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"Bizet" redirects here. For other uses, see Bizet (disambiguation)[image: External link].

Georges Bizet (French: [ʒɔʁʒ bizɛ][image: External link]; 25 October 1838 – 3 June 1875), registered at birth as Alexandre César Léopold Bizet, was a French composer of the romantic era. Best known for his operas in a career cut short by his early death, Bizet achieved few successes before his final work, Carmen, which has become one of the most popular and frequently performed works in the entire opera repertoire.

During a brilliant student career at the Conservatoire de Paris, Bizet won many prizes, including the prestigious Prix de Rome in 1857. He was recognised as an outstanding pianist, though he chose not to capitalise on this skill and rarely performed in public. Returning to Paris after almost three years in Italy, he found that the main Parisian opera theatres preferred the established classical repertoire to the works of newcomers. His keyboard and orchestral compositions were likewise largely ignored; as a result, his career stalled, and he earned his living mainly by arranging and transcribing the music of others. Restless for success, he began many theatrical projects during the 1860s, most of which were abandoned. Neither of his two operas that reached the stage in this time—Les pêcheurs de perles and La jolie fille de Perth—were immediately successful.

After the Franco-Prussian War[image: External link] of 1870–1871, during which Bizet served in the National Guard, he had little success with his one-act opera Djamileh, though an orchestral suite derived from his incidental music to Alphonse Daudet's play L'Arlésienne was instantly popular. The production of Bizet's final opera, Carmen, was delayed because of fears that its themes of betrayal and murder would offend audiences. After its premiere on 3 March 1875, Bizet was convinced that the work was a failure; he died of a heart attack three months later, unaware that it would prove a spectacular and enduring success.

Bizet's marriage to Geneviève Halévy was intermittently happy and produced one son. After his death, his work, apart from Carmen, was generally neglected. Manuscripts were given away or lost, and published versions of his works were frequently revised and adapted by other hands. He founded no school and had no obvious disciples or successors. After years of neglect, his works began to be performed more frequently in the 20th century. Later commentators have acclaimed him as a composer of brilliance and originality whose premature death was a significant loss to French musical theatre.
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Georges Bizet was born in Paris on 25 October 1838. He was registered as Alexandre César Léopold, but baptised as "Georges" on 16 March 1840, and was known by this name for the rest of his life. His father, Adolphe Bizet, had been a hairdresser and wigmaker before becoming a singing teacher despite his lack of formal training.[1] He also composed a few works, including at least one published song.[2] In 1837 Adolphe married Aimée Delsarte, against the wishes of her family who considered him a poor prospect; the Delsartes, though impoverished, were a cultured and highly musical family.[3] Aimée was an accomplished pianist, while her brother François Delsarte was a distinguished singer and teacher who performed at the courts of both Louis Philippe[image: External link] and Napoleon III.[4] François Delsarte's wife Rosine, a musical prodigy, had been an assistant professor of solfège[image: External link] at the Conservatoire de Paris at the age of 13.[5]

Georges, an only child,[3] showed early aptitude for music and quickly picked up the basics of musical notation from his mother, who probably gave him his first piano lessons.[2] By listening at the door of the room where Adolphe conducted his classes, Georges learned to sing difficult songs accurately from memory and developed an ability to identify and analyse complex chordal structures[image: External link]. This precocity convinced his ambitious parents that he was ready to begin studying at the Conservatoire even though he was still only nine years old (the minimum entry age was 10). Georges was interviewed by Joseph Meifred, the horn virtuoso who was a member of the Conservatoire's Committee of Studies. Meifred was so struck by the boy's demonstration of his skills that he waived the age rule and offered to take him as soon as a place became available.[3][6]
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Bizet was admitted to the Conservatoire on 9 October 1848, two weeks before his 10th birthday.[3] He made an early impression; within six months he had won first prize in solfège, a feat that impressed Pierre-Joseph-Guillaume Zimmermann, the Conservatoire's former professor of piano. Zimmermann gave Bizet private lessons in counterpoint and fugue, which continued until the old man's death in 1853.[7] Through these classes, Bizet met Zimmermann's son-in-law, the composer Charles Gounod, who became a lasting influence on the young pupil's musical style—although their relationship was often strained in later years.[8] He also met another of Gounod's young students, the 13-year-old Camille Saint-Saëns, who remained a firm friend of Bizet's. Under the tuition of Antoine François Marmontel, the Conservatoire's professor of piano, Bizet's pianism developed rapidly; he won the Conservatoire's second prize for piano in 1851, and first prize the following year. Bizet would later write to Marmontel: "In your class one learns something besides the piano; one becomes a musician".[9] At the end of his first year, Bizet was required to submit a religious composition, but due to his atheism, he declined and wrote a comic opera instead which was accepted by the committee.[10]

Bizet's first preserved compositions, two wordless songs for soprano, date from around 1850. In 1853, he joined Fromental Halévy's composition class and began to produce works of increasing sophistication and quality.[11] Two of his songs, "Petite Marguerite" and "La Rose et l'abeille", were published in 1854.[12] In 1855, he wrote an ambitious overture for a large orchestra,[13] and prepared four-hand piano versions of two of Gounod's works: the opera La nonne sanglante and the Symphony in D. Bizet's work on the Gounod symphony inspired him, shortly after his seventeenth birthday, to write his own symphony, which bore a close resemblance to Gounod's—note for note in some passages. Bizet's symphony was subsequently lost, rediscovered in 1933 and finally performed in 1935.[14]

In 1856, Bizet competed for the prestigious Prix de Rome. His entry was not successful, but nor were any of the others; the musician's prize was not awarded that year.[15] After this rebuff, Bizet entered an opera competition which Jacques Offenbach had organised for young composers, with a prize of 1,200 francs[image: External link]. The challenge was to set the one-act libretto of Le docteur Miracle by Léon Battu and Ludovic Halévy. The prize was awarded jointly to Bizet and Charles Lecocq,[16] a compromise which years later Lecocq criticised on the grounds of the jury's manipulation by Fromental Halévy in favour of Bizet.[n 1] As a result of his success, Bizet became a regular guest at Offenbach's Friday evening parties, where among other musicians he met the aged Gioachino Rossini, who presented the young man with a signed photograph.[18][n 2] Bizet was a great admirer of Rossini's music, and wrote not long after their first meeting that "Rossini is the greatest of them all, because like Mozart, he has all the virtues".[20]

For his 1857 Prix de Rome entry, Bizet, with Gounod's enthusiastic approval, chose to set the cantata Clovis et Clotilde by Amédée Burion. Bizet was awarded the prize after a ballot of the members of the Académie des Beaux-Arts overturned the judges' initial decision, which was in favour of the oboist Charles Colin. Under the terms of the award, Bizet received a financial grant for five years, the first two to be spent in Rome, the third in Germany and the final two in Paris. The only other requirement was the submission each year of an "envoi", a piece of original work to the satisfaction of the Académie. Before his departure for Rome in December 1857, Bizet's prize cantata was performed at the Académie to an enthusiastic reception.[18][21]
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On 27 January 1858, Bizet arrived at the Villa Medici, a 16th-century palace that since 1803 had housed the French Académie in Rome and which he described in a letter home as "paradise".[22] Under its director, the painter Jean-Victor Schnetz, the villa provided an ideal environment in which Bizet and his fellow-laureates could pursue their artistic endeavours. Bizet relished the convivial atmosphere, and quickly involved himself in the distractions of its social life; in his first six months in Rome, his only composition was a Te Deum written for the Rodrigues Prize, a competition for a new religious work open to Prix de Rome winners. This piece failed to impress the judges, who awarded the prize to Adrien Barthe, the only other entrant.[23] Bizet was discouraged to the extent that he vowed to write no more religious music. His Te Deum remained forgotten and unpublished until 1971.[24]

Through the winter of 1858–59, Bizet worked on his first envoi, an opera buffa setting of Carlo Cambiaggio's libretto Don Procopio. Under the terms of his prize, Bizet's first envoi was supposed to be a mass, but after his Te Deum experience, he was averse to writing religious music. He was apprehensive about how this breach of the rules would be received at the Académie, but their response to Don Procopio was initially positive, with praise for the composer's "easy and brilliant touch" and "youthful and bold style".[7][25]

For his second envoi, not wishing to test the Académie's tolerance too far, Bizet proposed to submit a quasi-religious work in the form of a secular mass on a text by Horace. This work, entitled Carmen Saeculare, was intended as a song to Apollo and Diana. No trace exists, and it is unlikely that Bizet ever started it.[26] A tendency to conceive ambitious projects, only to quickly abandon them, became a feature of Bizet's Rome years; in addition to Carmen Saeculare, he considered and discarded at least five opera projects, two attempts at a symphony, and a symphonic ode on the theme of Ulysses and Circe[image: External link].[27] After Don Procopio, Bizet completed only one further work in Rome, the symphonic poem Vasco da Gama. This replaced Carmen Saeculare as his second envoi, and was well received by the Académie, though swiftly forgotten thereafter.[28]

In the summer of 1859, Bizet and several companions travelled in the mountains and forests around Anagni and Frosinone. They also visited a convict settlement at Anzio; Bizet sent an enthusiastic letter to Marmontel, recounting his experiences.[29] In August, he made an extended journey south to Naples and Pompeii, where he was unimpressed with the former but delighted with the latter: "Here you live with the ancients; you see their temples, their theatres, their houses in which you find their furniture, their kitchen utensils..."[30] Bizet began sketching a symphony based on his Italian experiences, but made little immediate headway; the project, which became his Roma symphony, was not finished until 1868.[7] On his return to Rome, Bizet successfully requested permission to extend his stay in Italy into a third year, rather than going to Germany, so that he could complete "an important work" (which has not been identified).[31] In September 1860, while visiting Venice with his friend and fellow-laureate Ernest Guiraud, Bizet received news that his mother was gravely ill in Paris, and made his way home.[32]
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Back in Paris with two years of his grant remaining, Bizet was temporarily secure financially and could ignore for the moment the difficulties that other young composers faced in the city.[33] The two state-subsidised opera houses, the Opéra and the Opéra-Comique[image: External link],[n 3] each presented traditional repertoires that tended to stifle and frustrate new homegrown talent; only eight of the 54 Prix de Rome laureates between 1830 and 1860 had had works staged at the Opéra.[36] Although French composers were better represented at the Opéra-Comique, the style and character of productions had remained largely unchanged since the 1830s.[36] A number of smaller theatres catered for operetta, a field in which Offenbach was then paramount,[34] while the Théâtre Italien specialised in second-rate Italian opera. The best prospect for aspirant opera composers was the Théâtre Lyrique company which, despite repeated financial crises, operated intermittently in various premises under its resourceful manager Léon Carvalho.[36] This company had staged the first performances of Gounod's Faust and his Roméo et Juliette, and of a shortened version of Berlioz's Les Troyens.[34][37]

On 13 March 1861, Bizet attended the Paris premiere of Wagner's opera Tannhäuser, a performance greeted by audience riots that were stage-managed by the influential Jockey-Club de Paris.[38] Despite this distraction, Bizet revised his opinions of Wagner's music, which he had previously dismissed as merely eccentric. He now declared Wagner "above and beyond all living composers".[28] Thereafter, accusations of "Wagnerism" were often laid against Bizet, throughout his compositional career.[39]

As a pianist, Bizet had showed considerable skill from his earliest years. A contemporary asserted that he could have assured a future on the concert platform, but chose to conceal his talent "as though it were a vice".[40] In May 1861 Bizet gave a rare demonstration of his virtuoso skills when, at a dinner party at which Liszt was present, he astonished everyone by playing on sight, flawlessly, one of the maestro's most difficult pieces. Liszt commented: "I thought there were only two men able to surmount the difficulties ... there are three, and ... the youngest is perhaps the boldest and most brilliant."[41]

Bizet's third envoi was delayed for nearly a year by the prolonged illness and death, in September 1861, of his mother.[33] He eventually submitted a trio of orchestral works: an overture entitled La Chasse d'Ossian, a scherzo and a funeral march. The overture has been lost; the scherzo was later absorbed into the Roma symphony, and the funeral march music was adapted and used in a later opera.[7][42] Bizet's fourth and final envoi, which occupied him for much of 1862, was a one-act opera, La guzla de l'émir. As a state-subsidised theatre, the Opéra-Comique was obliged from time to time to stage the works of Prix de Rome laureates, and La guzla duly went into rehearsal in 1863. However, in April Bizet received an offer, which originated from Count Walewski, to compose the music for a three-act opera. This was Les pêcheurs de perles, based on a libretto by Michel Carré and Eugène Cormon. Because a condition of this offer was that the opera should be the composer's first publicly staged work, Bizet hurriedly withdrew La guzla from production and incorporated parts of its music into the new opera.[42] The first performance of Les pêcheurs de perles, by the Théâtre Lyrique company, was on 30 September 1863. Critical opinion was generally hostile, though Berlioz praised the work, writing that it "does M. Bizet the greatest honour".[43] Public reaction was lukewarm, and the opera's run ended after 18 performances. It was not performed again until 1886.[44]

In 1862, Bizet had fathered a child with the family's housekeeper, Marie Reiter. The boy was brought up to believe that he was Adolphe Bizet's child; only on her deathbed in 1913 did Reiter reveal her son's true paternity.[45]
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When his Prix de Rome grant expired, Bizet found he could not make a living from writing music. He accepted piano pupils and some composition students, two of whom, Edmond Galabert and Paul Lacombe, became his close friends.[7] He also worked as an accompanist at rehearsals and auditions for various staged works, including Berlioz's oratorio L'enfance du Christ and Gounod's opera Mireille.[46] However, his main work in this period was as an arranger of others' works. He made piano transcriptions for hundreds of operas and other pieces and prepared vocal scores and orchestral arrangements for all kinds of music.[7][47] He was also, briefly, a music critic for La Revue Nationale et Étrangère, under the assumed name of "Gaston de Betzi". Bizet's single contribution in this capacity appeared on 3 August 1867, after which he quarrelled with the magazine's new editor and resigned.[48]

Since 1862, Bizet had been working intermittently on Ivan IV, an opera based on the life of Ivan the Terrible. Carvalho failed to deliver on his promise to produce it, so in December 1865, Bizet offered it to the Opéra, which rejected it; the work remained unperformed until 1946.[44][49] In July 1866, Bizet signed another contract with Carvalho, for La jolie fille de Perth, the libretto for which, by J.H. Vernoy de Saint-Georges after Sir Walter Scott, is described by Bizet's biographer Winton Dean as "the worst Bizet was ever called upon to set".[50] Problems over the casting and other issues delayed its premiere for a year before it was finally performed by the Théâtre Lyrique on 26 December 1867.[44] Its press reception was more favourable than that for any of Bizet's other operas; Le Ménestral's critic hailed the second act as "a masterpiece from beginning to end".[51] Despite the opera's success, Carvalho's financial difficulties meant a run of only 18 performances.[44]

While La jolie fille was in rehearsal, Bizet worked with three other composers, each of whom contributed a single act to a four-act operetta Marlborough s'en va-t-en guerre. When the work was performed at the Théâtre de l'Athénée on 13 December 1867, it was a great success, and the Revue et Gazette Musicale's critic lavished particular praise on Bizet's act: "Nothing could be more stylish, smarter and, at the same time, more distinguished".[52] Bizet also found time to finish his long-gestating Roma symphony and wrote numerous keyboard works and songs. Nevertheless, this period of Bizet's life was marked by significant disappointments. At least two projected operas were abandoned with little or no work done.[n 4] Several competition entries, including a cantata and a hymn composed for the Paris Exhibition of 1867, were unsuccessful.[54] La Coupe du Roi de Thulé, his entry for an opera competition, was not placed in the first five; from the fragments of this score that survive, analysts have discerned pre-echoes of Carmen.[55][56] On 28 February 1869, the Roma symphony was performed at the Cirque Napoléon, under Jules Pasdeloup. Afterwards, Bizet informed Galabert that on the basis of proportionate applause, hisses, and catcalls, the work was a success.[57][n 5]
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Not long after Fromental Halévy's death in 1862, Bizet had been approached on behalf of Mme. Halévy about completing his old tutor's unfinished opera Noé.[59] Although no action was taken at that time, Bizet remained on friendly terms with the Halévy family. Fromental had left two daughters; the elder, Esther, died in 1864, an event which so traumatised Mme. Halévy that she could not tolerate the company of her younger daughter Geneviève, who from the age of 15 lived with other family members.[60] It is unclear when Geneviève and Bizet became emotionally attached, but in October 1867, he informed Galabert: "I have met an adorable girl whom I love! In two years she will be my wife!"[61] The pair became engaged, although the Halévy family initially disallowed the match. According to Bizet they considered him an unsuitable catch: "penniless, left-wing, anti-religious and Bohemian",[62] which Dean observes are odd grounds of objection from "a family bristling with artists and eccentrics".[63] By summer 1869, their objections had been overcome, and the wedding took place on 3 June 1869. Ludovic Halévy wrote in his journal: "Bizet has spirit and talent. He should succeed".[64]

As a belated homage to his late father-in-law, Bizet took up the Noé manuscript and completed it. Parts of his moribund Vasco da Gama and Ivan IV were incorporated into the score, but a projected production at the Théâtre Lyrique failed to materialise when Carvalho's company finally went bankrupt, and Noé remained unperformed until 1885.[7][59] Bizet's marriage was initially happy, but was affected by Geneviève's nervous instability (inherited from both her parents),[60] her difficult relations with her mother and by Mme. Halévy's interference in the couple's affairs.[56] Despite this, Bizet kept on good terms with his mother-in-law and maintained an extensive correspondence with her.[65] In the year following the marriage, he considered plans for at least half a dozen new operas and began to sketch the music for two of them: Clarissa Harlowe based on Samuel Richardson's novel Clarissa, and Grisélidis with a libretto from Victorien Sardou.[66] However, his progress on these projects was brought to a halt in July 1870, with the outbreak of the Franco-Prussian War[image: External link].[67]
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After a series of perceived provocations from Prussia, culminating in the offer of the Spanish crown to the Prussian Prince Leopold of Hohenzollern, the French emperor Napoleon III declared war on 15 July 1870. Initially, this step was supported by an outbreak of patriotic fervour and confident expectations of victory.[7][68] Bizet, along with other composers and artists, joined the National Guard and began training.[69] He was critical of the antiquated equipment with which he was supposed to fight; his unit's guns, he said, were more dangerous to themselves than to the enemy.[65] The national mood was soon depressed by news of successive reverses; at Sedan on 2 September, the French armies suffered an overwhelming defeat; Napoleon was captured and deposed, and the Second Empire came to a sudden end.[69]

Bizet greeted with enthusiasm the proclamation in Paris of the Third Republic.[69] The new government did not sue for peace, and by 17 September, the Prussian armies had surrounded Paris.[70] Unlike Gounod, who fled to England,[71] Bizet rejected opportunities to leave the besieged city: "I can't leave Paris! It's impossible! It would be quite simply an act of cowardice", he wrote to Mme Halévy.[65] Life in the city became frugal and harsh,[n 6] although, by October, there were efforts to re-establish normality. Pasdeloup resumed his regular Sunday concerts, and on 5 November, the Opéra reopened with excerpts from works by Gluck, Rossini, and Meyerbeer.[70][73]

An armistice was signed on 26 January 1871, but the departure of the Prussian troops from Paris in March presaged a period of confusion and civil disturbance. Following an uprising, the city's municipal authority was taken over by dissidents who established the Paris Commune.[74] Bizet decided that he was no longer safe in the city, and he and Geneviève escaped to Compiègne[image: External link].[65] Later, they moved to Le Vésinet where they sat out the two months of the Commune, within hearing distance of the gunfire that resounded as government troops gradually crushed the uprising: "The cannons are rumbling with unbelievable violence", Bizet wrote to his mother-in-law on 12 May.[65][75]
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As life in Paris returned to normal, in June 1871, Bizet's appointment as chorus-master at The Opéra was seemingly confirmed by its director, Émile Perrin. Bizet was due to begin his duties in October, but on 1 November, the post was assumed by Hector Salomon. In her biography of Bizet, Mina Curtiss surmises that he either resigned or refused to take up the position as a protest against what he thought was the director's unjustified closing of Ernest Reyer's opera Erostrate after only two performances.[76] Bizet resumed work on Clarissa Harlowe and Grisélidis, but plans for the latter to be staged at the Opéra-Comique fell through, and neither work was finished; only fragments of their music survive.[77] Bizet's other completed works in 1871 were the piano duet entitled Jeux d'enfants, and a one-act opera, Djamileh, which opened at the Opéra-Comique in May 1872. It was poorly staged and incompetently sung; at one point the leading singer missed 32 bars of music. It closed after 11 performances, not to be heard again until 1938.[78] On 10 July Geneviève gave birth to the couple's only child, a son, Jacques.[79]

Bizet's next major assignment came from Carvalho, who was now managing Paris' Vaudeville theatre and wanted incidental music for Alphonse Daudet's play L'Arlésienne. When the play opened on 1 October, the music was dismissed by critics as too complex for popular taste. However, encouraged by Reyer and Massenet, Bizet fashioned a four-movement suite from the music,[80] which was performed under Pasdeloup on 10 November to an enthusiastic reception.[7][n 7] In the winter of 1872–73, Bizet supervised preparations for a revival of the still-absent Gounod's Roméo et Juliette at the Opéra-Comique. Relations between the two had been cool for some years, but Bizet responded positively to his former mentor's request for help, writing: "You were the beginning of my life as an artist. I spring from you".[82]

In June 1872, Bizet informed Galabert: "I have just been ordered to compose three acts for the Opéra-Comique. [Henri] Meilhac and [Ludovic] Halévy are doing my piece".[83] The subject chosen for this project was Prosper Mérimée's short novel, Carmen. Bizet began the music in the summer of 1873, but the Opéra-Comique's management was concerned about the suitability of this risqué story for a theatre that generally provided wholesome entertainment, and work was suspended.[7][84] Bizet then began composing Don Rodrigue, an adaptation of the El Cid story by Louis Gallet and Édouard Blau. He played a piano version to a select audience that included the Opéra's principal baritone Jean-Baptiste Faure, hoping that the singer's approval might influence the directors of the Opéra to stage the work.[85] However, on the night of 28–29 October, the Opéra burned to the ground; the directors, amid other pressing concerns, set Don Rodrigue aside.[86] It was never completed; Bizet later adapted a theme from its final act as the basis of his 1875 overture, Patrie.[7]
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Main article: Carmen


Adolphe de Leuven, the co-director of the Opéra-Comique most bitterly opposed to the Carmen project, resigned early in 1874, removing the main barrier to the work's production.[7] Bizet finished the score during the summer and was pleased with the outcome: "I have written a work that is all clarity and vivacity, full of colour and melody".[87] The renowned mezzo-soprano Célestine Galli-Marié (known professionally as "Galli-Marié") was engaged to sing the title role. According to Dean, she was as delighted by the part as Bizet was by her suitability for it. There were rumours that he and the singer pursued a brief affair; his relations with Geneviève were strained at this time, and they lived apart for several months.[88]

When rehearsals began in October 1874, the orchestra had difficulties with the score, finding some parts unplayable.[89] The chorus likewise declared some of their music impossible to sing and were dismayed that they had to act as individuals, smoking and fighting onstage rather than merely standing in line.[90] Bizet also had to counter further attempts at the Opéra-Comique to modify parts of the action which they deemed improper. Only when the leading singers threatened to withdraw from the production did the management give way.[91][92] Resolving these issues delayed the first night until 3 March 1875 on which morning, by chance, Bizet's appointment as a Chevalier of the Legion of Honour was announced.[93]

Among leading musical figures at the premiere were Jules Massenet, Camille Saint-Saëns, and Charles Gounod. Geneviève, suffering from an abscess in her right eye, was unable to be present.[93] The opera's first performance extended to four-and-a-half hours; the final act did not begin until after midnight.[94] Afterwards, Massenet and Saint-Saëns were congratulatory, Gounod less so. According to one account, he accused Bizet of plagiarism: "Georges has robbed me! Take the Spanish airs and mine out of the score and there remains nothing to Bizet's credit but the sauce that masks the fish".[95][n 8] Much of the press comment was negative, expressing consternation that the heroine was an amoral seductress rather than a woman of virtue.[94] Galli-Marié's performance was described by one critic as "the very incarnation of vice".[98] Others complained of a lack of melody and made unfavourable comparisons with the traditional Opéra-Comique fare of Auber and Boieldieu. Léon Escudier in L'Art Musical called the music "dull and obscure ... the ear grows weary of waiting for the cadence that never comes".[99] There was, however, praise from the poet Théodore de Banville, who applauded Bizet for presenting a drama with real men and women instead of the usual Opéra-Comique "puppets".[100] The public's reaction was lukewarm, and Bizet soon became convinced of its failure: "I foresee a definite and hopeless flop".[101]
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For most of his life, Bizet had suffered from a recurrent throat complaint.[102] A heavy smoker, he may have further undermined his health by overwork during the mid-1860s, when he toiled over publishers' transcriptions for up to 16 hours a day.[103] In 1868, he informed Galabert that he had been very ill with abscesses in the windpipe: "I suffered like a dog".[104] In 1871, and again in 1874, while completing Carmen, he had been disabled by severe bouts of what he described as "throat angina", and suffered a further attack in late March 1875.[105][106] At that time, depressed by the evident failure of Carmen, Bizet was slow to recover and fell ill again in May. At the end of the month, he went to his holiday home at Bougival and, feeling a little better, went for a swim in the Seine. On the next day, 1 June, he was afflicted by high fever and pain, which was followed by an apparent heart attack. He seemed temporarily to recover, but in the early hours of 3 June, his wedding anniversary, he suffered a fatal second attack.[107] He was 36 years old.

The suddenness of Bizet's death, and awareness of his depressed mental state, fuelled rumours of suicide. Although the exact cause of death was never settled with certainty, physicians discounted such theories and eventually determined the cause as "a cardiac complication of acute articular rheumatism".[n 9] News of the death stunned Paris's musical world; as Galli-Marié was too upset to appear, that evening's performance of Carmen was cancelled and replaced with Boieldieu's La dame blanche.[107]

At the funeral on 5 June at the Église de la Sainte-Trinité in Montmartre, more than 4,000 people were present. Adolphe Bizet led the mourners, who included Gounod, Thomas, Ludovic Halévy, Léon Halévy, and Massenet. An orchestra under Pasdeloup played Patrie, and the organist improvised a fantasy on themes from Carmen. At the burial which followed at the Père Lachaise Cemetery, Gounod gave the eulogy. He said that Bizet had been struck down just as he was becoming recognised as a true artist. Towards the end of his address, Gounod broke down and was unable to deliver his final peroration.[109] After a special performance of Carmen at the Opéra-Comique that night, the press which had almost universally condemned the piece three months earlier now declared Bizet a master.[110]
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Further information: List of compositions by Georges Bizet
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Bizet's earliest compositions, chiefly songs and keyboard pieces written as exercises, give early indications of his emergent power and his gifts as a melodist.[7] Dean sees evidence in the piano work Romance sans parole, written before 1854, of "the conjunction of melody, rhythm and accompaniment" that is characteristic of Bizet's mature works.[111] Bizet's first orchestral piece was an overture written in 1855 in the manner of Rossini's Guillaume Tell. Critics have found it unremarkable, but the Symphony in C of the same year has been warmly praised by later commentators who have made favourable comparisons with Mozart and Schubert.[7] In Dean's view, the symphony has "few rivals and perhaps no superior in the work of any composer of such youth".[112] The critic Ernest Newman suggests that Bizet may at this time have thought that his future lay in the field of instrumental music, before an "inner voice" (and the realities of the French musical world) turned him towards the stage.[113]
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After his early Symphony in C, Bizet's purely orchestral output is sparse. The Roma symphony over which he laboured for more than eight years compares poorly, in Dean's view, with its juvenile predecessor. The work, says Dean, owes something to Gounod and contains passages that recall Weber and Mendelssohn. However, Dean contends that the work suffers from poor organisation and an excess of pretentious music; he calls it a "misfire". Bizet's other mature orchestral work, the overture Patrie, is similarly dismissed: "an awful warning of the danger of confusing art with patriotism".[114] The musicologist Hugh Macdonald argues that Bizet's best orchestral music is found in the suites that he derived respectively from the piano work Jeux d'enfants and the incidental music for L'Arlésienne. In these, he demonstrates a maturity of style that, had he lived longer, might have been the basis for future great orchestral works.[7]

Bizet's piano works have not entered the concert pianist's repertoire, and are generally too difficult for amateurs to attempt. An exception is the set of 12 pieces evoking the world of children's games, Jeux d'enfants, written for four hands. Here, Bizet avoided the virtuoso passages which tend to dominate his solo works.[7] The earlier solo pieces bear the influence of Chopin; later works, such as the Variations Chromatiques and the Chasse Fantastique, owe more to Liszt.[115] Most of Bizet's songs were written in the period 1866–68. Dean defines the main weaknesses in these songs as an unimaginative repetition of the same music for each verse, and a tendency to write for the orchestra rather than the voice.[116] Much of Bizet's larger-scale vocal music is lost; the early Te Deum, which survives in full, is rejected by Dean as "a wretched work [that] merely illustrates Bizet's unfitness to write religious music."[117]
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Bizet's early one-act opera Le docteur Miracle provides the first clear signs of his promise in this genre, its sparkling music including, according to Dean, "many happy touches of parody, scoring and comic characterisation".[112] Newman perceives evidence of Bizet's later achievements in many of his earliest works: "[A]gain and again we light upon some touch or other in them that only a musician with a dramatic root of the matter in him could have achieved."[118] Until Carmen, however, Bizet was not essentially an innovator in the musical theatre. He wrote most of his operas in the traditions of Italian and French opera established by such as Donizetti, Rossini, Berlioz, Gounod, and Thomas. Macdonald suggests that, technically, he surpassed all of these, with a feeling for the human voice that compares with that of Mozart.[7]

In Don Procopio, Bizet followed the stock devices of Italian opera as typified by Donizetti in Don Pasquale, a work which it closely resembles. However, the familiar idiom is interspersed with original touches in which Bizet's fingerprints emerge unmistakably.[7][119] In his first significant opera, Les pêcheurs de perles, Bizet was hampered by a dull libretto and a laborious plot; nevertheless, the music in Dean's view rises at times "far above the level of contemporary French opera".[42] Its many original flourishes include the introduction to the cavatina Comme autrefois dans la nuit sombre played by two French horns over a cello background, an effect which in the words of analyst Hervé Lacombe[image: External link], "resonates in the memory like a fanfare lost in a distant forest".[120] While the music of Les pêcheurs is atmospheric and deeply evocative of the opera's Eastern setting, in La jolie fille de Perth, Bizet made no attempt to introduce Scottish colour or mood,[7] though the scoring includes highly imaginative touches such as a separate band of woodwind and strings during the opera's Act III seduction scene.[121]

From Bizet's unfinished works, Macdonald highlights La coupe du roi de Thulé as giving clear signs of the power that would reach a pinnacle in Carmen and suggests that had Clarissa Harlowe and Grisélidis been completed, Bizet's legacy would have been "infinitely richer".[7] As Bizet moved away from the accepted musical conventions of French opera, he encountered critical hostility. In the case of Djamileh, the accusation of "Wagnerism" was raised again,[122] as audiences struggled to understand the score's originality; many found the music pretentious and monotonous, lacking in both rhythm and melody.[89] By contrast, modern critical opinion as expressed by Macdonald is that Djamileh is "a truly enchanting piece, full of inventive touches, especially of chromatic colour."[7]

Ralph P. Locke, in his study of Carmen's origins, draws attention to Bizet's successful evocation of Andalusian Spain.[97] Grout, in his History of Western Music, praises the music's extraordinary rhythmic and melodic vitality, and Bizet's ability to obtain the maximum dramatic effect in the most economical fashion.[123] Among the opera's early champions were Tchaikovsky, Brahms, and particularly Wagner, who commented: "Here, thank God, at last for a change is somebody with ideas in his head."[124] Another champion of the work was Friedrich Nietzsche, who claimed to know it by heart; "It is music that makes no pretensions to depth, but it is delightful in its simplicity, so unaffected and sincere".[125] By broad consent, Carmen represents the fulfilment of Bizet's development as a master of music drama and the culmination of the genre of opéra comique.[7][126]
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After Bizet's death, many of his manuscripts were lost; works were revised by other hands and published in these unauthorised versions so that it is often difficult to establish what is authentic Bizet.[7] Even Carmen was altered into grand opera format by the replacement of its dialogue with recitatives written by Guiraud, and by other amendments to the score.[126] The music world did not immediately acknowledge Bizet as a master and, apart from Carmen and the L'Arlésienne suite, few of his works were performed in the years immediately following his death.[7] However, the 20th century saw an increase of interest. Don Procopio was revived in Monte Carlo in 1906;[127] an Italian version of Les pêcheurs de perles was performed at the Metropolitan Opera in New York on 13 November 1916, with Caruso in the leading tenor role,[128] and it has since become a staple at many opera houses.[129] After its first performance in Switzerland in 1935, the Symphony in C entered the concert repertory and has been recorded by, among many others, Sir Thomas Beecham.[130] Excerpts from La coupe du roi de Thulé, edited by Winton Dean, were broadcast by the BBC on 12 July 1955,[131] and Le docteur Miracle was revived in London on 8 December 1957 by the Park Lane Group.[127] Vasco da Gama and Ivan IV have been recorded, as have numerous songs and the complete piano music.[n 10] Carmen, after its lukewarm initial Paris run of 45 performances, became a worldwide popular success after performances in Vienna (1875) and London (1878).[135] It has been hailed as the first opera of the verismo school, in which sordid and brutal subjects are emphasised, with art reflecting life—"not idealised life but life as actually lived".[124][136]

The music critic Harold Schonberg surmises that had Bizet lived, he might have revolutionised French opera;[125] as it is, verismo was taken up mainly by Italians, notably Puccini who, according to Dean, developed the idea "till it became threadbare".[137][n 11] Bizet founded no specific school, though Dean names Chabrier and Ravel as composers influenced by him. Dean also suggests that a fascination with Bizet's tragic heroes—Frédéri in L'Arlésienne, José in Carmen—is reflected in Tchaikovsky's late symphonies, particularly the B minor "Pathetique".[137] Macdonald writes that Bizet's legacy is limited by the shortness of his life and by the false starts and lack of focus that persisted until his final five years. "The spectacle of great works unwritten either because Bizet had other distractions, or because no one asked him to write them, or because of his premature death, is infinitely dispiriting, yet the brilliance and the individuality of his best music is unmistakable. It has greatly enriched a period of French music already rich in composers of talent and distinction."[7]

In Bizet's family circle, his father Adolphe died in 1886. Bizet's son Jacques committed suicide in 1922 after an unhappy love affair. Jean Reiter, Bizet's elder son, had a successful career as press director of Le Temps, became an Officer of the Legion of Honour, and died in 1939 at the age of 77. In 1886, Geneviève married Émile Straus, a rich lawyer; she became a famous Parisian society hostess and a close friend of, among others, Marcel Proust. She showed little interest in her first husband's musical legacy, made no effort to catalogue Bizet's manuscripts and gave many away as souvenirs. She died in 1926; in her will, she established a fund for a Georges Bizet prize, to be awarded annually to a composer under 40 who had "produced a remarkable work within the previous five years". Winners of the prize include Tony Aubin, Jean-Michel Damase, Henri Dutilleux, and Jean Martinon.[139][140]
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^ Lecocq wrote: "Bizet's score was not bad, but rather heavy, and he failed with almost all of the little couplets I was able to bring off". Mina Curtiss suggests that this pique reflected Lecocq's general disappointment with a career in which theatrical success largely eluded him.[17]


	
^ Although Bizet was initially flattered to be part of Offenbach's circle, and relished the contacts he made at the Friday gatherings, he became resentful of the hold which the older composer had established over French musical theatre, and grew contemptuous of his music. In a letter to Paul Lacombe in 1871 Bizet refers to "the ever-increasing invasion of that infernal Offenbach", and dismisses Offenbach's work as "trash" and "this obscenity".[19]


	
^ The name "Opéra-Comique" does not imply literal "comic opera" or opera buffa. The most specific characteristic of Opéra-Comique productions was the replacement of sung recitative with spoken dialogue—the German singspiel model.[34][35]


	
^ Dean identifies one of these as Les Templiers, libretto by Saint-Georges and Léon Halévy. Another, title unknown, was for a libretto by Arthur Leroy and Thomas Sauvage.[53]


	
^ This performance, against Bizet's wishes, omitted the scherzo that had formed part of his third envoi. The scherzo was not included in the symphony until 1880, five years after Bizet's death.[58]


	
^ Although there were few instances of actual starvation during the Siege, infant mortality rose considerably because of a shortage of milk. The main sources of meat were horses and domestic pets: "It has been calculated that during the entire Siege 65,000 horses, 5,000 cats and 1,200 dogs were eaten".[72]


	
^ A second L'Arlésienne suite was prepared by Guiraud and performed in 1879, four years after Bizet's death. This is generally known as L'Arlésienne suite No. 2.[81]


	
^ The acknowledged Spanish melodies are the Habanera, which uses a popular tune by Sebastián Iradier, and the entr'acte to Act 4 which is based on an aria from Manuel Garcia's opera El criado fingido.[96][97]


	
^ This opinion was recorded by a physician, Eugène Gelma of the University of Strasbourg, many years after Bizet's death.[108]


	
^ Numerous recordings of these works are available.[132][133][134]


	
^ In his 1958 biography of Puccini, Edward Greenfield calls the association of Puccini with verismo "misleading", stating that he chose his subjects on pragmatic principles of maximum audience appeal.[138]
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Romantic Music






This article is about the genre of music. For the traditional term in music, see Romance (music)[image: External link]. For other uses, see Romantic (disambiguation)[image: External link].

Romantic music is an era of Western classical music[image: External link] that began in the late 18th or early 19th century. It is related to Romanticism[image: External link], the European artistic and literary movement that arose in the second half of the 18th century, and Romantic music in particular dominated the Romantic movement in Germany.

In the Romantic period, music became more expressive and emotional, expanding to encompass literary, artistic, and philosophical themes. Famous early Romantic composers include Beethoven (whose works span both this period and the preceding Classical period), Schubert, Schumann, Chopin, Mendelssohn, Bellini, and Berlioz. The late 19th century saw a dramatic expansion in the size of the orchestra[image: External link] and in the dynamic range and diversity of instruments used in this ensemble. Also, public concerts became a key part of urban[image: External link] middle class[image: External link] society, in contrast to earlier periods, when concerts were mainly paid for by and performed for aristocrats. Famous composers from the second half of the century include Johann Strauss II[image: External link], Brahms, Liszt, Tchaikovsky, Verdi, and Wagner. Between 1890 and 1910, a third wave of composers including Dvořák[image: External link], Mahler[image: External link], Richard Strauss[image: External link], Puccini, and Sibelius[image: External link] built on the work of middle Romantic composers to create even more complex – and often much longer – musical works. A prominent mark of late 19th century music is its nationalistic fervor, as exemplified by such figures as Dvořák, Sibelius, and Grieg[image: External link]. Other prominent late-century figures include Saint-Saëns, Fauré[image: External link], Rachmaninoff[image: External link] and Franck.
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Main article: Romanticism[image: External link]


The Romantic movement was an artistic, literary, and intellectual movement that originated in the second half of the 18th century in Europe and strengthened in reaction to the Industrial Revolution[image: External link] (Encyclopædia Britannica n.d.). In part, it was a revolt against social and political norms of the Age of Enlightenment[image: External link] and a reaction against the scientific rationalization[image: External link] of nature (Casey 2008). It was embodied most strongly in the visual arts, music, and literature, but had a major impact on historiography (Levin 1959,[ page needed[image: External link]]) and education (Gutek 1995, 220–54), and was in turn influenced by developments in natural history (Nichols 2005, 308–309).

One of the first significant applications of the term to music was in 1789, in the Mémoires by the Frenchman André Grétry[image: External link], but it was E.T.A. Hoffmann[image: External link] who really established the principles of musical romanticism, in a lengthy review of Ludwig van Beethoven's Fifth Symphony[image: External link] published in 1810, and in an 1813 article on Beethoven's instrumental music. In the first of these essays Hoffmann traced the beginnings of musical Romanticism to the later works of Haydn[image: External link] and Mozart[image: External link]. It was Hoffmann's fusion of ideas already associated with the term "Romantic", used in opposition to the restraint and formality of Classical models, that elevated music, and especially instrumental music, to a position of pre-eminence in Romanticism as the art most suited to the expression of emotions. It was also through the writings of Hoffmann and other German authors that German music was brought to the centre of musical Romanticism (Samson 2001).
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 Traits




Characteristics often attributed to Romanticism:


	a new preoccupation with and surrender to Nature

	a fascination with the past, particularly the Middle Ages and legends of medieval chivalry

	a turn towards the mystic and supernatural, both religious and merely spooky

	a longing for the infinite

	mysterious connotations of remoteness, the unusual and fabulous, the strange and surprising

	a focus on the nocturnal, the ghostly, the frightful, and terrifying

	fantastic seeing and spiritual experiences

	a new attention given to national identity

	emphasis on extreme subjectivism

	interest in the autobiographical

	discontent with musical formulas and conventions



Such lists, however, proliferated over time, resulting in a "chaos of antithetical phenomena", criticized for their superficiality and for signifying so many different things that there came to be no central meaning. The attributes have also been criticized for being too vague. For example, features of the "ghostly and supernatural" could apply equally to Mozart's[image: External link] Don Giovanni[image: External link] from 1787 and Stravinsky's[image: External link] The Rake's Progress[image: External link] from 1951 (Kravitt 1992, 93–95).
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 Non-musical influences




Events and changes that happen in society such as ideas, attitudes, discoveries, inventions, and historical events always affect music. For example, the Industrial Revolution[image: External link] was in full effect by the late 18th century and early 19th century. This event had a very profound effect on music: there were major improvements in the mechanical valves, and keys that most woodwinds and brass instruments depend on. The new and innovative instruments could be played with greater ease and they were more reliable (Schmidt-Jones and Jones 2004, 3).

Another development that had an effect on music was the rise of the middle class. Composers before this period lived on the patronage of the aristocracy. Many times their audience was small, composed mostly of the upper class and individuals who were knowledgeable about music (Schmidt-Jones and Jones 2004, 3). The Romantic composers, on the other hand, often wrote for public concerts and festivals, with large audiences of paying customers, who had not necessarily had any music lessons (Schmidt-Jones and Jones 2004, 3). Composers of the Romantic Era, like Elgar[image: External link], showed the world that there should be "no segregation of musical tastes" (Young 1967, 525) and that the "purpose was to write music that was to be heard" (Young 1967, 527).


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Nationalism




Main article: Musical nationalism


During the Romantic period, music often took on a much more nationalistic purpose. For example, Jean Sibelius[image: External link]' Finlandia[image: External link] has been interpreted to represent the rising nation of Finland, which would someday gain independence from Russian control (Child 2006). Frédéric Chopin was one of the first composers to incorporate nationalistic elements into his compositions. Joseph Machlis states, "Poland's struggle for freedom from tsarist rule aroused the national poet in Poland. … Examples of musical nationalism abound in the output of the romantic era. The folk idiom is prominent in the Mazurkas of Chopin" (Machlis 1963, 149–50). His mazurkas and polonaises are particularly notable for their use of nationalistic rhythms. Moreover, "During World War II the Nazis forbade the playing of … Chopin's Polonaises in Warsaw because of the powerful symbolism residing in these works" (Machlis 1963, 150). Other composers, such as Bedřich Smetana, wrote pieces that musically described their homelands; in particular, Smetana's Vltava[image: External link] is a symphonic poem about the Moldau River[image: External link] in the modern-day Czech Republic[image: External link] and the second in a cycle of six nationalistic symphonic poems collectively titled Má vlast[image: External link] (My Homeland) (Grunfeld 1974, 112–13). Smetana also composed eight nationalist operas, all of which remain in the repertory. They established him as the first Czech nationalist composer as well as the most important Czech opera composer of the generation who came to prominence in the 1860s (Ottlová, Tyrrell, and Pospíšil 2001).
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	List of Romantic-era composers[image: External link]

	Neoromanticism (music)[image: External link]

	History of music[image: External link]
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Carmen






This article is about the opera. For other uses, see Carmen (disambiguation)[image: External link].

Carmen (French pronunciation: ​ [kaʁmɛn][image: External link]; Spanish:  [ˈkarmen][image: External link]) is an opera[image: External link] in four acts by French composer Georges Bizet. The libretto was written by Henri Meilhac[image: External link] and Ludovic Halévy, based on a novella of the same title by Prosper Mérimée. The opera was first performed at the Opéra-Comique[image: External link] in Paris on 3 March 1875, where its breaking of conventions shocked and scandalized its first audiences. Bizet died suddenly after the 33rd performance, unaware that the work would achieve international acclaim within the following ten years. Carmen has since become one of the most popular and frequently performed operas in the classical canon[image: External link]; the "Habanera" from act 1 and the "Toreador Song" from act 2 are among the best known of all operatic arias.

The opera is written in the genre of opéra comique with musical numbers separated by dialogue. It is set in southern Spain and tells the story of the downfall of Don José, a naïve soldier who is seduced by the wiles of the fiery gypsy[image: External link] Carmen. José abandons his childhood sweetheart and deserts from his military duties, yet loses Carmen's love to the glamorous toreador[image: External link] Escamillo, after which José kills her in a jealous rage. The depictions of proletarian life, immorality, and lawlessness, and the tragic death of the main character on stage, broke new ground in French opera and were highly controversial.

After the premiere, most reviews were critical, and the French public was generally indifferent. Carmen initially gained its reputation through a series of productions outside France, and was not revived in Paris until 1883; thereafter it rapidly acquired popularity at home and abroad. Later commentators have asserted that Carmen forms the bridge between the tradition of opéra comique and the realism or verismo that characterised late 19th-century Italian opera.

The music of Carmen has since been widely acclaimed for brilliance of melody, harmony, atmosphere, and orchestration, and for the skill with which Bizet musically represented the emotions and suffering of his characters. After the composer's death, the score was subject to significant amendment, including the introduction of recitative in place of the original dialogue; there is no standard edition of the opera, and different views exist as to what versions best express Bizet's intentions. The opera has been recorded many times since the first acoustical[image: External link] recording in 1908, and the story has been the subject of many screen and stage adaptations.
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In the Paris of the 1860s, despite being a Prix de Rome laureate, Bizet struggled to get his stage works performed. The capital's two main state-funded opera houses—the Opéra and the Opéra-Comique[image: External link]—followed conservative repertoires that restricted opportunities for young native talent.[1] Bizet's professional relationship with Léon Carvalho, manager of the independent Théâtre Lyrique company, enabled him to bring to the stage two full-scale operas, Les pêcheurs de perles (1863) and La jolie fille de Perth (1867), but neither enjoyed much public success.[2][3]

When artistic life in Paris resumed after the Franco-Prussian War[image: External link] of 1870–71, Bizet found wider opportunities for the performance of his works; his one-act opera Djamileh opened at the Opéra-Comique in May 1872. Although this failed and was withdrawn after 11 performances,[4] it led to a further commission from the theatre, this time for a full-length opera for which Henri Meilhac[image: External link] and Ludovic Halévy would provide the libretto.[5] Halévy, who had written the text for Bizet's student opera Le docteur Miracle (1856), was a cousin of Bizet's wife, Geneviève;[6] he and Meilhac had a solid reputation as the librettists of many of Jacques Offenbach's operettas.[7]

Bizet was delighted with the Opéra-Comique commission, and expressed to his friend Edmund Galabert his satisfaction in "the absolute certainty of having found my path".[5] The subject of the projected work was a matter of discussion between composer, librettists and the Opéra-Comique management; Adolphe de Leuven, on behalf of the theatre, made several suggestions that were politely rejected. It was Bizet who first proposed an adaptation of Prosper Mérimée's novella Carmen.[8] Mérimée's story is a blend of travelogue and adventure yarn, possibly inspired by the writer's lengthy travels in Spain in 1830, and had originally been published in 1845 in the journal Revue des deux Mondes[image: External link].[9] It may have been influenced in part by Alexander Pushkin[image: External link]'s 1824 poem "The Gypsies[image: External link]",[10] a work Mérimée had translated into French;[n 1] it has also been suggested that the story was developed from an incident told to Mérimée by his friend the Countess Montijo.[9] Bizet may first have encountered the story during his Rome sojourn of 1858–60, since his journals record Mérimée as one of the writers whose works he absorbed in those years.[12]
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 Roles






	Role
	Voice type[image: External link]
	Premiere cast, 3 March 1875

Conductor: Adolphe Deloffre[image: External link][13]




	Carmen, A Gypsy Girl

	mezzo-soprano[image: External link]
	Célestine Galli-Marié



	Don José, Corporal of Dragoons

	tenor[image: External link]
	Paul Lhérie[image: External link]



	Escamillo, Toreador

	bass-baritone[image: External link]
	Jacques Bouhy[image: External link]



	Micaëla, A Village Maiden

	soprano
	Marguerite Chapuy[image: External link]



	Zuniga, Lieutenant of Dragoons

	bass[image: External link]
	Eugène Dufriche[image: External link]



	Moralès, Corporal of Dragoons

	baritone[image: External link]
	Edmond Duvernoy[image: External link]



	Frasquita, Companion of Carmen

	soprano
	Alice Ducasse[image: External link]



	Mercédès, Companion of Carmen

	mezzo-soprano
	Esther Chevalier[image: External link]



	Lillas Pastia, an innkeeper

	spoken
	M. Nathan



	Le Dancaïre, smuggler

	baritone
	Pierre-Armand Potel



	Le Remendado, smuggler

	tenor
	Barnolt[image: External link]



	A guide
	spoken
	M. Teste



	Chorus: Soldiers, young men, cigarette factory girls, Escamillo's supporters, Gypsies, merchants and orange sellers, police, bullfighters, people, urchins.





	Cast details are as provided by Mina Curtiss (Bizet and His World, 1959) from the original piano and vocal score. The stage designs are credited to Charles Ponchard.[14]
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 Synopsis





	Place: Seville[image: External link], Spain, and surrounding hills

	Time: Around 1820



Act 1

A square, in Seville. On the right, a door to the tobacco factory. At the back, a bridge. On the left, a guardhouse.

A group of soldiers relax in the square, waiting for the changing of the guard and commenting on the passers-by ("Sur la place, chacun passe"). Micaëla appears, seeking José. Moralès tells her that "José is not yet on duty" and invites her to wait with them. She declines, saying she will return later. José arrives with the new guard, who is greeted and imitated by a crowd of urchins ("Avec la garde montante").

As the factory bell rings, the cigarette girls emerge and exchange banter with young men in the crowd ("La cloche a sonné"). Carmen enters and sings her provocative habanera on the untameable nature of love ("L'amour est un oiseau rebelle"). The men plead with her to choose a lover, and after some teasing she throws a flower to Don José, who thus far has been ignoring her but is now annoyed by her insolence.

As the women go back to the factory, Micaëla returns and gives José a letter and a kiss from his mother ("Parle-moi de ma mère!"). He reads that his mother wants him to return home and marry Micaëla, who retreats in shy embarrassment on learning this. Just as José declares that he is ready to heed his mother's wishes, the women stream from the factory in great agitation. Zuniga, the officer of the guard, learns that Carmen has attacked a woman with a knife. When challenged, Carmen answers with mocking defiance ("Tra la la... Coupe-moi, brûle-moi"); Zuniga orders José to tie her hands while he prepares the prison warrant. Left alone with José, Carmen beguiles him with a seguidilla[image: External link], in which she sings of a night of dancing and passion with her lover—whoever that may be—in Lillas Pastia's tavern. Confused yet mesmerised, José agrees to free her hands; as she is led away she pushes her escort to the ground and runs off laughing. José is arrested for dereliction of duty.

Act 2

Lillas Pastia's Inn

Two months have passed. Carmen and her friends Frasquita and Mercédès are entertaining Zuniga and other officers ("Les tringles des sistres tintaient") in Pastia's inn. Carmen is delighted to learn of José's release from two month's detention. Outside, a chorus and procession announces the arrival of the toreador Escamillo ("Vivat, vivat le Toréro"). Invited inside, he introduces himself with the "Toreador Song" ("Votre toast, je peux vous le rendre") and sets his sights on Carmen, who brushes him aside. Lillas Pastia hustles the crowds and the soldiers away.

When only Carmen, Frasquita and Mercédès remain, the smugglers Dancaïre and Remendado arrive and reveal their plans to dispose of some recently acquired contraband ("Nous avons en tête une affaire"). Frasquita and Mercédès are keen to help them, but Carmen refuses, since she wishes to wait for José. After the smugglers leave, José arrives. Carmen treats him to a private exotic dance ("Je vais danser en votre honneur ... La la la"), but her song is joined by a distant bugle call from the barracks. When José says he must return to duty, she mocks him, and he answers by showing her the flower that she threw to him in the square ("La fleur que tu m'avais jetée"). Unconvinced, Carmen demands he show his love by leaving with her. José refuses to desert, but as he prepares to depart, Zuniga enters looking for Carmen. He and José fight, and are separated by the returning smugglers, who restrain Zuniga. Having attacked a superior officer, José now has no choice but to join Carmen and the smugglers ("Suis-nous à travers la campagne").

Act 3

A wild spot in the mountains

Carmen and José enter with the smugglers and their booty ("Écoute, écoute, compagnons"); Carmen has now become bored with José and tells him scornfully that he should go back to his mother. Frasquita and Mercédès amuse themselves by reading their fortunes from the cards; Carmen joins them and finds that the cards are foretelling her death, and José's. The women depart to suborn the customs officers who are watching the locality. José is placed on guard duty.

Micaëla enters with a guide, seeking José and determined to rescue him from Carmen ("Je dis que rien ne m'épouvante"). On hearing a gunshot she hides in fear; it is José, who has fired at an intruder who proves to be Escamillo. José's pleasure at meeting the bullfighter turns to anger when Escamillo declares his infatuation with Carmen. The pair fight ("Je suis Escamillo, toréro de Grenade"), but are interrupted by the returning smugglers and girls ("Holà, holà José"). As Escamillo leaves he invites everyone to his next bullfight in Seville. Micaëla is discovered; at first, José will not leave with her despite Carmen's mockery, but he agrees to go when told that his mother is dying. As he departs, vowing he will return, Escamillo is heard in the distance, singing the toreador's song.

