—his father, a retired army cap-
tain, discouraged a career in music. Glinka’s teenage 
years were instead spent in a boarding school mostly 
studying languages, geography, and zoology, and at 
age twenty his career seemed destined to languish in 
obscurity as he accepted undemanding employment 
as an under-secretary in a Russian government office. 
Four years later, however, Glinka became determined 
to pursue music composition in earnest. He sought 
the best training abroad, first in Berlin and then 
Milan, where he immersed himself in Italian opera. 
Only three years after his return to Russia following 
these studies, he premièred what would become the 
seminal work of the Russian school, his opera A Life 
for the Tsar (1834–36).

Unlike A Life for the Tsar, the opera Russlan and 
Ludmilla (1837–42) was not a resounding success. 
The libretto, based on his friend Alexander Pushkin’s 
fairytale, had been poorly adapted by various authors 
until its “wretched completion,” as Glinka himself 
described it. Furthermore, the opera’s première had 
been marred by a poor cast. Even with this inauspi-
cious start, the quality of the musical score was unde-
niable. This became immediately evident to several 
prominent composers and conductors including 
Franz Liszt and Hector Berlioz, who conducted later 
performances. The overture from the opera has es-
pecially endured as one of his most popular and has 
become a staple of the classical concert repertoire.

Adagio for Strings
Samuel Barber (1910–81)
arranged by Johan van der Linden

On November 5, 1938, twenty-eight-year-old Samu-
el Barber burst onto the mainstream musical scene 
when conductor Arturo Toscanini agreed to perform 
and record two of the composer’s works with his 
NBC Symphony. This decision to program American 

Reprinted with permission
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music was somewhat unusual for Toscanini, and the 
coup put the young composer’s name on the map. 
Several months earlier, Barber had sent the legend-
ary conductor scores for his First Essay for Orchestra 
as well as his new arrangement of the Adagio move-
ment from his first string quartet. When both scores 
were returned without comment Barber assumed 
the worst, and was so depressed that he turned down 
an invitation to Toscanini’s home, sending his friend 
and fellow composer Gian Carlo Menotti instead. At 
the meeting Toscanini asked Menotti, “Well, where’s 
your friend Barber?” Menotti replied that Barber 
wasn’t feeling well, to which Toscanini said, “I don’t 
believe that. He’s mad at me. Tell him not to be mad. 
I’m not going to play one of his pieces. I’m going to 
play them both.” It turned out that Toscanini had re-
turned the scores because he had already committed 
both to his prodigious memory and no longer had a 
need for the music. 

Although both works were well received upon 
their première that November evening in 1938, it 
is the Adagio for Strings that has since garnered 
the greatest acclaim and seen the widest use. Short-
ly after recording it, Toscanini programmed it on 
tours to England and South America, feeling that it 
best represented the potential of American music. 
Toscanini’s embrace of the music sparked a lively 
debate from those who felt Barber’s music was too 
old-fashioned to represent American music. While 
there was certainly room for debate regarding Bar-
ber’s differences from his contemporaries, there is no 
questioning the success and popularity of his Adagio 
for Strings. Indeed, it seems impossible to find an or-
chestra or concert hall that hasn’t featured multiple 
performances of the work. 

While Barber never stated an elegiac intent for 
the Adagio, it has often been featured at the funerals 
of major political figures and celebrities and is con-
sidered by many to be our “national funeral music.” 
In this way the Adagio has achieved an iconic status 
not unlike Aaron Copland’s Fanfare for the Common 
Man and John Philip Sousa’s “The Stars and Stripes 
Forever.” However, like any great piece of music, the 
emotive power of Barber’s masterpiece transcends 
any specific use. It succeeds because it speaks direct-
ly to the listener, and the emotional message it con-
veys depends largely on what a particular listener is 
looking for. According to Aaron Copland:

It’s really well felt, it’s believable you see, it’s not 
phony. He’s not just making it up because he 
thinks that would sound well. It comes straight 
from the heart, to use old-fashioned terms. The 
sense of continuity, the steadiness of the flow, 
the satisfaction of the arch that it creates from 

beginning to end. They’re all very gratifying, 
satisfying, and it makes you believe in the sin-
cerity which he obviously put into it.

This transcription remains loyal to the original 
string quartet. The range and timbre of the saxo-
phone, particularly in the extreme upper register, 
not only provides a visceral climax, but allows for a 
new engagement and emotional connection with the 
familiar work, as if hearing it for the first time.

Allegro vivace from Sextuor  
(1930-32; rev. 1939)
Francis Poulenc (1899–1963)

Francis Poulenc is considered one of France’s most 
distinguished composers. He was introduced to the 
piano at age five, and by the time he was a teenager 
he had dedicated himself to a musical career. Poulenc 
was part of a group of French composers dubbed 
“Les Six” by reviewer Henri Collet that also includ-
ed Georges Auric, Louis Durey, Arthur Honegger, 
Darius Milhaud, and Germaine Tailleferre. “Les Six” 
formed while they were students at the Paris Con-
servatory under the guidance of Erik Satie. Their 
music was, in part, a reaction to German opera com-
poser Richard Wagner and the French musical im-
pressionism of Claude Debussy and Maurice Ravel. 
Poulenc’s compositional style is generally described 
as a mixture of Parisian (his mother’s influence) and 
Provincial elements (his father’s influence). Ravel 
commented that he envied Poulenc’s ability “to write 
his own folk songs.” Yet “urban irony” is evident in 
the flourishes with which many of his works tend to 
finish.

In the 1920s Poulenc seemed content on mock-
ing composers and musical styles that came before 
him, but in the 1930s he began to study and learn 
from the past. Initially completed in 1932, Poulenc’s 
popular Sextuor (Sextet) came at the beginning of 
this compositional maturation, though it remained 
unpublished until he revised the work in 1939. 
Poulenc’s appreciation and understanding of each 
instrument in this work is evident through his in-
corporation of tonal qualities, melodies, and flour-
ishes that are characteristic of each instrument. The 
neoclassical influences in Poulenc’s writing are also 
apparent throughout this three-movement cham-
ber piece, which closely resembles Igor Stravinsky’s 
Concerto for Piano and Winds (1924). The outer 
two movements are spirited, lively, at times jazzy, 
and seemingly unable to rest on a melody before 
another is introduced. The inner movement titled 
Divertissement is reminiscent of the piano works of 
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Wolfgang Amadeus Mozart, with more lyrical and 
playful melodies that are balanced well between 
the winds and piano. Poulenc’s Sextuor masterfully 
blends the voices of the woodwind quintet with the 
piano and, while it pays homage to the many influ-
ences in his musical life, the composer still creates a 
piece that is distinctly his own. 

Prelude, Fugue and Riffs
Leonard Bernstein (1918–90)
SSgt Patrick Morgan, clarinet soloist

Few have contributed more to American music 
culture than Leonard Bernstein. Equally gifted as a 
conductor, composer, concert pianist, and teacher, 
Bernstein excelled at finding a way to connect with 
many different audiences. In the over twenty-five 
years since his death, both his music and his status as 
an American icon continue to flourish. As a compos-
er, Bernstein displayed a wide range of talents, writ-
ing music not only for the concert stage, but also for 
film, ballet, opera, and Broadway, with his West Side 
Story becoming one of the most successful shows 
in history. Although primarily a classical musician, 
Bernstein had a great fondness and respect for jazz 
and popular music. In an undergraduate thesis while 
attending Harvard University in 1939, Bernstein 
wrote “jazz in the twentieth century has entered the 
mind and spirit of America; and if an American is 
a sensitive creator, jazz will have become part of his 
palette, whether or not he is aware of it.” Whether 
overt or carefully woven into the texture, jazz styles 
do indeed permeate much of Bernstein’s music, in-
cluding many pieces written for the concert hall.

In 1949, Bernstein took his penchant for jazz 
composition straight to the heart of the genre when 
he agreed to write a piece for famed clarinetist 
Woody Herman and his Thundering Herd big band. 
The result was Prelude, Fugue and Riffs, a work in-
tended to be part of a series of jazz-influenced pieces 
by prominent classical composers commissioned by 
Herman, a collection that already included Igor Stra-
vinsky’s Ebony Concerto. Unfortunately, by the time 
Bernstein completed the score in November 1949, 
the Thundering Herd had disbanded and Herman 
would never perform the piece. Bernstein rescored 
some of the music for pit orchestra in 1952 as a bal-
let sequence in his stage comedy Wonderful Town, 
but it wasn’t until 1955 that the original Prelude, 
Fugue and Riffs was premièred. Benny Goodman 
performed the piece with the composer conducting 
as part of a telecast hosted by Bernstein called “What 
is Jazz?”

