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    A voice trained for melody turns inward to score the drama of a life in art. In these pages, the renowned composer reflects on the pressures and privileges of creation, the discipline that sustains inspiration, and the conscience that tests success. Rather than a parade of dates, this book offers a living portrait of the artist’s interior world, mapped against the public stages where his music sounded. It invites readers to hear how memory phrases experience, how judgment tempers enthusiasm, and how a vocation matures. The result is an intimate self-portrait that also becomes a portrait of an era.

Charles Gounod, one of the nineteenth century’s foremost French composers, is the author of this eponymous volume. Written during the later decades of that century, the book gathers recollections, critical observations, and meditations on craft into a sustained inquiry into what it means to live by music. Its pages trace the formation of an artist, the shaping of ideals, and the realities of work in the theater and the church. Gounod’s purpose is not to catalogue events, but to articulate principles, illuminate choices, and share lessons learned through practice. Without revealing particulars in advance, it prepares the reader for a thoughtful journey.

The book is considered a classic because it stands at the fruitful intersection of autobiography, cultural history, and aesthetic reflection. It preserves a first-person account of nineteenth-century musical life from the vantage of a central participant, and it does so with a clarity of style that keeps analysis and feeling in balance. Readers encounter the texture of institutions, audiences, and ambitions not as abstractions, but as lived realities. Its endurance owes much to the reliability of its witness and the poise of its prose, making it a touchstone for those who study, perform, or simply love the art it describes.

In literary history, this work exemplifies a lineage of artist testimonies that unite candor with critique. While its primary field is music, its methods—patient introspection, careful characterization, measured judgment—have proved instructive beyond that domain. Scholars have repeatedly consulted it to reconstruct contexts, and practitioners have mined it for durable counsel about discipline and taste. Later writings by musicians and critics show how the book’s fusion of personal narrative with principled analysis became a serviceable model. Its influence thus lies less in a single doctrine than in the standard it set for seriousness, modesty, and clarity in an artist’s self-accounting.

At its center are themes that continue to resonate: the calling of the artist, the tension between tradition and innovation, the negotiation of solitude and collaboration, and the ethics of public success. Gounod weighs the sources of authority—training, conscience, and audience—and asks how they can be harmonized without compromising truth. He considers how works begin, how they are tested, and how they enter the world. Beneath these questions runs an abiding concern with integrity: how to keep faith with one’s ideals while engaging institutions that are necessary, imperfect, and sometimes resistant to the very art they present.

The style is lucid, measured, and—inevitably—musical. Sentences proceed with the calm assurance of a well-shaped phrase, allowing reflection to accumulate rather than to insist. Images drawn from the stage and the sanctuary lend resonance to technical matters, while a modest, unhurried tone invites trust. The structure is more mosaic than ledger, composed of episodes and meditations that cohere around recurring motifs: vocation, discipline, and witness. This composure does not dampen feeling; it refines it. The reader senses a life tested over time, and a mind intent on understanding its own motives with the same care devoted to shaping a melody.

Without disclosing particulars, it is fair to say that the narrative moves from formation to fulfillment. The reader glimpses studies and mentors, rehearsals and first appearances, travels and returns, the quiet workroom and the charged air of performance. There are portraits of colleagues and patrons, reflections on audiences and their expectations, and practical observations about the habits that sustain endurance. The book is frank about effort and uncertainty, generous in attributing help, and careful in apportioning credit. It is less a chronicle of triumphs than a record of persistence, reminding us that mastery is achieved through a thousand unshowy decisions.

Gounod’s intention is to render an account that is useful, honest, and humane. He writes to clarify his convictions about beauty and form, to describe the labor behind inspiration, and to encourage younger artists who may be tempted to mistake facility for depth. He also writes to preserve memory, knowing that institutions change and that oral traditions fade. By setting down what he valued and why, he creates a portable apprenticeship for readers. The tone is not doctrinaire: it is invitational, testing propositions against experience and leaving room for conscience to speak where rules cannot fully guide.

The historical frame is the nineteenth century, a period of rapid transformation in public culture. The book bears witness to how musical life was organized, financed, rehearsed, and received, and how broader currents—religious, social, technological—shaped both opportunity and constraint. It reveals the interplay between private creativity and public expectation, showing how reputations are made and maintained. In this sense, it is as much a document of its time as it is a personal testament. By attending carefully to institutions and audiences, Gounod helps readers grasp the ecology within which art must survive and, at its best, flourish.

