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C H A P T E R  N I N E

1873–1875: Carmen

While Bizet was writing wind pieces and orchestrating all 1200 pages 
of Carmen, Geneviève was with him in Bougival during the summer of 

1874; at least that seems to have been the arrangement they came to, however pre-
carious. There is strong evidence to suggest that Geneviève was more than usually 
friendly with one of her husband’s friends, Élie-Miriam Delaborde, a virtuoso pia-
nist whose talent he inherited from his father, the equally remarkable Alkan, and 
who spent the summer nearby in Bougival. Bizet was aware of her warm feelings 
for Delaborde, which she did not hide.1 The manner in which members of the 
Halévy family destroyed or concealed crucial evidence suggests that something was 
amiss. The appearance, however, is of a threesome who got on well enough. 
Delaborde, like Bizet, enjoyed swimming. He was a vigorous athlete, an advocate of 
the pedal-piano, an experienced traveller, and the possessor of innumerable apes 
and parrots as pets—congenial and interesting company, in other words. The most 
significant pointer to Geneviève’s interest in Delaborde is the marriage contract 
they both signed in August 1876, scarcely a year after Bizet’s death.2 The marriage 
did not take place; both parties eventually married other spouses. But this is a mat-
ter in which gossip passed down through the years seems for once to have been 
right. Geneviève nevertheless told Gounod later that there was not a moment of 
her six years with Bizet she would not want to live again.3

We have at the same time to contend with the parallel gossip that linked Bizet 
to Galli-Marié. Bizet, as we know, was susceptible to female charm, especially if he 

1. Malherbe (1951), p. 13.

2. Wright (1981), p. 14.

3. Malherbe (1951), p. 55.
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was feeling sour about his marriage; Galli-Marié also had a history, since she was 
married at fifteen, widowed at twenty-one, and had for some while been the lover 
of Émile Paladilhe, a composer no less successful than Bizet at this point in his life. 
It has many times been pointed out that her free-spirited attitudes were not unlike 
those of the doomed gypsy she so famously played. Set two such individuals in the 
milieu of the theatre where hours are unpredictable and long, where tensions are 
easily stirred and personal emotions are never far from the surface, and the likeli-
hood of such a liaison is inescapable. These were also the circumstances in 1863 
when Léontine de Maësen sang Léïla in Les Pêcheurs de perles. In the case of Carmen 
there is more than guesswork to go on, for the two other leading singers in the 
production, Lhérie as Don José and Bouhy as Escamillo, lived well into the twenti-
eth century and passed on backstage gossip about the affair which they would have 
had little reason to invent.4

A new work at the Opéra-Comique would normally require a rehearsal period 
of about a month. Since the performance schedule was not announced more than 
a few days in advance there was great flexibility in the process, which could be held 
up by illness, cancellations, technical problems on stage, diva behaviour, directorial 
whim, or any other reason. Carmen’s four acts with four different sets would require 
extra time to prepare. In the end, the rehearsal period was extended over six months, 
for part of the extraordinary story of the opera’s birth derives from the resistance 
and obstacles the opera inevitably faced.

Rehearsals were already under way by 1 September 1874. The chorus had first 
to learn their music while copyists prepared the orchestral parts. Galli-Marié 
reported for duty in October, as required in her contract. On certain evenings she 
was appearing as Mignon in the same theatre, which may account for the gap in 
rehearsals that month. She was also singing in revivals of Maillart’s Les Dragons de 
Villars. Serious rehearsals did not begin until 12 November, continuing almost daily 
until the end of the following February. The reason for such an extended rehearsal 
period lay not in the principal singers, who were all sufficiently skilled to sing their 
parts and also devoted to the work and its composer, but in the chorus, who were 
required to sing music of a complexity they had not encountered before. The opera 
may be thoroughly familiar today, but it remains very difficult to sing and act con-
vincingly. One can well imagine a weary Bizet making the women in the chorus 
sing this (Example 9.1) over and over again until it was up to speed and the notes 
were right.

One problem was that there were too few women in the chorus. Bizet had to 
badger du Locle to get him to engage a few more, with consequent delays. At the 
same time they were singing tricky music, the female chorus were required to 

4. See Curtiss (1958), pp. 358–359.
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squabble, fight and—horror of horrors—smoke. They declared the music to be 
unperformable and threatened to go on strike. As Ludovic Halévy recalled, they 
were accustomed to “standing still in neat lines, their arms dangling loosely at their 
side, their eyes fixed on the conductor and their thoughts elsewhere.”5 The Opéra-
Comique’s stage director, Charles Ponchard, embodied the older way of doing 
things, so that Bizet had to contend with him on a daily basis. Getting the chorus 
to enter one by one, for example, rather than in a block, met with resistance or 
refusal. Du Locle, who had set the whole thing in motion and had shown prophetic 
faith in Bizet’s talent, was inclined to be cautious, being desperate to avoid a failure 
or a scandal. He famously told Saint-Saëns that the music was “Cochin-Chinese”, 
which is explained only by du Locle’s true preference for scenic, rather than musi-
cal, extravagance. Bizet was sorely fatigued and tested by the whole process, and his 
short fuse burned dangerously low at times. With a troublesome throat in addition, 
he must have been difficult to live with.

The conductor was once again the fifty-eight-year-old Jules Deloffre, who 
had been on the podium for all of Bizet’s three previous operas, a man in whom 
almost no one was closely interested. He was experienced and competent, but 
probably no more. Fétis said his beat was unclear and Berlioz said he stamped 
noisily while beating.6 A position we would now regard as crucial was then no 
more significant in the public eye than that of the stage manager. Bizet himself 
would have been in charge of all the rehearsals, including those for orchestra 
alone, which would not have started until the opera was getting close to 
readiness.

How far Meilhac and Halévy were involved is hard to say.  A gossip who fol-
lowed every operatic event with sharp ears reported that they were particularly 
assiduous in getting the ladies to act their parts convincingly from the very first 
rehearsals.7 But both were, as before, in great demand at other theatres, not just in 
opera but as playwrights also. Three of their plays and a libretto set by Offenbach 
were all staged in the last four months of 1874. In January they were able to attend 
some rehearsals, causing Halévy at least to lose his habitual sang-froid. As he later 

5. Halévy (1905) cited in Rose (2013), p. 226.

6. Walsh (1981), p. 40.

7. Mortier (1876), p. 88.

Example 9.1
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claimed, it was no great matter to him or to Meilhac if Carmen was a failure, but 
they both sincerely cared about Bizet’s career and knew that this was a work on 
which his future hinged. With this in mind they were anxious to soften any outra-
geous elements of the subject by stopping Escamillo from patting the cheeks of the 
gypsies in the chorus and by attempting to tone down Galli-Marié’s realistic acting. 
Du Locle wanted to change the ending so that Carmen is not brutally knifed on 
stage, but both Galli-Marié and Lhérie, the Don José, threatened to walk out if this 
was done. Bizet, it is clear, was ready to adjust his score for musical and dramatic 
reasons, but not to sugar the essential pill of the story.

There were a few distractions. On 5 January 1875 the new home for the Opéra, 
the Palais Garnier, opened at the head of the grand new Avenue de l’Opéra, a loca-
tion that still reminds Parisians and tourists of the centrality of opera in French 
culture. Although the auditorium was not unusually capacious, the building itself 
was the largest home of opera in the world, and the ornamental luxury of its public 
spaces and exterior surfaces represented the most extravagant taste of the age. The 
leading diva, Christine Nilsson, withdrew from the opening gala at short notice, so 
that the extracts from Faust and Hamlet were dropped and a Meyerbeer scene sub-
stituted. With some ballet music from La Source, Delibes was the only living com-
poser represented.

Early in February Bizet heard that he was to be awarded the cross of the Légion 
d’Honneur. The public announcement of this award was not made until Wednesday 
3 March 1875, the day that Carmen finally opened at the Opéra-Comique, on 
which occasion someone was heard to say: “They announced it this morning 
because they knew that by tonight it would no longer be possible to give him the 
decoration.”8

* * * * *

Carmen is an opéra-comique. It has separate musical numbers connected by dia-
logue and occasional mélodrame (speech over music). It is not comic, although ele-
ments of a comic tradition are included. Bizet composed each number separately, 
paginating each one in his manuscript with a start at page 1. Some motifs and 
passages recur, but there is little sense of a through-composed or organically con-
nected work. It was written with the modest resources of the Opéra-Comique in 
mind: a medium-sized mixed chorus; dancing, but no corps de ballet; off-stage 
instruments, but no off-stage band (which means that when the cornets and trom-
bones are off-stage in the final scene, they are unable to reinforce the final confron-
tation). Four acts was long for an opéra-comique but by no means unprecedented. 

8. Curtiss (1958), p. 387.
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In all of these respects (except being written for a different theatre) it is closely 
parallel to Les Pêcheurs de perles.

The music has been described and analysed countless times, and its relationship 
to Mérimée’s novella scrutinised in depth.9 Mérimée’s own debt to an earlier story 
by Pushkin, “Tsygany” (The Gypsies), is not so well recognised.10 A. D. P. Briggs has 
shown convincingly that Meilhac and Halévy worked not only from Mérimée’s 
Carmen but also from Mérimée’s translation of Pushkin’s poem, from which his 
own story drew. Some elements of the libretto come directly from Pushkin, not 
from Mérimée. Briggs sums it up thus:

The basic story, when stripped of its exaggerations and excessive derring-do, is that of 

Tsygany. A gypsy girl is stabbed to death by a jealous non-gypsy who loves her passion-

ately, refuses to share her with a rival, or indeed anyone else, and fails to impose upon her 

the standards of constancy which are alien to her wilful character. He himself is no para-

gon, having had to flee from the law.11

Some lines in the opera, such as “Coupe-moi, brûle-moi !” at the beginning of no. 9, 
come from Pushkin, not from Mérimée. Mérimée’s Carmen is a dark story about 
passion and death amid Spanish tribal conflicts (José is Basque) and gypsy morality. 
José is a ruffian and a bandit even before he meets Carmen, so the librettists had to 
apply a great deal of sugar-coating to make the story socially acceptable and to give 
it some variety and balance. José thus becomes a young soldier untainted by the 
world’s wiles. Inventing the innocent Micaëla was a brilliant stroke, since it created a 
sharp contrast with Carmen and made José’s passion for Carmen all the more 
destructive. Lillas Pastia, Le Dancaïre and Le Remendado all make brief appearances 
in the book, and a bullfighter named Lucas is a shadowy prototype of Escamillo. 
Mercédès and Frasquita are new creations. With Le Dancaïre and Le Remendado 
they make two pairs of characters, each pair serving the purpose of one individual, a 
comic convention that went back to Beppo and Giacomo in Auber’s Fra Diavolo of 
1830. There is a light-hearted spirit in these four characters that fits well with the 
comic genre.

The Prélude combines three extracts from the opera in the traditional way except 
that the third theme, with its stark augmented second and scored on clarinets, bas-
soons and low cornets, is disturbing and full of menace, sufficient to inject a strong 
hint of tense drama to come, whether it is labelled a “fate” theme or not (Example 9.2).

9. Recent examples include Wright (1982), de Solliers (1989), McClary (1992), Stricker (1999), 
Lacombe (2000), etc.

10. It is curious to recall that Turgenev proposed this story to Brahms as the basis for an opera. 
Rachmaninov’s first opera, Aleko, is based on it.

11. Briggs (1995).
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It reaches an abrupt end and a silence. The effect of the curtain then rising on 
an open-air scene in Seville and a completely conventional orchestral warm-up to 
the opening chorus is disconcerting, to say the least, and the chorus of soldiers, 
when they sing “Sur la place, chacun passe”, exactly captures the casual laziness of 
the scene. Micaëla comes in and asks for Don José, a sergeant. Moralès, also a ser-
geant, is rather taken with her and invites her to stay with his company while she 
waits. She very properly prefers to return later. When Moralès explains to her that 
José will be there with his own company when the guard changes, Bizet inserts a 
tune with a military clip that the soldiers irresistibly echo. Even Micaëla picks up 
its attractive allure. Bizet is already displaying the prodigal abundance of good tunes 
that has contributed so much to the opera’s success. Once she leaves the stage the 
soldiers return to their casual opening chorus, as the convention for such pieces 
required.

There follows a Pantomime for Moralès which is almost invariably cut in per-
formance and is missing from most recordings. It appears to have been cut during 
the 1875 run, although it is found in the original vocal scores. It has no bearing 
on the main plot of the opera and offers merely a diverting scene; such scenes 
were not uncommon in opéra-comique and the librettists surely liked it. An 
elderly gentleman (identified in an early production manual as an Englishman) 
enters with his young wife on his arm. She is looking around anxiously and soon 
her lover appears. He speaks to the gentleman and distracts his attention by point-
ing to something while slipping a note to the wife. Moralès and his men describe 
and enact what is happening and are much amused by it. One might regard such 
a scene as typically Parisian, but it hardly reinforces the standards of morality the 
Opéra-Comique was supposed to uphold, and the style of the music verges on 
operetta (Example 9.3). It is hard to argue for including this delightful scene in 
any interpretation of the opera as realist tragedy, so it will remain forever a rarity 
on the stage.

Example 9.2
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A bugle-call off-stage and two piccolos introduce the new guard for duty, followed 
by a group of small boys. Lieutenant Zuniga leads in the new company with José as the 
sergeant. The boys imitate the soldiers’ drill, a charming unforgettable scene. Moralès 
tells José in dialogue (originally mélodrame) that a young girl is looking for him. He 
guesses it is Micaëla. The relieved guard marches off with the exuberant boys close 
behind and disappears from sight to a miraculously neat orchestral diminuendo.

In dialogue José explains to Zuniga, who is new in town, that the building near 
the square is where four or five hundred girls work, rolling cigarettes. They will be 
back soon after their break. “Are some of them pretty?” he asks. José hasn’t noticed 
because, as Zuniga realises, he is thinking of the girl Moralès said was looking for 
him. José explains that Micaëla is her name; she is seventeen, and an orphan very 
close to José’s mother.

A busy orchestral build-up, based on the tune the girls are about to sing, brings 
in the young men who gather to watch the girls going back to work. Their song is 
utterly innocent and gentle, not the least suggestive of predatory Mediterranean 
types. When the girls appear, all smoking, the older men comment on the girls’ 
impudent manner, but their song, in E major 6/8, is relaxed and charming, as they 
quietly enjoy the pleasures of smoking.

The character of the music changes sharply when some of the onlookers ask 
why Carmencita has not appeared. She does so immediately, to a speeded up ver-
sion of Example 9.2, full of menace. She is the centre of all attention, so she has to 
introduce herself with a song. Her Habanera is framed as conventional couplets, a 
two-verse song, with the singer joined in the refrain by the chorus. Another tradi-
tional aspect is the switch from minor to major in each verse. The tune is adapted 
from the song “El Areglito” by the Spanish composer Sebastián Yradier published 
by Heugel in the collection Fleurs d’Espagne in 1864, but a good part of its bewitch-
ing effect comes from the repetitive figure in the cellos heard throughout, replacing 

Example 9.3
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Areglito’s conventional harmonisation.12 The words were drafted by Bizet himself 
after rejecting what may be an earlier idea for this song in a different document:13

Nous allons chanter la ronde

des Gitanes que voilà

Est-il rien en ce bas monde

de tel que ces oiseaux-là.

This is in Bizet’s hand with the annotations “D minor” and “gypsies walking 
around”, both of which apply to the eventual Habanera, as does the image of a bird, 
which is also found in the Pushkin story.

The young men crowd around Carmen, but she has her eye on Don José, who 
is concentrating on making a brass priming-wire for his rifle. Over Example 9.2 she 
draws a cassia flower from her bosom and throws it in his face. She runs off, and as 
the factory bell rings the girls all go into work, the people drift off, and the soldiers 
leave José alone. He muses quietly on her effrontery and smells the flower. When 
Micaëla enters he hurriedly hides the flower. His mother has sent her, she says.

