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Preface

Composed: 1875; the first suite was arranged after Bizet’s death;
different arrangements/versions exist

Instrumentation: 2 Flutes, 2 Oboes, 2 Clarinets, 2 Bassoons — 4 Horns,
2 Trumpets, 3 Trombones — Timpani, Triangle, Tambourine, 2 Drums,
Cymbal — 2 Harps — Strings

Duration: ca. 14 minutes

When Georges Bizet died on 3 June 1875 just months short of turning 37, it was exactly three
months previously to the day that his final opera Carmzen had been given its world premiere.
The evening of the first performance was anything but a success for the composer; following
an initially favourable reaction, the atmosphere progressively cooled and the evening culmi-
nated in a fiasco. As later reported by one of Bizet’s colleagues, the co-librettist Ludovic
Halévy, ‘the fourth act was received in an icy atmosphere’:* Bizet was heart-stricken.

On the evening of the first performance, no-one could have imagined that the composition
would ultimately become one of the most frequently performed works in the entire operatic
repertoire. Only a year later, its triumphal procession throughout the world began, albeit far
away from Paris: Brussels and Budapest were followed by Stockholm, Dublin, New York,
London, Melbourne, Hamburg, Prague, Milan, Mexico City, Buenos Aires, Malta, Riga, Lis-
bon and Amsterdam — and these were only a few of the first destinations of the opera.
Tchaikovsky’s response (as a member of the audience in St Petersburg during the perform-
ance of Carmen in 1878) appeared to have been proved true: ‘I am certain that Carmen will
be the most popular opera in the whole world in ten years’ time.” In view of this incredibly
swift success story, the debacle in Paris appears all the more incomprehensible, and it is worth
pursuing the reasons for such a negative reaction.

Several years prior to his concrete plans for Carmen, Bizet had urged for ‘more realism’ and it
was he who suggested the plot for his next opera project, the novella by Prosper Mérimée,
published in 1845, based on a true story: the bandit Don José falls for the wild libidinal urges
on the part of the gypsy Carmen and finally kills her because she does not reciprocate his
love. The libretto by Henri Meilhac and Ludovic Halévy tones the story down somewhat in
comparison to Mérimée’s novella: many aspects are less brutal and cold (for example, Don

! Ludovic Halévy, ‘La milliéme représentation de Carmen’, in: Le Théitre (Paris, 1905), 5-14
2 Quoted from: Attila Csampai/Dietmar Holland (Ed.), Georges Bizet, Carmen. Texte, Materialien, Kommentare
(Reinbek, 1984), 298



VI

José mutates from a wild and hot-tempered murderer to a wavering lover), but enough was
retained to deeply confound both the audience and professional critics: the work was set in a
contemporary period in a dubious milieu, with a cast of female workers, soldiers and gypsies.
At the heart of the opera was an unscrupulous and amoral woman who abandons herself to
her lust for life — and this in blatant opposition to the respectable society ladies of the 1870s.
This was carried to its extremes by the occurrence of the final tragedy, the murder on stage,
which takes place on the outer fringes of society. Up until this time, music theatre had
adhered to the rules of lofty stylistic tradition in which the tragic figure was confined to the
upper regions of society and the comic figures predominantly undertaken by more ‘common’
persons. (Giuseppe Verdi had of course acted as a pioneer for Bizet with his opera La tra-
viata which focused on the life and death of a Parisian courtesan, but this had ‘only’ been
an Italian opera). In Carmzen, the different social spheres were however thoroughly blended
with one another — so directly that the singer originally envisaged for the title role relin-
quished her part for the reason that the frivolous role of Carmen and her tragic end did not
appear to correspond with each other.

The press took exception to both the plot and the music to equal degrees, declared the role of
Carmen to be ‘thoroughly disagreeable’, accused the work of being ‘immoral’ and Bizet (of all
people!) as a follower of Wagner — the criticism could not have been more adverse for a com-
poser in the (cultural-)politically heated period after 1871. However, nothing could hit the
mark as precisely as the overall verdict: ‘Quelle vérité, mais quel scandale!” (“What realism,
but what a scandal!”)