Prelude, Fugue and Riffs was largely ignored for 
some time afterward however, being overshadowed 
by the tremendous success of West Side Story in 
1957. It is only in the past few decades that the piece 
has been recognized for its singularly unique place 
in the repertoire. Even though the work is scored 
for conventional jazz band and is thoroughly rooted 
in the “hot” swing and blues style, Bernstein clever-
ly uses traditional classical elements in the music’s 
construction. The Prelude is strictly for the brass, 
with angular syncopated statements alternating with 
heavy, slow swing interludes. The Fugue enters with-
out a break and is written for the saxophone section 
alone. Bernstein skillfully blurs the bar lines, moving 
the original fugue subject around in every direction. 
A solo piano takes over to start the Riffs section, and 
the solo clarinet is introduced for the first time. The 
whole band joins in with an infectious “riff,” com-
bined with themes from the preceding Prelude and 
Fugue. No holds are barred in the final frenzied 
bars of the piece as the players are instructed by the 
composer to repeat the last phrase “as many times as 
seems psychologically right (that is, to an ‘exhaus-
tion point’).”

Staff Sgt. Patrick Morgan
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March, “George Washington Bicentennial”
John Philip Sousa* (1854-1932)

John Philip Sousa remained active as both a compos-
er and conductor to the very end of his life and wrote 
several superb marches in 1930 and 1931. A special 
commission was formed in Washington, D.C., in 
1930 to coordinate the upcoming national celebra-
tion of the two-hundredth anniversary of George 
Washington’s birth, and Sousa was engaged to com-
pose a special march for the occasion. He completed 
the score to “George Washington Bicentennial” in 
June of that year, and while on tour with his Sousa 
Band in November, he made a stop in Washington, 
D.C., to conduct a preview of the new march with 
the U.S. Marine Band for President Herbert Hoover 
and his guests in front of the White House. The Sou-
sa Band continued to perform the march on its 1930 
and 1931 tours before the actual bicentennial in 
1932. Sousa himself took part in the climactic cere-
mony held at the Capitol Plaza on February 22, 1932, 
where he conducted the combined premier bands of 
the U.S. Army, Navy, and Marine Corps. This would 
be the last time he would conduct the Marine Band 
in public. Just a few weeks later, after finishing a re-
hearsal in preparation for a concert with the famed 
Ringgold Band of Reading, Pennsylvania, Sousa un-
expectedly passed away on March 6, 1932.

Sonoran Desert Holiday Overture (1994)
Ron Nelson (b. 1929)

Ron Nelson’s unique American voice has been a 
cornerstone in both the orchestral and band com-
munities for more than half a century. Conduc-
tor Leonard Slatkin once noted that “Nelson is the 
quintessential American composer. He has the abil-
ity to move between conservative and newer styles 
with ease. The fact that he’s a little hard to categorize 
is what makes him interesting.” A native of Joliet, Il-
linois, just outside of Chicago, Nelson studied at the 
Eastman School of Music at the University of Roch-
ester in New York, earning bachelors and masters 
degrees in 1952 and 1953 respectively. He continued 
his studies abroad in Paris both at the Ecole Nor-
male de Musique and the Paris Conservatory on a 
Fulbright Grant in 1956, and was subsequently ap-
pointed to the faculty of Brown University in Prov-
idence, Rhode Island, while simultaneously earning 
his doctorate at Eastman. Despite maintaining an 
active composition career, Nelson remained on the 
faculty at Brown in a variety of pedagogical and ad-
ministrative capacities for nearly four decades until 
his retirement in 1993. 

As both a conductor and composer for the con-
cert stage, opera, and film, Nelson has earned many 
major awards, commissions, and grants including 
those from the Ford Foundation, the American So-
ciety of Composers, Authors, and Publishers (AS-
CAP), the Howard Foundation, and the National 
Education Association. In 1994, he was given the 
Medal of Honor from the John Philip Sousa Foun-
dation. Nelson has found particular success in the 
realm of band music. He is in an elite category of 
distinguished composers for band, having won the 
“triple crown” of major wind band composition priz-
es; in 1993, his work Passacaglia (Homage on B-A-
C-H) earned the National Band Association Prize, 
the American Bandmasters Association Ostwald 
Award, and the Sudler International Prize. His dis-
tinctive style, often inspired by America’s rich land-
scape of natural wonders, is especially woven into 
several overtures that have since become staples in 
the concert band repertoire, including Rocky Point 
Holiday, Savannah River Holiday, and Aspen Jubilee. 
Sonoran Desert Holiday Overture was the last chap-
ter of this overture cycle, composed in 1994 on the 
heels of his substantial success with Passacaglia. Nel-
son has lived in Scottsdale, Arizona, for many years 
and Sonoran Desert Holiday Overture is inspired by 
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his experiences in the American Southwest. Many 
of his overtures were written for orchestra and later 
transcribed for winds by the composer, but Sonoran 
Desert Holiday Overture was originally conceived for 
band, composed for the Air Force Band of Flight in 
Ohio.

The composer describes the work in the preface 
to the score:

Sonoran Desert Holiday is a quasi-programmat-
ic piece, the final in a series of eight overtures 
which began in 1953 with Savannah River Hol-
iday. Although no specific program is intend-
ed, there are gestures and allusions to night, to 
sunrise, to Native American and Hispanic in-
fluences, to wide open southwestern expanses, 
and to the remarkable variety of holiday expe-
riences available in this diverse and beautiful 
part of our country. The form of the overture 
is ABA with an atmospheric introduction and 
a short coda.

Funeral Music for Queen Mary
Henry Purcell (1659–95)
transcribed by Steven Stucky
Col. Timothy W. Foley, USMC (ret.), conducting

Steven Stucky is recognized as one of the leading 
American composers of his generation. He was born 
in Hutchinson, Kansas, and later raised in Texas. He 
received his degrees in music from Baylor Universi-
ty in Waco, Texas, and Cornell University in Ithaca, 
New York, studying composition with Richard Wil-
lis, Robert Palmer, Karel Husa, and Burrill Phillips. 
Stucky was a renowned expert on the music of Wi-
told Lutoslawski, and his book Lutoslawski and his 
music earned him the ASCAP Deems Taylor award 
in 1982. His many honors and awards include a 
Guggenheim Fellowship and fellowships from the 
National Endowment for the Arts and the Nation-
al Endowment for the Humanities. In 2005, he was 
awarded the Pulitzer Prize in Music for his Second 
Concerto for Orchestra and received commissions 
from many notable organizations and major or-
chestras during his remarkable career, including the 
Chicago, St. Louis, Cincinnati, and Baltimore Sym-
phonies, the Philadelphia and Minnesota Orches-
tras, Boston Musica Viva, the Rascher Saxophone 
Quartet, and the Koussevitzky Foundation. Stucky 
also has the distinct honor of holding one of the lon-
gest professional associations between an American 
orchestra and composer. He was appointed compos-
er-in-residence with the Los Angeles Philharmonic 
by André Previn in 1988 and later served as their 

long-time Consulting Composer for New Music. 
Stucky was appointed to Cornell University’s com-
position department in 1980, and served on that 
faculty until his tragic and untimely death this past 
February. 

This performance of the setting of Henry Pur-
cell’s Funeral Music for Queen Mary is given in 
memory of Steven Stucky and in honor of his sub-
stantial contribution to classical music. The com-
poser offered the following about the genesis of his 
special transcription:

It was at the suggestion of Esa-Pekka Salonen 
that I transcribed this music of Purcell for the 
Los Angeles Philharmonic Orchestra. I used 
three of the pieces heard at the funeral of Mary 
II of England, who died of smallpox on 28 De-
cember 1694: a solemn march, the anthem “In 
the Midst of Life We Are in Death,” and a can-
zona in imitative polyphonic style. In working 
on the project I did not try to achieve a pure, 
musicological reconstruction but, on the con-
trary, to regard Purcell’s music, which I love 
deeply, through the lens of three hundred in-
tervening years. Thus, although most of this 
version is straightforward orchestration of the 
Purcell originals, there are moments when 
Purcell drifts out of focus. My version was first 
performed in Los Angeles on 6 February 1992.