Act 4

A square in Seville. At the back, the walls of an ancient amphitheatre

Zuniga, Frasquita and Mercédès are among the crowd awaiting the arrival of the bullfighters ("Les voici ! Voici la quadrille!"). Escamillo enters with Carmen, and they express their mutual love ("Si tu m'aimes, Carmen"). As Escamillo goes into the arena, Frasquita and Mercedes warn Carmen that José is nearby, but Carmen is unafraid and willing to speak to him. Alone, she is confronted by the desperate José ("C'est toi ! C'est moi !"). While he pleads vainly for her to return to him, cheers are heard from the arena. As José makes his last entreaty, Carmen contemptuously throws down the ring he gave her and attempts to enter the arena. He then stabs her, and as Escamillo is acclaimed by the crowds, Carmen dies. José kneels and sings "Ah! Carmen! ma Carmen adorée!"; as the crowd exits the arena, José confesses to killing the woman he loved.
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 Creation
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Meilhac and Halévy were a long-standing duo with an established division of labour: Meilhac, who was completely unmusical, wrote the dialogue and Halévy the verses.[13] There is no clear indication of when work began on Carmen.[15] Bizet and the two librettists were all in Paris during 1873 and easily able to meet; thus there is little written record or correspondence relating to the beginning of the collaboration.[16] The libretto was prepared in accordance with the conventions of opéra comique, with dialogue separating musical numbers.[n 2] It deviates from Mérimée's novella in a number of significant respects. In the original, events are spread over a much longer period of time, and much of the main story is narrated by José from his prison cell, as he awaits execution for Carmen's murder. Micaëla does not feature in Mérimée's version, and the Escamillo character is peripheral—a picador[image: External link] named Lucas who is only briefly Carmen's grand passion. Carmen has a husband called Garcia, whom José kills during a quarrel.[18] In the novella, Carmen and José are presented much less sympathetically than they are in the opera; Bizet's biographer Mina Curtiss comments that Mérimée's Carmen, on stage, would have seemed "an unmitigated and unconvincing monster, had her character not been simplified and deepened".[19]

With rehearsals due to begin in October 1873, Bizet began composing in or around January of that year, and by the summer had completed the music for the first act and perhaps sketched more. At that point, according to Bizet's biographer Winton Dean, "some hitch at the Opéra-Comique intervened", and the project was suspended for a while.[20] One reason for the delay may have been the difficulties in finding a singer for the title role.[21] Another was a split that developed between the joint directors of the theatre, Camille du Locle[image: External link] and Adolphe de Leuven, over the advisability of staging the work. De Leuven had vociferously opposed the entire notion of presenting so risqué a story in what he considered a family theatre and was sure that audiences would be frightened away. He was assured by Halévy that the story would be toned down, that Carmen's character would be softened, and offset by Micaëla, described by Halévy as "a very innocent, very chaste young girl". Furthermore, the gypsies would be presented as comic characters, and Carmen's death would be overshadowed at the end by "triumphal processions, ballets and joyous fanfares". De Leuven reluctantly agreed, but his continuing hostility towards the project led to his resignation from the theatre early in 1874.[22]

After the various delays, Bizet appears to have resumed work on Carmen early in 1874. He completed the draft of the composition—1,200 pages of music—in the summer, which he spent at the artists' colony at Bougival, just outside Paris. He was pleased with the result, informing a friend: "I have written a work that is all clarity and vivacity, full of colour and melody".[23] During the period of rehearsals, which began in October, Bizet repeatedly altered the music—sometimes at the request of the orchestra who found some of it impossible to perform,[21] sometimes to meet the demands of individual singers, and otherwise in response to the demands of the theatre's management.[24] The vocal score that Bizet published in March 1875 shows significant changes from the version of the score that he sold to the publishers, Choudens[image: External link], in January 1875; the conducting score used at the premiere differs from each of these documents. There is no definitive edition, and there are differences among musicologists about which version represents the composer's true intentions.[21][25] Bizet also changed the libretto, reordering sequences and imposing his own verses where he felt that the librettists had strayed too far from the character of Mérimée's original.[26] Among other changes, he provided new words for Carmen's "Habanera",[25] and rewrote the text of Carmen's solo in the act 3 card scene. He also provided a new opening line for the "Seguidilla" in act 1.[27]
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 Characterisation




Most of the characters in Carmen—the soldiers, the smugglers, the Gypsy women and the secondary leads Micaëla and Escamillo—are reasonably familiar types within the opéra comique tradition, although drawing them from proletarian life was unusual.[15] The two principals, José and Carmen, lie outside the genre. While each is presented quite differently from Mérimée's portrayals of a murderous brigand and a treacherous, amoral schemer,[19] even in their relatively sanitised forms neither corresponds to the norms of opéra comique. They are more akin to the verismo style that would find fuller expression in the works of Puccini.[28]

Dean considers that José is the central figure of the opera: "It is his fate rather than Carmen's that interests us".[29] The music characterizes his gradual decline, act by act, from honest soldier to deserter, vagabond and finally murderer.[21] In act 1 he is a simple countryman aligned musically with Micaëla; in act 2 he evinces a greater toughness, the result of his experiences as a prisoner, but it is clear that by the end of the act his infatuation with Carmen has driven his emotions beyond control. Dean describes him in act 3 as a trapped animal who refuses to leave his cage even when the door is opened for him, ravaged by a mix of conscience, jealousy and despair. In the final act his music assumes a grimness and purposefulness that reflects his new fatalism: "He will make one more appeal; if Carmen refuses, he knows what to do".[29]

Carmen herself, says Dean, is a new type of operatic heroine representing a new kind of love, not the innocent kind associated with the "spotless soprano" school, but something altogether more vital and dangerous. Her capriciousness, fearlessness and love of freedom are all musically represented: "She is redeemed from any suspicion of vulgarity by her qualities of courage and fatalism so vividly realised in the music".[21][30] Curtiss suggests that Carmen's character, spiritually and musically, may be a realisation of the composer's own unconscious longing for a freedom denied to him by his stifling marriage.[31] Harold C. Schonberg likens Carmen to "a female Don Giovanni. She would rather die than be false to herself".[32] The dramatic personality of the character, and the range of moods she is required to express, call for exceptional acting and singing talents. This has deterred some of opera's most distinguished exponents; Maria Callas[image: External link], though she recorded the part, never performed it on stage.[33] The musicologist Hugh Macdonald observes that "French opera never produced another femme as fatale as Carmen", though she may have influenced some of Massenet's heroines. Macdonald suggests that outside the French repertoire, Richard Strauss[image: External link]'s Salome and Alban Berg[image: External link]'s Lulu "may be seen as distant degenerate descendants of Bizet's temptress".[34]

Bizet was reportedly contemptuous of the music that he wrote for Escamillo: "Well, they asked for ordure, and they've got it", he is said to have remarked about the toreador's song—but, as Dean comments, "the triteness lies in the character, not in the music".[29] Micaëla's music has been criticised for its "Gounodesque" elements, although Dean maintains that her music has greater vitality than that of any of Gounod's own heroines.[35]
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 Assembling the cast




The search for a singer-actress to play Carmen began in the summer of 1873. Press speculation favoured Zulma Bouffar[image: External link], who was perhaps the librettists' preferred choice. She had sung leading roles in many of Offenbach's operas, but she was unacceptable to Bizet and was turned down by du Locle as unsuitable.[36] In September an approach was made to Marie Roze[image: External link], well known for previous triumphs at the Opéra-Comique, the Opéra and in London. She refused the part when she learned that she would be required to die on stage.[37] The role was then offered to Célestine Galli-Marié, who agreed to terms with du Locle after several months' negotiation.[38] Galli-Marié, a demanding and at times tempestuous performer, would prove a staunch ally of Bizet, often supporting his resistance to demands from the management that the work should be toned down.[39] At the time it was generally believed that she and the composer were conducting a love affair during the months of rehearsal.[15]

The leading tenor part of Don José was given to Paul Lhérie[image: External link], a rising star of the Opéra-Comique who had recently appeared in works by Massenet and Delibes[image: External link]. He would later become a baritone, and in 1887 sang the role of Zurga in the Covent Garden[image: External link] premiere of Les pêcheurs de perles.[40] Jacques Bouhy[image: External link], engaged to sing Escamillo, was a young Belgian-born baritone who had already appeared in demanding roles such as Méphistophélès in Gounod's Faust and as Mozart[image: External link]'s Figaro.[41] Marguerite Chapuy[image: External link], who sang Micaëla, was at the beginning of a short career in which she was briefly a star at London's Theatre Royal, Drury Lane[image: External link]; the impresario James H. Mapleson[image: External link] thought her "one of the most charming vocalists it has been my pleasure to know". However, she married and left the stage altogether in 1876, refusing Mapleson's considerable cash inducements to return.[42]
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 Premiere and initial run




Because rehearsals did not start until October 1874 and lasted longer than anticipated, the premiere was delayed.[43] The final rehearsals went well, and in a generally optimistic mood the first night was fixed for 3 March 1875, the day on which, coincidentally, Bizet's appointment as a Chevalier of the Legion of Honour was formally announced.[n 3] The premiere, which was conducted by Adolphe Deloffre[image: External link], was attended by many of Paris's leading musical figures, including Massenet, Offenbach, Delibes and Gounod;[45] during the performance the last-named was overheard complaining bitterly that Bizet had stolen the music of Micaëla's act 3 aria from him: "That melody is mine!"[46] Halévy recorded his impressions of the premiere in a letter to a friend; the first act was evidently well received, with applause for the main numbers and numerous curtain calls. The first part of act 2 also went well, but after the toreador's song there was, Halévy noted, "coldness". In act 3 only Micaëla's aria earned applause as the audience became increasingly disconcerted. The final act was "glacial from first to last", and Bizet was left "only with the consolations of a few friends".[45] The critic Ernest Newman wrote later that the sentimentalist Opéra-Comique audience was "shocked by the drastic realism of the action" and by the low standing and defective morality of most of the characters.[47] According to the composer Benjamin Godard[image: External link], Bizet retorted, in response to a compliment, "Don't you see that all these bourgeois have not understood a wretched word of the work I have written for them?"[48] In a different vein, shortly after the work had concluded, Massenet sent Bizet a congratulatory note: "How happy you must be at this time—it's a great success!".[49]

The general tone of the next day's press reviews ranged from disappointment to outrage. The more conservative critics complained about "Wagnerism" and the subordination of the voice to the noise of the orchestra.[50] There was consternation that the heroine was an amoral seductress rather than a woman of virtue;[51] Galli-Marié's interpretation of the role was described by one critic as "the very incarnation of vice".[50] Others compared the work unfavourably with the traditional Opéra-Comique repertoire of Auber and Boieldieu. Léon Escudier in L'Art Musical called Carmen's music "dull and obscure ... the ear grows weary of waiting for the cadence that never comes".[52] It seemed that Bizet had generally failed to fulfill expectations, both of those who (given Halévy's and Meilhac's past associations) had expected something in the Offenbach mould, and of critics such as Adolphe Jullien who had anticipated a Wagnerian music drama. Among the few supportive critics was the poet Théodore de Banville; writing in Le National, he applauded Bizet for presenting a drama with real men and women instead of the usual Opéra-Comique "puppets".[53]

In its initial run at the Opéra-Comique, Carmen provoked little public enthusiasm; it shared the theatre for a while with Verdi's much more popular Requiem[image: External link].[54] Carmen was often performed to half-empty houses, even when the management gave away large numbers of tickets.[21] Early on 3 June, the day after the opera's 33rd performance, Bizet died suddenly of heart disease, at the age of 36. It was his wedding anniversary. That night's performance was cancelled; the tragic circumstances brought a temporary increase in public interest during the brief period before the season ended.[15] Du Locle brought Carmen back in November 1875, with the original cast, and it ran for a further 12 performances until 15 February 1876 to give a year's total for the original production of 48.[55] Among those who attended one of these later performances was Tchaikovsky, who wrote to his benefactor, Nadezhda von Meck[image: External link]: "Carmen is a masterpiece in every sense of the word ... one of those rare creations which expresses the efforts of a whole musical epoch".[56] After the final performance, Carmen was not seen in Paris again until 1883.[21]
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 Early revivals




Shortly before his death Bizet signed a contract for a production of Carmen by the Vienna Court Opera[image: External link]. For this version, first staged on 23 October 1875, Bizet's friend Ernest Guiraud replaced the original dialogue with recitatives, to create a "grand opera" format. Guiraud also reorchestrated music from Bizet's L'Arlésienne suite to provide a spectacular ballet for Carmen's second act.[57] Shortly before the initial Vienna performance the Court Opera's director Franz von Jauner[image: External link] decided to use parts of the original dialogue along with some of Guiraud's recitatives; this hybrid and the full recitative version became the norms for productions of the opera outside France for most of the next century.[58]

Despite its deviations from Bizet's original format, and some critical reservations, the 1875 Vienna production was a great success with the city's public, and won praise from both Wagner and Brahms. The latter reportedly saw the opera 20 times, and said that he would have "gone to the ends of the earth to embrace Bizet".[57] The Viennese triumph began the opera's rapid ascent towards worldwide fame. In February 1876 it began a run in Brussels at La Monnaie[image: External link]; it returned there the following year, with Galli-Marié in the title role, and thereafter became a permanent fixture in the Brussels repertory. On 17 June 1878 Carmen was produced in London, at Her Majesty's Theatre[image: External link], where Minnie Hauk[image: External link] began her long association with the part of Carmen. A parallel London production at Covent Garden, with Adelina Patti[image: External link], was cancelled when Patti withdrew. The successful Her Majesty's production, sung in Italian, had an equally enthusiastic reception in Dublin. On 23 October 1878 the opera received its American premiere, at the New York Academy of Music[image: External link], and in the same year was introduced to Saint Petersburg[image: External link].[55]

In the following five years performances were given in numerous American and European cities, the opera finding particular favour in Germany, where the Chancellor, Otto von Bismarck[image: External link], apparently saw it on 27 different occasions and where Friedrich Nietzsche opined that he "became a better man when Bizet speaks to me".[59][60] Carmen was also acclaimed in numerous French provincial cities including Marseille[image: External link], Lyon[image: External link] and, in 1881, Dieppe[image: External link], where Galli-Marié returned to the role. In August 1881 the singer wrote to Bizet's widow to report that Carmen's Spanish premiere, in Barcelona, had been "another great success".[61] But Carvalho, who had assumed the management of the Opéra-Comique, thought the work immoral and refused to reinstate it. Meilhac and Hálevy were more prepared to countenance a revival, provided that Galli-Marié had no part in it; they blamed her interpretation for the relative failure of the opening run.[60]

In April 1883 Carvalho finally revived Carmen at the Opéra-Comique, with Adèle Isaac[image: External link] featuring in an under-rehearsed production that removed some of the controversial aspects of the original. Carvalho was roundly condemned by the critics for offering a travesty of what had come to be regarded as a masterpiece of French opera; nevertheless, this version was acclaimed by the public and played to full houses. In October Carvalho yielded to pressure and revised the production; he brought back Galli-Marié, and restored the score and libretto to their 1875 forms.[62]
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 Worldwide success




On 9 January 1884 Carmen was given its first New York Metropolitan Opera performance, to a mixed critical reception. The New York Times welcomed Bizet's "pretty and effective work", but compared Zelia Trebelli[image: External link]'s interpretation of the title role unfavourably with that of Minnie Hauk. Thereafter Carmen was quickly incorporated into the Met's regular repertory. In February 1906 Enrico Caruso sang José at the Met for the first time; he continued to perform in this role until 1919, two years before his death.[63] On 17 April 1906, on tour with the Met, he sang the role at the Grand Opera House in San Francisco[image: External link]. Afterwards he sat up until 3 am reading the reviews in the early editions of the following day's papers.[64] Two hours later he was awakened by the first violent shocks of the 1906 San Francisco earthquake[image: External link], after which he and his fellow performers made a hurried escape from the Palace Hotel[image: External link].[65]

The popularity of Carmen continued through succeeding generations of American opera-goers; by the beginning of 2011 the Met alone had performed it almost a thousand times.[63] It enjoyed similar success in other American cities and in all parts of the world, in many different languages.[66] Carmen's habanera from act 1, and the toreador's song "Votre toast[image: External link]" from act 2, are among the most popular and best-known of all operatic arias,[67] the latter "a splendid piece of swagger" according to Newman, "against which the voices and the eyebrows of purists have long been raised in vain".[68] Most of the productions outside France followed the example created in Vienna and incorporated lavish ballet interludes and other spectacles, a practice which Mahler[image: External link] abandoned in Vienna when he revived the work there in 1900.[47] In 1919 Bizet's aged contemporary Camille Saint-Saëns was still complaining about the "strange idea" of adding a ballet, which he considered "a hideous blemish in that masterpiece", and he wondered why Bizet's widow, at that time still living, permitted it.[69]

At the Opéra-Comique, after its 1883 revival, Carmen was always presented in the dialogue version with minimal musical embellishments.[70] By 1888, the year of the 50th anniversary of Bizet's birth, the opera had been performed there 330 times;[66] by 1938, his centenary year, the total of performances at the theatre had reached 2,271.[71] However, outside France the practice of using recitatives remained the norm for many years; the Carl Rosa Opera Company[image: External link]'s 1947 London production, and Walter Felsenstein[image: External link]'s 1949 staging at the Berlin Komische Oper[image: External link], are among the first known instances in which the dialogue version was used other than in France.[70][72] Neither of these innovations led to much change in practice; a similar experiment was tried at Covent Garden in 1953 but hurriedly withdrawn, and the first American production with spoken dialogue, in Colorado in 1953, met with a similar fate.[70]

Dean has commented on the dramatic distortions that arise from the suppression of the dialogue; the effect, he says, is that the action moves forward "in a series of jerks, rather instead of by smooth transition", and that most of the minor characters are substantially diminished.[70][73] Only late in the 20th century did dialogue versions become common in opera houses outside France, but there is still no universally recognised full score. Fritz Oeser[image: External link]'s 1964 edition is an attempt to fill this gap, but in Dean's view is unsatisfactory. Oeser reintroduces material removed by Bizet during the first rehearsals, and ignores many of the late changes and improvements that the composer made immediately before the first performance;[21] he thus, according to Susan McClary[image: External link], "inadvertently preserves as definitive an early draft of the opera".[25] In the early 21st century new editions were prepared by Robert Didion and Richard Langham-Smith, published by Schott and Peters respectively.[74] Each departs significantly from Bizet's vocal score of March 1875, published during his lifetime after he had personally corrected the proofs; Dean believes that this vocal score should be the basis of any standard edition.[21] Lesley Wright, a contemporary Bizet scholar, remarks that, unlike his compatriots Rameau[image: External link] and Debussy[image: External link], Bizet has not been accorded a critical edition of his principal works;[75] should this transpire, she says, "we might expect yet another scholar to attempt to refine the details of this vibrant score which has so fascinated the public and performers for more than a century".[74] Meanwhile, Carmen's popularity endures; according to Macdonald: "The memorability of Bizet's tunes will keep the music of Carmen alive in perpetuity", and its status as a popular classic is unchallenged by any other French opera.[34]
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 Music




Hervé Lacombe[image: External link], in his survey of 19th-century French opera, contends that Carmen is one of the few works from that large repertory to have stood the test of time.[76] While he places the opera firmly within the long opéra comique tradition,[77] Macdonald considers that it transcends the genre and that its immortality is assured by "the combination in abundance of striking melody, deft harmony and perfectly judged orchestration".[15] Dean sees Bizet's principal achievement in the demonstration of the main actions of the opera in the music, rather than in the dialogue, writing that "Few artists have expressed so vividly the torments inflicted by sexual passions and jealousy". Dean places Bizet's realism in a different category from the verismo of Puccini and others; he likens the composer to Mozart and Verdi in his ability to engage his audiences with the emotions and sufferings of his characters.[21]

Bizet, who had never visited Spain, sought out appropriate ethnic material to provide an authentic Spanish flavour to his music.[21] Carmen's habanera is based on an idiomatic song, "El Arreglito", by the Spanish composer Sebastián Yradier[image: External link] (1809–65).[n 4] Bizet had taken this to be a genuine folk melody; when he learned its recent origin he added a note to the vocal score, crediting Yradier.[79] He used a genuine folksong as the source of Carmen's defiant "Coupe-moi, brûle-moi" while other parts of the score, notably the "Seguidilla", utilise the rhythms and instrumentation associated with flamenco[image: External link] music. However, Dean insists that "[t]his is a French, not a Spanish opera"; the "foreign bodies", while they undoubtedly contribute to the unique atmosphere of the opera, form only a small ingredient of the complete music.[78]

The prelude to act 1 combines three recurrent themes: the entry of the bullfighters from act 4, the refrain from the Toreador Song from act 2, and the motif[image: External link] that, in two slightly differing forms, represents both Carmen herself and the fate that she personifies.[n 5] This motif, played on clarinet[image: External link], bassoon[image: External link], cornet[image: External link] and cellos[image: External link] over tremolo[image: External link] strings, concludes the prelude with an abrupt crescendo.[78][80] When the curtain rises a light and sunny atmosphere is soon established, and pervades the opening scenes. The mock solemnities of the changing of the guard, and the flirtatious exchanges between the townsfolk and the factory girls, precede a mood change when a brief phrase from the fate motif announces Carmen's entrance. After her provocative habanera, with its persistent insidious rhythm and changes of key, the fate motif sounds in full when Carmen throws her flower to José before departing.[81] This action elicits from José a passionate A major[image: External link] solo that Dean suggests is the turning-point in his musical characterisation.[29] The softer vein returns briefly, as Micaëla reappears and joins with José in a duet to a warm clarinet and strings accompaniment. The tranquillity is shattered by the women's noisy quarrel, Carmen's dramatic re-entry and her defiant interaction with Zuniga. After her beguiling "Seguidilla" provokes José to an exasperated high A sharp[image: External link] shout, Carmen's escape is preceded by the brief but disconcerting reprise of a fragment from the habanera.[78][81] Bizet revised this finale several times to increase its dramatic effect.[25]

Act 2 begins with a short prelude, based on a melody that José will sing offstage before his next entry.[29] A festive scene in the inn precedes Escamillo's tumultuous entrance, in which brass[image: External link] and percussion[image: External link] provide prominent backing while the crowd sings along.[82] The quintet that follows is described by Newman as "of incomparable verve and musical wit".[83] José's appearance precipitates a long mutual wooing scene; Carmen sings, dances and plays the castanets[image: External link]; a distant cornet-call summoning José to duty is blended with Carmen's melody so as to be barely discernible.[84] A muted reference to the fate motif on an English horn[image: External link] leads to José's "Flower Song", a flowing continuous melody that ends pianissimo on a sustained high B-flat[image: External link].[85] José's insistence that, despite Carmen's blandishments, he must return to duty leads to a quarrel; the arrival of Zuniga, the consequent fight and José's unavoidable ensnarement into the lawless life culminates musically in the triumphant hymn to freedom that closes the act.[82]

The prelude to act 3 was originally intended for Bizet's L'Arlésienne score. Newman describes it as "an exquisite miniature, with much dialoguing and intertwining between the woodwind instruments".[86] As the action unfolds, the tension between Carmen and José is evident in the music. In the card scene, the lively duet for Frasquita and Mercédès turns ominous when Carmen intervenes; the fate motif underlines her premonition of death. Micaëla's aria, after her entry in search of José, is a conventional piece, though of deep feeling, preceded and concluded by horn calls.[87] The middle part of the act is occupied by Escamillo and José, now acknowledged as rivals for Carmen's favour. The music reflects their contrasting attitudes: Escamillo remains, says Newman, "invincibly polite and ironic", while José is sullen and aggressive.[88] When Micaëla pleads with José to go with her to his mother, the harshness of Carmen's music reveals her most unsympathetic side. As José departs, vowing to return, the fate theme is heard briefly in the woodwind.[89] The confident, off-stage sound of the departing Escamillo singing the toreador's refrain provides a distinct contrast to José's increasing desperation.[87]

The final act is prefaced with a lively orchestral piece derived from Manuel García's short operetta El Criado Fingido.[78] After the opening crowd scene, the bullfighters' march is led by the children's chorus; the crowd hails Escamillo before his short love scene with Carmen.[90] The long finale, in which José makes his last pleas to Carmen and is decisively rejected, is punctuated at critical moments by enthusiastic off-stage shouts from the bullfighting arena. As José kills Carmen, the chorus sing the refrain of the Toreador Song off-stage; the fate motif, which has been suggestively present at various points during the act, is heard fortissimo[image: External link], together with a brief reference to Carmen's card scene music.[25] Jose's last words of love and despair are followed by a final long chord, on which the curtain falls without further musical or vocal comment.[91]
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 Musical numbers




Numbers are from the vocal score (English version) printed by G. Schirmer Inc.[image: External link], New York, 1958 from Giraud's 1875 arrangement.




	
Act 1


	Prelude (orchestra)

	Sur la place chacun passe (Chorus of soldiers, Moralès, Micaëla)

	Avec la garde montante (Chorus of urchins, Zuniga)

	La cloche a sonné (Chorus of citizens, soldiers, cigarette girls)

	
Habanera[image: External link]: L'amour est un oiseau rebelle (Carmen, chorus as above)

	Carmen! Sur tes pas nous pressons! (Chorus of citizens and cigarette girls)

	Parle-moi de ma mère (José, Micaëla)

	Que se passe-t-il là-bas? Au secours! Au secours! (Chorus of cigarette girls, soldiers, Zuniga)

	Tra-la-la...Coupe-moi, brûle-moi (Carmen, Zuniga, cigarette girls, José)

	
Seguidilla[image: External link]: Près des remparts de Séville (Carmen, José)

	Finale: Voici l'ordre; partez (Zuniga, Carmen)




	Entr'acte (orchestra)




	
Act 2



	Les tringles des sistres tintaient (Carmen, Mercédès, Frasquita)

	Vivat! Vivat le torero! (Chorus of Escamillo's followers, Zuniga, Mercédès, Frasquita, Moralès, Lillas Pastia)

	
Toreador Song: Votre toast, je peux vous le rendre (Escamillo, Frasquita, Mercédès, Carmen, Moralès, Zuniga, Lillas Pastia, chorus)

	Quintette: Nous avons en tête une affaire! (Le Dancaire, le Remendado, Carmen, Frasquita, Mercédès)

	Halte-là! Qui va là? (José, Carmen, Mercédès, Frasquita, le Dancaire, le Remendado)

	Je vais danser en votre honneur...La fleur que tu m'avais jetée...Non! Tu ne m'aimes pas! (Carmen, José)

	Finale: Holà! Carmen! Holà! (Zuniga, José, Carmen, le Dancaire, le Remendado, Mercédès, Frasquita, chorus)






	Entr'acte (orchestra)




	
Act 3



	Écoute, compagnon, écoute (Chorus of smugglers, Mercédès, Frasquita, Carmen, José, le Dancaire, le Remendado)

	Mêlons! – Coupons! (Frasquita, Mercédès, Carmen)

	Quant au douanier, c'est notre affaire (Frasquita, Mercédès, Carmen, le Dancaire, le Remendado, chorus)

	C'est les contrabandiers le refuge ordinaire (Micaëla)

	Je suis Escamillo, torero de Grenade! (Escamillo, José)

	Finale: Holà holà José! (Carmen, Escamillo, Micaëla, Frasquita, Mercédès, le Dancaire, José, le Remendado, chorus)






	Entr'acte (orchestra)



Act 4



	A deux cuartos! (Chorus of citizens, Zuniga, Moralès, Frasquita, Mercédès)

	Les voici, voici la quadrille ... Si tu m'aimes, Carmen (Chorus of citizens, children, Escamillo, Carmen, Frasquita, Mercédès)

	Finale: C'est toi! – C'est moi! (Carmen, José, chorus)
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 Recordings and adaptations




Main article: Carmen discography


Carmen has been the subject of many recordings, beginning with early wax cylinder recordings[image: External link] of excerpts in the 1890s, a nearly complete performance in German from 1908 with Emmy Destinn[image: External link] in the title role,[92][93] and a complete 1911 Opéra-Comique recording in French. Since then, many of the leading opera houses and artistes have recorded the work, in both studio and live performances.[94] Over the years many versions have been commended and reissued.[95][96] From the mid-1990s numerous video recordings have become available. These include David McVicar[image: External link]'s Glyndebourne[image: External link] production of 2002, and the Royal Opera productions of 2007 and 2010, each designed by Francesca Zambello[image: External link].[94]

In 1883 the Spanish violinist and composer Pablo de Sarasate[image: External link] (1844–1908) wrote a Carmen Fantasy[image: External link] for violin, described as "ingenious and technically difficult".[97] Ferruccio Busoni[image: External link]'s 1920 piece, Piano Sonatina No. 6 (Fantasia da camera super Carmen), is based on themes from Carmen.[98] In 1967 the Russian composer Rodion Shchedrin[image: External link] adapted parts of the Carmen music into a ballet, the Carmen Suite[image: External link], written specifically for his wife Maya Plisetskaya[image: External link], then the Bolshoi Ballet[image: External link]'s principal ballerina.[99][100]

The character "Carmen" has been a regular subject of film treatment since the earliest days of cinema. The films range across many languages and cultures, and have been created by prominent directors including Raoul Walsh[image: External link] (1915),[101] Cecil B. DeMille[image: External link] (1915),[102] Otto Preminger[image: External link] (1954) and Jean-Luc Godard[image: External link] (1984).[103] Preminger's Carmen Jones[image: External link] was adapted from a 1943 Broadway[image: External link] musical of the same name. The story is transposed to 1940s Chicago, and employs an all-black cast.[104] Francesco Rosi[image: External link]'s film of 1984, with Julia Migenes[image: External link] and Plácido Domingo[image: External link], is generally faithful to the original story and to Bizet's music.[105] Carmen on Ice[image: External link] (1990), starring Katarina Witt[image: External link], Brian Boitano[image: External link] and Brian Orser[image: External link], was inspired by Witt's gold medal-winning performance during the 1988 Winter Olympics[image: External link].[106] Robert Townsend[image: External link]'s 2001 film, Carmen: A Hip Hopera[image: External link], starring Beyoncé Knowles[image: External link], is a more recent attempt to create an African-American version.[107]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 References





[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Notes






	
^ In her act 1 defiance of Zuniga, Carmen sings the words "Coupe-moi, brûle-moi", which are taken from Mérimée's translation from Pushkin.[11]


	
^ The term opéra comique, as applied to 19th-century French opera, did not imply "comic opera" but rather the use of spoken dialogue in place of recitative, as a distinction from grand opera.[17]


	
^ Bizet had been informed of the impending award early in February, and had told Carvalho's wife that he owed the honour to her husband's promotion of his work.[44]


	
^ Dean writes that Bizet improved considerably on the original melody; he "transformed it from a drawing-room piece into a potent instrument of characterisation". Likewise, the melody from Manuel García used in the act 4 prelude has been developed from "a rambling recitation to a taut masterpiece".[78]


	
^ The form in which the motif appears in the prelude prefigures the dramatic act 4 climax to the opera. When the theme is used to represent Carmen, the orchestration is lighter, reflecting her "fickle, laughing, elusive character".[78]
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Conservatoire de Paris






The Conservatoire de Paris (pronounced: [kɔ̃.sɛʁ.va.twaʁ də pa.ʁi][image: External link]; English: Paris Conservatory) is a college of music and dance founded in 1795 associated with PSL Research University[image: External link]. It is situated in the avenue Jean Jaurès[image: External link] in the 19th arrondissement of Paris[image: External link], France. The Conservatoire offers instruction in music, dance, and drama, drawing on the traditions of the "French School".

In 1946 it was split in two, one part for acting, theatre and drama, known as the Conservatoire national supérieur d'art dramatique ( CNSAD[image: External link]), and the other for music and dance, known as the Conservatoire national supérieur de musique et de danse de Paris (CNSMDP). Today the conservatories operate under the auspices of the Ministry of Culture and Communication[image: External link].
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 École Royale de Chant




On 3 December 1783 Papillon de la Ferté[image: External link], intendant of the Menus-Plaisirs du Roi[image: External link], proposed that Niccolò Piccinni[image: External link] should be appointed director of a future École royale de chant (Royal School of Singing). The school was instituted by a decree of 3 January 1784 and opened on 1 April with the composer François-Joseph Gossec[image: External link] as the provisional director. Piccinni refused the directorship, but did join the faculty as a professor of singing. The new school was located in buildings adjacent to the Hôtel des Menus-Plaisirs at the junction of the rue Bergère and the rue du Faubourg Poissonnière.[1][2] In June, a class in dramatic declamation was added, and the name was modified to École royale de chant et de déclamation.[3]
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 Institut National de Musique




In 1792, Bernard Sarrette[image: External link] created the École gratuite de la garde nationale, which in the following year became the Institut national de musique. The latter was also installed in the facilities of the former Menus-Plaisirs on the rue Bergère[1] and was responsible for the training of musicians for the National Guard[image: External link] bands[image: External link], which were in great demand for the enormous, popular outdoor gatherings put on by the revolutionary government[image: External link] after the Reign of Terror[image: External link].[2]
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 Founding of the Conservatoire




On 3 August 1795, the government combined the École royale with the Institut national de musique, creating the Conservatoire de musique under the direction of Sarrette[image: External link]. The combined organization remained in the facilities on the rue Bergère. The first 351 pupils commenced their studies in October 1796.[2][4]

By 1800, the staff of the Conservatory included some of the most important names in music in Paris, including, besides Gossec, the composers Luigi Cherubini[image: External link], Jean-François Le Sueur[image: External link], Étienne Méhul, and Pierre-Alexandre Monsigny[image: External link], as well as the violinists Pierre Baillot[image: External link], Rodolphe Kreutzer[image: External link], and Pierre Rode[image: External link].[2]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Salle des Concerts du Conservatoire




A concert hall, designed by the architect François-Jacques Delannoy,[5] was inaugurated on 7 July 1811.[6] The hall, which still exists today, was in the shape of a U (with the orchestra at the straight end). It held an audience of 1055.[7] The acoustics were generally regarded as superb. The French composer and conductor Antoine Elwart[ fr[image: External link]] described it as the Stradivarius[image: External link] of concert halls.[8]

In 1828 François Habeneck[image: External link], a professor of violin and head of the Conservatory's orchestra, founded the Société des Concerts du Conservatoire[image: External link] (forerunner of the Orchestre de Paris[image: External link]). The Society held concerts in the hall almost continuously until 1945, when it moved to the Théâtre des Champs-Élysées[image: External link].[9] The French composer Hector Berlioz premiered his Symphonie fantastique[image: External link] in the conservatory's hall on 5 December 1830 with an orchestra of more than a hundred players.[6]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Library




The original library was created by Sarrette in 1801.[10] After the construction of the concert hall, the library moved to a large room above the entrance vestibule.[11] In the 1830s, Berlioz became a part-time curator in the Conservatory library and was the librarian from 1852 until his death in 1869, but never held a teaching position. He was succeeded as librarian by Félicien David.[2]
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 Bourbon Restoration




Sarrette was dismissed on 28 December 1814, after the Bourbon Restoration[image: External link], but was reinstated on 26 May 1815, after Napoleon's return to power during the Hundred Days[image: External link]. However, after Napoleon's fall, Sarrette was finally compelled to retire on 17 November.[10] The school was closed in the first two years of the Bourbon Restoration, during the reign of Louis XVIII[image: External link], but reopened in April 1816 as the École royale de musique, with François-Louis Perne[image: External link] as its director.[2] In 1819, François Benoist[image: External link] was appointed professor of organ.[7]

Probably the best known director in the 19th century was Luigi Cherubini, who took over on 1 April 1822 and remained in charge until 8 February 1842. Cherubini maintained high standards and his staff included teachers such as François-Joseph Fétis[image: External link], Habeneck, Fromental Halévy, Le Sueur, Ferdinando Paer[image: External link], and Anton Reicha.[2]

Cherubini was succeeded by Daniel-François-Esprit Auber[image: External link] in 1842. Under Auber, composition teachers included Adolphe Adam, Halévy, and Ambroise Thomas[image: External link]; piano teachers, Louise Farrenc[image: External link], Henri Herz[image: External link], and Antoine François Marmontel; violin teachers, Jean-Delphin Alard[image: External link] and Charles Dancla[image: External link]; and cello teachers, Pierre Chevillard and Auguste Franchomme[image: External link].[2]

In 1852, Camille Urso[image: External link], who studied with Lambert Massart[image: External link], became the first female student to win a prize on violin.[12]
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 Instrument museum




The Conservatory Instrument Museum, founded in 1861, was formed from the instrument collection of Louis Clapisson[image: External link].[2][13] The French music historian Gustave Chouquet[image: External link] became the curator of the museum in 1871 and did much to expand and upgrade the collection.[13]
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 Franco-Prussian War and the Third Republic




In the Franco-Prussian War[image: External link], during the siege of Paris[image: External link] (September 1870 – January 1871), the Conservatory was used as a hospital. On 13 May 1871, the day after Auber's death, the leaders of the Paris Commune appointed Francisco Salvador-Daniel[image: External link] as the director - however Daniel was shot and killed ten days later by the troops of the French Army. He was replaced by Ambroise Thomas, who remained in the post until 1896. Thomas's rather conservative directorship was vigorously criticized by many of the students, notably Claude Debussy[image: External link].[2]

During this period César Franck was ostensibly the organ teacher, but was actually giving classes in composition. His classes were attended by several students who were later to become important composers, including Ernest Chausson[image: External link], Guy Ropartz[image: External link], Guillaume Lekeu[image: External link], Charles Bordes[image: External link], and Vincent d'Indy[image: External link].[2]

Théodore Dubois[image: External link] succeeded Thomas after the latter's death in 1896. Professors included Charles-Marie Widor[image: External link], Gabriel Fauré[image: External link], and Charles Lenepveu[image: External link] for composition, Alexandre Guilmant[image: External link] for organ, Paul Taffanel[image: External link] for flute, and Louis Diémer[image: External link] for piano.[2]
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 Gabriel Fauré




Lenepveu had been expected to succeed Dubois as director, but after the "Affaire Ravel[image: External link]" in 1905, Ravel's teacher Gabriel Fauré[image: External link] became director. Le Courier Musical (15 June 1905) wrote: "Gabriel Fauré is an independent thinker: that is to say, there is much we can expect from him, and it is with joy that we welcome his nomination."[14]

Fauré appointed forward-thinking representatives (such as Debussy, Paul Dukas[image: External link], and André Messager[image: External link]) to the governing council, loosened restrictions on repertoire, and added conducting[image: External link] and music history[image: External link] to the courses of study. Widor's composition students during this period included Darius Milhaud[image: External link], Arthur Honegger[image: External link], and Germaine Tailleferre[image: External link]. Other students included Lili Boulanger[image: External link] and Nadia Boulanger[image: External link]. New to the staff were Alfred Cortot[image: External link] for piano and Eugène Gigout[image: External link] for organ.[2]
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 The modern era




The Conservatory moved to facilities at 14 rue de Madrid in 1911.[2]

Henri Rabaud[image: External link] succeeded Fauré in 1920 and served until 1941. Notable students were Olivier Messiaen[image: External link], Jean Langlais[image: External link], and Jehan Alain[image: External link]. Staff included Dukas and Jean Roger-Ducasse[image: External link] for composition, Marcel Dupré[image: External link] for organ, Marcel Moyse[image: External link] for flute, and Claire Croiza[image: External link] for singing.[2]

Claude Delvincourt[image: External link] was director from 1941 until his tragic death in an automobile accident in 1954. Delvincourt was a progressive administrator, adding classes in harpsichord[image: External link], saxophone[image: External link], percussion[image: External link], and the Ondes Martenot[image: External link]. Staff included Milhaud for composition and Messiaen for analysis and aesthetics. In 1946, the dramatic arts[image: External link] were transferred to a separate institution (CNSAD). Delvincourt was succeeded by Dupré in 1954, Raymond Loucheur in 1956, Raymond Gallois-Montbrun[image: External link] in 1962, Marc Bleuse in 1984, and Alain Louvier in 1986. Plans to move the Conservatory of Music and Dance to more modern facilities in the Parc de la Villette[image: External link] were initiated under Bleuse and completed under Louvier. It opened as part of the Cité de la Musique[image: External link] in September 1990.[2]

Currently, the conservatories train more than 1,200 students in structured programs, with 350 professors in nine departments.
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 CNSAD




The Conservatoire national supérieur d'art dramatique (CNSAD) (National Superior Conservatory of the Dramatic Arts) is the conservatory for acting, drama, and theatre, known by its acronym CNSAD[image: External link]. It is located in the original historic building of the Conservatoire de Paris on the rue du Conservatoire at rue Sainte-Cécile in the 9th arrondissement of Paris[image: External link]. Free public performances by students at the CNSAD[image: External link] are given frequently in the Conservatoire's theatre.
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 CNSMDP




The Conservatoire national supérieur de musique et de danse de Paris (CNSMDP) (National Superior Conservatory of Paris for Music and Dance) is a separate conservatory for music and dance. The French government built its new campus in the 19th arrondissement of Paris[image: External link]. It was designed by Christian de Portzamparc[image: External link].

The organ[image: External link] on site was built in 1991 by the Austrian[image: External link] Rieger Orgelbau firm[image: External link]. It has 53 stops on 3 manuals and pedals. A larger organ of over 7,000 pipes with 91 stops was made in 2015 by the same company for the symphony hall of the nearby Philharmonie de Paris[image: External link].
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 Faculty





	Students



A listing of former students can be found at List of former students of the Conservatoire de Paris[image: External link]


	Former teachers



A listing of former teachers can be found at List of former teachers at the Conservatoire de Paris[image: External link]
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	Category:Conservatoire de Paris alumni[image: External link]

	École Normale de Musique de Paris[image: External link]

	Conservatoire national supérieur de musique et de danse de Lyon[image: External link]
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	Prix de Rome
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Prix de Rome






This article is about the French government prize. For similarly named prizes aimed at other countries' nationals, see Prix de Rome (disambiguation)[image: External link].

The Prix de Rome (pronounced: [pʁi də ʁɔm][image: External link]) or Grand Prix de Rome[1] was a French scholarship for arts students, initially for painters and sculptors, that was established in 1663 during the reign of Louis XIV of France[image: External link]. Winners were awarded a bursary that allowed them to stay in Rome for three to five years at the expense of the state. The prize was extended to architecture in 1720, music in 1803, and engraving in 1804. The prestigious award was abolished in 1968 by André Malraux[image: External link], the Minister of Culture.
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 History




The Prix de Rome was initially created for painters and sculptors in 1663 in France during the reign of Louis XIV[image: External link]. It was an annual bursary[image: External link] for promising artists having proved their talents by completing a very difficult elimination contest. The prize, organised by the Académie Royale de Peinture et de Sculpture[image: External link] (Royal Academy of Painting and Sculpture), was open to their students. From 1666, the award winner could win a stay of three to five years at the Palazzo Mancini[image: External link] in Rome at the expense of the King of France. In 1720, the Académie Royale d’Architecture began a prize in architecture. Six painters, four sculptors, and two architects[2] would be sent to the French Academy in Rome[image: External link] founded by Jean-Baptiste Colbert[image: External link] from 1666.

Expanded after 140 years into five categories, the contest started in 1663 as two categories: painting and sculpture. Architecture was added in 1720. In 1803, music was added, and after 1804 there was a prix for engraving as well. The primary winner took the "First Grand Prize" (called the agréé)[3] and the "Second Prizes" were awarded to the runners-up.

In 1803, Napoleon Bonaparte[image: External link] moved the French Academy in Rome to the Villa Medici with the intention of preserving an institution once threatened by the French Revolution[image: External link]. At first, the villa and its gardens were in a sad state, and they had to be renovated in order to house the winners of the Prix de Rome. In this way, he hoped to retain for young French artists the opportunity to see and copy the masterpieces of antiquity and the Renaissance.

Jacques-Louis David[image: External link], having failed to win the prize three years in a row, considered suicide. Édouard Manet[image: External link], Edgar Degas[image: External link], Ernest Chausson[image: External link] and Maurice Ravel attempted the Prix de Rome, but did not gain recognition. Ravel tried a total of five times to win the prize, and the last failed attempt in 1905 was so controversial that it led to a complete reorganization of the administration at the Paris Conservatory[image: External link].

During World War II[image: External link] (1939–45) the prize winners were accommodated in the Villa Paradiso[image: External link] in Nice.[4] The Prix de Rome was abolished in 1968 by André Malraux[image: External link], who was Minister of Culture at the time. Since then, a number of contests have been created, and the academies, together with the Institut de France[image: External link], were merged by the State and the Minister of Culture. Selected residents now have an opportunity for study during an 18-month (sometimes 2-year) stay at The Academy of France in Rome, which is accommodated in the Villa Medici.

The heyday of the Prix de Rome was during the late eighteenth and early nineteenth centuries.[5] It was later imitated by the Prix Abd-el-Tif[image: External link] and the Villa Abd-el-Tif[image: External link] in Algiers, 1907–1961, and later Prix d'Indochine[image: External link] including a bursary to visit the École des Beaux-Arts de l'Indochine[image: External link] in Hanoi[image: External link], 1920–1939, and bursary for residence at the Casa de Velázquez[image: External link] in Madrid, 1929–present.
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 Winners in the Architecture category




The Prix de Rome for Architecture was created in 1720.
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 18th century (architecture)






	Year
	Premier Prix
	Deuxième Prix
	Troisieme Prix
	Competition project



	1720
	Antoine Deriset[image: External link]
	
	
	An entry to a Doric palace



	1721
	Philippe Buache[image: External link]
	Guillot-Aubry
	Jean Pinard
	A plan of a church measuring 20 toises [40 metres] square



	1722
	Jean-Michel Chevotet[image: External link]
	Jolivet
	
	A triumphal arch



	1723
	Jean Pinard
	Pierre Mouret
	
	A mansion for a great nobleman



	1724
	Jean-Pierre Le Tailleur de Boncourt
	Pierre-Étienne Le Bon
	
	A high altar for a cathedral



	1725
	Pierre-Étienne Le Bon [a 1]
	Clairet
	
	A convent church



	1726
	François Carlier
	Aufrane
	Clairet
	A portal of a church



	1727
	François Gallot
	Joseph Eustache de Bourge
	Pierre Mouret
	A mansion for a great nobleman



	1728
	Antoine-Victor Desmarais
	Joseph Eustache de Bourge
	Quéau
	A chateau for a great nobleman



	1729
	Joseph Eustache de Bourge
	Devillard
	Quéau
	A cathedral



	1730
	Claude-Louis d'Aviler
	Pierre Laurent
	de Devilliard
	A triumphal arch



	1731
	Jean-Baptiste Marteau
	Pierre Rousset
	Courtillié
	A building 25 toises [50 metres] across



	1732
	Jean-Laurent Legeay
	de Mercy
	Pierre Rousset
	A portal of a church



	1733
	Jacques Haneuse
	Bailleul
	Jean-Baptiste Courtonne
	A public square



	1734
	Vattebled
	Pierre Laurent
	Lafond
	A high altar of a church



	1735
	Pierre Laurent
	Jean-Louis Pollevert
	Lindet
	A gallery with a chapel



	1736
	Jean-Louis Pollevert
	Maximilien Brébion
	Gabriel Pierre Martin Dumont
	A country house



	1737
	Gabriel Pierre Martin Dumont
	Lindet
	Datif
	Two staircases and a vestibule of a palace



	1738
	Nicolas Marie Potain
	Lancret
	Jean-Baptiste Courtonne
	A gallery with a chapel



	1739
	Nicolas Dorbay
	Maximilien Brébion
	Lecamus
	A great stable for a royal chateau



	1740
	Maximilien Brébion
	Cordier
	de Dreux
	A garden 400 toises [800 metres] long



	1741
	Nicolas-Henri Jardin[image: External link]
	Armand
	Bourdet
	A choir of a cathedral



	1742
	Armand
	Lecamus
	Bourdet
	A façade of a city hall



	1743
	Jean Moreau
	Cordier
	Brébion
	A garden 400 toises [800 metres] long



	1744
	No prize awarded, due to the low quality of entries



	1745
	Ennemond Alexandre Petitot
	Hazon (recorded as "Hazin")
	Deveau and Lelu
	A lighthouse



	1746
	Charles-Louis Clérisseau and Brébion J., ex-aequo
	Lelu and Nicolas de Pigage
	Turgis
	A mansion for a great nobleman



	1747
	Jérôme Charles Bellicard
	Giroux
	Lieutaut
	A triumphal arch



	1748
	Parvis
	Lelu
	Duvivier
	An exchange



	1749
	François Dominique Barreau de Chefdeville
	Julien-David Le Roy[image: External link]
	Pierre-Louis Moreau-Desproux
	A temple to peace



	1750
	Julien-David Le Roy
	Pierre-Louis Moreau-Desproux
	Charles De Wailly
	An orange garden



	1751
	Marie-Joseph Peyre[image: External link]
	Pierre-Louis Moreau-Desproux
	Pierre-Louis Helin
	A public fountain



	1752
	Charles De Wailly[image: External link]
	Pierre-Louis Helin
	Moreau
	A façade of a palace



	1753
	Louis-François Trouard[image: External link]
	Jardin
	
	A gallery 50 toises [100 metres] long



	1754
	Pierre-Louis Helin
	Billaudet
	Jardin
	An art salon



	1755
	Victor Louis et Charles Maréchaux, ex-aequo
	Boucart
	Rousseau
	A funereal chapel



	1756
	Henri-Antoine Lemaire
	Houdon
	
	An isolated chapel



	1757
	Competition canceled[a 2]
	A concert hall



	1758
	Mathurin Cherpitel[a 3] and Jean-François-Thérèse Chalgrin, ex-aequo
	Jacques Gondouin and Claude Jean-Baptiste Jallier de Savault[a 3][a 4]
	Houdon and Gérendo
	A pavilion at the corner of a terrace



	1759
	Antoine Le Roy
	Joseph Elie Michel Lefebvre
	Cauchois and Jacques Gondouin
	A horse-riding school



	1760
	Joseph Elie Michel Lefebvre
	Claude Jean-Baptiste Jallier de Savault
	Gabriel
	A parish church



	1761
	Antoine-Joseph de Bourge
	Boucher
	Antoine-François Peyre
	A concert hall



	1762
	Antoine-François Peyre
	Pierre d'Orléans
	Adrien Mouton
	A covered market



	1763
	Charles François Darnaudin
	Boucher
	Louis-François Petit-Radel
	A triumphal arch



	1764
	Adrien Mouton
	Pierre d'Orléans
	Naudin
	A school



	1765
	Jean-François Heurtier
	Boucu
	Paris
	A dome of a cathedral



	1766
	Jean-Arnaud Raymond
	Pierre d'Orléans
	Paris
	A portal of a cathedral



	1767
	Pierre d'Orléans[a 5]
	Le Moyne
	Marquis
	A customs house



	1768
	Jean-Philippe Lemoine de Couzon[a 5]
	Bernard Poyet
	Paris
	A theater



	1769
	Jacob Guerne[a 5]
	Lussault
	Paris
	A public festival for a prince



	1770
	Jean-Jacques Huvé[a 5]
	Renard
	Panseron
	An arsenal



	1771
	Not awarded
	A city hospital



	1772
	Claude-Thomas de Lussault and Jean-Auguste Marquis[a 5][a 6]
	Renard
	Nicolas-Claude Girardin
	A palace for the parent of a sovereign



	1773
	Jean Augustin Renard[a 7]
	Mathurin Crucy and Coutouly[a 6]
	Thierry and Herbelot[a 6]
	A pavilion for a sovereign



	1774
	Mathurin Crucy
	Bonnet
	Charles Joachim Bénard,
	Mineral baths



	1775
	Paul Guillaume Le Moine le Roman
	Louis-Étienne de Seine
	Doucet[a 8]
	Schools of medicine



	1776
	Louis-Jean Desprez
	Charles Joachim Bénard
	-
	A chateau for a great nobleman



	1777
	Louis-Étienne de Seine
	Guy de Gisors
	-
	A water tower



	1778
	First and second prizes carried over to 1779
	-
	Public prisons



	1779
	Guy de Gisors[image: External link][a 9] and Père François Jacques Lannoy
	Durand[a 9] and Barbier
	-
	An art museum



	1780
	Louis Alexandre Trouard
	Durand
	-
	A school on a triangular plot



	1781
	Louis Combes
	Moitte
	-
	A cathedral



	1782
	Pierre Bernard
	Cathala
	-
	A courthouse



	1783
	Antoine Vaudoyer
	Charles Percier
	-
	A menagerie



	1784
	Auguste Cheval de Saint-Hubert
	Moreau
	-
	A lazaret



	1785
	Jean-Charles Alexandre Moreau
	Pierre-François-Léonard Fontaine[image: External link][a 10]
	-
	A funereal chapel



	1786
	Charles Percier[image: External link]
	Louis-Robert Goust
	-
	A meeting house for all the Académies



	1787
	First and second prizes carried over to 1788
	-
	A city hall



	1788
	Jacques-Charles Bonnard[a 11] and Jean Jacques Tardieu, ex-aequo
	Louis-Robert Goust and Romain[a 11]
	-
	A public treasury



	1789
	Jean-Baptiste Louis François Le Febvre
	Gaucher
	-
	A school of medicine



	1790
	No competition[a 12]



	1791
	Claude-Mathieu Delagardette
	Normand
	-
	A gallery of a palace



	1792
	Pierre-Charles-Joseph Normand
	Bergognion
	-
	A public market for a great city



	1793
	No first prize awarded
	Constant Protain
	-
	A barracks



	1794
	No competition[a 13]



	1795
	



	1796
	



	1797
	Louis Ambroise Dubut and Cousin, ex-aequo
	Éloi Labarre and Maximilien Joseph Hurtault
	-
	Public granaries



	1798
	Joseph Clémence
	Joseph Pompon
	-
	A maritime exchange



	1799
	Louis-Sylvestre Gasse and Auguste Henri Victor Grandjean de Montigny[image: External link], ex-aequo
	Jean-Baptiste Guignet
	-
	A cemetery 500 meters long



	1800
	Simon Vallot and Jean-François-Julien Mesnager, ex-aequo
	Jean-Baptiste Dedeban and Hubert Rohault
	-
	An institute of sciences and arts or a national school of fine arts
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 Notes






	
^ Though sent to Rome in 1741.


	
^ "After the students present for the architecture competition left, only eight returned to make an esquisse, but none were admitted to continue"


	
^ a b Carried over from 1757.


	
^ Noted as Jollivet.


	
^ a b c d e From 1767 through 1772, the winners of the Prix de Rome were deprived of the usual scholarship that funded their trips to Rome; this occurred because of the vengeance exacted by Abel-François Poisson de Vandières[image: External link] in an enormous abuse of his power. Having quarreled with the Académie d'Architecture, Poisson de Vendières sent his personal manservants instead to Rome instead of the winners of the Grand Prix.


	
^ a b c Carried over from 1771.


	
^ In 1773 the funding for the scholarship to Rome was reestablished for architects through the generosity of the Abbé Terray, successor of the Marquis de Marigny.


	
^ 1775 was the last year that a third prize (Troisieme Prix) was awarded.


	
^ a b Carried over from 1778.


	
^ Fontaine would never win the Prix de Rome; however, a space at the Mancini Palace opened up in 1787 due to the delay in awarding the prize for that year, and Fontaine became the resident pensionnaire, remaining in Rome until 1790.


	
^ a b Carried over from 1787.


	
^ "The projected entrants boycotted the contest by renouncing their status of students until the Académie adopted the changes they demanded in the old regulations.


	
^ From 1794-96 no competitions were held, since the Académies established by the Ancien Régime had been abolished by the Republican government. They were re-established by decree of 28 October 1796 under a new body known as the Institut de France[image: External link].
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 19th century (architecture)






	Year
	Premier Prix
	Deuxième Prix
	Troisieme Prix/

Honorable Mention
	Competition project



	1801
	Auguste Famin
	Dedeban
	
	A forum



	1802
	Hubert Rohault de Fleury[image: External link]
	Bury
	
	A trade fair with exhibition pavilion for industrial products



	1803
	François-Narcisse Pagot
	André Chatillon
	
	A maritime port



	1804
	Jules Lesueur
	André Chatillon
	
	A palace of a sovereign



	1805
	Auguste Guenepin[image: External link]
	Huyot
	
	Six houses for six families



	1806
	Jean-Baptiste Desdeban
	Louis-Hippolyte Lebas[image: External link]
	
	A palace for a legion of honor



	1807
	Jean-Nicolas Huyot[image: External link]
	Leclère[image: External link]
	Giroust[b 1]
	A palace for the education of princes



	1808
	Achille-François-René Leclère[image: External link]
	François-Auguste Jolly
	
	Public baths for Paris



	1809
	André Chatillon
	Grillon
	
	A cathedral



	1810
	Martin-Pierre Gauthier[image: External link]
	Vauchelet and Jacques Lacornée
	
	An exchange for a coastal city



	1811
	Jean-Louis Provost
	Renié
	
	A palace for a university



	1812
	Tilman-François Suys[image: External link]
	Baron
	Poisson[b 2]
	A private hospital



	1813
	Auguste Caristie
	Fedel and Landon
	
	A city hall



	1814
	Charles Henri Landon and Louis Destouches, ex-aequo
	Louis Visconti[image: External link]
	Vauchelet
	A museum and library



	1815
	Pierre Anne Dedreux
	Louis-Julien-Alexandre Vincent
	
	A technical college



	1816
	Lucien Van Cleemputte
	Jean-Baptiste-Cicéron Le Sueur
	
	A palace for the Institut [de France]



	1817
	Antoine Garnaud
	Abel Blouet[image: External link]
	
	A musical conservatory



	1818
	No first prize awarded
	Félix-Emmanuel Callet[image: External link]
	Desplans (mentioned)
	A public promenade



	1819
	Félix-Emmanuel Callet and Jean-Baptiste Lesueur, ex-aequo
	François Villain
	
	A cemetery



	1820
	François Villain
	Auguste-Théophile Quantinet and Émile Jacques Gilbert[image: External link]
	
	A medical school



	1821
	Guillaume-Abel Blouet[image: External link]
	Henri Labrouste[image: External link]
	
	A courthouse



	1822
	Émile Gilbert[image: External link]
	Fontaine and Jules Bouchet
	Léon Vaudoyer[image: External link]
	An opera house



	1823
	Félix Duban[image: External link]
	Alphonse de Gisors[image: External link] et Jean-Louis Victor Grisart[image: External link]
	
	A customs house



	1824
	Henri Labrouste[image: External link]
	Lépreux et Léon Vaudoyer
	Augustin Burdet
	A court of cassation



	1825
	Joseph-Louis Duc[image: External link]
	Felix Friès
	Dommey
	A city hall



	1826
	Léon Vaudoyer[image: External link]
	Marie Antoine Delannoy
	Dommey
	A palace for the Academy [of architecture] of France in Rome



	1827
	Théodore Labrouste
	François-Alexis Cendrier
	
	A natural history museum



	1828
	Marie Delannoy
	Bourguignon
	Abric
	A public library



	1829
	Simon-Claude Constant-Dufeux
	Pierre-Joseph Garrez
	
	A lazaret



	1830
	Pierre-Joseph Garrez
	Alphonse-François-Joseph Girard
	
	A house of entertainment for a prince



	1831
	Prosper Morey
	Jean-Arnoud Léveil
	
	A establishment for thermal waters



	1832
	Jean-Arnoud Léveil
	François-Joseph Nolau
	
	A museum



	1833
	Victor Baltard[image: External link]
	Hector-Martin Lefuel[image: External link]
	Chargrasse
	A military academy



	1834
	Paul-Eugène Lequeux
	Nicolas-Auguste Thumeloup
	Alphonse-Augustin Finiels
	An Atheneum



	1835
	Charles Victor Famin
	Jean-Baptiste Guenepin and Alexis Paccard[image: External link]
	
	A medical school



	1836
	François-Louis-Florimond Boulanger and Jean-Jacques Clerget
	Antoine Isidore Eugène Godebœuf
	
	A hall for the exhibition of works of art and industrial products



	1837
	Jean-Baptiste Guenepin
	Antoine-Julien Hénard and Jules Duru
	
	A Pantheon



	1838
	Toussaint Uchard
	Auguste-Joseph Magne
	
	A cathedral church



	1839
	Hector Lefuel[image: External link]
	François-Marie Péron
	
	A Town Hall



	1840
	Théodore Ballu[image: External link]
	Philippe-Auguste Titeux
	
	A palace of the House of Lords



	1841
	Alexis Paccard[image: External link]
	Jacques-Martin Tétaz
	
	An overseas French ambassadorial palace



	1842
	Philippe-Auguste Titeux
	Prosper Desbuisson and Louis-Etienne Lebelin
	Albert-François-Germain Delaage
	A palace of the archives



	1843
	Jacques-Martin Tétaz
	Pierre-Joseph Dupont and Louis-Jules André[image: External link]
	
	A palace of the Institute



	1844
	Prosper Desbuisson
	Charles Jean Lainé and Agis-Léon Ledru[image: External link]
	Agis-Léon Ledru[image: External link] and Eugène Démangeat
	A palace for the French Academy



	1845
	Félix Thomas
	Pierre Trémaux[image: External link] and Charles-Auguste-Philippe Lainé
	
	A cathedral church



	1846
	Alfred-Nicolas Normand
	Thomas-Augustin Monge and Jacques-Louis-Florimond Ponthieu
	
	A Natural History museum



	1847
	Louis-Jules André[image: External link]
	Charles-Mathieu-Quirin Claudel
	
	A palace for the Chamber of Deputies



	1848
	Charles Garnier[image: External link]
	Achille-Aimé-Alexis Hue
	Denis Lebouteux
	A Conservatory for Arts and Crafts



	1849
	Denis Lebouteux
	Gabriel-Jean-Antoine Davioud[image: External link]
	Paul-Renè-Léon Ginain
	A school of Fine Arts



	1850
	Victor Louvet
	Edouard-Auguste Villain
	
	A large public square



	1851
	Gabriel-Auguste Ancelet[image: External link]
	Michel-Achille Triquet
	Joseph-Alfred Chapelain
	A hospice in the Alps



	1852
	Léon Ginain
	Louis-François Douillard the elder and Michel Douillard the younger
	
	A Gymnasium



	1853
	Arthur-Stanislas Diet
	Georges-Ernest Coquart
	Pierre-Jérôme-Honoré Daumet
	A museum for a capital city



	1854
	Paul Émile Bonnet and Joseph Auguste Émile Vaudremer[image: External link] jointly
	François-Philippe Boitte
	
	A monument dedicated to the burial of the sovereign of a great empire



	1855
	Honoré Daumet[image: External link]
	Edmond-Jean-Baptiste Guillaume and Joseph-Eugène Heim the younger
	
	Conservatory of Music and Declamation



	1856
	Edmond Guillaume
	Constant Moyaux
	
	Palace of the Ambassador at Constantinople



	1857
	Joseph Heim
	Ernest Moreau
	
	A Faculty of Medicine



	1858
	
	Georges-Ernest Coquart, Eugène Train[image: External link]
	
	Imperial Hotel for Naval invalids



	1859
	Charles Thierry and Louis Boitte jointly
	
	
	A Court of Cassation[image: External link]



	1860
	Joseph Louis Achille Joyau
	Bénard
	Julien Guadet[image: External link]
	An Imperial Residence at Nice



	1861
	Constant Moyaux
	François-Wilbrod Chabrol
	
	An establishment for thermal waters



	1862
	François-Wilbrod Chabrol
	
	
	A palace for the Governor of Algeria



	1863
	Emmanuel Brune
	
	
	A main staircase



	1864
	Julien Guadet[image: External link] and Arthur Dutert jointly
	
	
	A hospice in the Alps



	1865
	Louis Noguet and Gustave Gerhardt jointly
	
	
	A hostel for travellers



	1866
	Jean-Louis Pascal[image: External link]
	
	
	A banking house



	1867
	Henri Jean Émile Bénard[image: External link]
	
	
	An exhibition of Fine Art



	1868
	Charles Alfred Leclerc
	
	
	A calvary



	1869
	Ferdinand Dutert[image: External link]
	
	
	A French Embassy



	1870
	Albert-Félix-Théophile Thomas[image: External link]
	
	
	A Medical School



	1871
	Émile Ulmann
	
	
	A Palace of Representatives



	1872
	Stanislas Louis Bernier
	
	
	A Natural History Museum



	1873
	Marcel Lambert
	
	
	A water tower



	1874
	Benoît Édouard Loviot
	
	
	A Palace of Faculties



	1875
	Edmond Paulin[image: External link]
	Jean Bréasson
	
	A Palace of Justice for Paris



	1876
	Paul Blondel
	
	
	A Palace of Arts



	1877
	Henri-Paul Nénot[image: External link]
	Adrien Chancel
	
	An Atheneum for a capital city



	1878
	Victor Laloux[image: External link]
	Louis-Marie-Théodore Dauphin and Victor-Auguste Blavette
	
	A cathedral church



	1879
	Victor-Auguste Blavette
	
	
	A Conservatory



	1880
	Louis Girault[image: External link]
	Jacques Hermant[image: External link]
	
	A hospice for sick children on the Mediterranean



	1881
	fr:Henri Deglane[image: External link]
	
	
	A Palace of Fine Art



	1882
	Pierre Esquié
	
	
	A Palace for the Council of State



	1883
	Gaston Redon[image: External link]
	
	
	A necropolis



	1884
	Hector d’Espouy
	
	
	A thermal establishment



	1885
	François Paul André
	
	
	A Medical Academy



	1886
	Alphonse Defrasse
	Albert Louvet
	
	A Palace for the Court of Auditors



	1887
	Georges Chedanne
	Henri Eustache and Charles Heubès
	
	A gymnasium



	1888
	Albert Tournaire
	
	
	A Parliamentary Palace



	1889
	
	Constant-Désiré Despradelle[image: External link]
	Demerlé
	A casino by the sea



	1890
	Emmanuel Pontremoli[image: External link]
	
	
	A monument to Joan of Arc



	1891
	Henri Eustache
	François-Benjamin Chaussemiche[image: External link]
	
	A central railway station



	1892
	Émile Bertone
	Guillaume Tronchet[image: External link]
	
	An Artillery Museum



	1893
	François-Benjamin Chaussemiche[image: External link]
	Paul Dusart
	Alfred-Henri Recoura[image: External link]
	A Palace for Academics



	1894
	Alfred-Henri Recoura[image: External link]
	Auguste-René-Gaston Patouillard Gabriel Héraud
	
	A central School of Arts and Manufacture in the capital of a large country



	1895
	René Patouillard-Demoriane
	
	
	An Exhibition Palace



	1896
	Louis-Charles-Henri Pille
	Gustave Umbdenstock
	
	A Naval School



	1897
	Eugène Duquesne
	
	
	A votive church



	1898
	Léon Chifflot
	André Arfvidson
	
	A palace



	1899
	Tony Garnier[image: External link]
	Henri Sirot
	
	A central bank building



	1900
	Paul Bigot[image: External link]
	
	
	Thermal baths and a casino
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 Notes






	
^ Medal of encouragement.


