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WIND BAND CLASSICS

Bizet / Serebrier
CARMEN SYMPHONY
Ginastera • Villa-Lobos • Revueltas • Serebrier
‘The President’s Own’
José Serebrier conducting ‘The President’s Own’ United States Marine Band (photograph by SSgt Brian Rust)
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Georges Bizet (1838-1875) / José Serebrier (b. 1938):
Carmen Symphony (transcr. by MSgt Donald Patterson)
1 I. Prelude
2 II. The Cavalry
3 III. Habanera
4 IV. Seguidilla
5 V. Fugato
6 VI. Interlude 1
7 VII. Toreador
8 VIII. Interlude 2
9 IX. Andante cantabile
0 X. Interlude 3
! XI. The Wedding
@ XII. Gypsy Dance
#

3:31
4:07
2:12
1:58
2:06
1:40
2:26
2:40
3:32
2:12
1:28
5:44

Silvestre Revueltas (1899-1940) / José Serebrier: Mexican Dance

Alberto Ginastera (1916-1983): Estancia Suite, Op. 8a

4:02
11:55

(transcr. by MSgt Donald Patterson)
$ I. Los trabajadores agricolas (The Agricultural Workers)
% II. Danza del trigo (Wheat Dance)
^ III. Los peones de hacienda (The Cattlemen)
& IV. Danza final (Final Dance) (Malambo)
*

After winning the Ford Foundation’s American Conductors Competition in 1968 (together with James Levine),
Serebrier accepted George Szell’s invitation to become Composer-in-Residence of the Cleveland Orchestra under a
special grant from the Rockefeller Foundation. He served in this capacity for two seasons during which time he
wrote a harp concerto entitled Colores Magicos for the Inter-American Music Festival in Washington, D.C. It
combined light and sound and tempted Irving Lowens to write: “Serebrier, a first-rate conductor, uses orchestral
colors in much the same way as a child uses finger-paints. He lays about him with a fine fury, and achieves
something of the stagey horror of a tale by Edgar Allan Poe. Of the fifteen new works I heard during the course of
the festival, I’d rank Colores Magicos the best... its advanced techniques don’t get in its way. Doubtless it will be
heard—and seen—again; it deserves to be.” Serebrier has also composed concerti for double bass, accordion
(commissioned by the American Accordionists Association), trombone, and violin. His violin concerto, Winter, was
premièred in New York in 1995 to wide critical acclaim, and has since been performed by the Philharmonia
Orchestra in London and the National Symphony in Madrid, and recorded with the Royal Philharmonic Orchestra.
Serebrier has received countless accolades and awards for both his compositions and conducting, including a Pan
American Union Publication Award for his Elegy for Strings, a Harvard Musical Association Commission Award
for Fantasia for string quartet, and a National Endowment for the Arts Commission for the ballet, Orpheus x Light,
written for the Joffrey Ballet. His Symphony No. 3, Symphonie Mystique, was premièred at Carnegie Hall in 2005
and received a GRAMMY nomination for Best New Composition of 2004. In addition, his recording with the
Barcelona Symphony Orchestra of his arrangement of the music of Bizet entitled Carmen Symphony won the Latin
GRAMMY for Best Classical Album of 2004. He received the U.K. Music Retailers Association award for best
orchestral recording for the Mendelssohn symphonies with the Scottish Chamber Orchestra and the Deutsche
Schallplatten Award for best orchestral recording for the first of three CDs of Dmitri Shostakovich’s film suites with
the Belgian Radio Orchestra. SoundStage magazine selected Serebrier’s recording of Scheherazade with the London
Philharmonic as the Best Audiophile Recording. Serebrier has made international tours with the Juilliard Orchestra,
Pittsburgh Symphony, Philharmonia Orchestra, Royal Philharmonic Orchestra, Scottish Chamber Orchestra,
Orchestre de Chambre Nationale de Toulouse and the National Youth Orchestra of Spain. He has recorded with the
New York Philharmonic, London Symphony Orchestra, London Philharmonic Orchestra, Royal Philharmonic
Orchestra, Bournemouth Symphony, Oslo Philharmonic, Bamberg Symphony, Royal Scottish National Orchestra,
Scottish Chamber Orchestra, English Chamber Orchestra, Barcelona Symphony, Czech State Philharmonic (Brno),
Sydney Symphony, Melbourne Symphony, Adelaide Symphony, Staatskapelle Weimar among many others.

33:36

3:09
2:25
1:55
4:25

José Serebrier: Night Cry

8:19

Maj Jason K. Fettig, Assistant Conductor

Heitor Villa-Lobos (1887-1959):
Concerto Grosso for Wind Quartet and Wind Orchestra

www.joseserebrier.com

16:41

( I. Allegro non troppo
) II. Allegretto scherzando
¡ III. Andante

3:52
3:58
8:41

MGySgt Gail Gillespie, Flute • MSgt Leslye Barrett, Oboe
MGySgt Lisa Kadala, Clarinet • MSgt Christopher McFarlane, Bassoon
™

John Philip Sousa (1854-1932): The Stars and Stripes Forever

4:27

Publishers: Hal Leonard (tracks 1-12); Peermusic Classical (tracks 13 and 18);
Boosey & Hawkes Music Publishers Ltd. (tracks 14-17); C.F. Peters (tracks 19-21)
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José Serebrier

Carmen Symphony and other works

GRAMMY award-winning conductor and composer José Serebrier is one of
the most recorded classical artists today. He has conducted most of the major
orchestras around the world and has more than 250 recordings and has
received 36 GRAMMIES. He is an equally prolific composer, with more than
100 published works. Serebrier was born in Montevideo, Uruguay, to Russian
and Polish parents. At age nine he began studying the violin and made his
conducting début at age eleven, when he organized and conducted the first
youth orchestra in South America, touring the continent and giving more than
100 concerts over four years. Upon graduating from the Municipal School of
Music in Montevideo, Serebrier aspired to conduct the national orchestra in
his native country, and with that purpose he entered the annual composition
contest, (a competition that was announced only two weeks before the
deadline), hoping that if he won, he would be allowed to conduct his work.
His entry, an eighteen-minute overture called Legend of Faust, was composed
in a week. Although Serebrier won the contest, the fifteen-year-old was
deemed too young to conduct the première of his own work, and it was
assigned to the Brazilian conductor Eleazar de Carvalho. Serebrier went to the
United States in 1956 on a State Department fellowship to study composition
at the Curtis Institute of Music in Philadelphia with Bohuslav MartinÛ and
Vittorio Giannini and at the Tanglewood Music Center with Aaron Copland.
In 1956 he was awarded a Koussevitzky Foundation Award at Tanglewood
and a BMI Award with his Symphony No. 1 and Quartet for Saxophones. The next year he was awarded the first of
two consecutive Guggenheim Fellowships, becoming the youngest recipient ever at age nineteen. After graduating
from Curtis in 1958, he received a master’s degree in 1960 from the University of Minnesota in Minneapolis, where
he studied conducting with Antal Dorati and received two consecutive Dorati Fellowships.
In 1957, Serebrier began a long association with the legendary conductor Leopold Stokowski. While conducting the
Houston Symphony, Stokowski planned to première Charles Ives’s Symphony No. 4. The music proved too difficult and
complex for the orchestra, so Stokowski began to search for a new and interesting work to première instead. He chose
Serebrier’s Symphony No. 1, written by the then seventeen-year-old student at Curtis. Eight years later Ives’s
“unplayable” Symphony No. 4 finally had its première with Stokowski conducting the American Symphony Orchestra at
Carnegie Hall. In order to negotiate the rhythmic complexities of the work, several conductors were required, and
Stokowski invited Serebrier to be his co-conductor for the performance. A few years later Serebrier performed and
recorded Ives’s Symphony No. 4 with the London Philharmonic Orchestra without the assistance of additional
conductors. His recording was considered a landmark achievement; it was called “one of the best recordings ever made”
by High Fidelity and was honoured with a GRAMMY nomination. Serebrier was twenty-one years old when Stokowski
named him associate conductor of the newly formed American Symphony Orchestra in New York, a post he held for
five years. He made his New York conducting début with the orchestra at Carnegie Hall. The New York Times noted the
“great intensity, precision, and clarity” of his performance. During his time with the orchestra, Stokowski conducted the
first New York performance of Serebrier’s Elegy for Strings at Carnegie Hall, and opened the season with the première
of Serebrier’s Poema Elegiaco. Stokowski hailed Serebrier as “the greatest master of orchestral balance.”