Col. Timothy W. Foley, USMC (ret.)
26th Director, U.S. Marine Band (1996–2004)

Colonel Timothy Foley served as Director of “The 
President’s Own” United States Marine Band from 
1996 to 2004. He joined the organization in 1968 
as a clarinetist and became assistant solo clarinet in 
1970. He was appointed Assistant Director in 1979 
and during that tenure he supervised the Marine 
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Band’s chamber music series at the Library of Con-
gress and organized the Music in the Schools pro-
gram, designed to introduce local elementary school 
students to Marine Band chamber music ensembles. 
The Marine Band’s current audition system was 
implemented by Colonel Foley as well during this 
time. In 1996 he was appointed Director and in 1999 
promoted to the rank of colonel by President Bill 
Clinton, marking the first Oval Office promotion 
ceremony in the Marine Band’s history. Following 
his retirement from “The President’s Own” he joined 
the faculty of the University of Maryland’s School of 
Music in College Park where he taught conducting 
and conducted the University of Maryland Wind 
Ensemble from 2005 to 2009. 

While attending high school Colonel Foley stud-
ied in Philadelphia with Anthony Gigliotti, principal 
clarinetist of the Philadelphia Orchestra. He attend-
ed the Oberlin Conservatory of Music while playing 
summer seasons with the American Wind Sympho-
ny in Pittsburgh. His other principal teachers were 
Harold Wright and Wayne Rapier of the Boston 
Symphony Orchestra and Inda Howland, ethno-
musicologist and renowned instructor of Dalcroze 
eurythmics.

Colonel Foley has conducted many of our na-
tion’s leading professional wind and brass ensem-
bles, including the Washington Symphonic Brass, 
members of the Empire Brass and American Brass 
Quintets, The Great American Main Street Band, 
and National Brass Band as well as student ensem-
bles of the Eastman School of Music, Northwestern 
University, University of Illinois, Michigan State 
University, and Indiana State University.

During his tenure with the Marine Band he was 
also a frequent guest conductor of the Royal North-
ern College of Music Wind Ensemble in Manchester, 
England. He has served on the board of directors of 
the Goldman Band, the World Association of Sym-
phonic Bands and Ensembles, and the John Philip 
Sousa Foundation. 

Symphony after Hafiz (2016)
Donald Grantham (b. 1947)
world première

American composer Donald Grantham’s music has 
been praised for its “elegance, sensitivity, lucidity of 
thought, clarity of expression, and fine lyricism” in 
a citation awarded by the American Academy and 
Institute of Arts and Letters. He is the recipient of 
numerous awards and prizes in composition, includ-

ing the Prix Lili Boulanger, the Nissim/ASCAP Or-
chestral Composition Prize, First Prize in the Con-
cordia Chamber Symphony’s Awards to American 
Composers, a Guggenheim Fellowship, three grants 
from the National Endowment for the Arts, and first 
prize in the National Opera Association’s Compo-
sition Competition. His wind ensemble music has 
been recognized with three first prize awards in the 
NBA/William D. Revelli Composition Competition 
and two first prize awards in the ABA Ostwald Band 
Composition Contest. In recent years his works have 
been performed by the orchestras of Cleveland, Dal-
las, Atlanta, and the American Composers Orches-
tra among many others, and he has fulfilled commis-
sions in media from solo instruments to opera. His 
music is published by Piquant Press, Peer-Southern, 
Warner Bros., G. Schirmer, and E. C. Schirmer, and 
he coauthored The Techniques of Orchestration with 
Kent Kennan, published by Prentice Hall. Grantham 
resides in Austin, Texas, and is the Frank C. Erwin, 
Jr. Centennial professor of music at the University of 
Texas at Austin. 

Symphony after Hafiz was commissioned to cel-
ebrate the seventieth anniversary of The Midwest 
Clinic and in honor of Richard Crain, President of 
The Midwest Clinic. Of his new work for wind en-
semble, the composer writes:

The three movements of my Symphony after 
Hafiz are inspired by three of the poet’s poems. 
Daniel Ladinsky, the translator whose render-
ings of Hafiz were my point of reference, pro-
vides the following brief introduction to the life 
and work of Hafiz:

Hafiz (1320–89) … is the most beloved poet 
of Persians. He was born and lived in Shiraz, 
a beautiful garden city, where he became a fa-
mous spiritual teacher. His Divan (collected 
poems) is a classic in the literature of Sufism 
and mystical verse. The work of Hafiz became 
known to the West largely through the pas-
sion of Goethe. His enthusiasm deeply affected 
Ralph Waldo Emerson, who then translated 
Hafiz in the nineteenth century. Emerson said 
of Hafiz, ‘Hafiz is a poet for poets,’ and Goethe 
remarked, ‘Hafiz has no peer.’ Hafiz’s poems 
were also admired by such diverse notables 
as Nietzsche and Arthur Conan Doyle, whose 
wonderful character Sherlock Holmes quotes 
Hafiz; Garcia Lorca praised him, the famous 
composer Johannes Brahms was so touched 
by his verse he put several lines into composi-
tions, and even Queen Victoria was said to have 
consulted the works of Hafiz in times of need. 
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The range of Hafiz’s verse is indeed stunning. 
He says, ‘I am a hole in a flute that the Christ’s 
breath moves through—listen to this music.” 

And the music of Hafiz’s poetry is indeed 
very wide-ranging. Frequent themes are both 
spiritual and carnal love, song, dance, stunted 
religiosity, and an all-embracing mystical pan-
theism. Below are the three poems I have cho-
sen to represent.

1. Listen to this Music
I am a hole in a flute that the Christ’s breath
moves through—listen to this music.
 
I am the concert from the movement of every
creature singing in myriad chords.
 
And every dancer, their foot I know and lift.
And every brush and hand, well, that is me
also who caresses any canvas or cheek.
 
How did I become all these things, and beyond
all things?
 
It was my destiny, as it is yours. My songs are
about our glorious journey.
 
We are a hole in a flute, a moment in space, that
the Christ’s body can move through and sway
 
all forms—in an exquisite dance—as the wind 
in a forest.

2. Greeting God
I hear
The nightingale greeting
God.

I hear 
The rain speaking to the roof
Of my heart.

Like a winter blanket of snow gently
Tucking in the earth

I let a great yearning within my ken
Lay down next 
To Him

I hear
A sorrowful lover being true
No matter what, even if the Beloved seems
Cruel

Tonight
There is a jeweled falcon singing in a
Blessed pain using the tongue
Of

Hafiz.

3. I Hold the Lion’s Paw
I hold the Lion’s Paw
Whenever I dance.

I know the ecstasy of the falcon’s wings
When they make love against the sky.

And the sun and moon 
Sometimes argue over 
Who will tuck me in at night.

If you think I am having more fun
Than anyone on this planet
You are absolutely correct.

But Hafiz
Is willing to share all his secrets
About how to befriend God.

Indeed, dear ones,
Hafiz is so very willing
To share all his secrets
About how to know the
Beautiful 
One.

I hold the Lion’s Paw whenever I dance.

Fantasia and Fugue in C minor, BWV 537
Johann Sebastian Bach (1685–1750)
arranged by Edward Elgar
transcribed by Captain Ryan J. Nowlin*

The many great organ works of Johann Sebastian 
Bach have been transcribed for countless instrumen-
tal ensembles in the two and a half centuries since his 
death. The legendary conductor Leopold Stokowski 
brought this practice to perhaps its zenith with his 
many powerful adaptations of Bach’s keyboard work 
for full symphony orchestra. The most famous of 
these is his transcription of Bach’s Toccata and Fugue 
in D minor, which was featured in the classic 1940 
Disney film Fantasia and has since become ubiqui-
tous in both the classical repertoire and in many dif-
ferent streams of popular culture worldwide. Some 
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of the transcriptions made of Bach’s works by other 
composers and conductors have sought to evoke the 
sonorities of the organ utilizing the combined forces 
of a large symphonic ensemble (such as the setting 
of the Toccata and Fugue arranged for the Marine 
Band by Captain Ryan Nowlin in 2012) while others 
seek to re-imagine the notes by employing the fullest 
range of colors available through the instruments of 
the ensemble. Stokowski’s approach was decidedly in 
the latter category, as was that of British luminary 
Edward Elgar when he set upon transcribing Bach’s 
Fantasia and Fugue in C minor for orchestra in 1922. 

During his lifetime, Bach was not regarded as 
highly for his compositions as he was for his un-
matched skill as an organist. He was an astounding 
improviser and a widely respected interpreter of the 
great works of the era. His own secular organ works 
are now counted among the best ever composed for 
the instrument, and he often performed his own 
music at the keyboard. Bach likely composed the 
Fantasia and Fugue in C minor during one of his two 
tenures as organist in the small town of Weimar in 
what is now present-day Germany. Bach first arrived 
there in 1709 at the behest of Duke Wilhelm Ernst 
and quickly impressed both the Duke and the resi-
dents of the town with his prodigious skills as an or-
ganist. The encouragement he received to showcase 
his abilities as a performer led to the composition 
of many of his most substantial works for organ, in-
cluding the Toccata and Fugue in D minor. The com-
position of the Fantasia and Fugue possibly came to-
ward the end of Bach’s tenure in Weimar, but recent 
scholarship also leaves open the possibility that it 
was composed a bit later, in 1723, around the time 
of his completion of the famous keyboard cycle The 
Well-Tempered Klavier. Approximately two hundred 
years later in England, some of Bach’s compositions 
for organ would be reimagined for orchestra.