Bizet once described himself and his abilities to his best friend, the composer Ernest
Guiraud, as follows: ‘Your place is in (grand) opera. For myself, I fear that I lack the neces-
sary depth. I will shine in comic opera: I will extend and transform this art-form.™* Bizet was
to be proved right as far as the opera Carmen was concerned which was a milestone in the
history of the genre. The composer had however greatly overrated his public who were not in
the least inclined to approve of the path he had taken, that is until the international success of
the opera paved the way for its return journey back to Paris.

Prominent amongst Bizet’s stage works preceding Carmzen is his incidental music to Daudet’s
play L'Arlesiénne (1872). Although the play itself barely lasted for a run of three weeks, the
quality of Bizet’s contribution was well received by the critics and it was at the direct sugges-
tion of Johannes Weber of Le Temps that Bizet selected and rescored some of the numbers
for concert performance. The premiere of this reworked material as the first ’Arlesienne
suite took place on 10 November 1872 at the Concerts Populaires. The orchestral material was
subsequently published by Choudens, Paris, and has retained its popularity in the orchestral
repertoire ever since.

3 Edgar Istel, ‘Die Urauffithrung, die Pariser Presse, die Galli-Marié und der Tod Bizets’, in: Csampai/Holland,
Carmen, 190, 193
4 ibid., 186f
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It was appropriate, then, that Choudens, who were responsible for the publication of Car-
men, should again publish two suites of orchestral numbers derived from that opera. In this
case, there was however an initial problem with the authenticity of the material. Following
the first performance of the opera in March 1875, there had been plans to stage the work in
Vienna in the autumn of the same year, but with recitatives in place of the spoken dialogue of
the original version. Bizet’s sudden death in June 1875 initially thwarted these plans;
Choudens subsequently entrusted Bizet’s friend Ernest Guiraud with this task. Guiraud,
unfortunately, did not merely limit himself to the composition of the recitatives; he also added
three dance movements and abridged other passages, cut out an entire number, revised the
instrumentation and created innumerable variations which would enable the title role to be
sung by a soprano. It was Guiraud’s non-authentic version which formed the basis for the
printed edition of all parts including the score, and this arranged version was how the world
became initially acquainted with Bizet’s opera.

It was only in the last few years that this fundamental philological desideratum was produced;
with the aid of an abundance of existing source material in Paris, Robert Didion created a
reconstruction of Bizet’s originally intended version which has been published as a study
score. The editor presents a meticulous but simultaneously fascinating description of the
great confusion surrounding Bizet’s original version of his Carmen.

The two suites have also been produced on the basis of this new edition; the order of move-
ments adheres to the version published by Fritz Hoffmann in the Dover edition (New York).
In contrast to Bizet’s own four-movement adaptation of his first L'Arlésienne-Suite with an
almost symphonic structure, Fritz Hoffmann’s version of the Carmen suites both contain six
movements. This also stands in contrast with Chouden’s earlier five movement edition of
both suites. The original keys of the operatic version have been retained.

There is no attempt in the two suites to relate the unhappy love story between Don José and
the libidinal Carmen in chronological order. Musical-dramatic aspects have been the decisive
factor for the order of movements which repeatedly spring back and forth between the four
acts of the opera. What is noticeable is that the first suite is made up exclusively of instru-
mental pieces from the opera with the exception of one movement (No. 4), whereas the
movements of the second suite all originated as vocal numbers (choruses, ensembles and solo
movements).

The first suite is framed by the overture of the opera which is split into its two very different
halves; the tempestuous beginning which sets the opera in action and the grand march for the
entrance of the toreadors in the arena in the final act are reserved for the final movement
of the suite (No. 6). Instead, the suite opens with the second section of the opera overture
which evokes a dark and mysterious atmosphere with its famous ‘Fate’ motif; in the operatic
version, this section also foreshadows the impending tragedy and leads into the first scene