Silvestre Revueltas (1899-1940) / José Serebrier
(b. 1938): Mexican Dance (World Première)

8.570727
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Silvestre Revueltas was born on the eve of the twentieth
century on December 31st, 1899, in Durango, Mexico.
Nearly all of his music was written in the last decade of
his brief life. During the Spanish Civil War, Revueltas
went to Spain to offer his support to the Republican
cause, but returned to Mexico discouraged after
Franco’s victory. As a composer in Mexico City,
Revueltas found it difficult to earn an adequate living
and soon became an alcoholic. He died of pneumonia at
age forty, the day his ballet El renacuajo Paseador was
premièred. He composed the music to ten Mexican
films, the first of which was a documentary called Redes
(Nets). The film was a moving social commentary on
the economic victimization of poor Mexican fisherman
in the 1930s. It was co-directed by Emilio Gomez
Muriel and by the Austrian Fred Zinnemann, who later
rose to fame in Hollywood as the director of the classic
films High Noon and From Here to Eternity. In 1946,
the great conductor Erich Kleiber made a symphonic
suite based on the music from Redes. I became
intimately familiar with this music through Kleiber’s
compilation, and performed it throughout the world.
There is a brief but striking passage toward the end of
the first part of the suite that in the film accompanies a
scene in which the desperate fishermen make a large
catch after an extended period of netting very few fish. I
extracted this colorful music from the suite and
expanded it to create an independent piece for wind
band, my first foray into the medium, and titled it
Mexican Dance.
José Serebrier (b. 1938): Night Cry (World Première)
In a note in his diary, painter Edvard Munch wrote, “I
was walking along a path with friends—the sun was
setting—suddenly the sky turned blood red—I paused,
and leaned on the fence—there was blood and tongues
of fire above the blue-black fjord and the city—my

3

friends walked on, and I stood there trembling with
anxiety—and I sensed an infinite scream passing
through nature.” This impression inspired the creation
of one of the most recognizable paintings in the world.
The original German title given to the work by Munch
was Der Schrei der Natur (The Scream of Nature),
although it is best known as The Scream or The Cry.
During a trip to Norway, I was captivated by Munch’s
painting and inspired to compose a short “musical
essay” on the experience. “Night Cry” is not a
description of the work so much as a fleeting musical
thought on the powerful impression created by the
painting. Night Cry is written for the typical forces of
the brass section in a symphony orchestra that have been
divided into three groups. The only musicians on stage
are two trumpets, one horn, and one tuba. Another horn
and trombone perform off-stage, and two trumpets, one
horn, and one trombone play from the balcony behind
the audience. The antiphonal nature of the music pays
homage to the brass choir works of Italian renaissance
composer Giovanni Gabrieli (1554-1612). Similar to the
call-and-answer choral style of much of Gabrieli’s
music, the balcony group in Night Cry answers the other
two ensembles. While each of the three groups speaks in
a different musical language, they sometimes interact
and imitate each other. Throughout this interplay, even
within moments of respite, a thread of quiet angst is
palpable. It is the unshakeable feeling that is also at the
very core of the suppressed scream in Munch’s
masterpiece.
Heitor Villa-Lobos (1887-1959): Concerto Grosso
for Woodwind Quartet and Wind Orchestra
Heitor Villa-Lobos is the most significant Brazilian
composer of the twentieth century. He was the first
national composer to successfully fuse a contemporary
European language with the native folk music styles of
Brazil, creating a recognizable style that influenced
many composers such as Darius Milhaud. Villa-Lobos’
early music education was provided by his father, who
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taught him to play the cello. Villa-Lobos was largely
self-taught as a composer. Despite this potential
limitation, he wrote with incredible facility and
produced nearly 2,000 compositions. Many of his works
have an almost improvisational feel. The Concerto
Grosso for Woodwind Quartet and Wind Orchestra is
one of two original pieces Villa-Lobos wrote for wind
band. The first was his Fantasia, and both were
composed for Robert Boudreau and the American Wind
Symphony between 1957 and 1959. Villa-Lobos was
among the first composers Boudreau commissioned to
write for his new ensemble, and his collaboration with
the Brazilian master came just in time. Shortly after the
première of the Concerto Grosso in Pittsburgh, Pa., on
July 5, 1959, the ailing Villa-Lobos returned to Rio de
Janeiro and died only a few months later. Boudreau also
commissioned my own 12 X 12, an experimental work
for winds and brass, during the years when I was the
composer in residence of the Cleveland Orchestra.
Alberto Ginastera (1916-1983): Dances from Estancia
transcribed by MSgt Donald Patterson
Lincoln Kirstein, director of the American Ballet
Caravan, attended a performance of the ballet Panambí
while visiting Argentina, and was so impressed with the
brilliant and colorful music that he immediately
commissioned Ginastera to write a new ballet and
Estancia was completed a year later. Unfortunately,
Kirstein’s American Ballet Caravan disbanded before
the première. Ginastera reworked four of the episodes
into an orchestral suite that was introduced in 1943, but
the complete ballet was not presented for nearly ten
years. Estancia was finally premièred at Teatro Colón in
Buenos Aires in 1952, and it was an immediate success.
Estancia is the Spanish word for ranch. Ginastera’s oneact ballet tells the story of a young boy from the city
who is struggling to adapt to ranch life. He longs for a
young girl, but she considers him weak and unable to
compete with the skills of the local gauchos (cowboys).
He wins her affections by immersing himself into the
rôle of a rancher and beating the gauchos at their own
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games. The suite from the ballet is cast in four scenes
that paint a vivid and rustic portrait of ranch life and the
athletic activities of its residents: “Los trabajadores
agricolas” (“The Agricultural Workers”), “Danza del
trigo” (“Wheat Dance”), “Los peones de hacienda”
(“The Cattlemen”), and “Danza final” (“Final Dance”).
It is through this last scene that the measure of a ranch
hand’s strength is determined. Taking the form of the
fiery Argentine dance of the malambo, two gauchos
compete in a frenetic show of strength.
Georges Bizet (1838-1875) / José Serebrier:
Carmen Symphony
transcribed by MSgt Donald Patterson
Georges Bizet was thirty-six years old when Carmen
opened in Paris. He died three months later, believing
that his last opera had failed completely. His early
compositions showed originality and a great ability in
orchestration, an example being the beautiful Symphony
in C written at age seventeen, but it was at the end of his
short life that he truly found his innovative force. The
most successful opera composers in France at the time
were Daniel-François Auber, Jacques Offenbach, and
Giacomo Meyerbeer, and some of their influence can be
observed in Bizet’s early works. He was twenty-two
when he received his first opera commission for Les
Pêcheurs de Perles. It came after spending three years
in Italy, the result of winning the coveted Grand Prix de
Rome. Five years after marrying Geneviève Halévy,
daughter of his former teacher, Bizet received the
Carmen libretto, prepared by Ludovic Halévy (his
cousin by marriage) and Henri Meilhac, and based on
the book by Prosper Mérimée. Bizet seemed extremely
happy with the libretto submitted to him by the OpéraComique, but totally unprepared for the negative public
reaction to his opera. Even though some of the most
unsavory characters in Mérimée’s story (such as
Carmen’s husband, García le Borgne) had been
removed by the librettists, the subject and goings-on
were still offensive to the bourgeois Parisians of the day.
On the night of the première, the final curtain was
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MGySgt Gail Gillespie, Flute
Co-principal flutist Gail L. Gillespie of Hawaii joined the United States Marine Band in 1979 and was appointed
principal flutist in 1983. MGySgt Gillespie began to study piano at age eight and on flute at eleven. Her primary
flute instructors included Jean Harling, Paula Robison, James Pappoutsakis, Britton Johnson and Toshiko Kohno.
MGySgt Gillespie was a member of the Vermont Symphony in Burlington and the Quintet di Legno.