As a young composer, Edward Elgar made many 
transcriptions for various ensembles of the music of 
the master composers with which he was well-ac-
quainted, including Bach, Beethoven, Handel, Mo-
zart and many others. These arrangements, usually 
abridged, were created for specific occasions and 
concerts given by friends and colleagues and helped 
his own maturation as a composer. He eventually 
turned all of his energies to the composition of his 
own original works, but kept many of his sketch-
books of these settings. When his wife died in 1920, 
Elgar’s inspiration began to dry up, and he once 
again returned to his sketchbooks and arranging 
the music of other composers. That same year, Elgar 
met with German composer Richard Strauss to talk 
about working to heal the international rift caused 

by the First World War. The two composers had 
been casual friends for many years, and discussed an 
idea to collaborate on a new transcription of Bach’s 
Fantasia and Fugue in C minor for orchestra; Strauss 
would set the Fantasia and Elgar the Fugue. Elgar 
completed his portion the following year, but Strauss 
did not follow through with his part of the project. 
Rather than discard his work, Elgar completed the 
Fantasia himself, and the new arrangement was 
premièred with great fanfare in 1922 at the Three 
Choirs Festival in Gloucester.

Elgar’s treatment of Bach’s work was decidedly 
a contemporary approach, as he described in a let-
ter to his friend and organist Ivor Atkins dated June 
5, 1921, “I have orchestrated a Bach fugue in mod-
ern way–largish orchestra–you may not approve…. 
Many [arrangements] have been made of Bach on 
the ‘pretty’ scale & I wanted to show how gorgeous 
& great & brilliant he would have made himself 
sound if he had had our means.” The Marine Band’s 
Assistant Director Captain Nowlin has taken Elgar’s 
colorful and dramatic treatment for orchestra as the 
starting point for this arrangement for band, crafted 
specifically for “The President’s Own.” 

Galop from Geneviève de Brabant
Jacques Offenbach (1819–80)
edited by Col. John R. Bourgeois*
Col. John R. Bourgeois, USMC, (ret.), conducting

German-born French composer and impresario 
Jacques Offenbach made his name as the creator of 
nearly 100 operettas. Although today he is consid-
ered a master of the comic opera, he could not find 
lasting favor with the management of the famous 
Opera Comique in Paris. In 1855 he opened a small 
theater of his own along the Champs-Elysées that he 
called the Théâtre des Bouffes Parisiens. The room 
barely seated 300 people, but his timing was impec-
cable, as the opening of the theater coincided with 
the Paris Exposition of that year when thousands of 
international visitors flocked to the city. Offenbach 
composed a series of rapidly-produced works in-
cluding his first full-length operetta, Orphee aux en-
fers (Orpheus in the Underworld), which continues to 
be one of his most often performed. The breakneck 
process of keeping the productions fresh and audi-
ences entertained necessitated efficient writing; the 
works often featured formulaic but provocative plot 
elements including military satire and risqué humor, 
as well as the obligatory inclusion of popular dance 
numbers like the waltz, can-can, polka, and galop.

The year following the tremendous success of 
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Orpheus in the Underworld, Offenbach’s Geneviève 
de Brabant was first staged at the Théâtre des Bouffes 
Parisiens in 1859, but received only a luke-warm re-
ception. In 1867, Offenbach once more used this title 
to produce a new version of the work, now expanded 
to three acts with an updated libretto and new music. 
This time the production was a hit, due in part to 
the addition of two military characters that appear 
at a key moment during the second act and sing a 
comic duet. The lively galop became well-known in 
its own right both throughout France and beyond, 
and the melody embedded in the middle of the duet 
is believed to be the musical source of the oldest U.S. 
service song, The Marines’ Hymn.

Col. John R. Bourgeois, USMC (ret.)
25th Director, U.S. Marine Band (1979–96)

Director Emeritus Colonel John R. Bourgeois, USMC 
(ret.), was the 25th Director of “The President’s Own” 
United States Marine Band. His acclaimed career 
spanned nine presidential administrations, from 
Presidents Dwight D. Eisenhower to Bill Clinton.

Bourgeois is a graduate of Loyola University in 
New Orleans. He joined the Marine Corps in 1956 
and entered “The President’s Own” as a French hor-
nist and arranger in 1958. Named Director of the 
Marine Band in 1979, Bourgeois was promoted to 
colonel in June 1983. He retired from active duty July 
11, 1996.

As Director of “The President’s Own,” Bourgeois 
was music adviser to the White House. He selected 
the musical program and directed the band on its 
traditional place of honor at the U.S. Capitol for four 
Presidential Inaugurations, a Marine Band tradition 
dating to 1801. He regularly conducted the Marine 
Band and the Marine Chamber Orchestra at the 
White House, appearing there more frequently than 

any other musician in the nation.
Under Bourgeois’ leadership the Marine Band 

presented its first overseas performances in histo-
ry, traveling to the Netherlands in 1985 where “The 
President’s Own” performed with the Marine Band 
of the Royal Netherlands Navy. In February 1990, 
Bourgeois led the Marine Band on an historic 18-day 
concert tour of the former Soviet Union as part of 
the first U.S.-U.S.S.R. Armed Forces band exchange. 
He also directed the Marine Band on 16 nationwide 
tours, bringing the music of “The President’s Own” to 
the American people.

Bourgeois is past president of the American 
Bandmasters Association, chairman of the board 
and past president of the National Band Association, 
president of the John Philip Sousa Foundation, and 
the American vice president of the International Mil-
itary Music Society. He has served on the boards of 
directors for the World Association for Symphonic 
Bands and Ensembles and the Association of Concert 
Bands. As Director of the Marine Band, Bourgeois 
was Music Director of Washington, D.C.’s prestigious 
Gridiron Club. He is a member of the Military Or-
der of the Carabao, the Alfalfa Club, and the College 
Band Directors National Association.

Among the many honors and awards Bourgeois 
has received are the 1986 Phi Beta Mu Outstanding 
Bandmaster Award and the 1987 Kappa Kappa Psi 
Distinguished Service to Music Award for “contri-
butions to the growth and development of modern 
college and university bands.” In 1993, he was award-
ed The Midwest Clinic’s Medal of Honor. Bourgeois 
was elected to the Academy of Wind and Percussion 
Artists of the National Band Association in 1988 and 
received the 1991 Phi Mu Alpha Sinfonia National 
Citation “for service and dedication to music and 
country.”

Bourgeois conducted his final concert as Di-
rector of “The President’s Own,” July 11, 1996 (the 
band’s 198th birthday), at DAR Constitution Hall 
in Washington, D.C. More than 3,500 people, in-
cluding prominent musicians and government dig-
nitaries, attended the gala event. Former Presidents 
Clinton, George H. W. Bush, and Jimmy Carter, as 
well as former First Lady Nancy Reagan sent letters 
of gratitude and praise that were read at the concert. 
Secretary of the Navy John H. Dalton hailed Bour-
geois as “a national treasure” and presented him 
with the Distinguished Service Medal from Presi-
dent Clinton. Marine Corps Commandant General 
Charles C. Krulak compared Bourgeois to the band’s 
17th Director, John Philip Sousa, saying, “Our Corps 
has not only had John Philip Sousa, we have now had 
a John Bourgeois. His legacy will never be forgotten 
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by the Marine Corps or our nation.” The change of 
command received national attention, being covered 
by CNN, ABC, CBS, The New York Times, The Wall 
Street Journal, and The Washington Post. ABC’s Pe-
ter Jennings selected Bourgeois as the Evening News 
“Person of the Week.”

After the change of command concert, The 
Washington Post’s chief music critic wrote, “Bour-
geois leaves his ensemble in terrific shape; indeed, 
it would be hard to imagine any band playing with 
greater vigor, precision, and timbral variety ... Wash-
ington is very generous with its standing ovations. 
But Bourgeois deserved each and every one he re-
ceived last night.”

Since retiring from the Marine Band, Bourgeois 
has been actively involved in music as a guest con-
ductor, has published new editions of classic band 
compositions, and is a visiting professor in a chair 
endowed in his name at Loyola University in New 
Orleans.