Their Duo begins at this point, a movement rich in melody and sentiment and 
beautifully scored. To start with, the music follows the suggestions of the words 
(effectively churchy when she refers to his mother’s chapel) and then she launches 
into her main strain at “Et tu lui diras que sa mère”, one of Bizet’s greatest melodies, 
over exquisite harmony. José replies with a tune in a different key and a different 
meter, “Ma mère, je la vois !”, with the same inner pedal we first observed in the 
Prélude to Les Pêcheurs de perles, this time on the horn. Before they return to the 
main melody there is a frightening moment when José worries that some “démon” 
may trap him (Example 9.2 again). He manages to deflect Micaëla’s alarm and the 
bulk of the duet is reprised with a perfectly shaped coda.

In dialogue José reads his mother’s letter, which speaks so affectionately and 
purposefully of Micaëla’s suitability to be his bride that the young girl leaves in 
some embarrassment, promising to return. He will marry her, he promises once he 
is alone, and is about to throw Carmen’s flower away when an orchestral tumult is 
heard announcing a disturbance in the cigarette factory. This is one of the scenes 
that caused such trouble in rehearsal since the girls, who had seemed so well- 
behaved at their first entrance, have to split into two quarrelling groups and sing 
and jostle one another at a swift tempo. The notes are not easy either (see 
Example 9.1). Carmen and Manuelita are reported to have turned an argument 
into a fight, so Zuniga orders José to take two soldiers into the factory and sort it 

12. Areglito’s song is shown in Stricker (1999), pp. 312–314.

13. US-CAh bMS Mus 232(67) (Pauline Viardot papers).
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out. The music has the quality of a brilliant symphonic scherzo, and at the end, as 
the girls retreat and José brings on Carmen, the violins softly give out a tune we 
heard just after she threw the flower in his face.

Don José explains to Zuniga in dialogue how he found three hundred women 
in uproar. One girl had cuts on her face and Carmen was responsible. She protested 
that she was simply defending herself, and José was obviously inclined to make light 
of her guilt. To Zuniga’s question “What do you say for yourself?” she breaks into 
song and a series of impudent tra-la-las to a haunting Spanish rhythm, thinly 
accompanied. While Carmen nonchalantly carries on her song, the rest of the scene 
is mélodrame with Zuniga giving orders for Carmen to be tied and led off to prison 
by José. “You can sing your gypsy songs there,” he tells her and leaves.

José and Carmen are left to find out a good deal about each other in dialogue. 
At first she claims to be from Navarre, like him, but then admits to being a gypsy. 
She persuades him to loosen her cords and reminds him that he will do whatever 
she wants because she knows that the flower has done its work. He has little to say 
in response, and he still contributes few words when she breaks into her Séguedille, 
an irresistible Spanish number with a spring in the rhythm. The modulations here 
are kaleidoscopic and the scoring particularly imaginative, with the flute flirta-
tiously duetting with Carmen. Here appear the first signs of the tension that will 
lead to tragedy, for she makes it clear that her affections are easily bought from one 
day to the next. If I love you, he asks, will you love me back? Yes, she replies, mean-
ing something quite different from what José would like it to mean. The song is at 
the same time a joyous invitation to her friend Lillas Pastia’s tavern just outside the 
town, where Manzanilla is drunk and a good time is had by all. Her final top B is 
invariably thrilling.

For the brief finale to the first act the strings bustle with figures from the fight 
scene while Zuniga gives orders to José to lead Carmen away. She whispers her plan 
to push him over; he is to fall and let her get away. She parts from Zuniga with a 
brief reprise of her Habanera, but as soon as they move away she pushes José over 
and runs off with a shriek of laughter.

The first act is largely based on the action in Mérimée’s story, but the rest of the 
opera relies more heavily on the librettists’ invention. Before Act II the orchestra 
gives out an Entr’acte which rather strangely allies two bassoons with a military 
drum. The piece is a skillful meditation on José’s unaccompanied Chanson later in 
the act, passing the tune to the clarinet, then flute, with a brief but pretty section of 
pure ballet music in the middle.

Set in Lillas Pastia’s tavern, the second act opens with the Chanson bohème. A 
group of gypsies are dancing to the accompaniment of guitars and tambourines. 
Carmen is with her friends Mercédès and Frasquita. Spanish music is typically 



218 • bizet

coloured by the familiar harmonies that lie comfortably on the guitar, but here 
Bizet pushes the idiom to an extreme by shifting the harmony abruptly, yet always 
mindful of the way the upper chord can move freely over a fixed bass, in this case 
the note E, the bottom string of a guitar, even though no guitar is actually heard. 
She sings three verses, each a little faster than the last and each with different 
orchestration, and the two girls join in the refrain each time. The whole piece is 
carefully marked to speed up from 100 beats a minute (Andantino) to 152 beats a 
minute (Presto) at the end, although most performances exceed those speeds.

Zuniga, Moralès and some other soldiers are there. In dialogue Lillas Pastia 
politely suggests that it is time for the soldiers to leave, although Zuniga is aware 
that the tavern is a haunt for smugglers. The soldiers invite the girls to go with them 
into the city, but one by one they refuse. Zuniga thinks Carmen holds a grudge 
because of what happened in the first act, but she shrugs that off as ancient history. 
She is surprised to learn that Don José was punished for his failure to bring her in 
by being reduced to the ranks and condemned to a month in prison. He was 
released only yesterday, Zuniga tells her.

Before the soldiers have time to go, a group of men are heard singing outside. 
Frasquita reports that this is Escamillo, the famous toreador from Grenada. Moralès 
is excited to meet him and urges them to come in despite Lillas Pastia’s protests.

Escamillo immediately breaks into song, as new characters in opéra-comique 
often do. Like the Habanera, the toreador’s Couplets are set in two verses, each with 
a refrain for the chorus and each moving from minor to major in each verse. The 
refrain, with a brazen vigour that exactly matches the character of the bullfighter, 
supported by strong orchestration and a rousing march beat, is one of the most 
familiar tunes in all classical music. The minor-key sections display some awkward 
word-setting as if the melody might originally have been intended for something 
else. The text here contrives to compare the toreador’s life to a soldier’s (for Zuniga’s 
benefit) and then exults in the thrill of the arena.

Escamillo finds himself next to Carmen and asks her with a celebrity’s arrogance 
if she would be disposed to love him. Not for the moment, she replies, with a hint 
that the future might be different. Moralès again tries to get the girls to go with 
them, and Zuniga promises Carmen that he will be back later. Everyone leaves 
except the three girls and the innkeeper, who explains that he had to get rid of the 
soldiers since the smugglers Le Dancaïre and Le Remendado are expected. Pastia 
calls them in and shuts all the doors. They have just come back from Gibraltar (“lots 
of Englishmen there, good-looking men, a little cold but distinguished”) and they 
need the girls to help them hide contraband in the mountains.

Here follows the miraculous Quintette, reminiscent of Mozart in its swift 
exchanges and natural flow. The way that Mercédès is from time to time allowed to 
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soar above the other voices and the extraordinary precision in the orchestration are 
beyond praise, especially since the effect of the whole is of effortless sleight of hand. 
The dramatic middle section spells out some of the details, whereupon Carmen 
declares that she won’t go with them and confesses that she is in love.

In the dialogue Carmen tells them that she is expecting the soldier who did her 
the service of letting her escape and went to prison for it. She sent him money and 
a file, but he did not use the file to escape from prison. They don’t believe he will 
come this evening, but they immediately hear him outside singing a Chanson about 
the “Dragons d’Alcala”. Le Dancaïre suggests that if Carmen is to follow them a day 
later, she should bring her soldier with her. The four of them leave while José is 
reunited with Carmen.

José explains that he did not dare escape from prison using the file since deser-
tion is a crime. He has the money still, so they call Lillas Pastia to order whatever 
food he can find. Carmen promises José that on a gypsy’s honour she will repay him 
for what he suffered on her behalf. Food arrives. She tells him Zuniga made a move 
on her, and José admits he’s jealous. Since she danced for the officers she will now 
dance for José, just for him. She breaks a plate in two to serve as castanets (a trick 
that probably proved too difficult on stage: the printed libretto has her finding the 
real castanets).

The long Duo that follows reveals Bizet developing the relationship of Carmen 
and Don José with masterly skill and moving inexorably into the territory of high 
drama. His inspiration is at its peak. At first Carmen dances to the simple accompa-
niment of her castanets and pizzicato strings. It is a seductive performance and she 
does not notice the distant bugle-call that tells José he must return to barracks. 
When he tells her so, she goes wild, mocking him for claiming to love her and 
mocking the bugles, hurling abuse and telling him to go. He makes little headway 
protesting, finally insisting that she listen to him.

The cor anglais brings back Example 9.2 as an ominous warning, and this leads 
into the centrepiece of the duet, his love song “La fleur que tu m’avais jetée”. 
Salvaged from the Grisélidis sketches and made to fit the new words, however awk-
wardly, the melody is one of Bizet’s most perfect creations. It does not go back on 
itself but reaches further and further into the depths of José’s heart, spreading 
onward with marvellously varied and apt orchestration until the phrase “Et j’étais 
une chose à toi !” settles on a soft high B flat, after which the simple statement 
“Carmen, je t’aime” lays his feelings bare.

Her hushed response “Non, tu ne m’aimes pas !” is shocking after such a piece, 
for she taunts him by saying that if he really loved her he would go away with her 
to the mountains. A happy diatonic tune over a chromatic bass (one of Bizet’s sig-
nature textures) paints an alluring picture of a freedom that is second nature to the 
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gypsy but unknown to the soldier. Suddenly he bursts out with a straight refusal. 
The orchestra boils with verismo tension as they shout “Adieu !” to one another.

A knock on the door heralds the finale. Zuniga arrives for what he thinks is an 
assignation with Carmen. He breaks down the door and finds Don José. How could 
you prefer a soldier to an officer, he asks Carmen with a sneer and drags José away. 
José draws his sword and Carmen calls for her gypsy friends (who are conveniently 
nearby) to disarm Zuniga. The ensemble brings back a lighter tone, especially since 
Le Dancaïre and Le Remendado are there. Zuniga is sent home and José has no 
choice but to join the gang of smugglers and gypsies with a happy cry of “liberté !”

The Entr’acte before Act III is an exquisite movement whose gentle beginning 
for flute and harp suggests a world far away in time and place (as it did in Les 
Pêcheurs de perles), but surely not Spain. The piece has a perfection of idea and crafts-
manship shared by very few such short pieces (Saint-Saëns’s “Le Cygne” is perhaps 
a rival). Whether intended or not, it takes our minds away from José’s troubles and 
the disaster looming behind the curtain, which, when it rises, reveals a wild spot in 
the mountains where the smugglers gather. Bizet had opened the fifth act of Ivan 
IV and the second act of La Jolie Fille de Perth with quiet marches full of atmosphere 
and expectation, so here he achieves the same effect with a Sextuor et Chœur in 
march tempo and a striking tune that keeps returning to the same note, G. Gypsies 
and smugglers sing of the perils and joys of their life. One striking oft-quoted pas-
sage illustrates well the alarm felt by everyone at the Opéra-Comique at a style Du 
Locle called Cochin-Chinese (Example 9.4). The six principals (Mercédès, Frasquita, 
Carmen, Don José, Le Remendado and Le Dancaïre) are put on the spot by an 
extended ensemble passage opera singers are notoriously liable to garble, “Notre 
métier”.

Example 9.4
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While the gypsies light a fire, Le Remendado and Le Dancaïre go off to recon-
noitre the gap in the city walls where they plan to take in their merchandise. The 
conversation between Carmen and Don José is already strained. Her love is much 
less sure so long as he makes demands on her freedom. He utters veiled threats and 
asks if she is the devil. Yes, she says. He wanders off.

The three girls come together in a Trio which begins as a duet for Mercédès and 
Frasquita playing cards and reading their fortunes. The game and the music are 
playful, for Frasquita sees in her future a passionate lover, a leader of men, while 
Mercédès’s beau is old and rich. He showers her with diamonds and gifts and con-
veniently dies, leaving her the inheritance. Carmen takes the cards in her turn and 
immediately turns up the cards that signify the death of both herself and Don José. 
Over dark string chords she spells out the sombre verses in even syllables:

Mais si tu dois mourir, si le mot redoutable

Est écrit par le sort,

Recommence vingt fois, la carte impitoyable

Répétera : la mort !

But if you are to die, if the dreaded word

Is written by destiny,

Try it even twenty times, the pitiless cards

Will say: death!

She turns more cards, but they all say the same thing. The others dream blindly on 
about love and wealth, but the last word is whispered by the cellos and basses 
(Example 9.2), the motif now clearly signifying a fateful destiny.

The smugglers return with the names of three customs agents guarding the city 
gate. The three girls are designated to “take care of ” them, which enrages José, who 
is left behind to guard the merchandise that remains. An ensemble in which José 
pointedly takes no part sends the party on its way with another irresistible tune. The 
happy prospect of outwitting the city guards is set to music very easy on the ear but 
very difficult to sing, especially in the middle section. The fade-out as they all leave 
the camp is expertly executed by the orchestra alone.

With José somewhere out of sight Micaëla appears. She has somehow learned 
that José is with the smugglers and somehow found a guide who knows where the 
smugglers’ hideout is. On the way there they passed Escamillo leading a herd of 
bulls, which did not alarm her, so the guide feels able to leave her there alone and 
wait for her at an inn.

Having told the guide that she was not frightened, her solo Air “Je dis que rien 
ne m’épouvante” confesses that she is. But she puts her faith in the Lord. In the 
middle section of her ternary aria (originally intended for Grisélidis) she is determined 
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to confront Carmen, of whom she has apparently heard something, without fear. 
The main section then returns with its beautiful scoring for horns, flowing cellos 
and divided violins. The coda introduces the kind of harmony that impressed 
Tchaikovsky and passed into Russian music (Example 9.5).

She espies Don José at a distance and calls out to him. He responds by firing his 
gun, which sends her diving for cover. Operatic coincidence then brings Escamillo, 
of all people, on to the scene, he too having somehow learned where the smugglers 
and gypsies hide. Don José challenges him, which launches them into their dra-
matic Duo. Escamillo explains that he has come to find Carmen, with whom he is 
in love, nonchalantly adding that she no longer loves the soldier who deserted for 
her. Enraged, José identifies himself and forces Escamillo into a fight, drawing his 
navaja. Escamillo merely defends himself, refusing to attack out of pity for his oppo-
nent. José charges him again but is overpowered. My job is fighting bulls, Escamillo 
says, not slaughtering men. This first phase of their fight was evidently cut in 1875 
and is cut in most performances today, although like Moralès’s pantomime in Act I 
it is found in the original vocal score.

José is not ready to give up, so the challenge and fight are repeated, but this time 
Escamillo’s knife breaks. José is about to strike when, again with perfect operatic 
timing, Carmen appears with the whole party of smugglers and gypsies. The city 
guards having presumably been “taken care of ” they have returned for the contra-
band. In a complicated finale which Bizet revised several times, Carmen is clearly 
keen to protect Escamillo and get rid of Don José. Escamillo is willing to fight José 
again later. He invites them all to the bullfight in Seville. He then departs to a 
reprise of his Couplets elegantly scored for lower strings and lower woodwind, each 
divided into four parts, first cellos and clarinet holding the tune. Everyone is ready 
to leave when Le Remendado spots Micaëla in her hiding place. She launches 
immediately into the ravishing melody of her plea to Don José in Act I. Carmen 

Example 9.5
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urges José to go with Micaëla, which brings from him a defiant oath not to leave 
Carmen even if it costs him his life, to a powerful phrase derived from a similar 
moment in La Coupe du Roi de Thulé (see Figure 6.6). The passage comes twice, but 
then Micaëla steps forward with more to say: his mother is dying. This finally 
decides him to leave with Micaëla, promising Carmen that they will meet again. As 
Escamillo is heard singing in the distance, Carmen would rush to join him, but her 
way is barred by José. The last music of the act is an echo of the smugglers’ march 
from its opening scene.