MSgt Leslye Barrett, Oboe
Co-principal oboist Leslye L. Barrett joined the United States Marine Band in 1997 and was appointed section
leader in December 2004. She began her musical training at age three and graduated from the Interlochen Arts
Academy in Michigan. She earned a Bachelor of Arts degree in performance from Southern Methodist University in
Dallas and a Master of Music degree in performance from Arizona State University in Tempe. MSgt Barrett was a
member of the Quintessence Chamber Ensemble in Phoenix, and has performed with the Phoenix Symphony, the
Arizona Opera in Phoenix, and the Dallas Wind Symphony.

MGySgt Lisa Kadala, Clarinet
Principal clarinetist Lisa A. Kadala of Michigan, joined the United States Marine Band in 1985. She was appointed
principal clarinetist in 1992 and served as clarinet section commander from 1996 to 2005. She began her musical
training at age eleven, and graduated in 1979 from Churchill High School in Livonia, Michigan. In 1984, she earned
a Bachelor’s degree in music performance at the University of Michigan School of Music in Ann Arbor.

MSgt Christopher McFarlane, Bassoon
Christopher J. McFarlane of Williamsville, New York, joined the United States Marine Band in 1994.
MSgt McFarlane began his musical instruction at age nine. After graduating from Williamsville South High School,
he earned a bachelor’s degree in music from Indiana University in Bloomington in 1990 and a master’s degree in
music in 1993 from Louisiana State University in Baton Rouge. He studied with Timothy McGovern, William
Ludwig, Bernard Garfield and Sidney Rosenberg. He has performed with the Baton Rouge Symphony in Louisiana.
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The Wedding

Gypsy Dance

This scene was too musically attractive for me to leave
it out, in spite of its brevity. The chorus parts are given
to instruments which can hopefully be heard above the
clamoring orchestra. It’s a marvelous little moment that
often gets lost in the opera.

The Gypsy Dance is a marvel of Bizet’s mature writing
for the orchestra and the stage. It provided a perfect
conclusion to this orchestral version. In the opera, it is
placed at the opening of Act II and entitled Gypsy Song.
© 2008 José Serebrier

“The President’s Own” United States Marine Band
Col Michael J. Colburn, Director
Maj Jason K. Fettig, Assistant Director/Executive Officer
The United States Marine Band, established by an Act of Congress in 1798, is America’s oldest professional
musical organization. The relationship between the Marine Band and the White House began on New Year’s Day in
1801, when President John Adams invited the Band to perform at the Executive Mansion. Later that year, Thomas
Jefferson invited the Marine Band to perform for his Inaugural, and they have performed for every presidential
inauguration since. Today, the Marine Band engages in more than 500 public and official performances annually.
Every year the band travels across the United States on concert tours, a tradition that began with John Philip Sousa
in 1891. Members of “The President’s Own” are active duty members of the United States Marines Corps who
enlist under a contract of service with the Marine Band only. The musicians are selected through a rigorous audition
procedure.
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greeted with complete silence. Bizet was devastated. A
few months later he had a heart attack, followed by a
second one the next day. He died at midnight, just as
Carmen was ending its thirty-first performance at the
Opéra-Comique. Upon hearing it in Paris, Piotr Ilyich
Tchaikovsky announced that “in a few years Carmen
will be the most popular opera in the world.” Franz Liszt
and Richard Wagner heard the Vienna production,
which had removed the original spoken dialogues
between scenes and incorporated in its place the new
recitatives composed by Ernest Guiraud. The spoken
conversations of the original version were the practice
of the Opéra-Comique, but grand opera required
musical continuity with sung recitatives. With the 1875
Vienna production, just months after the disastrous Paris
première, Carmen was on its way to fulfilling
Tchaikovsky’s prediction. By 1878 Carmen was already
being heard in London and New York (in Italian!). It
was produced in several German opera houses before it
was revived in Paris in 1883. The new Paris version was
watered down by the head of the Opéra-Comique,
making it less provocative and controversial to avoid
offending his public. Meanwhile, in the rest of Europe,
Friedrich Nietzsche and Otto von Bismarck were
attending the opera dozens of times and writing about its
wonders. As was the custom of the times, the opera was
translated into many languages, including Japanese,
Chinese, and Hebrew. Although Paris warmed to it
slowly, Carmen eventually became a national symbol
and by the time of Bizet’s centenary in 1938, Paris could
boast having done over 2,000 performances of the
opera. The most successful opera in history was finally
embraced in its home territory.
It is assumed that William Shakespeare never went
to Italy, and yet Romeo and Juliet makes you wonder.
Wolfgang Amadeus Mozart was never in Turkey but
Abduction from the Seraglio takes you right into the
Topkapi Palace. Bizet never went to Spain—in fact, it
seems he was never south of Bordeaux—but his
portrayal of Spanish life and music, and his
understanding of the gypsies there, is instinctive and
real. For many years several record companies have