Fanfare, “For ‘The President’s Own’” (2013)
John Williams (b. 1932)
Col. Michael J. Colburn, USMC (ret.), conducting

On February 8, 1932, just one month shy of the 
death of John Philip Sousa, John Towner Williams 
was born in Queens, New York. The son of a jazz 
drummer, Williams studied piano and composition 
at the University of California at Los Angeles and 
The Juilliard School in New York City. By the time 
he was in his late twenties, Williams was an active 
jazz and studio pianist and began composing music 
for television and films. In 1974 he met an ambitious 
young director named Steven Spielberg, and the 
two forged a friendship that would prove to be one 

of the most successful partnerships in the history 
of filmmaking. That year, the pair worked together 
on a film called Sugarland Express starring Goldie 
Hawn and a year later teamed up again for Jaws. It 
wasn’t long before Williams’ music garnered inter-
national attention unlike any American composer 
since Sousa. Williams has written the music to some 
of the most popular and enduring films of the last 
half century and dozens of his memorable themes 
have reached iconic status worldwide. He also ranks 
among the most honored film composers of all time, 
with a total of five Academy Awards, four Golden 
Globes, and twenty-two Grammy Awards. He has 
been nominated for a total of twenty-one Golden 
Globes and sixty Grammys, and his forty-five Oscar 
nominations are the most ever achieved by a living 
person. Earlier this year, Williams was honored with 
a Lifetime Achievement Award by the American 
Film Institute, the very first composer to ever receive 
the honor.

Throughout his unprecedented career as a film 
composer, Williams has also regularly composed 
music for the concert hall. Many of these works 
have been concerti written for artists that are often 
close friends, or pieces for specific ensembles that 
are valued collaborators with the composer. Having 
conducted the United States Marine Band for their 
205th and 210th anniversary concerts, Maestro Wil-
liams wrote “For ‘The President’s Own’” in 2013 in 
celebration of the ensemble’s 215th anniversary. In-
spired by the virtuosic performance abilities of the 
members of the Marine Band, Williams’ spirited 
fanfare weaves together brilliant motives for each 
section of the band, each with their own gripping 
kinetic energy and infused with the composer’s in-
imitable musical voice. 
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Col. Michael J. Colburn, USMC (ret.)
27th Director, U.S. Marine Band (2004–14)

Colonel Michael Colburn joined the faculty of Butler 
University as director of bands in August 2014. In ad-
dition to conducting the Butler University Wind En-
semble, he offers instruction in conducting, euphoni-
um, and the history and literature of the wind band. 
Before coming to Butler, Colonel Colburn served for 
twenty-seven years in “The President’s Own” United 
States Marine Band, where he held a variety of po-
sitions including principal euphonium (1991-1996), 
Assistant Director (1996-2004), and Director (2004-
2014). As Director, he was music adviser to the White 
House and regularly conducted the Marine Band and 
Chamber Orchestra at the Executive Mansion and 
at Presidential Inaugurations. He was promoted to 
colonel by President George W. Bush in a private 
Oval Office ceremony in 2007, and in 2014 he was 
awarded the Distinguished Service Medal by General 
James Amos, Commandant of the Marine Corps, and 
the Medal of Honor by The Midwest Clinic board of 
directors.

Colonel Colburn is an active guest conductor and 
clinician. He regularly conducts bands at numerous 
state and regional festivals and has guest conduct-
ed several professional and university bands and 
wind ensembles. Committed to the commissioning 
of new music, Colburn serves as the co-chair of the 
Sousa-ABA-Ostwald Award, a prize sponsored by 
the American Bandmasters Association in order to 
promote new works for wind band. He has served 
as an adjudicator for the Sudler Award, the Barlow 
Endowment, Music for All, and the Colonel George 
S. Howard award for excellence in military bands. 
Colonel Colburn is a member of Washington D.C.’s 
prestigious Gridiron and Alfalfa Clubs, the Ameri-
can Bandmasters Association, and a board member 
of the John Philip Sousa Foundation and National 
Band Association.

Trumpet Concerto (1996)
John Williams (b. 1932)
transcribed by Paul Lavender
Thomas Hooten, trumpet soloist*

John Williams’ affection for the trumpet is plainly 
evident in the music found in many of his most be-
loved film scores and concert works. From the fan-
fares in the unforgettable themes from Superman, 
Star Wars, and Indiana Jones and the Raiders of the 
Lost Ark to the moving trumpet solos in the scores 
to Born on the Fourth of July and Lincoln, Williams 
has explored every facet of the heroic and lyrical ca-
pabilities of the instrument, and it has served as a 
messenger for some of his most memorable music. 
In addition to his incredibly prolific work for film, 
Williams has continued to compose for the concert 
hall and has completed major concertos for near-
ly every instrument of the orchestra. His Trumpet 
Concerto was written in 1996 for the Cleveland Or-
chestra and its principal trumpet Michael Sachs. The 
work was premièred by Sachs and the Cleveland Or-
chestra on September 26, 1996, under the direction 
of then-Music Director Christoph von Dohnanyi. 
The debut of this significant addition to the trumpet 
repertoire garnered praise from the local press, with 
Donald Rosenberg of the Cleveland Plain Dealer 
noting the concerto’s “dignified personality, soloistic 
variety and orchestral color.” 

The form of the concerto is somewhat tradition-
al and reflects the European classical structure of 
three movements—fast, slow, fast—and alternating 
solo and tutti sections, including a solo cadenza at 
the end of the first movement. However, the texture 
of the work is entirely contemporary, blending the 
unique elements of Williams’ popular musical lan-
guage with a sophisticated symphonic tapestry. One 
of the composer’s goals was to invite the trumpet not 
just to make declamatory and dramatic statements 
(which are certainly present), but also ample oppor-
tunities to “sing.” Though each movement contains 
lyrical elements, the movements are written in dif-
ferent styles meant to demonstrate the diverse quali-
ties of the solo instrument. The work also endeavors 
to create substantive moments for the rest of the en-
semble, which sets up an exciting dialogue between 
the soloist and the other musicians. The concerto’s 
opening movement is largely characterized by the 
traditional or ceremonial role of the trumpet. Bright 
fanfares sound out between the solo and ensemble 
in moments that Williams once described as “typical 
heralding, flag-waving” gestures. The development 
continues, alternating between these brassy decla-

John Williams conducting the Marine Band in 2008 *Member, U.S. Marine Band
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rations and lyrical episodes before the solo trumpet 
enters an extended cadenza. At the end of the caden-
za, the trumpets within the ensemble join the soloist 
for a musical chase sequence, with each player trying 
to outdo the others before the soloist prevails and 
brings the movement to a conclusion with one final, 
brilliant flourish. 

The original ending to the first movement of the 
concerto subsides and quietly segues into the second 
movement. Mr. Williams has composed a new coda 
for the first movement specifically for this concert 
by Mr. Hooten and the U.S. Marine Band. Today’s 
performance represents the world première of this 
new music, which will stand as an alternative ending 
for future performances of the first movement alone. 

Thomas Hooten
Guest trumpet soloist

Thomas Hooten is Principal Trumpet of the Los 
Angeles Philharmonic Orchestra. He can be heard 
on numerous Los Angeles Philharmonic record-
ings, including Mahler’s Ninth Symphony and Lu-
toslawski’s Symphony No. 1. He has also recorded 
Scriabin’s Poem of Ecstasy and Gandolfi’s Garden of 
Cosmic Speculation with the Atlanta Symphony. Of 
the Los Angeles Philharmonic’s recent performance 
of Mahler’s Fifth Symphony, Los Angeles Times crit-
ic Mark Swed wrote, “The symphony begins with a 
terrifying trumpet solo. Thomas Hooten nailed it.”

Prior to joining the Los Angeles Philharmonic, 
Hooten served as Principal Trumpet in the Atlanta 
Symphony from 2006-2012, where he was awarded 
the first ever Mabel Dorn Reeder Honorary Chair, a 
$10,000 merit-based award for “excellence in musi-
cal artistry, leadership, collegiality and community 
engagement.” He released Trumpet Call, his first solo 
album, in 2011.

Hooten has appeared as a soloist with the At-
lanta Symphony Orchestra, the Saint Paul Cham-
ber Orchestra, the United States Air Force Band, 
Keystone Winds, and the Richmond Symphony 
Orchestra. As an orchestral and chamber musician, 
he has performed with such ensembles as the Na-
tional Symphony Orchestra, Harrisburg Symphony, 
Washington Symphonic Brass, Arlington Symphony, 
and the Baltimore Symphony. He has given master 
classes and recitals at Juilliard, Northwestern Uni-
versity, Indiana University, Mannes School of Mu-
sic, San Francisco Conservatory, the Universities 
of Kentucky and Illinois, and many other locations 
throughout the United States. Hooten has appeared 
as a guest principal with the Saint Louis Symphony, 

at the Grand Teton Music Festival, and with the Los 
Angeles Philharmonic.