5 Robert Didion, in the preface to the score of Carmzen. Study score Eulenburg (Schott) No. 8062 (Mainz, 1992),
IX-XII.
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(No. 1, Prelude). The slow initial movement is followed by the Aragonaise, an Allegro vivo
(No. 2) which in the opera forms the final entr’acte following Act III and sets the scene with
its tempestuous 3/8 Allegro vivo for the beginning of the fourth act in which the market
traders offer their wares in the square in Seville. The movement No. 3 of the Suite (Inter-
mezzo) is identical to the entr’acte music before Act III which leads into the smugglers’
chorus in the mountains. The Intermezzo is the lyrical point of rest, not only from the aspect
of tempo (Andantino, quasi Allegretto), but also due to its intimate chamber musical instru-
mentation, particularly at the beginning: the flute solo is played over tranquil arpeggios on
the harp. With Carmen’s Séguedille (No. 4), the lascivious fervour of the title figure is brought
into play, and at this point, the arrangement has to alter the instrumentation of the original
version; the missing vocal part is initially undertaken by the oboe which is later coupled with
other instruments (trumpet and then clarinet). Flute, oboe, two clarinets and bassoon even
join forces to produce a more intensive tonal effect in Carmen’s final verse. The movement
No. 5 (Les dragons d’Alcala) utilises the last remaining entr’acte music of the opera forming
the transition between Acts I and II in which Carmen is shown together with her comrades
who then dance together. The brief movement (Allegro moderato) is characterised by a strik-
ingly original instrumentation; the melody is played by the two bassoons above pizzicato
strings accentuated by the tambourine — an evocation of the dark world of the gypsies. In con-
trast, the final movement No. 6 (Les toréadors) with its extrovert music for large orchestra
marking the entrance of the toreadors returns to the material of the overture.

Ursula Kramer
Translation: Lindsay Chalmers-Gerbracht



it i) - %A A L A 25 R e e 1 BRAT ANl A

SRBASRH -2 3, 2 BUBEAR , 2 3RAE 2 K ——a 'S, 2/h's 3 KRS
ek, Rk, 2 ik, —2 BHF—SKIRE

B ZEmf ] : 2 14 53 B

T, =

FRiR- A 1875 4 6 A 3 H L ttit, Bty 37 & A4 HiR 2280 |, T FLAR U & 7 1)
BE—HBRCEIDEEZE = . MFRA SRR, CRID B E EZ 3R — R ;
FE e W) B 1E TR LAt S, R B B AR R AUB BV IR L IR K M b e A8 1 1 — I . E 4
HeA B — LR EE R 1T ) A 4 il 22— B B 4 o - BT SRt S SR BTk, 5 DU R 2 A VKR I
FRETER"Y, AR IR T A o

T, AR R X AR S R 2 B R R E P R R B UR Z R
— o AL T —4F , T AE R R 4 AT B K ) (R A I 8 AR A M A %
IR DA ARG K 2% BB P ERI A B T SR T A B R A R T e
Fh——T1i X L6 78 FU ok ek Rl fe ) bl i gy o SeRE R EE (PR 1878 AE(RITIMEE
A5 AR 2Z — ) I SN AL AR B T B E : “F W LUE & CRTITE 4 N8
Ay A A 2 W A AR TR IR A AHE LA B AR I — BRGE LL RO, RSB K
TS A5 B4 A\ Bk, DRI FRAT T AT O A i i 70 11 S 0 T ) JE A

oA FE R (R 1) 22 BT R 9 AT JUAF SRR A8 B8 2 iy B s 3 7, i HL fth fi
R o 2 T - A BELARE 1845 AF HH Y b /N BRIV — BB B BRI o xR
R /NULE A T — A ELSE O HEBE B - (] SRR & b T3 DIRANIR R 1] (B A
DR A dth AN 3 b T 487 dtb % 5 ) - A ST AR R A - BT SEEAE B %) A R R AS 5 g A