5

been suggesting that I record the orchestral music from
Carmen in my own version. I never paid much attention
to this idea, simply because I did not see a need for it. In
fact, I did record the well-known orchestral suites some
eighteen years ago in Australia for an American label
which was trying to foster the Soundstream digital
system, which at the time was considered a pioneer in
digital recording. Recently, when BIS suggested I
conduct a Bizet recording with the Barcelona
Symphony Orchestra, the orchestral music from
Carmen was proposed again with the understanding that
I would produce a “new” version. At this point I decided
to look once again at the existing suites and see what, if
anything, was wrong with them. The answer was
obvious: One of the suites was anonymous and both are
in the wrong order, lacking the masterful continuity of
the original and thus having little to do with the story
line. The orchestration of the vocal numbers reveals
many problems. For example, the Toreador song,
performed by a baritone, has been given to a trumpet,
which is in the wrong register and has the wrong
character. The Habanera, which must retain the vocal
freedom and subtlety of the mezzo-soprano voice, is
given to an entire violin section which is not quite as
free as a single instrument. However, I postponed the
project for some time. While I had visualized the entire
production and chosen the orchestral fragments, I could
not see a way to make a purely symphonic version of the
final scene; it made no sense without the voices. Thus,
my thesis of making a suite in the actual order of the
drama would not work. Without an ending I could not
see myself even starting the project and it was
abandoned for a while. With time, however, I began to
accept the fact that I would have to compromise and
make a suite that followed the order of the opera except
for the final number, for which I chose the fiery gypsy
dance that opens Act II.
This was a very different experience from making a
symphonic synthesis of Leos Janáãek’s The Makropulos
Case, the most difficult of such assignments. This
extraordinary opera has no orchestral segments and, as
my friend Oliver Knussen quipped when he saw me
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struggling with it, “it is the most un-suitable of operas.”
I was quite apprehensive when recording and releasing
this orchestral version of the opera, and no one was
more surprised than I when the orchestra in Brno, which
knew the opera intimately, loved it and incorporated it
into their repertoire.
Similar to my orchestrations of Edvard Grieg’s
songs or George Gershwin’s Preludes, I decided to keep
the Carmen pieces sounding as if Bizet had done them,
staying as close as possible to the original. Thus, the
orchestral interludes are left intact, except for crucial
editorial markings to facilitate performance such as
phrasings, balance indications for the brass, string
bowings, etc. While adding several sections that didn’t
appear in the existing two suites, I felt it necessary to
drop others, such as Micaela’s aria, which I felt really
needed the human voice. Before recording the piece in
Barcelona, I performed it in concert with the Royal
Philharmonic Orchestra in London, which gave me an
opportunity to find out how it worked and if it required
further changes. Before the recording, last-minute
adjustments were still being made with the faithful
assistance of the tireless former librarian of the RPO,
my friend Terence Leahy. At exactly the same time, I
happened to read an editorial article in the magazine
Opera, which questioned why no one had ever done a
proper orchestral suite of Carmen, giving all the same
reasons I have mentioned above and many others. I was
surprised and delighted; the article appeared as the
recording was taking place. Sometime earlier I had come
across another article which derided the “Carmen
industry” and all the arrangers that had made rhapsodies
for solo instruments, various ballets, and opera
derivations, etc. Obviously, the universal fascination with
the opera was very much alive. “What is a symphony?”
asks American composer Ned Rorem. “Symphony is
whatever you call it,” he says. “A symphony of Mahler is
not the same as a symphony of Bach or Haydn.” Early on I
decided not to call this version a suite so as not to confuse
it with the existing two suites. The work is constructed in
twelve “scenes” rather than twelve movements, which
made more sense for segments taken from an opera.
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Prelude
The prelude and the orchestral interludes are perfect in
their original form, and thus they were left intact and
included in the right context of the drama. The Prelude
had been truncated inexplicably in the existing
orchestral suite, so I proudly reinstated the marvelous
middle-section, and also the ending that leads straight
into the opera. Three themes from the opera make up the
Prelude. The march that serves as the background for
the procession to the bull ring in the fourth act is
followed by Escamillo’s couplets from Act II and again
by the opening march, thus giving the Prelude a neat AB-A form. The coda is made up of the “fate” leitmotiv
that reappears throughout the opera at crucial moments.
This is one of the most concise curtain-raisers in opera.
In a few minutes it establishes the mood and the drama.
It has no ending as such; it concludes with the musical
equivalent of a question-mark.
The Cavalry
Shortly after the start of the first act, an off-stage bugle
call announces the arrival of the new guards to replace
the ones on duty. This crucial group includes Lieutenant
Zuniga and Corporal José. This playful segment retains
its charm even without the children’s chorus. The music
seems to poke fun at the soldiers, treating them almost
like toy soldiers.
Habanera
The fate motive heard at the end of the Prelude
announces Carmen’s appearance on stage. She notices
José at once, but can’t get his attention, so she sings the
lush Habanera to him, finally throwing a red flower at
him. I had a special pleasure in working on the
Habanera. Seemingly based on a song called El
Arreglito, written by a Spanish-American, Sebastián
Yradier, it had to undergo more than ten revisions
before the première so that Bizet could satisfy the needs
of the original Carmen, Célestine Galli-Marié.
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My intuition was to use the alto saxophone for the
melody, not only because the sax approximates the
human voice so well, but also because Bizet was one of
the first composers to use this then-novel instrument,
not in Carmen but in previous works, most notably in
L’Arlesienne.
Seguidilla
After an incident during which some of the women in
the cigarette factory accuse Carmen of starting the
quarrel, Zuniga orders José to bind Carmen’s hands
before she is formally detained, since Carmen refuses to
answer questions and explain what has happened. José
is assigned to guard her. Her constant chatter gets on his
nerves, and he demands that she stop talking. Instead,
she sings the provocative Seguidilla, trying to seduce
José into setting her free. He stops her, but she persists.
Eventually, he slowly succumbs to her and agrees to
meet “by the wall of Seville” at a tavern frequented by
smugglers where she often dances and drinks. She
promises her love and he can’t resist. Seguidilla has
some unusual writing for the flute, so the vocal melody
has been given to the oboe. This scene leads straight into
the short, final scene of the act, which for this orchestral
version has been entitled Fugato.

Interlude 1
The first interlude, which opens Act II and which Bizet
calls Entr’acte, is a curiously simple motive, bare to the
bone, with two bassoons performing the playful melody
in unison to a stark string pizzicato accompaniment. In
the opera, the orchestral interlude is followed by the
rousing Gypsy Song at Lillas Pastia’s tavern. As
explained above, I took a poetic license here and placed
this intoxicating music at the end of the orchestral cycle.
Toreador
I had a similar challenge with the song of the toreador as
I had had with the Habanera. I picked the trombone to
perform Escamillo’s tune. The register of the instrument
made sense, and some of the middle passages were
given to the French horns.
Interlude 2
This is the orchestral Entr’acte to Act III, a poetic,
pastoral movement for flute, harp, and beautiful string
writing, setting the mood for the following sextet and
chorus.
Andante cantabile