Hooten began his career in 2000 with a trum-
pet/cornet position in “The President’s Own” United 
States Marine Band in Washington, D.C., where he 
was often a featured soloist. While with the Marine 
Band, Hooten won the 2nd trumpet audition with 
the Richmond (VA) Symphony, where he contin-
ued to perform through 2004. He went on to join 
the Indianapolis Symphony as Assistant Principal 
Trumpet for two years, and subsequently won the 
Principal Trumpet auditions for both the Houston 
and Atlanta Symphonies.

Hooten has served on the faculty for The Aspen 
Music Festival, acting as a guest artist and teacher. 
While in Atlanta, he shared a studio with his wife 
Jennifer Marotta at Kennesaw State University, 
where they provided lessons, master classes, and 
performance coachings to a diverse range of pro-
fessional and student musicians. A native of Tam-
pa, Florida, he earned his bachelor of music degree 
from the University of South Florida and his Master 
of Music degree from Rice University. His primary 
trumpet teachers have included Armando Ghitalla, 
John Hagstrom, and Don Owen.

Symphony No. 2, Voices (2016)
James Stephenson (b. 1969)
world première

James Stephenson has quickly emerged as one of 
the most sought-after composers working today. 
Leading American orchestras, wind ensembles, and 
instrumentalists around the world have performed 
the “straightforward, unabashedly beautiful sounds,” 

Thomas Hooten
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(Boston Herald) found in his music, and he has been 
engaged by numerous major ensembles and prom-
inent soloists in recent years. His extensive catalog 
for band, orchestra, and chamber ensembles in-
cludes concertos and sonatas for nearly every in-
strument, earning him the moniker “The Concerto 
King” from Chicago Symphony clarinetist John Yeh. 
Stephenson recently composed two new violin con-
certos, one for the Minnesota Orchestra and soloist 
Jennifer Frautschi and a second for the Rhode Is-
land Philharmonic and soloist Alex Kerr. Upcoming 
projects also include two new bass trombone con-
certos: one that will receive its première from the 
St. Louis Symphony conducted by David Robertson 
in the 2017-18 season, and another at the request 
of Charles Vernon, bass trombonist of the Chicago 
Symphony, which will be premièred by the orches-
tra during the 2018-19 season under the direction of 
Riccardo Muti. Other upcoming premières include 
works for the Minnesota Orchestra and the Montre-
al Symphony, and a cantata for the McGill Chamber 
Orchestra. Additionally, he has been recently been 
commissioned by thirty bands to commemorate the 
Lutheran 500th anniversary with a new work to be 
debuted in the fall of 2017.

Stephenson’s landmark work for young audienc-
es titled Compose Yourself! has been performed more 
than 300 times since its creation in 2002, engaging 
children as far away as New Zealand, as well as in 
Canada and across the U.S. His music is represent-
ed on more than thirty recordings, and he is also a 
highly sought-after arranger, educator, and conduc-
tor. His arrangements have been performed, record-
ed, and broadcast by virtually every major orchestra 
in the country, including the Boston Pops, Cincin-
nati Pops, and New York Pops. Stephenson has also 
served as composer-in-residence with the Lake For-
est Symphony in Illinois for six years and regularly 
conducts the orchestra.

While Stephenson and his wife Sally originally 
hail from the Chicago area, the pair moved to Florida 
in 1991 where he served as a trumpet player with the 
Naples Philharmonic for seventeen seasons. After 
concurrently pursuing composition projects along-
side his numerous playing and conducting engage-
ments, Stephenson and his family returned home to 
Chicago in 2007 to focus on composing in earnest. 
His relationship with “The President’s Own” began 
in 2011 when the ensemble premièred his multi-
oboe concerto Duels and Dances at the American 
Bandmasters Association (ABA) convention with 
soloist Alex Klein of the Chicago Symphony. Since 
that time, the Marine Band has performed five of 
Stephenson’s works in as many years and is honored 

to present the world première of one of his most sub-
stantial contributions to the wind band repertoire to 
date, his Symphony No. 2.

The inspiration for the new symphony for wind 
ensemble is detailed by the composer: 

Recently, I was awaiting an international flight 
when I heard the distinct sound of laughter 
coming from behind me. Because I could not 
see the people laughing, it occurred to me that 
it was a universal language of happiness; one 
which cannot evoke any judgment based on ra-
cial, religious, gender, social, or any other type 
of prejudice. I decided to not turn around, but 
rather to enjoy the laughter for what it was. It 
was this decidedly delightful sound of the hu-
man voice that inspired my Symphony No. 2 for 
wind ensemble.

Voices. They come in so many forms; some 
high, some low; extremely loud or extremely 
soft. Some are menacing, or angelic. A voice is 
completely unique to each individual, and in-
stantly recognizable to a close friend or relative. 
As a verb, it is used to express or vocalize an 
opinion. Used together, voices can express op-
position, or unification. It occurred to me that 
all of these and more can be represented within 
the scope of a wind ensemble. This symphony is 
an exploration of as many voices as I could for-
malize, resulting in a kind of concerto for wind 
ensemble. The culmination of the symphony is 
one of a unified voice, bringing together all of 
the different “cultures” and “individual voices” 
of the wind ensemble to express an amassed vi-
sion of hope and love; a vision I believe to be 
shared throughout all the world, yet disrupted 
continually by misguided and empowered in-
dividuals. I could think of no better messenger 
for such a work than the “The President’s Own” 
United States Marine Band, the commission-
ers of the work, who not only stand among the 
best musicians of the world, but also represent 
a country based on the principles of all-inclu-
siveness and celebrated diversity. It is because 
of this that no text is used for the mezzo-so-
prano voice heard in this symphony. Instead, 
the singing voice is another instrument in the 
ensemble, joining in, or emerging from, the 
surrounding textures.

I would like to personally thank Lieutenant 
Colonel Jason K. Fettig for his invitation to 
compose such a significant work, and also the 
members of the band—many of whom I’m 
honored to call friends—for their remarkable 
musical gifts and dedication to our country.
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The 17th Marine Band Director John Philip Sousa earned his 
famous moniker by perfecting the form and performance 

of the American march. But how are Sousa’s miniature master-
pieces actually put together and what are the elements of perfor-
mance that make his marches so special? Most of the featured 
selections are drawn from the Marine Band’s ongoing recording 
project, “The Complete Marches of John Philip Sousa.” Material 
is available free online and you are encouraged to use your lap-
tops, tablets, or smartphones to view the edited full scores and 
follow along during the clinic. 

PERFORMED MARCHES TO BE SELECTED FROM THE FOLLOWING:

The Stars and Stripes Forever  |  With Steady Step  |  Semper Fidelis  |  President Garfield’s 
Inauguration  |  Mother Hubbard March  |  On Parade  |  Manhattan Beach  |  Right—Left  |  The Loyal 
Legion  |  The Washington Post  |  Corcoran Cadets  |  The Liberty Bell  |  El Capitan  |  The Gladiator

Patrick Warfield is a specialist in American musical culture. His 
current research focuses on music in Washington, D.C. during the 
late nineteenth and early twentieth centuries, with a special inter-
est in the American wind band tradition. Dr. Warfield has presented 
at conferences and meetings of the American Musicological Society, 
the Society for American Music, the Gesellschaft zur Erforschung und 
Förderung der Blasmusik, and the Nineteenth-Century Studies Associa-
tion. He has delivered keynote addresses at the North American British 
Music Studies Association and the Frederick Loewe Symposium on American Music, and has served as 
a speaker at the International Conference on Nineteenth-Century Music and the annual American Band 
History Conference. His publications have appeared in The Journal of the American Musicological Society, 
American Music, The Journal of the Society for American Music, and Nineteenth-Century Music Review. He 
recently completed the edition Six Marches by John Philip Sousa for the series Music of the United States 
of America and a biography of Sousa, entitled Making the March King, published by the University of Illinois 
Press. Dr. Warfield was a founding member of the editorial board of The Journal of Music History Pedagogy, 
and is especially interested in the teaching of American popular music, including rock, jazz, and the blues. 
He is also active as a public musicologist, delivering programs for the Music Center at Strathmore, the 
Washington National Opera, and the Smithsonian. In addition to his position in the School of Music, Dr. War-
field is an affiliate faculty member in the departments of American Studies and African American Studies.