	
^ Troisieme Prix restored in 1812.
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 20th century (architecture)






	Year
	Premier Prix
	Deuxième Prix
	Troisieme Prix/

Honorable Mention
	Competition project



	1901
	Jean Hulot
	
	
	An American Academy



	1902
	Henri Prost[image: External link]
	Eugène Chifflot
	
	A national print house



	1903
	Léon Jaussely[image: External link]
	Jean Wielhorski and Henri Joulie
	
	A public square



	1904
	Ernest Michel Hébrard
	Pierre Leprince-Ringuet
	
	A carpet manufactory



	1905
	Camille Lefèvre[image: External link]
	
	
	A water tower



	1906
	Patrice Bonnet
	
	
	A French college



	1907
	Charles Nicod[image: External link]
	
	
	An observatory and scientific station



	1908
	Charles Louis Boussois
	
	
	



	1909
	Maurice Boutterin
	
	
	A colonial palace



	1910
	Georges-Fernand Janin
	
	
	A sanatorium on the Mediterranean coast



	1911
	René Mirland
	Paul Tournon[image: External link]
	
	A monument to the glory of the independence of a large country



	1912
	Jacques Debat-Ponsan[image: External link]
	Roger-Henri Expert[image: External link]
	
	A casino in a spa town



	1913
	Roger Séassal
	Gaston Castel
	
	



	1914
	Albert Ferran
	
	
	A military college



	1919
	Jacques Carlu[image: External link] and Jean-Jacques Haffner
	Eugène-Alexandre Girardin and Louis Sollier ; André Jacob
	
	A palace for the League of Nations at Geneva



	1920
	Michel Roux-Spitz
	Marc Brillaud de Laujardière
	
	



	1921
	Léon Azéma[image: External link]
	Maurice Mantout
	
	A manufactory of tapestries and art fabrics



	1922
	Robert Giroud
	
	
	A large Military development college



	1923
	Jean-Baptiste Mathon
	Georges Feray
	
	The residence of the French ambassador in Marocco



	1924
	Marcel Péchin
	
	
	An institute of general botany



	1925
	Alfred Audoul
	Marcel Chappey
	
	A National School of Applied Arts



	1926
	Jean-Baptiste Hourlier
	
	
	A summer residence for a Chief of State



	1927
	André Lecomte
	André-Albert Dubreuil
	
	An Institute of Archaeology and Art



	1928
	Eugène Beaudouin
	Gaston Glorieux and Roger Hummel
	
	An embassy in a large Far Eastern country



	1929
	Jean Niermans
	Germain Grange and André Hilt
	
	A palace for the Institute of France



	1930
	Achille Carlier
	Noël Le Maresquier and Alexandre Courtois
	
	A college of fine arts



	1931
	Georges Dengler
	Georges Bovet
	
	A French intellectual centre of propaganda abroad



	1932
	Camille Montagné
	André Aubert and Robert Pommier
	
	A summer residence in the mountains



	1933
	Alexandre Courtois
	Robert Camelot[image: External link] and Charles-Gustave Stoskopf[image: External link]
	
	A church of pilgrimage



	1934
	André Hilt
	Georges Letélié and Pierre-Jean Guth
	
	A permanent exhibition of contemporary art



	1935
	Paul Domenc
	
	
	An institute of intellectual cooperation



	1936
	André Remondet
	Georges Noël and Pierre Lablaude
	
	A naval museum



	1937
	Georges Noël
	Othello Zavaroni and Paul Jacques Grillo
	
	A French Pantheon



	1938
	Henry Bernard[image: External link]
	Pierre Dufau[image: External link] and Gonthier
	
	A sports organisation centre



	1939
	Bernard Zehrfuss[image: External link]
	Sachs and Sergent
	
	A palace of the French colonial empire



	1942 (?)
	Raymond Gleize
	
	
	



	1943
	André Chatelin and Jean Dubuisson
	
	
	



	1944
	Claude Béraud
	Henry Pottier
	
	



	1945
	Jean Dubuisson[image: External link] and Jean de Mailly jointly
	
	
	Palace for the Court of Justice



	1946
	Guillaume Gillet
	
	
	Grand Foyer of the crews of the Fleet



	1947
	Jacques Cordonnier
	Paul La Mache
	
	Ministry of Arts



	1948
	Yves Moignet
	
	
	



	1949
	Paul Vimond
	
	
	A French college



	1950
	Jacques Perrin-Fayolle
	Poutu, Audoul and Castel jointly, Xavier Arsène-Henry[image: External link]
	
	A Mediterranean university



	1951
	Louis-Gabriel de Hoÿm de Marien
	Bergerioux and Marriage
	
	A conference and congress centre



	1952
	Louis Blanchet
	Pierre-André Dufétel and Levard
	
	Communal home of a large city



	1953
	Olivier-Clément Cacoub
	Chaudonneret and Bourdon
	
	Mount of Martyrs



	1954
	Michel Marot[image: External link]
	Marty and Chauvin
	
	A centre of African Research in Kano



	1955
	Ngô Viết Thụ[image: External link]
	Pouradier Duteil and Maréchal
	
	A votive sanctuary



	1956
	Serge Menil
	Michel Folliasson
	
	An Acropolis



	1957
	Jean-Marie Brasilier
	Delb and Robert
	
	A Palace of Natural Science



	1958
	Gérard Carton
	Claude Bach and Menart
	
	A Pantheon for Europe



	1959
	Gérard Carton
	Tournier and Hardy
	
	An international conference centre for drama and opera



	1960
	Jean-Claude Bernard
	Doucet and Cacaut
	
	Business centre of large capital city



	1961
	
	Jacques Labro
	
	A monastery



	1962
	
	Jean-Loup Roubert and Christian Cacault
	
	



	1963
	Jean-Louis Girodet
	
	
	



	1964
	Bernard Schoebel
	
	
	An artificial island with arts centre and water sports



	1965
	Jean-Pierre Poncabaré
	
	
	A foundation for the study of modern architecture



	1967
	Daniel Kahane
	Michel Longuet and Aymeric Zublena
	(last award)
	A house for Europe in the event of a transformation of the center of Paris
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 First Prize Winners in the Painting category
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 17th century (painting)






	1663 - Jean-Baptiste Corneille[image: External link]


	1664 - Pierre Monier[image: External link] or Mosnier or Meunier

	1665 - François Bonnemer[image: External link]


	1666 - No award


	1667 - Nicolas Rabon ( fr[image: External link])


	1668 - François Verdier[image: External link]


	1669 - Bon Boullogne[image: External link]


	1670–71 - François Verdier[image: External link]


	1672 - Alexandre Ubelesqui[image: External link]


	1673 - Louis de Boullogne[image: External link]


	1674 - Jacques de Montgobert


	1675 - Claude Guy Hallé[image: External link]


	1676 - Louis Chéron[image: External link]


	1677 - No award


	1678 - Louis Chéron[image: External link]


	1679-80 - Charles Desforest


	1681 - No award


	1682 - Hyacinthe Rigaud[image: External link]


	1683 - Gabriel Benoist[image: External link]


	1684 - Gregor Brandmüller[image: External link]


	1685 - Nicolas Bertin[image: External link]


	1686 - Antoine Dieu[image: External link]


	1687 - Jean Christophe

	1688 - Daniel Sarrabat[image: External link]


	1689 - Pierre-Jean-Baptiste de Lignières


	1690 - Charles Gussin ( fr[image: External link]) or Cussin

	1691 - Sebert

	1692 - Benoît Le Coffre[image: External link]


	1693 - Henri de Favanne[image: External link][21]


	1694 - Noël Neveu


	1695 - Louis Galloche[image: External link]


	1696 - Pierre Dulin[image: External link]


	1697 - Pierre Dulin[image: External link]


	1698 - Nicolas de Poilly the younger

	1699 - Pierre-Jacques Cazes[image: External link]


	1700 - Alexis Simon Belle[image: External link]
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 18th century (painting)






	1701 - Nicolas Hordubois ( fr[image: External link])


	1702 - Duflos or Duflocq

	1703 - Antoine Pesne[image: External link]


	1704 - Jean Raoux[image: External link]


	1705 - Auger Lucas ( fr[image: External link])


	1706–08 - No award


	1709 - Antoine Grison


	1710 - Jean Giral or Girac

	1711 - François Lemoyne[image: External link]


	1712 - Venard

	1713 - Sauteny or Lanteny

	1714 - No award


	1715 - Joseph Wamps[image: External link]


	1716 - No award


	1717 - Charles Lamy[image: External link]


	1718-20 - No record


	1721 - Charles-Joseph Natoire[image: External link]


	1722 - No record


	1723 - François Boucher[image: External link]


	1724 - Charles-André van Loo[image: External link]


	1725 - Louis-Michel van Loo[image: External link]


	1726 - Allais

	1727 - Pierre Subleyras[image: External link]


	1728 - Jean-Charles Frontier[image: External link]


	1729 - Duflot

	1730 - Antoine Boizot[image: External link]


	1731 - Lemesle

	1732-33 - No record


	1734 - Jean-Baptiste Marie Pierre[image: External link]


	1735 - No record


	1736 - Noël Hallé[image: External link]


	1737 - Fournier

	1738 - Charles-Amédée-Philippe van Loo[image: External link]


	1739 - Louis-Joseph Le Lorrain[image: External link]


	1740 - No record


	1741 - Charles-Michel-Ange Challe[image: External link]


	1742 - No award


	1743 - Joseph-Marie Vien[image: External link]


	1744 - No award


	1745 - No record


	1746 - No award


	1747 - Pierre-Charles Le Mettay[image: External link]


	1748 - Jean-Baptiste Hutin


	1749 - Gabriel Briard[image: External link]


	1750 - Joseph Melling[image: External link]


	1751 - Jean-Baptiste Deshays de Colleville[image: External link]


	1752 - Jean-Honoré Fragonard[image: External link]


	1753 - Charles Monnet ( fr[image: External link])


	1754 - Jean-Pierre Chardin, jnr

	1755 - Jean-François Amand[image: External link]


	1756 - Hughes Taraval[image: External link]


	1757 - Louis Jean-Jacques Durameau[image: External link][22]


	1758 - Jean-Bernard Restout[image: External link]


	1759 - Étienne de La Vallée Poussin[image: External link]


	1760 - Simon Julien ( fr[image: External link])


	1761 - Dominique Lefèvre-Desforges ( fr[image: External link])


	1762 - Jacques-Philippe-Joseph de Saint-Quentin


	1763 - Jean-Baptiste Alizard


	1764 - Antoine-François Callet[image: External link]


	1765 - Jean Bardin[image: External link]


	1766 - François-Guillaume Ménageot[image: External link]


	1767 - Jean-Simon Berthélemy[image: External link]


	1768 - François-André Vincent[image: External link]


	1769 - Joseph Barthélémy Le Bouteux


	1770 - Anicet Charles Gabriel Lemonnier[image: External link]


	1771 - Joseph-Benoît Suvée[image: External link]


	1772 - Pierre-Charles Jombert[image: External link]


	1773 - Pierre Peyron[image: External link]


	1774 - Jacques-Louis David[image: External link]


	1775 - Jean Bonvoisin[image: External link]


	1776 - Jean-Baptiste Regnault[image: External link]


	1777 - Jean-Gustave Taraval


	1778 - Jean-Antoine-Théodore Giroust[image: External link]


	1779 - Louis Gauffier[image: External link]


	1780 - Jean-Pierre Saint-Ours[image: External link]


	1781 - Jean-Baptiste de Vignaly


	1782 - Antoine-Charles-Horace Vernet[image: External link] (dit Carle Vernet)

	1783 - Jean-Baptiste Frédéric Desmarais ( fr[image: External link])


	1784 - Jean Germain Drouais[image: External link] and Louis Gauffier[image: External link]


	1785 - Victor-Maximilien Potain


	1786 - Charles Meynier[image: External link]


	1787 - François-Xavier Fabre[image: External link]


	1788 - Etienne-Barthélémy Garnier[image: External link]


	1789 - Anne-Louis Girodet de Roussy-Trioson[image: External link]


	1790 - Jacques Réattu[image: External link]


	1791 - Louis Lafitte[image: External link] and Charles Thévenin[image: External link]


	1792 - Charles Paul Landon[image: External link]


	1793 - No record


	1794–96 - No award


	1797 - Pierre-Narcisse Guérin[image: External link], Louis-André-Gabriel Bouchet[image: External link] and Pierre Bouillon[image: External link]


	1798 - Fulchran-Jean Harriet[image: External link]


	1799 - Alphonse Gaudar de La Verdine ( fr[image: External link]) and Alexandre-Romain Honnet
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 19th century (painting)






	1800 - Jean-Pierre Granger[image: External link]


	1801 - Jean Auguste Dominique Ingres[image: External link]


	1802 - Alexandre Menjaud


	1803 - Merry-Joseph Blondel[image: External link]


	1804 - Joseph Denis Odevaere[image: External link]


	1805 - Félix Boisselier[image: External link]


	1806 - Félix Boisselier[image: External link]


	1807 - François Joseph Heim[image: External link]


	1808 - Alexandre-Charles Guillemot


	1809 - Jérôme-Martin Langlois[image: External link]


	1810 - Michel Martin Drolling[image: External link]


	1811 - Alexandre-Denis-Abel de Pujol[image: External link]


	1812 - Louis-Vincent-Léon Pallière


	1813 - François-Édouard Picot[image: External link][23] and Henri-Joseph de Forestier[image: External link]


	1814 - Auguste Vinchon[image: External link]


	1815 - Jean Alaux[image: External link] (known as "Le Romain")

	1816 - Antoine Jean-Baptiste Thomas[image: External link]


	1817 - Léon Cogniet[image: External link], Achille Etna Michallon[image: External link]


	1818 - Nicolas-Auguste Hesse[image: External link]


	1819 - François Dubois[image: External link]


	1820 - Amable-Paul Coutan[image: External link]


	1821 - Joseph-Désiré Court[image: External link], Jean-Charles-Joseph Rémond[image: External link]


	1822 - No award


	1823 - Auguste-Hyacinthe Debay[image: External link] and François Bouchot[image: External link]


	1824 - Charles-Philippe Larivière[image: External link]


	1825 - André Giroux[image: External link]


	1825 - Sébastien Norblin ( fr[image: External link])


	1826 - Éloi Firmin Féron[image: External link]


	1827 - François-Xavier Dupré


	1828 - No award


	1829 - Jean-Louis Bézard ( fr[image: External link])


	1830 - Émile Signol[image: External link]


	1831 - Henri Frédéric Schopin ( fr[image: External link])


	1832 - Jean-Hippolyte Flandrin[image: External link]


	1833 - Eugène Roger


	1834 - Paul Jourdy ( fr[image: External link])


	1835 - No award


	1836 - Dominique Papety[image: External link] and Charles Octave Blanchard ( fr[image: External link])


	1837 - Jean Gilbert Murat


	1838 - Isidore Pils[image: External link]


	1839 - Ernest Hébert[image: External link]


	1840 - Pierre-Nicolas Brisset[image: External link]


	1841 - Auguste Lebouy


	1842 - Victor Biennourry ( fr[image: External link])


	1843 - Auguste Lebouy


	1844 - Félix-Joseph Barrias[image: External link]


	1845 - Jean-Achille Benouville[image: External link]


	1846 - No award


	1847 - Jules Eugène Lenepveu[image: External link]


	1848 - Joseph Stallaert[image: External link]


	1849 - Gustave Boulanger[image: External link]


	1850 - William-Adolphe Bouguereau[image: External link], Paul Baudry[image: External link]


	1851 - François Chifflart[image: External link]


	1852 - No award


	1853 - No award


	1854 – Émile Lévy[image: External link], Félix-Henri Giacomotti[image: External link] and Théodore-Pierre-Nicolas Maillot


	1855 - No award


	1856 - Félix Auguste Clément[image: External link] and Jules-Élie Delaunay


	1857 - Charles Sellier[image: External link]


	1858 - Jean-Jacques Henner[image: External link]


	1859 - Benjamin Ulmann[image: External link]


	1860 - Ernest Michel ( fr[image: External link])


	1861 - Jules Joseph Lefebvre[image: External link]


	1862 - No award


	1863 - Joseph-Fortuné-Séraphin Layraud[image: External link] and Alphonse Monchablon[image: External link]


	1864 - Diogène Maillart[image: External link]


	1865 - Jules Machard ( fr[image: External link])


	1866 - Henri Regnault[image: External link][24]


	1867 - Joseph Blanc[image: External link]


	1868 - Édouard-Théophile Blanchard[image: External link][25]


	1869 – Luc-Olivier Merson[image: External link]


	1870 - Fernand Lematte ( fr[image: External link])


	1871 – Édouard Toudouze[image: External link]


	1872 - Gabriel Ferrier[image: External link]


	1873 - Aimé Morot[image: External link]


	1874 - Paul-Albert Besnard[image: External link][26]


	1875 - Léon Comerre[image: External link]


	1876 - Joseph Wencker ( fr[image: External link])


	1877 - Théobald Chartran[image: External link]


	1878 - François Schommer ( fr[image: External link]) and Julius Schmid[image: External link]


	1879 - Alfred-Henri Bramtot[image: External link]


	1880 - Henri Lucien Doucet[image: External link]


	1881 - Louis Édouard Fournier[image: External link]


	1882 - Gustave Popelin ( fr[image: External link])


	1883 - Marcel Baschet[image: External link]


	1884 - Henri Pinta[image: External link]


	1885 - Alexis Axilette


	1886 - Charles Lebayle[image: External link]


	1887 - Henri-Camille Danger ( fr[image: External link])


	1888 - No award


	1889 - Ernest Laurent[image: External link], Gaston Thys


	1890 - André Devambez[image: External link]


	1891 - Alexandre-Claude-Louis Lavalley


	1892 - Georges-Auguste Lavergne


	1893 - Maurice-Théodore Mitrecey ( fr[image: External link])


	1894 - Auguste Leroux[image: External link] and Adolphe Déchenaud[image: External link]


	1895 - Gaston Larée


	1896 - Charles-Lucien Moulin


	1897 - No award


	1898 - Jean-Amédée Gibert[image: External link] and William Laparra ( fr[image: External link])


	1899 - Louis Roger ( fr[image: External link])


	1900 - Fernand Sabatté[image: External link]
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 20th century (painting)






	1901 - Laurent Jacquot-Defrance ( fr[image: External link])


	1902 - Paul Sieffert ( fr[image: External link]) and Victor-Oscar Guétin


	1903 - André-Jean Monchablon


	1904 - No award


	1905 - No award


	1906 - Georges Paul Leroux ( fr[image: External link]) and François-Maurice Roganeau ( fr[image: External link])


	1907 - Louis Léon Eugène Billotey ( fr[image: External link]) and Émile Aubry[image: External link]


	1908 - Jean Lefeuvre ( fr[image: External link])


	1909 - Pierre Bodard[image: External link]


	1910 - Jean Dupas[image: External link]


	1911 - Marco de Gastyne[image: External link]


	1912 - Gabriel Girodon ( fr[image: External link])


	1913 - No award


	1914 - Jean-Blaise Giraud, Jean Despujols[image: External link] and Robert Poughéon[image: External link]


	1915-18 - No award


	1919 - André Louis Pierre Rigal ( fr[image: External link])


	1920 - No award


	1921 - Emile-Marie Beaume and Constantin Font ( fr[image: External link])


	1922 - Pierre-Henri Ducos de La Haille ( fr[image: External link])


	1923 - Pierre Dionisi ( fr[image: External link])


	1924 - René-Marie Castaing ( fr[image: External link])


	1925 - Odette Pauvert (the first woman to receive the "First Grand Prize" in painting)

	1926 - No award


	1927 - No award


	1928 - Paul-Robert Bazé, Daniel-Jules-Marie Octobre and Nicolas Untersteller ( fr[image: External link])


	1929 - Alfred Giess ( fr[image: External link])


	1930 - Yves Brayer[image: External link]


	1931 - André Tondu ( fr[image: External link])


	1932 - Georges Cheyssial


	1933 - Roland-Marie Gérardin


	1934 - Pierre Emile Henri Jérôme ( fr[image: External link])


	1935 - No award


	1936 - Lucien Fontanarosa ( fr[image: External link]) and Jean Pinet


	1937 - Pierre Robert Lucas


	1938 - Madeleine Lavanture


	1939 - Reynold Arnould ( fr[image: External link])


	1940-42 - No award


	1943 - Pierre-Yves Trémois[image: External link] and Yves Trévédy


	1944 - Georges Marcel Jean Pichon


	1945 - Pierre-Marie-Joseph Guyenot


	1946 – José Fabri-Canti ( fr[image: External link])


	1947 – Eliane Beaupuy


	1948 - François Orlandini


	1949 - No award


	1950 – Françoise Boudet ( fr[image: External link]) and Robert Savary ( fr[image: External link])


	1951 – Daniel Sénélar[image: External link]


	1952 - Paul Guiramand ( fr[image: External link])


	1953 - André Brasilier ( fr[image: External link])


	1954 - Armand Sinko


	1955 – Paul Ambille ( fr[image: External link])


	1956 - Henri Thomas[image: External link]


	1957 - Arnaud d'Hauterives ( fr[image: External link])


	1958 - Raymond Humbert


	1959 - Arlette Budy


	1960 – Pierre Carron[image: External link]


	1961 - Joël Moulin


	1962 – Freddy Tiffou ( fr[image: External link])


	1963 - Roger Blaquière


	1964 - Claude-Jean Guillemot


	1965 – Jean-Marc Lange ( fr[image: External link])


	1966 – Gérard Barthélemy


	1967 – Thierry Vaubourgoin ( fr[image: External link])


	1968 – Joël Froment ( fr[image: External link]) (last award)
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 First Prize Winners in the Sculpture category
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 17th century (sculpture)






	1665 – François Lespingola[image: External link]


	1673 – Louis Lecomte aka Le Picard

	1674 – Jacques Prou[image: External link]


	1675 – Girardon[image: External link], jnr

	1676 – Pierre Laviron


	1678 – Pierre Laviron


	1680 – Jean Joly[image: External link]


	1682 – Nicolas Coustou[image: External link]


	1683 – Pierre Lepautre[image: External link]


	1684 – Robert Doisy


	1685 – Zéphirin Adam


	1686 – Pierre Legros[image: External link], jnr

	1687 – Jean-Louis Lemoyne[image: External link]


	1688 – Antoine Girardon ( fr[image: External link])


	1689 – Robert Le Lorrain[image: External link]


	1690 - Hubert Collinet or Colinet

	1691 - François Regnaudin


	1692 - Brodon

	1693 – Benoît Le Coffre[image: External link]


	1694 – René Frémin[image: External link]


	1695 - Augustin Caillot


	1696 - Augustin Caillot


	1697 - Guillaume Coustou[image: External link]


	1698 - Charles Charpentier ( fr[image: External link])


	1699 - Jean de Fer


	1700 - René Charpentier ( fr[image: External link])
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 18th century (sculpture)






	1701 – Joseph Van Clève


	1702 – Jacques Loysel or Loizel

	1703 – Pierre Villeneuve[image: External link]


	1704 – Jean Leblanc, jnr

	1705 – Jacques Bousseau


	1706–08 – No award


	1709 – François Dumont[image: External link]


	1710 – Lefèvre

	1711 – Pierre Bourlot


	1712 – Jean-Baptiste Guyot


	1713 – Martin

	1714–15 – No award


	1716 –

	1717 – No award


	1718 –

	1721 – No award


	1722 – Edmé Bouchardon[image: External link]


	1723 – Lambert Sigisbert Adam[image: External link]


	1724 –

	1725 – Jean-Baptiste Lemoyne[image: External link]


	1726 –

	1727 – Jacques Roëttiers de la Tour


	1728 – Vandervoort

	1729 – François Ladatte


	1730 – Claude-Clair Francin


	1731 –

	1732 – Jean-Baptiste Boudard


	1733 –

	1734 – No award


	1735 – Guillaume II Coustou


	1736 –

	1737 – Le Marchand

	1738 – Jacques Saly[image: External link]


	1739 – Louis-Claude Vassé[image: External link]


	1740 – Pierre-Philippe Mignot[image: External link]


	1741 – François Gaspard Balthazar Adam[image: External link]


	1742 – No award


	1743 – Chasles

	1744 – No award


	1745 – Pierre Hubert Larchevêque


	1746 – No award


	1747 – Jean-Jacques Caffieri[image: External link]


	1748 – Augustin Pajou[image: External link]


	1749 – Guyard

	1750 – Louis-Félix Delarue


	1751 – Auvray

	1752 – André Brenet


	1753 – Jean-Baptiste d'Huez[image: External link]


	1754 – Charles-Antoine Bridan[image: External link]


	1755 – Pierre-François Berruer[image: External link]


	1756 – Lebrun

	1757 – Étienne-Pierre-Adrien Gois[image: External link]


	1758 – Félix Lecomte[image: External link]


	1759 – Claude Michel[image: External link] aka Clodion

	1760 – Monot

	1761 – Jean-Antoine Houdon[image: External link]


	1762 – Louis-Simon Boizot[image: External link]


	1763 – Boucher

	1764 – Jacques-Philippe Beauvais


	1765 – Pierre Julien[image: External link]


	1766 – Nicolas Sénéchal


	1767 – Louis-Jacques Pilon


	1768 – Jean Guillaume Moitte[image: External link]


	1769 – Jean Joseph Foucou


	1770 – René Millot


	1771 – Joseph Deschamps


	1772 – François-Nicolas Delaistre[image: External link]


	1773 – André Ségla


	1774 – Pierre La Bussière


	1775 – Barthélémy-François Chardigny[image: External link]


	1776 – Antoine-Léonard Pasquier


	1777 – François-Marie Suzanne


	1778 – Jacques Lemaire[image: External link]


	1779 – Louis-Pierre Deseine[image: External link]


	1780 – Louis-Antoine Bacari


	1781 – Jacques-Philippe Le Sueur[image: External link]


	1782 – Claude Ramey[image: External link]


	1783 – Augustin Félix Fortin[image: External link]


	1784 – Antoine-Denis Chaudet[image: External link]


	1785 – Claude Michallon


	1786 – Edme-François-Étienne Gois[image: External link]


	1787 – Barthélémy Corneille


	1788 – Jacques-Edme Dumont[image: External link]


	1789 – Antoine-François Gérard


	1790 – François-Frédéric Lemot[image: External link]


	1791 – Pierre-Charles Bridan[image: External link]


	1792 – Auguste Marie Taunay[image: External link]


	1793–96 – No award


	1797 – Charles Antoine Callamard


	1798 – Louis Delaville


	1799 – Charles Dupaty[image: External link]


	1800 –
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 19th century (sculpture)






	1801 – Joseph-Charles Marin & François-Dominique-Aimé Milhomme


	1806 – Pierre-François-Grégoire Giraud


	1809 – Henri-Joseph Ruxthiel[image: External link]


	1811 – David d'Angers[image: External link]


	1812 – François Rude[image: External link]


	1813 – Jean-Jacques Pradier[image: External link] (dit James Pradier)

	1815 – Étienne-Jules Ramey[image: External link]


	1817 – Charles-François Lebœuf[image: External link] (dit Nanteuil)

	1818 – Bernard-Gabriel Seurre (dit Seurre Aîné)

	1819 – Abel Dimier[image: External link]


	1820 – Georges Jacquot[image: External link]


	1821 – Philippe Joseph Henri Lemaire[image: External link]


	1823 – Augustin-Alexandre Dumont[image: External link] & Francisque Joseph Duret[image: External link]


	1824 – Charles-Marie-Émile Seurre (dit Seurre jeune)

	1826 – Louis Desprez[image: External link]


	1827 – Jean-Louis Jaley[image: External link] & François Gaspard Aimé Lanno[image: External link]


	1828 – Antoine Laurent Dantan[image: External link] (dit Dantan l'Aîné)

	1829 – Jean-Baptiste-Joseph Debay (dit Debay fils)

	1830 – Honoré-Jean-Aristide Husson[image: External link]


	1832 – François Jouffroy[image: External link] & Jean-Louis Brian[image: External link]


	1833 – Pierre-Charles Simart[image: External link]


	1836 – Jean-Marie Bonnassieux[image: External link] & Auguste-Louis-Marie Ottin[image: External link]


	1837 – Louis-Léopold Chambard[image: External link]


	1838 – Nicolas-Victor Vilain


	1839 – Théodore-Charles Gruyère[image: External link]


	1841 – Georges Diebolt[image: External link] & Charles-Joseph Godde


	1842 – Jules Cavelier[image: External link]


	1843 – René-Ambroise Maréchal


	1844 – Eugène-Louis Lequesne[image: External link]


	1845 – Jean-Baptiste Claude Eugène Guillaume[image: External link]


	1847 – Jacques-Léonard Maillet[image: External link] & Jean-Joseph Perraud[image: External link]


	1848 – Gabriel-Jules Thomas[image: External link]


	1849 – Louis Roguet


	1850 – Charles-Alphonse-Achille Gumery[image: External link]


	1851 – Gustave Adolphe Désiré Crauk[image: External link]


	1852 – Alfred-Adolphe-Édouard Lepère


	1854 – Jean-Baptiste Carpeaux[image: External link]


	1855 – Henri-Michel-Antoine Chapu[image: External link] & Amédée Donatien Doublemard[image: External link]


	1856 – Henri-Charles Maniglier


	1857 – Joseph Tournois[image: External link]


	1859 – Jean-Alexandre-Joseph Falguière[image: External link] & Louis-Léon Cugnot[image: External link]


	1860 – Barthélemy Raymond


	1861 – Justin-Chrysostome Sanson


	1862 – Ernest-Eugène Hiolle[image: External link]


	1863 – Charles-Arthur Bourgeois


	1864 – Eugène Delaplanche[image: External link] & Jean-Baptiste Deschamps


	1865 – Louis-Ernest Barrias[image: External link]


	1868 – Marius-Jean-Antonin Mercié[image: External link] & Edme-Antony-Paul Noël (dit Tony Noël)

	1869 – André-Joseph Allar[image: External link]


	1870 – Jules-Isidore Lafrance


	1871 – Laurent-Honoré Marqueste[image: External link]


	1872 – Jules Coutan[image: External link]


	1873 – Jean-Antoine-Marie Idrac[image: External link]


	1874 – Jean Antoine Injalbert[image: External link]


	1875 – Jean-Baptiste Hugues[image: External link]


	1876 – Alfred-Désiré Lanson


	1877 – Alphonse-Amédée Cordonnier[image: External link]


	1878 – Edmond Grasset


	1879 – Léon Fagel[image: External link]


	1880 – Émile-Edmond Peynot[image: External link]


	1881 – Jacques-Théodore-Dominique Labatut


	1882 – Désiré-Maurice Ferrary


	1883 – Henri-Édouard Lombard[image: External link]


	1884 – Denys Puech[image: External link]


	1885 – Joseph-Antoine Gardet


	1886 – Paul-Gabriel Capellaro


	1887 – Edgar-Henri Boutry[image: External link]


	1888 – Louis-J. Convers


	1889 – Jean-Charles Desvergnes


	1890 – Paul-Jean-Baptiste Gasq[image: External link]


	1891 – François-Léon Sicard[image: External link]


	1892 – Hippolyte-Jules Lefebvre[image: External link]


	1893 – Aimé-Jérémie-Delphin Octobre


	1894 – Constant-Ambroise Roux[image: External link]


	1895 – Hippolyte-Paul-René Roussel (dit Paul-Roussel)

	1896 – Jean-Baptiste-Antoine Champeil


	1897 – Victor Ségoffin[image: External link]


	1898 – Camille Alaphilippe[image: External link]


	1899 – André-César Vermare


	1900 – Paul-Maximilien Landowski[image: External link]
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 20th century (sculpture)






	1901 – Henri Bouchard[image: External link]


	1902 – Alphonse Camille Terroir


	1903 – Eugène Désiré Piron


	1904 – Jean-Baptiste Larrivé


	1905 – Lucien Brasseur[image: External link]


	1906 – François-Maurice Roganeau


	1907 – Not awarded


	1908 – Marcel Gaumont[image: External link] and Henri Camille Crenier


	1909 – Felix Benneteau-Desgrois


	1910 – Louis Lejeune


	1911 – Lucienne Heuvelmans[image: External link] (the first woman to receive the "First Grand Prize")

	1912 – Siméon Charles Joseph Foucault


	1913 – fr:Armand Martial[image: External link]


	1914 – fr:Marc Leriche[image: External link]


	1919 – Alfred Janniot[image: External link] and Raymond Delamarre[image: External link] jointly

	1920 – Charles Georges Cassou


	1921 – Élie-Jean Vézien[image: External link]


	1922 – Jean Dominique Aubiné


	1923 – Louis Bertola


	1924 – André Augustin Sallé


	1925 – Victor Jules Évariste Jonchère


	1926 – René Letourneur


	1927 – Raymond Couvègnes[image: External link]


	1928 – Pierre Honoré


	1929 – Félix Joffre


	1930 – André Bizette-Lindet[image: External link]


	1931 – Louis Leygue[image: External link]


	1932 – Henri Lagriffoul[image: External link]


	1933 – Ulysse Gémignani[image: External link]


	1934 – Albert Bouquillon


	1935 – Claude Bouscau


	1936 – André Greck


	1937 – Raymond Granville Barger?

	1937 – Maurice de Bus[image: External link]


	1938 – Adolphe Charlet[image: External link]


	1939 – René Leleu[image: External link]


	1942 – Maurice Gambier d'Hurigny[image: External link]


	1943 – Lucien Fenaux[image: External link]


	1944 – Francis Pellerin[image: External link]


	1945 – Pierre Thézé


	1946 – Gaston Watkin


	1947 – Léon Bosramiez


	1948 – Jacques Gotard


	1949 – Jean Lorquin


	1950 – Maurice Calka[image: External link]


	1951 – Albert Féraud[image: External link]


	1952 – Henri Derycke


	1953 – Alain Métayer


	1954 – Jacqueline Bechet-Ferber


	1955 – Kenneth Ford[image: External link]


	1956 – Claude Goutin


	1957 – Cyrille Bartolini


	1958 – Bruno Lebel


	1959 – Georges Jeanclos


	1960 – No award


	1961 – Glynn Williams[image: External link]


	1961 – Georges Maurice Dyens and André Barelier jointly

	1962 – No award


	1963 – Philippe Thill and Jacqueline Deyme jointly

	1964 – Louis Lutz

	1965 – No award


	1966 – Joséphine Chevry

	1967 – Michel Fargeot and Anne Houllevigue jointly

	1968 – Maryse Voisin (last award)
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 First Prize Winners in the Engraving category





	The engraving prize was created in 1804.
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 19th century (engraving)






	1804 – Claude-Louis Masquelier (first award)

	1805 – Nicolas-Pierre Tiolier[image: External link]


	1806 – Théodore Richomme[image: External link]


	1807 – Jacques-Édouard Gatteaux[image: External link]


	1810 – Durand

	1811 – Armand Corot


	1812 – Benjamin-Eugène Bourgeois


	1813 – Henri-François Brandt


	1814 – François Forster[image: External link]


	1815 –

	1816 – Jacques Joseph Coiny[image: External link]


	1817 – Joseph-Sylvestre Brun


	1818 – André-Benoit Taurel


	1819 – Ursin-Jules Vatinelle


	1820 – Constantin-Louis-Antoine Lorichon


	1823 –

	1824 – Antoine-François Gelée

	1826 – Pierre François Eugène Giraud


	1827 – No award


	1828 – Joseph-Victor Vibert


	1830 – Achille-Louis Martinet


	1831 – Eugène-André Oudiné


	1832 –

	1834 – François Augustin Bridoux and Louis Adolphe Salmon


	1835 – Jean-Baptiste Eugène Farochon

	1836 – First prize not awarded


	1838 – Charles-Victor Normand and Victor Florence Pollet, jointly

	1839 - André Vauthier


	1840 – Jean-Marie Saint-Eve


	1842 – Louis-Désiré-Joseph Delemer


	1843 – Louis Merley


	1844 – Jean-Ernest Aubert


	1846 – Joseph-Gabriel Tourny

	1848 – Jacques-Martial Devaux; Louis-Félix Chabaud[image: External link] (postponed from 1847)

	1850 – Gustave-Nicolas Bertinot

	1852 – Charles-Alphonse-Paul Bellay


	1854 – Joseph-Paul-Marius Soumy

	1855 – Alphée Dubois


	1856 – Claude-Ferdinand Gaillard

	1860 – Jean Lagrange


	1861 – Jules-Clément Chaplain[image: External link]


	1866 – Charles-Jean-Marie Degeorge


	1868 – Charles-Albert Waltner


	1869 – Arthur Soldi


	1870 – Achille Jacquet


	1872 – Daniel Dupuis


	1875 – Oscar Roty[image: External link]


	1878 – Louis-Alexandre Bottée; Charles Théodore Deblois


	1881 – Henri-Auguste-Jules Patey


	1883 - William Barbotin


	1886 – Jean Patricot


	1887 – Frédéric-Charles-Victor de Vernon[image: External link]


	1888 – Henri Le Riche


	1890 – Charles Pillet[image: External link]


	1892 – Hippolyte Lefebvre[image: External link]


	1894 – Jean Antonin Delzers


	1896 – Arthur Mayeur


	1898 – Jean Coraboeuf


	1899 – René Grégoire


	1900 – Jean Antonin Delzers
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 20th century (engraving)






	1902 – Lucien Pénat; Pierre-Victor Dautel


	1903 – Eugène Piron


	1904 – Louis Busiére


	1905 – Julien-Louis Mérot


	1906 – Henry Cheffer[image: External link]; Raoul Serres[image: External link]


	1908 –

	1910 – Jules Piel


	1912 –

	1914 – André Lavrillier


	1919 – Albert Decaris[image: External link]; Gaston Lavrillier


	1920 – Pierre Matossy


	1921 – Pierre Gandon[image: External link]


	1922 – Raymond-Jacques Brechenmacher


	1923 – Lucien Bazor


	1928 - Robert Cami ; Charles-Émile Pinson


	1929 – Aleth Guzman-Nageotte[image: External link]


	1930 – Jules Henri Lengrand


	1931 – Arthur Henderson Hall[image: External link]


	1932 – Louis Muller


	1934 – Paul Lemagny


	1935 – Albert de Jaeger


	1936 -

	1942 – Raymond Joly


	1945 – Raymond Tschudin


	1946 – Paul Guimezanes


	1948 – Jean Delpech[image: External link]


	1950 – Georges Arnulf


	1952 – Claude Durrens


	1957 – Émile Rousseau


	1960 – Jean Asselbergs ; Pierre Béquet


	1964 – Brigitte Courmes (the only woman to receive the "First Grand Prize" in engraving)

	1966 – Jean-Pierre Velly[image: External link]


	1968 - Michel Henri Viot (last award)
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 First Prize Winners in the Musical Composition category
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 19th century (musical composition)






	1803 – Albert Androt[image: External link]


	1804 – First Prize not awarded


	1805 – Victor Dourlen[image: External link] ("first" First Grand Prize) and Ferdinand Gasse ("second" First Grand Prize)

	1806 – Guillaume Bouteiller("first" First Grand Prize) and Gustave Dugazon ("second" First Grand Prize)

	1807 – First Prize not awarded


	1808 – Pierre-Auguste-Louis Blondeau


	1809 – Louis Joseph Daussoigne-Méhul[image: External link] and Jean Vidal


	1810 – Désiré Beaulieu


	1811 – Hippolyte André Jean Baptiste Chélard[image: External link]


	1812 – Louis Joseph Ferdinand Hérold[image: External link] ("first" First Grand Prize) and Félix Cazot ("second" First Grand Prize)

	1813 – Auguste Mathieu Panseron[image: External link]


	1814 – Pierre-Gaspard Roll


	1815 – François Benoist[image: External link]


	1816 – First Prize not awarded


	1817 – Désiré-Alexandre Batton[image: External link]


	1818 – First Prize not awarded


	1819 – Fromental Halévy ("first" First Grand Prize) and Jean Massin aka Turina ("second" First Grand Prize)

	1820 – Aimé Ambroise Simon Leborne


	1821 – Victor Rifaut


	1822 – Joseph-Auguste Lebourgeois


	1823 – Édouard Boilly and Louis Ermel


	1824 – Auguste Barbereau


	1825 – Albert Guillion


	1826 – Claude Paris


	1827 – Jean-Baptiste Guiraud[image: External link]


	1828 – Guillaume Ross aka Despréaux

	1829 – First Prize not awarded


	1830 – Hector Berlioz ("first" First Grand Prize) and Alexandre Montfort[image: External link] ("second" First Grand Prize)

	1831 – Eugène-Prosper Prévost


	1832 – Ambroise Thomas[image: External link]


	1833 – Alphonse Thys[image: External link] (1807–1879)

	1834 – Antoine Elwart


	1835 – Ernest Boulanger[image: External link] (1815–1900)

	1836 – Xavier Boisselot[image: External link] (1811–1893)

	1837 – Louis Désiré Besozzi[image: External link]


	1838 – Georges Bousquet


	1839 – Charles Gounod


	1840 – François Bazin[image: External link] and Édouard Batiste[image: External link]


	1841 – Aimé Maillart[image: External link]


	1842 – Alexis Roger (1814–1846)

	1843 – First Prize not awarded


	1844 – Victor Massé[image: External link] (1822–1884)

	1845 – First Prize not awarded


	1846 – Léon Gastinel[image: External link]


	1847 – Louis Deffès[image: External link]


	1848 – Jules Duprato[image: External link]


	1849 – First Prize not awarded


	1850 – Joseph Charlot


	1851 – Jean-Charles-Alfred Deléhelle


	1852 – Léonce Cohen[image: External link]


	1853 – Pierre-Christophe-Charles Galibert


	1854 – Adrien Barthe[image: External link]


	1855 – Jean Conte


	1856 – First Prize not awarded


	1857 – Georges Bizet


	1858 – Samuel David


	1859 – Ernest Guiraud


	1860 – Émile Paladilhe[image: External link]


	1861 – Théodore Dubois[image: External link]


	1862 – Louis-Albert Bourgault-Ducoudray[image: External link]


	1863 – Jules Massenet


	1864 – Victor Sieg[image: External link]


	1865 – Charles Lenepveu[image: External link]


	1866 – Émile Louis Fortuné Pessard[image: External link] (1843–1917)

	1867 – First prize not awarded


	1868 – Alfred Pelletier-Rabuteau


	1869 – Antoine Taudou


	1870 – Charles-Édouard Lefebvre[image: External link] and Henri Maréchal


	1871 – Gaston Serpette[image: External link]


	1872 – Gaston Salvayre


	1873 – Paul Puget


	1874 – Léon Erhart


	1875 – André Wormser[image: External link]


	1876 – Paul Joseph Guillaume Hillemacher


	1877 – First Prize not awarded


	1878 – Clément Broutin


	1879 – Georges Hüe[image: External link]


	1880 – Lucien Joseph Edouard Hillemacher


	1881 – First Prize not awarded


	1882 – Georges Marty[image: External link]


	1883 – Paul Vidal[image: External link]


	1884 – Claude Debussy[image: External link]


	1885 – Xavier Leroux[image: External link]


	1886 – Augustin Savard[image: External link]


	1887 – Gustave Charpentier[image: External link]


	1888 – Camille Erlanger[image: External link]


	1889 – First prize not awarded


	1890 – Gaston Carraud


	1891 – Charles Silver


	1892 – First prize not awarded


	1893 – André Bloch[image: External link]


	1894 – Henri Rabaud[image: External link]


	1895 – Omer Letorey


	1896 – Jules Mouquet[image: External link][27]


	1897 – Max d'Ollone[image: External link]


	1898 – First prize not awarded


	1899 – François Rasse


	1900 – Florent Schmitt[image: External link]
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 20th century (musical composition)






	1901 – André Caplet[image: External link]


	1902 – Aymé Kunc[image: External link]


	1903 – Raoul Laparra


	1904 – Raymond-Jean Pech


	1905 – Victor Gallois


	1906 – Louis Dumas


	1907 – Maurice Le Boucher[image: External link]


	1908 – André Gailhard[image: External link] and Louis Dumas


	1909 – Jules Mazellier[image: External link]


	1910 – Noël Gallon[image: External link]


	1911 – Paul Paray[image: External link]


	1912 – First prize not awarded


	1913 – Lili Boulanger[image: External link] (the first woman to receive the "First Grand Prize" in music) and Claude Delvincourt[image: External link] jointly

	1914 – Marcel Dupré[image: External link]


	1915-1918 – WWI - No awards


	1919 – Jacques Ibert[image: External link]


	1920 – Marguerite Canal[image: External link]


	1921 – Jacques de La Presle[image: External link]


	1922 – First prize not awarded


	1923 – Jeanne Leleu[image: External link]


	1924 – Robert Dussaut


	1925 – Louis Fourestier[image: External link]


	1926 – René Guillou


	1927 – Edmond Gaujac


	1928 – Raymond Loucheur


	1929 – Elsa Barraine[image: External link]


	1930 – Tony Aubin


	1931 – Jacques Dupont aka Jacque-Dupont

	1932 – Yvonne Desportes[image: External link]


	1933 – Robert Planel


	1934 – Eugène Bozza[image: External link]


	1935 – René Challan


	1936 – Marcel Stern[image: External link]


	1937 – Victor Serventi


	1938 – Henri Dutilleux


	1939 – Pierre Maillard-Verger


	1940 – No competition


	1941 – No competition


	1942 – Alfred Desenclos[image: External link]


	1943 – Pierre Sancan[image: External link]


	1944 – Raymond Gallois-Montbrun[image: External link]


	1945 – Claude Pascal[image: External link], Marcel Bitsch[image: External link]


	1946 - Pierre Petit[image: External link]


	1947 – Jean-Michel Damase


	1948 – Odette Gartenlaub[image: External link]


	1949 – Adrienne Clostre[image: External link]


	1950 – Éveline Plicque-Andrani


	1951 – Charles Chaynes[image: External link]


	1952 – Alain Weber, Jean-Michel Defay


	1953 – Jacques Castérède[image: External link]


	1954 – Roger Boutry


	1955 – Pierre Max Dubois[image: External link]


	1956 – Jean Aubain


	1957 – Alain Bernaud


	1958 – Noël Lancien


	1959 – Alain Margoni


	1960 – Gilles Boizard


	1961 – Christian Manen


	1962 – Alain Petitgirard


	1963 – Yves Cornière, Michel Decoust[image: External link]


	1964 – First prize not awarded


	1965 – Thérèse Brenet[image: External link]


	1966 – Monique Cecconi-Botella, Michel Merlet


	1967 – Michel Rateau[image: External link], Philippe Dugroz


	1968 – Alain Louvier (last award)
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 Prix de Rome (Netherlands)




Main article: Prix de Rome (Netherlands)[image: External link]


A Prix de Rome was also established in the Kingdom of Holland[image: External link] by Lodewijk Napoleon[image: External link] to award young artists and architects. During the years 1807–1810 prize winners were sent to Paris and onwards to Rome for study. In 1817, after the Netherlands[image: External link] had gained its independence, King Willem I[image: External link] restarted the prize; though it took until 1823 before the new "Royal Academies" of Amsterdam and Antwerp could organize the juries. Suspended in 1851 it was reinstated in 1870 by William III of the Netherlands[image: External link]. Since then the winners have been selected by the Rijksakademie in Amsterdam under the main headings of architecture and the visual arts.


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Prix de Rome (Belgium)




Main article: Prix de Rome (Belgium)[image: External link]


The Belgian Prix de Rome (Dutch: Prijs van Rome) is an award for young artists, created in 1832, following the example of the original French Prix de Rome. The Royal Academy of Fine Arts Antwerp[image: External link] organised the prize until 1920, when the national government took over. The first prize is also sometimes called the Grand Prix de Rome. There were distinct categories for architecture, painting, sculpture and music.
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 See also





	Académie de France Rome[image: External link]

	American Academy in Rome[image: External link]

	American School of Classical Studies at Athens[image: External link]

	American Schools of Oriental Research[image: External link]

	British School at Rome[image: External link]

	Deutsches Archäologisches Institut Rom[image: External link]

	Rome Prize[image: External link]




[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 References






	
^ "Grand orx"[image: External link]. Oxford English Dictionary[image: External link] (3rd ed.). Oxford University Press[image: External link]. September 2005. (Subscription or UK public library membership[image: External link] required.)


	
^ Lee, S. "Prix de Rome", Grove Dictionary of Art online


	
^ Clarke, Michael. The Concise Oxford Dictionary of Art Terms, Oxford University Press, 2001


	
^ Moulin, Jean (2014). "Nice, cité-refuge ?"[image: External link]. Conseil général des Alpes-Maritimes. Retrieved 2015-01-28.


	
^ Lee, ibid


	
^ "FAVANNE Henri Antoine de"[image: External link]. Inventaire du département desArts graphiques. Musée du Louvre,. Retrieved 29 August 2014.


	
^ artnet.com: Resource Library: Durameau, Louis-Jacques[image: External link] retrieved 25 October 2009 (English)


	
^ The Field of Cultural Production: Essays on Art and Literature, Pierre Bourdieu[image: External link], p. 215, ISBN 0-231-08287-8[image: External link], 1993, Columbia University Press


	
^ 1911 Encyclopedia[image: External link]


	
^ The Legacy of Homer: Four Centuries of Art from the Ecole Nationale Superieure Des Beaux-arts, Paris, 2005, Yale University Press, ISBN 0-300-10918-0[image: External link]


	
^ The New International Year Book, Published 1966. Dodd, Mead and Co. P 86


	
^ Grove's Fifth Edition 1954; Vol 6 p936







[image: TOC] TOC [image: Previous chapter] Previous 
 External links





	The Prix de Rome Contests in Painting[image: External link]

	The Prix de Rome winners in Sculpture (in French)[image: External link]

	
Villa Medici Fellows[image: External link] — Prix de Rome winners listed before 1968





Categories[image: External link]:

	1663 establishments in France[image: External link]

	1968 disestablishments in France[image: External link]

	Architecture awards[image: External link]

	French art awards[image: External link]

	Arts awards[image: External link]

	Culture in Rome[image: External link]

	Education in Rome[image: External link]

	French awards[image: External link]

	Prix de Rome winners[image: External link]














This page was last edited on 9 May 2017, at 05:31.




	This text is based on the Wikipedia article Prix de Rome: https://en.wikipedia.org/wiki/Prix_de_Rome [image: External link] which is released under the Creative Commons Attribution-ShareAlike 3.0 Unported License available online at: http://creativecommons.org/licenses/by-sa/3.0/legalcode [image: External link]

List of authors: https://tools.wmflabs.org/xtools/wikihistory/wh.php?page_title=Prix_de_Rome [image: External link]












Back to main article 



Contents




	1 Background

	2 Roles

	3 Synopsis

	4 Writing and compositional history

	5 Performance history and reception

	6 Music

	7 Musical numbers

	8 Editions

	9 Recordings

	10 Notes and references

	11 External links





Les pêcheurs de Perles





Les pêcheurs de perles (The Pearl Fishers) is an opera in three acts by the French composer Georges Bizet, to a libretto by Eugène Cormon and Michel Carré. It was premiered on 30 September 1863 at the Théâtre Lyrique[image: External link] in Paris, and was given 18 performances in its initial run. Set in ancient times on the island of Ceylon[image: External link], the opera tells the story of how two men's vow of eternal friendship is threatened by their love for the same woman, whose own dilemma is the conflict between secular love and her sacred oath as a priestess. The friendship duet "Au fond du temple saint", generally known as "The Pearl Fishers Duet", is one of the best-known in Western opera.

At the time of the premiere, Bizet (born on 25 October 1838) was not yet 25 years old: he had yet to establish himself in the Parisian musical world. The commission to write Les pêcheurs arose from his standing as a former winner of the prestigious Prix de Rome[image: External link]. Despite a good reception by the public, press reactions to the work were generally hostile and dismissive, although other composers, notably Hector Berlioz, found considerable merit in the music. The opera was not revived in Bizet's lifetime, but from 1886 onwards it was performed with some regularity in Europe and North America, and from the mid-20th century has entered the repertory of opera houses worldwide. Because the autograph score was lost[image: External link], post-1886 productions were based on amended versions of the score that contained significant departures from the original. Since the 1970s, efforts have been made to reconstruct the score in accordance with Bizet's intentions.