Act IV’s Entr’acte is a vigorously Spanish piece for the full orchestra, making 
strong play with the D harmonic minor scale and again suggesting the guitars that 
are not actually playing. It was based on a tune from Manuel Garcia’s opera El criado 
fingido printed in Échos d’Espagne in 1872. It locates us securely in Spain, then the 
view zooms in to the specific public square in Seville where the action is to take 
place. Street traders are selling their wares while the people amble about. The close 
is another deft diminuendo.

In conversation Frasquita tells Zuniga that Carmen is now with Escamillo and 
madly in love, and learns in exchange that Don José went to visit his mother and 
slipped past the soldiers sent to arrest him. Frasquita is alarmed to think of him on 
the loose.

From here to the end the music is continuous. Any staging of the procession that 
brings in the bullfighters and city dignitaries has to be colourful indeed to match 
the splendour of the music, which Bizet rightly selected to serve also as the brilliant 
opening of the Prélude. Groups of bystanders and children wave and cheer, some-
times all together and sometimes in separate entries, which must have given more 
trouble to the Opéra-Comique chorus in 1875. Example 9.6 is a brief example of 
the second soprano line in the middle of the texture.

Escamillo makes a grand entrance in torero’s costume with Carmen at his side 
while the crowd sings his tune in full-blooded unison. When the hubbub dies 
down, Escamillo turns to Carmen and addresses her with distinct nobility, rein-
forced by the rich scoring for divided violas and cellos. Their confession of love is 
a private moment in a very public scene. While more dignitaries follow, Frasquita 

Example 9.6
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urges Carmen to be careful; she has seen Don José in the crowd, but Carmen scorns 
her warning.

The whole crowd moves into the arena, whose gates are seen at the back of 
the stage, leaving Carmen and Don José alone. Their final scene is cruelly tense 
since the end is never in doubt. Carmen rigidly affirms her love for Escamillo and 
her refusal to love Don José, yet it is the principle of her liberty for which she is 
willing to die. Gypsy fatalism compels her to cling to this sacred principle. Don 
José, meanwhile, is firm only in his now inexplicable love for Carmen; he is ready 
to go with her wherever she wants, to join the bandits and live outside the law. 
He simply cannot accept her refusal to love him, and the impact of two immov-
able objects ends inevitably in the death of both of them: hers on stage while the 
crowd acclaim Escamillo’s triumph in the bullring, his as the inevitable conse-
quence of the law.

The painful drama enacted before our eyes is also fed into our ears by the 
resourceful chromatics and tense harmonies of Bizet’s orchestra, often invoking the 
motive of doom, Example 9.2. This is all the while counterpointed by the shouts 
and cheers from the bullring and the innocent vitality of the toreador’s song. The 
power of the scene comes from Bizet, while the compactness of the action comes 
from Pushkin, not Mérimée, in whose story the murder of Carmen takes place in 
a remote gorge, after which José has to bury the body and ride to Cordoba to give 
himself up. Even then he escapes the death penalty.

In Carmen Bizet reached the height of his creative powers. He had never before 
had such a strong libretto to work on, and never before did he have such a consist-
ent stream of inspiration at his command. He is fully at home in popular Spanish 
idioms, encouraging yet more French composers to explore them. The influence of 
the opera was to be felt far and wide, especially in Italy where demonstrations of 
jealous passion as violent as Don José’s became a commonplace of the verismo 
school. The vitality of Bizet’s melodies will alone keep the music of Carmen alive in 
perpetuity, and the title role will always be a challenge for great singing actresses. 
No other French opera has ever achieved the same status as a popular classic.

* * * * *

The first night of Carmen is etched in history as one of those famous moments 
when a great new work failed under the onslaught of hostility and incomprehen-
sion. As usual with such legends, the truth is a little more complicated. The response 
of the audience was immediate, that of the press took a few days, and the memories 
of those who were there became gradually coloured by the opera’s ascent to 
becoming, as Tchaikovsky predicted, the most popular opera in the world. Many 
individuals in the audience can be identified, representing a fair cross-section of the 
Parisian musical world. Seasonal colds at the Opéra closed that theatre for a week 
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allowing a number of singers and staff to attend the Opéra-Comique. Many of 
Offenbach’s stars were there. The press was there en masse, especially since hints of 
scandal and failure, some of them circulated by du Locle himself, had already sur-
faced. It is not clear if Geneviève or Mme Halévy were there; the former never 
spoke about it. Adolphe Bizet, we trust, was there. Certainly we can name Gounod 
(now back from England), Thomas, Delibes, Offenbach, Massenet, d’Indy, Lecocq, 
Guiraud, Godard, Reyer, Duprato, Delaborde, Daudet, Dumas fils, Faure, Choudens, 
Hartmann, Heugel, Pasdeloup, and of course Meilhac and Halévy. No sign of Alkan, 
Franck, Fauré, or Lalo. Pierre Berton was not able to go until the second perfor-
mance, Saint-Saëns not until a week later; Tchaikovsky was there on 15 March, 
overwhelmed.

With so many professionals in the first-night audience one might have 
expected a clamour at least of admiration if not of acclamation, but they were 
outnumbered by the boulevardiers and socialites who never missed an important 
first night, and by opera-goers of many years’ standing who clung to the routine 
formulae they expected but did not get. It was a froid, as Berton discovered before 
seeing it himself. “The most upsetting thing for an artist is not a colleague’s suc-
cess, whatever anyone says; it’s the success of a work you despise, and, even more, 
the rejection of a masterpiece you admire.”14 There was no riot, nor any organised 
booing, but the words “immoral” and “scandalous” were heard being muttered in 
the three intervals, with fewer and fewer people going backstage (as was the cus-
tom) to congratulate the composer. Although certain numbers, such as the 
Habanera and the Quintette in Act II, were applauded, a sense of bewilderment 
intensified as the evening went on, as the opera moved inexorably away from the 
comforting certainties of opéra- comique, as it was widely understood. Despite 
the congratulations and earnest efforts of his friends, Bizet’s spirits sank to the 
point where he was convinced it was a failure. He walked the streets afterwards, 
totally silent and downcast, and indifferent to comforting words from Guiraud 
and others.

Reviews began appearing in the papers the very next day and continued 
throughout the month. The critics’ response, often reported to be universally neg-
ative, has been summed up by Lesley Wright: “A few critics were thoroughly vit-
riolic and dismissive, but overall Carmen was damned with faint praise. Some did 
applaud the work, but many more were tepid, mixed or disapproving.”15 No one, it 
is fair to say, spotted a major masterpiece. Joncières was perhaps the most enthusi-
astic, speaking of Bizet’s “enormous talent” and refuting the absurd charges that the 

14. Berton (1913), p. 243.

15. Wright (2001), p. vi. This book mentions about a hundred entries in the Paris press and quotes 
from thirty-three of them.
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music lacked melody and was indebted to Wagner. Reyer too wrote warmly but 
cautiously on Bizet’s behalf. Most of the critics referred to the young ladies whose 
morals would most certainly be affected by such a wanton display, as if they would 
all rush out and risk their lives by throwing themselves at soldiers and bullfighters. 
In their concern for public morality they had little to say about the music except 
to commend the leading singers for fine performances and to rebuke Bizet for 
making the chorus’s music too difficult.

The finest of the singers was happily Carmen herself, Galli-Marié, equally at 
home with speech as with singing and an experienced, versatile performer. Her 
performance was outstanding, shockingly realistic in the opinion of some, and 
perhaps definitive for the next generation. This was a role she made her own, per-
forming it in many cities for many years. The tenor, Lhérie, was good but his pitch 
was so fallible that Bizet had to get d’Indy to provide a discreet harmonium 
accompaniment during his unaccompanied Chanson. Bouhy was a fine Escamillo 
and Marguerite Chapuy good as Micaëla. Joncières described the chorus as exe-
crable, for neither they nor the orchestra were ever going to be up to the standard 
the piece required, although as the run went on things settled down considerably. 
For Carmen was not a failure. There were forty-five performances before the end 
of 1875 and three more in 1876; whether attracted by the strength of the work or 
by the whiff of scandal, the box office held up reasonably well. After the thir-
ty-third performance the fact of Bizet’s death added a macabre curiosity to the 
work’s attraction.

The second night, which Berton attended, was a solid success. But Bizet himself 
was not there; in fact, according to Lhérie, he never returned to the theatre after the 
opening. As far as he was concerned, Carmen was a failure, and his spirits sank to a 
low point. Berton then met him in the street outside the burned-out shell of the 
old Opéra and attempted to convey to him that the second night was a success. The 
usually ebullient Bizet remained silent, and when Berton spoke of the press, Bizet’s 
pain was all too obvious. He was deeply wounded by the press reception of his 
opera. It is fair to say that he never got over it, whatever comfort his friends may 
have tried to offer.

Having compromised the success of the opera by his unconcealed reservations 
about its suitability when he should have been promoting it to the hilt, du Locle 
displayed either folly or vision, as he had after Djamileh, by inviting the composer 
and his librettists to write another opera for his theatre.16 It is doubtful if  Bizet made 
the slightest move in that direction, for although he had mentioned his desire to 
write a piano concerto,17 the only composition in the immediate future was an 

16. See Dean (1965-1), p. 122.

17. Imbert (1894), p. 199.
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oratorio, Geneviève de Paris, in emulation of the success of Massenet’s Marie-Madeleine 
and its successor Ève, first performed on 18 March. The public was displaying a 
growing taste for this kind of work. The texts of both Massenet’s works were by 
Gallet, to whom Bizet turned in 1874 suggesting the story of the patron saint of 
Paris whose prayers had saved the city from being overrun by Attila the Hun. The 
plan that Bizet agreed to was as follows: Geneviève as a child being blessed by the 
bishop of Auxerre; Geneviève comforting refugees from the approach of Attila; 
Geneviève invoking a storm and miraculously bringing a cargo of wheat to the 
besieged city; Geneviève exhorting the Parisians and triumphing over Attila with 
the power of prayer.18

It is hard to imagine Bizet being drawn to such a religious subject unless he 
particularly wanted to honour the saint who shared his wife’s name. But the text 
has plenty of opportunities for choral writing in which he had progressed enor-
mously since the ill-fated Te Deum of 1858, and he would no doubt have relished 
the depiction of Satan. Furthermore the subject would have evoked sympathetic 
memories of the city’s torment under siege five years earlier.

Conscious of his unfamiliarity with the world of sacred choral music he 
attended César Franck’s organ class at the Conservatoire in the first months of 
1875. Franck’s pupils in fact studied composition rather than the organ in that class, 
which is where d’Indy became close enough to Bizet to attend rehearsals of 
Carmen. Gallet delivered the final text of Geneviève de Paris in May 1875 just as 
Bizet and his family were leaving for Bougival, and he paid a visit to him before 
he left. He found him downcast and melancholy but full of enthusiasm for the 
collaboration they were about to engage in. He was struck by the fact that Bizet 
had never before received him sitting down but otherwise noticed nothing unto-
ward. Guiraud had already received a note that said: “Colossal angina. Don’t come 
on Sunday. Imagine a double-pedal A flat-E flat going through your head from the 
left ear to the right. I can’t do any more.”19 Visiting Bizet to play some of his recent 
music Guiraud found him deaf in one ear. “The shrill, shaky tone of his voice 
made me wince. The man I saw was no longer Bizet, the friend full of youth and 
vigour I had always known. The peaked, sickly look he had at that moment made 
a profound impression on me.”20

References to angina, quinsy and illnesses affecting his throat had recurred reg-
ularly since his time in Italy. Bizet was clearly accustomed to these complaints and 
had learned to live with them, perhaps paying them too little attention. According 

18. The plan of the oratorio is set out in Gallet (1891), p. 88, and the text is given in Stricker 
(1999), pp. 294–309. No sketches or music survive.

19. Gallet (1891), p. 92.

20. Curtiss (1958), p. 416.
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to Curtiss he suffered an abscess at the root of his tongue at this time, although the 
inflammation soon disappeared, and according to Guiraud and Geneviève he had a 
tumour in his left ear that caused deafness.21 In May he was attacked by muscular 
rheumatism which may also have been a chronic condition since childhood. Toward 
the end of the month he complained of difficulty breathing and fell one morning 
when getting out of bed.

On Saturday 29 May the air at Bougival revived him and the rheumatic pains 
seemed to vanish. He went for a walk along the river bank with his wife and 
Delaborde, and the two men then went for a swim in the river. The next day the 
rheumatism came back with a high temperature and severe immobility in his arms 
and legs. On the Monday night he had a heart attack, followed by another a day 
later. The doctor’s visits were of little help, and he died in the early hours of  Thursday 
3 June. He was thirty-six years old. His wife, their maid and his two sons were there, 
and both Delaborde and Ludovic Halévy called regularly. Ludovic immediately 
took Geneviève away to his house after telegraphing the tragic news to their closest 
friends. Adolphe Bizet, who taught in Beauvais every Monday and Tuesday, arrived 
from Paris on Thursday morning, too late.22 Galli-Marié was quite overcome, and 
the performance of Carmen that evening was cancelled.

Suicide was suspected by many but never seriously entertained. The cause of 
death was later studied by Dr Eugène Gelma, whose conclusion was that Bizet died, 
not, as romanticised legend might wish, from disappointment over Carmen, but of 
“a cardiac complication of acute articular rheumatism. Without the febrile polyar-
thritis following a chill, he would not have died during a convalescence from a 
recurrent throat angina.”23

The funeral took place that Saturday, 5 June 1875, at the church of the Sainte-
Trinité whose construction he had daily observed ten years before. Geneviève was 
at Ludovic’s house and did not attend. The church was packed with mourners, chief 
among them Adolphe Bizet on Ludovic’s arm and many members of the Halévy 
family. The pall-bearers were Gounod, Thomas, Doucet and Du Locle. The entire 
company of the Opéra-Comique, including the cast and crew of Carmen, were 
there, and Pasdeloup brought his orchestra for the Concerts Populaires. Bizet’s 
young friends shared their appalling loss: Guiraud, Massenet, Delaborde, Paladilhe. 
That year’s Prix de Rome candidates, sequestered at the Institute, sent a wreath. 
This, the funeral of a man in the flower of life, was a very different occasion from 
the reverential funerals of Rossini and Berlioz in the same church a few years 
before.

21. Malherbe (1951), p. 97.

22. Lacombe (2000), p. 804.

23. Gelma (1949), cited in Curtiss (1958), p. 419.
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The orchestra played parts of the Arlésienne suite and Patrie, which was in their 
repertoire, and Chopin’s Funeral March. The rest of the music, as a harbinger of 
things to come, presented Bizet’s music in some form of adaptation: the organist 
improvised on themes from Les Pêcheurs de perles and played a grand fantasy on 
themes from Carmen. The famous duet from Les Pêcheurs de perles was sung to the 
words of “Pie Jesu”, arranged by Guiraud. Funeral orations were delivered by Jules 
Barbier, Du Locle and Gounod. Carmen was performed that night at the Opéra-
Comique. “All the singers wept on stage. The evening was too devastating to dis-
cuss. Only a great painter could reproduce so moving a sight.”24 The next two 
performances were cancelled and the last performance before the summer break 
took place on 13 June.

Bizet was buried in the Cimetière Père Lachaise where his monument, unveiled 
in 1876, was designed by Charles Garnier and crowned by a bust by his friend from 
their time in Italy together, the sculptor Paul Dubois. Geneviève gave Dubois the 
autograph manuscript of Djamileh as a token of thanks.