Fugato
This section is taken from the end of Act I. It uses the
theme of the quarrel music, the crucial fight between the
two sets of ladies in the cigarette factory, the scene that
leads to Carmen’s arrest. This dramatic fugal entry (not
quite an entire fugue), is interrupted by the Habanera
motive, again given to the alto sax, followed by
dissolving chords in a remarkable harmonic sequence.
This hesitating music portrays the plotting Carmen
waiting for the crucial moment to escape. José has been
walking her towards the jail when she suddenly pushes
him, causing him to fall while she runs away. This
music is a powerful curtain closer, again based on the
theme of the ladies’ quarrel.
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This fragment is made up of the middle section of the
card scene (trio, Act III), when Carmen describes her
tragic premonition. Here again, Carmen is portrayed by
the alto sax. I did not change a note, but repeated this
short segment in order to make a substantial, separate
musical statement with it. The non-operatic title was
given to differentiate this fragment from the rest.
Interlude 3
Interlude 3 (Entr’acte to Act IV) prepares the audience
for the bullring scene between Carmen and Don José,
and it is immediately followed by the wedding scene,
which opens Act IV.
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struggling with it, “it is the most un-suitable of operas.”
I was quite apprehensive when recording and releasing
this orchestral version of the opera, and no one was
more surprised than I when the orchestra in Brno, which
knew the opera intimately, loved it and incorporated it
into their repertoire.
Similar to my orchestrations of Edvard Grieg’s
songs or George Gershwin’s Preludes, I decided to keep
the Carmen pieces sounding as if Bizet had done them,
staying as close as possible to the original. Thus, the
orchestral interludes are left intact, except for crucial
editorial markings to facilitate performance such as
phrasings, balance indications for the brass, string
bowings, etc. While adding several sections that didn’t
appear in the existing two suites, I felt it necessary to
drop others, such as Micaela’s aria, which I felt really
needed the human voice. Before recording the piece in
Barcelona, I performed it in concert with the Royal
Philharmonic Orchestra in London, which gave me an
opportunity to find out how it worked and if it required
further changes. Before the recording, last-minute
adjustments were still being made with the faithful
assistance of the tireless former librarian of the RPO,
my friend Terence Leahy. At exactly the same time, I
happened to read an editorial article in the magazine
Opera, which questioned why no one had ever done a
proper orchestral suite of Carmen, giving all the same
reasons I have mentioned above and many others. I was
surprised and delighted; the article appeared as the
recording was taking place. Sometime earlier I had come
across another article which derided the “Carmen
industry” and all the arrangers that had made rhapsodies
for solo instruments, various ballets, and opera
derivations, etc. Obviously, the universal fascination with
the opera was very much alive. “What is a symphony?”
asks American composer Ned Rorem. “Symphony is
whatever you call it,” he says. “A symphony of Mahler is
not the same as a symphony of Bach or Haydn.” Early on I
decided not to call this version a suite so as not to confuse
it with the existing two suites. The work is constructed in
twelve “scenes” rather than twelve movements, which
made more sense for segments taken from an opera.
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Prelude
The prelude and the orchestral interludes are perfect in
their original form, and thus they were left intact and
included in the right context of the drama. The Prelude
had been truncated inexplicably in the existing
orchestral suite, so I proudly reinstated the marvelous
middle-section, and also the ending that leads straight
into the opera. Three themes from the opera make up the
Prelude. The march that serves as the background for
the procession to the bull ring in the fourth act is
followed by Escamillo’s couplets from Act II and again
by the opening march, thus giving the Prelude a neat AB-A form. The coda is made up of the “fate” leitmotiv
that reappears throughout the opera at crucial moments.
This is one of the most concise curtain-raisers in opera.
In a few minutes it establishes the mood and the drama.
It has no ending as such; it concludes with the musical
equivalent of a question-mark.
The Cavalry
Shortly after the start of the first act, an off-stage bugle
call announces the arrival of the new guards to replace
the ones on duty. This crucial group includes Lieutenant
Zuniga and Corporal José. This playful segment retains
its charm even without the children’s chorus. The music
seems to poke fun at the soldiers, treating them almost
like toy soldiers.
Habanera
The fate motive heard at the end of the Prelude
announces Carmen’s appearance on stage. She notices
José at once, but can’t get his attention, so she sings the
lush Habanera to him, finally throwing a red flower at
him. I had a special pleasure in working on the
Habanera. Seemingly based on a song called El
Arreglito, written by a Spanish-American, Sebastián
Yradier, it had to undergo more than ten revisions
before the première so that Bizet could satisfy the needs
of the original Carmen, Célestine Galli-Marié.
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My intuition was to use the alto saxophone for the
melody, not only because the sax approximates the
human voice so well, but also because Bizet was one of
the first composers to use this then-novel instrument,
not in Carmen but in previous works, most notably in
L’Arlesienne.
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quarrel, Zuniga orders José to bind Carmen’s hands
before she is formally detained, since Carmen refuses to
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is assigned to guard her. Her constant chatter gets on his
nerves, and he demands that she stop talking. Instead,
she sings the provocative Seguidilla, trying to seduce
José into setting her free. He stops her, but she persists.
Eventually, he slowly succumbs to her and agrees to
meet “by the wall of Seville” at a tavern frequented by
smugglers where she often dances and drinks. She
promises her love and he can’t resist. Seguidilla has
some unusual writing for the flute, so the vocal melody
has been given to the oboe. This scene leads straight into
the short, final scene of the act, which for this orchestral
version has been entitled Fugato.

Interlude 1
The first interlude, which opens Act II and which Bizet
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this intoxicating music at the end of the orchestral cycle.
Toreador
I had a similar challenge with the song of the toreador as
I had had with the Habanera. I picked the trombone to
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made sense, and some of the middle passages were
given to the French horns.
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writing, setting the mood for the following sextet and
chorus.
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This section is taken from the end of Act I. It uses the
theme of the quarrel music, the crucial fight between the
two sets of ladies in the cigarette factory, the scene that
leads to Carmen’s arrest. This dramatic fugal entry (not
quite an entire fugue), is interrupted by the Habanera
motive, again given to the alto sax, followed by
dissolving chords in a remarkable harmonic sequence.
This hesitating music portrays the plotting Carmen
waiting for the crucial moment to escape. José has been
walking her towards the jail when she suddenly pushes
him, causing him to fall while she runs away. This
music is a powerful curtain closer, again based on the
theme of the ladies’ quarrel.
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The Wedding

Gypsy Dance

This scene was too musically attractive for me to leave
it out, in spite of its brevity. The chorus parts are given
to instruments which can hopefully be heard above the
clamoring orchestra. It’s a marvelous little moment that
often gets lost in the opera.

The Gypsy Dance is a marvel of Bizet’s mature writing
for the orchestra and the stage. It provided a perfect
conclusion to this orchestral version. In the opera, it is
placed at the opening of Act II and entitled Gypsy Song.
© 2008 José Serebrier