O BEEL - HEE((FIHE—TFHEE) (Bl 2%, 1905 %, % 5-14 7,

QB EFFN-LFEEWF /D R-BELE(HE) (Fp-kAN(FITD WA FHE
I Y(GERE JL 3% ,1984 4 ), % 298 T,




X

IS AVERR LR AL TSR T, 15 2 5 TR AN BRI AEARAE v 1 X1 55 (i) 4n , i - fi] 8 A — 1>
TR IV R BRIO R AR T — MR AR BRRE TR KRR
W, LR AR 8 ZRUR B AN % - 4 g G it 8] R 24X, o AT , NI A — R 2
T s PN B LR — RS M GEENOR R L A, RAEERAC A
A MACE—iX 5 19 ti42 70 4EAR R AR S BT I . B Jm AR —3% &
ARG TE— R A TRE R B TR, OB R X R R A TEAE
SRR o TEIXZHT, WM Bt — B R A 5% 5 KU i 15 40 S50 < SR BB 1 e (PR T 24t
23, TR N4 R ZHUZ PR . (YR, RE - BURSE LN AR T—1
SEBRE AR B AR R IE LD VHR T BB — L PR AE AL TG FSE T, WX “ R " —
MR ARABRE . YTECRT DS, AR Z R 2MEE & IB2HER TS, UET
S5 R T T — A RIS T X — A6, BEEEE R —-RFNA 65 thRA
AR R RIS JC R R AE—i .

i X AR AN AR R R, A AR R T X — A 58 24 T IR”, IF B4R 5T X 3 E
i CANETE” R T HA (JBRS R A ) ARSI BB E —E 1871 45 (30fk B
65 H LR I3 X RS T — S0 &K 5 AL AR A T . (B, HIEXT &
8 28 16 B9 1 23X 41 1 : “Quelle vérité, mais quel scandale!” (fF AL E X! HE—1H
o)

b A8 28 i) th 5 5 649 U A ——AE il SR 0K P 07 - 7 B —— A e fth B R0t Y R
J1: “PREGOLEAE RO MR . 2 FHRUK, B b= Bris B EE . FRWEAE B0 ST K T 5+
. oM R I X — AT "EA IR I E , AER] A A s, B R
XA XA ZATE A 8 R — DB, R, A S T SRR AR,
AT TAR A AN S A DA ()l T A ARG AR, 30 Ao 0 A A T 5 b 4 B 2 Ry B2 R ] L AR
B T EEE N L

A TECR T Z Rl B 44 0 55 65 AF it 2 b A #0352 60 A AT SHE3n8 e 2 1R ) P A 9 3
JITC SR (1872 4 ) o R XA 3 T =2, B HeA B & R i 3k, 15 3
TWERMET . A ZECEHRIR MM A N - FA R BT, Pkt 7 Hp—s

© (fEm-FHER(ER CERRA wE -IWE A ZR), ZFERMGF/ELE,(F
1), % 190,193 7,
@ FE,% 18 W&,



X1

R,EFMREES RS A, XEEN S VT 1872 48 11 FAE o (RT3
IR VSR — L R 7R RARF AR ™ L8 o R AR SR AR A b Ok ol B AR i H A
R, S5 18— BLE T AR 2x i B A o A — T 2

1 5Tt R L A B — AR R 11 ) 6 Ji 65 ) AP S ORR B0; 1o T ) 24 i ) 74
ME SRR R EEZ PR S, A, M TE ol B AR R R N . KRR
FIME 1875 4 3 A HEZ G, Wit R S 4E R AE4E LN 138, I 480 5t B e ) it
AR o BRI 1875 FH AR B HE A X SLAR AL THIR s T2, Ja 2 Hh Ry
X—EAEBFER T A WA BRI - 5 % o iR, 3% B AL T = /UM , i H
BT =Betgh , fifl 7 HE SR B MHBR TR BUE AR B R T R, HEAT TORR
Hedsh, UEE— (R F RS EIE R — M &% X HE RS A R 1 XK
Jil 5 LA B o3 BRI RAS (0 i, T A ) A RS T et SR A ) BT SRR B AT X
AR EHAR o

AMT—HF 2 UEA LT B L 7 B hRA - B A - pkah 45 1 By B B2 304 19
KEVER I T — AR FAR, BB T A R BRI, O B R T — e e
ARG . 2R B R i S AR A48 T B2 A CR T I AR R R iR AL @

T A AR X SR AR A Al B BT R, AR E ARSI AT T g B
BEREELSWMA (AL PRIT . 5 A AN S 16 LT BA 520 i 45 4 i 7Y 2R 35
] 3 35 £ 3 5 ) 5 — 2L B T B T 0T L 2, O B - R SR @ A (R 1D ) L T R AS 289 3%
AARE , Xt 5 R R 0 R TR A AR . I HA AR R TR
R B R0 Y R