* * * * *

Bizet’s friends were truly devastated by his death, not simply because his gifts as a 
composer were clearly exceptional; they loved him as a friend. He could be moody, 
of course, but he was normally gregarious, gossipy, opinionated, not taken in by the 
flim-flam that surrounded theatrical politics and determined to rise above the 
mediocrity he could see all around him. We have the reminiscences of Saint-Saëns, 
Reyer, Galabert, Gallet, Marmontel, Berton and others, all of whom enjoyed his 
company and prized his special position in Parisian music. Everyone was dazzled by 
his extraordinary musicianship and facile piano playing. He had a sharp ear and 
nimble fingers; he could take in an orchestral score at a glance. He was impatient 
with lazy and incompetent musicians, and he could have made a fine conductor or 
a successful pianist if he had chosen to. Unlike Saint-Saëns, equally gifted, who 
maintained his skill in every branch of music, something in Bizet’s temperament 
steered him away from these activities. He had a vast knowledge and prodigious 
memory of music, represented by his extensive library.25

Portraits and photographs show him heavily bearded with thick, curly, dark hair, 
usually wearing a pince-nez. People must have thought him older than he was. He 
was always at least a little overweight. He was fastidious about his clothes, but no 
dandy. His concern for orderliness in his living quarters (in Italy, for example) is at 
odds with his wretched handwriting and his casual habit of rarely dating letters, as 
if he were in a permanent hurry, which he probably was. Wine and women he 

24. Le Ménestrel, 13 June 1875.

25. See Curtiss (1958), pp. 472–474.
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assuredly admired and enjoyed, and he liked to play cards. Mortier reports that he 
played écarté with Meilhac and Halévy every Wednesday, and always won.26 Reyer 
remembered:

On his return from Italy he passed through a period of wild energy, irritated by the 

slightest little incident. He would take up the challenge in defence of something or some-

one without the slightest provocation. He could be teased and disarmed with a few 

calming words, which he always listened to. Later he would laugh about those fits of 

temper and confess that in those violent jabs, which—fortunately—were usually wide of 

the mark, there was nothing but youthful exuberance and hot air.27

And Marmontel:

Bizet was kind, generous, devoted, faithful to all his beliefs. His friendship was sincere and 

unchanging, as firm as his convictions. . . . Faithful friend and loyal comrade, Bizet was free 

of envy and trivial jealousy, with a warmth that was always genuine. He rejoiced in the 

success of yesterday’s competitors and tomorrow’s rivals. His fine mind and delicate feel-

ing caused him to encourage the least fortunate and console those brought down by 

misfortune. It was with real sincerity that he applauded his rivals’ triumphs.28

And Gallet:

Looking very gentle and refined behind the invariable pince-nez, his lips always arched 

in an imperceptibly mocking smile, he spoke clearly in a slightly wheezy voice with a 

detached manner which was very characteristic. He discussed whatever was in his mind 

with real, noble modesty which did not consist of seeming to doubt his own achieve-

ment, but rather letting you see that while being fully aware of his own worth he always 

regretted not having done better whatever it was he was required to do.29

And Saint-Saëns:

His love of openness, unsubtle though it was, was there for all to see. Loyal and sincere, 

he concealed neither his likes nor his dislikes. This was a characteristic he shared with me. 

Otherwise we were completely different and in pursuit of different ideals. He was above 

all in search of passion and life; I chased after the chimera of stylistic purity and formal 

perfection. Our conversations never ended; our arguments were friendly and lively, with 

a charming quality I have never found in anyone else.30

26. Mortier (1876), p. 86.

27. Reyer (1909), p. 304.

28. Marmontel (1881), pp. 255–256.

29. Gallet (1891), p. 8.

30. Saint-Saëns (1899), p. 176.
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His views on religion were addressed to Galabert in 1866:

Religion is for the strong a means of exploitation of the weak; religion is the disguise of 

ambition, injustice and vice. The progress you speak of does move forward, slowly but 

surely. It is gradually destroying all superstition. Truth stands out, science spreads, religion 

is weakened. It will soon fall, in a few centuries, that’s to say tomorrow. That will be good, 

but let’s not forget that the religion you do without—you, me and a few others—has 

been an admirable instrument of progress. It’s religion, especially the Catholic religion, 

that taught us the principles which allow us to do without it now. Ungrateful children, 

we kill the breast that nourished us because the nourishment it gives us today is no longer 

worthy of us. We despise that false clarity that has gradually accustomed our eyes to the 

light. Without it we would be blind from birth, for ever!31

When it came to assessing Bizet’s standing as a composer, his contemporaries were at 
a loss. At the time of his death it was far from clear that Carmen would have much of a 
future, however much they may have admired the work itself. Pasdeloup gave a handful 
of his orchestral pieces an occasional hearing, but none of his other stage works showed 
any prospect of revival. His friends resented the fact that he had never been heard at the 
Opéra, even though it was rare for young composers to achieve that status; most were 
treated exactly as he was. He had a few friends in high places but he lacked the diplomatic 
skills and personal charm with officials that might have twisted the system in his favour. 
It is ironic to imagine the fawning treatment he would have received even twenty years 
later, had he lived, as the composer of one of France’s national treasures.

He had the misfortune to live at a time when the practice of music criticism in 
France was at a low ebb, staffed for the most part by a characteristically French type, 
the cultured belle-lettriste who lives by the pen, reads every new novel and every new 
book of poetry, goes to every play and ballet and opera, mixes easily in literary 
salons, and writes fluently and elegantly on all of these. Critics with training in 
music, such as Berlioz, Reyer or Joncières, were too rare to sway the critical body 
as a whole in favour of young talent. Furthermore the less well-informed critics 
were obsessed with the question of Wagner, whose music they barely knew. No 
issue could be less relevant to the assessment of Bizet’s music, since although he 
knew perfectly well what Wagnerian style was, he simply showed no inclination 
and no need either to imitate or to avoid it. When Pougin called Bizet a “farouche 
Wagnérien”, he was not simply wrong, he did untold damage to a reputation that 
was to suffer for over a century from misrepresentation and falsehood.

Bizet has been compared to Mozart, who died at thirty-five, for his exceptional 
facility, untidy domestic arrangements and dramatic flair, but Mozart reached matu-
rity in his early twenties and left a huge body of music of outstanding quality 

31. Galabert (1909), pp. 80–81.
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whereas Bizet’s full maturity arrived in his early thirties despite some marvels com-
posed much earlier, such as the First Symphony and Les Pêcheurs de perles. It is easier 
to posit a great post-1875 achievement for Bizet than to imagine works that Mozart 
might have written after 1791. A fairer comparison might be with Gershwin, 
another musician of dazzling talent, who composed one operatic masterpiece and 
died at thirty-eight with a brilliant future visible to all but seen by none.

From a longer perspective Bizet is best seen as perhaps the most talented, if not 
the most strongly represented, of the galaxy of French composers who came to 
maturity with the Third Republic and adorned the belle époque with a rich and 
varied repertoire in all genres: Lalo, Saint-Saëns, Reyer, Delibes, Paladilhe, Holmès, 
Godard, Guiraud, Massenet, Fauré, Duparc, d’Indy, Chausson, Bruneau and many 
others, in turn ushering in the next constellation whose brightest stars were 
Charpentier, Pierné, Debussy, Roussel and Ravel. Neither Germany nor Italy could 
boast such an array, and it invites comparison with the profusion of fine French 
painters in the same period. In writing about the Italian Renaissance Jacques 
Barzun has asked: “What conditions bring about great artistic periods, seemingly at 
random, here or there, and for a relatively short time?” His reply was, “It is not, as 
some have thought, prosperity, or wise government support, or a spell of peace and 
quiet—Florence at its height was in perpetual conflict inside and outside. The first 
requisite is surely the clustering of eager minds in one place. . . . It takes hundreds of 
the gifted to make half a dozen of the great.”32

Bizet was certainly one of the many “eager minds” who contributed more than his 
share to the rich flowering of French music in the Third Republic. He was poised to 
play a major part in the effulgence that followed his death and to prove himself one 
of the half-dozen greats, not one of the gifted hundreds. His style, inherited largely 
from Halévy, David, Gounod and Thomas, was the lingua franca of his generation of 
French composers, to which each added his own seasoning. Despite his overflowing 
enthusiasm for Italy while he was in that country, it left no mark on his later works 
except perhaps when he approached the world of operetta. His voluminous reading, 
too, is somehow unrepresented in his work. He had read the poetry and philosophy 
of the ancients, he knew Dante, Shakespeare and Montaigne, yet these great figures 
do not feature in his music. If he had not read Mérimée there would be no Carmen, 
it is true, but he had no burning literary attachments, as Berlioz had to Shakespeare 
and Virgil. The Bizet spice that most later composers wanted to imitate was his unsur-
passed evocation of Spanish music in Carmen, although he himself would consider 
that merely professionalism. Given the opportunity, he would have composed operas 
that suggested a variety of epochs and nations, as Massenet and Ravel did, and done 
them all in the same brilliantly accomplished manner.

32. Barzun (2000), p. 67.
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A complete appreciation of his music cannot be readily attempted while such 
works as Ivan IV and La Jolie Fille de Perth are so poorly represented on stage and in 
the recording catalogues. Both operas deserve, but have never had, good editions 
and thoughtful staging. Without those his œuvre will seem spotty and lacking in 
direction, since a familiarity with the First Symphony, Les Pêcheurs de perles, the 
L’Arlésienne suites and Carmen shows a less than complete picture of his achieve-
ment. Even if all his surviving music is studied in depth and enjoyed, the might-
have-been of his early death casts a sorry shadow. He would surely have extended 
the list of masterpieces had he lived. Verdi, after all, found his true voice at about the 
same age and lived into his eighties. Wagner, at thirty-six, had still to write his seven 
greatest operas. Massenet, whose early career was similar to Bizet’s in every respect, 
had to wait, like Bizet, until his mid-thirties for his first operatic success, and he 
lived to be seventy. No matter how satisfying we find Carmen and all the music that 
preceded it, the hint of yet finer unwritten works to follow is inescapably 
dispiriting.
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The fate of Bizet’s music in the 139 years since his death has been a sad 
chronicle of neglect and misrepresentation. At the same time he is among 

the most familiar of great composers, for Carmen has been performed con-
stantly all over the world; certain of his melodies, particularly the Toreador’s 
Song, the duet from Les Pêcheurs de perles, and one or two other melodies from 
Carmen, are well known to people who know little or nothing about music. 
They are heard as ring-tones or on television commercials with few giving a 
thought as to their origin or purpose. Bizet’s name is far from forgotten, yet his 
work as a whole is still unevenly and incorrectly circulated. There has never 
been either a systematic catalogue or a scholarly edition of his works, two 
working tools enjoyed by many composers far less deserving than Bizet. There 
is no collected edition of his letters. A good number of pieces are unpublished 
and many more have long been out of print. Certain works—notably Don 
Procopio, Ivan IV and La Jolie Fille de Perth—are to be found easily enough on 
library shelves but in editions that reveal nothing about the falsifications, omis-
sions and substitutions that have been inflicted on them. The dialogues in 
Carmen are still often rejected in favour of Guiraud’s recitatives, and when they 
are preserved they are invariably cut. No recording of Carmen is complete, since 
most versions omit the second number of the opera and all versions replace or 
shorten the dialogue. Of the seven orchestral suites that bear Bizet’s name, only 
two, the Petite Suite and the first L’Arlésienne suite, are now heard in a form that 
Bizet intended. Of the remainder Roma is a symphony, not a suite; the two 
Carmen suites were arranged by other hands; the second L’Arlésienne suite was 
arranged by Guiraud who inserted a movement from La Jolie Fille de Perth 
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without a word of explanation; in the Scènes bohémiennes one of the four stand-
ard movements is a replacement for the movement Bizet intended.

In 1951 Jean Chantavoine wrote an article, “Les inédits de Bizet ou le culte des 
maîtres en France”, lamenting the imperfect recognition of Bizet in his own 
 country. This was taken up by Winton Dean, who added an appendix to the 1965 
edition of his biography of Bizet similarly, and ironically, entitled “The Cult of the 
Masters in France”, rebuking French publishers and scholars with some heat for the 
shameful treatment of one of their national treasures.1 Michel Poupet also took up 
the cause.2 The situation has changed little in the last half-century, although there 
are now scholarly editions of Jeux d’enfants, L’Arlésienne and Carmen, and penetrat-
ing studies of Bizet’s life and music from Rémy Stricker and Hervé Lacombe.

Responsibility for the imperfect transmission of his music rests partly with 
Bizet’s family and partly with the publisher Choudens. After his son’s death Adolphe 
Bizet stayed on in Le Vésinet and the apartment in the Rue de Douai until his death 
in 1886, but he seems to have played no part in the promotion of his music. Bizet’s 
widow, Geneviève, held a great number of the composer’s manuscripts, including 
Carmen, but she made no attempt to put them in order or to get unpublished works 
published or performed. In 1886 she married Émile Straus, a wealthy lawyer, and 
she became a prominent society hostess in the Rue de Miromesnil at the turn of 
the century. She was courted by Maupassant and was close to Proust, who modelled 
the character of the Duchesse de Guermantès on her. Reynaldo Hahn was a close 
friend. Forever anxious about the state of her health, she died aged seventy-seven in 
1926, bequeathing to the Bibliothèque du Conservatoire the autograph manucripts 
of Carmen and L’Arlésienne. After the death of her husband in 1928 his nephew 
René Sibilat offered the Conservatoire many more manuscripts including some 
early piano music, Don Rodrigue, Ivan IV and some “practice” Prix de Rome canta-
tas. In 1933 Hahn passed to the Conservatoire a further set of manuscripts he had 
himself received from Geneviève Straus. These included the First Symphony and 
La Jolie Fille de Perth.

Bizet’s son Jacques, who looked like his father, inherited one or both of the cot-
tages at Le Vésinet. He worked in the automobile business in its infancy, was twice 
married, once divorced, and his life ended in 1922 at age fifty in suicide over an 
unhappy love affair.3 Bizet’s illegitimate son Jean Reiter was trained in the printing 
business, worked on Le Temps for many years, and died aged seventy-seven in 1939.

Bizet’s music was published by Choudens, Heugel, Hartmann, Durand and oth-
ers, but as publishers of his operas none had greater influence on his  posthumous 

1. Chantavoine (1951); Dean (1965–1).

2. Poupet (1965).

3. See Klein (1968).
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standing than Choudens. Besides the five main stage works, Choudens also pub-
lished the overture Patrie and the Vingt Mélodies, and at the time of Bizet’s death 
had printed, but not published, the Second Symphony. The rapid spread of Carmen 
around the world persuaded Choudens to publish more of Bizet’s music and later 
to persuade theatres to revive the other operas. In the ten years preceding his death 
in 1888 Antoine Choudens presided over a remarkable diffusion of Bizet’s name 
and music by his firm, executed always in the spirit of commercial enterprise 
rather than textual correctness. Before we look at the strange and varied versions 
in which the music was presented to the public, it has to be recognised that a music 
publisher’s primary responsibility is to his customers, not to his composers—at least 
that is the way the trade was conducted in the later nineteenth century. Since there 
was no control over theatre managements who chose to make alterations in the 
operas they staged—substituting one voice for another, or one singer for another, 
and making cuts or insertions to suit the resources of the theatre—composers 
could not expect to apply a restraining hand unless they were at least present to 
oversee rehearsals. A dead composer was especially vulnerable. Theatre-goers who 
wished to buy the vocal score of an opera they had just seen would prefer to pur-
chase the version they had heard, an element of demand to which Choudens 
seems to have been especially alert, adjusting his publications to match current 
productions wherever they might be. Thus a wide variety of versions of a single 
work, although customarily blamed on the publisher’s recklessness, may more 
fairly be attributed to the directors and singers who devised different productions 
in different places.