“The President’s Own” United States Marine Band
Col Michael J. Colburn, Director
Maj Jason K. Fettig, Assistant Director/Executive Officer
The United States Marine Band, established by an Act of Congress in 1798, is America’s oldest professional
musical organization. The relationship between the Marine Band and the White House began on New Year’s Day in
1801, when President John Adams invited the Band to perform at the Executive Mansion. Later that year, Thomas
Jefferson invited the Marine Band to perform for his Inaugural, and they have performed for every presidential
inauguration since. Today, the Marine Band engages in more than 500 public and official performances annually.
Every year the band travels across the United States on concert tours, a tradition that began with John Philip Sousa
in 1891. Members of “The President’s Own” are active duty members of the United States Marines Corps who
enlist under a contract of service with the Marine Band only. The musicians are selected through a rigorous audition
procedure.
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greeted with complete silence. Bizet was devastated. A
few months later he had a heart attack, followed by a
second one the next day. He died at midnight, just as
Carmen was ending its thirty-first performance at the
Opéra-Comique. Upon hearing it in Paris, Piotr Ilyich
Tchaikovsky announced that “in a few years Carmen
will be the most popular opera in the world.” Franz Liszt
and Richard Wagner heard the Vienna production,
which had removed the original spoken dialogues
between scenes and incorporated in its place the new
recitatives composed by Ernest Guiraud. The spoken
conversations of the original version were the practice
of the Opéra-Comique, but grand opera required
musical continuity with sung recitatives. With the 1875
Vienna production, just months after the disastrous Paris
première, Carmen was on its way to fulfilling
Tchaikovsky’s prediction. By 1878 Carmen was already
being heard in London and New York (in Italian!). It
was produced in several German opera houses before it
was revived in Paris in 1883. The new Paris version was
watered down by the head of the Opéra-Comique,
making it less provocative and controversial to avoid
offending his public. Meanwhile, in the rest of Europe,
Friedrich Nietzsche and Otto von Bismarck were
attending the opera dozens of times and writing about its
wonders. As was the custom of the times, the opera was
translated into many languages, including Japanese,
Chinese, and Hebrew. Although Paris warmed to it
slowly, Carmen eventually became a national symbol
and by the time of Bizet’s centenary in 1938, Paris could
boast having done over 2,000 performances of the
opera. The most successful opera in history was finally
embraced in its home territory.
It is assumed that William Shakespeare never went
to Italy, and yet Romeo and Juliet makes you wonder.
Wolfgang Amadeus Mozart was never in Turkey but
Abduction from the Seraglio takes you right into the
Topkapi Palace. Bizet never went to Spain—in fact, it
seems he was never south of Bordeaux—but his
portrayal of Spanish life and music, and his
understanding of the gypsies there, is instinctive and
real. For many years several record companies have
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been suggesting that I record the orchestral music from
Carmen in my own version. I never paid much attention
to this idea, simply because I did not see a need for it. In
fact, I did record the well-known orchestral suites some
eighteen years ago in Australia for an American label
which was trying to foster the Soundstream digital
system, which at the time was considered a pioneer in
digital recording. Recently, when BIS suggested I
conduct a Bizet recording with the Barcelona
Symphony Orchestra, the orchestral music from
Carmen was proposed again with the understanding that
I would produce a “new” version. At this point I decided
to look once again at the existing suites and see what, if
anything, was wrong with them. The answer was
obvious: One of the suites was anonymous and both are
in the wrong order, lacking the masterful continuity of
the original and thus having little to do with the story
line. The orchestration of the vocal numbers reveals
many problems. For example, the Toreador song,
performed by a baritone, has been given to a trumpet,
which is in the wrong register and has the wrong
character. The Habanera, which must retain the vocal
freedom and subtlety of the mezzo-soprano voice, is
given to an entire violin section which is not quite as
free as a single instrument. However, I postponed the
project for some time. While I had visualized the entire
production and chosen the orchestral fragments, I could
not see a way to make a purely symphonic version of the
final scene; it made no sense without the voices. Thus,
my thesis of making a suite in the actual order of the
drama would not work. Without an ending I could not
see myself even starting the project and it was
abandoned for a while. With time, however, I began to
accept the fact that I would have to compromise and
make a suite that followed the order of the opera except
for the final number, for which I chose the fiery gypsy
dance that opens Act II.
This was a very different experience from making a
symphonic synthesis of Leos Janáãek’s The Makropulos
Case, the most difficult of such assignments. This
extraordinary opera has no orchestral segments and, as
my friend Oliver Knussen quipped when he saw me
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taught him to play the cello. Villa-Lobos was largely
self-taught as a composer. Despite this potential
limitation, he wrote with incredible facility and
produced nearly 2,000 compositions. Many of his works
have an almost improvisational feel. The Concerto
Grosso for Woodwind Quartet and Wind Orchestra is
one of two original pieces Villa-Lobos wrote for wind
band. The first was his Fantasia, and both were
composed for Robert Boudreau and the American Wind
Symphony between 1957 and 1959. Villa-Lobos was
among the first composers Boudreau commissioned to
write for his new ensemble, and his collaboration with
the Brazilian master came just in time. Shortly after the
première of the Concerto Grosso in Pittsburgh, Pa., on
July 5, 1959, the ailing Villa-Lobos returned to Rio de
Janeiro and died only a few months later. Boudreau also
commissioned my own 12 X 12, an experimental work
for winds and brass, during the years when I was the
composer in residence of the Cleveland Orchestra.
Alberto Ginastera (1916-1983): Dances from Estancia
transcribed by MSgt Donald Patterson
Lincoln Kirstein, director of the American Ballet
Caravan, attended a performance of the ballet Panambí
while visiting Argentina, and was so impressed with the
brilliant and colorful music that he immediately
commissioned Ginastera to write a new ballet and
Estancia was completed a year later. Unfortunately,
Kirstein’s American Ballet Caravan disbanded before
the première. Ginastera reworked four of the episodes
into an orchestral suite that was introduced in 1943, but
the complete ballet was not presented for nearly ten
years. Estancia was finally premièred at Teatro Colón in
Buenos Aires in 1952, and it was an immediate success.
Estancia is the Spanish word for ranch. Ginastera’s oneact ballet tells the story of a young boy from the city
who is struggling to adapt to ranch life. He longs for a
young girl, but she considers him weak and unable to
compete with the skills of the local gauchos (cowboys).
He wins her affections by immersing himself into the
rôle of a rancher and beating the gauchos at their own
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games. The suite from the ballet is cast in four scenes
that paint a vivid and rustic portrait of ranch life and the
athletic activities of its residents: “Los trabajadores
agricolas” (“The Agricultural Workers”), “Danza del
trigo” (“Wheat Dance”), “Los peones de hacienda”
(“The Cattlemen”), and “Danza final” (“Final Dance”).
It is through this last scene that the measure of a ranch
hand’s strength is determined. Taking the form of the
fiery Argentine dance of the malambo, two gauchos
compete in a frenetic show of strength.
Georges Bizet (1838-1875) / José Serebrier:
Carmen Symphony
transcribed by MSgt Donald Patterson
Georges Bizet was thirty-six years old when Carmen
opened in Paris. He died three months later, believing
that his last opera had failed completely. His early
compositions showed originality and a great ability in
orchestration, an example being the beautiful Symphony
in C written at age seventeen, but it was at the end of his
short life that he truly found his innovative force. The
most successful opera composers in France at the time
were Daniel-François Auber, Jacques Offenbach, and
Giacomo Meyerbeer, and some of their influence can be
observed in Bizet’s early works. He was twenty-two
when he received his first opera commission for Les
Pêcheurs de Perles. It came after spending three years
in Italy, the result of winning the coveted Grand Prix de
Rome. Five years after marrying Geneviève Halévy,
daughter of his former teacher, Bizet received the
Carmen libretto, prepared by Ludovic Halévy (his
cousin by marriage) and Henri Meilhac, and based on
the book by Prosper Mérimée. Bizet seemed extremely
happy with the libretto submitted to him by the OpéraComique, but totally unprepared for the negative public
reaction to his opera. Even though some of the most
unsavory characters in Mérimée’s story (such as
Carmen’s husband, García le Borgne) had been
removed by the librettists, the subject and goings-on
were still offensive to the bourgeois Parisians of the day.
On the night of the première, the final curtain was
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MGySgt Gail Gillespie, Flute
Co-principal flutist Gail L. Gillespie of Hawaii joined the United States Marine Band in 1979 and was appointed
principal flutist in 1983. MGySgt Gillespie began to study piano at age eight and on flute at eleven. Her primary
flute instructors included Jean Harling, Paula Robison, James Pappoutsakis, Britton Johnson and Toshiko Kohno.
MGySgt Gillespie was a member of the Vermont Symphony in Burlington and the Quintet di Legno.

MSgt Leslye Barrett, Oboe
Co-principal oboist Leslye L. Barrett joined the United States Marine Band in 1997 and was appointed section
leader in December 2004. She began her musical training at age three and graduated from the Interlochen Arts
Academy in Michigan. She earned a Bachelor of Arts degree in performance from Southern Methodist University in
Dallas and a Master of Music degree in performance from Arizona State University in Tempe. MSgt Barrett was a
member of the Quintessence Chamber Ensemble in Phoenix, and has performed with the Phoenix Symphony, the
Arizona Opera in Phoenix, and the Dallas Wind Symphony.