Modern critical opinion has been kinder than that of Bizet's day. Commentators describe the quality of the music as uneven and at times unoriginal, but acknowledge the opera as a work of promise in which Bizet's gifts for melody and evocative instrumentation are clearly evident. They have identified clear foreshadowings of the composer's genius which would culminate, 10 years later, in Carmen. Since 1950 the work has been recorded on numerous occasions, in both the revised and original versions.
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 Background




Bizet's first opera, the one-act Le docteur Miracle, was written in 1856 when the 18-year-old composer was a student at the Conservatoire de Paris. It was Bizet's winning entry in a competition organised by the celebrated composer Jacques Offenbach, and gained him a cash award, a gold medal, and a performance of the prize work at the Théâtre des Bouffes-Parisiens[image: External link].[1] In 1857 Bizet was awarded the prestigious Prix de Rome, and as a result spent most of the following three years in Italy, where he wrote Don Procopio, a short opera buffa in the style of Donizetti.[2] By this time Bizet had written several non-stage works, including his Symphony in C, but the poor reception accorded to his 1858 Te Deum, a religious work he composed in Rome, helped convince him that his future lay primarily with the musical theatre.[3] He planned and possibly began several operatic works before his return to Paris in 1860, but none of these projects came to fruition.[4]

In Paris, Bizet discovered the difficulties faced by young and relatively unknown composers trying to get their operas performed. Of the capital's two state-subsidised opera houses, the Opéra and the Opéra-Comique[image: External link], the former offered a static repertoire in which works by foreign composers, particularly Rossini and Meyerbeer, were dominant. Even established French composers such as Gounod had difficulty getting works performed there.[5][6] At the Opéra-Comique, innovation was equally rare; although more French works were performed, the style and character of most productions had hardly changed since the 1830s.[5] However, one condition of the Opéra-Comique's state funding was that from time to time it should produce one-act works by former Prix de Rome laureates. Under this provision, Bizet wrote La guzla de l'Emir, with a libretto by Jules Barbier[image: External link] and Michel Carré, and this went into rehearsal early in 1862.[7]

In April 1862, as the La guzla rehearsals proceeded, Bizet was approached by Léon Carvalho, manager of the independent Théâtre Lyrique company. Carvalho had been offered an annual grant of 100,000 francs by the retiring Minister of Fine Arts, Count Walewski, on condition that each year he stage a new three-act opera from a recent Prix de Rome winner. Carvalho had a high opinion of Bizet's abilities, and offered him the libretto of Les pêcheurs de perles, an exotic story by Carré and Eugène Cormon set on the island of Ceylon (now Sri Lanka[image: External link]). Sensing the opportunity for a genuine theatrical success, Bizet accepted the commission. Because Walewski restricted his grant to composers who had not had any previous work performed commercially, Bizet hurriedly withdrew La guzla from the Opéra-Comique; it has never been performed, and the music has disappeared.[7]
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 Roles






	Role
	Voice type
	Premiere cast

30 September 1863

(Cond. Adolphe Deloffre[image: External link])[8]




	Leïla, a priestess of Brahma

	soprano
	
Léontine de Maësen[image: External link][9]




	Nadir, a fisherman

	tenor[image: External link]
	François Morini[9]




	Zurga, head fisherman

	baritone[image: External link]
	
Ismaël[image: External link][9]




	Nourabad, high priest of Brahma

	bass[image: External link]
	Prosper Guyot[10]




	Chorus of fishermen, virgins, priests and priestesses of Brahma
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 Synopsis





	Place: Ceylon[image: External link]


	Time: Ancient times
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 Act 1




The scene is a desolate seashore, with the ruins of a Hindu temple in the background. A chorus of pearl fishermen sing of the dangerous tasks that lie ahead ("Sur la grève en feu"), and perform ritual dances to drive away evil spirits. They then elect one of their number, Zurga, as their leader, or "king". Nadir enters, and is hailed by Zurga as a long-lost friend. Left alone, the pair reminisce about their past in the city of Kandy[image: External link], where their friendship was nearly destroyed by their mutual love of a young priestess whose beauty they had glimpsed briefly. They had each renounced their love for this stranger and had sworn to remain true to each other. Now, reunited, they affirm once again that they will be faithful until death ("Au fond du temple saint").

A boat draws up on the beach bearing the veiled figure of Leila, the virgin priestess whose prayers are required to ensure the safety of the fishermen. Although neither of them recognises her, she is the woman from Kandy with whom Nadir and Zurga had been in love. As Zurga is explaining her duties, she recognises Nadir, but she says nothing and shortly afterwards is led up to the temple by the high priest Nourabad. Zurga and the fishermen go down to the sea, leaving Nadir alone. In a troubled soliloquy before he sleeps he recalls how, in Kandy, he had broken his vows to Zurga and pursued his love for the veiled woman ("Je crois entendre encore"). It was the rumour that she might be found in this place that brought him here. Alone in the temple, Leila prays and sings. Nadir wakes and, recognising the voice of his long-desired lover, traces it to the temple. Leila briefly draws her veil aside, he sees it is she and the pair declare their renewed passion. On the beach, the fishermen plead with her to continue protecting them, but she tells Nadir she will sing for him alone ("O Dieu Brahma").
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 Act 2




In the temple with Nourabad, Leila expresses fear at being left alone, but Nourabad exhorts her to be brave and to fulfil her vows to Brahma on pain of her own death. She tells him of the courage she once displayed when, as a child, she had hidden a fugitive from his enemies and refused to give him up even when threatened with death ("J'étais encore enfant"). The fugitive had rewarded her with a necklace that he asked her always to wear. She had kept this promise, as she would her vows. On the priest's departure, Leila quietly muses on the former times when she and Nadir would meet together secretly ("Comme autrefois dans la nuit sombre"). Nadir then enters; in her fear of Nourabad's threats Leila begs him to leave, but he remains and the two declare their love in a passionate duet ("Léïla! Léïla!...Dieu puissant, le voilà!"). He goes, promising to return next night, but as he leaves he is captured by the fishermen and brought back to the temple. Zurga, as the fishermen's leader, at first resists the fishermen's calls for Nadir's execution and advocates mercy. However, after Nourabad removes Leila's veil, Zurga recognises her as his former love; consumed by jealousy and rage, he orders that both Nadir and Leila be put to death. A violent storm erupts, as the fishermen unite in singing a hymn to Brahma ("Brahma divin Brahma!").
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 Act 3




In his tent on the beach, Zurga notes that the storm has abated, as has his rage; he now feels remorse for his anger towards Nadir ("L'orage est calmé"). Leila is brought in; Zurga is captivated by her beauty as he listens to her pleas for Nadir's life, but his jealousy is rekindled. He confesses his love for her, but refuses mercy ("Je suis jaloux"). Nourabad and some of the fishermen enter to report that the funeral pyre is ready. As Leila is taken away, Zurga observes her giving one of the fishermen her necklace, asking for its return to her mother. With a shout, Zurga rushes out after the group and seizes the necklace.

Outside the temple, Nadir waits beside the funeral pyre as the crowd, singing and dancing, anticipates the dawn and the coming double execution ("Dès que le soleil"). He is joined by Leila; resigned now to their deaths, the pair sing of how their souls will soon be united in heaven. A glow appears in the sky, and Zurga rushes in to report that the fishermen's camp is ablaze. As the men hurry away to save their homes, Zurga frees Leila and Nadir. He returns the necklace to Leila, and reveals that he is the man she saved when she was a child. He recognises now that his love for her is in vain, and tells her and Nadir to flee. As the couple depart, singing of the life of love that awaits them, Zurga is left alone, to await the fishermen's return ("Plus de crainte...Rêves d'amour, adieu!").

(In the revised version of the ending introduced after the opera's 1886 revival, Nourabad witnesses Zurga's freeing of the prisoners and denounces him to the fishermen, one of whom stabs Zurga to death as the last notes sound of Leila and Nadir's farewell song. In some variations Zurga meets his death in other ways, and his body is consigned to the pyre.)
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 Writing and compositional history




The libretto was written by Eugène Cormon and Michel Carré. Cormon was a prolific author of libretti and straight drama, usually in collaboration with other writers. In his career he wrote or co-wrote at least 135 works, of which Les dragons de Villars[image: External link], set to music by Aimé Maillart[image: External link], was perhaps the most successful.[11] Carré, who had initially trained as a painter, had worked with Jules Barbier[image: External link] on Gounod's opera Faust and had co-written the play Les contes fantastiques d'Hoffmann, which became the basis of the libretto for Offenbach's opera The Tales of Hoffmann[image: External link]. Before Les pêcheurs de perles Cormon and Carré had previously written a libretto for Maillart on a similar theme, Les pêcheurs de Catane, which had been performed in 1860; they had originally planned to set their new story in Mexico before changing its location to Ceylon.[12]

By general critical consent the libretto of Les pêcheurs de perles is a work of poor quality. The weak plot, as Bizet's biographer Winton Dean observes, turns on the unlikely coincidence regarding Leila's necklace, and no real effort is made in the text to bring any of the characters to life: "They are the regulation sopranos, tenors, etc., with their faces blacked".[13] Mina Curtiss, in her book on Bizet, dismisses the text as banal and imitative.[14] Donal Henahan[image: External link] of The New York Times[image: External link], writing in 1986, said that the libretto "rank[ed] right down there with the most appallingly inept of its kind".[15] The writers themselves admitted its shortcomings: Cormon commented later that had they been aware of Bizet's quality as a composer, they would have tried harder.[13] Carré was worried about the weak ending, and constantly sought suggestions for changing it; Curtiss records that in exasperation, the theatre manager Carvalho suggested that Carré burn the libretto. This facetious remark, Curtiss asserts, led Carré to end the opera with the fishermen's tents ablaze as Leila and Nadir make their escape.[14]

Because he did not receive Carvalho's commission until April 1863, with the projected opening night set for mid-September, Bizet composed quickly with, Curtiss says, "a tenacity and concentration quite foreign to him in his Roman days".[16] He had some music available on which he could draw; through the previous winter he had worked on the score of an opera, Ivan IV with the promise, which fell through, that the work would be staged in Baden-Baden[image: External link]. Ivan IV provided music for three numbers in Les pêcheurs de perles: the prelude; part of Zurga's "Une fille inconnue"; and the third act duet "O lumière sainte". The "Brahma divin Brahma" chorus was adapted from the rejected Te Deum, and the chorus "Ah chante, chante encore" from Don Procopio.[17] It is also likely that music composed for the cancelled La guzla de l'émir found its way into the new opera's score, which was completed by early August.[10] The libretto was changed frequently during the creation process, even when the work had reached the rehearsal stage; the chorus "L'ombre descend" was added at Bizet's request, and other numbers were shortened or removed.[18]
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 Performance history and reception
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 Premiere and initial run




The premiere, originally planned for 14 September 1863, was postponed to the 30th because of the illness of the soprano lead, Léontine de Maësen. The first-night audience at the Théâtre Lyrique received the work well, and called for Bizet at the conclusion. The writer Louis Gallet, who later would provide several librettos for Bizet, described the composer on this occasion as "a little dazed ... a forest of thick curly hair above a round, still rather childish face, enlivened by the quick brown eyes..."[10] The audience's appreciation was not reflected in the majority of the press reviews, which generally castigated both the work and what they considered Bizet's lack of modesty in appearing on stage. Gustave Bertrand in Le Ménestrel[image: External link] wrote that "this sort of exhibition is admissible only for a most extraordinary success, and even then we prefer to have the composer dragged on in spite of himself, or at least pretending to be". Another critic surmised that the calls for the composer had been orchestrated by a "claque" of Bizet's friends, strategically distributed.[19]

Of the opera itself, Benjamin Jouvin of Le Figaro[image: External link] wrote: "There were neither fishermen in the libretto nor pearls in the music". He considered that on every page the score displayed "the bias of the school to which [Bizet] belongs, that of Richard Wagner".[19] Bertrand compared the work unfavourably with those of contemporary French composers such as Charles Gounod and Félicien David. "Nevertheless", he wrote, "there is a talent floating in the midst of all these regrettable imitations".[19] Hector Berlioz was a voice apart in the general critical hostility; his review of the work in Journal des Débats[image: External link] praised the music's originality and subtlety: "The score of Les pêcheurs de perles does M. Bizet the greatest honour", he wrote.[10] Among Bizet's contemporaries, the dramatist Ludovic Halévy wrote that this early work announced Bizet as a composer of quality: "I persist in finding in [the score] the rarest virtues".[19] The youthful composer Émile Paladilhe[image: External link] told his father that the opera was superior to anything that the established French opera composers of the day, such as Auber and Thomas[image: External link], were capable of producing.[10]

In its initial run Les pêcheurs de perles ran for 18 performances, alternating with Mozart[image: External link]'s The Marriage of Figaro. It closed on 23 November 1863, and although it brought the theatre little financial success, Bizet had won admiration from his peers. Carvalho was satisfied enough to ask Bizet to quickly finish Ivan IV, with a view to its early production at the Théâtre Lyrique. This idea eventually came to nothing; Ivan IV remained unperformed until 1946.[10][19]
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 Early revivals




After its opening run, Les pêcheurs was not performed again until 11 years after Bizet's death when, on 20 March 1886, it was presented in Italian at La Scala[image: External link], Milan. After this it received regular stagings in European cities, often with the Italian version of the libretto.[8] These revivals, which possibly reflected the growing success of Carmen, were followed by the publication of several versions of the music that incorporated significant differences from Bizet's original.[9] In particular the finale was altered, to provide a more dramatic ending—"a grand Meyerbeerian holocaust" according to Dean.[20] This revised conclusion included a trio composed by Benjamin Godard[image: External link]. These corrupted scores remained the basis of productions for nearly a century.[20][21]

The opera received its British premiere on 22 April 1887, at London's Covent Garden[image: External link], under the title Leila. The part of Nadir was sung by Paul Lhérie[image: External link], the original Don José in the 1875 Carmen.[9] Press reactions were muted; The Times[image: External link]'s music critic found much of the music incompatible with the exotic setting—the hymn to Brahma was, he suggested, reminiscent of a Lutheran[image: External link] chorale.[22] The Observer[image: External link]'s reporter found "no trace of genuine inspiration", and drew unfavourable comparisons with Carmen.[23] When Covent Garden repeated the production in May 1889 the Princess of Wales[image: External link] and other members of the British royal family were present.[24] The Manchester Guardian[image: External link]'s correspondent praised the singers but found that the work "becomes weaker and weaker as it goes on".[25]

Les pêcheurs returned to Paris on 20 April 1889, when it was performed—in Italian—at the Théâtre de la Gaîté[image: External link]. Despite a distinguished cast—Emma Calvé[image: External link], Jean-Alexandre Talazac[image: External link] and Lhérie, now a baritone, in the role of Zurga—critical reviews were no more enthusiastic than those which had greeted the original performances. Le Ménestrel excused Bizet on account of his youth,[26] while The Manchester Guardian's report summed up the Parisian view of the work as "almost entirely lacking in ... boldness & originality".[27] On 24 April 1893 Carvalho revived the work, in French, at the Opéra-Comique, its first performance at what would later become its regular home.[9]

Productions continued to proliferate in Europe, and further afield; on 25 August 1893 the opera received its American premiere in Philadelphia[image: External link].[8] Two-and-a-half years later, on 11 January 1896, the first two acts were performed at the New York Metropolitan Opera (the "Met"), as part of a programme that included Jules Massenet's one-act opera La Navarraise[image: External link]. The cast was led by Calvé and the Italian baritone Mario Ancona[image: External link].[28]

The Met's first complete staging of the opera came 20 years later, on 13 November 1916, when a star cast that included Enrico Caruso, Frieda Hempel[image: External link] and Giuseppe De Luca[image: External link] gave three performances. According to W. H. Chase in the Evening Sun, the act 1 duet "brought down the house in a superb blending of the two men's voices"; later, in "Je crois entendre encore", Caruso "did some of the most artistic singing in plaintive minor". In The Sun, W. J. Henderson, praised Hempel for her "ravishing upper tones", Da Luca was "a master of the delicate finish", and the bass Léon Rothier[image: External link], in the small part of Nourabad, "filled Bizet's requirements perfectly".[28]
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 Entering the mainstream




In the years after the First World War the work lost popularity with opera-house directors, and it was seen less frequently.[8][21] The Met did not repeat its 1916 production, though individual numbers from the work—most frequently the famous duet and Leila's "Comme autrefois"—were regularly sung at the Met's concert evenings.[28] The 1930s saw a return of interest in the opera, with productions in new venues including Nuremberg[image: External link] and the Berlin State Opera[image: External link].[29] Some revivals were unconventional: one German production used a rewritten libretto based on a revised storyline in which Leila, transformed into a defiant Carmen-like heroine, commits suicide at the end of the final scene.[30] Paris's Opéra-Comique staged a more traditional production in 1932, and again in 1938, Bizet's centenary year.[31] From that time onward it has remained in the Opéra-Comique repertory.[32]

After the Second World War, although the opera was shunned by Covent Garden, the Sadler's Wells[image: External link] company presented it in March 1954.[33] The Times announced this production as the first known use in Britain of the opera's English libretto.[34] The stage designs for this production, which was directed by Basil Coleman, were by John Piper[image: External link].[35]

In the early 1970s, Arthur Hammond orchestrated the sections of the neglected 1863 vocal score that had been cut out from the post-1886 scores.[36] This led to a production in 1973, by Welsh National Opera[image: External link], of a version close to Bizet's original, without Godard's trio and Zurga's violent death—the first modern performance to incorporate the original ending.[9][21]

The Sadler's Wells production was revived several times, but it was not until September 1987 that the company, by then transformed into English National Opera[image: External link], replaced it with a new staging directed by Philip Prowse[image: External link].[37] The Guardian's report on this production mentioned that the "Pearl Fishers Duet" had recently topped the list in a poll of the public's "best tunes", and described the opera as "one of the most sweetly tuneful in the French repertory". This production "...[brought] out its freshness, never letting it become sugary".[38] Although the run was a sell-out, ENO's managing director Peter Jonas[image: External link] disliked the production, and refused to revive it.[39] It did not reappear in ENO's repertory until 1994, after Jonas's departure.[40]
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 Modern productions




In the latter years of the 20th century the opera was a regular feature in many European cities, and was still breaking new ground; in 1990 it made its debut at the Slovak National Theatre[image: External link] in Bratislava.[8] Vienna saw it for the first time in 1994, at the Vienna Volksoper[image: External link], in what John Rockwell[image: External link] in the New York Times described as "an awkwardly updated production", though well performed.[41] The opera had not so far proved particularly popular in the United States, where since the Met premiere of 1916, performances had been rare compared with Europe. Lyric Opera of Chicago[image: External link] staged it in 1966, but waited until 1998 before reviving it.[21] In 1980 the New York City Opera[image: External link] mounted a production based on the 1863 edition, and staged it again in 1983 and 1986. Reviewing the 1986 production, Henahan wrote that despite the inept libretto the work was saved by the "melodic suppleness and warmth" of Bizet's score.[15]

San Diego Opera[image: External link] first staged the work in 1993, but it was this company's 2004 production, designed by Zandra Rhodes[image: External link], that generated new levels of enthusiasm for the opera throughout the United States. In the following few years this production was shown in seven other U.S. opera houses; in October 2008 James C. Whitson, in Opera News, reported that worldwide, "between 2007 and 2009, half of all major production of the piece have been or will be ... in the U.S.".[21] San Diego's director, Ian Campbell, suggested that his company's 2004 production was "created at a time when it seemed many U.S. opera companies were looking for a not-too-expensive production with melody, and a little off the beaten track .... [Our] Les pêcheurs de perles fitted the bill.[21]

In January 2008 the opera received its first performance in Sri Lanka, the land of its setting. The conductor, Benjamin Levy, directed a large group of singers and musicians, mostly young and local.[42] In October 2010, after an interval of more than 120 years, the opera was reintroduced to London's Royal Opera House. Two concert performances were given using a new edition of the score, prepared by Brad Cohen after the discovery in the Bibliothèque nationale de France[image: External link] of Bizet's 1863 conducting score.[36] Commenting on this performance in The Daily Telegraph, Rupert Christiansen[image: External link] drew attention to the "musing intimacy and quiet dignity" with which the duet was sung, as compared with more traditional macho renderings.[43]
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 Music




The opera begins with a brief orchestral prelude, the principal theme of which prefigures Leila's entrance.[13] The opening chorus is punctuated by a lively dance—the critic John W. Klein describes it as "electrifying".[30] Nadir's first significant contribution is his aria "Des savanes et des forêts", sung to an accompaniment of cellos and bassoons under a string tremolo[image: External link] that indicates the possible influence of Meyerbeer.[44] Flutes and harps are used to introduce the main theme of the celebrated "Pearl Fishers Duet", in what the opera historian Hervé Lacombe[image: External link] identifies as "the most highly developed poetic scene in the opera".[45] The duet's theme has become the opera's principal musical signature, repeated in the work whenever the issue of the men's friendship arises—though in Dean's view the tune is not worthy of the weight it carries.[13][n 1] Dean suggests that Bizet's ability to find the appropriate musical phrase with style and economy is better demonstrated in his treatment of Leila's oath of chastity, where a simple phrase is repeated twice in minor third[image: External link] steps.[44] Nadir's aria "Je crois entendre encore", towards the end of act 1, is written on a barcarole[image: External link] rhythm, with a dominant cor anglais[image: External link] whereby, says Lacombe, "[t]he listener has the impression that the horn is singing".[45]

In act 2 a short orchestral introduction is followed by an off-stage chorus, notable for its sparse accompaniment—a tambourine[image: External link] and two piccolos[image: External link]. After Nourabad reminds Leila of her oath and leaves her alone she sings her cavatina "Comme autrefois". Two French horns introduce the theme, supported by the cellos. When her voice enters, says Lacombe, "it replaces the first horn whose characteristic sound it seems to continue". Dean likens this song to Micaela's aria "Je dis que rien ne m'épouvante" from Carmen.[13] Nadir's "De mon amie" which follows the cavatina has, says Dean, "a haunting beauty"; its introductory phrase recalls the oboe theme in Bizet's youthful Symphony in C.[48] Dean cites the second act finale, with its repeated climaxes as the crowds demand the errant couple's deaths, as an example of Bizet's developing skills in writing theatrical music.[44] The third act, divided into two brief scenes, begins with Zurga's entrance to quiet chromatic scales[image: External link] played over a tonic pedal[image: External link], an effect that Bizet would later use in his incidental music to L'Arlésienne.[48] The duet "Je frémis", says Dean, has clear hints of Verdi's Il trovatore[image: External link], and the fiery chorus "Dès que le soleil" is reminiscent of a Mendelssohn scherzo, but otherwise the final act's music is weak and lacking in dramatic force.[44] In the closing scene, in which Zurga bids a last farewell to his dreams of love, the friendship theme from the act 1 duet sounds for the final time.[46]

According to Lacombe, Les pêcheurs de perles is characteristic of French opéra lyrique[image: External link], in particular through Bizet's use of arioso[image: External link] and dramatic recitative, his creation of atmospheres, and his evocation of the exotic.[49] Berlioz described the opera's score as beautiful, expressive, richly coloured and full of fire, but Bizet himself did not regard the work highly, and thought that, a few numbers apart, it deserved oblivion.[30] Parisian critics of the day, attuned to the gentler sounds of Auber and Offenbach, complained about the heaviness of Bizet's orchestration, which they said was noisy, overloaded and Wagnerian—"a fortissimo in three acts".[44] The conductor Hans von Bülow[image: External link] dismissed the work contemptuously as "a tragical operetta", and when it was revived after 1886, resented having to conduct it.[30] Modern writers have generally treated the piece more generously; the music may be of uneven quality and over-reflective of the works of Bizet's contemporaries, says Dean, but there are interesting hints of his mature accomplishments.[50] Others have given credit to the composer for overcoming the limitations of the libretto with some genuinely dramatic strokes and the occasional inspiring melody.[21]
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The listing is based on the 1977 EMI recording, which used the 1863 vocal score. In the post-1886 revisions the act 1 "Amitié sainte" duet was replaced with a reprise of "Au fond du temple saint".[46] In act 3 the sequence of numbers after the chorus "Dès que le soleil" was changed after 1886, together with cuts from and additions to the original. "O lumière sainte", was recomposed by Benjamin Godard as a trio for Nadir, Leila and Zurga.[20]




	
Act 1


	
Sur la grève en feu (Chorus)

	
Amis, interrompez vos danses et vos jeux! (Zurga, Chorus)

	
Mais qui vient là...Des savanes et des forêts (Zurga, Nadir, Chorus)

	
Demeure parmi nous, Nadir (Zurga, Nadir, Chorus)

	
C'est toi, toi qu'enfin je revois! (Zurga, Nadir)

	
Au fond du temple saint (Nadir, Zurga)

	
Amitié sainte (Zurga, Nadir)

	
Que vois-je...Une fille inconnue (Zurga, Nadir)

	
C'est elle, c'est elle...Sois la bienvenue (Chorus)

	
Seule au milieu de nous (Zurga, Leila, Nadir, Chorus)

	
Qu'as-tu donc? Ta main frissonne et tremble (Zurga, Leila, Nourabad, Chorus)

	
À cette voix...Je crois entendre encore (Nadir)

	
Le ciel est bleu! (Chorus, Nourabad, Nadir)

	
O Dieu Brahma! (Leila, Nadir, Chorus)




	
Act 2


	
La lala la, la lala la...L'ombre descend des cieux (Chorus, Nourabad, Leila)

	
Les barques ont gagné la grève...J'étais encore enfant (Nourabad, Leila, Chorus)

	
Me voilà seule dans la nuit...Comme autrefois (Leila)

	
De mon amie, fleur endormie (Nadir, Leila)

	
Léïla! Léïla!...Dieu puissant, le voilà! (Nadir, Leila)

	
Ton coeur n'a pas compris le mien (Nadir, Leila)

	
Ah! revenez à la raison! (Leila, Nadir, Nourabad, Chorus)

	
Dans cet asile sacré, dans ces lieux redoutables (Nourabad, Leila, Nadir, Chorus)

	
Arrêtez! arrêtez! (Zurga, Nourabad, Leila, Nadir, Chorus)

	
Brahma! divin Brahma! (Chorus)




	
Act 3


	
L'orage s'est calmé...O Nadir, tendre ami de mon jeune âge (Zurga)

	
Qu'ai-je vu? O ciel, quel trouble...Je frémis (Zurga, Leila)

	
Quoi! Innocent? Lui, Nadir? (Zurga, Leila)

	
Je suis jaloux (Zurga, Leila)

	
Entends au loin ce bruit de fête (Nourabad, Leila, Zurga)

	
Dès que le soleil (Chorus)

	
Hélas! Qu'ont-ils fait de Leila? (Nadir, Nourabad, Chorus)

	
Ah, Leila!...O lumière sainte (Nadir, Leila, Nourabad, Chorus)

	
Le jour enfin perce la nue! (Nourabad, Zurga, Nadir, Leila, Chorus)

	
Plus de crainte...Rêves d'amour, adieu! (Leila, Nadir, Zurga)
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Having completed the score of Les pêcheurs in August 1863, Bizet fell out with his publisher, Choudens[image: External link], over publication rights. The quarrel was patched up and Choudens retained the rights, but published only a piano vocal score in 1863.[10] After Bizet's death in 1875 his widow Geneviève Bizet showed scant care for her husband's musical legacy; several of his autograph scores, including that of Les pêcheurs de perles, were lost or given away.[51] Choudens published a second piano vocal score in 1887–88 and a "nouvelle édition" in 1893 that incorporated the changes that had been introduced into recent revivals of the opera. A full orchestral score based on the nouvelle edition was published in 1893.[36][50]

A trend towards greater authenticity began after Hammond's orchestrations in the 1970s provided a basis for staging the work in its original form. This process was further aided by the discovery in the 1990s of Bizet's 1863 conducting score. In this, the orchestral parts were reduced to six staves[image: External link], but notes and other markings in the manuscript provided additional clues to the original orchestration.[36] These new finds became the basis for Brad Cohen's critical edition of the score, published by Edition Peters[image: External link] in 2002.[9][52]
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The first complete recordings of the opera were issued in the early 1950s. Before then, numerous recordings of individual numbers had been issued; the duet "Au fond du temple saint", sung in Italian by Caruso and Mario Ancona[image: External link], was recorded as early as 1907.[53] The 1919 edition of The Victrola Book of the Opera lists available recordings of several of the solo numbers, the duet, the orchestral prelude, the chorus "Brahma! divin Brahma!" and the act 3 finale, mainly sung in Italian.[54] The 1977 Prétre recording of the complete opera was the first to be based on the 1863 original as represented in Bizet's vocal score. The Plasson version of 1989, while using the 1863 score, gives listeners two versions of the duet: the curtailed form in which it appeared in Bizet's original, and the extended version in which it became more popularly known.[47] Brad Cohen's highlights version, sung in English and based on the conductor's adaptation of Bizet's conducting score, also provides both versions of the duet.[n 2]



	Year
	Cast

(Leïla, Nadir,

Zurga, Nourabad)
	Conductor,

opera house and orchestra
	Label[57]



	1950
	Rita Streich[image: External link],

Jean Löhe,

Dietrich Fischer-Dieskau[image: External link],

Wilhelm Lang
	Artur Rother[image: External link]

RIAS-Symphonie-Orchester[image: External link] und RIAS Kammerchor[image: External link], Berlin

(sung in German)
	CD: Walhall

Cat: WLCD 0179



	1950
	Nadezda Kazantseva

Sergei Lemeshev[image: External link]

Vladimir Zakharov

Trofim Antonenko
	Onissim Bron

Moscow Radio Symphony Orchestra[image: External link] and Chorus

(Sung in Russian)
	CD: Gala

Cat: GL 100764



	1951
	Mattiwilda Dobbs[image: External link]

Enzo Seri

Jean Borthayre[image: External link]

Lucien Mans
	René Leibowitz[image: External link]

Orchestre et Choeur Philharmonique de Paris
	CD: Preiser

Cat: PR 20010



	1953
	Pierrette Alarie[image: External link]

Léopold Simoneau[image: External link]

René Bianco

Xavier Depraz
	Jean Fournet[image: External link]

Orchestre des Concerts Lamoureux and Chorale Elisabeth Brasseur
	CD: Opera d'Oro

Cat: OPD 1423



	1954
	Martha Angelici[image: External link]

Henri Legay[image: External link]

Michel Dens[image: External link]

Louis Noguéra[image: External link]
	André Cluytens[image: External link]

L'Opéra-Comique de Paris[image: External link]
	CD: EMI Classics

Cat: B000005GR8



	1959
	Marcella Pobbe[image: External link]

Ferruccio Tagliavini[image: External link]

Ugo Savarese[image: External link]

Carlo Cava
	Oliviero De Fabritiis[image: External link]

Teatro di San Carlo di Napoli[image: External link]

(Recording of a performance in the Teatro di San Carlo, Naples. Sung in Italian)
	CD: Walhall

Cat: WLCD 0299



	1959
	Janine Micheau[image: External link]

Alain Vanzo[image: External link]

Gabriel Bacquier[image: External link]

Lucien Lovano
	Manuel Rosenthal[image: External link]

Orchestre Radio-Lyrique and Choeurs de la Radio Télévision Française
	CD: Gala

Cat: GL 100504



	1961
	Janine Micheau[image: External link]

Nicolai Gedda[image: External link]

Ernest Blanc[image: External link]

Jacques Mars
	Pierre Dervaux[image: External link]

Orchestra and Chorus of L' Opéra-Comique[image: External link]
	CD: EMI

Cat: CMS 5 66020-2



	1977
	Ileana Cotrubaș[image: External link]

Alain Vanzo[image: External link]

Guillermo Sarabia

Roger Soyer[image: External link]
	Georges Prêtre[image: External link],

Paris Opera Orchestra and Chorus
	CD: EMI

Cat: 3677022



	1989
	Barbara Hendricks[image: External link]

John Aler[image: External link]

Gino Quilico[image: External link]

Jean-Philippe Courtis
	Michel Plasson[image: External link],

Orchestra and Chorus of Capitole de Toulouse[image: External link]
	CD: Angel

Cat: CDCB-49837



	1991
	Alessandra Ruffini

Giuseppe Morino

Bruno Praticò

Eduardo Abumradi
	Carlos Piantini,

Orchestra Internazionale d'Italia
	CD: Nuova Era

Cat: 6944-6945



	2004
	Annick Massis[image: External link]

Yasu Nakajima

Luca Grassi

Luigi De Donato
	Marcello Viotti[image: External link],

Orchestra and Chorus of Teatro La Fenice[image: External link], Venice,

(Audio and video recordings of a performance (or of performances) in the Teatro Malibran, Venice, April)
	CD: Dynamic[image: External link]

Cat: CDS 459

DVD: Dynamic

Cat: DVD 33459



	2008
	Rebecca Evans[image: External link]

Barry Banks[image: External link]

Simon Keenlyside[image: External link]

Alastair Miles
	Brad Cohen

London Philharmonic Orchestra[image: External link], Geoffrey Mitchell Singers

(Abridged: sung in English)
	CD: Chandos[image: External link]

Cat: CHAN3156
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Notes



	
^ In the amended post-1886 versions of the score the duet is extended by the removal of the following number, "Amitié sainte", which is replaced with a repeat of the duet. Some critics think that this arrangement is superior to Bizet's original.[46][47]


	
^ The Pink Floyd[image: External link] guitarist and vocalist David Gilmour[image: External link] performed the aria "Je crois entendre encore" during his solo concerts in 2001 and 2002.[55] This version has been published on the DVD David Gilmour in Concert[image: External link] (2002), filmed at the 2001 Meltdown festival[image: External link] at the Royal Festival Hall[image: External link] in London.[55][56]






Citations



	
^ Dean (1965), pp. 9–10


	
^ Dean (1965), p. 20


	
^ Curtiss, pp. 68–71


	
^ Dean (1965), pp. 260–61


	
^ a b Steen, p. 586


	
^ Dean (1965), pp. 36–39


	
^ a b Dean (1965), pp. 47–48


	
^ a b c d e Casaglia, Gherardo (2005). "Les pêcheurs de perles"[image: External link]. Almanacco Amadeus (Italian).


	
^ a b c d e f g h Macdonald, Hugh. "Pêcheurs de perles, Les"[image: External link]. Oxford Music Online. Retrieved 11 October 2011.(subscription required)


	
^ a b c d e f g Dean (1965), pp. 50–52


	
^ Wright, Lesley A. "Cormon, Eugène (Piestre, Pierre-Etienne)"[image: External link]. Oxford Music Online. Retrieved 14 November 2011.(subscription required)


	
^ Smith, Christopher. "Carré, Michel (-Florentin)"[image: External link]. Oxford Music Online. Retrieved 14 November 2011.(subscription required)


	
^ a b c d e Dean (1965), pp. 170–71


	
^ a b Curtiss, p. 135


	
^ a b Henahan, Donal[image: External link] (17 July 1986). "City Opera: Les pêcheurs de perles "[image: External link]. The New York Times.


	
^ Curtiss, p. 133


	
^ Lacombe Hervé[image: External link], p. 312


	
^ Lacombe, pp. 314–15


	
^ a b c d e Curtiss, pp. 137–39


	
^ a b c Dean (1965), pp. 288–89


	
^ a b c d e f g Whitson, James C. (October 2008). "Perles Before Swine". Opera News[image: External link]. 73 (4): 34–36.


	
^ "Bizet's Leila". The Times. 25 April 1887. p. 4.


	
^ "Royal Italian Opera". The Observer. 24 April 1887. p. 2.


	
^ "Royal Italian Opera". The Times. 20 May 1889. p. 1.


	
^ "Opening of the Italian Opera". The Manchester Guardian. 20 May 1889. p. 8.


	
^ "Inauguration de l'Opéra-Italien". Le Ménestrel[image: External link]: 131. 28 April 1889. (in French)


	
^ "Literary and Other Notes". The Manchester Guardian. 6 May 1889. p. 8.


	
^ a b c "Metopera Database: The Metropolitan Opera Archives"[image: External link]. The Metropolitan Archive. Retrieved 12 August 2016. (Key Word Search Les pêcheurs de perles)


	
^ Neef (ed.), pp. 54–55


	
^ a b c d Klein, John W. (April 1937). "Bizet's Early Operas". Music & Letters[image: External link]. 18 (2): 169–75. doi: 10.1093/ml/18.2.169[image: External link]. JSTOR  728383[image: External link]. (subscription required)


	
^ Curtiss, p. 336


	
^ Curtiss, p. 470


	
^ "Pearl Fishers"[image: External link]. The Age[image: External link]. 19 March 1954. p. 4.


	
^ "The Pearl Fishers". The Times. 18 January 1954. p. 4.


	
^ Britten et al, p. 177


	
^ a b c d Lacombe, p. 311


	
^ Gilbert, pp. 406–07


	
^ "Gem of the Raj". The Guardian. 23 September 1987. p. 11.


	
^ Gilbert, p. 423


	
^ "The Pearl Fishers, Coliseum". The Guardian. 9 March 1994. p. A6.


	
^ Rockwell, John[image: External link] (19 March 1994). "Trials of an Opera Troupe that's 2d Fiddle"[image: External link]. The New York Times.


	
^ "Opera's historic Sri Lanka first"[image: External link]. BBC News. 10 January 2008. Retrieved 12 November 2012.


	
^ Christiansen, Rupert[image: External link] (5 October 2010). "Les Pêcheurs de Perles, Royal Opera House"[image: External link]. The Daily Telegraph.


	
^ a b c d e Dean (1965), pp. 175–77


	
^ a b Lacombe, pp. 175–78


	
^ a b c Avis, Peter (1990). "The Story of the Opera": notes on Bizet's The Pearl Fishers. Compact Disc CDB 7 67146 2. EMI Records Limited


	
^ a b March (ed.), p. 31


	
^ a b Dean (1965), pp. 172–74


	
^ Lacombe, p. 249


	
^ a b Dean (1980), pp. 754–55


	
^ Curtiss, p. 440


	
^ "Profile: Brad Cohen"[image: External link]. BBC. 2011. Retrieved 24 November 2011.


	
^ "Mario Ancona & Enrico Caruso – Pearl Fishers duet 1907"[image: External link]. YouTube. Retrieved 11 November 2010.


	
^ Rous, p. 312


	
^ a b Mabbett, Andy (2010). Pink Floyd - The Music and the Mystery. London: Omnibus Press[image: External link]. ISBN  9781849383707[image: External link].


	
^ David Gilmour in Concert (2002). Hollywood, California: Capitol Records. OCLC  51297641[image: External link].


	
^ Source of recording information[image: External link] on operadis-opera-discography. Retrieved 15 February 2013






Sources


	Britten, Benjamin[image: External link]; Mitchell, Donald; Read, Phillip (2004). Letters from a Life: The Selected Letters and Diaries of Benjamin Britten[image: External link]. 3. Berkeley and Los Angeles: University of California Press. ISBN  978-0-520-24259-3[image: External link].

	Curtiss, Mina (1959). Bizet and his World. London: Secker & Warburg. OCLC  505162968[image: External link].

	Dean, Winton (1965). Georges Bizet: His Life and Work. London: J.M. Dent & Sons Ltd. OCLC  643867230[image: External link].

	Dean, Winton (1980). "Bizet, Georges (Alexandre César Léopold)". In Sadie, Stanley (ed.). New Grove Dictionary of Music and Musicians. 2. London: Macmillan. ISBN  978-0-333-23111-1[image: External link].

	Gilbert, Susie (2009). Opera for Everybody. London: Faber and Faber. ISBN  978-0-571-22493-7[image: External link].

	Lacombe, Hervé (2001). The Keys to French Opera in the Nineteenth Century[image: External link]. Berkeley: University of California Press. ISBN  978-0-520-21719-5[image: External link].

	March, Ivan (ed.); Greenfield, Edward; Layton, Robert (1993). The Penguin Guide to Opera on Compact Discs. London: Penguin Books. ISBN  978-0-14-046957-8[image: External link].

	Neef, Sigrid (ed.)[image: External link] (2000). Opera: Composers, Works, Performers (English edition). Cologne: Könemann. ISBN  978-3-8290-3571-2[image: External link].

	Rous, Samuel Holland (1919). The Victrola Book of the Opera[image: External link] (Fifth Revised ed.). Camden, New Jersey: Victor Talking Machine Company. OCLC  220121268[image: External link].

	Steen, Michael (2003). The Life and Times of the Great Composers. London: Icon Books. ISBN  978-1-84046-679-9[image: External link].




[image: TOC] TOC [image: Previous chapter] Previous 
 External links





	
Libretto (in French)[image: External link] on WikiSource

	
Les pêcheurs de perles[image: External link]: Scores at the International Music Score Library Project


	
Listing of recent and forthcoming productions of Les pêcheurs de perles[image: External link] on Operabase[image: External link].



TOP




Categories[image: External link]:

	1863 operas[image: External link]

	French-language operas[image: External link]

	Libretti by Michel Carré[image: External link]

	Operas[image: External link]

	Operas by Georges Bizet[image: External link]

	Operas set in Ceylon[image: External link]

	Opera world premieres at the Théâtre Lyrique[image: External link]
















This page was last edited on 24 May 2017, at 22:32.




	This text is based on the Wikipedia article Les pêcheurs de Perles: https://en.wikipedia.org/wiki/Les_p%C3%AAcheurs_de_perles [image: External link] which is released under the Creative Commons Attribution-ShareAlike 3.0 Unported License available online at: http://creativecommons.org/licenses/by-sa/3.0/legalcode [image: External link]

List of authors: https://tools.wmflabs.org/xtools/wikihistory/wh.php?page_title=Les_p%C3%AAcheurs_de_perles [image: External link]












Back to main article 



Contents




	1 Performance history

	2 Roles

	3 Synopsis

	4 Suite

	5 Recordings

	6 References





La jolie fille de Perth






La jolie fille de Perth (The Fair Maid of Perth) is an opera in four acts by Georges Bizet (1838–1875), from a libretto by Jules-Henri Vernoy de Saint-Georges[image: External link] and Jules Adenis[image: External link], after the novel[image: External link] by Sir Walter Scott[image: External link].[1] Many writers have reserved severe criticism for the librettists for their stock devices and improbable events, while praising Bizet's advance on his earlier operas in construction of set pieces and his striking melodic and instrumental ideas.[2]

It was first performed at the Théâtre Lyrique (Théâtre-Lyrique Impérial du Châtelet), Paris, on 26 December 1867.
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 Performance history




Although commissioned by Carvalho in 1866 and completed by Bizet by the end of that year (with the soprano lead intended for Christine Nilsson[image: External link]), the dress rehearsal took place in September 1867 and the first performance three months later.[2] It was next revived in Paris on 3 November 1890 at the Éden-Théâtre[image: External link] for eleven performances.[3]

La jolie fille de Perth was performed in Brussels in 1868 and Geneva in 1885; in German it was given in Weimar and Vienna in 1883, and in English in Manchester and London in 1917.[4]

It was staged at the Wexford Festival in 1968, the Théâtre Impérial de Compiègne[image: External link] in 1998 and the Buxton Festival in 2006, and recorded by the BBC in Manchester for the Bizet centenary in 1975.
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 Roles






	Role
	Voice type
	Premiere Cast, 26 December 1867

(Conductor: Adolphe Deloffre[image: External link])



	Henri (Henry) Smith, a blacksmith

	tenor[image: External link]
	M Massy



	Cathérine Glover
	soprano
	Jeanne Devriès[image: External link]



	Simon Glover, her father, a glover

	bass[image: External link]
	Émile Wartel[image: External link]



	Mab, Queen of the Gypsies

	soprano
	Alice Ducasse[image: External link]



	Ralph, Glover's apprentice

	bass-baritone[image: External link]
	F Lutz



	Le Duc de Rothsay, Duke of Rothsay

	baritone[image: External link]
	Auguste Armand Barré



	A Lord in his service
	tenor
	M Boudias



	His Major-Domo
	bass
	M Guyot



	A worker
	bass
	M Neveu



	Chorus: Smith's workers, the watch patrol, masqueraders, gipsies, guests of the duke, noblemen, artisans, bachelors and young girls.
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 Synopsis





	Place: Perth[image: External link]


	Time: 14th century
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 Act 1




The workshop of Henry Smith the armourer

Workmen sing in the forge, on the eve of the Carnival. Alone, Smith muses on whether the coquettish Catherine Glover will consent to be his Valentine. Mab, Queen of the Gypsies enters hurriedly, seeking refuge in Smith's workshop from pursuing noblemen. When Catherine arrives unexpectedly, Mab hides in an adjoining room. Catherine, her father the glove-maker and his apprentice Ralph enter. Catherine sings of the joys of winter, and the two men retire to leave her and Smith alone. Smith gives his beloved a rose brooch in advance of St Valentine's Day. However, a stranger now enters and asks Smith to straighten the blade of his dagger. He is the Duke of Rothsay, who proceeds to flirt with Catherine, infuriating Smith, who is about to land a blow on the Duke when Mab comes from her hiding-place to protect him. Glover returns to a scene of confusion; Catherine throws away the rose, but Mab picks it up to return it later.
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 Act 2




A square in Perth

Later that evening the watch, including Glover, are on their rounds. They are scared off by revellers, who gather beneath Catherine's window. Mab joins them and dances. The Duke asks her to bring Catherine, masked, to a ball at his palace that night. Although Mab initially laughs at the Duke's fickleness, she agrees, but swears vengeance. As the stage empties, Smith enters and serenades his sweetheart, unsuccessfully. As midnight strikes, Ralph enters, drunk and in despair at not being loved. As the Duke's steward asks him where Catherine Glover lives, a lady like her gets into a litter and is driven away. Coming to his senses, Ralph sends Smith after the litter; when the real Catherine deigns to reply to her lover's serenade he is gone.
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 Act 3




Night-time festivities at the Duke's palace.

The Duke tells his friends that his latest conquest will shortly arrive and a masked lady appears, but will only unmask for him. Alone together, Mab removes her domino, then flees, leaving her lover only Catherine's enamelled rose she had been wearing on her bodice. Next Smith arrives to a deserted ballroom, lamenting Catherine's infidelity. Soon it is morning, and time for the Duke's audience. While Smith hides, the Duke receives Glover, who invites him to his daughter's approaching wedding. The Duke is surprised, and Smith bursts in and accuses Catherine of betrayal. She protests, and he forgives her, but then notices that the Duke has her enamelled rose, confirmed all his suspicions.
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 Act 4




1st tableau – a wild spot

A few hours later; Smith is seated by a tree, his head in his hands. Ralph and some artisans try to convince Smith of Catherine's innocence. Ralph agrees to meet Smith in a duel to decide her honour. Catherine now comes on the scene and Smith says he will allow himself to be killed to restore her honour to her.

2nd tableau – the main square in Perth

Mab comes to let Catherine know that the Duke intervened to prevent the duel between Smith and Ralph. However, Glover informs Mab that his daughter has lost her mind – Catherine appears and sings a distracted ballad. To shock her back to her senses, Mab decides to appear at her window and sing a reply to Smith's serenade. Catherine regains herself, swoons in the arms of Smith, and revives believing that it was all a dream, and all prepare for a joyous St Valentine's Day.
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 Suite




An orchestral suite of movements from the opera (sometimes titled 'Scènes bohémiennes') was published, with concert performances and later recordings.

The movements are Prélude (to Act 1), Sérénade (from "Viens, ma belle, je t’attends" for Smith in Act 2), Marche (from the opening of Act 2, "Bon citoyens"), and Danse bohémienne (Divertissement from Act 2).
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 Recordings





	1943 (live radio broadcast) Toscanini and the NBC Symphony Orchestra 19 September 1943.

	1949 Gwen Catley[image: External link] – Catherine Glover; Richard Lewis[image: External link] – Harry Smith; Trefor Jones – Duke of Rothsay; Norman Walker[image: External link] – Ralph; Lorely Dyer – Mab, Queen of the Gypsies; Owen Brannigan[image: External link] – Simon Glover; David Holman[image: External link] – A Nobleman; BBC[image: External link] Theatre Chorus, Chorus Master John Clements; Royal Philharmonic Orchestra[image: External link] conducted by Sir Thomas Beecham. (An English version, (trans. by Paul England[image: External link], broadcast live on 5–6 June 1949 by the BBC[image: External link], issued by Beulah (1-2PD23) in 2000.)[5]





	1985 June Anderson[image: External link] – Cathérine Glover; Alfredo Kraus[image: External link] – Henri Smith; Gino Quilico[image: External link] – Le Duc de Rothsay; José van Dam[image: External link] – Ralph; Chœurs de Radio-France, Nouvel Orchestre Philharmonique, conductor Georges Prêtre. EMI 747 559-8




[image: TOC] TOC [image: Previous chapter] Previous 
 References






	
^ [image: External link]Hugh Macdonald: La Jolie fille de Perth Grove Music Online[image: External link], accessed 10 April 2007.


	
^ a b Macdonald H. La jolie fille de Perth. In: The New Grove Dictionary of Opera. Macmillan, London and New York, 1997.


	
^ Noel E & Stoullig E. Les Annales du Théâtre et de la Musique[image: External link], 16eme edition, 1890. G Charpentier et Cie, Paris, 1891.


	
^ Loewenberg A. Annals of Opera. London, John Calder, 1978.


	
^ "The Fair Maid of Perth "[image: External link]. 2008. Retrieved 7 April 2008.[dead link[image: External link]]








Categories[image: External link]:

	Operas by Georges Bizet[image: External link]

	French-language operas[image: External link]

	1867 operas[image: External link]

	Operas[image: External link]

	Operas set in Scotland[image: External link]

	Opera world premieres at the Théâtre Lyrique[image: External link]

	Operas based on works by Walter Scott[image: External link]

	Operas based on novels[image: External link]
















This page was last edited on 5 April 2017, at 18:47.




	This text is based on the Wikipedia article La jolie fille de Perth: https://en.wikipedia.org/wiki/La_jolie_fille_de_Perth [image: External link] which is released under the Creative Commons Attribution-ShareAlike 3.0 Unported License available online at: http://creativecommons.org/licenses/by-sa/3.0/legalcode [image: External link]

List of authors: https://tools.wmflabs.org/xtools/wikihistory/wh.php?page_title=La_jolie_fille_de_Perth [image: External link]












Back to main article 



Contents




	1 Composition history

	2 Performance history

	3 Roles

	4 Synopsis

	5 Music and orchestration

	6 Recordings

	7 References





Djamileh






Djamileh is an opéra comique in one act by Georges Bizet to a libretto by Louis Gallet, based on an oriental tale, Namouna, by Alfred de Musset[image: External link].
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 Composition history




De Musset wrote Namouna in 1832, consisting of 147 verses in three 'chants' (only the last dozen or so deal with the tale of Namouna). In 1871 when Bizet was stalled on other projects for the stage, Camille du Locle[image: External link], director of the Opéra-Comique suggested to him a piece written some years earlier by Louis Gallet based on Namouna. After some hesitation, Bizet composed the work during the late summer of 1871 but the premiere production was delayed due to trouble in finding suitable singers.[1][2]

The original production formed part of a trio of new short works at the Opéra-Comique that spring: Paladilhe[image: External link]'s Le Passant in April, then Djamileh, and La princesse jaune[image: External link] (also an orientalist work) by Saint-Saëns in June.[3] Bizet had wanted Galli-Marié[image: External link] (the first Carmen) or Marguerite Priola to create the title role - both were singing in the Paladilhe piece, but was obliged to take instead the inadequate Prelly.[4]

On 17 June, Bizet wrote to a friend that, despite the lack of success of his new piece, he at least felt that he had found his path as a composer.[5]
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 Performance history




Djamileh received its first performance on 22 May 1872 at the Opéra-Comique[image: External link], Paris[image: External link]. Although du Locle had lavished great care on the costumes and sets, after ten performances in 1872 it was not revived in Paris until 27 October 1938. Outside France productions were mounted in Stockholm[image: External link] (1889), Rome[image: External link] (1890), and Dublin[image: External link], Prague[image: External link], Manchester[image: External link] and Berlin[image: External link] (1892).[6]

The opera has been neglected for most of its existence, despite the admiration it received from both Gustav Mahler[image: External link], who, after introducing it in Hamburg[image: External link] (21 October 1892),[7] conducted nineteen performances of it at the Vienna State Opera[image: External link] between 1898 (first performance there 22 January 1898)[7] and 1903, and Richard Strauss[image: External link], who viewed it as a source of inspiration for Ariadne auf Naxos[image: External link]. Jussi Björling[image: External link] sang Haroun in a 1933 revival of an earlier production at the Royal Swedish Opera[image: External link], Stockholm.[8]

Productions were mounted in 2008 by DCA Theater in Chicago and, in 2010, by the Opera Theater of Pittsburgh, directed by Jonathan Eaton and starring Matt Morgan as Haroun, Daniel Teadt as Splendiano, and Christina Nassif in the title role.
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 Roles






	Role
	(Name of character in

de Musset)
	Voice type
	Premiere Cast, 22 May 1872

(Conductor: Adolphe Deloffre[image: External link])



	Djamileh
	(Namouna)
	mezzo-soprano[image: External link]
	Aline Prelly (Baroness de Presles)



	Haroun
	(Hassan)
	tenor[image: External link]
	Alphonse Duchesne



	Splendiano
	(not in de Musset)
	baritone[image: External link]
	Pierre-Armand Potel



	A slave merchant
	-
	spoken
	M Julien



	Chorus of friends of Haroun, slaves, musicians




[2]
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 Synopsis





	Setting: Haroun's palace, in Cairo



At the end of day the caliph[image: External link] Haroun reclines and smokes in his palace, with his servant Splendiano; an off-stage chorus sing. The slave-girl Djamileh passes through the room unseen by Haroun, gazing tenderly at him.

Splendiano is looking over his master’s accounts when Haroun asks Splendiano where Djamileh is – and is told that she is near at hand, still in love. He remarks also that she will be disappointed as her month as lover to the sultan is nearly finished and she will be replaced. Haroun denies that he is in love with her and demands that she be sent away and a new girl brought. Splendiano confides that he is taken with Djamileh. Haroun’s heart is a desert: he loves no woman, only love itself. This gives hope to Splendiano that he will have Djamileh.

Haroun asks for supper to be served. Djamileh enters, dejected, and tells him of a bad dream she had where she was drowning in the sea, looking for him to save her, but there was no one. Haroun, aware of some affection for her, reassures her, and supper is served.

Haroun offers Djamileh a necklace. His friends arrive to spend the night playing dice. Before Djamileh can leave she is seen by the men who express their admiration; Djamileh is left hurt and confused, while Splendiano feels sure he will succeed in his conquest. He explains to Djamileh that she must leave and regain her freedom - and offers his love. She proposes that he present her to Haroun, disguised as the next slave-girl, and promises that if she fails to win Haroun’s heart that way she will give herself to Splendiano. Alone, she expresses her anxiety about her destiny and the fragility of love.

To Haroun's irritation, Splendiano interrupts the gambling to say that the slave merchant has brought a new girl, who then dances an almah; Haroun remains indifferent and returns to the game. Splendiano asks the merchant to replace the dancer with Djamileh, while being certain that she will soon be his.

Veiled, Djamileh enters in the dancer’s costume and, shy and nervous, makes to leave. Haroun, whose interest is now aroused, sends Splendiano to take his place at the games table.

Djamileh cries, but Haroun consoles her. As moonlight illuminates the room, Haroun recognizes her and begins to realize that she loves him. He tries to resist his own feelings but eventually gives in. Splendiano has lost.
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 Music and orchestration




Despite the lack of drama or strong characterisation in the libretto, Bizet managed to overcome those weaknesses with strongly evocative music. The offstage chorus evoking sunset over the Nile, the changing moods of Haroun, and Splendiano's witty couplets (the latter more traditional opéra comique fare) are evidence of Bizet's growing musical powers. In his portrayal of Djamileh, his music looks forward to Ravel rather than back to Gounod; indeed much of Bizet's harmony baffled contemporary Parisian critics.[1][2] At the Vienna production, the critic Eduard Hanslick[image: External link] was particularly taken with the exotic L'Almée, danse et choeur.[9]

Orchestration

2 flutes (one doubling piccolo), 2 oboes (one doubling cor anglais), 2 clarinets, 2 bassoons, 4 horns, 2 cornets, 3 trombones, timpani, percussion, harp, strings. On stage: piano and tambourine, harp.
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 Recordings





	
Bizet: Djamileh (Lucia Popp[image: External link], Franco Bonisolli[image: External link], Jean-Philippe Lafont[image: External link]; Conductor: Lamberto Gardelli[image: External link] - Munich Radio Orchestra) 1983. Label: Orfeo

	
Bizet: Djamileh (Marie-Ange Todorovitch, Jean-Luc Maurette, François le Roux[image: External link]; Conductor: Jacques Mercier - l'Orchestre National d'Île de France) 1988 Label: RCA
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L'Arlésienne (Bizet)







	
For the opera by Francesco Cilea[image: External link], see L'arlesiana[image: External link].





The incidental music[image: External link] to Alphonse Daudet's play L'Arlésienne (usually translated as 'The Girl from Arles[image: External link]') was composed by Georges Bizet for the first performance of the play on 1 October 1872 at the Vaudeville Theatre[image: External link] (now a cinema known as the Gaumont Opéra).[1] It consists of 27 numbers (some only a few bars) for voice, chorus, and small orchestra, ranging from short solos to longer entr'actes[image: External link]. Bizet himself played the harmonium backstage at the premiere performance.[1]

Bizet wrote several folk-like themes for the music but also incorporated three existing tunes from a folk-music collection published by Vidal of Aix in 1864: La Marcho di Rei (The March of the Kings)[image: External link], the Danse dei Chivau-Frus, and Er dou Guet. The score achieves powerful dramatic ends with the most economic of means.[2] Still, it received poor reviews in the wake of the premiere and is not much performed nowadays in its original form. The play itself was not successful, closing after only 21 performances. It had been staged as a last-minute replacement for another play, which had been banned by the censors, and the audience was less than favourably disposed to the new play.[1]

The incidental music has survived and flourished, however. It is most often heard in the form of two suites for orchestra, but has also been recorded complete.
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 Musical numbers




(1) Overture – the March of the Kings; L’Innocent’s theme; Frédéri’s theme.


[image: TOC] TOC Next [image: Next chapter] 
 Act 1




Tableau 1: The farm at Le Castelet In the first mélodrame (No 2) Francet Mamaï, Frédéri’s grandfather, tells the shepherd Balthazar and Frédéri’s young brother (called ‘l’Innocent’) of Fredéri’s passion for a girl from Arles, while l’Innocent, whose theme dominates this and the next two numbers, tries to talk to the shepherd about a fable about a wolf attacking a goat.

The next mélodrame (3) links the first and second scenes of the play, as the old shepherd, Balthazar, continues telling the wolf story to l’Innocent. The third mélodrame (4) accompanies an exchange between Vivette, Rose Mamaï’s god-daughter, and Balthazar, where the shepherd says he thinks something is stirring in l’Innocent’s mind.

In scene VIII, after a gay offstage chorus, a mélodrame (5), introduces the theme of Mitifio, a cow-herd; he has come to reveal that the Arlésienne has been another’s mistress for two years. In the mélodrame and final chorus (6), Frédéri is about to go off to Arles, but Francet tells him what Mitifio said. The chorus bursts in with a reprise of (5) as Frédéri’s theme accompanies his collapse by the well.
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 Act 2




Tableau 2: Alongside the pond of Vaccarès in the Camargue (7) sets the scene, a Pastorale (the Pastorale in the second suite) with offstage chorus and accompaniment. In Mélodrame (8) Balthazar and l’Innocent enter in Scene III (using the latter’s theme), and (9) marks the exit of Rose. The next mélodrame (10) accompanies the discovery of Fréderi in the shepherd’s hut, angry because everyone is spying on him. As wordless offstage chorus sing, Balthazar leaves, having failed to make Frédéri destroy the letters from the Arlésienne which he reads night and day. Mélodrame (12) is only six bars; l’Innocent cannot recall the story he wants to tell his brother. In the next mélodrame (13), (Er dou guet) described as a ‘berceuse’, l’Innocent falls asleep while telling his story. A nine-bar mélodrame (14) evokes Rose’s desperation at Fréderi’s frame of mind.