For five years or so following his death, Bizet’s music was represented by Patrie 
and the Arlésienne suite in the concert hall and by the remarkable success of Carmen 
abroad. Performances of the opera continued at the Opéra-Comique in the autumn 
of 1875, with twelve more beginning on 15 November and the last for seven years 
on 2 February 1876. Its worldwide spread was initiated in Vienna on 23 October 
1875 with a performance in German at the city’s Hofoper, for which the dialogue 
had been set as recitative by Guiraud, but apparently not in fact used then. The next 
foreign theatre was La Monnaie in Brussels, starting a long run on 3 February 1876. 
Within four years Carmen was played in Antwerp, Budapest (in Hungarian), St 
Petersburg (in Italian), Stockholm (in Swedish), London, Dublin, New York, 
Philadelphia, Baltimore, Chicago, Boston, Melbourne, Naples and San Francisco. 
There were productions even in the French provinces, in Boulogne and Marseille. 
Choudens’s investment in Bizet was now paying off, but with no benefit to the 
composer. Vocal scores were needed with Italian and German translations and with 
Guiraud’s recitatives, and the full score was printed in 1877 also. Like the new vocal 
scores the full score included the recitatives, confirmed certain cuts, and also 
 provided three ballet movements for those theatres where a ballet was expected. 



1875–2014: Life after Death • 237

For this purpose two movements were taken from L’Arlésienne and one from La Jolie 
Fille de Perth, and printed in the body of the score.

Around 1879 Choudens began to exploit the success of Carmen by looking at 
Bizet’s other works. In this endeavour he was assisted by Guiraud, who has ever 
after had to suffer the contempt often meted out to those who cherish and promote 
a deceased friend’s work. Rimsky-Korsakov has always been derided for disfiguring 
his friend Mussorgsky’s music, although his purpose, in which he was completely 
successful, was simply to get it better known. Guiraud, similarly, was Bizet’s closest 
friend for nearly twenty years; he was an excellent pianist and good composer, and 
no one was better placed to edit and arrange Bizet’s music. An unwritten code of 
fraternité among French composers allowed and encouraged the completion of 
unfinished works by others. Bizet, as we have seen, completed Halévy’s Noé; 
Guiraud and Massenet completed Delibes’s Kassya (1893); Arthur Coquard com-
pleted Lalo’s La Jacquerie (1894); Saint-Saëns and Dukas completed Guiraud’s 
Frédégonde (1895), and no less than five different hands orchestrated Franck’s 
Ghiselle—all operas left unfinished at the composer’s death.

Choudens started with a second suite from the music of L’Arlésienne. With the 
first L’Arlésienne suite doing well in the concert hall, he had Guiraud prepare a 
second suite. Like the first, this suite contains four movements, but only three sec-
tions from the original score were suitable for the purpose: the Pastorale, from 
which the chorus was omitted; the Intermezzo; and the Farandole, which he 
extended into a substantial movement. In third place he inserted the Menuet from 
La Jolie Fille de Perth, or rather from the suite Scènes bohémiennes as arranged by Bizet 
but not yet published (except in a piano arrangement). Since this second L’Arlésienne 
suite has been much more frequently played than the opera on which this move-
ment drew, it, with its graceful flute melody, is often assumed to belong to the 
original L’Arlésienne incidental music.

Within the group heading Collection des Œuvres posthumes de Georges Bizet 
Choudens then published the Second Symphony under the false title Roma: 3ème 

suite de concert as a successor to the two L’Arlésienne suites. It was engraved and 
prepared for press in 1869, soon after the first performance, but not issued at that 
time. Its publication in 1880 supported a performance by Pasdeloup on 31 October, 
actually the first complete performance of all four movements, and a series of 
performances abroad, in London, New York, Boston and St Petersburg. Edouard 
Colonne, Pasdeloup’s long-standing rival, gave it twice in his series at the Châtelet 
in January 1885. It was taken up by conductors such as Theodore Thomas, Felix 
Mottl, and George Henschel and frequently heard in the last decades of the cen-
tury. In 1898 it was heard in Vienna under the baton of Mahler. Breitkopf & Härtel 
published the score and parts in 1902, and Eulenburg issued it in Leipzig in 1924, 
an edition that was reissued by Eulenburg, London, in 1957. It has been recorded 
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by Beecham, Frémaux, Gardelli, Casadesus, Plasson and others, always under the 
title Roma. Yet performances are now very rare; it falls far behind Bizet’s best-
known works in popularity, and certainly far behind the First Symphony. Winton 
Dean’s vehement denigration of the work in his 1948 biography has not helped. 
Hans von Bülow regarded the work as a “große Schweinerei”, but Nietzsche and 
Hanslick both had good things to say about it, and Lacombe, more recently, has 
written of the symphony’s “séduction incontestable”.4 The musical world might 
perhaps take it more seriously if it knew it was really a symphony, not a program-
matic suite.

Choudens then issued a full score and a piano reduction of the Prélude to La 
Coupe du Roi de Thulé under the misleading title Marche funèbre, an unfortunate 
choice since Bizet had already composed a Marche funèbre as the original slow 
movement of his Second Symphony. Again, no mention was made of its origin or 
correct identity. Still offering suites, Choudens next brought out the Scènes bohémi-
ennes which Bizet himself prepared, drawing on four pieces from La Jolie Fille de 
Perth. Bizet intended the suite to include the Prélude, Smith’s Sérénade, the Menuet 
and Danse bohémienne, all arranged for orchestra alone. In piano arrangements the 
suite had appeared just after Bizet’s death in Choudens’s Collection de ballets et frag-
ments célèbres, and the Danse bohémienne had already been inserted as a ballet in the 
full score of Carmen. But because the Menuet had been stolen for the second 
L’Arlésienne suite, Guiraud had to arrange the Marche from the beginning of Act II 
of the opera to replace it in the orchestral suite. In this incorrect form the Scènes 
bohémiennes has been published, performed and recorded ever since. At least all the 
music comes from the one opera, La Jolie Fille de Perth.

Two suites from Carmen were published in the mid-1880s, each containing five 
movements. The arranger’s name is not given. Breitkopf & Härtel later published 
these suites, each with an extra movement, and it is the latter version available today 
in a Kalmus reprint.

There then appeared from Choudens a group of three choral works, all pub-
lished for the first time: a vocal score of the “ode-symphonie” Vasco de Gama, com-
posed in Italy in 1860 and performed once only in 1863. There is no record of any 
performances at the time of publication, however, nor since, and the full score was 
not published, a remarkable instance of the total neglect of a perfectly viable work. 
Next were the two choral works written for the preliminary rounds of the Prix de 
Rome in 1856 and 1857, respectively Le Golfe de Baïa and La Chanson du rouet, the 
latter provided with new words by Edouard Blau. It would be charitable to suppose 
that this was done in response to Leconte de Lisle’s refusal to allow publication of 
his verse, but it may have been easier for Choudens to commission new poems 

4. See Macdonald (2012).
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from one of the librettists in his circle than go to the trouble of approaching the 
original author.

* * * * *

The next publication from Choudens also offered new words attached to old 
music, but this time it seems that Bizet was himself behind the substitutions. A 
second volume of songs, mostly planned by Bizet himself, came out as the Seize 
Mélodies in about 1883. Despite generous prefatory matter, the volume nowhere 
indicates the source of these pieces. According to Pigot, Guiraud edited the col-
lection, drawing on remnants of Clarisse Harlowe, Grisélidis, Geneviève de Paris and 
Les Templiers, filling out incomplete fragments where necessary.5 In fact the origin 
of only one of the songs, “La Chanson de la rose”, remains unexplained, and there 
is no evidence that any music was ever composed for Geneviève de Paris. Les 
Templiers may have supplied one number in Djamileh, as we have seen, but probably 
nothing for the Seize Mélodies. Three songs came from La Coupe du Roi de Thulé, 
four from Clarisse Harlowe, and three from Grisélidis. “Pastel” (words by Philippe 
Gille) was originally a setting of a different poem by a different poet, “Le Portrait” 
(words by Eugène Manuel). Whether Bizet left any instructions for the remaining 
four songs in the collection, they fit the pattern of salvaging good music from 
works that seemed to be beyond hope of revival. “Ouvre ton cœur” was originally 
in Vasco de Gama, later transferred to Ivan IV; “Pourquoi pleurer” and “Qui donc 
t’aimera mieux” came from the music Bizet supplied for Halévy’s Noé. “Le Doute” 
is an arrangement of the slow movement of the Second Symphony, words cour-
tesy of Paul Ferrier.

The collection has never received as much attention as the earlier Vingt Mélodies, 
but there are some fine songs here, some of them betraying their origins with, or 
intended for, orchestral accompaniment.  All sixteen songs were issued separately by 
Choudens with illustrated title pages, each in two keys. If the publisher’s plate num-
bers can be trusted, the full collection was printed first in about 1883, with the 
separate songs appearing in the following two or three years. Last, by quite a mar-
gin, was “La Chanson de la rose”, the orphan of the set, whose original purpose 
must therefore remain obscure, even if its authenticity is not in doubt. It is one of 
Bizet’s liveliest and most charming songs.

The three duets Bizet arranged from La Coupe du Roi de Thulé and Clarisse 
Harlowe were also published in the later 1880s separately, but not in any collection. 
Choudens even unearthed the two early songs from 1854, “Petite Marguerite” and 
“La Rose et l’abeille”, and had Armand Silvestre write now words for them. These 
were issued with new titles: “En avril” and “Rive d’amour”.

5. Pigot (1886), p. 323.
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A number of songs were published in English by Metzler in London, and in 
Italian by Sonzogno in Milan. In New York in 1888 Schirmer brought out all thir-
ty-six songs with English translations, and in 1898 Hansen of Copenhagen pub-
lished the entire collection with the texts in French, Swedish and Danish. Curiously 
there were no German editions of the songs. The fine set of six songs published by 
Heugel under the title Feuilles d’album was forgotten.

* * * * *

The resurgence of Bizet’s music really began in 1883. Carmen continued to conquer 
the world’s opera houses and on 21 April of that year it finally returned to the 
Opéra-Comique, its original home, for a protracted run. Galli-Marié joined the 
revival a few months later, sealing its success. Even more remarkable was the burst 
of interest in La Jolie Fille de Perth, which was played in Rouen (27 February) and 
in Lille (a shared production), in Weimar and Vienna in Julius Hopp’s German trans-
lation, and in Rome and Milan in Zanardini’s Italian translation, all within the year. 
Pigot reports that it was played in Antwerp and Ghent also. It was heard all over 
Italy in the 1890s. Choudens issued a variety of vocal scores and piano arrange-
ments to meet this demand, none of them matching the original version. The Milan 
publisher Sonzogno, anxious to promote French music in his rivalry with Ricordi, 
negotiated with Choudens to bring out vocal scores of the operas and a selection 
of songs with Italian words. Bizet’s operas, like Massenet’s, were extremely popular 
in Italy in the last years of the nineteenth century. Already in 1888 an Italian critic 
named Mastrigli brought out a book on Bizet’s life and his operas. It was through 
Sonzogno that Les Pêcheurs de perles was awakened from its twenty-three-year slum-
ber, with a production in Milan on 23 March 1886, followed by performances in 
Rome and Turin. Before the end of the decade it had been heard in twenty cities 
including Buenos Aires and St Petersburg, finally returning to Paris for a perfor-
mance on 20 April 1889 at the Théâtre-Italien, in Italian! In that year it opened two 
days apart in St Petersburg, Prague and Rome’s Costanzi Theatre. It was in these 
posthumous performances that both La Jolie Fille de Perth and Les Pêcheurs de perles 
were subjected to changes and substitutions, countless and inextricable in the for-
mer case,6 almost so in the latter, whose ending has been the subject of debate even 
though Bizet himself only ever contemplated one ending, as far as we know.7

Choudens’s “Édition nouvelle” of La Jolie Fille de Perth contained no less than 
twenty-one substantial changes in the order and sequence of the opera. The chief 
alterations include the cuts Bizet himself introduced for the Brussels performances 
of 1868. All posthumous vocal scores replaced Catherine’s Air “Vive l’hiver” with a 

6. See Westrup (1966), Dean (1975), pp. 291–293, and Macdonald (2010-2).

7. See Lacombe (2001).
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Rêverie. This is a version with new words of the song “Rêve de la bien-aimée”, 
composed and published in 1868 to words by Louis de Courmont. A document in 
private hands suggests that this piece was orchestrated by Guiraud. Another is 
apparently paginated in Bizet’s hand, aligning it with the pagination of the auto-
graph full score of the opera. If this is correct, the decision to replace Catherine’s 
Air with the Rêverie would have been made by Bizet himself or with his approval, 
almost certainly to spare the singer the extravagant demands of the original Air, 
either in Paris or in Brussels.

The opening number of Act III, Chœur et scène, was modified in all the post-
humous scores in various different ways, and the Chœur de la St-Valentin in the last 
act was transposed up a semitone to A major, for no clear reason, with an alteration 
to the beginning of the following scene to assist the modulation back. One pub-
lished version even included in Act IV a Quintette fashioned from a scene in La 
Coupe du Roi de Thulé with new words. Smaller changes were inflicted on almost 
every scene. The full score was not engraved, but circulated as a lithographed copy 
of a very poor handwritten score.

La Jolie Fille de Perth returned to Paris for the first time on 3 November 1890, 
when it was staged at the Opéra-Comique. By that time the confusion displayed by 
all the different vocal scores in circulation and their remoteness from Bizet’s origi-
nal would be enough to discourage theatre directors from staging it, for revivals 
have been scarce in the twentieth century, usually in theatres prepared to step out-
side the well-beaten operatic repertory. The last major house to stage it was London’s 
Covent Garden in 1920. The standard scores available today from Kalmus, Belwyn 
Mills and Eroica Publications reproduce one or other of the corrupt Choudens 
editions. The recording made by EMI in 1985 with June Anderson and Alfredo 
Kraus, nevertheless, is the complete 1867 version with excellent singing that makes 
a fine case for the opera, although Prêtre’s conducting is careless and often too fast.

Les Pêcheurs de perles was treated only marginally better in Choudens’s new scores 
than La Jolie Fille de Perth, being subjected to only nine structural alterations. The 
first substantial change was to replace the close of the Nadir-Zurga duet at the end 
of the first scene with a reprise of the main tune “Ah ! c’est elle !”, which, as we 
observed earlier, misses the point that the tune, heard once, reflects the fact that 
Leïla was glimpsed but once and remained for both men an obsessive memory. 
Presumably the tune was thought to be too good not to be heard one more time. 
Large cuts were made in Leïla’s duet with Zurga in Act III and in the Chœur dansé 
at the start of the final scene. An eighty-three-bar Trio was introduced in the last 
scene, traditionally supposed to have been composed by Benjamin Godard, and the 
close was rewritten to show Zurga put to death by the natives on the flaming pyre 
prepared for Leïla. The forest also goes up in flames. A third version has a shorter 
ending in which Zurga is knifed in the back by an Indian chief (or in the full score 
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by Nourabad) and the lovers are heard singing the melody of the duet, as in the 
original.

Even in corrupt versions Les Pêcheurs de perles has steadily climbed in popularity 
so that it is now a repertoire work appearing in both large and small theatres world-
wide. Its currency is undoubtedly underpinned by the popularity of the men’s duet, 
which has been listed in classical music Top Fifty charts. The widely circulated 
reprints from Kalmus and Belwyn Mills reproduce one of the corrupt editions of 
the vocal score, but at least for this opera there have been new editions based on 
Bizet’s 1863 score. In 1975, to mark the centenary of Bizet’s death, Michel Poupet 
persuaded Choudens to issue such a version, although even then the correct ending 
of the duet in Act I was placed in a supplement, with the corrupt ending in the 
main text. In 1983 Henschel, of Berlin, brought out a version in German based on 
the 1863 score, edited by Joachim-Dietrich Link.