MGySgt Lisa Kadala, Clarinet
Principal clarinetist Lisa A. Kadala of Michigan, joined the United States Marine Band in 1985. She was appointed
principal clarinetist in 1992 and served as clarinet section commander from 1996 to 2005. She began her musical
training at age eleven, and graduated in 1979 from Churchill High School in Livonia, Michigan. In 1984, she earned
a Bachelor’s degree in music performance at the University of Michigan School of Music in Ann Arbor.

MSgt Christopher McFarlane, Bassoon
Christopher J. McFarlane of Williamsville, New York, joined the United States Marine Band in 1994.
MSgt McFarlane began his musical instruction at age nine. After graduating from Williamsville South High School,
he earned a bachelor’s degree in music from Indiana University in Bloomington in 1990 and a master’s degree in
music in 1993 from Louisiana State University in Baton Rouge. He studied with Timothy McGovern, William
Ludwig, Bernard Garfield and Sidney Rosenberg. He has performed with the Baton Rouge Symphony in Louisiana.
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José Serebrier

Carmen Symphony and other works

GRAMMY award-winning conductor and composer José Serebrier is one of
the most recorded classical artists today. He has conducted most of the major
orchestras around the world and has more than 250 recordings and has
received 36 GRAMMIES. He is an equally prolific composer, with more than
100 published works. Serebrier was born in Montevideo, Uruguay, to Russian
and Polish parents. At age nine he began studying the violin and made his
conducting début at age eleven, when he organized and conducted the first
youth orchestra in South America, touring the continent and giving more than
100 concerts over four years. Upon graduating from the Municipal School of
Music in Montevideo, Serebrier aspired to conduct the national orchestra in
his native country, and with that purpose he entered the annual composition
contest, (a competition that was announced only two weeks before the
deadline), hoping that if he won, he would be allowed to conduct his work.
His entry, an eighteen-minute overture called Legend of Faust, was composed
in a week. Although Serebrier won the contest, the fifteen-year-old was
deemed too young to conduct the première of his own work, and it was
assigned to the Brazilian conductor Eleazar de Carvalho. Serebrier went to the
United States in 1956 on a State Department fellowship to study composition
at the Curtis Institute of Music in Philadelphia with Bohuslav MartinÛ and
Vittorio Giannini and at the Tanglewood Music Center with Aaron Copland.
In 1956 he was awarded a Koussevitzky Foundation Award at Tanglewood
and a BMI Award with his Symphony No. 1 and Quartet for Saxophones. The next year he was awarded the first of
two consecutive Guggenheim Fellowships, becoming the youngest recipient ever at age nineteen. After graduating
from Curtis in 1958, he received a master’s degree in 1960 from the University of Minnesota in Minneapolis, where
he studied conducting with Antal Dorati and received two consecutive Dorati Fellowships.
In 1957, Serebrier began a long association with the legendary conductor Leopold Stokowski. While conducting the
Houston Symphony, Stokowski planned to première Charles Ives’s Symphony No. 4. The music proved too difficult and
complex for the orchestra, so Stokowski began to search for a new and interesting work to première instead. He chose
Serebrier’s Symphony No. 1, written by the then seventeen-year-old student at Curtis. Eight years later Ives’s
“unplayable” Symphony No. 4 finally had its première with Stokowski conducting the American Symphony Orchestra at
Carnegie Hall. In order to negotiate the rhythmic complexities of the work, several conductors were required, and
Stokowski invited Serebrier to be his co-conductor for the performance. A few years later Serebrier performed and
recorded Ives’s Symphony No. 4 with the London Philharmonic Orchestra without the assistance of additional
conductors. His recording was considered a landmark achievement; it was called “one of the best recordings ever made”
by High Fidelity and was honoured with a GRAMMY nomination. Serebrier was twenty-one years old when Stokowski
named him associate conductor of the newly formed American Symphony Orchestra in New York, a post he held for
five years. He made his New York conducting début with the orchestra at Carnegie Hall. The New York Times noted the
“great intensity, precision, and clarity” of his performance. During his time with the orchestra, Stokowski conducted the
first New York performance of Serebrier’s Elegy for Strings at Carnegie Hall, and opened the season with the première
of Serebrier’s Poema Elegiaco. Stokowski hailed Serebrier as “the greatest master of orchestral balance.”

Silvestre Revueltas (1899-1940) / José Serebrier
(b. 1938): Mexican Dance (World Première)
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Silvestre Revueltas was born on the eve of the twentieth
century on December 31st, 1899, in Durango, Mexico.
Nearly all of his music was written in the last decade of
his brief life. During the Spanish Civil War, Revueltas
went to Spain to offer his support to the Republican
cause, but returned to Mexico discouraged after
Franco’s victory. As a composer in Mexico City,
Revueltas found it difficult to earn an adequate living
and soon became an alcoholic. He died of pneumonia at
age forty, the day his ballet El renacuajo Paseador was
premièred. He composed the music to ten Mexican
films, the first of which was a documentary called Redes
(Nets). The film was a moving social commentary on
the economic victimization of poor Mexican fisherman
in the 1930s. It was co-directed by Emilio Gomez
Muriel and by the Austrian Fred Zinnemann, who later
rose to fame in Hollywood as the director of the classic
films High Noon and From Here to Eternity. In 1946,
the great conductor Erich Kleiber made a symphonic
suite based on the music from Redes. I became
intimately familiar with this music through Kleiber’s
compilation, and performed it throughout the world.
There is a brief but striking passage toward the end of
the first part of the suite that in the film accompanies a
scene in which the desperate fishermen make a large
catch after an extended period of netting very few fish. I
extracted this colorful music from the suite and
expanded it to create an independent piece for wind
band, my first foray into the medium, and titled it
Mexican Dance.
José Serebrier (b. 1938): Night Cry (World Première)
In a note in his diary, painter Edvard Munch wrote, “I
was walking along a path with friends—the sun was
setting—suddenly the sky turned blood red—I paused,
and leaned on the fence—there was blood and tongues
of fire above the blue-black fjord and the city—my
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friends walked on, and I stood there trembling with
anxiety—and I sensed an infinite scream passing
through nature.” This impression inspired the creation
of one of the most recognizable paintings in the world.
The original German title given to the work by Munch
was Der Schrei der Natur (The Scream of Nature),
although it is best known as The Scream or The Cry.
During a trip to Norway, I was captivated by Munch’s
painting and inspired to compose a short “musical
essay” on the experience. “Night Cry” is not a
description of the work so much as a fleeting musical
thought on the powerful impression created by the
painting. Night Cry is written for the typical forces of
the brass section in a symphony orchestra that have been
divided into three groups. The only musicians on stage
are two trumpets, one horn, and one tuba. Another horn
and trombone perform off-stage, and two trumpets, one
horn, and one trombone play from the balcony behind
the audience. The antiphonal nature of the music pays
homage to the brass choir works of Italian renaissance
composer Giovanni Gabrieli (1554-1612). Similar to the
call-and-answer choral style of much of Gabrieli’s
music, the balcony group in Night Cry answers the other
two ensembles. While each of the three groups speaks in
a different musical language, they sometimes interact
and imitate each other. Throughout this interplay, even
within moments of respite, a thread of quiet angst is
palpable. It is the unshakeable feeling that is also at the
very core of the suppressed scream in Munch’s
masterpiece.
Heitor Villa-Lobos (1887-1959): Concerto Grosso
for Woodwind Quartet and Wind Orchestra
Heitor Villa-Lobos is the most significant Brazilian
composer of the twentieth century. He was the first
national composer to successfully fuse a contemporary
European language with the native folk music styles of
Brazil, creating a recognizable style that influenced
many composers such as Darius Milhaud. Villa-Lobos’
early music education was provided by his father, who
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Georges Bizet (1838-1875) / José Serebrier (b. 1938):
Carmen Symphony (transcr. by MSgt Donald Patterson)
1 I. Prelude
2 II. The Cavalry
3 III. Habanera
4 IV. Seguidilla
5 V. Fugato
6 VI. Interlude 1
7 VII. Toreador
8 VIII. Interlude 2
9 IX. Andante cantabile
0 X. Interlude 3
! XI. The Wedding
@ XII. Gypsy Dance
#