Tableau 3: The kitchen at Castelet

The next music (the Intermezzo used in the second suite) depicts Vivette, the local girl who wants to marry Frédéri, preparing her parcels to take on the Rhone ferry (15). After men prepare to go out shooting game Rose and the others fear that Frédéri might kill himself. At the end of the act (16) when Frédéri decides that Vivette can help him forget his obsession, Balthazar and Rose express their relief.

This is followed by the Minuet (17) and the Carillon (18), both used in the first suite.


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Act 3




Tableau 4: The Castelet farm courtyard

A 6/8 Andantino Mélodrame (19) marks the entrance of Mère Renaud in Scene III, and in the following Adagio (the Adagietto in the first Suite) Balthazar and Renaud reminisce about old times. As all move off to eat, there is a reprise of the Andantino. Another Andantino follows the exit of Frédéri and Vivette as they declare their love (20). The farandole (21) (Danse dei Chivau-Frus) which begins quietly and builds to a climax sees Frédéri respond with fury to Mitifio who has come to tell Balthazar that he will run off with the girl from Arles (22).

Tableau 5: The Cocoonery

The farandole is heard then the March of the Kings is sung by the chorus, after which the two are combined (23); there is reprise for chorus of the March of the Kings (24). In (25) l’Innocent ‘awakens’ showing he understands his brother’s problem. In mélodrame (26) Rose is momentarily reassured as the clock strikes three, while the Final is a powerful tutti version of Frédéri’s theme (27) which brings down the curtain.
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 Orchestration




Two flutes[image: External link] (second doubling piccolo[image: External link]), oboe[image: External link] (also cor anglais[image: External link]), clarinet[image: External link], two bassoons[image: External link], alto saxophone[image: External link], two French horns, timpani[image: External link], tambourin[image: External link] (tambourin provençal not tambourine), seven violins[image: External link], one viola[image: External link], five cellos[image: External link], two double basses[image: External link], piano[image: External link], and an offstage harmonium[image: External link] to accompany the choruses.
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 Suite No. 1
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 Background




Despite the poor reviews of the incidental music, Bizet arranged his work into a suite of four movements. Now known as L'Arlésienne Suite No. 1, the suite used a full symphony orchestra but without the chorus. The first performance was at a Pasdeloup[image: External link] concert on 10 November 1872.
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 Movements





	I. Prélude[image: External link], Allegro deciso[image: External link] (the March of the Kings)

	II. Minuet[image: External link], Allegro giocoso[image: External link] (The ending of this movement is slightly expanded from the version in the incidental music.)

	III. Adagietto[image: External link] (In the incidental music, this number is preceded and followed by a melodrama that, in the suite, forms the central section of the concluding Carillon. For this purpose it is transposed up a semitone[image: External link].)

	IV. Carillon[image: External link], Allegro moderato[image: External link] (Expanded as indicated above.)
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 Comments




The suite opens with a strong, energetic theme, which is based on the Epiphany[image: External link] carol "March of the Kings", played by the violins. (This tune had also been used two centuries earlier in Jean-Baptiste Lully[image: External link]'s Marche de Turenne.) Afterwards, the theme is repeated by various sections. After reaching a climax, the theme fades away. It is followed by the theme associated with L'Innocent (the brother of Frédéri, the hero). The Prélude concludes with the theme associated with Frédéri himself. The second movement, resembles a minuet[image: External link], while the third is more emotional and muted. The last movement, Carillon[image: External link], features a repeating Bell-tone pattern on the Horns, mimicking a peal of church bells.
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 Suite No. 2
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 Background




L'Arlésienne Suite No. 2, also written for full orchestra, was arranged and published in 1879, four years after Bizet's death, by Ernest Guiraud, using Bizet's original themes (although not all of them were from the L'Arlésienne incidental music). The second suite is generally credited to Bizet since he wrote the themes and the basic orchestration.
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 Movements





	I. Pastorale[image: External link]


	II. Intermezzo


	III. Minuet[image: External link]


	IV. Farandole[image: External link]
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 Comments




The second suite begins with an introduction by the wind[image: External link] section, followed by the melody in the strings. The melodies are repeated by various sections throughout the first movement. In the suite, the opening section returns and concludes the piece. In the original version, the "central" section, which was a wordless chorus sung by women, ends the piece. The second movement intermezzo features utilization of low tones and begins with the wind section. Guiraud adds twelve additional bars to the concluding section. Sometime after this second suite was prepared from the L'Arlesienne music, Guirard extracted the Intermezzo movement, added the Latin sacred text of the Agnus Dei to it, and published it as yet another "new" work of Bizet. The menuet[image: External link], which is not from L'Arlésienne, but from Bizet's 1866 opera The Fair Maid of Perth, features solos by harp[image: External link], flute[image: External link], and, later, saxophone[image: External link] (this replacing the vocal parts of the original); it is the most subdued and emotional movement. The finale, the farandole[image: External link], incorporates the theme of the March of the Kings once again. This is an expanded combination of numbers 21 and 23-24 of the original incidental music, in which the farandole appears first on its own. It is afterwards briefly combined with the march.
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 Recordings




The suites have been recorded many times. There are at least two recordings of the complete incidental music for the play, one conducted by Albert Wolff[image: External link][3] and another by Michel Plasson[image: External link] (who has also recorded both suites). Marc Minkowski[image: External link] has made a more recent nearly-complete recording on the Naive label.

A film[image: External link] was made in 1941 with Raimu[image: External link] as Marc, Gaby Morlay[image: External link] as Rose Mamaï, Giselle Pascal[image: External link] as Vivette and Louis Jourdan[image: External link] as Frédéri; Paul Paray[image: External link] conducted Bizet’s score.[4]
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 Notable uses




Music from the L'Arlésienne suites was played extensively in "Hammer Into Anvil[image: External link]", an episode of The Prisoner[image: External link].

The Carillon and Farandole were used on two episodes of Playhouse Disney's Little Einsteins[image: External link].

The Carillon was used in a very successful media campaign in Puerto Rico[image: External link], launched in the late 1980s by the local importers of Finlandia Vodka[image: External link]. It featured French-born photographer Guy Paizy playing the role of a sophisticated, womanizing classical orchestra conductor. The campaign is still remembered in the island nation, almost two decades after its inception.

Albanian[image: External link] dictator Enver Hoxha[image: External link] adopted the First Suite's Prelude as a military march during his reign.

The Trans-Siberian Orchestra[image: External link] uses the theme of the Farandole for their song "The March of the Kings/Hark the Herald Angel".

The Japanese group Mihimaru GT[image: External link] uses the theme of the Farandole for their song "Theme of mihimaLIVE 2".

Jazz musician[image: External link] Bob James[image: External link] arranged and recorded a jazz version of Farandole on his album Two[image: External link] (1975).

French choreographer Roland Petit[image: External link] created a ballet L'Arlésienne in 1974 which has been performed throughout the world, based on Daudet's short story and set against a Van Gogh landscape.[5]

A rock version of Farandole appears in the Catherine (video game)[image: External link] by Atlus[image: External link].

The song tune is also use in a character song called England's Evil Summoning Song from an anime called Hetalia: Axis Powers[image: External link] and was performed by Noriaki Sugiyama[image: External link], who provided vocals for Arthur Kirkland/England. According to an interview with Noriaki in Hetalia Character CD Perfect Guide, the lyrics were entirely made up by the performer as the performance went on.
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Alphonse Daudet






Alphonse Daudet (French:  [dodɛ][image: External link]; 13 May 1840 – 16 December 1897) was a French[image: External link] novelist. He was the husband of Julia Daudet[image: External link] and father of Edmée Daudet, and writers Léon Daudet[image: External link] and Lucien Daudet[image: External link].
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 Early life




Daudet was born in Nîmes[image: External link], France.[1] His family, on both sides, belonged to the bourgeoisie[image: External link]. His father, Vincent Daudet, was a silk[image: External link] manufacturer — a man dogged through life by misfortune and failure. Alphonse, amid much truancy, had a depressing boyhood. In 1856 he left Lyon[image: External link], where his schooldays had been mainly spent, and began his career as a schoolteacher at Alès[image: External link], Gard[image: External link], in the south of France. The position proved to be intolerable and Daudet said later that for months after leaving Alès he would wake with horror, thinking he was still among his unruly pupils.[2] These experiences and others were reflected in his novel Le Petit Chose[image: External link].

On 1 November 1857, he abandoned teaching and took refuge with his brother Ernest Daudet[image: External link], only some three years his senior, who was trying, "and thereto soberly," to make a living as a journalist[image: External link] in Paris. Alphonse took to writing, and his poems were collected into a small volume, Les Amoureuses (1858), which met with a fair reception. He obtained employment on Le Figaro[image: External link], then under Cartier de Villemessant[image: External link]'s energetic editorship, wrote two or three plays, and began to be recognized in literary communities as possessing distinction and promise. Morny[image: External link], Napoleon III's all-powerful minister, appointed him to be one of his secretaries — a post which he held till Morny's death in 1865.[2]
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 Literary career




In 1866, Daudet's Lettres de mon moulin[image: External link] (Letters from My Windmill), written in Clamart[image: External link], near Paris, and alluding to a windmill[image: External link] in Fontvieille[image: External link], Provence[image: External link],[citation needed[image: External link]] won the attention of many readers. The first of his longer books, Le Petit Chose[image: External link] (1868), did not, however, produce popular sensation. It is, in the main, the story of his own earlier years told with much grace and pathos. The year 1872 brought the famous Aventures prodigieuses de Tartarin de Tarascon[image: External link], and the three-act play L'Arlésienne[image: External link]. But Fromont jeune et Risler aîné[image: External link] (1874) at once took the world by storm. It struck a note, not new certainly in English literature, but comparatively new in French. His creativeness resulted in characters that were real and also typical.[2]

Jack, a novel about an illegitimate child[image: External link], a martyr to his mother's selfishness, which followed in 1876, served only to deepen the same impression. Henceforward his career was that of a successful man of letters[image: External link], mainly spent writing novels: Le Nabab (1877), Les Rois en exil (1879), Numa Roumestan (1881), Sapho (1884), L'Immortel (1888), and writing for the stage: reminiscing in Trente ans de Paris (1887) and Souvenirs d'un homme de lettres (1888). These, with the three Tartarins[3] - Tartarin de Tarascon[image: External link], Tartarin sur les Alpes, Port-Tarascon - and the short stories, written for the most part before he had acquired fame and fortune, constitute his life work.[2]

L'Immortel is a bitter attack on the Académie française[image: External link], to which august body Daudet never belonged. Daudet also wrote for children, including La Belle Nivernaise, the story of an old boat and her crew. In 1867 Daudet married Julia Allard, author of Impressions de nature et d'art (1879), L'Enfance d'une Parisienne (1883), and some literary studies written under the pseudonym "Karl Steen".[2]

Daudet was far from faithful, and was one of a generation of French literary syphilitics[image: External link].[4] Having lost his virginity at the age of twelve, he then slept with his friends' mistresses throughout his marriage. Daudet would undergo several painful treatments and operations for his subsequently paralyzing disease. His journal entries relating to the pain he experienced from tabes dorsalis[image: External link] are collected in the volume In the Land of Pain[image: External link], translated by Julian Barnes[image: External link]. Daudet died in Paris on 16 December 1897, and was interred at that city's Père Lachaise Cemetery.
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 Political and social views, controversy and legacy




Daudet was a monarchist and a fervent opponent of the French Republic. Daudet was also anti-Jewish, though less famously so than his son Léon. The main character of Le Nabab was inspired by a Jewish politician who was elected as a deputy for Nîmes.[5] Daudet campaigned against him and lost. Daudet counted many literary figures amongst his friends, including Edouard Drumont[image: External link], who founded the Antisemitic League of France[image: External link] and founded and edited the anti-Semitic newspaper La Libre Parole. Daudet also exchanged anti-Semitic correspondence with Richard Wagner.[citation needed[image: External link]]

It has been argued that Daudet deliberately exaggerated his links to Provence to further his literary career and social success (following Frederic Mistral's success), including lying to his future wife about his "Provençal" roots.[6]

Numerous colleges and schools in contemporary France bear his name and his books are still widely read and several are still in print.


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Works




Major works, and works in English translation (date given of first translation). For a complete bibliography see Works by Alphonse Daudet ( fr[image: External link]).


	
Les Amoureuses (1858; poems, first published work).

	
Le Petit Chose[image: External link] (1868; English: Little Good-For-Nothing, 1885; or Little What's-His-Name, 1898).

	
Lettres de Mon Moulin[image: External link] (1869; English: Letters from my Mill, 1880, short stories).

	
Tartarin de Tarascon[image: External link] (1872; English: Tartarin of Tarascon, 1896).

	
L'Arlésienne[image: External link] (1872; novella originally part of Lettres de Mon Moulin made into a play)

	
Contes du Lundi (1873; English: The Monday Tales, 1900; short stories).

	
Les Femmes d'Artistes (1874; English: Artists' Wives, 1896).

	
Robert Helmont[image: External link] (1874; English: Robert Helmont: the Diary of a Recluse, 1896).

	
Fromont jeune et Risler aîné[image: External link] (1874; English: Fromont Junior and Risler Senior, 1894).

	
Jack (1876; English: Jack, 1897).

	
Le Nabab (1877; English: The Nabob, 1878).

	
Les Rois en Exil (1879; English: Kings in Exile, 1896).

	
Numa Roumestan (1880; English: Numa Roumestan: or, Joy Abroad and Grief at Home, 1884).

	
L'Evangéliste (1883; English: The Evangelist, 1883).

	
Sapho (1884; English: Sappho, 1886).

	
Tartarin sur les Alpes (1885; English: Tartarin on the Alps, 1891).

	
La Belle Nivernaise[image: External link] (1886; English: La Belle Nivernaise, 1892, juvenile).

	
L'Immortel (1888; English: One of the Forty, 1888).

	
Port-Tarascon (1890; English: Port Tarascon, 1890).

	
Rose and Ninette (1892; English: Rose and Ninette, 1892).[7]


	
La Doulou (1930; English: In The Land of Pain, 2003; translator: Julian Barnes[image: External link]).

	The Last Lesson[image: External link]
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^ "Sketch of Alphonse Daudet,"[image: External link] Review of Reviews, Vol. 17, No. 2, 1898, p. 161.


	^ a b c d e

	
^ Sachs, Murray (1966). "Alphonse Daudet's Tartarin Trilogy," The Modern Language Review, Vol. 61, No. 2, pp. 209–217.


	
^ "Alphonse Daudet's Illness," The British Medical Journal, Vol. 2, No. 3745, 1932, p. 722.


	
^ Mosse, Claude (2009). "Alphonse Daudet, Ecrivain Provencal?", Actualite de l'Histoire, No. 103, p. 71.


	
^ Mosse (2009), pp. 68–70.


	
^ White, Nicholas (2001–2002). "Paternal Perspectives on Divorce in Alphonse Daudet's "Rose et Ninette" (1892)," Nineteenth-Century French Studies, Vol. 30, No. 1/2, pp. 131–147.
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Geneviève Halévy





Geneviève Halévy, later Geneviève Bizet and Geneviève Straus ( Paris[image: External link], 26 February 1849 – 1926), was a French salonnière[image: External link]. She inspired Marcel Proust as a model for the Duchesse de Guermantes and Odette de Crécy in À la recherche du temps perdu[image: External link].

Life

Geneviève Halévy was the daughter of the composer Jacques-Fromental Halévy and his wife, née Léonie Rodrigues-Henriques, both Jewish. Geneviève Halévy's youth was sad: she lost her father when she was 13 years old, her elder sister when she was 15 years old, and her mother suffered from periods of mental instability. In 1869, she married Georges Bizet, pupil of her father, and gave birth in 1871 to their son Jacques, who became a school friend of Marcel Proust. Bizet died suddenly of a heart attack, in 1875. Geneviève moved to live with her uncle, Léon Halévy[image: External link], and opened a salon for her cousin Ludovic Halévy, where she helped him in receiving the cream of the artistic society of the time. This was known as Ludovic's Thursdays (Les jeudis de Ludovic).

After a few years, she opened her own salon where distinguished society, such as Baron and Baronness Alphonse de Rothschild[image: External link], Comtesse Potocka, Duchesse de Richelieu, Comtesse de Chevigné, née de Sade (another model for the Duchesse de Guermantes), etc. could meet with writers and intellectuals such as Guy de Maupassant[image: External link], Henri Meilhac[image: External link], Georges de Porto-Riche[image: External link], Paul Bourget[image: External link], Paul Hervieu[image: External link], Joseph Reinach[image: External link], and of course her cousin Ludovic.

In 1886, she married the lawyer Émile Straus, an acquaintance of the Rothschild family[image: External link], and her salon became increasingly fashionable: she received Robert de Montesquiou[image: External link] and his cousin Comtesse Greffulhe[image: External link], painters and journalists. Many supporters of Dreyfus[image: External link] socialized at Mme Straus's salon, amongst them Marcel Proust who was one of the first intellectuals to sign a petition in L'Aurore[image: External link] at the time of the Dreyfus Affair[image: External link]. After the Affair the salon became less prominent.

After 1910, Mme. Straus became increasingly depressed, and cut herself off from society. Her son committed suicide in 1922, a few weeks before Proust's own death, and she died in 1926.
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François Delsarte






François Alexandre Nicolas Chéri Delsarte (19 November 1811 – 20 July 1871) was a French musician and teacher. Though he achieved some success as a composer, he is chiefly known as a teacher in singing and declamation[image: External link]. He went on to develop an acting style that attempted to connect the inner emotional experience of the actor with a systematized set of gestures and movements based upon his own observations of human interaction. This “Delsarte method” became so popular that it was taught throughout the world, particularly in America, by many teachers who did not fully understand or communicate the emotional connections behind the gestures, and as a result the method devolved into melodramatic posing, the kind in response to which Konstantin Stanislavski[image: External link] would later develop his inner psychological methods.
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 Applied aesthetics




Delsarte was born in Solesmes, Nord[image: External link]. He became a pupil at the Paris Conservatory, was for a time a tenor[image: External link] in the Opéra Comique[image: External link], and composed a few songs. While studying singing at the Conservatoire, he became unsatisfied with the arbitrary and posed style of acting taught there. He began to study how humans actually moved, behaved and responded to various emotional and real-life situations. By observing people in real life and in public places of all kinds, he discovered certain patterns of expression, eventually called the Science of Applied Aesthetics. This consisted of a thorough examination of voice, breath, movement dynamics, encompassing all of the expressive elements of the human body.
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 Gymnastics




At the close of the 19th century much was said and written in America[image: External link] regarding Delsarte gymnastics. But François Delsarte was a teacher of emotional expression through voice and gesture, not the inventor of a system or method of gymnastics[image: External link]. "Relaxing" exercises and training in poise and in breathing control form a part of the necessary preparation for effective appearance on the platform or the stage; but complete physical education[image: External link] of the growing child and youth could never be accomplished by such means, and the adult requires a much broader range of motor activities[image: External link]. Therefore, Delsarte gymnastics was an improper American application of the theories of François Delsarte.[citation needed[image: External link]]
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 Influence and impact




Delsarte's work inspired modern dancers such as Isadora Duncan[image: External link], Ruth St. Denis[image: External link] and Ted Shawn[image: External link]. Rudolf Laban[image: External link] and F. Matthias Alexander[image: External link] also studied Delsarte's teachings until they later developed their own methods. Alexander was certainly aware of Delsarte's work; his performing arts school in Sydney and his teaching paraphernalia both mention the Delsarte System along with Alexander's own method[image: External link].

Delsarte never wrote a book explaining his method, and neither did his only protégé, actor Steele MacKaye[image: External link]. However, MacKaye's student Genevieve Stebbins[image: External link] did write a book in 1885 titled The Delsarte System of Expression, which became a wild success. In 1892 Edward B. Warman wrote a similar guide to Delsarte's teachings, Gestures and Attitudes.[1]

Ironically, it was the great success of the Delsarte System that was also its undoing. By the 1890s, it was being taught everywhere, and not always in accordance with the emotional basis that Delsarte originally had in mind. No certification was needed to teach a course with the name Delsarte attached, and the study regressed into empty posing with little emotional truth behind it. Wangh concludes, "it led others into stereotyped and melodramatic gesticulation, devoid of the very heart that Delsarte had sought to restore." Despite this, modern Anglophone yoga classes closely resemble the Delsarte "gymnastics" as taught by Genevieve Stubbins. Arguably, the fad may be an uncredited forerunner of postural yoga as taught today, as Mark Singleton speculates in Yoga Body: The Origins of Modern Posture Practice.


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Family




Delsarte was the uncle of composer Georges Bizet and grandfather of painter Thérèse Geraldy[image: External link].


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Further reading





	Franck Waille, Christophe Damour (dir.), François Delsarte, une recherche sans fin, Paris, L'Harmattan, 2015.

	 This article incorporates text from a publication now in the public domain[image: External link]: Gilman, D. C.[image: External link]; Peck, H. T.; Colby, F. M., eds. (1905). "article name needed". New International Encyclopedia[image: External link] (1st ed.). New York: Dodd, Mead.


	Ted Shawn, Every Little Movement: A Book about François Delsarte, the Man and his Philosophy, his Science and Applied Aesthetics, the Application of this Science to the Art of the Dance, the Influence of Delsarte on American Dance, 1963

	Wangh, Stephen. An Acrobat of the Heart: A Physical Approach to Acting Inspired by the Work of Jerzy Grotowski. New York: Vintage Books, 2000.

	Franck Waille (dir.), Trois décennies de recherches européennes sur François Delsarte, Paris, L'Harmattan, 2011.

	Alain Porte, François Delsarte, une anthologie, Paris, IPMC, 1992.

	Williams, Joe, A Brief History of Delsarte[image: External link]


	Franck Waille, Corps, arts et spiritualité chez François Delsarte (1811–1871). Des interactions dynamiques, PhD in history, Lyon, Université Lyon 3, 2009, 1032 pages + CDROM of annexes (manuscripts, interview of Joe Williams, video reconstitutions of body exercises) (the last and longer chapter of this thesis concerns Delsarte training for the body).

	Nancy Lee Chalfa Ruyter, "The Delsarte Heritage," Dance Research: The Journal of the Society for Dance Research, 14, no. 1 (Summer, 1996), pp. 62–74.

	
Delsarte system of expression[image: External link], by Genevieve Stebbins; public-domain, online version on Internet Archive.

	Singleton, Mark, "Yoga Body: The Origins of Modern Posture Practice", Oxford University Press, February 10, 2010.

	Eleanor Georgen, The Delsarte system of physical culture (1893)[image: External link] (Internet Archive)

	Warman, Edward B. Gestures and Attitudes: Exposition of the Delsarte Philosophy of Expression, Practical and Theoretical, 1892




[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 References






	
^ "Gesture and attitudes, an exposition of the Delsarte philosophy of expression practical and theoretical"[image: External link].







[image: TOC] TOC [image: Previous chapter] Previous 
 External links





	
Works by François Delsarte[image: External link] at Project Gutenberg


	
Works by or about François Delsarte[image: External link] at Internet Archive


	
Works by François Delsarte[image: External link] at Open Library[image: External link]


	
Oxford Dictionary of Dance[image: External link] (subscription)

	Laban Biography and Method[image: External link]

	 "Delsarte, François Alexandre Nicolas Chéri[image: External link]". New International Encyclopedia[image: External link]. 1905.






Categories[image: External link]:

	1811 births[image: External link]

	1871 deaths[image: External link]

	People from Solesmes, Nord[image: External link]

	French musicians[image: External link]

	Modern dance[image: External link]
















This page was last edited on 12 March 2017, at 10:53.




	This text is based on the Wikipedia article François Delsarte: https://en.wikipedia.org/wiki/Fran%C3%A7ois_Delsarte [image: External link] which is released under the Creative Commons Attribution-ShareAlike 3.0 Unported License available online at: http://creativecommons.org/licenses/by-sa/3.0/legalcode [image: External link]

List of authors: https://tools.wmflabs.org/xtools/wikihistory/wh.php?page_title=Fran%C3%A7ois_Delsarte [image: External link]












Back to main article 



Contents




	1 Childhood and family

	2 Early adult years

	3 Early political career

	4 Middle years

	5 Foreign policy (1852–60)

	6 Life at the court of Napoleon III

	7 Social and economic policies

	8 Later years

	9 Legacy

	10 Titles, styles, honours and arms

	11 Ancestry

	12 Writings by Napoleon III

	13 See also

	14 References

	15 Further reading

	16 External links





Napoleon III






Not to be confused with Napoleon[image: External link].

"Louis Napoleon" redirects here. For other uses, see Louis Napoleon (disambiguation)[image: External link].

Louis-Napoléon Bonaparte (born Charles-Louis Napoléon Bonaparte; 20 April 1808 – 9 January 1873) was the only President[image: External link] (1848–52) of the French Second Republic[image: External link] and, as Napoleon III, the Emperor[image: External link] (1852–70) of the Second French Empire. He was the nephew and heir of Napoleon I[image: External link]. He was the first Head of State of France to hold the title President, the first elected by a direct popular vote, and the youngest until the election[image: External link] of Emmanuel Macron[image: External link] in 2017. Barred by the Constitution and Parliament from running for a second term, he organized a coup d'état in 1851[image: External link] and then took the throne as Napoleon III on 2 December 1852, the forty-eighth anniversary of his uncle's coronation[image: External link]. He remains the longest-serving French head of state since the French Revolution[image: External link].

During the first years of the Empire, Napoleon's government imposed censorship and harsh repressive measures against his opponents. Some six thousand were imprisoned or sent to penal colonies until 1859. Thousands more went into voluntary exile abroad, including Victor Hugo[image: External link].[1] From 1862 onwards, he relaxed government censorship, and his regime came to be known as the "Liberal Empire." Many of his opponents returned to France and became members of the National Assembly.[2]

Napoleon III is best known today for his grand reconstruction of Paris[image: External link], carried out by his prefect of the Seine, Baron Haussmann[image: External link]. He launched similar public works projects in Marseille[image: External link], Lyon[image: External link], and other French cities.[3] Napoleon III modernized the French banking system, greatly expanded and consolidated the French railway system, and made the French merchant marine the second largest in the world. He promoted the building of the Suez Canal[image: External link] and established modern agriculture, which ended famines in France and made France an agricultural exporter. Napoleon III negotiated the 1860 Cobden–Chevalier free trade agreement[image: External link] with Britain and similar agreements with France's other European trading partners.[4] Social reforms included giving French workers the right to strike and the right to organize. Women's education greatly expanded, as did the list of required subjects in public schools.[5]

In foreign policy, Napoleon III aimed to reassert French influence in Europe and around the world. He was a supporter of popular sovereignty[image: External link] and of nationalism[image: External link].[6] In Europe, he allied with Britain and defeated Russia in the Crimean War[image: External link] (1853–56). His regime assisted Italian unification[image: External link] and, in doing so, annexed Savoy[image: External link] and the County of Nice[image: External link] to France; at the same time, his forces defended the Papal States[image: External link] against annexation by Italy. Napoleon doubled the area of the French overseas empire[image: External link] in Asia, the Pacific, and Africa. On the other hand, his army's intervention in Mexico[image: External link] which aimed to create a Second Mexican Empire[image: External link] under French protection ended in failure.

Beginning in 1866, Napoleon had to face the mounting power of Prussia, as Chancellor Otto von Bismarck[image: External link] sought German unification under Prussian leadership. In July 1870, Napoleon entered the Franco-Prussian War[image: External link] without allies and with inferior military forces. The French army was rapidly defeated and Napoleon III was captured at the Battle of Sedan. The French Third Republic was proclaimed in Paris, and Napoleon went into exile in England, where he died in 1873.
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 Childhood and family
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 Early life




Charles-Louis Napoleon Bonaparte, later known as Louis Napoleon and then Napoleon III, was born in Paris on the night of 20–21 April 1808. His presumed father was Louis Bonaparte[image: External link], the younger brother of Napoleon Bonaparte[image: External link], who made Louis the King of Holland[image: External link] from 1806 until 1810. His mother was Hortense de Beauharnais[image: External link], the daughter by the first marriage of Napoleon's wife Joséphine de Beauharnais[image: External link].

As empress, Joséphine proposed the marriage as a way to produce an heir for the Emperor, who agreed, as Joséphine was by then infertile.[7] Louis married Hortense when he was twenty-four and she was nineteen. They had a difficult relationship, and only lived together for brief periods. Their first son died in 1807, and, though separated, they decided to have a third. They resumed their marriage for a brief time in Toulouse in July 1807, and Louis was born premature, two weeks short of nine months. Louis-Napoleon's enemies, including Victor Hugo, spread the gossip that he was the child of a different man, but most historians agree today that he was the legitimate son of Louis Bonaparte.[8][9] (see Ancestry[image: External link])[10]

Charles-Louis was baptized at the Palace of Fontainebleau[image: External link] on 5 November 1810, with Emperor Napoleon serving as his godfather and Empress Marie-Louise as his godmother. His father stayed away, once again separated from Hortense. At the age of seven, Louis-Napoleon visited his uncle at the Tuileries Palace[image: External link] in Paris. Napoleon held him up to the window to see the soldiers parading in the courtyard of the Carousel below. He last saw his uncle with the family at the Château de Malmaison[image: External link], shortly before Napoleon departed for Waterloo.[11]

All members of the Bonaparte dynasty[image: External link] were forced into exile after the defeat of Napoleon at Waterloo and the Bourbon Restoration[image: External link] of monarchy in France. Hortense and Louis-Napoleon moved from Aix to Berne to Baden, and finally to a lakeside house at Arenenberg[image: External link] in the Swiss canton of Thurgau[image: External link]. He received some of his education in Germany at the gymnasium school[image: External link] at Augsburg[image: External link], Bavaria. As a result, for the rest of his life his French had a slight but noticeable German accent. His tutor at home was Philippe Le Bas, an ardent republican and the son of a revolutionary and close friend of Robespierre[image: External link]. Le Bas taught him French history and radical politics.[12]
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 Romantic revolutionary (1823–35)




When Louis-Napoleon was fifteen, Hortense moved to Rome, where the Bonapartes had a villa. He passed his time learning Italian, exploring the ancient ruins, and learning the arts of seduction and romantic affairs, which he used often in his later life. He became friends with the French Ambassador, François-René Chateaubriand[image: External link], the father of romanticism in French literature, with whom he remained in contact for many years. He was reunited with his older brother Napoléon Louis[image: External link], and together they became involved with the Carbonari[image: External link], secret revolutionary societies fighting Austria's domination of northern Italy. In the spring of 1831, when he was twenty-three, the Austrian and papal governments launched an offensive against the Carbonari, and the two brothers, wanted by the police, were forced to flee. During their flight Napoleon-Louis contracted measles and, on 17 March 1831, died in his brother's arms.[13] Hortense joined her son and together they evaded the police and Austrian army and finally reached the French border.[14]

Hortense and Louis-Napoléon travelled incognito to Paris, where the old regime had just fallen and had been replaced by the more liberal regime of King Louis-Philippe I[image: External link]. They arrived in Paris on 23 April 1831, and took up residence under the name "Hamilton" in the Hotel du Holland on Place Vendôme[image: External link]. Hortense wrote an appeal to the King, asking to stay in France, and Louis-Napoleon offered to volunteer as an ordinary soldier in the French Army. The new King agreed to meet secretly with Hortense; Louis Napoleon had a fever and did not join them. The King finally agreed that Hortense and Louis-Napoleon could stay in Paris as long as their stay was brief and incognito. Louis-Napoleon was told that he could join the French Army if he would simply change his name, something he indignantly refused to do. Hortense and Louis Napoleon remained in Paris until 5 May, the tenth anniversary of the death of Napoleon Bonaparte. The presence of Hortense and Louis-Napoleon in the hotel had become known, and a public demonstration of mourning for the Emperor took place on Place Vendôme in front of their hotel. The same day, Hortense and Louis-Napoleon were ordered to leave Paris. They went to Britain briefly, and then back into exile in Switzerland.[15]
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 Early adult years
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 Bonaparte Succession and philosophy of Bonapartism




A Bonapartist[image: External link] movement existed in France ever since the fall of Napoleon in 1815, hoping to return a Bonaparte to the throne. According to the law of succession established by Napoleon I, the claim passed first to his son who had been given the title "King of Rome" at birth by his father. He was known by Bonapartists as Napoleon II[image: External link] and was living under virtual imprisonment at the court of Vienna[image: External link] under the name Duke of Reichstadt. Next in line was Napoleon I's eldest brother Joseph Bonaparte[image: External link], followed by Louis Bonaparte[image: External link], but neither Joseph nor Louis had any interest in re-entering public life. When the Duke of Reichstadt died in 1831, Louis-Napoléon became the heir of the dynasty and the leader of the Bonaparte cause.[16]

In exile with his mother in Switzerland, he enrolled in the Swiss Army, trained to become an officer, and wrote a manual of artillery (his uncle Napoleon Bonaparte had become famous as an artillery officer). He also began writing about his political philosophy. He published his Rêveries politiques or "political dreams" in 1833 at the age of 25, followed in 1834 by Considérations politiques et militaires sur la Suisse ("Political and military considerations about Switzerland"), followed in 1839 by Les Idées napoléoniennes ("Napoleonic Ideas"), a compendium of his political ideas which was published in three editions and eventually translated in six languages. His doctrine was based upon two ideas: universal suffrage and the primacy of the national interest. He called for a "Monarchy which procures the advantages of the Republic without the inconveniences", a regime "strong without despotism, free without anarchy, independent without conquest."[17]
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 Failed coup, and exile in London (1836–40)




"I believe," Louis Napoleon wrote, "that from time to time, men are created whom I call volunteers of providence, in whose hands are placed the destiny of their countries. I believe I am one of those men. If I am wrong, I can perish uselessly. If I am right, then providence will put me into a position to fulfill my mission."[18] He had seen the popular enthusiasm for Napoleon Bonaparte when he was in Paris, and he was convinced that, if he marched to Paris, as Napoleon Bonaparte had done in 1815 during the One Hundred Days[image: External link], France would rise up and join him. He began to plan a coup against King Louis-Philippe.

He planned for his uprising to begin in Strasbourg[image: External link]. The colonel of a regiment was brought over to the cause. On 29 October 1836, Louis Napoleon arrived in Strasbourg, in the uniform of an officer of artillery, and rallied the regiment to his side. The prefecture was seized, and the prefect arrested. Unfortunately for Louis-Napoleon, the general commanding the garrison escaped and called in a loyal regiment, which surrounded the mutineers. The mutineers surrendered and Louis-Napoleon fled back to Switzerland.[19]
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 Travel




Louis-Philippe[image: External link] demanded that the Swiss government return Louis-Napoleon to France, but the Swiss pointed out that he was a Swiss citizen, and refused to hand him over. Louis-Philippe responded by sending an army to the Swiss border. Louis-Napoleon thanked his Swiss hosts, and voluntarily left the country. The other mutineers were put on trial in Alsace[image: External link], and were all acquitted.

Louis Napoleon traveled first to London, then to Brazil, and then to New York. He moved into a hotel, where he met the elite of New York society, and the writer Washington Irving[image: External link]. While he was traveling to see more of the United States, he received word that his mother was very ill. He hurried as quickly as he could back to Switzerland. He reached Arenenberg in time to be with his mother on 5 October 1837, when she died. She was finally buried in Reuil, in France, next to her mother, on 11 January 1838, but Louis-Napoleon could not attend, because he was not allowed into France.[20]

Louis-Napoleon returned to London for a new period of exile in October 1838. He had inherited a large fortune from his mother, and took a house with seventeen servants and several of his old friends and fellow conspirators. He was received by London society and met the political and scientific leaders of the day, including Benjamin Disraeli[image: External link] and Michael Faraday[image: External link]. He also did considerable research into the economy of Britain. He strolled in Hyde Park[image: External link], which he later used as a model when he created the Bois de Boulogne[image: External link] in Paris.[21]
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 Second coup, prison, escape and exile (1840–48)




Living in the comfort of London, he had not given up the dream of returning to France to complete his destiny. In the summer of 1840 he bought weapons and uniforms and had proclamations printed, gathered a contingent of about sixty armed men, hired a ship called the Edinburgh-Castle, and on 6 August 1840, sailed across the Channel to the port of Boulogne[image: External link]. The attempted coup turned into an even greater fiasco than the Strasbourg mutiny. The mutineers were stopped by the customs agents, the soldiers of the garrison refused to join, the mutineers were surrounded on the beach, one was killed and the others arrested. Both the British and French press heaped ridicule on Louis-Napoleon and his plot. The newspaper Le Journal des Débats wrote, "this surpasses comedy. One doesn't kill crazy people, one just locks them up." He was put on trial, where, despite an eloquent defense of his cause, he was sentenced to life in prison in the fortress of Ham[image: External link] in the Somme[image: External link] department of northern France.[22]
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 Activities




The register of the fortress Ham for 7 October 1840 contained a concise description of the new prisoner: "Age: thirty-two years. Height: one meter sixty-six. Hair and eyebrows: chestnut. Eyes: Gray and small. Nose: large. Mouth: ordinary. Beard: brown. Moustache: blond. Chin: pointed. Face: oval. Complexion: pale. Head: sunken in his shoulders, and large shoulders. Back: bent. Lips: thick."[23] He had a mistress, a young woman from the nearby town named Éléonore Vergeot, who gave birth to two of his children.[24]

While in prison, he wrote poems, political essays, and articles on diverse topics. He contributed articles to regional newspapers and magazines in towns all over France, becoming quite well known as a writer. His most famous book was L'extinction du pauperism (1844), a study of the causes of poverty in the French industrial working class, with proposals to eliminate it. His conclusion: "The working class has nothing, it is necessary to give them ownership. They have no other wealth than their own labor, it is necessary to give them work that will benefit all....they are without organization and without connections, without rights and without a future; it is necessary to give them rights and a future and to raise them in their own eyes by association, education, and discipline." He proposed various practical ideas for creating a banking and savings system that would provide credit to the working class, and to establish agricultural colonies similar to the kibutzes later founded in Israel.[25] This book was widely reprinted and circulated in France, and played an important part in his future electoral success.

He was busy in prison, but also unhappy and impatient. He was aware that the popularity of Napoleon Bonaparte was steadily increasing in France; the Emperor was the subject of heroic poems, books and plays. Huge crowds had gathered in Paris on 15 December 1840 when the ashes of Napoleon[image: External link] Bonaparte were returned with great ceremony to Paris and handed over to Louis-Napoleon's old enemy, King Louis-Philippe, while Louis Napoleon could only read about it in prison. On 25 May 1846, with the assistance of his doctor and other friends on the outside, he disguised himself as a laborer carrying lumber, and walked out of the prison. His enemies later derisively called him "Badinguet", the name of the laborer whose identity he had assumed. A carriage was waiting to take him to the coast and then by boat to England. A month after his escape, his father Louis died, making Louis-Napoleon the clear heir to the Bonaparte dynasty.[26]
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 Return and early affairs




He returned to Britain, and quickly resumed his place in British society. He lived on King Street in St James's, London, went to the theatre and hunted, renewed his acquaintance with Benjamin Disraeli, and met Charles Dickens[image: External link]. He went back to his studies at the British Museum. He had an affair with the actress Rachel[image: External link], the most famous French actress of the period, during her tours to Britain. More important for his future career, he had an affair with the wealthy heiress Harriet Howard[image: External link] (1823–65). They had met in 1846, soon after his return to Britain. They began to live together, she took in his two illegitimate children and raised them with her own son, and she provided financing for his political plans so that, when the moment came, he could return to France.[27]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Early political career
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 1848 Revolution and birth of the Second Republic




In February 1848, Louis Napoleon learned that the French Revolution of 1848[image: External link] had broken out, and that Louis-Philippe, faced with opposition within his government and army, had abdicated. Believing that his time had finally come, he set out for Paris on 27 February, departing England on the same day that Louis-Philippe left France for his own exile in England. When he arrived in Paris, he found that the Second Republic had been declared, led by a Provisional Government headed by a Commission led by Alphonse de Lamartine[image: External link], and that different factions of republicans, from conservatives to those on the far left, were competing for power. He wrote to Lamartine announcing his arrival, saying that he "was without any other ambition than that of serving my country." Lamartine wrote back politely but firmly, asking Louis-Napoleon to leave Paris "until the city is more calm, and not before the elections for the National Assembly." His close advisors urged him to stay and try to take power, but he wanted to show his prudence and loyalty to the Republic; while his advisors remained in Paris, he returned to London on 2 March 1848, and watched events from there.[28]

He did not run in the first elections for the National Assembly, held in April 1848, but three members of the Bonaparte family, Jérôme Napoléon Bonaparte[image: External link], Pierre Napoléon Bonaparte[image: External link], and Lucien Murat[image: External link] were elected; the name Bonaparte still had political power. In the next elections, on 4 June, where candidates could run in multiple departments, he was elected in four different departments; in Paris, he was among the top five candidates, just after the conservative leader Adolphe Thiers[image: External link] and Victor Hugo[image: External link]. His followers were mostly on the left; from the peasantry and working class. His pamphlet on "The Extinction of Pauperism" was widely circulated in Paris, and his name was cheered with those of the socialist candidates, Barbès[image: External link] and Louis Blanc[image: External link].[29]

The conservative leaders of the provisional government, Lamartine and Cavaignac, considered arresting him as a dangerous revolutionary, but once again he outmaneuvered them. He wrote to the President of the Provisional Government: "I believe I should wait to return to the heart of my country, so that my presence in France will not serve as a pretext to the enemies of the Republic."[30]

In June 1848, the June Days Uprising[image: External link] broke out in Paris, led by the far left, against the conservative majority in the National Assembly. Hundreds of barricades appeared in the working-class neighborhoods. General Cavaignac, the leader of the army, first withdrew his soldiers from Paris to allow the insurgents to deploy their barricades, and then returned with overwhelming force to crush the uprising; from 24 to 26 June, there were battles in the streets of the working class districts of Paris. An estimated five thousand insurgents were killed at the barricades; fifteen thousand were arrested, and four thousand deported.[31]

His absence from Paris meant that Louis Napoleon was not connected either with the uprising, or with the brutal repression that had followed. He was still in London on 17–18 September, when the elections for the National Assembly were held, but he was a candidate in thirteen departments. He was elected in five departments; in Paris, he received 110,000 votes of the 247,000 cast, the highest number of votes of any candidate. He returned to Paris on 24 September, and this time he took his place in the National Assembly. In seven months, he had gone from a political exile in London to a highly-visible place in the National Assembly, as the government finished the new Constitution and prepared for the first election ever of a President of the French Republic.[32]
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 Presidential election of 1848




Further information: French presidential election, 1848[image: External link]


The new constitution of the Second Republic[image: External link], drafted by a commission including Alexis de Tocqueville[image: External link], called for a strong executive and a president elected by popular vote, through universal male suffrage, rather than chosen by the National Assembly.[33] The elections[image: External link] were scheduled for 10–11 December 1848. Louis-Napoleon promptly announced his candidacy. There were four other candidates for the post; General Louis-Eugène Cavaignac[image: External link], the Minister of Defense who had led the suppression of the June uprisings in Paris; Lamartine, the poet-philosopher and leader of the provisional government; Alexandre Auguste Ledru-Rollin[image: External link], the leader of the socialists; and Raspail[image: External link], the leader of the far left wing of the socialists.[34]

Louis-Napoleon established his campaign headquarters and residence at the Hotel du Rhin on Place Vendôme. He was accompanied by his companion, Harriet Howard, who gave him a large loan to help finance his campaign. He rarely went to the sessions of the National Assembly, and rarely voted. He was not a gifted orator; he spoke slowly, in a monotone, with a slight German accent from his Swiss education. His opponents sometimes ridiculed him, one comparing him to "a turkey who believes he's an eagle."[35]

His campaign appealed to both the left and right. His election manifesto proclaimed his support for "religion, the family, property, the eternal basis of all social order." But it also announced his intent "to give work to those unoccupied; to look out for the old age of the workers; to introduce in industrial laws those improvements which don't ruin the rich, but which bring about the well-being of each and the prosperity of all."[36]

His campaign agents, many of them veterans from Napoleon Bonaparte's Army, raised support for him around the country. Louis-Napoleon won the grudging endorsement of the conservative leader, Adolphe Thiers[image: External link], who believed he could be the most easily controlled; Thiers called him "of all the candidates, the least bad."[37] He won the backing of L'Evenement, the newspaper of Victor Hugo[image: External link], which declared, "We have confidence in him; he carries a great name."[38] His chief opponent, General Cavaignac, expected that Louis-Napoleon would come in first, but that he would receive less than fifty percent of the vote, which would mean the election would go to the National Assembly, where Cavaignac was certain to win.

The elections were held on 10–11 December, and results announced on 20 December. Louis-Napoleon was widely expected to win, but the size of his victory surprised almost everyone. He won 5,572,834 votes, or 74.2 percent of votes cast, compared with 1,469,156 for Cavaignac. The socialist Ledru-Rollin received 376,834; the extreme left candidate Raspail received 37,106, and the poet Lamartine received only 17,000 votes. Louis-Napoleon won the support of all parts of the population: the peasants unhappy with rising prices; unemployed workers; small businessmen who wanted prosperity and order; and intellectuals such as Victor Hugo. He won the votes of 55.6 percent of all registered voters, and won in all but four of France's departments.[39]
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 Prince-President (1848–51)




Louis-Napoléon moved his residence to the Élysée Palace at the end of December 1848, and immediately hung a portrait of his mother in the boudoir and a portrait of Napoléon Bonaparte, in his coronation robes, in the grand salon. Adolphe Thiers recommended that he wear clothing of "democratic simplicity," but, following the model of his uncle, he chose instead the uniform of the General-in-Chief of the National Guard, and chose the title of "Prince-President."[40]

He also made his first venture into foreign policy, in Italy, where as a youth he had joined in the patriotic uprising against the Austrians. The previous government had sent an expeditionary force to Rome to help restore the temporal authority of Pope Pius IX[image: External link], who was being threatened by the troops of the Italian republicans Mazzini[image: External link] and Garibaldi[image: External link]. The French troops came under fire from Garibaldi's soldiers. The Prince-President, without consulting his ministers, ordered his soldiers to fight if needed in support of the Pope. This was very popular with French Catholics, but infuriated the republicans, who supported Garibaldi.[40] To please the radical republicans, he asked the Pope to introduce liberal reforms and the Code Napoleon to the Papal States. To gain support from the Catholics, he approved the Loi Falloux[image: External link] in 1851, which restored a greater role for the Catholic Church in the French educational system.[41]

Elections were held for the National Assembly on 13–14 May 1849, only a few months after Louis-Napoleon had become President, and were largely won by a coalition of conservative republicans—which Catholics and monarchists called "The Party of Order"—led by Adolphe Thiers. The socialists and "red" republicans, led by Ledru-Rollin[image: External link] and Raspail[image: External link], also did well, winning two hundred seats. The moderate republicans, in the middle, did very badly, taking just 70-80 seats. The Party of Order had a clear majority, enough to block any initiatives of Louis-Napoleon.[42]

On 11 June 1849 the socialists and radical republicans made an attempt to seize power[image: External link]. Ledru-Rollin, from his headquarters in the Conservatory of Arts and Professions, declared that Louis-Napoleon was no longer President and called for a general uprising. A few barricades appeared in the working-class neighborhoods of Paris. Louis-Napoleon acted swiftly, and the uprising was short-lived. Paris was declared in a state of siege, the headquarters of the uprising was surrounded, and the leaders arrested. Ledru-Rollin fled to England, Raspail was arrested and sent to prison, the republican clubs were closed, and their newspapers closed down.

The National Assembly, now without the red Republicans and determined to keep them out forever, proposed a new election law that placed restrictions on universal male suffrage, imposing a three-year residency requirement. This new law excluded 3.5 of 9 million French voters, the voters that the leader of the Party of Order, Adolphe Thiers[image: External link] scornfully called "the vile multitude."[43] This new election law was passed in May 1850 by a majority of 433 to 241, putting the National Assembly on a direct collision course with the Prince-President.[44] Louis-Napoléon broke with the Assembly and the conservative ministers opposing his projects in favour of the dispossessed. He secured the support of the army, toured the country making populist speeches that condemned the assembly, and presented himself as the protector of universal male suffrage. He demanded that the law be changed, but his proposal was defeated in the Assembly by a vote of 355 to 348.[45]

According to the constitution of 1848, he had to step down at the end of his term, so Louis-Napoleon sought a constitutional amendment to allow him to succeed himself, arguing that four years were not enough to fully implement his political and economic program. He toured the country and gained support from many of the regional governments, and the support of many within the Assembly. The vote in July 1851 was 446 to 278 in favor of changing the law and allowing him to run again, but this was just short of the two-thirds majority needed to amend the constitution.[46]
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 Coup d'état (December 1851)




Louis-Napoleon believed that he was supported by the people, and he decided to retain power by other means. His half-brother Morny and a few close advisors began to quietly organize a coup d'état[image: External link]. They brought Major General Jacques Leroy de Saint Arnaud[image: External link], a former captain from the French Foreign Legion and a commander of French forces in Algeria, and other officers from the French army in North Africa, to provide military backing for the coup. The date set for the coup was 2 December, the anniversary of the Battle of Austerlitz[image: External link], and the anniversary of the coronation of Louis-Napoleon's uncle Napoleon I. On the night of 1–2 December, Saint Arnaud's soldiers quietly occupied the national printing office, the Palais Bourbon, newspaper offices, and the strategic points in the city. In the morning, Parisians found posters around the city announcing the dissolution of the National Assembly, the restoration of universal suffrage, new elections, and a state of siege in Paris and the surrounding departments. Sixteen members of the National Assembly were arrested in their homes. When about 220 deputies of the moderate right gathered at the city hall of the 10th arrondissement, they were also arrested.[47] On 3 December, writer Victor Hugo[image: External link] and a few other republicans tried to organize an opposition to the coup. A few barricades appeared, and about 1,000 insurgents came out in the streets, but the army moved in force with 30,000 troops and the uprisings were swiftly crushed, with the killing of an estimated 300 to 400 opponents of the coup.[48] There were also small uprisings in the more militant red republican towns in the south and center of France, but these were all put down by 10 December.[49]

Louis-Napoleon followed the self-coup[image: External link] by a period of repression of his opponents, aimed mostly at the red republicans. About 26,000 people were arrested, including 4,000 in Paris alone. The 239 inmates who were judged most severely were sent to the penal colony in Cayenne[image: External link].[50] 9,530 followers were sent to Algeria[image: External link], 1,500 were expelled from France, and another 3,000 were given forced residence away from their homes.[51] Soon afterwards, a commission of revision freed 3,500 of those sentenced. In 1859 the remaining 1800 prisoners and exiles were amnestied, with the exception of the republican leader Ledru-Rollin, who was released from prison but required to leave the country.[52]

Strict press censorship was enacted by a decree from 17 February 1852. No newspaper dealing with political or social questions could be published without the permission of the government, fines were increased, and the list of press offenses was greatly expanded. After three warnings, a newspaper or journal could be suspended or even permanently closed.[53]

Louis-Napoleon wished to demonstrate that his new government had a broad popular mandate, so on 20–21 December a national plebiscite[image: External link] was held asking if voters agreed to the coup. Mayors in many regions threatened to publish the names of any electors who refused to vote. When asked if they agreed to the coup, 7,439,216 voters said yes, 641,737 voted no, and 1.7 million voters abstained.[54] The fairness and legality of the referendum was immediately questioned by Louis-Napoleon's critics,[55] but Louis Napoleon was convinced that he had been given a public mandate to rule.

Hugo, who had originally supported Louis Napoléon but had been infuriated by the coup d'état, departed Paris for Brussels by train on 11 December 1851. He became the most bitter critic of Louis-Napoleon, rejected the amnesty offered him, and did not return to France for twenty years.[56]
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 From the Second Republic to the Second Empire




Historian John B Wolf evaluates the achievements of Napoleon, 1852-58. In his first six years of absolute rule:


	Louis Napoleon had consolidated his power over the country. He had given to France material blessings in the form of railroads, telegraph lines, steamships, broad boulevards, and public buildings. He had opened credits to the business and the landed interests of the nation, and had started France on the road to new prosperity. He had won fame for French arms, prestige for the French government, and "glory" for the French flag. But he had not mollified the opposition that his dictatorship had aroused, and at the end of six years he was forced to return to the policy of repression....The next twelve years [1858-70] were to see a gradual modification of the autocratic regime, but Louis Napoleon's enemies never forgave him the repressions of 1852 and 1858 and the dictatorial methods with which he controlled the state.[57]
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 A New Empire




The 1851 referendum also gave Louis Napoleon a mandate to amend the constitution. Work began on the new document in 1852. The new constitution[image: External link] was officially prepared by a committee of eighty experts, but was actually drafted by a small group of the Prince-President's inner circle. Under the new document, Louis-Napoleon was automatically reelected as president. Under Article Two, the president could now serve an unlimited number of 10-year terms. He alone was given the authority to declare war, sign treaties, form alliances and initiate laws. The Constitution re-established universal male suffrage[image: External link], and also retained a National Assembly, but with greatly reduced authority.[58]

Louis-Napoleon's government imposed new authoritarian measures to control dissent and reduce the power of the opposition. One of his first acts was to settle scores with his old enemy, King Louis-Philippe, who had sent him to prison for life, and who had died in 1850. A decree on 23 January 1852 forbade the late King's family to own property in France, and annulled the inheritance he had given to his children before he became King.

The National Guard, whose members had sometimes joined anti-government demonstrations, was re-organized, and largely used only in parades. Government officials were required to wear uniforms at official formal occasions. The Minister of Education was given the power to dismiss professors at the universities, and to review the content of their courses. Students at the universities were forbidden to wear beards, seen as a symbol of republicanism.[59]

An election was held for a new National Assembly on 29 February 1852, and all the resources of the government were used on behalf of the candidates backing the Prince-President. Of eight million eligible voters, 5,200,000 votes went to the official candidates, and 800,000 to opposition candidates. About one third of the eligible voters abstained. The new assembly included a small number of opponents of Louis-Napoleon, including 17 monarchists, 18 conservatives, two liberal democrats, three republicans and 72 independents.[60]

For all intents and purposes, Louis-Napoléon now held all governing power in the nation. Yet he was not content with being an authoritarian president. The ink had barely dried on the new constitution when he set about making himself emperor. Following the election, the Prince-President went on a triumphal national tour. In Marseille, he laid the cornerstone of a new cathedral, a new stock exchange, and a chamber of commerce. In Bordeaux, on 9 October 1852, he gave his principal speech:

"Some people say the Empire is war. I say the Empire is peace. Like the Emperor I have many conquests to make… Like him I wish … to draw into the stream of the great popular river those hostile side-currents which lose themselves without profit to anyone. We have immense unplowed territories to cultivate; roads to open; ports to dig; rivers to be made navigable; canals to finish, a railway network to complete. We have, in front of Marseille, a vast kingdom to assimilate into France. We have all the great ports of the west to connect with the American continent by modern communications, which we still lack. We have ruins to repair, false gods to tear down, truths which we need to make triumph. This is how I see the Empire, if the Empire is re-established. These are the conquests I am considering, and you around me, who, like me, want the good of our country, you are my soldiers."[61]

When he returned to Paris at the end of his tour, the city was decorated with large arches, with banners proclaiming "To Napoleon III, emperor". In response to officially inspired requests for the return of the empire, the Senate scheduled another referendum for 21–22 November 1852[image: External link] on whether to make Napoleon emperor. After an implausible 97 percent voted in favour (7,824,129 votes for and 253,159 against, with two million abstentions), on 2 December 1852—exactly one year after the coup—the Second Republic was officially ended, replaced by the Second French Empire. President Louis-Napoléon Bonaparte became Napoleon III, Emperor of the French. His regnal name treats Napoleon II[image: External link], who never actually ruled, as a true Emperor (he had been briefly recognized as emperor from 22 June to 7 July 1815). The 1851 constitution was retained, with the word "president" replaced by the word "emperor."
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 Modernizing the infrastructure and the economy (1853–69)
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One of the first priorities of Napoleon III was the modernization of the French economy, which had fallen far behind that of the United Kingdom and some of the German states. Political economics had long been a passion of the Emperor: While in Britain he had visited factories and railway yards, and in prison he had studied and written about the sugar industry and policies to reduce poverty. He wanted the government to play an active, not a passive, role in the economy. In 1839, he had written: "Government is not a necessary evil, as some people claim; it is instead the benevolent motor for the whole social organism."[62] He did not advocate the government getting directly involved in industry. Instead, the government took a very active role in building the infrastructure for economic growth; stimulating the stock market and investment banks to provide credit; building railways, ports, canals and roads; and providing training and education. He also opened up French markets to foreign goods, such as railway tracks from England, forcing French industry to become more efficient and more competitive.[63]

The period was favorable for industrial expansion. The gold rushes in California[image: External link] and Australia[image: External link] increased the European money supply. In the early years of the Empire, the economy also benefited from the coming of age of those born during the baby boom of the Restoration[image: External link] period.[64] The steady rise of prices caused by the increase of the money supply encouraged company promotion and investment of capital.

Beginning in 1852, he encouraged the creation of new banks, such as Crédit Mobilier[image: External link], which sold shares to the public and provided loans to both private industry and to the government. Crédit Lyonnais[image: External link] was founded in 1863, and Société Générale[image: External link] in 1864. These banks provided the funding for Napoléon III's major projects, from railway and canals to the rebuilding of Paris.