X 2 5 A 3K o T T 7 B ) 255 A0 R 1) 2 T 0 2 1 LR M
S, KR ETE R 4 PO SO R (B 20 AR, T DR X — 1) 84 R 3R L A R
o (AR AR, 55— BR T 28— AR T (S DU il ) Ab , 22 oy 5% SR AR Bt i, o — 4
B 2% S T W 4 O 7 A il (R R CEE R AR )

55— £HL it Y S A HE B2 R U 640 B, B SRS RS BBUR S [ 98 4 5 A R ) 16
(i A 4 SR 2 4 T AR 43 A B S A AT HE B S5 — 5 vh B 1 2 A S5 F (4 R 1A T i 4
Y5 T 4l it B f i AR B (SR /N i ) o AT S, 26 |l 56 DASERA e il B 28 — 8 20 JH i, S 4 /9

© Flat-Kubq (FIIEENE, REREHF AL RT (H4F 25 No.8062( £ F %,
1992 48 ), IX—XII.



XII

“fiE i SLE TR0 BIAR AR A AERRIRR R % R SRR B A T
H—(No.1 TTZE M ). &M —IRFEZIFHR Allegro vivo HI(FTHRITTHEM ) (No.2) 1%
i R 5 = R R IR 25, U BRI N =41 Allegro vivo %5 DU T 4R J5 /N
WA 1/E ZEAE RN b b SE a7 SB I TR AL A0 58 = AR ) 2l RO 5
SRR 1) 22 i 58 A AR, e fS R GE RVICATTHE L b A IR o X IRl 22 D) TIE — AN
15 IR 1k 2, AR E B3 AR B T X — £ (Andantino, quasi Allegretto ) , 1] H.'E [ Bic #%
WA B NARRRE , DRI B R BT TN E ST FZE T RESR M. K]
AR R M) (No.4) W EEL T XA AW & I — 1, JFAE R BC R e X A T iksh;
FE A E R BEEE L REHMARESRGUNS  RFREEE ). R
JE Rl R A DG SRR RORE B2 1 R ORI
BT AR AR B 5 ) SR P T R B — e 5 T 2 ) ] 2= gt R AR IR AR R T1RE
it R AT — R SRS . X B 46 A5 2R (Allegro moderato ) A £ B ()01 01 fic 28 A 4E A5
P SRR AR TR SR A4k 22 LA B R S AT i 75 v 2 B —— e ABRARGRE 5 DR ARG
{1 BRI THT . 5 22 B O e 2, 35 7S il (oA AT it ) ) U2 K 7R 2 BAE 22 B 4RV 1 9 i
IR R T < S e o (W2 77/ AT B2 W5 i 1

BEKR  F



L.

II.

II1.

Contents / HiX

Preface \Y
i IX
Prélude. Andante moderato (Acte ) 1 Track (1

Aragonaise. Allegro vivo (Entracte, Acte IV) 4 Track [2]
5% £ EE bb 4% Ghbh L L bbb ¥
Phasidldadesi iaidieZiddadii<ihunl)

[ S e U s O R

P espress.

Intermezzo. Andantino quasi Allegretto
(Entracte, Acte III) 17 Track [




IV. Séguedille. Allegretto (Acte I) 22 Track @
Hb.

=
pp et léger 3 3

V. Les dragons d’Alcala. Allegro moderato
(Entracte, Acte II) 30 Track [5]

VL Les toréadors. Allegro giocoso (Prélude, Acte I) 34 Track @

i  —
-~
1 U1 177
. t ¥ S >

The Art of Score-Reading 47
SNk 2 59



I. Prélude

Carmen

Suite No. 1

2 Andante moderato (J =58)

Georges Bizet
(1838-1875)

1 = - = = —
Grandes Flates
2 -
="
Hautbois 2 % X
v } a2 a2
Clarinettes | | = — ————— = = ¥ ==
et : s SLAEe] e T
a2 a2
v ey, e W |/\
l —— . -
Bassons ==t e T T T
| =t === —eeets S=rpE
Cors LA L F— - -
(Fa) 2 5
Cors 3 — == e V0
(Ré) 4 = a; 3
a2 s
Pistoas 1 RISt e e § = E= 2 ;
(La) 2 * ; T3 "v\i‘:ﬂ gjj v"lif ;
f— |
1 —
2 -
Trombones
3 -
Timbales —=F : b 5 e ey v — ]
(Fa, Ré) + 25 e
: ] 1 ] 1 1 |
Batterie 3 T T T T 1 1
P
%  : = T
vV
Harpes I/11 s
I ¥
“F >