3:31
4:07
2:12
1:58
2:06
1:40
2:26
2:40
3:32
2:12
1:28
5:44

Silvestre Revueltas (1899-1940) / José Serebrier: Mexican Dance

Alberto Ginastera (1916-1983): Estancia Suite, Op. 8a

4:02
11:55

(transcr. by MSgt Donald Patterson)
$ I. Los trabajadores agricolas (The Agricultural Workers)
% II. Danza del trigo (Wheat Dance)
^ III. Los peones de hacienda (The Cattlemen)
& IV. Danza final (Final Dance) (Malambo)
*

After winning the Ford Foundation’s American Conductors Competition in 1968 (together with James Levine),
Serebrier accepted George Szell’s invitation to become Composer-in-Residence of the Cleveland Orchestra under a
special grant from the Rockefeller Foundation. He served in this capacity for two seasons during which time he
wrote a harp concerto entitled Colores Magicos for the Inter-American Music Festival in Washington, D.C. It
combined light and sound and tempted Irving Lowens to write: “Serebrier, a first-rate conductor, uses orchestral
colors in much the same way as a child uses finger-paints. He lays about him with a fine fury, and achieves
something of the stagey horror of a tale by Edgar Allan Poe. Of the fifteen new works I heard during the course of
the festival, I’d rank Colores Magicos the best... its advanced techniques don’t get in its way. Doubtless it will be
heard—and seen—again; it deserves to be.” Serebrier has also composed concerti for double bass, accordion
(commissioned by the American Accordionists Association), trombone, and violin. His violin concerto, Winter, was
premièred in New York in 1995 to wide critical acclaim, and has since been performed by the Philharmonia
Orchestra in London and the National Symphony in Madrid, and recorded with the Royal Philharmonic Orchestra.
Serebrier has received countless accolades and awards for both his compositions and conducting, including a Pan
American Union Publication Award for his Elegy for Strings, a Harvard Musical Association Commission Award
for Fantasia for string quartet, and a National Endowment for the Arts Commission for the ballet, Orpheus x Light,
written for the Joffrey Ballet. His Symphony No. 3, Symphonie Mystique, was premièred at Carnegie Hall in 2005
and received a GRAMMY nomination for Best New Composition of 2004. In addition, his recording with the
Barcelona Symphony Orchestra of his arrangement of the music of Bizet entitled Carmen Symphony won the Latin
GRAMMY for Best Classical Album of 2004. He received the U.K. Music Retailers Association award for best
orchestral recording for the Mendelssohn symphonies with the Scottish Chamber Orchestra and the Deutsche
Schallplatten Award for best orchestral recording for the first of three CDs of Dmitri Shostakovich’s film suites with
the Belgian Radio Orchestra. SoundStage magazine selected Serebrier’s recording of Scheherazade with the London
Philharmonic as the Best Audiophile Recording. Serebrier has made international tours with the Juilliard Orchestra,
Pittsburgh Symphony, Philharmonia Orchestra, Royal Philharmonic Orchestra, Scottish Chamber Orchestra,
Orchestre de Chambre Nationale de Toulouse and the National Youth Orchestra of Spain. He has recorded with the
New York Philharmonic, London Symphony Orchestra, London Philharmonic Orchestra, Royal Philharmonic
Orchestra, Bournemouth Symphony, Oslo Philharmonic, Bamberg Symphony, Royal Scottish National Orchestra,
Scottish Chamber Orchestra, English Chamber Orchestra, Barcelona Symphony, Czech State Philharmonic (Brno),
Sydney Symphony, Melbourne Symphony, Adelaide Symphony, Staatskapelle Weimar among many others.

33:36

3:09
2:25
1:55
4:25

José Serebrier: Night Cry

8:19

Maj Jason K. Fettig, Assistant Conductor

Heitor Villa-Lobos (1887-1959):
Concerto Grosso for Wind Quartet and Wind Orchestra

www.joseserebrier.com

16:41

( I. Allegro non troppo
) II. Allegretto scherzando
¡ III. Andante

3:52
3:58
8:41

MGySgt Gail Gillespie, Flute • MSgt Leslye Barrett, Oboe
MGySgt Lisa Kadala, Clarinet • MSgt Christopher McFarlane, Bassoon
™

John Philip Sousa (1854-1932): The Stars and Stripes Forever

4:27

Publishers: Hal Leonard (tracks 1-12); Peermusic Classical (tracks 13 and 18);
Boosey & Hawkes Music Publishers Ltd. (tracks 14-17); C.F. Peters (tracks 19-21)
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Bizet / Serebrier
CARMEN SYMPHONY
Ginastera • Villa-Lobos • Revueltas • Serebrier
‘The President’s Own’
José Serebrier conducting ‘The President’s Own’ United States Marine Band (photograph by SSgt Brian Rust)

Also available:
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United States Marine Band

José Serebrier

8.570559
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BIZET/SEREBRIER: Carmen Symphony

1-@ Georges Bizet (1838-1875) /
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José Serebrier (b. 1938):
Carmen Symphony
Silvestre Revueltas (1899-1940) /
José Serebrier: Mexican Dance*
Alberto Ginastera (1916-1983):
Estancia Suite, Op. 8a
José Serebrier: Night Cry*
Heitor Villa-Lobos (1887-1959):
Concerto Grosso for Wind Quartet
and Wind Orchestra
John Philip Sousa (1854-1932):
The Stars and Stripes Forever

33:36
4:02
11:55
8:19

16:41
4:27

* WORLD PREMIÈRE RECORDINGS

‘The President’s Own’
United States Marine Band
Col Michael J. Colburn, Director
Maj Jason K. Fettig, Assistant Director

José Serebrier

www.naxos.com

8.570727

A detailed track list can be found inside the booklet
Recorded live at the Music Center at Strathmore,
North Bethesda, Maryland, on 23rd April, 2007
Engineer: MGySgt Karl J. Jackson
Booklet notes: José Serebrier
Cover photograph: Rachelle Burnside (dreamstime.com)

Having orchestrated Gershwin’s
piano works (at the request of
Gershwin’s family), numerous Grieg
songs, and more recently a
symphonic synthesis of Janáããek’s
The
Makropulos
Case,
José
Serebrier compiled a sequence of
orchestral interludes from Bizet’s
Carmen to try to extend its magic to
the concert hall. Carmen Symphony,
unlike the well-known Carmen
Suites, follows the thread of the
opera. Serebrier has always been
fascinated by the music of the
Mexican
composer
Silvestre
Revueltas, and Mexican Dance is his
homage to this original composer.
This, and Serebrier’s own Night Cry
are world première recordings.
The United States Marine Band,
the oldest professional musical
institution in the United States,
regularly
invites
prominent
conductors. This is a recording of a
concert performance in 2007.
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