In 1851 France had only 3 500 kilometers of railway, compared with 10 000 kilometers in England and 800 kilometers in Belgium, a country one-twentieth the size of France. Within days of the coup d'état Napoléon III's Minister of Public Works launched a project to build a railway line around Paris, connecting the different independent lines coming into Paris from around the country. The government provided guarantees for loans to build new lines, and urged railway companies to consolidate. There were 18 railway companies in 1848, and six at the end of the Empire. By 1870, France had 20 000 kilometers of railway, linked to the French ports and to the railway systems of the neighbouring countries, which carried over 100 million passengers a year and transported the products of France's new steel mills, mines and factories.[65]

Further information: History of rail transport in France[image: External link]
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 Development of steamships and early reconstruction on Paris




New shipping lines were created and ports rebuilt in Marseille[image: External link] and Le Havre[image: External link], which connected France by sea to the USA, Latin America, North Africa and the Far East. During the Empire the number of steamships tripled, and by 1870 France possessed, after England, the second-largest maritime fleet in the world.[66] Napoleon III backed the greatest maritime project of the age, the construction of the Suez Canal[image: External link] between 1859 and 1869. The canal was funded by shares on the Paris stock market, and led by a former French diplomat, Ferdinand de Lesseps[image: External link]. It was opened by the Empress Eugénie, with a performance of Verdi[image: External link]'s opera Aida[image: External link].[67]

The rebuilding of central Paris also encouraged commercial expansion and innovation. The first department store, Bon Marché[image: External link], opened in Paris in 1852 in a modest building, and expanded rapidly, its income going from 450,000 francs a year to 20 million. Its founder, Aristide Boucicaut[image: External link], commissioned a new glass and iron building, designed by Louis-Charles Boileau[image: External link] and Gustave Eiffel[image: External link] and opened in 1869, that became the model for the modern department store. Other department stores quickly appeared: Au Printemps in 1865 and La Samaritaine in 1870. They were soon imitated around the world.[68]

Napoleon III's program also included reclaiming farmland and reforestation. One such project in the Gironde department[image: External link] drained and reforested 10 000 square kilometers (3 900 square miles) of moorland, creating the Landes forest[image: External link], the largest maritime pine forest in Europe.
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 Reconstruction of Paris (1854–70)




Main article: Haussmann's renovation of Paris[image: External link]


Napoleon III began his regime by launching a series of enormous public works projects in Paris, hiring tens of thousands of workers to improve the sanitation, water supply and traffic circulation of the city. To direct this task, he named a new Prefect of the Seine department, Georges-Eugène Haussmann[image: External link], and gave him extraordinary powers to rebuild the center of the city. He installed a large map of Paris in a central position in his office, and he and Haussmann planned the new Paris.[69]

The population of Paris had doubled since 1815, with neither an increase in its area nor a development of its structure of very narrow medieval streets and alleys.

To accommodate the growing population and those who would be forced from the center by the new boulevards and squares Napoleon III planned to build, he issued in 1860 a decree annexing[image: External link] eleven surrounding communes (municipalities), and increasing the number of arrondissements (city boroughs) from twelve to twenty, enlarging Paris to its modern boundaries with the exception of the two major city parks (Bois de Boulogne and Bois de Vincennes) which only became part of the French capital in 1920.

For the nearly two decades of Napoleon III's reign, and for a decade afterwards, most of Paris was an enormous construction site. His hydraulic chief engineer, Eugène Belgrand[image: External link], built a new aqueduct to bring clean water from the Vanne River in the Champagne region, and a new huge reservoir near the future Parc Montsouris. These two works increased the water supply of Paris from 87 000 to 400 000 cubic meters of water a day.[70] Hundreds of kilometers of pipes distributed the water throughout the city, and a second network, using the less-clean water from the Ourq and the Seine, washed the streets and watered the new park and gardens. He completely rebuilt the Paris sewers[image: External link], and installed miles of pipes to distribute gas for thousands of new streetlights[image: External link] along the Paris streets.[71]

Beginning in 1854, In the center of the city, Haussmann's workers tore down hundreds of old buildings and cut new avenues, connecting the central points of the city. Buildings along these avenues were required to be the same height and in a similar style, and to be faced with cream-coloured stone, creating the signature look of Paris boulevards.

Napoleon III built two new railway stations: the Gare de Lyon[image: External link] (1855) and the Gare du Nord[image: External link] (1865). He completed Les Halles[image: External link], the great cast iron and glass pavilioned produce market in the center of the city, and built a new municipal hospital, the Hôtel-Dieu, in the place of crumbling medieval buildings on the Ile de la Cité[image: External link]. The signature architectural landmark was the Paris Opera, the largest theater in the world, designed by Charles Garnier[image: External link], crowning the center of Napoleon III's new Paris.[72]

Napoleon III also wanted to build new parks and gardens for the recreation and relaxation of the Parisians, particularly those in the new neighbourhoods of the expanding city.[73]

Napoleon III's new parks were inspired by his memories of the parks in London, especially Hyde Park[image: External link], where he had strolled and promenaded in a carriage while in exile; but he wanted to build on a much larger scale. Working with Haussmann and Jean-Charles Alphand[image: External link], the engineer who headed the new Service of Promenades and Plantations, he laid out a plan for four major parks at the cardinal points of the compass around the city. Thousands of workers and gardeners began to dig lakes, build cascades, plant lawns, flowerbeds and trees. construct chalets and grottoes. Napoleon III transformed the Bois de Boulogne[image: External link] into a park (1852–58) to the west of Paris: the Bois de Vincennes[image: External link] (1860–65) to the east; he created the Parc des Buttes-Chaumont[image: External link] (1865–67) to the north, and the Parc Montsouris[image: External link] (1865–78) to the south.[73]

In addition to building the four large parks, Napoleon had the city's older parks, including Parc Monceau[image: External link], formerly owned by the Orléans family, and the superb Jardin du Luxembourg[image: External link], refurbished and replanted. He also created some twenty small parks and gardens in the neighbourhoods, as miniature versions of his large parks. Alphand termed these small parks "Green and flowering salons." The intention of Napoleon's plan was to have one park in each of the eighty "quartiers" (neighbourhoods) of Paris, so that no one was more than a ten-minute's walk from such a park. The parks were an immediate success with all classes of Parisians.[74]
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 Search for a wife and an heir




Soon after becoming Emperor, Napoleon III began searching for a wife to give him an heir. He was still attached to his companion Harriet Howard[image: External link], who attended receptions at the Élysée Palace[image: External link] and traveled around France with him. He quietly sent a diplomatic delegation to approach the family of princess Carola of Vasa[image: External link], the granddaughter of deposed king Gustav IV Adolf of Sweden[image: External link]. They declined because of his Catholic religion and the political uncertainty about his future, as did the family of Princess Adelheid of Hohenlohe-Langenburg[image: External link], a niece of Queen Victoria[image: External link].

Finally Louis-Napoleon announced that he found the right woman: Eugénie du Derje de Montijo[image: External link], age 23, 16th Countess of Teba[image: External link] and 15th Marquise of Ardales[image: External link]. Her maternal grandfather, William Kirkpatrick of Closeburn, was a Scottish wine merchant. She received much of her education in Paris. Her beauty attracted Louis-Napoleon, who, as was his custom, tried to seduce her, but Eugénie told him to wait for marriage. The civil ceremony took place at Tuileries Palace[image: External link] on 22 January 1853, and a much grander ceremony was held a few days later at Cathedral of Notre Dame de Paris[image: External link]. In 1856, Eugénie gave birth to a son and heir-apparent, Napoléon, Prince Imperial[image: External link].[75]

Safe with an heir, Napoleon III resumed his "petites distractions" with other women. Eugénie faithfully performed the duties of an Empress, entertaining guests and accompanying the Emperor to balls, opera, and theater. She traveled to Egypt to open the Suez Canal[image: External link] and officially represented him whenever he traveled outside France.

Though a fervent Catholic and conservative on many other issues, she strongly advocated equality for women. She pressured the Ministry of National Education[image: External link] to give the first baccalaureate[image: External link] diploma to a woman and tried unsuccessfully to induce the Académie française[image: External link] to elect the writer George Sand[image: External link] as its first female member.[76]
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 Foreign policy (1852–60)




In foreign policy, Napoleon III aimed to reassert French influence in Europe and around the world. He was a supporter of popular sovereignty, and of nationalism.[6] In Europe, he allied with Britain and defeated Russia in the Crimean War[image: External link] (1854–56). French troops assisted Italian unification by fighting on the side of the Kingdom of Piedmont[image: External link]-Sardinia. In return, in 1860 France received Savoy[image: External link] and the county of Nice[image: External link]. Later, however, to appease fervent French Catholics, he sent soldiers to defend the residual Papal States[image: External link] against annexation by Italy.[77][78]
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 Principle of Nationalities




In a speech at Bordeaux shortly after becoming Emperor, Napoleon III proclaimed that "The Empire means peace" ("L'Empire, c'est la paix"), reassuring foreign governments that he would not attack other European powers in order to extend the French Empire. He was, however, determined to follow a strong foreign policy to extend France's influence, and warned that he would not stand by and allow another European power to threaten its neighbour.

He was also, at the beginning of his reign, an advocate of a new "principle of nationalities" (principe des nationalités), supporting the creation of new states based on nationality, such as Italy, in place of the old multinational empires, such as the Habsburg Monarchy (Empire of Austria; since 1867 Austria-Hungary). In this he was influenced by his uncle's policy, as described in the Mémorial de Sainte-Hélène. In all of his foreign policy ventures, he put the interests of France first. These new states, Napoleon III felt, would become natural allies and partners of France.[79]
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 Alliance with Britain and the Crimean War (1853–56)




Main article: Crimean War[image: External link]


From the start of the Empire, Napoleon III sought an alliance with Britain. He had lived there while in exile and saw Britain as a natural partner in the projects he wished to accomplish. An opportunity soon presented itself: In early 1853, Tsar Nicholas I of Russia[image: External link] put pressure on the weak Turkish government, demanding that Turkey give Russia a protectorate over the Christian countries of the Balkans as well as control over Constantinople[image: External link] and the Dardanelles[image: External link]. Turkey, backed by Britain and France, refused Russia's demands, and a joint British-French fleet was sent to support Turkey. When Russia refused to leave the Romanian territories it had occupied, Britain and France declared war on March 27, 1854.[80]

It took France and Britain six months to organize a full-scale military expedition to the Black Sea. The Anglo-French fleet landed thirty thousand French and twenty thousand British soldiers in the Crimea[image: External link] on 14 September, and began to lay siege to the major Russian port of Sevastopol[image: External link]. As the siege dragged on, the French and British armies were reinforced and troops from the Kingdom of Sardinia[image: External link] joined them, reaching a total of 140,000 soldiers, but they suffered terribly from epidemics of typhus[image: External link], dysentery[image: External link], and cholera[image: External link]. During the 332 days of the siege, the French lost 95,000 soldiers, 75,000 of which because of disease. The suffering of the army in the Crimea was carefully concealed from the French public by press censorship.[81]

The death of Tsar Nicholas I on March 2, 1855, and his replacement by Alexander II[image: External link], changed the political equation. In September, after a massive bombardment, the Anglo-French army of fifty thousand men stormed the Russian positions, and the Russians were forced to evacuate Sevastopol. Alexander II sought a political solution, and negotiations were held in Paris in the new building of the French Foreign Ministry on the Quai d'Orsay[image: External link], from February 25 to April 8, 1856.[80]

The Crimean War added three new place names to Paris; Alma, named for the first French victory on the river of that name, Sevastopol, and Malakoff, named for a tower in the center of the Russian line captured by the French[image: External link]. It had two important diplomatic consequences: Alexander II became an ally of France and Britain and France were reconciled. In April 1855, Napoleon III and Eugénie went to England and were received by the Queen; in turn, Victoria visited Paris, the first British monarch to do so in centuries.[82]

The defeat of Russia and the alliance with Britain gave France increased authority and prestige in Europe. This was the first war between European powers since the close of the Napoleonic Wars and the Congress of Vienna, marking a breakdown of the alliance system that had maintained peace for nearly half a century. The war also effectively ended the Concert of Europe[image: External link] and the Quadruple Alliance[image: External link], or "Waterloo Coalition," that the other four powers had established. The Paris Peace Conference of 1856[image: External link] represented a high-water mark for the regime in foreign affairs.[83] It encouraged Napoleon III to make an even bolder foreign policy venture in Italy.[84]
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 Italian Campaign




On the evening of 14 January 1858, he and the Empress escaped an assassination attempt unharmed. A group of conspirators threw three bombs at the royal carriage as it made its way to the opera. Eight members of the escort and bystanders were killed and over one hundred people injured. The culprits were quickly arrested. The leader was an Italian nationalist, Felice Orsini[image: External link], who was aided by a French surgeon Simon Bernard. They believed that, if Napoleon III were killed, a republican revolt would immediately follow in France, and the new republican government would help all Italian states win independence from Austria and achieve national unification. Bernard was in London, where, since he was a political exile, the British government refused to extradite him, but Orsini was tried, convicted and executed on 13 March 1858. The bombing focused the attention of France, and particularly of Napoleon III, on the issue of Italian nationalism.[85]

Part of Italy, particularly the kingdom of Piedmont[image: External link]- Sardinia[image: External link] (officially "Kingdom of Sardinia"), was independent, but Central Italy was still ruled by the Pope and Lombardy, Venice and much of the north was ruled by Austria. Other states were de jure independent (e.g. the Duchy of Parma or the Grand Duchy of Tuscany) but de facto totally under Austrian influence. Napoleon III had fought with the Italian patriots against the Austrians when he was young, and his sympathy was with them, but the Empress, most of his government and the Catholic Church in France supported the Pope and the existing governments. The British Government was also hostile to the idea of promoting nationalism in Italy. Despite the opposition in his government and in his own palace, Napoleon III did all that he could to support the cause of Piedmont-Sardinia. The King of Piedmont-Sardinia[image: External link], Victor Emmanuel II[image: External link], was invited to Paris in November 1855, and given the same royal treatment as Queen Victoria.

Count Cavour[image: External link], the Prime Minister of Piedmont-Sardinia, came to Paris with the King and employed an unusual emissary in his efforts to win the support of Napoleon III. He brought his beautiful young cousin, Virginia Oldoini, Countess of Castiglione[image: External link] (1837–99), to Paris to meet the Emperor. As Cavour had hoped, she caught his eye and became his mistress. Between 1855 and 1857, she used the opportunity to pass messages and to plead the Italian cause.[86]

In July 1858, Napoleon arranged a secret visit by Count Cavour[image: External link]. They agreed to join forces and drive the Austrians from Italy. In exchange, Napoleon III asked for Savoy (the ancestral land of the King of Piedmont-Sardinia) and the then bilingual county of Nice, which had been taken from France after Napoleon's fall in 1815 and given to Piedmont-Sardinia. Cavour protested that Nice was Italian, but Napoleon responded that "these are secondary questions. There will be time later to discuss them."[87]

Assured of the support of Napoleon III, Count Cavour began to prepare the army of Piedmont-Sardinia for war against Austria. Napoleon III looked for diplomatic support. He approached Lord Derby[image: External link], the Prime Minister[image: External link] and the British Government; Britain was against the war, but agreed to remain neutral. Still facing strong opposition within his own government, In the spring of 1858 Napoleon III offered to negotiate a diplomatic solution with the twenty-eight-year-old Emperor Franz Joseph I of Austria[image: External link], but the Austrians demanded the disarmament of Piedmont-Sardinia first, and sent a fleet with thirty thousand soldiers to reinforce their garrisons in Italy. Napoleon III responded on 26 January 1859 by signing a treaty of alliance with Piedmont-Sardinia; Napoleon promised to send two hundred thousand soldiers to help one hundred thousand soldiers from Piedmont-Sardinia to force the Austrians out of northern Italy; in return France would receive the county of Nice and Savoy provided that their populations would agree in a referendum.[88]

It was the Emperor Franz Joseph[image: External link], growing impatient, who finally unleashed the war. On 23 April 1859 he sent an ultimatum to the government of Piedmont-Sardinia demanding that they stop their military preparations and disband their army. On 26 April Count Cavour rejected the demands, and on 27 April the Austrian army invaded Piedmont.
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 War in Italy – Magenta and Solferino (1859)




Napoleon III, though he had very little military experience, decided to lead the French army in Italy himself. Part of the French army crossed over the Alps, while the other part, with the Emperor, landed in Genes ( Genoa[image: External link]) on 18 May 1859. Fortunately for Napoleon and the Piedmontese, the commander of the Austrians, General Giulay, was not very aggressive. His forces greatly outnumbered the Piedmontese army at Turin, but he hesitated, allowing the French and Piedmontese to unite their forces.

Napoleon III wisely left the fighting to his professional generals. The first great battle of the war, on 4 June 1859, was fought at the town of Magenta[image: External link]. It was long and bloody, and the French center was exhausted and nearly broken, but the battle was finally won by a timely attack on the Austrian flank by the soldiers of General MacMahon. The Austrians had seven thousand men killed and five thousand captured, while the French forces had four thousand men killed. The battle was largely remembered because, soon after it was fought, patriotic chemists in France gave the name of the battle to their newly discovered bright purple chemical dye; the dye and the colour took the name magenta[image: External link].[89]

The rest of the Austrian Army was able to escape while Napoleon III and King Victor-Emmanuel made a triumphal entry on 10 June into the city of Milan[image: External link], previously ruled by the Austrians. They were greeted by huge, jubilant crowds waving Italian and French flags.

The Austrians had been driven from Lombardy, but the army of General Giulay remained in the region of Venice. His army had been reinforced and numbered 250,000 men, slightly more than the French and Piedmontese. On 24 June, the second and decisive battle was fought at Solferino[image: External link]. This battle was even longer and bloodier than Magenta; in a long series of bayonet charges against the Austrian line, forty thousand men died, including 17 500 French soldiers. Napoleon III was horrified by the thousands of dead and wounded on the battlefield. He proposed an armistice to the Austrians, which was accepted on 8 July. A formal treaty ending the war was signed on 11 November 1859.[90]

Count Cavour and the Piedmontese were bitterly disappointed by the abrupt end of the war. Lombardy had been freed, but Venetia (the Venice region) was still controlled by the Austrians, and the Pope was still the ruler of Rome and Central Italy. Cavour angrily resigned his post. Napoleon III returned to Paris on 17 July, and a huge parade and celebration were held on 14 August, in front of the Vendôme column, the symbol of the glory of Napoleon I. Napoleon III celebrated the day by granting a general amnesty to the political prisoners and exiles he had chased from France.[91]

In Italy, even without the French army, the process of Italian unification launched by Cavour and Napoleon III took on a momentum of its own. There were uprisings in central Italy and the Papal states, and Italian patriots, led by Garibaldi[image: External link], invaded and took over Sicily which would lead to the collapse of the Kingdom of the Two Sicilies[image: External link]. Napoleon III wrote to the Pope and suggested that he "make the sacrifice of your provinces in revolt and confide them to Victor-Emmanuel." The Pope, furious, declared in a public address that Napoleon III was a "liar and a cheat".[92] Rome and the surrounding Latium region (in Italian: Lazio) remained in Papal hands, and therefore did not immediately become the capital of the newly created Kingdom of Italy, and Venetia was still occupied, but the rest of Italy had come under the rule of Victor Emmanuel.

As Cavour had promised, Savoy and the county of Nice were both returned to France in 1860, after a popular referendum; in Nice, 25,734 voted for union with France, just 260 against. On 18 February 1861, the first Italian parliament met in Turin, and on 23 March, Victor-Emmanuel was proclaimed King of Italy. Count Cavour died a few weeks later, declaring that "Italy is made."[93]

Napoleon's support for the Italian patriots and his confrontation with Pope Pius IX over who would govern Rome made him unpopular with fervent French Catholics, and even with Empress Eugénie, who was a fervent Catholic. To win over the French Catholics and his wife, he agreed to guarantee that Rome would remain under the Pope and independent from the rest of Italy, and agreed to keep French troops there. The capital of Italy became Turin (in 1861) then Florence (in 1865), not Rome. However, in 1862, Garibaldi gathered an army to march on Rome, under the slogan, "Rome or death." To avoid a confrontation between Garibaldi and the French soldiers, the Italian government arrested Garibaldi and put him in prison. Napoleon III sought but was unable to find a diplomatic solution that would allow him to withdraw French troops from Rome, while guaranteeing that the city would remain under Papal control.

Garibaldi made another attempt to capture Rome in November 1867 but was defeated by the French and Papal troops near the town of Mentana[image: External link] on 3 November 1867.

The garrison of eight thousand French troops remained in Rome until August 1870, when they were recalled at the start of the Franco-Prussian War[image: External link]. In September 1870, Garibaldi's soldiers finally entered Rome and made it the capital of Italy.[94]

After the successful conclusion of the Italian campaign, and the joining of Savoy and Nice to the territory of France, the Continental foreign policy of Napoleon III entered a calmer period. Expeditions to distant corners of the world and the expansion of the Empire replaced major changes in the map of Europe. The Emperor's health declined; he gained weight, he began to dye his hair to cover the gray, he walked slowly because of gout[image: External link], and in 1864, at the military camp of Châlons-en-Champagne[image: External link], he suffered the first medical crisis from his gallstones[image: External link], the ailment that would kill him nine years later. He was less engaged in governing and less attentive to detail, but still sought opportunities to increase French commerce and prestige globally.[95]
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 Overseas empire




Main article: French colonial empire § Napoleon III: 1852-70[image: External link]
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 Establishing a Mexican empire




In 1862, Napoleon III sent troops[image: External link] to Mexico in an effort to establish an allied monarchy in the Americas, with Archduke Ferdinand Maximilian of Austria[image: External link] enthroned as Emperor[image: External link] Maximilian I[image: External link]. However, the Second Mexican Empire[image: External link] faced resistance from the republican government of President[image: External link] Benito Juárez[image: External link]. After victory in the American Civil War[image: External link] in 1865, the United States made clear that France would have to leave. It sent 50,000 troops under General Philip H. Sheridan[image: External link] to the U.S.-Mexico border, and helped resupply Juárez. Napoleon was stretched very thin; he had committed 40,000 troops to Mexico, 20,000 to Rome to guard the Pope against the Italians, and another 80,000 in restive Algeria. Furthermore, Prussia, having just defeated Austria, was an imminent threat. Napoleon realized his predicament and withdrew his troops from Mexico in 1866. Maximilian was overthrown and executed.[96][97]

In southeast Asia Napoleon III was more successful in establishing control one slice at a time. He took over[image: External link] Cochinchina[image: External link] (the southernmost[image: External link] part of modern Vietnam, including Saigon[image: External link]) in 1862, as well as a protectorate[image: External link] over Cambodia[image: External link] in 1863. Additionally, France had a sphere of influence[image: External link] during the 19th century and early 20th century in southern China, including a naval base at Kuangchow Bay ( Guangzhouwan[image: External link]).[98]
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 Life at the court of Napoleon III




Following the model of the Kings of France and of his uncle, Napoleon Bonaparte, Napoleon III moved his official residence to the Tuileries Palace[image: External link], where he had a suite of rooms on the ground floor of the south wing between the Seine and the "Pavillon de l'Horloge" (Clock pavilion), facing the garden.

The word Tuilerie, plural Tuileries, means Brickworks or Tile-making works. The Palace was given that name because the neighbourhood in which it had been built in 1564 was previously known for its numerous mason and tiler businesses.

Napoleon III's bedroom was decorated with a talisman from Charlemagne[image: External link], a symbol of good luck for the Bonaparte family, while his office featured a portrait of Julius Caesar[image: External link] by Ingres[image: External link], and a large map of Paris, which he used to show his ideas for the reconstruction of Paris to his prefect of the Seine department, Baron Haussmann[image: External link]. The Emperor's rooms were overheated and were filled with smoke, as he smoked cigarette after cigarette. The Empress occupied a suite of rooms just above his, highly decorated in the style of Louis XVI with a pink salon, a green salon and a blue salon.[99]

The court moved with the Emperor and Empress from palace to palace each year following a regular calendar. At the beginning of May, the Emperor and court moved to the Château de Saint-Cloud[image: External link], for outdoor activities in the park. In June and July, they moved with selected guests to the Palace of Fontainebleau[image: External link], for walks in the forest, and boating on the lake. In July, the court moved to a thermal bath for a health cure; first to Plombières[image: External link], then to Vichy[image: External link], then, after 1856, to the military camp and residence he had built at Châlons-sur-Marne[image: External link] (nowadays: Châlons-en-Champagne) where he could take the waters and review military parades and exercises. Beginning in 1856, the Emperor and Empress spent each September in Biarritz[image: External link] in the Villa Eugenie, a large villa overlooking the sea.[100] They would walk on the beach or travel to the mountains, and in the evenings they would dance and sing and play cards and take part in other games and amateur theatricals and charades with their guests. In November the court moved to the Château de Compiègne[image: External link], for forest excursions, dancing and more games. Famous scientists and artists, such as Louis Pasteur[image: External link], Gustave Flaubert[image: External link], Eugène Delacroix[image: External link] and Giuseppe Verdi[image: External link], were invited to participate in the festivities at Compiègne.[101]

At the end of the year the Emperor and Court returned to the Tuileries Palace, and gave a series of formal receptions, and three or four grand balls, with six hundred guests, early in the new year. Visiting dignitaries and monarchs were frequent guests. During carnival there were a series of very elaborate costume balls, on the themes of different countries and different historical periods, for which guests sometimes spent small fortunes on their costumes.
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 Arts




Main article: Paris during the Second Empire[image: External link]


Napoleon III had conservative and traditional taste in art: his favourite painters were Alexandre Cabanel[image: External link] and Franz Xaver Winterhalter[image: External link], who received major commissions, and whose work was purchased for state museums. At the same time, he followed public opinion, and he made an important contribution to the French avant-garde. In 1863, the jury of the Paris Salon[image: External link], the famous annual showcase of French painting, headed by the ultra-conservative director of the Academy of Fine Arts, the Comte de Nieuwerkerke, refused all submissions by avant-garde artists, including those by Édouard Manet[image: External link], Camille Pissarro[image: External link] and Johan Jongkind[image: External link]. The artists and their friends complained, and the complaints reached Napoleon III. His office issued a statement: "Numerous complaints have come to the Emperor on the subject of the works of art which were refused by the jury of the Exposition. His Majesty, wishing to let the public judge the legitimacy of these complaints, has decided that the works of art which were refused should be displayed in another part of the Palace of Industry."[102]

Following Napoleon's decree, an exhibit of the rejected paintings, called the Salon des Refusés[image: External link] , was held in another part of the Palace of Industry, where the Salon took place. More than a thousand visitors a day came to see now-famous paintings as Édouard Manet[image: External link]'s Déjeuner sur l'herbe[image: External link] and James McNeill Whistler's Symphony in White, No. 1: The White Girl[image: External link]. '[103] The journalist Émile Zola[image: External link] reported that visitors pushed to get into the crowded galeries where the refused paintings were hung, and the rooms were full of the laughter and mocking comments of many of the spectators. While the paintings were ridiculed by many critics and visitors, the work of the avant-garde became known for the first time to the French public, and it took its place alongside the more traditional style of painting.[104]

Napoleon III also began or completed the restoration of several important historic landmarks, carried out for him by Eugène Viollet-le-Duc[image: External link]. He restored the flèche[image: External link], or spire, of the Cathedral of Notre-Dame de Paris[image: External link], which had been partially destroyed and desecrated during the French Revolution. In 1855 he completed the restoration, begun in 1845, of the stained glass windows of the Sainte-Chapelle[image: External link], and in 1862 he declared it a national historical monument. In 1853, he approved and provided funding for Viollet-le-Duc's restoration of the medieval town of Carcassonne[image: External link]. He also sponsored Viollet-le-Duc's restoration of the Château de Vincennes[image: External link] and the Château de Pierrefonds[image: External link], In 1862, he closed the prison which had occupied the Abbey of Mont-Saint-Michel[image: External link] since the French Revolution, where many important political prisoners had been held, so it could be restored and opened to the public.
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 Social and economic policies
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 Social policy and reforms




From the beginning of his reign Napoleon III launched a series of social reforms aimed at improving the life of the working class. He began with small projects, such as opening up two clinics in Paris for sick and injured workers, a program of legal assistance to those unable to afford it, and subsidies to companies which built low-cost housing for their workers. He outlawed the practice of employers taking possession of or making comments in the work document that every employee was required to carry; negative comments meant that workers were unable to get other jobs. In 1866, he encouraged the creation of a state insurance fund to help workers or peasants who became disabled, and to help their widows and families.[105]

To help the working class, Napoleon III offered a prize to anyone who could develop an inexpensive substitute for butter; the prize was won by the French chemist Hippolyte Mège-Mouriès[image: External link], who in 1869 patented a product he named oleomargarine, later shortened to simply margarine[image: External link].[106]
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 Rights to strike and organize (1864–66)




His most important social reform was the 1864 law which gave French workers the right to strike, which had been forbidden since 1810. In 1866 he added to this an "Edict of Tolerance," which gave factory workers the right to organize. He issued a decree regulating the treatment of apprentices, limited working hours on Sundays and holidays, and removed from the Napoleonic Code[image: External link] the infamous article 1781, which said that the declaration of the employer, even without proof, would be given more weight by the court than the word of the employee.[107]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Education for girls and women, and school reform (1861–69)




Napoleon III and the Empress Eugénie worked to give girls and women greater access to public education. In 1861, through the direct intervention of the Emperor and the Empress, Julie-Victoire Daubié[image: External link] became the first woman in France to receive the baccalauréat[image: External link] diploma.[108] In 1862, the first professional school for young women was opened, and Madeleine Brès became the first woman to enroll in the Faculty of Medicine at the University of Paris[image: External link].

In 1863, he made Victor Duruy[image: External link], the son of a factory worker and a respected historian, his new Minister of Public Education. Duruy greatly accelerated the pace of the reforms, often coming into conflict with the Catholic church, which wanted the leading role in education. Despite the opposition of the church, Duruy opened schools for girls in each commune with more than five hundred residents, a total of eight hundred new schools.[109]

Between 1863 and 1869, Duruy created scholastic libraries for fifteen thousand schools, and required that primary schools offer courses in history and geography. Secondary schools began to teach philosophy, which had been banned by the previous regime at the request of the Catholic church. For the first time public schools in France began to teach contemporary history, modern languages, art, gymnastics and music. The results of the school reforms were dramatic: in 1852, over 40 percent of army conscripts in France were unable to read or write. By 1869, the number had dropped to 25 percent. The rate of illiteracy among both girls and boys dropped to 32 percent. [109]

At the university level, Napoleon III founded new faculties in Marseille[image: External link], Douai[image: External link], Nancy[image: External link], Clermont-Ferrand[image: External link] and Poitiers[image: External link], and founded a network of research institutes of higher studies in the sciences, history, and economics. These also were criticized by the Catholic Church. The Cardinal-Archbishop of Rouen, Monseigneur Bonnechose, wrote: "True science is religious, while false science, on the other hand, is vain and prideful; being unable to explain God, it rebels against him."[110]
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 Economic policy
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 Lower tariffs and the opening of French markets (1860)




One of the centerpieces of the economic policy of Napoleon III was the lowering of tariffs and the opening of French markets to imported goods. He had been in Britain in 1846 when Prime Minister Robert Peel[image: External link] had lowered tariffs on imported grains, and he had seen the benefits to British consumers and the British economy. However, he faced bitter opposition from many French industrialists and farmers, who feared British competition. Convinced he was right, he sent his chief economic advisor, Michel Chevalier[image: External link], to London to begin discussions, and secretly negotiated a new commercial agreement with Britain, calling for the gradual lowering of tariffs in both countries. He signed the treaty, without consulting with the Assembly, on 23 January 1860. Four hundred of the top industrialists in France came to Paris to protest, but he refused to yield. Industrial tariffs on such products as steel rails for railways were lowered first; tariffs on grains were not lowered until June 1861. Similar agreements were negotiated with the Netherlands, Italy, and France's other neighbors. France's industries were forced to modernize and become more efficient to compete with the British, as Napoleon III had intended. Commerce between the countries surged.[111]
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 Economic expansion and social change




By the 1860s, the huge state investment in railways, infrastructure and fiscal policies of Napoleon III had brought dramatic changes to the French economy and French society. French people travelled in greater numbers, more often and farther than they had ever travelled before. The opening of the first public school libraries by Napoleon III and the opening by Louis Hachette[image: External link] of the first bookstores in Napoleon's new train stations led to the wider circulation of books around France.[112]

During the Empire industrial production increased by 73 percent, growing twice as rapidly but still in second place to Britain. From 1850 to 1857, the French economy grew at a pace of five percent a year, and exports grew by sixty percent between 1855 and 1869.[113]

French agricultural production increased by sixty percent, spurred by new farming techniques taught at the agricultural schools started in each Department by Napoleon III, and new markets opened by the railways. The threat of famine, which for centuries had haunted the French countryside, receded. The last recorded famine in France was in 1855.[113]

During the Empire, the migration of the rural population to the cities increased. The portion of the population active in agriculture dropped from 61 percent in 1851 to 54 percent in 1870.[114]

The average salary of French workers grew by 45 percent during the Second Empire, but only kept up with price inflation. On the other hand, more French people than ever were able to save money; the number of bank accounts grew from 742 889 in 1852 to 2 079 141 in 1870.[114]
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 Growing opposition and liberal concessions (1860–70)




Despite the economic progress the country had made, domestic opposition to Napoleon III was slowly growing, particularly in the Corps législatif (Parliament). The republicans on the left had always opposed him, believing he had usurped power and suppressed the Republic. The conservative Catholics were increasingly unhappy, because he had taken away most of the Papal States from the Pope, and because he had built up the public education system, which was a rival to the Catholic system. Many businessmen, particularly in the metallurgical and textile industries, were unhappy, because he had reduced the tariffs on British products, putting the British products in direct competition with their own. The members of Parliament were particularly unhappy with him for dealing with them only when he needed money. When he had liberalized trade with England, he had not even consulted them.[115]

Napoleon's large-scale program of public works, and his expensive foreign policy, had created rapidly mounting government debts; the annual deficit was about 100 million gold-francs, and the cumulative debt had reached nearly 1 000 million gold-francs (1 billion in US readings). The Emperor needed to restore the confidence of the business world, and to involve the legislature and have them share responsibility.

On 24 December 1861, Napoleon III, against the opposition of his own ministers, issued a decree announcing that the legislature would have greater powers. The Senate and the assembly could, for the first time, give a response to the Emperor's program, ministers were obliged to defend their programs before the assembly, and the right of Deputies to amend the programs was enlarged. On 1 February 1861, further reforms were announced: Deputies could speak from the tribune, not just from their seats, and a stenographic record would be made and published of each session. Another even more important reform was announced on 31 December 1861: the budget of each ministry would be voted section by section, not in a block, and the government could no longer spend money by special decree when the legislature was not in session. He did retain the right to change the budget estimates section by section.

The Deputies quickly took advantage of their new rights; the Emperor's Italian policy was bitterly condemned in Parliament, and anti-government amendments by the pro-Catholic deputies were narrowly defeated by votes of 158 to 91 in the Corps législatif and 79 to 61 in the Senate.[116]

In the legislative elections of 31 May 1863, the pro-government candidates received 5 308 000 votes, while the opposition received 1 954 000 votes, three times more than in the previous elections. The rural departments still voted for Napoleon III's candidates, but in Paris 63 percent of the votes went to anti-government republican candidates, with similar numbers in all the large cities. The new assembly contained a large opposition block ranging from Catholics outraged by the Papal policies to Legitimists, Orleanists, protectionists and republicans, armed with new powers given to them by the Emperor himself.[117][118]

Despite the opposition in the legislature, Napoleon III's reforms remained popular in the rest of the country. A new plebiscite was held in 1870[image: External link], on the text: "The people approve the liberal reforms added to the Constitution since 1860 by the Emperor, with the agreement of the legislative bodies and ratified by the Senate on April 20, 1870." Napoleon III saw this as a referendum on his rule as Emperor: "By voting yes," he wrote, "you will chase away the threat of revolution; you will place the nation on a solid base of order and liberty, and you will make it easier to pass on the Crown to my son." When the votes were counted, Napoleon III had lost Paris and the other big cities but decisively won the rest of the country. The final vote was 7 336 434 votes yes, 1 560 709 votes no, and 1 900 000 abstentions. Léon Gambetta[image: External link], the leader of the republican opposition, wrote in despair, "We were crushed. The Emperor is more popular than ever."[119]
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 Later years
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 Declining health and early rise of Prussia




Through the 1860s, the health of the Emperor steadily worsened. It had been damaged by his six years in prison at Ham; he had chronic pains in his legs and feet, particularly when it was cold, and as a result, he always lived and worked in overheated rooms and offices. He smoked heavily. He distrusted doctors and disregarded medical advice, and attributed any problems simply to "rheumatism", for which he regularly visited the hot springs at Vichy[image: External link] and other spas. It became difficult for him to ride a horse, and he was obliged to walk slowly, often with a cane. From 1869 onwards, the crises of his urinary tract were treated with opium[image: External link], which made him seem lethargic, sleepy and apathetic. His writing became hard to read, and his voice weak. In the spring of 1870 he was visited by an old friend from England, Lord Malmesbury[image: External link]. Malmesbury found him to be "terribly changed and very ill."[120]

The health problems of the Emperor were kept secret by the government, which feared that, if his condition became public, the opposition would demand his resignation. One newspaper, the Courrier de la Vienne, was warned by the censors to stop publishing articles which had "a clear and malicious intent to spread, contrary to the truth, alarms about the health of the Emperor."[121]

At the end of June 1870, a specialist in the problems of urinary tracts, Germain Sée[image: External link] was finally summoned to examine him. Sée reported that the Emperor was suffering from a gallstone[image: External link]. On 2 July, four eminent French doctors, Nélaton, Ricord, Fauvel and Corvisart, examined him and confirmed the diagnosis. They were reluctant to operate, however, because of the high risk (gallstone operations did not become relatively safe until the 1880s) and because of the Emperor's weakness. Before anything further could be done, however, France was in the middle of a diplomatic crisis.[122]

In the 1860s, a new rival to French power in Europe appeared on the horizon; Prussia[image: External link], and its chancellor, Otto von Bismarck[image: External link], who had ambitions for Prussia to lead a unified Germany. In May 1862, Bismarck came to Paris on a diplomatic mission and met Napoleon III for the first time. They had cordial relations. On 30 September 1862, however, in Munich, Bismarck declared, in a famous speech: "It is not by speeches and votes of the majority that the great questions of our period will be settled, as one believed in 1848, but by iron and blood." Bismarck saw Austria and France as the main obstacles to his ambitions, and set out to divide and defeat them.


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Search for allies, and war between Austria and Prussia




In the winter and spring of 1864, when the German Confederation invaded and occupied the German-speaking provinces of Denmark (Schleswig and Holstein), Napoleon III recognized the threat that a unified Germany would pose to France, and he looked for allies to challenge Germany, without success.

The British government was suspicious that Napoleon wanted to take over Belgium and Luxembourg, felt secure with its powerful navy, and did not want any military engagements on the European continent at the side of the French.

The Russian government was also suspicious of Napoleon, whom it believed had encouraged Polish nationalists to rebel against Russian rule. Bismarck and Prussia, on the other hand, had offered assistance to Russia to help crush the Polish patriots.[123]

In October 1865, Napoleon had a cordial meeting with Bismarck at Biarritz. They discussed Veneto[image: External link] (Venetia), Austria's remaining province in Italy. Bismarck told Napoleon that Germany had no secret arrangement to give Veneto to Italy, and Napoleon assured him in turn that France had no secret understanding with Austria. Bismarck hinted vaguely that, in the event of a war between Austria and Prussia, French neutrality would be rewarded with some sort of territory as a compensation. Napoleon III had Luxembourg in mind.[124]

In 1866, relations between Austria and Prussia worsened and Bismarck demanded the expulsion of Austria from the German confederation. Napoleon and his foreign minister, Drouyn de Lhuys[image: External link], expected a long war and an eventual Austrian victory. Napoleon III felt he could extract a price from both Prussia and Austria for French neutrality. On 12 June 1866, France signed a secret treaty with Austria, guaranteeing French neutrality in a Prussian-Austrian war. In exchange, in the event of an Austrian victory, Austria would give Veneto to France, and also would create a new independent German state on the Rhine, which would become an ally of France. At the same time, Napoleon proposed a secret treaty with Bismarck, promising that France would remain neutral in a war between Austria and Prussia. In the event of a Prussian victory, France would recognize Prussia's annexation of smaller German states, and France, in exchange, would receive a portion of German territory, the Palatinate region north of Alsatia. Bismarck, rightly confident of success due to the modernization of the Prussian Army, summarily rejected Napoleon's offer.

On 15 June, the Prussian Army invaded Saxony[image: External link], an ally of Austria. On 2 July, Austria asked Napoleon to arrange an armistice between Italy, which had allied itself with Prussia, and Austria, in exchange for which France would receive the Veneto Region. But on 3 July, the Prussian army crushed the Austrian army at the Battle of Sadowa[image: External link], in Bohemia. The way to Vienna was open for the Prussians, and Austria asked for an armistice. The armistice was signed on 22 July; Prussia annexed the Kingdom of Hanover, the Electorate of Hesse-Kassel, the Duchy of Nassau and the Free City of Frankfurt on the Main, with a combined population of four million people.[125]

The Austrian defeat was followed by a new crisis in the health of Napoleon III. Metternich, the Austrian Ambassador to France, saw the Emperor on 7 July and reported: "Since I have known the Emperor, never have I seen him in such a state of complete prostration." Marshal Canrobert, who saw him on 28 July, wrote that the Emperor "was pitiful to see. He could barely sit up in his armchair, and his drawn face expressed at the same time moral anguish and physical pain."[125]
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 Luxembourg Crisis




Main article: Luxembourg Crisis[image: External link]


Napoleon III still hoped to receive some compensation from Prussia for French neutrality during the war. His foreign minister, Drouyn, asked Bismarck for the Palatinate region on the Rhine which belonged to Bavaria, and for the demilitarization of Luxembourg, which was the site of a formidable fortress (now a UNESCO World Heritage site) having then a strong Prussian garrison in accordance with international treaties. Napoleon's senior advisor, Rouher, increased the demands, asking that Prussia accept the annexation by France of Belgium and of Luxembourg.

Luxembourg had regained its de jure[image: External link] independence in 1815 as a Grand Duchy. However, that status was tainted by a personal union[image: External link] with the Netherlands. King William III of the Netherlands[image: External link], who was also Grand Duke of Luxembourg treating Luxembourg as if it was his personal property, desperately needed money. As a consequence, he was prepared to sell out the Grand Duchy to France (thus legally committing high treason and perjury as he had sworn an oath on the Luxembourgish constitution).

Bismarck swiftly intervened and showed the British ambassador a copy of Napoleon's demands, and he put pressure on the King of the Netherlands to refuse to sell the Grand Duchy to France. France was forced to renounce any claim to Luxembourg in the Treaty of London (1867)[image: External link]. Napoleon III gained nothing for his efforts but the demilitarization of the Luxembourg fortress[image: External link].[126]
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 Failure to increase the size of the French army




Despite his failing health, Napoleon III could see that the Prussian Army, combined with the armies of Bavaria and the other German states, would be a formidable enemy. In 1866, Prussia, with a population of 22 million, had been able to mobilize an army of 700,000 men, while France, with population of 26 million, had an army of only 385,000 men, of whom 100,000 were in Algeria, Mexico, and Rome.[127] In the autumn of 1867, Napoleon III proposed a form of universal military service, similar to the Prussian system, to increase the size of the French Army, if needed, to 1 million. His proposal was opposed by many French officers, such as Marechal Randon, who preferred a smaller, more professional army; he said: "This proposal will only give us recruits; it's soldiers we need."[128] It was also strongly opposed by the republican opposition in the French parliament, who denounced the proposal as a militarization of French society. The republican deputy, Émile Ollivier[image: External link], who later became Napoleon's prime minister, declared: "The armies of France, which I always considered too large, are now going to be increased to an exorbitant size. Why? What is the necessity? Where is the danger? Who is threatening us? ...If France were to disarm, the Germans would know how to convince their governments to do the same. "[129] Facing almost certain defeat in the parliament, Napoleon III withdrew the proposal. It was replaced in January 1868 by a much more modest project to create a garde mobile, or reserve force, to support the army. [130]
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 A last search for allies




Following the defeat of Austria, Napoleon resumed his search for allies against Prussia. In April 1867, he proposed an alliance, defensive and offensive, with Austria. If Austria joined France in a victorious war against Prussia, Napoleon promised that Austria could form a new confederation with the southern states of Germany and could annex Silesia[image: External link], while France took for its part the left bank of the Rhine River[image: External link].

But the timing of Napoleon's offer was poorly chosen; Austria was in the process of a major internal reform, creating a new twin monarchy structure with two components, one being the Empire of Austria and the other being the Kingdom of Hungary.

Also, the French attempt to install the archduke Maximilian, the brother of the Austrian Emperor, was just coming to its disastrous conclusion; the French troops had just been withdrawn from Mexico in February 1867, and the unfortunate Maximilian would be captured, judged and shot by a firing squad on 19 June. Napoleon III made these offers again in August 1867, on a visit to offer condolences for the death of Maximilian, but the proposal was not received with enthusiasm.[131]

Napoleon III also made one last attempt to persuade Italy to be his ally against Prussia. Italian King Victor-Emmanuel was personally favorable to a better relationship with France, remembering the role that Napoleon III had played in achieving Italian unification, but Italian public opinion was largely hostile to France; on 3 November 1867, French and Papal soldiers had fired upon the Italian patriots of Garibaldi, when he tried to capture Rome. Napoleon presented a proposed treaty of alliance on 4 June 1869, the anniversary of the joint French-Italian victory at Magenta. The Italians responded by demanding that France withdraw its troops who were protecting the Pope, in Rome. Given the opinion of fervent French Catholics, this was a condition Napoleon III could not accept.[133]

While Napoleon III was having no success finding allies, Bismarck signed secret military treaties with the southern German states, who promised to provide troops in the event of a war between Prussia and France. In 1868, Bismarck signed an accord with Russia, giving Russia liberty of action in the Balkans in exchange for neutrality in the event of a war between France and Prussia. This treaty put additional pressure on Austria, which also had interests in the Balkans, not to ally itself with France. Bismarck also reached out to the liberal government of William Gladstone[image: External link] in London, offering to protect the neutrality of Belgium against a French threat. The British Foreign Office under Lord Clarendon mobilized the British Fleet, to dissuade France against any aggressive moves against Belgium. In any war between France and Prussia, France would be entirely alone.[134]

Otto von Bismarck[image: External link], the Prussian Minister-President (his official title as head of the Prussian government), thought that French vanity would lead to war; he exploited that vanity in the Ems Dispatch[image: External link] in July 1870. France took the bait and declared war on Prussia.[135]
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 Hohenzollern candidacy and the Ems telegram




Main article: Ems Dispatch[image: External link]


In his memoirs written long after the war, Bismarck wrote: "I always considered that a war with France would naturally follow a war against Austria... I was convinced that the gulf which was created over time between the north and the south of Germany could not be better overcome than by a national war against the neighbouring people who were aggressive against us. I did not doubt that it was necessary to make a French-German war before the general reorganization of Germany could be realized."[136] As the summer of 1870 approached, pressure mounted on Bismarck to have a war with France as quickly as possible. In Bavaria[image: External link], the largest of the southern German states, unification with (mostly Protestant) Prussia was being opposed by the Patriotic Party, which favoured a confederacy of (Catholic) Bavaria with (Catholic) Austria. German Protestant public opinion was on the side of unification with Prussia, but might not remain so forever.

In France, patriotic sentiment was also growing. On 8 May 1870, French voters had overwhelmingly supported Napoleon III's program in a national plebiscite, with 7 358 000 votes yes against 1 582 000 votes no, an increase of support of two million votes since the legislative elections in 1869. The Emperor was less popular in Paris and the big cities, but highly popular in the French countryside. Napoleon had named a new foreign minister, Antoine Agenor, the Duke de Gramont[image: External link], the French ambassador to Berlin, who was hostile to Bismarck. The Emperor was weak and ill, but the more extreme Bonapartists were prepared to show their strength against the republicans and monarchists in the parliament.[137]

In July 1870, Bismarck found a cause for a war in an old dynastic dispute. In September 1868, Queen Isabella II of Spain[image: External link] had been overthrown and exiled to France. The new government of Spain considered several candidates, including Leopold, Prince of Hohenzollern, a cousin of King Wilhelm I[image: External link] of Prussia[image: External link]. At the end of 1869 Napoleon III had let it be known to the Prussian king and his Chancellor Bismarck that a Hohenzollern prince on the throne of Spain would not be acceptable to France. King Wilhelm had no desire to enter into a war against Napoleon III and did not pursue the subject further. At the end of May, however, Bismarck wrote to the father of Leopold, asking him to put pressure upon his son to accept the candidacy to be King of Spain. Leopold, solicited by both his father and Bismarck, agreed.

The news of Leopold's candidacy, published 2 July 1870, aroused fury in the French parliament and press. The government was attacked by both the republicans and monarchist opposition, and by the ultra-bonapartists, for its weakness against Prussia. On 6 July Napoleon III held a meeting of his ministers at the château of Saint-Cloud and told them that Prussia must withdraw the Hohenzollern candidacy or there would be a war. He asked Marshal Leboeuf[image: External link], the chief of staff of the French army, if the army was prepared for a war against Prussia. Leboeuf responded that the French soldiers had a superior rifle to the Prussian rifle, that the French artillery was commanded by an elite corps of officers, and that the army "would not lack a button on its puttees." He assured the Emperor that the French army could have four hundred thousand men on the Rhine in less than fifteen days.[138]

King Wilhelm I did not want to be seen as the instigator of the war; he had received messages urging restraint from the Czar, Queen Victoria, and the King of the Belgians[image: External link]. On 10 July, he told Leopold's father that his candidacy should be withdrawn. Leopold resisted the idea, but finally agreed on the 11th, and the withdrawal of the candidacy was announced on the 12th, a diplomatic victory for Napoleon. On the evening of the 12th, after meeting with the Empress and with his foreign minister, Gramont, he decided to push his success a little further; he would ask King Wilhelm to guarantee the Prussian government would never again make such a demand for the Spanish throne.

The French Ambassador to Prussia, Count Vincent Benedetti[image: External link], was sent to the German spa resort of Bad Ems, where the Prussian King was staying. Benedetti met with the King on 13 July in the park of the château. The King told him courteously that he agreed fully with the withdrawal of the Hohenzollern candidacy, but that he could not make promises on behalf of the government for the future. He considered that the matter was closed. As he was instructed by Gramont, Benedetti asked for another meeting with the King to repeat the request, but the King politely, yet firmly, refused. Benedetti returned to Paris and the affair seemed finished. However, Bismarck edited the official dispatch of the meeting to make it appear that both sides had been hostile: "His majesty the King," the dispatch read, "refused to meet again with the French ambassador, and let him know, through an aide-de-camp of service, that His Majesty had nothing more to say to the Ambassador." This version was communicated to governments, and the next day was in the French press.[139]

The Ems telegram[image: External link] had exactly the effect that Bismarck had intended. Once again, public opinion in France was inflamed. "This text produced the effect of a red flag to the Gallic bull," Bismarck later wrote. Gramont, the French foreign minister, declared that he felt "he had just received a slap." The leader of the conservatives in Parliament, Thiers, spoke for moderation, arguing that France had won the diplomatic battle and there was no reason for war, but he was drowned out by cries that he was a traitor and a Prussian. Napoleon's new prime minister, Émile Ollivier[image: External link], declared that France had done all that it could humanly and honourably do to prevent the war, and that he accepted the responsibility "with a light heart." A crowd of 15–20,000 persons, carrying flags and patriotic banners, marched through the streets of Paris, demanding war. On 19 July 1870 a declaration of war was sent to the Prussian government.[140]
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 Defeat in the Franco-Prussian War




When France entered the war there were patriotic demonstrations in the streets of Paris, with crowds singing the Marseillaise and chanting "To Berlin! To Berlin!" But Napoleon was melancholic, telling General Lepic that he expected the war to be "long and difficult", and wondering "Who knows if we'll come back?" He told Maréchal Randon that he felt too old for a military campaign.[141] Despite his ill health, Napoleon decided to go with the army to the front as commander in chief, as he had done during the successful Italian campaign. On 28 July, he departed Saint-Cloud by train for the front. He was accompanied by the 14-year-old Prince Imperial in the uniform of the army, by his military staff, and by a large contingent of chefs and servants in livery. He was pale and visibly in pain. The Empress remained in Paris as the regent, as she had done on other occasions when the Emperor was out of the country.

The mobilization of the French army was chaotic. Two hundred thousand soldiers converged on the German frontier, along a front of 250 kilometers, choking all the roads and railways for miles. Officers were unable to find their units, and units were unable to find their officers. Von Moltke and the German army, with experience mobilizing in the war against Austria, were able to efficiently move three armies of 518 000 men to a more concentrated front of just 120 kilometers. In addition, the German soldiers were backed by a substantial reserve of the Landwehr[image: External link] (Territorial defence), with 340 000 men, and an additional reserve of 400 000 territorial guards. The French army arrived at the frontier equipped with maps of Germany, but without maps of France – where the actual fighting would take place – and without a specific plan of what it was going to do.[142]

On 2 August, Napoleon and the Prince Imperial accompanied the army as it made a tentative crossing of the German border toward the city of Saarbrücken[image: External link]. The French won a minor skirmish and advanced no further. Napoleon III, very ill, was unable to ride his horse, and had to support himself by leaning against a tree. In the meantime, the Germans had assembled a much larger army opposite Alsatia and Lorraine than the French had expected or were aware of. On 4 August 1870 the Germans attacked with overwhelming force against a French division in Alsatia at the Battle of Wissembourg[image: External link] (German: Weissenburg), forcing it to retreat. On 5 August the Germans defeated another French Army at the Battle of Spicheren[image: External link] in Lorraine[image: External link].

On 6 August, 140 000 Germans attacked 35 000 French soldiers at the Battle of Wörth[image: External link]; the French lost 19,200 soldiers killed, wounded and captured, and were forced to retreat. The French soldiers fought bravely, and French cavalry and infantry attacked the German lines repeatedly, but the Germans had superior logistics, communications, and leadership. The decisive weapon was the new German Krupp six pound field gun[image: External link], which had a steel barrel and was loaded by the breech, and had a longer range, more rapid rate of fire, and more accuracy than the bronze muzzle-loading French cannons. The Krupp guns caused terrible casualties in the French ranks.[143]

When the news of the French defeats reached Paris on 7 August, it was greeted with disbelief and dismay. Prime Minister Ollivier and the chief of staff of the army, Marshal Leboeuf both resigned. The Empress Eugénie took it upon herself as the Regent to name a new government. She chose General Cousin-Montauban[image: External link], better known as the Count of Palikao, seventy-four years old, the former commander of the French expeditionary force to China, as her new prime minister. The Count of Palikao named Maréchal François Achille Bazaine[image: External link], the commander of the French forces in Lorraine, as the new military commander. Napoleon III proposed returning to Paris, realizing that he was doing no good for the army. The Empress, in charge of the government responded by telegraph, "Don't think of coming back, unless you want to unleash a terrible revolution. They will say you quit the army to flee the danger." The Emperor agreed to remain with the army.[144] With the Empress directing the country, and Bazaine commanding the army, the Emperor no longer had any real role to play. At the front, the Emperor told Marshal Leboeuf, "we've both been dismissed."[145]

On 18 August 1870, the biggest battle of the war, the Battle of Gravelotte[image: External link] took place in Lorraine[image: External link] between the Germans and the army of Marshal Bazaine[image: External link]. The Germans suffered 20 000 casualties and the French 12 000, but the Germans emerged as the victor, as Marshal Bazaine's army, with 175 000 soldiers, six divisions of cavalry and five hundred cannons, was trapped inside the fortifications of Metz, unable to move.[146]

Napoleon was at Châlons-sur-Marne[image: External link] with the army of Marshal Patrice de MacMahon[image: External link]. MacMahon, Marshal Bazaine, and the count of Palikao, with the Empress in Paris, all had different ideas on what the army should do next, and the Emperor had to act as a referee among them. The Emperor and MacMahon proposed moving their army closer to Paris to protect the city, but on 17 August Bazaine telegraphed to the Emperor: "I urge you to renounce this idea, which seems to abandon the Army at Metz... Couldn't you make a powerful diversion toward the Prussian corps, which are already exhausted by so many battles? The Empress shares my opinion." Napoleon III wrote back, "I yield to your opinion."[147] The Emperor sent the Prince Imperial back to Paris for his safety, and went with the weary army in the direction of Metz. The Emperor, riding in an open carriage, was jeered, sworn at and insulted by demoralized soldiers.[146]

The direction of movement of MacMahon's army was supposed to be secret, but it was published in the French press and thus was quickly known to the German general staff. The German commander, Helmuth von Moltke[image: External link], ordered two Prussian armies which were marching toward Paris to turn towards MacMahon's army. On 30 August one corps of MacMahon's army was attacked by the Germans at Beaumont, losing five hundred men and forty cannons. MacMahon, believing he was ahead of the Germans, decided to stop and reorganize his forces at the fortified city of Sedan[image: External link], in the Ardennes[image: External link] close to the Belgian border.[148]
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 Battle of Sedan and capitulation




Further information: Battle of Sedan (1870)


MacMahon arrived at Sedan with one hundred thousand soldiers not knowing that two German armies were closing in on the city, one from the west and one from the east, blocking any escape. The Germans arrived on 31 August and by 1 September occupied the heights around Sedan, placed batteries of artillery, and began to shell the French positions below. At five o'clock in the morning on 1 September, MacMahon was seriously wounded in the hip by a German shell. Sedan was soon under bombardment from seven hundred German guns.[149] MacMahon's replacement, General Wimpffen, launched a series of valiant cavalry attacks to try to break the German encirclement, with no success. During the battle and bombardment, the French lost seventeen thousand killed or wounded, and twenty-one thousand captured.