MAKING THE MARCH KING:
THE SOUSA MARCH IN FORM, STYLE, AND PERFORMANCE

8:30 AM  |  THURSDAY, DEC. 15

Skyline Ballroom W375AB

Lieutenant Colonel Jason K. Fettig and 
Dr. Patrick Warfield, Associate Professor of Musicology,  

University of Maryland, College Park, clinicians

Scan this QR code, or visit  
bit.ly/CompleteMarchesSousa1  

to view the edited scores.
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Established by an Act of Congress in 1798, the 
United States Marine Band is America’s oldest 

continuously active professional musical organiza-
tion. Its mission is unique—to provide music for the 
President of the United States and the Commandant 
of the Marine Corps.

President John Adams invited the Marine Band 
to make its White House debut on New Year’s Day, 
1801, in the then-unfinished Executive Mansion. In 
March of that year, the band performed for Thomas 
Jefferson’s inauguration and is believed to have per-
formed for every presidential inaugural since. An 
accomplished musician himself, Jefferson is credited 
with giving the Marine Band its title, “The President’s 
Own.”

Whether performing for State Dinners or South 
Lawn arrivals, events of national significance, or re-
ceptions, Marine Band musicians appear at the White 
House an average of 200 times each year. Every fall, 
the Marine Band performs throughout a portion 
of the continental United States during its National 
Concert Tour, a tradition initiated in 1891 by “The 
March King” John Philip Sousa, who was the band’s 
legendary 17th Director from 1880-92.

While preserving its musical traditions, the Ma-
rine Band is equally committed to serving as a lead-
ing ensemble in the development of new repertoire 
for winds. In recent years, “The President’s Own” has 
commissioned David Rakowski’s Ten of a Kind (Sym-
phony No. 2), “Scamp” by Pulitzer Prize-winning 
composer Melinda Wagner, and Flourishes and Medi-
tations on a Renaissance Theme by Michael Gandolfi. 
Additionally, the band has premièred works by com-
posers such as Scott Lindroth, James Stephenson, 
Gerard Schwarz, Jacob Bancks, Laurence Bitensky, 
and Narong Prangcharoen. “The President’s Own” 
also continues to attract prominent guest conductors 
to its podium including Osmo Vänskä, Leonard Slat-
kin, José Serebrier, Gerard Schwarz, Giancarlo Guer-
rero, and John Williams. During its bicentennial year 
in 1998, the Marine Band was the very first ensemble 
inducted into the Classical Music Hall of Fame in 
Cincinnati.

Now well into its third century of bringing music 
to the White House and to the American public, “The 
President’s Own” continues to affirm that the arts are 
an invaluable bridge between people.

U.S. MARINE BAND HISTORY
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Jason K. Fettig .  .  .  .  .  .  .  .  .  .  .  July 12, 2014 to present

Michael J. Colburn . . . . . . . . July 17, 2004 to July 12, 2014

Timothy W. Foley . . . . . . . . . July 11, 1996 to July 17, 2004

John R. Bourgeois . . . . . . . . . May 31, 1979 to July 11, 1996

Jack T. Kline . . . . . . . . . . . . November 1, 1974 to May 31, 1979

Dale L. Harpham.  .  .  .  .  .  .  .  .  .  April 28, 1972 to October 31, 1974

Albert F. Schoepper .  .  .  .  .  .  .  .  May 1, 1955 to April 28, 1972

William F. Santelmann . . . . . . April 3, 1940 to April 30, 1955

Taylor Branson  . . . . . . . . . . May 2, 1927 to April 1, 1940

William H. Santelmann .  .  .  .  .  .  March 3, 1898 to May 1, 1927

Francesco Fanciulli .  .  .  .  .  .  .  .  November 1, 1892 to October 31, 1897

John Philip Sousa . . . . . . . . . October 1, 1880 to July 30, 1892

Louis Schneider .  .  .  .  .  .  .  .  .  .  September 2, 1873 to October 1, 1880

Henry Fries  . . . . . . . . . . . . December 14, 1871 to August 27, 1873

Francis Scala . . . . . . . . . . . September 9, 1855 to December 13, 1871

Raphael R. Triay .  .  .  .  .  .  .  .  .  .  July 8, 1848 to September 9, 1855

Antonio Pons  . . . . . . . . . . . October 26, 1846 to July 7, 1848

Joseph Lucchesi.  .  .  .  .  .  .  .  .  .  May 1, 1844 to July 31, 1846

Antonio Pons  . . . . . . . . . . . May 22, 1843 to May 1, 1844

Raphael R. Triay .  .  .  .  .  .  .  .  .  .  December 10, 1836 to May 22, 1843

Francis Schenig .  .  .  .  .  .  .  .  .  .  February 26, 1835 to December 9, 1836

Joseph Cuvillier .  .  .  .  .  .  .  .  .  .  June 16, 1829 to February 25, 1835

John B. Cuvillier .  .  .  .  .  .  .  .  .  .  September 3, 1827 to June 16, 1829

Venerando Pulizzi .  .  .  .  .  .  .  .  .  February 19, 1818 to September 3, 1827

John Powley .  .  .  .  .  .  .  .  .  .  .  .  April 10, 1817 to February 18, 1818

Venerando Pulizzi .  .  .  .  .  .  .  .  .  October 17, 1816 to April 9, 1817

Charles S. Ashworth  . . . . . . . November 24, 1804 to October 16, 1816

William Farr .  .  .  .  .  .  .  .  .  .  .  .  January 21, 1799 to November 22, 1804

U.S. MARINE BAND DIRECTORS

Francis Scala

Louis Schneider Michael J. Colburn

Jason K. Fettig

John Philip Sousa Timothy W. Foley

Francesco Fanciulli John R. Bourgeois

William H. Santelmann Jack T. Kline

Taylor Branson William F. Santelmann Albert F. Schoepper Dale L. Harpham
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DIRECTOR
LtCol Jason K. Fettig