It was due to the popularity of the L’Arlésienne suites in the concert hall that 
Daudet’s play was revived in 1885 at the Théâtre de l’Odéon, with Edouard Colonne 
conducting an orchestra larger than what Bizet originally had in mind. Needless to 
say, the score was substantially altered, and it now mixed original sections of inci-
dental music, including mélodrame, with longer movements drawn from the two 
orchestral suites. It was enormously successful this time, being revived regularly in 
later years. The five-hundredth performance was in 1905 and the thousandth in 
1951.8 Choudens brought out a new vocal score and a full score which matched the 
new version, including two movements in Bizet’s full orchestration and three in 
Guiraud’s. Around 1890 two pieces from L’Arlésienne achieved incredible popularity 
in false garb: the Prélude was transformed into an Ave Maria, and the Entr’acte (no. 15) 
became an Agnus Dei, both appearing in a vast variety of arrangements for different 
choirs and instruments. The original 1872 score of the L’Arlésienne incidental music 
was not published until 1989, when Clifford Bartlett issued a version based on the 
autograph, followed by a critical edition for Choudens by Hervé Lacombe, pub-
lished in 2010.

Halévy’s Noé eventually received its first performance in 1885 in Karlsruhe, billed 
as “by F. Halévy and G. Bizet”.  It was conducted by Felix Mottl and sung in 
German; a performance followed soon after in Cologne and another, in Polish, in 
Warsaw. Choudens promoted these performances and printed both a vocal score 
and a full score, although no later performances have come to light until 2004 when 
it was revived in Compiègne. In preparing the opera for Karlsruhe no ballet music 
and no finale to the last act could be found. The missing last act was replaced by a 
second tableau to Act III comprising an intermezzo, L’Arc-en-ciel, evidently not 
Bizet’s work, and a finale which Choudens adapted from Bizet’s song “Chant 

8. See Lamothe (2008), pp. 68–90, 267.
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d’amour”, a setting of Lamartine first published by Choudens in 1872. Six ballets 
were created by adapting the song “La Coccinelle” and five sections of Djamileh.

Djamileh itself was next to be revived, but not in France. Bizet’s biographers all 
repeat the information that it was never revived until 1938, but that is true only for 
France. It was widely popular outside France in the 1890s, starting with the first 
revival in Stockholm in Swedish on 25 February 1889, followed by a performance 
in Rome, engineered by Sonzogno, in October 1890. In September 1892 it was 
heard in Manchester and Dublin under the title The Slave in Love, and a month later 
it was a huge success in German in Berlin and Hamburg, the latter performance 
conducted by Mahler. Sonzogno issued an Italian version, Simrock a German ver-
sion, and Ascherberg an English version. In 1893 an Italian impresario took the 
opera on tour in the United States. When he heard the news of Gounod’s death, he 
announced the opera as being by Gounod as homage to Gounod!9 In modern 
times revivals are scarce but regular, affected by the difficulties opera houses have 
with one-act operas, but always surprising audiences and critics with the richness 
of its music. Djamileh never suffered any depredations at the hands of Choudens, so 
alone of Bizet’s operas the published scores represent what Bizet actually wrote.

The immense catalogue of Choudens’s Bizet publications printed at the front of 
the Seize Mélodies is evidence of the astonishing circulation of his music in the later 
1880s. Within fifteen years of his death he had become one of the most widely 
played of French composers, both on the stage and in domestic settings.

At his death in 1871 Auber, Director of the Conservatoire, left his music manu-
scripts to two nieces. In 1894 Jean-Baptiste Weckerlin, librarian of the Conservatoire, 
examined the collection and claimed for his library many envois from Rome that 
Auber had “inadvertently” retained among his own manuscripts, including the 
manuscript of Bizet’s Italian opera Don Procopio. Charles Malherbe, assistant archi-
vist at the Paris Opéra, described the discovery in Le Figaro in February 1895 and 
set about attempting to have the opera performed for the first time. This eventually 
took place on 10 March 1906 at the Opéra de Monte Carlo, sung in French. It was 
billed as an “opéra bouffe” with a libretto by Paul Collin and Paul Bérel, the latter 
being a pseudonym of Paul de Choudens. An obvious problem was the lack of an 
original libretto, since the musical numbers require linking recitative, which Bizet 
did not write. Nor did he provide an overture. So a new libretto was written and 
eight recitatives were composed by Malherbe, along with some new linking mate-
rial and an Entr’acte of 112 bars, also by Malherbe, although the vocal score pub-
lished by Choudens does not say so. A second edition was quickly issued that 
expanded the work even further by introducing two extra numbers adapted from 
the posthumous collection Seize Mélodies, neither of them the least bit Italian: “Le 

9. Unidentified cutting in US-Bp.
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Gascon” and “Aubade”, whose origins, ironically, were in other discarded Bizet 
operas, Grisélidis and Clarisse Harlowe respectively. The full score matches this 
enlarged version. The music Bizet wrote for this opera constitutes only a fraction of 
what the printed score provides.

This revival of Don Procopio seems to have failed miserably. Apart from perfor-
mances in Barcelona and Rome no further performances are recorded until the 
1950s. Since that time performances have taken place steadily in different parts of 
the world, although there is no correct edition to work from and many hurdles 
have to be crossed in putting it on the stage. Recordings, too, have been rare.

The next works to emerge were those that had remained in the possession of 
Bizet’s widow and Reynaldo Hahn. Once they arrived at the Bibliothèque du 
Conservatoire they were surveyed in detail by Jean Chantavoine in a series of arti-
cles in Le Ménestrel in August and September 1933.10 Chantavoine was particularly 
interested in the First Symphony of 1856, the early Ouverture and Ivan IV, none of 
which had been seen since Bizet’s lifetime, and his detailed account of these works 
led eventually to performances. Bizet’s first biographer in English, D. C. Parker, read 
Chantavoine’s article and persuaded Felix Weingartner to perform the Symphony. 
The first performance took place under Weingartner in Basel on 26 February 1935 
and caused a sensation. Within a year of its première the Symphony was played  
in Vienna, London, Amsterdam, Madrid, Brno, Copenhagen, Prague, Stuttgart, 
Königsberg, Riga, Capetown, Frankfurt, Cincinnati and Rochester. The Paris pre-
miere was given by Charles Münch and the Société des Concerts on 29 May 1936.

It was published by Universal Edition, Vienna, in 1935 under the title “1. Symphonie” 
(Bizet had labelled it “1ère Symphonie”), but since the Second Symphony was then 
known only as Roma, the First Symphony became known as the “Symphony in C”. 
Apart from its frequency in the concert hall and its many recordings, this work is 
also well known as a ballet created by Balanchine in 1947, originally called Le Palais 
de crystal but later entitled Symphony in C.

In 1938 the early Ouverture received its first performance at the Opéra-Comique. 
It was not until 1972 that it was published, by Universal Edition. Both Dutoit and 
Plasson have recorded this work.

Bringing Ivan IV to life took a little longer. In 1943, during the German 
Occupation, a read-through of the opera took place in the Théâtre des Capucines, 
Paris, although no details have come to light as to who was responsible or who sang. 
It was presumably with a piano accompaniment. It may have been arranged by 
Ernst Hartmann, a German musicologist, since it was he who organised a performance 

10. Chantavoine (1933), pp. 316–373. All the Conservatoire’s Bizet manuscripts were transferred to 
the Département de la Musique of the Bibliothèque Nationale (now Bibliothèque nationale de 
France) in 1964.
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of excerpts from the opera with just two singers and piano accompaniment in 
Schloss Hohenmühringen, near Tübingen, on 13 September 1946.11 Plans to have 
the opera published by Schotts Söhne of Mainz and edited by Hartmann were 
halted when Choudens successfully claimed the right of first publication.

The true première of the opera took place in Bordeaux on 12 October 1951 in 
a version prepared by Henri Busser. It will come as no surprise to learn that Busser’s 
version made cuts and alterations in almost every number of the opera. The five acts 
were realigned as four. No. 3 Air et chœur was omitted. A Prélude dramatique not 
by Bizet was inserted after Act I. A version of the song “Rêve de la bien-aimée” 
(already playing truant in some versions of La Jolie Fille de Perth) was inserted as a 
Duo for Marie and Ivan in the new Act III with new words; and so on. The only 
task that Busser was correct to undertake was to supply the orchestration of the last 
two numbers, of which Bizet left only the vocal lines complete. Choudens issued a 
vocal score and a full score, in the latter of which there is no mention of Busser’s 
contribution. The opera has been heard since that date mostly in concert perfor-
mances, including some in which an effort to restore Bizet’s text has been made, 
notably by Winton Dean for the BBC in 1975 and by Howard Williams in perfor-
mances in London, Montpellier and Paris. The recording by Michael Schønwandt 
adopts Williams’s version. The opera still awaits a faithful edition in print and a 
worthy production on stage.

In 1962, in response to a number of performances in England, the first of which 
seems to have been a broadcast by the BBC in 1953, a vocal score of the early oper-
etta Le Docteur Miracle was published by Éditions Françaises de Musique, Paris. Since 
that time it has become almost popular, more popular than Don Procopio certainly, 
and there have been a few recordings. The full score is still not published.

In 1955 Winton Dean prepared the Prélude and three surviving extracts from La 
Coupe du Roi de Thulé to be broadcast by the BBC in a performance by the 
Philharmonia Orchestra under Stanford Robinson. Unfortunately no recording 
was made. More unknown Bizet was excavated in May 1971 when the Berlin 
Singakademie under Matthieu Lange gave the world première of Bizet’s Te Deum 
from 1858. This was one of the pieces recovered from Auber’s collection, but the 
manuscript had been at the Conservatoire since 1894, observed only by Chantavoine 
and performed by no one. The vocal score appeared from Simrock in 1971 and the 
full score from À Cœur Joie in 1995. A further enhancement of general access to 
Bizet’s music was provided by Michel Poupet’s edition of fourteen early piano 
pieces, published by Éditions Mario Bois in 1984 under the title Œuvres pour piano. 
These pieces all date from Bizet’s childhood and student years. A curious Bizet 
première took place at the University of Texas, Austin, in 1989, when William E. 

11. See Schwandt (1991).
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Girard staged La Maison du docteur, Bizet’s first opera, having translated and orches-
trated the work himself. Girard conducted four performances and published the 
score as his DMA dissertation.

* * * * *

The study of Bizet’s life and work began at his death, at which moment no one 
expected to be asked to summarise his achievement at such short notice. Among 
many obituaries the most informative was that by Victor Wilder in Le Ménestrel.12 
Galabert wrote a short memoir of his friend in 1877, and in 1886, at the height of 
Bizet’s posthumous success, a biography appeared from Charles Pigot, a writer 
unknown for any other contribution to musical or literary studies and who had not 
known Bizet personally. But he admired his work and had help from Guiraud, who 
never wrote about Bizet himself. Pigot narrated the main events in Bizet’s life with 
the recognition that his genius is not only to be found in Carmen but in the earlier 
operas too, to which he devotes much attention. Marmontel’s reminiscences 
appeared in 1881, Gallet’s in 1891, Saint-Saëns’s in 1899, Maréchal’s in 1907, Reyer’s 
in 1909 and Berton’s in 1913. In 1894 Hugues Imbert published Bizet’s correspond-
ence with—actually only to—Paul Lacombe,13 an edition that strangely exists in 
two forms, one in which ungenerous references to living persons (for example, the 
remark that Gounod is “too Catholic”) have been removed, and another that con-
tains the full uncensored text and also a series of letters to Guiraud. These revisions 
may have been made possible by Gounod’s death in October 1893 and Guiraud’s a 
year earlier.

A substantial correspondence with Gounod appeared in the Revue de Paris in 
1899, and in 1907 Louis Ganderax edited the extensive letters Bizet wrote to his 
parents from Italy in 1858–60, along with some letters written during the siege of 
Paris in 1870–71. Edmond Galabert’s invaluable Lettres à un ami appeared in 1909, 
although he felt it necessary to suppress much of their correspondence from the 
period of Bizet’s marriage. French biographers display an undertow of hostility in 
this period. Although a certain resentment (at what? not being Wagnerian enough? 
not being successful enough?) can be felt in Arthur Pougin’s notice in the supple-
ment to Fétis’s Biographie universelle de musiciens, published in 1878, and outright 
hostility in a “biographie critique” credited to Henry Gauthier-Villars but actually 
written by Vuillermoz, published in 1912, there were more serious efforts to assess 
Bizet’s achievement by Bellaigue (1892), Rolland (1908), Séré (1911), Brancour 
(1913), Landormy (1929) and Delmas (1930). All these writers were unknowingly 

12. Victor Wilder, “Georges Bizet: Esquisse biographique”, Le Ménestrel, 41 (July 1875), pp. 
241–259.

13. Imbert (1894).
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hampered by ignorance of the treasures held by Bizet’s widow, and by the confusion 
displayed by published scores. Abroad there were brief studies in Italian (Mastrigli, 
1888) and German (Voss, 1899), and the first biography in English came from D. C. 
Parker in 1926. In England a long series of articles on Bizet by John W. Klein 
appeared between 1924 and 1974.

The centenary of Bizet’s birth in 1938 was marked by an exhibition at the Paris 
Opéra in which many manuscripts, letters, photographs and other items were dis-
played. Some little-known songs and piano pieces were performed there too. The 
Revue de musicologie devoted a whole issue to Bizet. The Opéra-Comique staged Les 
Pêcheurs de perles and Djamileh. Carmen of course was performed everywhere.

After the war Bizet studies advanced forcefully, thanks first to Winton Dean’s 
powerful advocacy on behalf of Bizet’s dramatic genius in his book first published 
in 1948 and later considerably expanded. The portrayal of Bizet’s character is pene-
trating and vivid, although his opinions of individual pieces have an air of unargu-
able finality that may deter the reader from venturing to differ. At the same time the 
American scholar Mina Curtiss, sister of the great ballet impresario Lincoln Kirstein, 
while pursuing the papers of the Halévy family in connection with her work on 
Proust, traced a treasure-house of documents to Émile Straus’s nephew, René 
Sibilat, who had died in 1945. From his widow she acquired the whole collection, 
which included hundreds of letters between Bizet and the Halévys as well as some 
musical manuscripts and sketches. There were letters addressed to Bizet by others 
too, including many from Galli-Marié. This remarkable story was told in her book 
Bizet and His World, which came out in 1958. The book was a revelation concerning 
Bizet’s private world, especially his relations with his wife and mother-in-law and 
other members of the Halévy family. It also painted vivid portraits of the many 
figures who played a part in his career as theatre managers, librettists, critics and 
friends. Curtiss was not concerned with the nature and quality of the music (for 
which she relied on Dean’s judgments), although the history of its performance and 
reception were generously covered. All later writers on Bizet have been inescapably 
indebted to her work and to the arrangement by which, since her death in 1985, the 
documents from Sibilat have been housed at the Bibliothèque nationale. Her work-
ing papers are held by the New York Public Library.

In the 1960s Michel Poupet emerged as a scholar with a clear idea of what 
needed to be done to correct the falsehoods surrounding the transmission of Bizet’s 
music. He published a number of articles on this theme and also edited the volume 
of early piano music mentioned earlier, but his early death sadly cut short his 
important contribution to Bizet studies. The American scholar Lesley A. Wright has 
been writing a long series of highly scholarly articles on many different aspects of 
Bizet’s works, including her Princeton dissertation Bizet before Carmen, issued by 
University Microfilms in 1981. This looked closely for the first time at Bizet’s methods 
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of work, his manuscripts and sketches, with detailed tracing of the genesis of both 
Ivan IV and La Jolie Fille de Perth. She has also written extensively on the Prix de 
Rome and on Parisian music criticism during and after Bizet’s time. In 1988 she 
published the series of more than a hundred Bizet letters in the Stiftelsen 
Musikkulturens Främjande, Stockholm. These were part of the large collection 
assembled between the wars by Rudolf Nydahl, a Swedish collector with a particu-
lar taste for French music. The collection also includes Bizet’s desk, and the auto-
graph manuscript of Djamileh has since been added to their holdings.