Andante moderato (J =58)

b NGO l+|

7 4 4 4 3 4 .
1 = i = = L ra— =
Violons 4
y 4 4 4 3 isd ¢
1 r= =l EE = =@
i ya .
Altos E; & s 3 = ¥ =
” /‘—\
e —— B ———a el ;
v lles : 2 Eslém e = ‘Ai-‘ETS?Z
T | T
s pizz.
C =% S ; e ===
EAS 176 Edited by Richard Clarke

Unauthorised copying of music is forbidden by law,
and may result in criminal or civil action.
Das widerrechtliche Kopieren von Noten ist gesetzlich
verboten und kann privat- und strafrechtlich verfolgt werden.

© 2011 Ernst Eulenburg Ltd, London
and Ernst Eulenburg & Co GmbH, Mainz



Clar. 1
(La) 2

Bs.

-

Cors
(Fa)

Pist.
(La)

L S

Trb.

Timb,
(Fa, Ré)

Harpes I/I1

Viol.

Vel.

Clar.
(La)

a—

Bs.

N —

Cors 1
(Fa) 2

Pist. 1
(La) 2

Trb.

Timb.

|
( - - - g
i Z
(BE = = — = =
v
: =t : ¥ F ¥ f
" 4 4 4 4 4&.
B €
¥ + J' 3 F— & A
) n Ao b b | —— —_— ¥ =
! Ee— = T o = —
7~ v v
z
[
= I R i |-l L AL L
—’/
— — 4 —— | T
- - P———
T ’ a2 iy B
b i == } t f P S ¥
gt
@_w BB R T
/
——— — ——
a2
= == L_,:"J*
» ¥ ”
| ’ == e I == F
changez Ré en Sib et Faen La r s P s
t 1% ¥

Viol.

Vel

Ch.

o
s

EAS 176



trés long
~

2]
P}

ﬂn o0 o0 . - o
5 g s g
< ¢ [d ¢ Ll s € (< ¢ (< = ¢ M (3 = < ¢ g ¢
b g RIS b
= ] i =+
E 3 3
ST =[N N heg i b s |M wé Mg bt We Al pad R N hid P
P 2
N 2 3N N O hd hd “ (NG ! N N el A ed i M hed X
B E= A by b bt Ny b bt b b 'S MY b Y b u“
- Pan! e |4t
anlly amllly aEa N w Al s SR ._ﬂ_. Ry R iR ek amlly H NE |y EfRR
= <3 1Tl T
(=N L =t < 4 R < o
<| M- £ LT <M 2 £ £ £ Jedlll £ 2
g N 2 g H H H 2
<l 5 feddl|| ® <|pll = <!l
=8 bt NN [T L1111 S T hii
<|p Afﬁ.. <|p- i <y N
r ol
X 5 N Il < ] 3 s s (M) s
8 | S s B& I .!..ml.' [ ..lev. S LY %l
; i -+ i
il i T\ o1
M ' j .1 1l N 1 Ne |
R s il s TR s 5 5 5 s |4 s 5
] & 1 & n e Ne| = § 8 ] ol 2 Ne| =
( i ( I
T . il T . |8 il 1 e, S I IS
1 ! = 1 : Pk ' 2 1 ot
R il 2] 5 " " » B "
H |5 1 B 1 e Ne| £ S b § il S Ne| &
( i ( I
i . it gt 111/ — A Em A
A N . o P o
) I o
i e I i el Hiis
) Il i
i ML > i > 1ji-A R i > 1ji-%
Il & I N IRAY - i aa Né
I n Al
I W n £ i
r o
i L | i rd M S
E ) il 2 8 F e [
2[R/ E 2§ = [y Es S e EEs pllss  pllse W Es
£ 4
e WP < < Bn < £ | E B MR
- N — N —— ™
-— o~ —~e — —_ — o~ - —ey o = — =
= . = s& .
o : 93 g 23 < 3 o E S b1 g - .
3 £ o3 S g& 8§ &3 & £d 2 g < 2 8

moins
r

EAS 176