As the German shells rained down on the French positions, Napoleon III wandered aimlessly in the open around the French positions. One officer of his military escort was killed, and two more were wounded. A doctor accompanying him wrote in his notebook, "If this man has not come here to kill himself, I don't know what he has come to do. I have not seen him give an order all morning."[150]

Finally, at one o'clock in the afternoon, Napoleon emerged from his reverie and gave the order for a white flag to be hoisted above the citadel. He then had a message sent to the Prussian King, who was at Sedan with his army: "Monsieur my brother, not being able to die at the head of my troops, nothing remains for me but to place my sword in the hands of Your Majesty."[151]

After the war, when he was accused of having made a "shameful surrender" at Sedan, he wrote: "Some people believe that, by burying ourselves under the ruins of Sedan, we would have better served my name and my dynasty. It's possible. Nay, to hold in my hand the lives of thousands of men and not to make a sign to save them was something that was beyond my capacity....my heart refused these sinister grandeurs."[152]

At six o'clock in the morning on 2 September, in the uniform of a general, and accompanied by four generals from his staff, Napoleon was taken to the German headquarters at Donchery. He expected to see King William, but instead he was met by Bismarck and the German commander, General von Moltke. They dictated the terms of the surrender to Napoleon. Napoleon asked that his army be disarmed and allowed to pass into Belgium, but Bismarck refused. They also asked Napoleon to sign the preliminary documents of a peace treaty, but Napoleon refused, telling them that negotiating the peace would be the responsibility of the French government headed by the regent, the Empress Eugénie. The Emperor was then taken to the Chateau at Bellevue, where he was visited by the Prussian King. Napoleon told the King that he had not wanted the war, but had been forced into it by public opinion. The Prussian king politely agreed. That evening, from the Chateau, he wrote to the Empress Eugénie: "It is impossible for me to say what I have suffered and what I am suffering now...I would have preferred death to a capitulation so disastrous, and yet, under the present circumstances, it was the only way to avoid the butchering of sixty thousand people. If only all my torments were concentrated here! I think of you, our son, and our unhappy country."[153]
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The news of the capitulation reached Paris on 3 September, confirming the rumors that were already circulating in the city. When the news was given to the Empress that the Emperor and the army were prisoners, she reacted by shouting at the Emperor's personal aide, "No! An Emperor does not capitulate! He is dead!...They are trying to hide it from me. Why didn't he kill himself! Doesn't he know he has dishonored himself?!".[154] Later, when hostile crowds formed near the palace, and the staff began to flee, the Empress slipped out with one of her entourage and sought sanctuary with her American dentist, who took her to Deauville[image: External link]. From there, on 7 September, she took the yacht of a British official to England. On 4 September, a group of republican deputies, led by Léon Gambetta[image: External link], gathered at the Hôtel de Ville (City Hall) in Paris and proclaimed the return of the Republic, and the creation of a Government of National Defence[image: External link]. The Second Empire of Napoleon III was over.[155]
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 Captivity, exile and death
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 Final months




From 5 September 1870 until 19 March 1871, Napoleon III and his entourage of thirteen aides were held in comfortable captivity in a castle at Wilhelmshöhe[image: External link], near Kassel[image: External link]. Eugénie traveled incognito to Germany to visit Napoleon.[156]

General Bazaine, besieged with a large part of the remaining French army in the fortification of Metz, had on September 23 secret talks with Bismarck's envoys. The idea was that Bazaine established a conservative regime in France, for himself or for Napoleon's son.[157] Bazaine's envoy, who spoke to Bismarck at Versailles on October 14, declared that the army in Metz was still loyal to Napoleon. Bazaine was willing to take over power in France after the Germans had defeated the republic in Paris. Because of the weakening of the French overall position Bismarck lost interest in this option.[158]

Napoleon himself proposed on November 27 in a memorandum to Bismarck: After a peace and the surrender of Paris the Prussian king might call the French people to accept Napoleon again as Emperor. But this moment Metz had already fallen, leaving Napoleon without a power basis. Bismarck did not see much chance for a restored empire as Napoleon had looked like a marionette of the enemy.[159] A last initiative of Eugénie failed in January also because of a late arrival of her envoy from London. Bismarck refused to acknowledge the former empress also as this had caused irritations with Britain and Russia. Shortly later, the Germans signed a truce with the French government.[160]

Napoleon continued to write political tracts and letters, and dreamed of a return to power. Bonapartiste candidates participated in the first elections for the National Assembly on 8 February, but won only five seats. On 1 March, the newly elected assembly officially declared the removal of the Emperor from power, and placed all the blame for the French defeat squarely on him.[156] When peace was arranged between France and Germany, Bismarck released Napoleon. He decided to go into exile in England. Napoleon had limited funds; he sold properties and jewels, and arrived in England on 20 March 1871.

Napoleon, Eugénie, their son and their entourage settled at Camden Place,[161] a large three-story country house in the village of Chislehurst[image: External link], a half-hour by train from London. He was received by Queen Victoria, who also visited him at Chislehurst.[162] Louis-Napoleon had a longtime connection with Chislehurst and Camden Place: years earlier, while exiled in England, he had often visited Emily Rowles, whose father had owned Camden Place in the 1830s. She had assisted his escape from French prison in 1846.

He had also paid attention to another English girl, Elizabeth Howard, who later gave birth to a son, whose father (not Louis-Napoleon) settled property on her to support the son, via a trust whose trustee was Nathaniel Strode. Strode bought Camden Place in 1860 and spent large sums of money transforming it into a French chateau. Strode had also received money from the Emperor, possibly to buy Camden Place and maintain it as a bolt-hole.[163]

Napoleon passed his time writing and designing a stove which would be more energy efficient. In the summer of 1872, his health began to worsen. Doctors recommended surgery to remove his gallstones. After two operations he became very seriously ill. His last words were, "Isn't it true that we weren't cowards at Sedan?" He was given last rites, and died on 9 January 1873.[164]

Napoleon was originally buried at St Mary's[image: External link], the Catholic Church in Chislehurst. However, after his son, an officer in the British Army, died in 1879 fighting against the Zulus in South Africa, Eugénie decided to build a monastery and a chapel for the remains of Napoleon III and their son. In 1888, the bodies were moved to the Imperial Crypt at St Michael's Abbey[image: External link], Farnborough, Hampshire[image: External link], England.[165]
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 Personal life
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 Sexuality




Louis Napoleon has a historical reputation as a womanizer, yet he referred to his behaviour in the following manner: "It is usually the man who attacks. As for me, I defend myself, and I often capitulate."[166] He had many mistresses. During his reign, it was the task of Count Felix Bacciochi[image: External link], his social secretary, to arrange for trysts and to procure women for the emperor's favours. His affairs were not trivial sideshows: they distracted him from governing, affected his relationship with the empress, and diminished him in the views of the other European courts.[167] Among his numerous love affairs and mistresses were:[168]


	
Mathilde Bonaparte[image: External link], his cousin and fiancée

	Maria Anna Schiess (1812–80), of Allensbach (Lake Constance, Germany), mother of his son Bonaventur Karrer (1839–1921)[169]


	Alexandrine Éléonore Vergeot, laundress at the prison at Ham[image: External link], mother of his sons Alexandre Louis Eugène and Louis Ernest Alexandre[170]


	
Elisa Rachel Felix[image: External link], the "most famous actress in Europe"

	
Harriet Howard[image: External link] (1823–65) wealthy and a major financial backer

	
Virginia Oldoini, Countess of Castiglione[image: External link] (22 March 1837 – 28 November 1899) Spy, artist and famous beauty, sent by Camillo Cavour[image: External link] to influence the Emperor's politics

	
Marie-Anne Walewska[image: External link], a possible mistress, who was the wife of Count Alexandre Colonna-Walewski, his relative and foreign minister

	Justine Marie Le Boeuf, also known as Marguerite Bellanger[image: External link], actress and acrobatic dancer. Bellanger was falsely rumoured to be the illegitimate daughter of a hangman, and was the most universally loathed of the mistresses, though perhaps his favorite[171]


	Countess Louise de Mercy-Argenteau[image: External link] (1837–90), likely a platonic[image: External link] relationship, author of The Last Love of an Emperor, her reminiscences of her association with the emperor.



His wife, Eugénie, resisted his advances prior to marriage. She was coached by her mother and her friend, Prosper Mérimée. "What is the road to your heart?" Napoleon demanded to know. "Through the chapel, Sire", she answered.[166] Yet, after marriage, it took not long for him to stray as Eugénie found sex with him "disgusting".[166] It is doubtful that she allowed further approaches by her husband once she had given him an heir.[167][ who?[image: External link]]

By his late forties, Napoleon started to suffer from numerous medical ailments, including kidney disease[image: External link], bladder stones, chronic bladder and prostate[image: External link] infections, arthritis[image: External link], gout[image: External link], obesity[image: External link], and the chronic effects of smoking. In 1856, Dr. Robert Ferguson, a consultant called from London, diagnosed a "nervous exhaustion" that had a "debilitating impact upon sexual ... performance"[168] which he also reported to the British government[image: External link].[167]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 Policies
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With Prosper Mérimée, Napoleon III continued to seek the preservation of numerous mediaeval buildings in France, which had been left disregarded since the French revolution (a project Mérimée had begun during the July Monarchy). With Viollet-le-Duc[image: External link] acting as chief architect, many buildings were saved, including some of the most famous in France: Notre Dame Cathedral[image: External link], Mont Saint-Michel[image: External link], Carcassonne[image: External link], Vézelay Abbey[image: External link], Pierrefonds, and Roquetaillade[image: External link] castle.

Napoleon III also directed the building of the French railway network, which greatly contributed to the development of the coal mining and steel industry in France, thereby radically changing the nature of the French economy, which entered the modern age of large-scale capitalism.[172] The French economy, the second largest in the world at the time (behind the British economy), experienced a very strong growth during the reign of Napoleon III. Names such as steel tycoon Eugène Schneider[image: External link] or banking mogul James de Rothschild[image: External link] are symbols of the period. Two of France's largest banks, Société Générale[image: External link] and Crédit Lyonnais[image: External link], still in existence today, were founded during that period. The French stock market also expanded prodigiously, with many coal mining and steel companies issuing stocks. Historians credit Napoleon chiefly for supporting the railways, but not otherwise building the economy.[173]

Napoleon's military pressure and Russian mistakes, culminating in the Crimean War, dealt a fatal blow to the Concert of Europe[image: External link]. It was based on stability and balance of powers, whereas Napoleon attempted to rearrange the world map to France's favour even when it involved radical and potentially revolutionary changes in politics. A 12-pound cannon[image: External link] designed by France is commonly referred to as a Napoleon cannon or 12-pounder Napoleon in his honour.
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 Historical reputation




The historical reputation of Napoleon III is far below that of his uncle. Victor Hugo[image: External link] portrayed him as "Napoleon the Small" (Napoléon le Petit[image: External link]), a mere mediocrity, in contrast with Napoleon I "The Great", presented as a military and administrative genius. In France, such arch-opposition from the age's central literary figure, whose attacks on Napoleon III were obsessive and powerful, made it impossible for a very long time to assess his reign objectively. Karl Marx[image: External link], in The Eighteenth Brumaire of Louis Napoleon[image: External link], famously mocked Napoleon III by saying "Hegel remarks somewhere that all great world-historical facts and personages appear, so to speak, twice. He forgot to add: the first time as tragedy, the second time as farce." Napoleon III has often been seen as an authoritarian but ineffectual leader who brought France into dubious, and ultimately disastrous, foreign military adventures.[174]

Historians have also emphasized his attention to the fate of the working classes and poor people. His book Extinction du paupérisme ("Extinction of pauperism"), which he wrote while imprisoned at the Fort of Ham in 1844, contributed greatly to his popularity among the working classes and thus his election in 1848. Throughout his reign the emperor worked to alleviate the sufferings of the poor, on occasion breaching the 19th-century economic orthodoxy of freedom and laissez-faire[image: External link] and using state resources or interfering in the market. Among other things, the Emperor granted the right to strike to French workers in 1864, despite intense opposition from corporate lobbies.

Marxist sociologist Göran Therborn[image: External link] has characterized the reign of Napoleon III as the "first modern bourgeois regime", one which combined a movement of mass support with 'bourgeois' rule, albeit through authoritarian statist means.[175] According to Therborn, such a form of rule, ossified upon the point of crisis, proves fatal to such regimes once major external crises emerge, inevitable under Marxist exploitation theory.[176]
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 In film





	
Guy Bates Post[image: External link] plays Louis Napoleon in Maytime[image: External link] (1936).

	
Leon Ames[image: External link] played him in Suez[image: External link] (1938), although Loretta Young[image: External link] as Eugénie is a more prominent character.

	
Claude Rains[image: External link] portrays him in Juarez[image: External link] (1939) as a weak man ready to betray Maximilian in Mexico.

	
Walter Franck[image: External link] plays Napoleon III in the German biopic[image: External link] Bismarck[image: External link] (1940)

	
Jerome Cowan[image: External link] plays Napoleon III in The Song of Bernadette[image: External link] (1943).
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 Titles, styles, honours and arms





	
20 April 1808 – 9 July 1810: His Imperial and Royal Highness Prince Louis-Napoléon of France, Prince of Holland

	
20 April 1808 – 20 December 1848: His Imperial Highness Prince Louis-Napoléon of France

	
20 December 1848 – 2 December 1852: His Imperial Highness Louis-Napoléon Bonaparte, The Prince-President of the French Republic ("Son Altesse Impériale le Prince-President")

	
2 December 1852 – 1 March 1871: His Imperial Majesty The[image: External link] Emperor of the French

	
1 March 1871 – 9 January 1873: His Imperial Majesty Napoléon III



His full title as Emperor was: His Imperial Majesty[image: External link] Napoleon the Third, By the Grace of God[image: External link] and the will of the Nation, Emperor of the French[image: External link].[177]
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 Writings by Napoleon III





	
Les Idees Napoleoniennes – an outline of Napoleon III's opinion of the optimal course for France, written before he became Emperor.

	
History of Julius Caesar, a historical work he wrote during his reign. He drew an analogy between the politics of Julius Caesar[image: External link] and his own, as well as those of his uncle.

	Napoleon III wrote a number of articles on military matters (artillery), scientific issues ( electromagnetism[image: External link], pro and con of beet versus cane sugar), historical topics (The Stuart[image: External link] kings of Scotland), and on the feasibility of the Nicaragua canal[image: External link]. His pamphlet On the Extinction of Pauperism helped his political advancement.
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 See also





	House of Bonaparte[image: External link]

	Bonapartism[image: External link]

	List of coupled cousins[image: External link]

	Paris during the Second Empire[image: External link]
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Joseph Meifred






Joseph Meifred (1791–1867) was a hornist[image: External link], a pedagogue, and a horn designer. He studied at the Paris Conservatory[image: External link] with Louis-François Dauprat[image: External link] and won the first prize in horn performance in 1818. He later became a professor at the conservatory and taught until his retirement in 1864.

One of his most enduring works is the Method for the chromatic horn, or horn with pistons[image: External link] (1840).
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The French horn (since the 1930s known simply as the "horn" in some professional music circles) is a brass instrument[image: External link] made of tubing wrapped into a coil with a flared bell. The double horn in F/B♭ (technically a variety of German horn[image: External link]) is the horn most often used by players in professional orchestras and bands. A musician who plays any kind of horn is generally referred to as a horn player[image: External link] (or less frequently, a hornist).

Pitch is controlled through the combination of the following factors: speed of propulsion of air through the instrument (controlled by the player's lungs and thoracic diaphragm[image: External link]); diameter and tension of lip aperture (controlled by the player's lip muscles—the embouchure[image: External link]) in the mouthpiece; plus, in a modern French horn, the operation of valves by the left hand, which route the air into extra sections of tubing.[2] Most horns have lever-operated rotary valves[image: External link], but some, especially older horns, use piston valves[image: External link] (similar to a trumpet[image: External link]'s) and the Vienna horn[image: External link] uses double-piston valves, or pumpenvalves[image: External link]. The backward-facing orientation of the bell relates to the perceived desirability to create a subdued sound, in concert situations, in contrast to the more piercing quality of the trumpet. A horn without valves is known as a natural horn, changing pitch along the natural harmonics[image: External link] of the instrument (similar to a bugle[image: External link]). Pitch may also be controlled by the position of the hand in the bell, in effect reducing the bell's diameter. The pitch of any note can easily be raised or lowered by adjusting the hand position in the bell.[3]

Three valves control the flow of air in the single horn, which is tuned to F or less commonly B♭. The more common double horn has a fourth valve, usually operated by the thumb, which routes the air to one set of tubing tuned to F or another tuned to B♭. Triple horns with five valves are also made, tuned in F, B♭, and a descant[image: External link] E♭ or F. Also common are descant doubles, which typically provide B♭ and alto F branches. This configuration provides a high-range horn while avoiding the additional complexity and weight of a triple.

A crucial element in playing the horn deals with the mouthpiece. Most of the time, the mouthpiece is placed in the exact center of the lips, but, because of differences in the formation of the lips and teeth of different players, some tend to play with the mouthpiece slightly off center.[4] Although the exact side-to-side placement of the mouthpiece varies for most horn players, the up-and-down placement of the mouthpiece is generally two-thirds on the upper lip and one-third on the lower lip.[4] When playing higher notes, the majority of players exert a small degree of additional pressure on the lips using the mouthpiece. However, this is undesirable from the perspective of both endurance and tone: excessive mouthpiece pressure makes the horn sound forced and harsh, and decreases player's stamina due to the resulting constricted flow of blood to the lips and lip muscles.[5] It is the goal of all serious brass musicians to develop their technique such that additional mouthpiece pressure is avoided altogether, or at the very least, minimized.



TOP



[image: TOC] TOC Next [image: Next chapter] 
 Name




The name "French horn" is found only in English, first coming into use in the late 17th century. At that time, French makers were preeminent in the manufacture of hunting horns, and were credited with creating the now-familiar, circular "hoop" shape of the instrument. As a result, these instruments were often called, even in English, by their French names: trompe de chasse or cor de chasse (the clear modern distinction between trompes, trumpets, and cors, horns, did not exist at that time). German makers first devised crooks to make such horns playable in different keys—so musicians came to use "French" and "German" to distinguish the simple hunting horn from the newer horn with crooks, which in England was also called by the Italian name corno cromatico (chromatic horn).[6] More recently, "French horn" is often used colloquially, though the adjective has normally been avoided when referring to the European orchestral horn, ever since the German horn began replacing the French-style instrument in British orchestras around 1930.[7] The International Horn Society[image: External link] has recommended since 1971 that the instrument be simply called the horn.[8][9]

There is also a more specific use of "French horn" to describe a particular horn type, differentiated from the German horn[image: External link] and Vienna horn[image: External link]. In this sense, "French horn" refers to a narrow-bore instrument (10.8–11.0 mm [0.43–0.43 in]) with three Périnet (piston) valves. It retains the narrow bell-throat and mouthpipe crooks of the orchestral hand horn of the late 18th century, and most often has an "ascending" third valve. This is a whole-tone valve arranged so that with the valve in the "up" position the valve loop is engaged, but when the valve is pressed the loop is cut out, raising the pitch by a whole tone.[10]
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 General characteristics




The horn is the third-highest-sounding instrument in the brass family, below the trumpet and the cornet. Horns are mostly tuned in B♭ or F, or a combination of both. In some traditions,[ vague[image: External link]] novice players use a single horn in F, while others prefer the B♭ horn. The F horn is used more commonly than the B♭ horn, especially in school bands. Compared to the other brass instruments in orchestras and concert band[image: External link]s, it has a very different mouthpiece[image: External link], but has the widest usable range—approximately four octaves, depending on the ability of the player. Sound is produced by vibrating ("buzzing") the player's lips into the mouthpiece of the instrument. Different partials in the harmonic series[image: External link] can be played by adjusting the air pressure and lip tension, while different harmonic series can be accessed by pressing the valves. More lip tension and faster air produces higher notes, less lip tension and slower air produces lower notes. The player can also adjust the pitch of the instrument through the position of their hand in the bell. The right hand, usually cupped at a "three o-clock" position in the bell, can lower the pitch, depending on how far into the bell the player puts it, by as much as a semitone[image: External link] in the instrument's midrange. The horn plays in a higher portion of its overtone[image: External link] series compared to most brass instruments. Its conical bore[image: External link] (as opposed to the cylindrical bore of the trumpet or trombone[image: External link]) is largely responsible for its characteristic tone.

Today, music for the horn is typically written in F and sounds a perfect fifth lower than written. The limitations on the range of the instrument are primarily governed by the available valve combinations for the first four octaves of the overtone series and after that by the ability of the player to control the pitch through their air supply and embouchure. The typical written ranges for the horn start at either the F♯ immediately below the bass clef or the C an octave below middle A.

The standard range starting from a low F♯ is based on the characteristics of the single horn in F. But there is a great deal of music written beyond this range, on the assumption that players are using a double horn in F/B♭. Its valve combinations allow for the production of every chromatic tone from two octaves on either side of the horn's written middle C (sounding F immediately below the bass clef to F at the top of the treble clef). Although the upper range of the horn repertoire rarely exceeds high C (two octaves above the horn's middle C, sounding F at the top of the treble clef), skilled players can achieve yet higher pitches.

Also important to note is that many pieces from the Baroque to Romantic periods are written in keys other than F. This practice began in the early days of the horn before valves, when the composer would indicate the key the horn should be in (horn in D, horn in C, etc.) and the part would be notated as if it were in C. For a player with a valveless (i.e. natural) horn that is a help, showing where in the harmonic series a particular note is. A player with a modern instrument must provide the final transposition to the correct pitch. For example, a written C for horn in D must be transposed down a minor third and played as an A on an F horn.
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 History




Main article: Horn (instrument)[image: External link]


As the name indicates, humans originally used to blow on the actual horns[image: External link] of animals before starting to emulate them in metal. This original usage survives in the shofar[image: External link], a ram's horn, which plays an important role in Jewish religious rituals[image: External link].

Early metal horns were less complex than modern horns, consisting of brass tubes with a slightly flared opening (the bell) wound around a few times. These early "hunting" horns were originally played on a hunt, often while mounted, and the sound they produced was called a recheat. Change of pitch was effected entirely by the lips (the horn not being equipped with valves until the 19th century). Without valves, only the notes within the harmonic series[image: External link] are available.

Early horns were commonly pitched in B♭ alto, A, A♭, G, F, E, E♭, D, C, and B♭ basso. Since the only notes available were those on the harmonic series of one of those pitches, they had no ability to play in different keys. The remedy for this limitation was the use of crooks[image: External link], i.e., sections of tubing of differing length that, when inserted, altered the length of the instrument, and thus its pitch.

In the mid-18th century, horn players began to insert the right hand into the bell to change the length of the instrument, adjusting the tuning up to the distance between two adjacent harmonics depending on how much of the opening was covered.

In 1818 the German makers Heinrich Stölzel[image: External link] and Friedrich Blümel patented the first valved horn, using rotary valves. Piston valves were introduced in France about 1839 by François Périnet.[11] Valves were initially intended to overcome problems associated with changing crooks during a performance. Valves' unreliability, musical taste, and players' distrust, among other reasons, slowed their adoption into mainstream. Many traditional conservatories and players refused to use them at first, claiming that the valveless horn, or natural horn, was a better instrument. Some musicians, specializing in period instruments, still use a natural horn when playing in original performance styles, seeking to recapture the sound and tenor in which an older piece was written.[12]

The use of valves[image: External link], however, opened up a great deal more flexibility in playing in different keys; in effect, the horn became an entirely different instrument, fully chromatic for the first time. Valves were originally used primarily as a means to play in different keys without crooks, not for harmonic playing. That is reflected in compositions for horns, which only began to include chromatic passages in the late 19th century. When valves were invented, generally, the French made smaller horns with piston valves and the Germans made larger horns with rotary valves.[clarification needed[image: External link]]

In English[image: External link], the term "French horn" is often used because the word "horn" by itself, even in the context of musical instruments, may refer to nearly any wind instrument with a flared exit for the sound.[13][not in citation given[image: External link]] Nevertheless, the International Horn Society[image: External link] has recommended since 1971 that the instrument be simply called the horn, despite the ambiguity of the term.[8][9]
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 Types of horns




Horns may be classified in single horn, double horn, compensating double horn, and triple horn as well as the versatility of detachable bells.
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 Single horn




Single horns use a single set of tubes connected to the valves. This allows for simplicity of use and a much lighter weight. They are usually in the keys of F or B♭, although many F horns have longer slides to tune them to E♭, and almost all B♭ horns have a valve to put them in the key of A. The problem with single horns is the inevitable choice between accuracy or tone – while the F horn has the "typical" horn sound, above third-space C accuracy is concern for the majority of players because, by its nature, one plays high in the horn's harmonic series where the overtones are closer together. This led to the development of the B♭ horn, which, although easier to play accurately, has a less desirable sound in the mid and especially the low register where it is not able to play all of the notes. The solution has been the development of the double horn, which combines the two into one horn with a single lead pipe and bell. Both main types of single horns are still used today as student models because they are cheaper and lighter than double horns. In addition, the single B♭ horns are sometimes used in solo and chamber performances and the single F survives orchestrally as the Vienna horn. Additionally, single F alto and B♭ alto descants are used in the performance of some baroque horn concertos and F, B♭ and F alto singles are occasionally used by jazz[image: External link] performers.

Dennis Brain[image: External link]'s benchmark recordings of the Mozart Horn Concerti were made on a single B♭ instrument by Gebr. Alexander[image: External link], now on display at the Royal Academy of Music[image: External link] in London.
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 Double horn




Despite the introduction of valves, the single F horn proved difficult for use in the highest range, where the partials grew closer and closer, making accuracy a great challenge. An early solution was simply to use a horn of higher pitch—usually B♭. The use of the F versus the B♭ horn was a hotbed of debate between horn players of the late 19th century, until the German horn maker Ed. Kruspe (namesake of his family's brass instrument firm[image: External link]) produced a prototype of the "double horn" in 1897.

The double horn also combines two instruments into a single frame: the original horn in F, and a second, higher horn keyed in B♭. By using a fourth valve (usually operated by the thumb), the horn player can quickly switch from the deep, warm tones of the F horn to the higher, brighter tones of the B♭ horn. The two sets of tones are commonly called "sides" of the horn. Using the fourth valve not only changes the basic length (and thus the harmonic series and pitch) of the instrument, it also causes the three main valves to use proportionate slide lengths.[14]

In the USA, the two most common styles ("wraps") of double horns are named Kruspe and Geyer/Knopf, after the first instrument makers who developed and standardized them. The Kruspe wrap locates the B♭ change valve above the first valve, near the thumb. The Geyer wrap has the change valve behind the third valve, near the little finger (although the valve's trigger is still played with the thumb). In effect, the air flows in a completely different direction on the other model. Kruspe wrap horns tend to be larger in the bell throat than the Geyer wrap horns. Typically, Kruspe models are constructed from nickel silver[image: External link] (also called German silver, an alloy of copper, nickel and zinc, containing no actual silver) while Geyer horns tend to be of yellow brass. Both models have their own strengths and weaknesses, and while the choice of instrument is very personal, an orchestral horn section is usually found to have either one or the other, owing to the differences in tone color, response, and projection of the two different styles.

In Europe the most popular horns are arguably those made by Gebr. Alexander, of Mainz (particularly the Alexander 103), and those made by Paxman[image: External link] in London. In Germany and the Benelux[image: External link] countries, the Alex 103 is extremely popular. These horns do not fit strictly into the Kruspe or Knopf camps, but have features of both. Alexander prefers the traditional medium bell size, which they have produced for many years, whereas Paxman do offer their models in a range of bell throat sizes. In the United States, the Conn[image: External link] 8D, a mass-produced instrument based on the Kruspe design, has been extremely popular in many areas (New York, Los Angeles, Cleveland, Philadelphia). Since roughly the early 1990s, however, for reasons ranging from changing tastes to a general dislike of Conn's newer 8Ds, orchestras have been moving away from the popular Conn 8D. Geyer model horns (by Carl Geyer, Karl Hill, Keith Berg, Steve Lewis, Jerry Lechniuk, Dan Rauch[image: External link], and Ricco-Kuhn) are used in other areas (San Francisco, Chicago, Pittsburgh, Boston, Houston). The CF Schmidt double, with its unique piston change valve, is occasionally found in sections playing Geyer/Knopf model equipment.
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 Compensating double horn




The first design of the double horn did not have a separate set of slides pitched in F. Rather, the main key of the horn was B♭ (the preference of German horn players) and it could be played in F by directing air through the B♭ slides, an F extension, and another set of smaller slides. This "compensated" for the longer length of the F slides, producing a horn now called the compensating double. It was, and still is, widely used by European horn players because of its light weight and ease of playing, especially in the high register.
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 Triple horn




This relatively new design was created to afford the player even more security in the high register. It employs not only the F and B♭ horns, but also a third, descant horn. This descant horn is usually pitched an octave above the F horn, though it can be alternatively pitched in E♭. Some players find the high E♭ to better match the acoustical qualities of the double horn, whereas the high F horn can have a more bugle quality in some cases. However, often players prefer the high F horn because of the more familiar valve fingerings that are identical to the low F side of the triple horn.

The triple horn is activated through the use of a second thumb valve. The triple horn was met with considerable resistance when it first appeared. Horn players were reluctant to spend far more money for a triple horn than they would for a double horn, and a feeling that using a triple horn to help with the high register was "cheating" was rampant among prominent horn players. Also, the horns were much heavier than the average double horn. Players noted that their arms became fatigued much faster. Moreover, the combination of three different horns creates issues with sonority, because the piping shared among all three sides (that is, the lead pipe and bell) are mathematically disproportional to two or all three horn lengths. Horn makers have had to make concessions to "even out" the sound between all three, often to the loss of sound quality of each side or entire ranges of the instrument. Advances in horn production are gradually eliminating these drawbacks, and the triple horn is gaining popularity. They are rarely available in anything lower than professional quality. Like double horns, triple horns can come in both full and compensating wraps. Today they are found being played in many professional orchestras, although the substantial cost difference between double and triple horns limits their usage elsewhere.
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 Detachable bell




The horn, although not large, is awkward in its shape and does not lend itself well to transport where space is shared or limited. To compensate, horn makers can make the bell detachable; this allows for smaller and more manageable horn cases.
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 Related horns




Main article: Horn (instrument)[image: External link]


The variety in horn history necessitates consideration of the natural horn, Vienna horn, mellophone, marching horn, and Wagner tuba.
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 Natural horn




Main article: Natural horn[image: External link]


The natural horn[image: External link] is the ancestor of the modern horn. It is essentially descended from hunting horns, with its pitch controlled by air speed, aperture (opening of the lips through which air passes) and the use of the right hand moving in and out of the bell. Today it is played as a period instrument[image: External link]. The natural horn can only play from a single harmonic series at a time because there is only one length of tubing available to the horn player. A proficient player can indeed alter the pitch by partially muting the bell with the right hand, thus enabling the player to reach some notes that are not part of the instrument's natural harmonic series – of course this technique also affects the quality of the tone. The player has a choice of key by using crooks to change the length of tubing.
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 Vienna horn




Main article: Vienna horn[image: External link]


The Vienna horn[image: External link] is a special horn used primarily in Vienna[image: External link], Austria[image: External link]. Instead of using rotary valves[image: External link] or piston valves[image: External link], it uses the pumpenvalve (or Vienna valve), which is a double-piston operating inside the valve slides, and usually situated on the opposite side of the corpus from the player's left hand, and operated by a long pushrod. Unlike the modern horn, which has grown considerably larger internally (for a bigger, broader, and louder tone), and considerably heavier (with the addition of valves and tubing in the case of the double horn) the Vienna horn very closely mimics the size and weight of the natural horn, (although the valves do add some weight, they are lighter than rotary valves) even using crooks in the front of the horn, between the mouthpiece and the instrument. Although instead of the full range of keys, Vienna horn players usually use an F crook and it is looked down upon to use others, though switching to an A or B♭ crook for higher pitched music does happen on occasion. Vienna horns are often used with funnel shaped mouthpieces similar to those used on the natural horn, with very little (if any) backbore and a very thin rim. The Viennese horn requires very specialized technique and can be quite challenging to play, even for accomplished players of modern horns. The Vienna horn has a warmer, softer sound than the modern horn. Its pumpenvalves facilitate a continuous transition between notes ( glissando[image: External link]); conversely, a more precise operating of the valves is required to avoid notes that sound out of tune.
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 Mellophone




Main article: Mellophone[image: External link]


Two instruments are called a mellophone. The first is an instrument shaped somewhat like a horn, in that it is formed in a circle. It has piston valves and is played with the right hand on the valves. Manufacturing of this instrument sharply decreased in the middle of the 20th century, and this mellophone (or mellophonium) rarely appears today.

The second instrument is used in modern brass bands and marching bands, and is more accurately called a "marching mellophone" or mellophone. A derivative of the F alto horn[image: External link], it is keyed in F. It is shaped like a flugelhorn, with piston valves played with the right hand and a forward-pointing bell. These horns are generally considered better marching instruments[image: External link] than regular horns because their position is more stable on the mouth, they project better, and they weigh less. It is primarily used as the middle voice of drum and bugle corps[image: External link]. Though they are usually played with a V-cup cornet-like mouthpiece, their range overlaps the common playing range of the horn. This mouthpiece switch makes the mellophone louder, less mellow, and more brassy and brilliant, making it more appropriate for marching bands. Often now with the use of converters, traditional conical horn mouthpieces are used to achieve the more mellow sound of a horn to make the marching band sound more like a concert band.

As they are pitched in F or G and their range overlaps that of the horn, mellophones can be used in place of the horn in brass and marching band settings. Mellophones are, however, sometimes unpopular with horn players because the mouthpiece change can be difficult and requires a different embouchure[image: External link]. Mouthpiece adapters are available so that a horn mouthpiece can fit into the mellophone lead pipe, but this does not compensate for the many differences that a horn player must adapt to. The "feel" of the mellophone can be foreign to a horn player. Another unfamiliar aspect of the mellophone is that it is designed to be played with the right hand instead of the left (although it can be played with the left). Intonation can also be an issue when playing the mellophone.[ why?[image: External link]]

While horn players may be asked to play the mellophone, it is unlikely that the instrument was ever intended as a substitute for the horn, mainly because of the fundamental differences described.[15] As an instrument it compromises between the ability to sound like a horn, while being used like a trumpet or flugelhorn, a tradeoff that sacrifices acoustic properties for ergonomics.
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 Marching horn




The marching horn is quite similar to the mellophone in shape and appearance, but is pitched in the key of B♭ (the same as the B♭ side of a regular double horn). It is also available in F alto (one octave above the F side of a regular double horn). The marching horn is also normally played with a horn mouthpiece (unlike the mellophone, which needs an adapter to fit the horn mouthpiece). These instruments are primarily used in marching bands so that the sound comes from a forward-facing bell, as dissipation of the sound from the backward-facing bell becomes a concern in open-air environments. Many college marching bands and drum corps, however, use mellophones instead, which, with many marching bands, better balance the tone of the other brass instruments; additionally, mellophones require less special training of trumpet players, who considerably outnumber horn players.[16]
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Main article: Wagner tuba[image: External link]


The Wagner tuba is a rare brass instrument that is essentially a horn modified to have a larger bell throat and a vertical bell. Despite its name, it is generally not considered part of the tuba[image: External link] family. Invented for Richard Wagner specifically for his work Der Ring des Nibelungen[image: External link], it has since been written for by various other composers, including Bruckner[image: External link], Stravinsky[image: External link] and Richard Strauss[image: External link]. It uses a horn mouthpiece and is available as a single tuba in B♭ or F, or, more recently, as a double tuba similar to the double horn. Its common range is similar to that of the euphonium[image: External link], but its possible range is the same as that of the horn, extending from low F♯, below the bass clef staff to high C above the treble staff when read in F. These low pedals are substantially easier to play on the Wagner tuba than on the horn. Wagner viewed the regular horn as a woodwind rather than a brass instrument, evidenced by his placing of the horn parts in his orchestral scores in the woodwind group and not in their usual place above the trumpets in the brass section.
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 Repertoire




See also: List of compositions for horn[image: External link]


Discussion of the repertoire of horns must recognize the different needs of orchestras and concert bands in contrast to marching bands, as above, but also the use of horns in a wide variety of music, including chamber music and jazz.
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 Orchestra and concert band




The horn is most often used as an orchestral and concert band instrument, with its singular tone being employed by composers to achieve specific effects. Leopold Mozart[image: External link], for example, used horns to signify the hunt, as in his Jagdsinfonie[image: External link] (hunting symphony). Telemann[image: External link] wrote much for the horn, and it features prominently in the work of Handel[image: External link] and in Bach[image: External link]'s Brandenburg Concerto no. 1. Once the technique of hand-stopping[image: External link] had been developed, allowing fully chromatic playing, composers began to write seriously for the horn. Gustav Mahler[image: External link] made great use of the horn's uniquely haunting and distant sound in his symphonies, notably the famous Nachtmusik (serenade) section of his Symphony No. 7[image: External link].

Many composers have written works that have become favorites in the horn repertoire. These include Poulenc[image: External link] (Elegie) and Saint-Saëns (Morceau de Concert for horn and orchestra, op. 94 and Romance, op. 36). Others, particularly Wolfgang Amadeus Mozart[image: External link], whose friend Joseph Leutgeb[image: External link] was a noted horn player, wrote extensively for the instrument, including concerti[image: External link] and other solo works. Mozart's A Musical Joke[image: External link] satirizes the limitations of contemporary horn playing, including the risk of selecting the wrong crook by mistake.

The development of the valve horn was exploited by romantic composers such as Bruckner[image: External link], Mahler[image: External link], and Richard Strauss[image: External link], whose father was a well-known professional horn player. Strauss's Till Eulenspiegel's Merry Pranks[image: External link] contains one of the best known horn solos from this period, relying on the chromatic facility of the valved horn. Schumann's Konzertstück for four horns and orchestra is a notable three-movement work. Brahms had a lifelong love-affair with the instrument, with many prominently featured parts throughout his four symphonies. However players today typically play Brahms on modern valved instruments.
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There is an abundance of chamber music repertoire for horn. It is a standard member of the wind quintet[image: External link] and brass quintet[image: External link], and often appears in other configurations, such as Brahms' Horn Trio[image: External link] for violin, horn and piano (for which, however, Brahms specified the natural horn). Also, the horn can be used by itself in a horn ensemble or "horn choir". The horn choir is especially practical because the extended range of the horn provides the composer or arranger with more possibilities, registerally, sonically, and contrapuntally.
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A classical orchestra usually contained two horns. Typically, the 1st horn played a high part and the 2nd horn played a low part. Composers from Beethoven onwards commonly used four horns. Here, the 1st and 2nd horns played as a pair (1st horn being high, 2nd horn being low), and the 3rd and 4th horns played as another pair (3rd horn being high, 4th horn being low). Music written for the modern horn follows a similar pattern with 1st and 3rd horns being high and 2nd and 4th horns being low.

This configuration serves multiple purposes. It is easier to play high when the adjacent player is playing low and vice versa. Pairing makes it easier to write for horns, as the 3rd and 4th horns can take over from the 1st and 2nd horns, or play contrasting material. For example, if the piece is in C minor, the 1st and 2nd horns might be in C, the tonic major key, which could get most of the notes, and the 3rd and 4th horns might be in E♭, the relative major key, to fill in the gaps.

Many orchestral horn sections today also have an assistant[17] who doubles the 1st horn part for selected passages, joining in loud parts, playing instead of the principal if there is a 1st horn solo approaching, or alternating with the principal if the part is tiring to play.[18] Often the assistant is asked to play a passage after resting a long time. Also, he or she may be asked to enter in the middle of a passage, exactly matching the sound, articulation, and overall interpretation of the principal.
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See also: Category:Jazz horn players[image: External link] and French horn in jazz[image: External link]


The horn has rarely been used in jazz[image: External link] music; colloquially in jazz, the word "horn" refers to any wind instrument. Notable exponents, however, include composer/arranger Gil Evans[image: External link] who included the horn as an ensemble instrument from the 1940s, first in Claude Thornhill[image: External link]'s groups, and later with the pioneering cool jazz[image: External link] nonet led by trumpeter Miles Davis[image: External link], and in many other projects that sometimes also featured Davis, as well as Don Ellis[image: External link], a trumpet player from Stan Kenton[image: External link]'s jazz band. Notable works of Ellis' jazz horn include "Strawberry Soup" and other songs on the album Tears of Joy. Notable improvising horn players in jazz include Julius Watkins[image: External link], Willie Ruff[image: External link], John Graas[image: External link], David Amram[image: External link], John Clark[image: External link], Vincent Chancey[image: External link], Mark Taylor[image: External link], Giovanni Hoffer, Arkady Shilkloper[image: External link], Adam Unsworth, and Tom Varner[image: External link].
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See also: List of horn players[image: External link]



	Gerd Seifert – 1956 winner of the ARD International Music Competition[image: External link] and former principal horn of the Berlin Philharmonic Orchestra[image: External link].

	
Hermann Baumann[image: External link] – 1964 winner of the ARD International Music Competition[image: External link] and former principal horn in various orchestras, including the Stuttgart Radio Symphony Orchestra[image: External link].

	Nobert Hauptmann – 1969 winner of the ARD International Music Competition[image: External link] and former principal horn of the Berlin Philharmonic Orchestra[image: External link].

	
Radek Baborák[image: External link] – famous Czech horn player, former principal horn in Berlin Philharmonic Orchestra[image: External link]. 1994 winner of the ARD International Music Competition[image: External link], Winner of the Concertino Praga in 1988 and 1990, holder of a Grammy Award[image: External link] (1995).

	
Aubrey Brain[image: External link] – celebrated British horn player, father of Dennis Brain and a champion of the French style of instrument

	
Dennis Brain[image: External link] – former principal horn of the Royal Philharmonic Orchestra[image: External link] and the Philharmonia Orchestra[image: External link], with whom Herbert von Karajan[image: External link] made well-known recordings of Mozart[image: External link]'s horn concertos[image: External link].

	
Alan Civil[image: External link] – former principal horn of the Philharmonia Orchestra[image: External link], the Royal Philharmonic Orchestra[image: External link], and the BBC Symphony Orchestra.

	
John Cerminaro[image: External link] – former principal horn of the Seattle Symphony[image: External link], New York Philharmonic[image: External link], and Los Angeles Philharmonic[image: External link].

	
Martin Hackleman[image: External link] – former principal horn of the National Symphony Orchestra[image: External link], former horn of the Canadian Brass[image: External link] and the Empire Brass[image: External link] quintets. Current instructor of horn at University of Missouri[image: External link] - Kansas City Conservatory of Music and Dance.

	
Dale Clevenger[image: External link] – former principal horn of the Chicago Symphony Orchestra[image: External link] (1966–2013).

	
Vincent DeRosa[image: External link] – former principal horn for a number of Hollywood[image: External link] studios and composers including John Williams[image: External link].

	
Richard Dunbar[image: External link] – a player of the French horn, playing in the free jazz scene.

	
Philip Farkas[image: External link] – former principal horn of the Chicago Symphony Orchestra[image: External link], developer of the Holton-Farkas[image: External link] horn and author of several books on horn and brass playing.

	
Douglas Hill[image: External link] – former principal horn of the Madison Symphony Orchestra[image: External link]. notable teacher and composer

	
Philip Myers[image: External link] – principal horn of the New York Philharmonic[image: External link] since 1980.

	
Jeff Nelsen[image: External link] – Canadian Brass[image: External link] hornist since 2000 and Indiana University Jacobs School of Music[image: External link] horn faculty since 2006.

	
Giovanni Punto[image: External link] – horn virtuoso and hand-stopping[image: External link] pioneer, after whom the International Horn Society's annual horn playing award is named. He was also a violinist, concertmaster and composer.

	
David Pyatt[image: External link] – winner of the BBC Young Musician of the Year[image: External link] competition in 1988 and current principal horn of the London Philharmonic Orchestra[image: External link].

	
Gunther Schuller[image: External link] – former principal horn of the Cincinnati Symphony Orchestra[image: External link] and Metropolitan Opera Orchestra and played with Miles Davis[image: External link].

	
Barry Tuckwell[image: External link] – former principal horn of the London Symphony Orchestra[image: External link] and author of several books on horn playing.

	
Radovan Vlatković[image: External link] – 1983 winner of the ARD International Music Competition[image: External link], former principal horn and soloist of the Berlin Radio Symphony Orchestra[image: External link] and professor at the Mozarteum University of Salzburg[image: External link].

	
William VerMeulen[image: External link] – internationally renowned horn soloist and former principal horn of Honolulu Symphony Orchestra[image: External link] current principal Horn of the Houston Symphony Orchestra[image: External link] and professor at Rice University[image: External link] reputed[ who?[image: External link]] to have the highest placement rating of his students in American Orchestras.

	
Stefan Dohr[image: External link] – current principal horn, Berlin Philharmonic Orchestra[image: External link]


	
Stefan de Leval Jezierski[image: External link] – longest serving horn, Berlin Philharmonic Orchestra[image: External link]




People who are more notable for their other achievements, but also play the horn, include actors Ewan McGregor[image: External link] and David Ogden Stiers[image: External link], comedian and television host Jon Stewart[image: External link], journalist Chuck Todd[image: External link], The Who[image: External link] bassist and singer John Entwistle[image: External link], and rapper and record producer B.o.B[image: External link].[19]
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Pierre-Joseph-Guillaume Zimmermann






Pierre-Joseph-Guillaume Zimmermann, (17 March 1785 – 29 October 1853), known as Pierre Zimmerman and Joseph Zimmermann, was a French pianist, composer, and music teacher.
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Zimmermann was born in Paris[image: External link], the son of a piano maker.[1] He attended the Paris Conservatory[image: External link] in 1798, studying piano with François-Adrien Boieldieu; while a student there, he won first prizes for piano in 1800 (Friedrich Kalkbrenner came second)[2] and harmony in 1802. He would later study under Luigi Cherubini[image: External link]. Zimmermann became a piano assistant at the Conservatory in 1811 and a full professor there in 1816, serving until 1848; he refused a position as a professor of counterpoint and fugue in 1821. Among his students were Charles Gounod (who married one of his daughters),[2] Georges Bizet, César Franck, Charles-Valentin Alkan, Ambroise Thomas[image: External link], Louis Lacombe[image: External link], Alexandre Goria[image: External link] and Lefébure-Wély[image: External link]. In 1842 he denied Conservatory admission to 13-year old Louis Moreau Gottschalk[image: External link] without an audition on account of Gottschalk's American nationality, commenting that "America is a country of steam engines". Zimmermann was often assisted in his teaching by Gounod.

Zimmermann wrote two operas, L'enlèvement ( Opéra-Comique[image: External link], 1830) and Nausicaa (never staged). He also composed two piano concertos[image: External link], one piano sonata[image: External link], and numerous other works for piano. His most important legacy is considered his Encyclopédie du pianiste, a complete method of piano playing, including a treatise on harmony and counterpoint.[2]

He died in Paris and is buried in the Auteuil Cemetery in the 16th arrondissement[image: External link].
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	His daughter Juliette married Édouard Dubufe[image: External link]
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Counterpoint






For other uses, see Counterpoint (disambiguation)[image: External link].

In music[image: External link], counterpoint is the relationship between voices[image: External link] that are harmonically[image: External link] interdependent ( polyphony[image: External link]) yet independent in rhythm[image: External link] and contour[image: External link].[1] It has been most commonly identified in the European classical tradition[image: External link], strongly developing during the Renaissance[image: External link] and in much of the common practice period, especially in the Baroque. The term originates from the Latin[image: External link] punctus contra punctum meaning "point against point".
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 General principles




Counterpoint generally involves musical lines with strongly independent identities.[citation needed[image: External link]] Counterpoint has been used to designate a voice or even an entire composition.[2] In each era, contrapuntally[image: External link] organized music writing has been subject to rules—sometimes strict ones. Chords[image: External link] are the simultaneous soundings of notes; whereas harmonic, " vertical[image: External link]" features are considered secondary and almost incidental when counterpoint is the predominant textural element.[citation needed[image: External link]] Counterpoint focuses on melodic interaction—only secondarily on the harmonies produced by that interaction. In the words of John Rahn:


It is hard to write a beautiful song. It is harder to write several individually beautiful songs that, when sung simultaneously, sound as a more beautiful polyphonic whole. The internal structures that create each of the voices separately must contribute to the emergent structure of the polyphony, which in turn must reinforce and comment on the structures of the individual voices. The way that is accomplished in detail is ... 'counterpoint'.[3]
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 Development




Some examples of related compositional techniques include: the round[image: External link] (familiar in folk traditions), the canon[image: External link], and perhaps the most complex contrapuntal convention: the fugue. All of these are examples of imitative counterpoint[image: External link].
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Species counterpoint generally offers less freedom to the composer than other types of counterpoint and therefore is called a "strict" counterpoint. Species counterpoint was developed as a pedagogical tool in which students progress through several "species" of increasing complexity, with a very simple part that remains constant known as the cantus firmus[image: External link] (Latin for "fixed melody"). The student gradually attains the ability to write free counterpoint (that is, less rigorously constrained counterpoint, usually without a cantus firmus) according to the given rules at the time.[4] The idea is at least as old as 1532, when Giovanni Maria Lanfranco described a similar concept in his Scintille di musica (Brescia, 1533). The 16th-century Venetian[image: External link] theorist Zarlino[image: External link] elaborated on the idea in his influential Le institutioni harmoniche, and it was first presented in a codified form in 1619 by Lodovico Zacconi[image: External link] in his Prattica di musica. Zacconi, unlike later theorists, included a few extra contrapuntal techniques, such as invertible counterpoint[image: External link].

In 1725 Johann Joseph Fux[image: External link] published Gradus ad Parnassum[image: External link] (Steps to Parnassus), in which he described five species:


	Note against note;

	Two notes against one;

	Four (modified by others to include three, six, etc.) notes against one;

	Notes offset against each other (as suspensions[image: External link]);

	All the first four species together, as "florid" counterpoint.



A succession of later theorists quite closely imitated Fux's seminal work, often with some small and idiosyncratic modifications in the rules.
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 Considerations for all species




The following rules apply to melodic writing in each species, for each part:


	The final[image: External link] must be approached by step[image: External link]. If the final is approached from below, then the leading tone[image: External link] must be raised in a minor key (Dorian, Hypodorian, Aeolian, Hypoaeolian), but not in Phrygian or Hypophrygian mode. Thus, in the Dorian mode on D, a C♯ is necessary at the cadence[image: External link].[5]


	Permitted melodic intervals are the perfect fourth, fifth, and octave, as well as the major and minor second, major and minor third, and ascending minor sixth. The ascending minor sixth must be immediately followed by motion downwards.

	If writing two skips[image: External link] in the same direction—something that must be only rarely done—the second must be smaller than the first, and the interval between the first and the third note may not be dissonant. The three notes should be from the same triad; if this is impossible, they should not outline more than one octave. In general, do not write more than two skips in the same direction.

	If writing a skip in one direction, it is best to proceed after the skip with motion in the other direction.

	The interval of a tritone[image: External link] in three notes should be avoided (for example, an ascending melodic motion F–A–B♮)[citation needed[image: External link]] as is the interval of a seventh in three notes.

	There must be a climax or high point in the line countering the cantus firmus[image: External link]. This usually occurs somewhere in the middle of exercise and must occur on a strong beat.

	An outlining of a seventh is avoided within a single line moving in the same direction.



And, in all species, the following rules govern the combination of the parts:


	The counterpoint must begin and end on a perfect consonance[image: External link].

	
Contrary motion[image: External link] should predominate.

	Perfect consonances must be approached by oblique or contrary motion.

	Imperfect consonances may be approached by any type of motion.

	The interval of a tenth should not be exceeded between two adjacent parts unless by necessity.

	Build from the bass, upward.
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In first species counterpoint, each note in every added part (parts being also referred to as lines or voices) sounds against one note in the cantus firmus. Notes in all parts are sounded simultaneously, and move against each other simultaneously. Since all notes in First species counterpoint are whole notes, rhythmic independence is not available.[6]

In the present context, a "step" is a melodic interval of a half or whole step. A "skip" is an interval of a third or fourth. (See Steps and skips[image: External link].) An interval of a fifth or larger is referred to as a "leap".

A few further rules given by Fux, by study of the Palestrina style, and usually given in the works of later counterpoint pedagogues,[citation needed[image: External link]] are as follows.


	Begin and end on either the unison, octave, or fifth, unless the added part is underneath, in which case begin and end only on unison or octave.

	Use no unisons except at the beginning or end.

	Avoid parallel fifths or octaves[image: External link] between any two parts; and avoid "hidden" parallel fifths or octaves[image: External link]: that is, movement by similar motion[image: External link] to a perfect fifth or octave, unless one part (sometimes restricted to the higher of the parts) moves by step.

	Avoid moving in parallel fourths. (In practice Palestrina and others frequently allowed themselves such progressions, especially if they do not involve the lowest of the parts.)

	Avoid moving in parallel thirds or sixths for very long.

	Attempt to keep any two adjacent parts within a tenth of each other, unless an exceptionally pleasing line can be written by moving outside of that range.

	Avoid having any two parts move in the same direction by skip

	Attempt to have as much contrary motion as possible.

	Avoid dissonant intervals between any two parts: major or minor second, major or minor seventh, any augmented or diminished interval, and perfect fourth (in many contexts).



In the following example in two parts, the cantus firmus is the lower part. (The same cantus firmus is used for later examples also. Each is in the Dorian mode[image: External link].)
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 Second species




In second species counterpoint, two notes in each of the added parts work against each longer note in the given part.

Additional considerations in second species counterpoint are as follows, and are in addition to the considerations for first species:


	It is permissible to begin on an upbeat, leaving a half-rest in the added voice.

	The accented beat must have only consonance (perfect or imperfect). The unaccented beat may have dissonance, but only as a passing tone, i.e. it must be approached and left by step in the same direction.

	Avoid the interval of the unison except at the beginning or end of the example, except that it may occur on the unaccented portion of the bar.

	Use caution with successive accented perfect fifths or octaves. They must not be used as part of a sequential pattern.
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 Third species




In third species counterpoint, four (or three, etc.) notes move against each longer note in the given part.



Three special figures are introduced into third species and later added to fifth species, and ultimately outside of the restrictions of species writing. There are three figures to consider: The nota cambiata[image: External link], double neighbor tones, and double passing tones. Double neighbor tones: the figure is prolonged over four beats and allows special dissonances. The upper and lower tones are prepared on beat 1 and resolved on beat 4. The fifth note or downbeat of the next measure should move by step in the same direction as the last two notes of the double neighbor figure. Lastly a double passing tone allows two dissonant passing tones in a row. The figure would consist of 4 notes moving in the same direction by step. The two notes that allow dissonance would be beat 2 and 3 or 3 and 4. The dissonant interval of a fourth would proceed into a diminished fifth and the next note would resolve at the interval of a sixth.[7]
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 Fourth species




In fourth species counterpoint, some notes are sustained or suspended in an added part while notes move against them in the given part, often creating a dissonance[image: External link] on the beat, followed by the suspended note then changing (and "catching up") to create a subsequent consonance[image: External link] with the note in the given part as it continues to sound. As before, fourth species counterpoint is called expanded when the added-part notes vary in length among themselves. The technique requires chains of notes sustained across the boundaries determined by beat, and so creates syncopation[image: External link]. Also it is important to note that a dissonant interval is allowed on beat 1 because of the syncopation created by the suspension.
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 Fifth species (florid counterpoint)




In fifth species counterpoint, sometimes called florid counterpoint, the other four species of counterpoint are combined within the added parts. In the example, the first and second bars are second species, the third bar is third species, the fourth and fifth bars are third and embellished fourth species, and the final bar is first species.
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 Contrapuntal derivations




Since the Renaissance[image: External link] period in European music, much contrapuntal music has been written in imitative counterpoint. In imitative counterpoint, two or more voices enter at different times, and (especially when entering) each voice repeats some version of the same melodic element. The fantasia[image: External link], the ricercar[image: External link], and later, the canon[image: External link] and fugue (the contrapuntal form par excellence) all feature imitative counterpoint, which also frequently appears in choral[image: External link] works such as motets[image: External link] and madrigals[image: External link]. Imitative counterpoint spawned a number of devices that composers use to give their works both mathematical rigor[image: External link] and expressive range.[citation needed[image: External link]] These devices include:


	Melodic inversion[image: External link]

	The inverse of a given fragment of melody is the fragment turned upside down—so if the original fragment has a rising major third (see interval[image: External link]), the inverted fragment has a falling major (or perhaps minor) third, etc. (Compare, in twelve tone technique[image: External link], the inversion of the tone row, which is the so-called prime series turned upside down.) (Note: in invertible counterpoint, including double and triple counterpoint, the term inversion is used in a different sense altogether. At least one pair of parts is switched, so that the one that was higher becomes lower. See Inversion in counterpoint[image: External link]; it is not a kind of imitation, but a rearrangement of the parts.)

	Retrograde[image: External link]

	Whereby an imitative voice sounds the melody backwards in relation the leading voice.

	Retrograde inversion[image: External link]

	Where the imitative voice sounds the melody backwards and upside-down at once.

	Augmentation[image: External link]

	When in one of the parts in imitative counterpoint the note values are extended in duration compared to the rate at which they were sounded when introduced.

	Diminution[image: External link]

	When in one of the parts in imitative counterpoint the note values are reduced in duration compared to the rate at which they were sounded when introduced.
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 Free counterpoint




See also: Free Composition[image: External link]


From a historical perspective, the didactic strict counterpoint was used for musical training purposes from the Renaissance to the present day, but was never employed in practice.[citation needed[image: External link]] Broadly speaking, due to the development of harmony, from the Baroque period on, most contrapuntal compositions were written in the style of free counterpoint. This means that the general focus of the composer had shifted away from how the intervals of added melodies related to a cantus firmus[image: External link], and more toward how they related to each other.

Nonetheless, according to Kent Kennan: "....actual teaching in that fashion (free counterpoint) did not become widespread until the late nineteenth century."[8] Young composers of the seventeenth and eighteenth centuries, such as Mozart[image: External link], Beethoven[image: External link], and Schumann[image: External link], were still educated in the style of "strict" counterpoint, but in practice, they would look for ways to expand on the traditional concepts of the subject.

Main features of free counterpoint:


	All forbidden chords, such as second-inversion, seventh, ninth etc., can be used freely in principle of harmony[clarification needed[image: External link]]


	Chromaticism is allowed

	The restrictions about rhythmic-placement of dissonance are removed. It is possible to use passing tones on the accented beat

	Appoggiatura is available: dissonance tones can be approached by leaps.
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 Linear counterpoint




Linear counterpoint is "a purely horizontal technique in which the integrity of the individual melodic lines is not sacrificed to harmonic considerations. "Its distinctive feature is rather the concept of melody, which served as the starting-point for the adherents of the ‘new objectivity’ when they set up linear counterpoint as an anti-type to the Romantic harmony." [10] The voice parts move freely, irrespective of the effects their combined motions may create."[9] In other words, either "the domination of the horizontal (linear) aspects over the vertical"[11] is featured or the "harmonic control of lines is rejected."[12]

Associated with neoclassicism[image: External link],[11] the first work to use the technique is Igor Stravinsky[image: External link]'s Octet[image: External link] (1923),[9] inspired by J. S. Bach[image: External link] and Giovanni Palestrina[image: External link]. However, according to Knud Jeppesen[image: External link]: "Bach's and Palestrina's points of departure are antipodal. Palestrina starts out from lines and arrives at chords; Bach's music grows out of an ideally harmonic background, against which the voices develop with a bold independence that is often breath-taking."[9]

According to Cunningham, linear harmony is "a frequent approach in the 20th century...[in which lines] are combined with almost careless abandon in the hopes that new 'chords' and 'progressions,'...will result." It is possible with "any kind of line, diatonic or duodecuple[image: External link]."[12]
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 Dissonant counterpoint




Dissonant counterpoint was originally theorized by Charles Seeger[image: External link] as "at first purely a school-room discipline," consisting of species counterpoint but with all the traditional rules reversed. First species counterpoint must be all dissonances, establishing "dissonance, rather than consonance, as the rule," and consonances are "resolved" through a skip, not step. He wrote that "the effect of this discipline" was "one of purification." Other aspects of composition[image: External link], such as rhythm, could be "dissonated" by applying the same principle (Charles Seeger, "On Dissonant Counterpoint," Modern Music 7, no. 4 (June–July 1930): 25-26).