Manchester, NH

ASSISTANT DIRECTOR/ 
EXECUTIVE OFFICER
Maj Michelle A. Rakers

Aviston, IL

ASSISTANT DIRECTOR
Capt Ryan J. Nowlin

Broadview Heights, OH

EXECUTIVE ASSISTANT TO THE 
DIRECTOR
LtCol John R. Barclay

Las Vegas, NV

OPERATIONS OFFICER
CWO4 Douglas R. Burian

Bowie, MD

DRUM MAJOR
MSgt Duane F. King

Jacksonville, FL

ASSISTANT DRUM MAJOR
GySgt Steven F. Williams

Lancaster, PA

PICCOLO
SSgt Courtney Morton

San Jose, CA

FLUTE
GySgt Ellen Dooley

Boca Raton, FL

*+MGySgt Betsy Hill
Shepherdstown, WV

*GySgt Elisabeth Plunk
Moline, IL

SSgt Kara Santos
Iowa City, IA

SSgt Heather Zenobia
Louisville, KY

OBOE
*+MSgt Leslye Barrett

Liberty, MO

*SSgt Trevor Mowry
Glen Ellyn, IL

OBOE/ENGLISH HORN
GySgt Joseph DeLuccio

Vernon, NJ

SSgt Tessa Vinson
Santa Monica, CA

E-FLAT CLARINET
MSgt Michelle Urzynicok

San Antonio, TX

B-FLAT CLARINET
GySgt William Bernier

Easthampton, MA

SSgt Alexander Bullard
Louisville, KY

SSgt Andrew Dees
Richardson, TX

SSgt Lucia Disano
St. Louis, MO

SSgt Parker Gaims
Los Angeles, CA

SSgt Zachary Gauvain
Evergreen, CO

MSgt Vicki Gotcher
Tyler, TX

SSgt Christopher Grant
Oakton, VA

MGySgt Deborah  
Hanson-Gerber

Golden Valley, MN

SSgt Meaghan Kawaller
Centreville, VA

SSgt Shannon Kiewitt
Sevierville, TN

GySgt Joseph LeBlanc
Honolulu, HI

MGySgt Elizabeth Matera
Bettendorf, IA

*SSgt Patrick Morgan
Maryville, TN

MGySgt John Mula
Monticello, IL

GySgt Harry Ong
Seattle, WA

MSgt Tracey Paddock
Alexandria, VA

SSgt Rachel Siegel
Manchester, MO

*+MGySgt Jeffrey Strouf
Laramie, WY

SSgt Jonathon Troy
Ann Arbor, MI

MSgt Frederick Vare
North Syracuse, NY

MGySgt Charles Willett
Alton, IL

BASSOON
GySgt Bernard Kolle

Paris, France

*+MSgt Christopher  
    McFarlane

Williamsville, NY

SSgt David Young
Clarksville, MD

SAXOPHONE
SSgt Jacob Chmara

St. Petersburg, FL

GySgt Otis Goodlett
Lexington, SC

GySgt David Jenkins
Williamstown, MA

*+MGySgt Steve Longoria
McAllen, TX

SSgt Rachel Perry
Otselic, NY

GySgt Gregory Ridlington
Spokane, WA

MSgt Miles Smith
St. Joseph, MO

GySgt Steven Temme
Phoenix, AZ

CORNET/TRUMPET
+MGySgt John  
  Abbracciamento

Valley Stream, NY 

SSgt Benjamin Albright
Wilson, NY

SSgt Anthony Bellino
Niskayuna, NY

SSgt Robert Bonner
Payne Springs, TX

*MGySgt Kurt Dupuis
Rochester, NH

SSgt Brandon Eubank
Tinley Park, IL

MSgt Christian Ferrari
Rome, NY

MSgt Scott Gearhart
Beaumont, TX 

MSgt David Haglund
Muskegon, MI 

*MGySgt Matthew Harding
North Dartmouth, MA

GySgt Amy McCabe
Bonfield, IL

SSgt James McClarty
Fort Worth, TX

MSgt Michael Mergen
Lebanon Township, NJ

MSgt Daniel Orban
Bowie, MD

MGySgt Susan Rider
Cedar Falls, IA

GySgt Robert Singer
Reston, VA

GySgt Brian Turnmire
Flintstone, GA

GySgt Michael Warnick
Cleveland, OH 

GySgt Brad Weil
Jasper, IN

FRENCH HORN
*+MGySgt Max Cripe

Garden City, KS

GySgt Hilary Harding
Princeton, KY

MGySgt Amy Horn
Fremont, OH

SSgt Timothy Huizenga
Lansing, IL

SSgt Brigette Knox
Albuquerque, NM

SSgt Cecilia Kozlowski
Sterling Heights, MI

GySgt Jennifer Paul
Algonquin, IL 

MSgt Mark Questad
West Orange, NJ

GySgt Douglas Quinzi
Las Cruces, NM

GySgt Greta Richard
White Bear Lake, MN

TROMBONE
GySgt Darren Bange

Reisterstown, MD 

U.S. MARINE BAND PERSONNEL
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*GySgt Samuel Barlow
Jackson, TN 

MGySgt Charles Casey
Baltimore, MD

+MGySgt Chris Clark
Commerce, TX

GySgt Timothy Dugan
Ocean City, NJ

GySgt Preston Hardage
Chesterfield, MO

SSgt Christopher Reaves
Colorado Springs, CO

BASS TROMBONE
SSgt Daniel Brady

Dallas, TX

MSgt Karl Johnson
Federal Way, WA

EUPHONIUM
SSgt Hiram Diaz

Miami, FL 

*+MSgt Mark Jenkins
Las Vegas, NV

GySgt Ryan McGeorge
San Diego, CA 

MSgt Matthew Summers
Palo Alto, CA

TUBA
SSgt Landres Bryant

West Palm Beach, FL  

*+MGySgt John Cradler
Lake Mills, WI

GySgt Frank Crawford
Cheboygan, MI

SSgt William Samson
Appleton, WI

MSgt Mark Thiele
Vienna, VA

GySgt Christopher Tiedeman
Tacoma, WA

SSgt Simon Wildman
Kingwood, WV

PERCUSSION
GySgt Jonathan Bisesi

Orchard Park, NY

SSgt David Constantine
Beaverton, OR 

*+MGySgt Mark Latimer
St. Louis, MO

GySgt Thomas Maloy
Clinton, NY

GySgt Michael Metzger
Lilburn, GA

MSgt David Murray
Shreveport, LA

SSgt Gerald Novak
Alamogordo, NM

GySgt Steven Owen
Eugene, OR

MSgt Glenn Paulson
Clinton, NY

MGySgt Christopher Rose
Atlanta, GA

MSgt Kenneth Wolin
Oak Park, MI

VIOLIN
GySgt Janet Bailey

McLean, VA 

SSgt Christopher Franke
Springfield, VA

*SSgt Karen Johnson
Gilbert, AZ

MSgt Regino Madrid
Panorama City, CA 

GySgt Erika Sato
Portland, OR 

SSgt Chaerim Smith
Houston, TX

SSgt Foster Wang
Douglaston, NY 

SSgt Sheng-Tsung Wang
Ellicott City, MD 

+MGySgt Peter Wilson
Morgantown, WV

VIOLA
SSgt Sarah Hart

St. Louis, MO

*MSgt Christopher Shieh
Upper Marlboro, MD

GySgt Tam Tran
Appleton, WI

CELLO
*MGySgt Marcio Botelho

Rochester, NY

SSgt Charlaine Prescott
Alexandria, VA

SSgt Caroline Bean Stute
Lakeland, FL

DOUBLE BASS
*+MGySgt Aaron Clay

Fairmont, WV 

MSgt Glenn Dewey
Duluth, MN

GySgt Eric Sabo
Phoenix, AZ

HARP
MGySgt Karen Grimsey

Wheaton, IL

GUITAR
MSgt Alan Prather

Cuyahoga Falls, OH

KEYBOARD
+GySgt AnnaMaria Mottola

Anchorage, AK 

SSgt Christopher Schmitt
Fairfax Station, VA

GySgt Russell Wilson
Clinton, MD 

CONCERT MODERATORS / 
VOCALISTS
MSgt Kevin Bennear, baritone

Keyser, WV

GySgt Sara Sheffield,  
mezzo-soprano

Jacksonville, TX

MUSIC PRODUCTION 
SSgt Scott Ninmer

Taylorville, IL

+MGySgt Donald Patterson
Galena Park, TX

OPERATIONS
MSgt Preston Mitchell

Lubbock, TX

GySgt Julia Piorkowski
Aurora, IL 

ADMINISTRATION
Cpl José Calil

Miami, FL

+GySgt Crystal Holmes
Brooklyn, NY

Cpl Kimberly Santiago
Killeen, TX

LIBRARY
+MGySgt Jane Cross

Morristown, TN

SSgt Nishana Dobbeck
Houston, TX

GySgt Jennifer Mills
Montgomery, AL

SSgt Tilden Olsen
Pittsburgh, PA

SSgt Charles Paul
Allentown, PA  

GySgt Kira Wharton
Grand Ledge, MI 

PUBLIC AFFAIRS
MSgt Kristin duBois

Westfield, MA

GySgt Rachel Ghadiali
Clendenin, WV

SSgt Brian Rust
Vernal, UT

+MSgt Amanda Simmons
Manheim, PA 

INFORMATION SYSTEMS 
ADMINISTRATOR
SSgt Jamie Schwendinger

Freeport, IL 

AUDIO TECHNICIAN
SSgt Christian Amonson

Philomont, VA 

SSgt Michael Ducassoux
Norwood, PA

+GySgt Jeffrey Higgs
Pueblo, CO 

SUPPLY
Sgt Clifton Davenport

Chicago, IL

Cpl Conner Richards
Clay, NY

+GySgt Zoraida Rodriguez- 
  Keeton

Miami, FL

STAGE MANAGERS
GySgt Richard Dickerson

Woodland Hills, CA 

+MGySgt Charles Terry
Washington, DC

STAGE CREW 
Cpl Jonathon Bauer

Philadelphia, PA

Cpl Jordan Dross
Manasquan, NJ

Cpl Daniel Gonzalez
Virginia Beach, VA

LCpl Swen Gonzalez
Miami, FL

Cpl Jesse Muñoz
San Antonio, TX

PFC Matthew Thomas
Burnsville, MN

Concert personnel
*Principal
+Section Leader



THE MIDWEST CLINIC
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SPECIAL THANKS

“the president’s own”
UNITED STATES MARINE BAND

wishes to thank the following:

The Midwest Clinic Board of Directors

Richard C. Crain, President
John E. Clinton, Vice President

J. Richard Dunscomb, Vice President
George Quinlan, Jr., Treasurer

Antonio J. Garcia, Secretary
Paula Crider, Jose Antonio Diaz, Rodney C. Dorsey, Soo Han, 

Mark Kjos, Herman Knoll, Mary Land, Tim Lautzenheiser, 
Mark Laycock, Beth Peterson, Kevin Sedatole, Dennis Zeisler

The Midwest Clinic Administrative Staff

Anna Collinge, Executive Director
Jeff Daeschler, Associate Director

PLEASE VISIT THE MARINE BAND AT BOOTH 1008



Marine Band Public Affairs
8th & I Streets, SE

Washington, DC 20390-5000
(202) 433-5809

marineband.publicaffairs@usmc.mil 

youtube.com/usmarinebandfacebook.com/marineband twitter.com/marineband