Two important studies of Bizet in French appeared in 1999 and 2000, by Rémy 
Stricker and Hervé Lacombe respectively. Both take full account of the work of 
Curtiss and Wright, and while Stricker explores certain aspects without attempting 
a comprehensive exegesis of Bizet’s life and work, Lacombe is voluminously thor-
ough in covering Bizet’s life and his relationship to the musical conventions of his 
time. He is particularly sensitive to questions of genre and he treats the major works 
with great penetration. Many of the smaller works are overlooked, however. 
Lacombe and Thierry Bodin are preparing an edition of Bizet’s complete corre-
spondence, a formidable task not only because of Bizet’s dreadful handwriting but 
also because the letters are widely scattered and are often very difficult to date.

At least the better-known works are finally getting published with discernment 
and care. The Jeux d’enfants for piano duet has had plenty of attention from editors, 
including a scholarly version edited by Noël Lee for Éditions Musicales du Marais, 
published in the series “Patrimoine” in 1990. In 1995 Garland reprinted a selection 
of songs, including the forgotten set of Feuilles d’album. As for Carmen, it filled the 
opera houses of the world with delighted listeners for nearly a hundred years before 
anyone looked more closely at its origins. In Paris it passed from the Opéra-
Comique to the big stage of the Opéra in 1907 and became an all-sung, all-danced 
spectacular, often with a famous soprano taking the title role with plenty of trans-
position to fit the higher voice. The first of countless recordings was made in 1908 
in Berlin with Emmy Destin, and it has been seen in over seventy film versions.14 
It is not clear who can claim the distinction of first restoring dialogue in place of 
Guiraud’s recitatives, but after the war a few brave conductors (and eventually 
Covent Garden and the Met) introduced at least some of the dialogue, although 
many listeners regarded this as a regressive step.15 Controversy erupted in 1964 
when Fritz Oeser published an edition of Carmen with Alkor Edition which 
included a great deal of music no one had seen before. Oeser examined the original 
performance parts from the Opéra-Comique and included in his edition every 
trace of music he found there. This might have been a valuable exercise had he not 

14. See Wlaschin (2004).

15. Klein (1959), for example.
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ignored the evidence of the 1875 Choudens vocal score, which Bizet had super-
vised himself. Oeser reinstated many cuts made in rehearsal in 1874–75, and 
although both the dialogues and Guiraud’s recitatives were included, Oeser’s ten-
dentious claim to be presenting the correct version was strongly criticised. Three 
new editions of Carmen have recently appeared, all seeking to right not just the 
wrongs of a long performance tradition but also to settle this controversy by pre-
senting the opera in the same sequence as the 1875 vocal score, albeit showing 
alternatives for those who need to see what other versions passed through Bizet’s 
mind at one time or another.16

It will be a long and hard road to win for Bizet’s music the respect it was not 
accorded in his lifetime and was denied even more gratuitously after his death. A 
popular composer, which Bizet is, ought to be a fully served composer, provided 
with reliable editions of all his music, with performance materials available, with 
good recordings, with a thorough documentation of his life, and with a tradition of 
performance that understands the original functions of his music even when it is 
reconfigured in the taste of the moment. His is a story of struggle, not martyrdom, 
with a mixed legacy of music that sometimes ambles casually along the upper levels 
of Parisian Second Empire culture and sometimes rises to heights of great beauty 
and timeless significance. He deserves to be given our full critical attention and to 
be known as much more than just the composer of Carmen.

16. These editions are edited, respectively, by Robert Didion for Schott (Mainz, 2000), by Michael 
Rot for Hermann (Vienna, 2009), and by Richard Langham Smith for Peters (London, 2013).
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Calendar

Year Age Life Contemporary Musicians and Events

1838 Bizet born, Paris, 25 Oct. Auber (56), Paganini (55), Meyerbeer 
(47), Rossini (46), Donizetti (40), 
Halévy (39), Berlioz (34), Glinka 
(34), Mendelssohn (29), Chopin 
(28), Schumann (28), David (28), 
Liszt (27), Thomas (27), Verdi (25), 
Wagner (25), Alkan (24), Gounod 
(20), Offenbach (19), Bruckner (15), 
Lalo (15), Franck (15), Smetana (14), 
Brahms (5), Borodin (4), Saint-Saëns 
(3), Delibes (2), Balakirev (1), 
Guiraud (1).

1839 0 Mussorgsky born.

1840 1 Baptised Georges Bizet, 16 March. Paganini dies. Tchaikovsky born.

1841 2 Dvořák born.

1842 3 Massenet, Sullivan born.

1843 4

1844 5 Rimsky-Korsakov born.

1845 6 Fauré born.

1846 7

1847 8 Attends Marmontel’s class at the 
Conservatoire.

Mendelssohn dies.

1848 9 Full enrolment at the Conservatoire. Donizetti dies.

1849 10 Wins 2ème 1er Prix for solfège. Chopin dies.
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Year Age Life Contemporary Musicians and Events

1850 11

1851 12 First compositions. Wins 2ème  
Prix for piano.

Verdi’s Rigoletto.

1852 13 Wins 1er Prix for piano. Joins 
organ class of Benoist. Writes 
piano music.

1853 14 Wins 1er Accessit in organ. First 
attempt at the Prix de Rome. 
Meets Gounod. Joins Halévy’s 
composition class.

Liszt’s B minor Sonata. Verdi’s Il 
trovatore and La traviata. Wagner 
begins The Ring.

1854 15 Wins 2ème Prix in organ. 
Transcribes Gounod’s La Nonne 
sanglante.

Berlioz’s L’Enfance du Christ.

1855 16 Wins 1er Prix in organ. Transcribes 
Gounod’s First Symphony. 
Perhaps composes La Maison 
du docteur. First Symphony,  
Nov.

1856 17 Second attempt at the Prix de 
Rome, May. Composes Dr 
Miracle.

Schumann dies.

1857 18 Dr Miracle staged at the Bouffes-
Parisiens, April. Third attempt 
at the Prix de Rome. Wins 1er 
Prix. Leaves for Rome, Dec.

Glinka dies. Elgar born.

1858 19 Reaches Rome via Florence and 
Siena, 27 Jan. Te Deum, May. 
Summer hike with Heim. 
Composes Don Procopio.

Puccini born. Berlioz’s Les Troyens 
completed.

1859 20 Visits Naples and Pompeii, Sept. 
Begins Second Symphony.

Verdi’s Un ballo in maschera. Wagner’s 
Tristan und Isolde completed.

1860 21 Composes Vasco de Gama. Leaves 
the Villa Medicis with Guiraud, 
July. Travels north to Venice. 
Cuts short his trip on hearing 
of his mother’s illness. Reaches 
Paris, September.

Wolf, Mahler born.

1861 22 Mother dies, 8 Sept. Moves to 32, 
Rue Fontaine-St-Georges.

Wagner’s Tannhäuser, March. Reyer’s La 
Statue, April. Liszt in Paris, May.
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Year Age Life Contemporary Musicians and Events

1862 23 Halévy dies, 17 March. Composes 
La Guzla de l’Émir. Birth of 
Jean, Bizet’s illegitimate son. 
Works on Reyer’s Erostrate. Visit 
to Baden-Baden, August.

Debussy born.

1863 24 Vasco de Gama performed, 8 Feb. 
Composes Les Pêcheurs de perles for 
the Théâtre-Lyrique. Opens 30 Sep.

Berlioz’s Les Troyens à Carthage opens  
4 Nov.

1864 25 Composes Ivan IV. Assists Gounod 
with Mireille. Begins summer 
stays in Le Vésinet. Plans La 
Prêtresse with Gille.

Meyerbeer dies. Strauss born.

1865 26 L’Africaine opens, 28 April. Galabert 
becomes Bizet’s pupil. St-Jean de 
Pathmos composed. Begins 
working as arranger for Heugel.

Brahms’s Requiem. Sibelius born.

1866 27 Piano pieces and Feuilles d’album 
published by Heugel. Liszt in 
Paris, March. Friendship with 
Céleste Mogador. Returns to 
the Second Symphony. 
Composes La Jolie Fille de Perth.

Clapisson dies. Mignon opens 17 Nov. 
Smetana’s Bartered Bride.

1867 28 Makes two arrangments of 
Mignon. Exposition Universelle 
in Paris. Composes a Hymne 
and a cantata for the Exposition 
competitions. Paul Lacombe 
becomes his pupil. Serious 
relationship with Geneviève 
Halévy. Malbrough s’en va-t-en 
guerre opens 12 Dec. La Jolie 
Fille de Perth opens 26 Dec.

Verdi’s Don Carlos opens, 11 March. 
Roméo et Juliette opens 27 April. 
Wagner’s Die Meistersinger completed.

1868 29 La Jolie Fille de Perth played in 
Brussels, March. Makes two 
arrangements of Hamlet. More 
songs composed. Variations 
chromatiques for piano.

Thomas’s Hamlet opens 9 March. 
Rossini dies.

1869 30 Three movements of the Second 
Symphony performed, 28 Feb. 
Composes La Coupe du Roi de 
Thulé. Marries Geneviève 
Halévy, 3 June. Completes 
Halévy’s Noé.

Berlioz dies.
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Year Age Life Contemporary Musicians and Events

1870 31 Starts work on three operas: 
Calendal, Grisélidis and Clarisse 
Harlowe. Summer stay at 
Barbizon. War with Prussia 
declared July. Third Republic 
proclaimed September. Siege of 
Paris begins. Bizet joins the 
Garde Nationale. More songs 
composed.

1871 32 Siege ends, Jan. Bizet and 
Geneviève visit Bordeaux, Feb. 
Société Nationale de Musique 
founded, Feb. The Commune 
seizes power March–May. 
Djamileh commissioned. Jeux 
d’enfants composed.

Verdi’s Aida. Auber dies.

1872 33 Djamileh opens, 22 May. Another 
opera commissioned by the 
Opéra-Comique. Bizet’s son 
Jacques born, 10 July. 
L’Arlésienne opens 30 Sep.

1873 34 Prepares revival of Roméo et Juliette, 
Jan. Publication of Vingt 
Mélodies. Composes first act of 
Carmen. Drafts Don Rodrigue. 
Fire destroys the Opéra, 28 Oct. 
Patrie composed, Dec.

1874 35 Carmen completed. Rehearsals 
begin, Sep.

Schoenberg born.

1875 36 The Palais Garnier opens 5 Jan. 
Carmen opens, 3 March. Begins 
the oratorio Geneviève de Paris. 
Bizet dies, 3 June.

David (65), Thomas (63), Liszt (63), 
Wagner (62), Alkan (61), Verdi (61), 
Gounod (56), Offenbach (55), Lalo 
(52), Franck (52), Smetana (51), 
Bruckner (50), Brahms (42), 
Borodin (41), Saint-Saëns (39), 
Delibes (39), Balakirev (38), 
Mussorgsky (35), Tchaikovsky (35), 
Dvořák (33), Massenet (33), Sullivan 
(33), Rimsky-Korsakov (31), Fauré 
(30), Elgar (18), Puccini (16), Wolf 
(15), Mahler (14), Debussy (12), 
Strauss (10), Sibelius (9), Schoenberg 
(0), Ravel born.
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List of Works

Cat. No.

1 La Maison du docteur opéra-comique in one act, composed?1854–55
libretto: Henry Boisseaux
first performance: 23 Feb. 1989, Austin, TX.
first published: 1990
note: exists in vocal score only

2 Le Dr Miracle opéra-comique in one act, composed 1856
libretto: Léon Battu and Ludovic Halévy, after Sheridan
first performance: 9 April 1857, Bouffes-Parisiens, Paris
first published: 1962

3 Don Procopio opera buffa in two acts
libretto: after Carlo Cambiaggio
first performance: 10 March 1906, Monte Carlo
first published: 1905
note: in Italian

4 Les Pêcheurs de perles opéra in three acts
libretto: Michel Carré and Eugène Cormon
first performance: 30 September 1863, Théâtre-Lyrique, Paris
first published: 1863

5 Ivan IV opéra in five acts
libretto: François-Hippolyte Leroy and Henri Trianon
first performance: 12 October 1951, Bordeaux
first published: 1951

1. Operas (performable)
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Cat. No.

6 La Jolie Fille de Perth opéra in four acts
libretto: Jules-Henry de St-Georges and Jules Adenis, after Scott
first performance: 26 December 1867, Théâtre-Lyrique, Paris
first published: 1868

7 Noé grand opéra in three acts
libretto: Jules-Henry de St-Georges
first performance: 5 April 1885, Karlsruhe
first published: 1886
note: completion of Halévy’s opera

8 Djamileh opéra-comique in one act
libretto: Louis Gallet, after de Musset
first performance: 22 May 1872, Opéra-Comique, Paris
first published: 1872

9 Carmen opéra-comique in four acts
libretto: Ludovic Halévy and Henri Meilhac, after Mérimée
first performance: 3 March 1875, Opéra-Comique, Paris
first published: 1875



2. Operas (fragmentary)

Cat. 
No.

Date of 
Composition

Title Genre and Acts Librettist(s) First performance, in 
Paris unless otherwise 
stated

Published Remarks

10 1864 La Prêtresse opérette, 1 Philippe Gille a sketch survives
11 1867 Malbrough s’en 

va-t-en guerre
opéra-bouffe, 4 Paul Siraudin and 

William Busnach
13 Dec. 1867, Théâtre  

de l’Athénée
Bizet wrote Act 

I only. One 
song survives

12 1868–69 La Coupe du  
Roi de Thulé

opéra, 3 Louis Gallet 12 Dec. 1880,  
Concerts du Châtelet 
(Prélude), 12 July 1955 
(fragments)

1880 (Prélude  
only)

only fragments 
survive

13 1870–71 Grisélidis opéra- comique, 4 Victorien Sardou, 
after Boccaccio

sketches and 
some songs 
survive

14 1869–72 Clarisse Harlowe opéra- comique, 3 Philippe Gille and 
Adolphe Jaime,  
after Richardson

sketches and 
some songs 
survive

15 1873 Don Rodrigue opéra, 5 Louis Gallet and 
Edouard Blau, 
after Guillén de 
Castro y Bellvis

complete draft of the 
vocal lines



3. Operas (projected or lost)

Cat. No. Year Title Genre, Acts Librettist Remarks

16 1858 ? opéra-comique Edmond About projected
17 1858 Parisina opéra, 3 Felice Romani, after Byron in Italian, projected
18 1858–59 Esmeralda opéra, 4 Victor Hugo projected
19 1859 Don Quichotte opéra after Cervantes projected
20 1859 Le Tonnelier de Nuremberg opéra, 3 after E.T.A. Hoffmann’s Meister  

Martin der Küfner und seine Gesellen
projected

21 1859–60 L’Amour-peintre opéra-comique after Molière, Le Sicilien ou L’Amour 
peintre

perhaps started

22 1862 La Guzla de l’Émir opéra-comique, 1 Jules Barbier and Michel Carré completed, lost
23 1865 Nicolas Flamel opéra Ernest Dubreuil projected
24 1868 Les Templiers opéra, 5 Léon Halévy and Jules-Henry de 

St-Georges
projected

25 1868–69 ? opéra François-Hippolyte Leroy and  
Thomas Sauvage

projected

26 1869–70 Vercingétorix opéra Emile Delerot projected
27 1869–70 Calendal opéra, 4 Paul Ferrier, after Mistral projected
28 1869–71 Rama opéra, 4 Eugène Crépet, after the Ramayana Projected
29 1872 Sol-si-ré-pif-pan bouffonnerie, 1 William Busnach 16 Nov 1872, 

Théâtre du 
Château-d’Eau, 
lost



4. Incidental Music

Cat. No. Year Title Playwright First performance Published

30 1872 L’Arlésienne Alphonse Daudet 30 September 1872, Théâtre du 
Vaudeville

1872

5. Choral Works with Orchestra

Cat.  
No.