Seeger was not the first to employ dissonant counterpoint, but was the first to theorize and promote it. Other composers who have used dissonant counterpoint, if not in the exact manner prescribed by Charles Seeger, include Ruth Crawford-Seeger[image: External link], Carl Ruggles[image: External link], Henry Cowell[image: External link], Henry Brant[image: External link], Dane Rudhyar[image: External link], Lou Harrison[image: External link], Fartein Valen[image: External link], and Arnold Schoenberg[image: External link].[13]
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 See also





	Counter-melody[image: External link]

	Hauptstimme[image: External link]

	Polyphony[image: External link]

	Voice leading[image: External link]
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Fugue






For other uses, see Fugue (disambiguation)[image: External link].

In music[image: External link], a fugue (/fju:g /[image: External link] FEWG[image: External link]) is a contrapuntal compositional technique[image: External link] in two or more voices[image: External link], built on a subject (a musical theme[image: External link]) that is introduced at the beginning in imitation[image: External link] (repetition at different pitches) and which recurs frequently in the course of the composition. A fugue usually has three sections: an exposition[image: External link], a development[image: External link], and a final entry that contains the return of the subject in the fugue's tonic[image: External link] key. Some fugues have a recapitulation[image: External link].[1] In the Middle Ages[image: External link], the term was widely used to denote any works in canonic[image: External link] style; by the Renaissance[image: External link], it had come to denote specifically imitative[image: External link] works.[2] Since the 17th century,[3] the term fugue has described what is commonly regarded as the most fully developed procedure of imitative counterpoint.[4]

Most fugues open with a short main theme, the subject[image: External link],[5] which then sounds successively in each voice (after the first voice is finished stating the subject, a second voice repeats the subject at a different pitch, and other voices repeat in the same way); when each voice has entered, the exposition is complete. This is often followed by a connecting passage, or episode, developed from previously heard material; further "entries" of the subject then are heard in related keys. Episodes (if applicable) and entries are usually alternated until the "final entry" of the subject, by which point the music has returned to the opening key, or tonic, which is often followed by closing material, the coda[image: External link].[6][7] In this sense, a fugue is a style of composition, rather than a fixed structure.

The form evolved during the 18th century from several earlier types of contrapuntal compositions, such as imitative ricercars[image: External link], capriccios[image: External link], canzonas[image: External link], and fantasias[image: External link].[8] The famous fugue composer Johann Sebastian Bach[image: External link] (1685–1750) shaped his own works after those of Johann Jakob Froberger[image: External link] (1616–1667), Johann Pachelbel[image: External link] (1653–1706), Girolamo Frescobaldi[image: External link] (1583–1643), Dieterich Buxtehude[image: External link] (c. 1637–1707) and others.[8] With the decline of sophisticated styles at the end of the baroque period, the fugue's central role waned, eventually giving way as sonata form[image: External link] and the symphony orchestra rose to a dominant position.[9] Nevertheless, composers continued to write and study fugues for various purposes; they appear in the works of Wolfgang Amadeus Mozart[image: External link] (1756–1791)[9] and Ludwig van Beethoven (1770–1827),[9] as well as modern composers such as Dmitri Shostakovich[image: External link] (1906–1975).[10]



TOP
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 Etymology




The English term fugue originated in the 16th century and is derived from the French word fugue or the Italian fuga. This in turn comes from Latin, also fuga, which is itself related to both fugere ("to flee") and fugare ("to chase").[11] The adjectival form is fugal.[12] Variants include fughetta (literally, "a small fugue") and fugato (a passage in fugal style within another work that is not a fugue).[6]
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 Musical outline




A fugue begins with the exposition and is written according to certain predefined rules; in later portions the composer has more freedom, though a logical key structure is usually followed. Further entries of the subject will occur throughout the fugue, repeating the accompanying material at the same time.[13] The various entries may or may not be separated by episodes.

What follows is a chart displaying a fairly typical fugal outline, and an explanation of the processes involved in creating this structure.



	Example of key and entry structure in a three-voice Baroque fugue



	
	Exposition
	
	First mid-entry
	
	Second

mid-entry
	
	Final entries in tonic



	
	Tonic
	Dom.
	
	T
	(D-redundant entry)
	
	Relative maj/min
	Dom. of rel.
	
	Subdom.
	
	T
	T



	Soprano
	S
	CS1
	C

o

d

e

t

t

a
	CS2
	A
	E
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d

e
	CS1
	CS2
	E

p
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e
	S
	E
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e
	CS1
	Free

counterpoint
	C

o

d

a




	Alto
	
	A
	CS1
	CS2
	S
	CS1
	CS2
	S
	CS1



	Bass
	
	
	S
	CS1
	CS2
	A
	CS1
	CS2
	S





	S = subject; A = answer; CS = countersubject; T = tonic[image: External link]; D = dominant[image: External link]
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 Exposition




Further information: Exposition (music)[image: External link]


A fugue begins with the exposition of its subject in one of the voices alone in the tonic[image: External link] key.[14] After the statement of the subject, a second voice enters and states the subject with the subject transposed to another key (usually the dominant or subdominant), which is known as the answer.[15][16] To make the music run smoothly, it may also have to be altered slightly. When the answer is an exact copy of the subject to the new key, with identical intervals to the first statement, it is classified as a real answer; if the intervals are altered to maintain the key it is a tonal answer.[14]



A tonal answer is usually called for when the subject begins with a prominent dominant note, or where there is a prominent dominant note very close to the beginning of the subject.[14] To prevent an undermining of the music's sense of key[image: External link], this note is transposed up a fourth to the tonic rather than up a fifth to the supertonic. Answers in the subdominant are also employed for the same reason.[17]

While the answer is being stated, the voice in which the subject was previously heard continues with new material. If this new material is reused in later statements of the subject, it is called a countersubject[image: External link]; if this accompanying material is only heard once, it is simply referred to as free counterpoint.

The countersubject is written in invertible counterpoint at the octave or fifteenth.[18] The distinction is made between the use of free counterpoint and regular countersubjects accompanying the fugue subject/answer, because in order for a countersubject to be heard accompanying the subject in more than one instance, it must be capable of sounding correctly above or below the subject, and must be conceived, therefore, in invertible (double) counterpoint[image: External link].[14][19]

In tonal[image: External link] music, invertible contrapuntal lines must be written according to certain rules because several intervallic combinations, while acceptable in one particular orientation, are no longer permissible when inverted. For example, when the note "G" sounds in one voice above the note "C" in lower voice, the interval of a fifth is formed, which is considered consonant and entirely acceptable. When this interval is inverted ("C" in the upper voice above "G" in the lower), it forms a fourth, considered a dissonance in tonal contrapuntal practice, and requires special treatment, or preparation and resolution, if it is to be used.[20] The countersubject, if sounding at the same time as the answer, is transposed to the pitch of the answer.[21] Each voice then responds with its own subject or answer, and further countersubjects or free counterpoint may be heard.

When a tonal answer is used, it is customary for the exposition to alternate subjects (S) with answers (A), however, in some fugues this order is occasionally varied: e.g., see the SAAS arrangement of Fugue No. 1 in C Major, BWV 846, from the Well-Tempered Clavier, Book 1[image: External link] by J. S. Bach. A brief codetta is often heard connecting the various statements of the subject and answer. This allows the music to run smoothly. The codetta, just as the other parts of the exposition, can be used throughout the rest of the fugue.[22]

The first answer must occur as soon after the initial statement of the subject as possible; therefore the first codetta is often extremely short, or not needed. In the above example this is the case: the subject finishes on the quarter note[image: External link] (or crotchet) B-flat of the third beat of the second bar which harmonizes the opening G of the answer. The later codettas may be considerably longer, and often serve to (a) develop the material heard so far in the subject/answer and countersubject and possibly introduce ideas heard in the second countersubject or free counterpoint that follows (b) delay, and therefore heighten the impact of the reentry of the subject in another voice as well as modulating back to the tonic.[23]

The exposition usually concludes when all voices have given a statement of the subject or answer. In some fugues, the exposition will end with a redundant entry, or an extra presentation of the theme.[14] Furthermore, in some fugues the entry of one of the voices may be reserved until later, for example in the pedals of an organ fugue (see J. S. Bach's Fugue in C major for Organ, BWV 547).
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 Episode




Further information: Section (music)[image: External link]


Further entries of the subject follow this initial exposition, either immediately (as for example in Fugue No. 1 in C major, BWV 846 of the Well-Tempered Clavier[image: External link]), or separated by episodes.[14] Episodic material is always modulatory and is usually based upon some element heard in the exposition.[7][14] Each episode has the primary function of transitioning for the next entry of the subject in a new key,[14] and may also provide release from the strictness of form employed in the exposition, and middle-entries.[24] André Gedalge[image: External link] states that the episode of the fugue is generally based on a series of imitations of the subject that have been fragmented.[25]
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 Development




Further information: Musical development[image: External link]


Further entries of the subject, or middle entries, occur throughout the fugue. They must state the subject or answer at least once in its entirety, and may also be heard in combination with the countersubject(s) from the exposition, new countersubjects, free counterpoint, or any of these in combination. It is uncommon for the subject to enter alone in a single voice in the middle-entries as in the exposition; rather, it is usually heard with at least one of the countersubjects and/or other free contrapuntal accompaniments. Middle-entries tend to occur at pitches other than the initial. As shown in the typical structure above, these are often closely related keys such as the relative dominant and subdominant, although the key structure of fugues varies greatly. In the fugues of J. S. Bach, the first middle-entry occurs most often in the relative major or minor of the work's overall key, and is followed by an entry in the dominant of the relative major or minor when the fugue's subject requires a tonal answer. In the fugues of earlier composers (notably Buxtehude[image: External link] and Pachelbel[image: External link]), middle entries in keys other than the tonic and dominant tend to be the exception, and non-modulation the norm. One of the famous examples of such non-modulating fugue occurs in Buxtehude's Praeludium (Fugue and Chaconne) in C, BuxWV 137.

When there is no entrance of the subject and answer material, the composer can develop the subject by altering the subject . This is called an episode,[26] often by inversion, although the term is sometimes used synonymously with middle-entry and may also describe the exposition of completely new subjects, as in a double fugue for example (see below). In any of the entries within a fugue the subject may be altered, by inversion[image: External link], retrograde[image: External link] (a less common form where the entire subject is heard back-to-front) and diminution[image: External link] (the reduction of the subject's rhythmic values by a certain factor), augmentation[image: External link] (the increase of the subject's rhythmic values by a certain factor) or any combination of them.[14]
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 Example and analysis




The excerpt below, bars 7–12 of J. S. Bach's[image: External link] Fugue no. 2 in C minor, BWV 847, from the Well-Tempered Clavier, Book 1[image: External link] illustrates the application of most of the characteristics described above. The fugue is for keyboard and in three voices, with regular countersubjects.[7][27] This excerpt opens at last entry of the exposition: the subject is sounding in the bass, the first countersubject in the treble, while the middle-voice is stating a second version of the second countersubject, which concludes with the characteristic rhythm of the subject, and is always used together with the first version of the second countersubject. Following this an episode modulates from the tonic to the relative major by means of sequence[image: External link], in the form of an accompanied canon[image: External link] at the fourth.[24] Arrival in E-flat major is marked by a quasi perfect cadence[image: External link] across the barline, from the last quarter note beat of the first bar to the first beat of the second bar in the second system, and the first middle entry. Here Bach has altered countersubject 2 to accommodate the change of mode.[28]




[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
 False entries




At any point in the fugue there may be "false entries" of the subject, which include the start of the subject but are not completed. False entries are often abbreviated to the head of the subject, and anticipate the "true" entry of the subject, heightening the impact of the subject proper.[17]
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 Counter-exposition




The counter-exposition is a second exposition. However, there are only two entries, and the entries occur in reverse order.[29] The counter-exposition in a fugue is separated from the exposition by an episode, and is in the same key as the original exposition.[29]
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 Stretto




Sometimes counter-expositions or the middle entries take place in stretto[image: External link], whereby one voice responds with the subject/answer before the first voice has completed its entry of the subject/answer, usually increasing the intensity of the music.[30]



Only one entry of the subject must be heard in its completion in a stretto. However, a stretto in which the subject/answer is heard in completion in all voices is known as stretto maestrale or grand stretto.[31] Strettos may also occur by inversion, augmentation and diminution. A fugue in which the opening exposition takes place in stretto form is known as a close fugue or stretto fugue (see for example, the Gratias agimus tibi and Dona nobis pacem[image: External link] choruses from Bach's Mass in B Minor[image: External link]).[32]
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 Final entries and coda




The closing section of a fugue often includes one or two counter-expositions, and possibly a stretto, in the tonic[image: External link]; sometimes over a tonic or dominant pedal note[image: External link]. Any material that follows the final entry of the subject is considered to be the final coda and is normally cadential[image: External link].[7]
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 Types
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 Simple fugue




A simple fugue has only one subject, and does not utilize invertible counterpoint.[33]
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 Double (triple, quadruple) fugue




A double fugue has two subjects that are often developed simultaneously; similarly, it follows that a triple fugue has three subjects.[34][35] There are two kinds of double fugue: (a) a fugue in which the second subject is presented simultaneously with the subject in the exposition (e.g. as in Kyrie Eleison[image: External link] of Mozart's[image: External link] Requiem in D minor[image: External link]), and (b) a fugue in which the second subject has its own exposition at some later point, and the two subjects are not combined until later (see for example, fugue no. 14 in f-sharp minor from Bach's Well-Tempered Clavier Book 2[image: External link], or more famously, Bach's "St. Anne" Fugue in E-flat major, BWV 552[image: External link], a triple fugue for organ.)[34][36]
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 Counter-fugue




A counter-fugue is a fugue in which the first answer is presented as the subject in inversion[image: External link] (upside down), and the inverted subject continues to feature prominently throughout the fugue.[37] Examples include Contrapunctus V through Contrapunctus VII, from Bach's The Art of Fugue[image: External link].[38]


[image: TOC] TOC [image: Previous chapter] Previous Next [image: Next chapter] 
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Permutation fugue describes a type of composition (or technique of composition) in which elements of fugue and strict canon are combined.[39] Each voice enters in succession with the subject, each entry alternating between tonic and dominant, and each voice, having stated the initial subject, continues by stating two or more themes (or countersubjects), which must be conceived in correct invertible counterpoint. (In other words, the subject and countersubjects must be capable of being played both above and below all the other themes without creating any unacceptable dissonances.) Each voice takes this pattern and states all the subjects/themes in the same order (and repeats the material when all the themes have been stated, sometimes after a rest). There is usually very little non-structural/thematic material. During the course of a permutation fugue, it is quite uncommon, actually, for every single possible voice-combination (or "permutation") of the themes to be heard. This limitation exists in consequence of sheer proportionality: the more voices in a fugue, the greater the amount of possible permutations. In consequence, composers exercise editorial judgment as to the most musical of permutations and processes leading thereto. One example of permutation fugue can be seen in the opening chorus of Bach's cantata, Himmelskönig, sei willkommen, BWV182[image: External link].

Permutation fugues differ from conventional fugue in that there are no connecting episodes, nor statement of the themes in related keys.[39] So for example, the fugue of Bach's Passacaglia and Fugue in C minor, BWV 582[image: External link] is not purely a permutation fugue, as it does have episodes between permutation expositions. Invertible counterpoint is essential to permutation fugues but is not found in simple fugues.[40]
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 Fughetta




A fughetta is a short fugue that has the same characteristics as a fugue. Often the contrapuntal writing is not strict, and the setting less formal. See for example, variation 24 of Beethoven's "Diabelli Variations[image: External link]" Op. 120.
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 History
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 Middle Ages and Renaissance




The term fuga was used as far back as the Middle Ages, but was initially used to refer to any kind of imitative counterpoint, including canons[image: External link], which are now thought of as distinct from fugues.[41] Prior to the 16th century, fugue was originally a genre.[42] It was not until the 16th century that fugal technique as it is understood today began to be seen in pieces, both instrumental and vocal. Fugal writing is found in works such as fantasias, ricercares and canzonas.

"Fugue" as a theoretical term first occurred in 1330 when Jacobus of Liege wrote about the fuga in his Speculum musicae.[43] The fugue arose from the technique of "imitation", where the same musical material was repeated starting on a different note. Gioseffo Zarlino[image: External link], a composer, author, and theorist in the Renaissance, was one of the first to distinguish between the two types of imitative counterpoint: fugues and canons (which he called imitations).[42] Originally this was to aid improvisation[image: External link], but by the 1550s, it was considered a technique of composition. The Renaissance[image: External link] composer Giovanni Pierluigi da Palestrina[image: External link] (1525?–1594) wrote masses using modal[image: External link] counterpoint and imitation, and fugal writing became the basis for writing motets[image: External link] as well.[44] Palestrina's imitative motets differed from fugues in that each phrase of the text had a different subject which was introduced and worked out separately, whereas a fugue continued working with the same subject or subjects throughout the entire length of the piece.
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 Baroque era




It was in the Baroque period that the writing of fugues became central to composition, in part as a demonstration of compositional expertise. Fugues were incorporated into a variety of musical forms. Jan Pieterszoon Sweelinck[image: External link], Girolamo Frescobaldi[image: External link], Johann Jakob Froberger[image: External link] and Dieterich Buxtehude[image: External link] all wrote fugues,[45] and George Frideric Handel[image: External link] included them in many of his oratorios[image: External link]. Keyboard suites[image: External link] from this time often conclude with a fugal gigue[image: External link]. Domenico Scarlatti[image: External link] has only a few fugues among his corpus of over 500 harpsichord sonatas. The French overture[image: External link] featured a quick fugal section after a slow introduction. The second movement of a sonata da chiesa[image: External link], as written by Arcangelo Corelli[image: External link] and others, was usually fugal.

The Baroque period also saw a rise in the importance of music theory[image: External link]. Some fugues during the Baroque period were pieces designed to teach contrapuntal technique to students.[46] The most influential text was published by Johann Joseph Fux[image: External link] (1660–1741), his Gradus Ad Parnassum ("Steps to Parnassus[image: External link]"), which appeared in 1725.[47] This work laid out the terms of "species" of counterpoint, and offered a series of exercises to learn fugue writing.[48] Fux's work was largely based on the practice of Palestrina[image: External link]'s modal fugues.[49] Mozart[image: External link] studied from this book, and it remained influential into the nineteenth century. Haydn[image: External link], for example, taught counterpoint from his own summary of Fux, and thought of it as the basis for formal structure.

Bach's most famous fugues are those for the harpsichord in The Well-Tempered Clavier[image: External link], which many composers and theorists look at as the greatest model of fugue.[50] The Well-Tempered Clavier comprises two volumes written in different times of Bach's life, each comprising 24 prelude and fugue pairs, one for each major and minor key. Bach is also known for his organ fugues, which are usually preceded by a prelude[image: External link] or toccata[image: External link]. The Art of Fugue[image: External link], BWV 1080, is a collection of fugues (and four canons[image: External link]) on a single theme that is gradually transformed as the cycle progresses. Bach also wrote smaller single fugues, and put fugal sections or movements into many of his more general works. J. S. Bach's influence extended forward through his son C.P.E. Bach[image: External link] and through the theorist Friedrich Wilhelm Marpurg[image: External link] (1718–1795) whose Abhandlung von der Fuge ("Treatise on the fugue", 1753) was largely based on J. S. Bach's work.
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 Classical era




During the Classical era, the fugue was no longer a central or even fully natural mode of musical composition.[51] Nevertheless, both Haydn[image: External link] and Mozart[image: External link] had periods of their careers in which they in some sense "rediscovered" fugal writing and used it frequently in their work.

Haydn was the leader of fugal composition and technique in the Classical era.[4] Haydn's most famous fugues can be found in his Sun quartets[image: External link] (op. 20, 1772), of which three have fugal finales. This was a practice that Haydn repeated only once later in his quartet-writing career, with the finale of his quartet op. 50 no. 4 (1787). Some of the earliest examples of Haydn's use of counterpoint, however, are in three symphonies (No. 3[image: External link], No. 13[image: External link], and No. 40[image: External link]) that date from 1762–63. The earliest fugues, in both the symphonies and in the Baryton trios[image: External link], exhibit the influence of Joseph Fux's treatise on counterpoint, Gradus ad Parnassum (1725), which Haydn studied carefully. Haydn's second fugal period occurred after he heard, and was greatly inspired by, the oratorios[image: External link] of Handel during his visits to London (1791–1793, 1794–1795). Haydn then studied Handel's techniques and incorporated Handelian fugal writing into the choruses of his mature oratorios The Creation[image: External link] and The Seasons[image: External link], as well as several of his later symphonies, including No. 88[image: External link], No. 95[image: External link], and No. 101[image: External link].

Wolfgang Amadeus Mozart studied counterpoint when young with Padre Martini[image: External link] in Bologna. However, the major impetus to fugal writing for Mozart was the influence of Baron Gottfried van Swieten[image: External link] in Vienna around 1782. Van Swieten, during diplomatic service in Berlin[image: External link], had taken the opportunity to collect as many manuscripts by Bach and Handel as he could, and he invited Mozart to study his collection and also encouraged him to transcribe various works for other combinations of instruments. Mozart was evidently fascinated by these works, and wrote a set of transcriptions for string trio of fugues from Bach's Well-Tempered Clavier[image: External link], introducing them with preludes of his own. In a letter to his sister, dated in Vienna on April 20, 1782, Mozart recognizes that he had not written anything in this form, but moved by the interest of Constance he composed one piece, which is sent with the letter. He begs her sister does not let anybody to see the fugue and manifests the hope to write five more and then present them to Baron van Swieten. Regarding the piece, he said "I have taken particular care to write andante maestoso upon it, so that it should not be played fast -for if a fugue is not played slowly the ear cannot clearly distinguish the new subject as it is introduced and the effect is missed".[52] Mozart then set to writing fugues on his own, mimicking the Baroque style. These included the fugues for string quartet, K. 405 (1782) and a fugue in C Minor K. 426 for two pianos (1783). Later, Mozart incorporated fugal writing into his opera Die Zauberflöte[image: External link] and the finale of his Symphony No. 41[image: External link].



. The parts of the Requiem[image: External link] he completed also contain several fugues (most notably the Kyrie, and the three fugues in the Domine Jesu;[53] he also left behind a sketch for an Amen[image: External link] fugue which, some believe, would have come at the end of the Sequentia).

Ludwig van Beethoven was familiar with fugal writing from childhood, as an important part of his training was playing from The Well-Tempered Clavier[image: External link]. During his early career in Vienna[image: External link], Beethoven attracted notice for his performance of these fugues. There are fugal sections in Beethoven's early piano sonatas, and fugal writing is to be found in the second and fourth movements of the Eroica Symphony[image: External link] (1805). Beethoven incorporated fugues in his sonatas, and reshaped the episode's purpose and compositional technique for later generations of composers.[54] Nevertheless, fugues did not take on a truly central role in Beethoven's work until his "late period." The finale of Beethoven's Hammerklavier[image: External link] Sonata contains a fugue, which was practically unperformed until the late 19th century, due to its tremendous technical difficulty and length. The last movement of his Cello Sonata, Op. 102 No. 2[image: External link] is a fugue[image: External link], and there are fugal passages in the last movements of his piano sonatas in A major Op.101 and in A flat major Op. 110[image: External link]. According to Rosen (1971, p. 503) "With the finale of 110, Beethoven re-conceived the significance of the most traditional elements of fugue writing."[55]

Fugal passages are also found in the Missa Solemnis[image: External link] and all movements of the Ninth Symphony[image: External link], except the third one. A massive, dissonant fugue forms the finale of his String Quartet, Op. 130[image: External link] (1825); the latter was later published separately as Op. 133, the Große Fuge[image: External link] ("Great Fugue"). However, it is the fugue that opens Beethoven's String Quartet in C sharp minor, Op. 131[image: External link] that several commentators regard as one of the composer's greatest achievements. Joseph Kerman (1966, p. 330) calls it "this most moving of all fugues".[56] Sullivan (1927, p. 235) hears it as "the most superhuman piece of music that Beethoven has ever written."[57] Philip Radcliffe (1965, p. 149) says "A bare description of its formal outline can give but little idea of the extraordinary profundity of this fugue ."[58]
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 Romantic era




By the beginning of the Romantic era, fugue writing had become specifically attached to the norms and styles of the Baroque. Felix Mendelssohn wrote many fugues inspired by his study of the music of Johann Sebastian Bach[image: External link]. The Piano Sonata in B minor[image: External link] (1853) by Franz Liszt contains a powerful fugue, demanding incisive virtuosity from its player:



Verdi[image: External link] included a whimsical example at the end of his opera[image: External link] Falstaff[image: External link] and his setting of the Requiem Mass contained two (originally three) choral fugues.[citation needed[image: External link]] Bruckner[image: External link] and Mahler[image: External link] also included them in their respective symphonies. The finale of Mahler's Symphony No. 5[image: External link] features a "fugue-like"[59] passage early in the movement, though this is not actually an example of a fugue.
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 20th century




Twentieth-century composers brought fugue back to its position of prominence, realizing its uses in full instrumental works, its importance in development and introductory sections, and the developmental capabilities of fugal composition.[51] The second movement of Ravel[image: External link]'s piano suite Le Tombeau de Couperin[image: External link] (1917) is a fugue that Roy Howat (200, p. 88) describes as having "a subtle glint of jazz[image: External link]".[60] Bartók[image: External link]'s Music for Strings, Percussion and Celesta[image: External link] (1936) opens with a slow fugue that Pierre Boulez[image: External link] (1986, p. 346-7) regards as "certainly the finest and most characteristic example of Bartók's subtle style...probably the most timeless of all Bartók's works - a fugue that unfolds like a fan to a point of maximum intensity and then closes, returning to the mysterious atmosphere of the opening[image: External link]."[61]

Igor Stravinsky[image: External link] also incorporated fugues into his works, including the Symphony of Psalms[image: External link] and the Dumbarton Oaks[image: External link] concerto. Stravinsky recognized the compositional techniques of Bach, and in the second movement of his Symphony of Psalms[image: External link] (1930), he lays out a fugue that is much like that of the Baroque era[image: External link].[62] It employs a double fugue with two distinct subjects, the first beginning in C and the second in E♭. Techniques such as stretto, sequencing, and the use of subject incipits are frequently heard in the movement.

Olivier Messiaen[image: External link], writing about his Vingt regards sur l'enfant-Jésus[image: External link] (1944) wrote of the sixth piece[image: External link] of that collection, "Par Lui tout a été fait" ("By Him were all things made"):


It expresses the Creation of All Things: space, time, stars, planets - and the Countenance (or rather, the Thought) of God behind the flames and the seething - impossible even to speak of it, I have not attempted to describe it ... Instead, I have sheltered behind the form of the Fugue. Bach's Art of Fugue[image: External link] and the fugue from Beethoven's Opus 106 (the Hammerklavier sonata[image: External link]) have nothing to do with the academic fugue. Like those great models, this one is an anti-scholastic fugue.[63]



György Ligeti[image: External link] wrote a five-part double fugue[clarification needed[image: External link]] for his Requiem's second movement[image: External link], the "Kyrie", in which each part (S,M,A,T,B) is subdivided in four-voice "bundles" that make a canon[image: External link].[not in citation given[image: External link]] The melodic material in this fugue is totally chromatic, with melismatic (running) parts overlaid onto skipping intervals, and use of polyrhythm[image: External link] (multiple simultaneous subdivisions of the measure), blurring everything both harmonically and rhythmically so as to create an aural aggregate, thus highlighting the theoretical/aesthetic question of the next section as to whether fugue is a form or a texture.[64]

Benjamin Britten[image: External link] used a fugue in the final part of The Young Person's Guide to the Orchestra[image: External link] ( 1946[image: External link]). The Henry Purcell's[image: External link] theme is triumphantly cited at the end making it a choral fugue[image: External link].[65]

Canadian pianist and musical thinker Glenn Gould[image: External link] composed So You Want to Write a Fugue?, a full-scale fugue set to a text that cleverly explicates its own musical form.[66]
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 Outside of classical music




Fugues (or fughettas/fugatos) have been incorporated into genres outside of Western classical music. Several examples exist within jazz[image: External link], such as Bach goes to Town, composed by the Welsh composer Alec Templeton[image: External link] and recorded by Benny Goodman[image: External link] in 1938[image: External link], and Concorde[image: External link] composed by John Lewis[image: External link] and recorded by the Modern Jazz Quartet[image: External link] in 1955[image: External link]. A few examples also exist within progressive rock[image: External link], such as the central movement of The Endless Enigma[image: External link] by Emerson, Lake & Palmer[image: External link] and On Reflection[image: External link] by Gentle Giant[image: External link].
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 Musical form or texture




A widespread view of the fugue is that it is not a musical form but rather a technique of composition.[67]

The Austrian musicologist Erwin Ratz[image: External link] argues that the formal organization of a fugue involves not only the arrangement of its theme and episodes, but also its harmonic structure.[68] In particular, the exposition and coda tend to emphasize the tonic key[image: External link], whereas the episodes usually explore more distant tonalities. Ratz stressed, however, that this is the core, underlying form ("Urform") of the fugue, from which individual fugues may deviate. Thus it is to be noted that while certain related keys[image: External link] are more commonly explored in fugal development, the overall structure of a fugue does not limit its harmonic structure. For example, a fugue may not even explore the dominant, one of the most closely related keys to the tonic. Bach's Fugue in B♭ major from book one of the Well Tempered Clavier explores the relative minor[image: External link], the supertonic[image: External link] and the subdominant[image: External link]. This is unlike later forms such as the sonata, which clearly prescribes which keys are explored (typically the tonic and dominant in an ABA form). Then, many modern fugues dispense with traditional tonal harmonic scaffolding altogether, and either use serial (pitch-oriented) rules, or (as the Kyrie/Christe in György Ligeti[image: External link]'s Requiem, Witold Lutosławski[image: External link] works), use panchromatic or even denser harmonic spectra.
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 Perceptions and aesthetics




Fugue is the most complex of contrapuntal forms. In Ratz's words, "fugal technique significantly burdens the shaping of musical ideas, and it was given only to the greatest geniuses, such as Bach and Beethoven, to breathe life into such an unwieldy form and make it the bearer of the highest thoughts."[69] In presenting Bach's fugues as among the greatest of contrapuntal works, Peter Kivy[image: External link] points out that "counterpoint itself, since time out of mind, has been associated in the thinking of musicians with the profound and the serious"[70] and argues that "there seems to be some rational justification for their doing so."[71]

This is related to the idea that restrictions create freedom for the composer, by directing their efforts. He also points out that fugue writing has its roots in improvisation, and was, during the Renaissance, practiced as an improvisatory art. Writing in 1555, Nicola Vicentino[image: External link], for example, suggests that:


the composer, having completed the initial imitative entrances, take the passage which has served as accompaniment to the theme and make it the basis for new imitative treatment, so that "he will always have material with which to compose without having to stop and reflect". This formulation of the basic rule for fugal improvisation anticipates later sixteenth-century discussions which deal with the improvisational technique at the keyboard more extensively.[72]
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Charles Gounod






Charles-François Gounod (French: [ʃaʁl fʁɑ̃swa ɡuno][image: External link]; 17 June 1818 – 17 or 18 October 1893)[1][2][3][4] was a French composer[image: External link], best known for his Ave Maria[image: External link], based on a work by Bach[image: External link], as well as his opera[image: External link] Faust. Another opera by Gounod occasionally still performed is Roméo et Juliette. Although he is known for his Grand Operas, the soprano aria "Que ferons-nous avec le ragoût de citrouille?" from his first opera "Livre de recettes d'un enfant" (Op. 24) is still performed in concert as an encore, similarly to his "Jewel Song" from Faust.

Gounod died at Saint-Cloud[image: External link] in 1893, after a final revision of his twelve operas. His funeral took place ten days later at the Church of the Madeleine[image: External link], with Camille Saint-Saëns playing the organ and Gabriel Fauré[image: External link] conducting. Ironically because of its obscurity today, an arrangement of "Que ferons-nous avec le ragoût de citrouille?" was performed by Saint-Saens at the funeral, due to its simple, folk-like melody. It was later published as a posthumous Op. 60. He was buried at the Cimetière d'Auteuil in Paris.
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Gounod was born in Paris[image: External link], the son of a pianist mother and an artist father. His mother was his first piano teacher. Gounod first showed his musical talents under her tutelage. He then entered the Paris Conservatoire, where he studied under Fromental Halévy and Pierre Zimmermann (he later married Anne, Zimmermann's daughter). In 1839 he won the Prix de Rome for his cantata Fernand. In so doing he was following his father: François-Louis Gounod (d. 1823) had won the second Prix de Rome in painting in 1783.[4] During his stay of four years in Italy, Gounod studied the music of Palestrina[image: External link] and other sacred works of the sixteenth century; he never ceased to cherish them. Around 1846-47 he gave serious consideration to joining the priesthood, but he changed his mind before actually taking holy orders, and went back to composition.[5] During that period he was attached to the Church of Foreign Missions in Paris.

In 1854 Gounod completed a Messe Solennelle, also known as the St. Cecilia Mass[image: External link]. This work was first performed in its entirety in the church of St. Eustache in Paris on Saint Cecilia's Day, 22 November 1855; Gounod's fame as a noteworthy composer dates from that occasion.[citation needed[image: External link]]

During 1855 Gounod wrote two symphonies. His Symphony No. 1 in D major was the inspiration for the Symphony in C composed later that year by Georges Bizet, who was then Gounod's 17-year-old student. In the CD era a few recordings of these pieces have emerged: by Michel Plasson[image: External link] conducting the Orchestre national du Capitole de Toulouse[image: External link], and by Sir Neville Marriner[image: External link] with the Academy of St. Martin in the Fields[image: External link].

Fanny Mendelssohn, sister of Felix Mendelssohn, introduced the keyboard music of Johann Sebastian Bach[image: External link] to Gounod, who came to revere him. For him The Well-Tempered Clavier[image: External link] was "the law to pianoforte[image: External link] study...the unquestioned textbook of musical composition". It inspired Gounod to devise a melody and superimpose it on the C major Prelude (BWV 846) from the collection's first book. To this melody in 1859 (after the deaths of both Mendelssohn siblings), Gounod fitted the words of the Ave Maria[image: External link], resulting in a setting that became world-famous.[6]

Gounod wrote his first opera, Sapho[image: External link], in 1851 at the urging of his friend, the singer Pauline Viardot[image: External link]; it was a commercial failure. He had no great theatrical success until Faust (1859), derived from Goethe[image: External link]. This remains the composition for which he is best known; and although it took a while to achieve popularity, it became one of the most frequently staged operas of all time, with no fewer than 2,000 performances of the work having occurred by 1975 at the Paris Opéra alone.[7] The romantic and melodious Roméo et Juliette (based on the Shakespeare[image: External link] play Romeo and Juliet[image: External link]), premiered in 1867, is revived now and then but has never come close to matching Faust's popular following. Mireille, first performed in 1864, has been admired by connoisseurs rather than by the general public. The other Gounod operas have fallen into oblivion.

From 1870 to 1874 Gounod lived in England, at 17 Morden Road, Blackheath[image: External link]. A blue plaque has been put up on the house to show where he lived.[8] He became the first conductor of what is now the Royal Choral Society[image: External link]. Much of his music from this time is vocal, although he also composed the Funeral March of a Marionette[image: External link] in 1872. (This received a new lease of life in 1955 when it was first used as the theme for the television series Alfred Hitchcock Presents[image: External link].) He became entangled with the amateur English singer Georgina Weldon[image: External link],[9] a relationship (platonic, it seems) which ended in great acrimony and embittered litigation.[10] Gounod had lodged with Weldon and her husband in London's Tavistock House[image: External link].

He performed publicly many times with Ferdinando de Cristofaro[image: External link], a mandolin virtuoso living in Paris. Gounod was said to take pleasure in accompanying Cristofaro's mandolin compositions with piano.[11]

Later in his life Gounod returned to his early religious impulses, writing much sacred music. His Pontifical Anthem[image: External link] (Marche Pontificale, 1869) eventually (1949) became the official national anthem[image: External link] of Vatican City[image: External link]. He expressed a desire to compose his Messe à la mémoire de Jeanne d'Arc (1887) while kneeling on the stone on which Joan of Arc[image: External link] knelt at the coronation of Charles VII of France[image: External link].[4] A devout Catholic, he had on his piano a music-rack in which was carved an image of the face of Jesus.

He was made a Grand Officer of the Légion d'honneur[image: External link] in July 1888.[4] In 1893, shortly after he had put the finishing touches to a requiem[image: External link] written for his grandson, he died of a stroke in Saint-Cloud[image: External link], France.
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During the spring of 1862, Gounod was taking a holiday in northern Italy, and on the evening of April 24 wandered alone by the picturesque shores of lake Nemi[image: External link]. He was attracted by the sound of far-off music floating on the stilly air, and, looking in the direction whence it proceeded, saw an Italian peasant passing, singing his native melodies to the accompaniment of his guitar. Gounod's attention was immediately arrested, and so enchanted was he by the musical performance, that for some distance he unconsciously followed the singer, and then at length ventured to speak to him. Said the composer of the immortal Faust to an intimate friend: "I was so enraptured that I regretted I could not purchase the musician and his instrument complete; but this being an impossibility, I did the next best thing—I bought his guitar and resolved to play it as perfectly as he did." So great an impression did this incident make on Gounod, that upon returning to his hotel he immediately inscribed in ink on this guitar, "Nemi, 24 Aprile, 1862," in memory of the happy occasion. This inscription, written there by the master, may be seen placed on the unvarnished table just beneath the bridge.

The guitar is of Italian workmanship and still bears intact and perfect the original label of its maker, "Gaetano Vinaccia, Napoli, Rua Catalana, No. 46, 1834". It is constructed of native maple wood without figure, the back and sides being varnished golden yellow. The edges of the table were originally inlaid, but this decoration is now missing. The ebony bridge has been at some late period attached to the table very rudely by two rough screws, and the points of the bridge terminate with fanciful and delicately carved tracery in ebony, which is placed in relief over the lower part of the table. Its fingerboard shows signs of having been decorated also, and there remain but three of its pegs. It was damaged during the Siege of Paris (1870–71)[image: External link], when a Prussian artillery officer kicked it. Its body, head, neck, and fingerboard got scorched by fire and its back was ripped off. A friend of Gounod's found it and put it in the Museum of the Paris Opera.[11]
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Main article: List of compositions by Charles Gounod[image: External link]
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Faust: "O merveille! ... A moi les plaisirs"[image: External link]



The Act I finale of Gounod's Faust (1859), sung by Enrico Caruso and Marcel Journet[image: External link] in 1910.




Ave Maria[image: External link]




Gounod's Ave Maria[image: External link] arranged for piano and cello. Performed by John Michel




Marche Pontificale[image: External link]



Adopted as the official anthem of the Pope, the Holy See and the Vatican City State




"O Divine Redeemer (1894)"[image: External link]



Performed by Charles W. Clark[image: External link] in 1913.





	Problems listening to the files? See media help[image: External link].






	


	
Petite symphonie pour neuf instruments à vent (1885)

I. Adagio, allegro[image: External link]








II: Andante cantabile[image: External link]








III: Scherzo (Allegro moderato)[image: External link]








IV: Finale (Allegretto)[image: External link]



Performed by the Soni Ventorum Wind Quintet[image: External link].





	Problems listening to the files? See media help[image: External link].
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	" Varsity[image: External link]"
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Camille Saint-Saëns






"Saint-Saens" redirects here. For the commune in Upper Normandy[image: External link], see Saint-Saëns, Seine-Maritime[image: External link].

Charles-Camille Saint-Saëns (French: [ʃaʁl kamij sɛ̃sɑ̃s][image: External link], traditionally pronounced [sɛ̃sɑ̃][image: External link] in French;[n 1] (9 October 1835 – 16 December 1921) was a French composer, organist, conductor and pianist of the Romantic era. His best-known works include Introduction and Rondo Capriccioso[image: External link] (1863), the Second Piano Concerto[image: External link] (1868), the First Cello Concerto[image: External link] (1872), Danse macabre[image: External link] (1874), the opera Samson and Delilah[image: External link] (1877), the Third Violin Concerto[image: External link] (1880), the Third ("Organ") Symphony[image: External link] (1886) and The Carnival of the Animals[image: External link] (1886).

Saint-Saëns was a musical prodigy, making his concert debut at the age of ten. After studying at the Paris Conservatoire[image: External link] he followed a conventional career as a church organist, first at Saint-Merri[image: External link], Paris and, from 1858, La Madeleine[image: External link], the official church of the French Empire. After leaving the post twenty years later, he was a successful freelance pianist and composer, in demand in Europe and the Americas.

As a young man, Saint-Saëns was enthusiastic for the most modern music of the day, particularly that of Schumann, Liszt and Wagner, although his own compositions were generally within a conventional classical tradition. He was a scholar of musical history, and remained committed to the structures worked out by earlier French composers. This brought him into conflict in his later years with composers of the impressionist[image: External link] and dodecaphonic[image: External link] schools of music; although there were neoclassical[image: External link] elements in his music, foreshadowing works by Stravinsky[image: External link] and Les Six[image: External link], he was often regarded as a reactionary in the decades around the time of his death.

Saint-Saëns held only one teaching post, at the École de Musique Classique et Religieuse in Paris, and remained there for less than five years. It was nevertheless important in the development of French music: his students included Gabriel Fauré[image: External link], among whose own later pupils was Maurice Ravel. Both of them were strongly influenced by Saint-Saëns, whom they revered as a genius.
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Saint-Saëns was born in Paris, the only child of Jacques-Joseph-Victor Saint-Saëns (1798–1835), an official in the French Ministry of the Interior, and Françoise-Clémence, née Collin.[2] Victor Saint-Saëns was of Norman[image: External link] ancestry, and his wife was from an Haute-Marne[image: External link] family;[n 2] their son, born in the Rue du Jardinet in the 6th arrondissement[image: External link] of Paris, and baptised at the nearby church of Saint-Sulpice[image: External link], always considered himself a true Parisian.[7] Less than two months after the christening, Victor Saint-Saëns died of consumption[image: External link] on the first anniversary of his marriage.[8] The young Camille was taken to the country for the sake of his health, and for two years lived with a nurse at Corbeil[image: External link], 29 kilometres (18 mi) to the south of Paris.[9]

When Saint-Saëns was brought back to Paris he lived with his mother and her widowed aunt, Charlotte Masson. Before he was three years old he displayed perfect pitch[image: External link] and enjoyed picking out tunes on the piano.[10] His great-aunt taught him the basics of pianism, and when he was seven he became a pupil of Camille-Marie Stamaty[image: External link], a former pupil of Friedrich Kalkbrenner.[11] Stamaty required his students to play while resting their forearms on a bar situated in front of the keyboard, so that all the pianist's power came from the hands and fingers rather than the arms, which, Saint-Saëns later wrote, was good training.[12] Clémence Saint-Saëns, well aware of her son's precocious talent, did not wish him to become famous too young. The music critic Harold C. Schonberg wrote of Saint-Saëns in 1969, "It is not generally realized that he was the most remarkable child prodigy in history, and that includes Mozart."[13] The boy gave occasional performances for small audiences from the age of five, but it was not until he was ten that he made his official public debut, at the Salle Pleyel[image: External link], in a programme that included Mozart[image: External link]'s Piano Concerto in B ♭[image: External link] ( K[image: External link]450), and Beethoven's Third Piano Concerto[image: External link].[2] Through Stamaty's influence, Saint-Saëns was introduced to the composition professor Pierre Maleden and the organ teacher Alexandre Pierre François Boëly[image: External link]. From the latter he acquired a lifelong love of the music of Bach[image: External link], which was then little known in France.[14]

As a schoolboy Saint-Saëns was outstanding in many subjects. In addition to his musical prowess, he distinguished himself in the study of French literature, Latin and Greek, divinity, and mathematics. His interests included philosophy, archaeology and astronomy, of which, particularly the last, he remained a talented amateur in later life.[2][n 3]

In 1848, at the age of thirteen, Saint-Saëns was admitted to the Paris Conservatoire[image: External link], France's foremost music academy. The director, Daniel Auber, had succeeded Luigi Cherubini[image: External link] in 1842, and brought a more relaxed regime than that of his martinet predecessor, though the curriculum remained conservative.[17][n 4] Students, even outstanding pianists like Saint-Saëns, were encouraged to specialise in organ studies, because a career as a church organist was seen to offer more opportunities than that of a solo pianist.[19] His organ professor was François Benoist[image: External link], whom Saint-Saëns considered a mediocre organist but a first-rate teacher;[20] his pupils included Adolphe Adam, César Franck, Charles Alkan[image: External link], Louis Lefébure-Wély[image: External link] and Georges Bizet.[21] In 1851 Saint-Saëns won the Conservatoire's top prize for organists, and in the same year he began formal composition studies.[n 5] His professor was a protégé of Cherubini, Fromental Halévy, whose pupils included Charles Gounod and Bizet.[23]

Saint-Saëns's student compositions included a symphony in A major (1850) and a choral piece, Les Djinns (1850), to a poem by Victor Hugo[image: External link].[24] He competed for France's premier musical award, the Prix de Rome, in 1852 but was unsuccessful. Auber believed that the prize should have gone to Saint-Saëns, considering him to have more promise than the winner, Léonce Cohen[image: External link], who made little mark during the rest of his career.[19] In the same year Saint-Saëns had greater success in a competition organised by the Société Sainte-Cécile, Paris, with his Ode à Sainte-Cécile, for which the judges unanimously voted him the first prize.[25] The first piece the composer acknowledged as a mature work and gave an opus number[image: External link] was Trois Morceaux for harmonium[image: External link] (1852).[n 6]
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 Early career




On leaving the Conservatoire in 1853, Saint-Saëns accepted the post of organist at the ancient Parisian church of Saint-Merri[image: External link] near the Hôtel de Ville[image: External link]. The parish was substantial, with 26,000 parishioners; in a typical year there were more than two hundred weddings, the organist's fees from which, together with fees for funerals and his modest basic stipend, gave Saint-Saëns a comfortable income.[27] The organ, the work of François-Henri Clicquot[image: External link], had been badly damaged in the aftermath of the French Revolution[image: External link] and imperfectly restored. The instrument was adequate for church services but not for the ambitious recitals that many high-profile Parisian churches offered.[28] With enough spare time to pursue his career as a pianist and composer, Saint-Saëns composed what became his opus 2, the Symphony in E♭ (1853).[24] This work, with military fanfares and augmented brass and percussion sections, caught the mood of the times in the wake of the popular rise to power of Napoleon III and the restoration of the French Empire.[29] The work brought the composer another first prize from the Société Sainte-Cécile.[30]

Among the musicians who were quick to spot Saint-Saëns's talent were the composers Gioachino Rossini, Hector Berlioz and Franz Liszt, and the influential singer Pauline Viardot[image: External link], who all encouraged him in his career.[2] In early 1858 Saint-Saëns moved from Saint-Merri to the high-profile post of organist of La Madeleine[image: External link], the official church of the Empire; Liszt heard him playing there and declared him the greatest organist in the world.[31]

Although in later life he had a reputation for outspoken musical conservatism, in the 1850s Saint-Saëns supported and promoted the most modern music of the day, including that of Liszt, Robert Schumann and Richard Wagner.[2] Unlike many French composers of his own and the next generation, Saint-Saëns, for all his enthusiasm for and knowledge of Wagner's operas, was not influenced by him in his own compositions.[32][33] He commented, "I admire deeply the works of Richard Wagner in spite of their bizarre character. They are superior and powerful, and that is sufficient for me. But I am not, I have never been, and I shall never be of the Wagnerian religion."[33]
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 1860s: Teacher and growing fame




In 1861 Saint-Saëns accepted his only post as a teacher, at the École de Musique Classique et Religieuse, Paris, which Louis Niedermeyer had established in 1853 to train first-rate organists and choirmasters for the churches of France. Niedermeyer himself was professor of piano; when he died in March 1861, Saint-Saëns was appointed to take charge of piano studies. He scandalised some of his more austere colleagues by introducing his students to contemporary music, including that of Schumann, Liszt and Wagner.[34] His best-known pupil, Gabriel Fauré[image: External link], recalled in old age:


After allowing the lessons to run over, he would go to the piano and reveal to us those works of the masters from which the rigorous classical nature of our programme of study kept us at a distance and who, moreover, in those far-off years, were scarcely known. ... At the time I was 15 or 16, and from this time dates the almost filial attachment ... the immense admiration, the unceasing gratitude I [have] had for him, throughout my life."[35]



Saint-Saëns further enlivened the academic regime by writing, and composing incidental music for, a one-act farce performed by the students (including André Messager[image: External link]).[36] He conceived his best-known piece, The Carnival of the Animals[image: External link], with his students in mind, but did not finish composing it until 1886, more than twenty years after he left the Niedermeyer school.[37]

In 1864 Saint-Saëns caused some surprise by competing a second time for the Prix de Rome. Many in musical circles were puzzled by his decision to enter the competition again, now that he was establishing a reputation as a soloist and composer. He was once more unsuccessful. Berlioz, one of the judges, wrote:


We gave the Prix de Rome the other day to a young man who wasn't expecting to win it and who went almost mad with joy. We were all expecting the prize to go to Camille Saint-Saëns, who had the strange notion of competing. I confess I was sorry to vote against a man who is truly a great artist and one who is already well known, practically a celebrity. But the other man, who is still a student, has that inner fire, inspiration, he feels, he can do things that can't be learnt and the rest he'll learn more or less. So I voted for him, sighing at the thought of the unhappiness that this failure must cause Saint-Saëns. But, whatever else, one must be honest.[38]



According to the musical scholar Jean Gallois, it was apropos of this episode that Berlioz made his well-known bon mot about Saint-Saëns, "He knows everything, but lacks inexperience" ("Il sait tout, mais il manque d'inexpérience").[39][n 7] The winner, Victor Sieg[image: External link], had a career no more notable than that of the 1852 winner, but Saint-Saëns's biographer Brian Rees speculates that the judges may "have been seeking signs of genius in the midst of tentative effort and error, and considered that Saint-Saëns had reached his summit of proficiency".[42] The suggestion that Saint-Saëns was more proficient than inspired dogged his career and posthumous reputation. He himself wrote, "Art is intended to create beauty and character. Feeling only comes afterwards and art can very well do without it. In fact, it is very much better off when it does."[43] The biographer Jessica Duchen writes that he was "a troubled man who preferred not to betray the darker side of his soul".[3] The critic and composer Jeremy Nicholas[image: External link] observes that this reticence has led many to underrate the music; he quotes such slighting remarks as "Saint-Saëns is the only great composer who wasn't a genius", and "Bad music well written".[44]

While teaching at the Niedermeyer school Saint-Saëns put less of his energy into composing and performing, but after he left in 1865 he pursued both aspects of his career with vigour.[45] In 1867 his cantata Les noces de Prométhée beat more than a hundred other entries to win the composition prize of the Grande Fête Internationale in Paris, for which the jury included Auber, Berlioz, Gounod, Rossini and Giuseppe Verdi.[2][46][n 8] In 1868 he premiered the first of his orchestral works to gain a permanent place in the repertoire, his Second Piano Concerto[image: External link].[24] Playing this and other works he became a noted figure in the musical life of Paris and other cities in France and abroad during the 1860s.[2]
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 1870s: War, marriage and operatic success




In 1870, concerned at the dominance of German music and the lack of opportunity for young French composers to have their works played, Saint-Saëns and Romain Bussine[image: External link], professor of singing at the Conservatoire, discussed the founding of a society to promote new French music.[48] Before they could take the proposal further, the Franco-Prussian War[image: External link] broke out. Saint-Saëns served in the National Guard[image: External link] during the war. During the brief but bloody Paris Commune that followed, his superior at the Madeleine, the Abbé Deguerry, was murdered by rebels;[49] Saint-Saëns was fortunate to escape to temporary exile in England.[48] With the help of George Grove[image: External link] and others he supported himself while there, giving recitals.[50] Returning to Paris in 1871, he found that anti-German sentiments had considerably enhanced support for the idea of a pro-French musical society.[n 9] The Société Nationale de Musique[image: External link], with its motto, "Ars Gallica", was established in February 1871, with Bussine as president, Saint-Saëns as vice-president and Henri Duparc[image: External link], Fauré, Franck and Jules Massenet among its founder-members.[52]

As an admirer of Liszt's innovative symphonic poems, Saint-Saëns enthusiastically adopted the form; his first "poème symphonique" was Le Rouet d'Omphale[image: External link] (1871), premiered at a concert of the Sociéte Nationale in January 1872.[53] In the same year, after more than a decade of intermittent work on operatic scores, Saint-Saëns finally had one of his operas staged. La princesse jaune[image: External link] ("The Yellow Princess"), a one-act, light romantic piece, was given at the Opéra-Comique[image: External link], Paris in June. It ran for five performances.[54]

Throughout the 1860s and early 1870s, Saint-Saëns had continued to live a bachelor existence, sharing a large fourth-floor flat in the Rue du Faubourg Saint-Honoré[image: External link] with his mother. In 1875, he surprised many by marrying.[3][n 10] The groom was approaching forty and his bride was nineteen; she was Marie-Laure Truffot, the sister of one of the composer's pupils.[55] The marriage was not a success. In the words of the biographer Sabina Teller Ratner, "Saint-Saëns's mother disapproved, and her son was difficult to live with".[2] Saint-Saëns and his wife moved to the Rue Monsieur-le-Prince[image: External link], in the Latin Quarter[image: External link]; his mother moved with them.[56] The couple had two sons, both of whom died in infancy. In 1878, the elder, André, aged two, fell from a window of the flat and was killed;[57] the younger, Jean-François, died of pneumonia six weeks later, aged six months. Saint-Saëns and Marie-Laure continued to live together for three years, but he blamed her for André's accident; the double blow of their loss effectively destroyed the marriage.[3]

For a French composer of the 19th century, opera was seen as the most important type of music.[58] Saint-Saëns's younger contemporary and rival, Massenet, was beginning to gain a reputation as an operatic composer, but Saint-Saëns, with only the short and unsuccessful La princesse jaune staged, had made no mark in that sphere.[59][n 11] In February 1877, he finally had a full-length opera staged. His four-act "drame lyricque", Le timbre d'argent ("The Silver Bell"), to Jules Barbier's and Michel Carré's libretto, reminiscent of the Faust[image: External link] legend, had been in rehearsal in 1870, but the outbreak of war halted the production.[63] The work was eventually presented by the Théâtre Lyrique company of Paris; it ran for eighteen performances.[64]

The dedicatee of the opera, Albert Libon, died three months after the premiere, leaving Saint-Saëns a large legacy "To free him from the slavery of the organ of the Madeleine and to enable him to devote himself entirely to composition".[65] Saint-Saëns, unaware of the imminent bequest, had resigned his position shortly before his friend died. He was not a conventional Christian, and found religious dogma increasingly irksome;[n 12] he had become tired of the clerical authorities' interference and musical insensitivity; and he wanted to be free to accept more engagements as a piano soloist in other cities.[67] After this he never played the organ professionally in a church service, and rarely played the instrument at all.[68] He composed a requiem in memory of his friend, which was performed at Saint-Sulpice to mark the first anniversary of Libon's death; Charles-Marie Widor[image: External link] played the organ and Saint-Saëns conducted.[65]

In December 1877, Saint-Saëns had a more solid operatic success, with Samson et Dalila[image: External link], his one opera to gain and keep a place in the international repertoire. Because of its biblical subject, the composer had met many obstacles to its presentation in France, and through Liszt's influence the premiere was given at Weimar[image: External link] in a German translation. Although the work eventually became an international success it was not staged at the Paris Opéra[image: External link] until 1892.[58]

Saint-Saëns was a keen traveller. From the 1870s until the end of his life he made 179 trips to 27 countries. His professional engagements took him most often to Germany and England; for holidays, and to avoid Parisian winters which affected his weak chest, he favoured Algiers and various places in Egypt.[69]
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 1880s: International figure




Saint-Saëns was elected to the Institut de France[image: External link] in 1881, at his second attempt, having to his chagrin been beaten by Massenet in 1878.[70] In July of that year he and his wife went to the Auvergnat[image: External link] spa town of La Bourboule[image: External link] for a holiday. On 28 July he disappeared from their hotel, and a few days later his wife received a letter from him to say that he would not be returning. They never saw each other again. Marie Saint-Saëns returned to her family, and lived until 1950, dying near Bordeaux[image: External link] at the age of ninety-five.[71] Saint-Saëns did not divorce his wife and remarry, nor did he form any later intimate relationship with a woman. Rees comments that although there is no firm evidence, some biographers believe that Saint-Saëns was more attracted to his own sex than to women.[72][n 10] After the death of his children and collapse of his marriage, Saint-Saëns increasingly found a surrogate family in Fauré and his wife, Marie, and their two sons, to whom he was a much-loved honorary uncle.[77] Marie told him, "For us you are one of the family, and we mention your name ceaselessly here."[78]

In the 1880s Saint-Saëns continued to seek success in the opera house, an undertaking made the more difficult by an entrenched belief among influential members of the musical establishment that it was unthinkable that a pianist, organist and symphonist could write a good opera.[79] He had two operas staged during the decade, the first being Henry VIII[image: External link] (1883) commissioned by the Paris Opéra. Although the libretto was not of his choosing, Saint-Saëns, normally a fluent, even facile composer,[n 13] worked at the score with unusual diligence to capture a convincing air of 16th-century England.[79] The work was a success, and was frequently revived during the composer's lifetime.[58] When it was produced at Covent Garden[image: External link] in 1898, The Era[image: External link] commented that though French librettists generally "make a pretty hash of British history", this piece was "not altogether contemptible as an opera story".[81]

The open-mindedness of the Société Nationale had hardened by the mid-1880s into a dogmatic adherence to Wagnerian methods favoured by Franck's pupils, led by Vincent d'Indy[image: External link]. They had begun to dominate the organisation and sought to abandon its "Ars Gallica" ethos of commitment to French works. Bussine and Saint-Saëns found this unacceptable, and resigned in 1886.[51][n 14] Having long pressed the merits of Wagner on a sometimes sceptical French public, Saint-Saëns was now becoming worried that the German's music was having an excessive impact on young French composers. His increasing caution towards Wagner developed in later years into stronger hostility, directed as much at Wagner's political nationalism as at his music.[51]
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