Year Title Text Forces First 
performance

Published Remarks

31 1853 La Brigantine Casimir Delavigne ? Prix de Rome, lost
32 1855 Valse avec chœur Eugène Scribe SSTB 1978
33 c. 1855 Chœur d’étudiants Eugène Scribe TTBB
34 1856 Le Golfe de Baïa Alphonse de  

Lamartine
SSTB, ST solo 1880 Prix de Rome

35 1857 La Chanson du Rouet Leconte de Lisle SSTB, S solo 1880 Prix de Rome
36 1858 Te Deum SSTTBB, ST solo 1971 1971
37 1859 Ulysse et Circé, ode-symphonie Victor Fournel, after 

Homer
projected

38 1860 Vasco de Gama, ode-symphonie Louis Lacour- 
Delâtre, after  
Camões

SSTTBB, SSTB  
solo, récitant

1863 1880

39 1867 Hymne de la paix Gustave Chouquet SSTB, brass
40 1867 Les Noces de Prométhée Romain Cornut ? lost
41 1869 La Mort s’avance, cantique Abbé Pellegrin SSTTBB 1869 based on Chopin 

Études
42 1870 Morts pour la France Victor Hugo ? lost
43 1875 Geneviève de Paris, légende 

dramatique
Louis Gallet ? projected



6. Choral Works with Keyboard

Cat. No. Year Title Text Forces Published

44 1867 Notre Rosa Auguste-Nicolas Cain unison chorus, piano
45 ? Ecce sacerdos Graduale romanum women’s chorus, organ 1885

7. Choral Works Unaccompanied

Cat. No. Year Title Text Forces First 
performance

Published Remarks

46 1860 Carmen sæculare Horace double chorus unfinished, lost
47 1865 St-Jean de Pathmos Victor Hugo men’s chorus 1865 1874

8. Prix de Rome Cantatas

Cat. No. Year Title Text Forces Remarks First 
performance

Published

48 1850 [cantata] None piano reduction fragment
49 1853-57? Ange et Tobie Léon Halévy tenor, orchestra fragment
50 1853-57? Le Chevalier enchanté Amédée-David de 

Pastoret
soprano, tenor, orchestra fragment

51 1853-57? Herminie J.-A. Vinaty soprano, orchestra fragments
52 1853-57? Loyse de Montfort Emile Deschamps soloists, chorus, orchestra fragments
53 1853-57? Le Retour de Virginie Auguste Rollet soloists, orchestra
54 1856 David Gaston d’Albano soloists, orchestra 1856 concours 1856
55 1857 Clovis et Clotilde Amédée Burion soloists, orchestra 1857 concours 1857



9. Songs with Orchestra

Cat. No. Year Title Poem First performance Published

56 1867-69 Tarentelle Édouard Pailleron 1881

10. Two Voices and Piano

Cat. No. Year Title Poem Voices First 
performance

Published Remarks

57 1850 Barcarolle no words SS
58 1870 La Fuite Théophile Gautier ST 1872
59 1873 De ce gaillard entretien Meilhac and Halévy SS 1873
60 1873–75 Le Retour Jules Barbier ST 1885 derived from Clarisse 

Harlowe
61 1873–75 Rêvons Jules Barbier M-S, B 1887 derived from La 

Coupe du Roi de 
Thulé

62 1873–75 Les Nymphes des bois Jules Barbier S, M-S 1887 derived from Clarisse 
Harlowe



11. Songs for Voice and Piano

Cat. No. Composed Title Poem Published Remarks

63 1850 Vocalise
64 1851–52 Romance Alphonse de Lamartine
65 by 1854 Petite Marguerite Olivier Rolland 1854 later issued as En avril with words by 

Armand Silvestre
66 by 1854 La Rose et l’abeille Olivier Rolland 1854 later issued as Rive d’amour with words by 

Armand Silvestre
67 by 1854 La Foi, l’espérance et la  

charité
Théophile Rousseau-Lagrave 1854

68 1860 Ouvre ton cœur Henri Trianon 1869 Seize Mélodies, no. 2, from Vasco de Gama 
and Ivan IV

69 1863 Sérénade Michel Carré and Eugène 
Cormon

1863 Vingt Mélodies, no. 10, from Les Pêcheurs de 
perles

70 by 1865 Vieille Chanson Charles-Hubert Millevoye 1865 Vingt Mélodies, no. 3
71 1866 A une Fleur Alfred de Musset 1867 Feuilles d’album, no. 1
72 1866 Adieux à Suzon Alfred de Musset 1867 Feuilles d’album, no. 2
73 1866 Sonnet Pierre de Ronsard 1867 Feuilles d’album, no. 3
74 1866 Guitare Victor Hugo 1867 Feuilles d’album, no. 4
75 1866 Rose d’amour Charles-Hubert Millevoye 1867 Feuilles d’album, no. 5
76 1866 Le Grillon Alphonse de Lamartine 1867 Feuilles d’album, no. 6
77 1866 Adieux de l’hôtesse arabe Victor Hugo 1867 Vingt Mélodies, no. 4
78 1866 Je n’en dirai rien Jules Adenis and Jules-Henry  

de St-Georges
1868 Vingt Mélodies, no. 18, from La Jolie Fille de 

Perth
79 1866–67 Après l’Hiver Victor Hugo 1867 Vingt Mélodies, no. 15
80 1866–67 Douce Mer Alphonse de Lamartine 1867 Vingt Mélodies, no. 14
81 1868 Ma Vie a son secret Félix Arvers 1868 Vingt Mélodies, no. 8
82 1868 La Coccinelle Victor Hugo 1868 Vingt Mélodies, no. 16



Cat. No. Composed Title Poem Published Remarks

83 1868 Pastorale Jean-François Regnard 1868 Vingt Mélodies, no. 9
84 1868 Berceuse Marceline Desbordes-Valmore 1868 Vingt Mélodies, no. 11
85 1868 Rêve de la bien-aimée Louis de Courmont 1868 Vingt Mélodies, no. 5
86 1868 La Chanson du fou Victor Hugo 1868 Vingt Mélodies, no. 12
87 by 1869 Tarantelle (1) Italian folksong 1869 in Italian
88 by 1869 L’Esprit saint Cantiques de Saint-Sulpice 1869 Vingt Mélodies, no. 19
89 1869 Pourquoi pleurer? Jules-Henry de St-Georges 1883 Seize Mélodies, no. 3, from Noé
90 1869 Qui donc t’aimera mieux? Jules-Henry de St-Georges 1883 Seize Mélodies, no. 11, from Noé.
91 by 1871 Chant d’amour Alphonse de Lamartine 1872 Vingt Mélodies, no. 17
92 by 1871 Chanson d’avril Louis-Hyacinthe Bouilhet 1871 Vingt Mélodies, no. 1
93 by 1872 Absence Théophile Gautier 1871 Vingt Mélodies, no. 13
94 by 1872 Tarantelle (2) Édouard Pailleron 1873 Vingt Mélodies, no. 20. Also with orchestra.
95 by 1872 Vous ne priez pas Casimir Delavigne 1873 Vingt Mélodies, no. 7
96 1872 Le Matin ? Bizet 1873 Vingt Mélodies, no. 2, from L’Arlésienne
97 by 1872 Le Colibri Marie-Alexandre Flan
98 by 1872 Vœu Victor Hugo
99 by 1872 Sérénade Victor Hugo
100 1872 J’aime l’amour Louis Gallet 1872 Vingt Mélodies, no. 6, from Djamileh
101 1872 Lamento ? arranged from L’Arlésienne
102 1873–75 La Sirène Catulle Mendès 1883 Seize Mélodies, no. 1, adapted from La 

Coupe du Roi de Thulé
103 1873–75 Voyage Philippe Gille 1883 Seize Mélodies, no. 4, adapted from Clarisse 

Harlowe
104 1873–75 Aubade Paul Ferrier 1883 Seize Mélodies, no. 5, adapted from Clarisse 

Harlowe

(continued)



Cat. No. Composed Title Poem Published Remarks

105 1873–75 La Nuit Paul Ferrier 1883 Seize Mélodies, no. 6, adapted from Clarisse 
Harlowe. The same music as Les 
Nymphes des bois.

106 1873–75 Le Doute! Paul Ferrier 1883 Seize Mélodies, no. 7, adapted from 
Symphony no. 2.

107 1873–75 Conte Paul Ferrier 1883 Seize Mélodies, no. 8, adapted from 
Grisélidis.

108 1873–75 Aimons, rêvons! Paul Ferrier 1883 Seize Mélodies, no. 9, adapted from La 
Coupe du Roi de Thulé. Partly the same 
music as Rêvons.

109 1873–75 La Chanson de la rose Jules Barbier 1883 Seize Mélodies, no. 10
110 1873–75 Le Gascon Catulle Mendès 1883 Seize Mélodies, no. 12, adapted from 

Grisélidis.
111 1873–75 N’oublions pas! Jules Barbier 1883 Seize Mélodies, no. 13, adapted from La 

Coupe du Roi de Thulé
112 1873–75 Si vous aimez Philippe Gille 1883 Seize Mélodies, no. 14, adapted from Clarisse 

Harlowe.
113 1873–75 Le Portrait Eugène Manuel 1883 Seize Mélodies, no. 15, as Pastel, words by 

Philippe Gille.
114 1873–75 L’Abandonnée Philippe Gille or Catulle 

Mendès
1883 Seize Mélodies, no. 16, adapted from 

Grisélidis



12. Orchestral Works

Cat. No. Composed Title First performance Published Remarks

115 1855 Symphony no. 1 in C 26 Feb 1935, Basel 1935
116 1855–57? Ouverture 26 Oct 1938, Opéra-Comique 1972
117 1860 La Chasse d’Ossian lost, but probably the original first 

movement of Symphony no. 2
118 1859–68 Symphony no. 2 in C 12 Oct 1860, Institut (Andante and 

Scherzo); 28 Feb 1869 (all but the 
Scherzo); 31 Oct 1880 (complete 
work)

1880 Original slow movement, Marche 
funèbre, unpublished.

119 1871 Petite suite d’orchestre
Marche
Berceuse
Impromptu
Duo
Galop

15 May 1872, Concerts Danbé 1872 5 movements of Jeux d’enfants

120 1871 Les Quatre Coins 1992, Toulouse Movement 8 of Jeux d’enfants
121 1872 L’Arlésienne Suite

Prélude
Minuetto
Adagietto
Carillon

10 Nov 1872, Concerts populaires 1873 Four movements from the 
L’Arlésienne incidental music

122 1873 Patrie, ouverture dramatique 15 Feb 1874, Concerts populaires 1874
123 1874 Scènes bohémiennes

Prélude
Sérénade
Menuet
Danse bohémienne

23 Dec 1883, Angers 1882 Four movements from La Jolie Fille 
de Perth

usually replaced by Marche



13. Piano Solo

Cat. No. Composed Title Published Remarks

124 1851 1er Caprice original 1984 2 versions
125 1851 2ème Caprice original 1984 3 versions
126 1851–52 4 Préludes 1984
127 1851–52 Thème 1984
128 1851–52 Valse 1984
129 1851–52 Romance sans paroles 1984 in C in 4/4
130 1852 Étude
131 1854 Grande valse de concert 1984
132 1854 1er Nocturne 1984 in F
133 1856 Romance sans paroles 1856 in C in 9/8
134 1856 Casilda 1856
135 1858 L’Enterrement de Clapisson never written down
136 1865 Chants du Rhin

L’Aurore
Le Départ
Les Rêves
La Bohémienne
Les Confidences
Le Retour

1866 on poems by Méry

137 1865 Chasse fantastique 1866
138 1868 Marine 1868
139 1868 1er Nocturne 1868 in D
140 1868 Variations chromatiques 1868
141 1874 Souvenirs de l’Auvergne 1875 lost, doubtful
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14. Piano Duet

Cat. No. Composed Title Published Remarks

142 1871 Jeux d’enfants
L’Escarpolette
La Toupie
La Poupée
Les Chevaux de bois
Le Volant
Trompette et tambour
Les Bulles de savon
Les Quatre Coins
Colin-maillard
Saute-mouton
Petit mari, petite femme!
Le Bal

1872 12 pieces for  
piano duet, five 
orchestrated as 
Petite Suite 
d’orchestre

143 1871 Simplicité piano duet,  
co-composed  
with Massenet

Cat. No. Composed Title Published

144 1856 Méditation religieuse 1853–56

15. Piano, Harmonium or Organ

Cat. No. Composed Title Published

145 1857 Trois Esquisses musicales 1858

16. Harmonium

17. Chamber Music

Cat. No. Composed Title Published

146 1874 [Duo] for bassoon and cello 1970
147 1874 [Duo] for oboe and piano
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18. Miscellaneous

Cat. No. Composed Title

148 1853 Fugue lost
149 1854 Fugue in A minor
150 1855 Fugue in D major incomplete
151 1855 Fugue in F minor
152 1856 Fugue in G major
153 1857 Fugue in E minor
154 1849–54 Fugues, exercices
155 1869–74 Sujets de fugue
156 1869 [Albumleaf]

Composer Work Transcribed for Date

T1 various 100 Fragments piano-scandé 1853–54
T2 Gounod La Nonne sanglante vocal score 1855
T3 Gounod Symphony no. 1 piano duet 1855
T4 various Trois Duos harmonium and piano 1858
T5 Reyer La Statue vocal score 1861
T6 Gounod Faust piano duet 1861–62
T7 Gounod La Reine de Saba vocal score 1862
T8 Nicolai Les Joyeuses Commères  

de Windsor
orchestration 1862

T9 Reyer Érostrate vocal score 1862
T10 Pascal Le Cabaret des amours vocal score 1862
T11 Gounod Mireille vocal score 1864
T12 Gounod Mireille, “Heureux petit  

berger”
piano solo 1864

T13 Gounod Ave Maria piano solo 1865
T14 Wagner L’Ange piano solo 1865
T15 Gounod Symphony no. 2 piano solo 1865
T16 Gounod Symphony no. 2 piano duet 1865
T17 various Le Pianiste chanteur piano solo 1865–66
T18 Mozart Don Giovanni piano solo 1866
T19 Mozart Don Giovanni, overture piano duet 1866
T20 Gounod Tobie vocal score 1866
T21 Gounod Six Chœurs célèbres piano solo 1866
T22 Handel L’Harmonieux Forgeron piano solo 1866
T23 Gounod Noël women’s voices, 1866

orchestra
T24 Massé Le Fils du brigadier vocal score 1867
T25 Saint-Saëns Le Timbre d’argent vocal score 1867
T26 Thomas Mignon piano solo 1867

19. List of Transcriptions
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Composer Work Transcribed for Date

T27 Mozart L’oca del Cairo piano solo 1867
T28 – Chants des Pyrénées voice and piano 1867
T29 Thomas Mignon piano duet 1868
T30 Thomas Hamlet piano solo 1868
T31 Thalberg L’Art du chant piano solo 1868
T32 Thalberg L’Art du chant piano duet 1868
T33 Saint-Saëns Piano Concerto no. 2 two pianos 1868
T34 Thomas Hamlet piano duet 1869
T35 Gounod Méditation piano duet 1869
T36 Ritter Les Courriers piano duet 1869
T37 Saint-Saëns Introduction et rondo capriccioso violin and piano 1870
T38 Gounod Gallia piano duet 1871
T39 Saint-Saëns Piano Concerto no. 2 piano solo 1871
T40 Gounod Seconde Méditation violin and piano or 

harmonium
1872

T41 Gounod La Colombe, Entr’acte violin or cello,  
harmonium and piano

1872

T42 Gounod Roméo et Juliette orchestration 1872
T43 Gounod “Temple ouvre-toi” piano solo 1872
T44 Ascher Mazurka des traîneaux orchestra 1873
T45 Schumann Six Études en forme de canon piano duet 1873
T46 Gounod Jeanne d’Arc vocal score 1873
T47 Gounod Jeanne d’Arc piano solo 1873
T48 Gounod Philémon et Baucis, suite orchestra 1874
T49 Gounod Chanson du printemps unknown 1874
T50 Massenet Scènes hongroises piano solo 1875
T51 Massenet Scènes de bal piano solo 1875
T52 Massenet Sarabande espagnole piano solo 1875
T53 Gounod La Nuit piano solo ?
T54 Gounod Prière du soir ? ?
T55 La Madeleine voice ?