As a classic, the volume endures because it offers more than anecdotes: it offers frameworks. It illustrates how to think about craft without becoming pedantic, how to prize tradition without lapsing into nostalgia, and how to welcome novelty without worshiping fashion. In its pages, readers find a vocabulary for judging their own work, whatever their field, and the courage to accept that judgment. Teachers value it for the way it joins evidence to principle, and general readers cherish it for its unforced dignity. Its influence lies in quiet reliability: one returns to it and finds it steady, generous, and clear.

For contemporary audiences, the book’s relevance is immediate. It addresses perennial questions—how to begin, how to continue, how to end—while refusing shortcuts. It acknowledges the allure of applause but insists that inward criteria matter more. It shows collaboration as an art in itself and defends the time and space needed for real work. In an era that often confuses visibility with value, Gounod’s testimony restores measures rooted in patience, responsibility, and love for the thing made. Readers who seek meaning in their labor will recognize themselves here, and those who love music will gain a deeper, wiser listening.

Ultimately, this volume offers a clear statement of what the art of living by art requires: conviction tempered by humility, discipline warmed by feeling, and a public presence anchored in private truth. Its lasting appeal lies in the equilibrium it models and the candor with which it speaks. Charles Gounod gives us not a legend, but a life examined; not a formula, but a practice. The themes are timeless—calling, conscience, community—and the voice that articulates them remains compelling. That is why this book continues to engage readers: it makes the past audible, and it helps the present keep time.
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    Charles Gounod by Charles Gounod presents the composer’s own account of his life and work, arranged as a chronological narrative from childhood to late career. The book outlines formative experiences, professional milestones, and the artistic principles that guided his choices. Gounod recounts the environments, teachers, and institutions that shaped his craft, and he explains how sacred and theatrical traditions intersected in his development. He frames his recollections with practical observations about composition, performance, and the demands of the stage. Without polemics, the author records encounters, decisions, and outcomes, offering a direct record of his creative path and the circumstances surrounding his major works.

The narrative begins with Gounod’s family background and early education in Paris, emphasizing the crucial role of disciplined musical training. He describes the encouragement and instruction he received at home and in formal study, tracing the gradual emergence of his compositional voice. Entry into the Paris Conservatoire provides context for methodical study, exposure to established repertoire, and the rigors of examination. The account highlights routine, practice, and mentorship rather than anecdotes, showing how ear training, harmony, and counterpoint prepared him for professional challenges. Gounod presents this period as the foundation on which all later opportunities and responsibilities rested.

Winning the Prix de Rome marks a major turning point. Gounod explains the competition’s demands and the expectations attached to the prize, then moves to his residency in Rome. There he immerses himself in Renaissance polyphony and sacred music, attending services, studying manuscripts, and internalizing the clarity of vocal writing. Encounters with Italian tradition, and later with German repertory, broaden his aesthetic viewpoint. The book underscores how these years strengthened his interest in liturgical forms and reinforced habits of disciplined craftsmanship. Travel, study, and reflection combine to give him a durable set of musical convictions that inform his later compositions.

Upon returning to Paris, Gounod describes his initial professional appointments and early public works. He focuses on church music and practical duties that refine his sense of vocal balance and choral sonority. The narrative shows his growing attention to text setting, pacing, and the expressive possibilities of a restrained style. At the same time, colleagues and circumstances draw him toward the stage. He weighs opportunities, outlines obstacles to production, and records the negotiations required to move from manuscript to performance. This section emphasizes preparation, revision, and rehearsal as central to transforming compositional ideas into public results.

Gounod then turns to his first operatic ventures, detailing the process from commissioning to premiere. He outlines casting considerations, the collaboration with librettists, and the constraints of theater schedules and budgets. Early outcomes vary, and he notes the lessons learned from divergent responses. The account highlights the importance of dramatic contour, the needs of singers, and the balance between orchestral color and vocal line. The book continuously links artistic intention with practical adaptation, documenting how revisions and new productions consolidate a work’s identity. Success is presented as cumulative, arising from persistence, careful staging, and thoughtful musical economy.

The composer’s breakthrough and subsequent recognition are treated through the lens of specific operas that established his reputation. He explains how subject matter, poetic treatment, and melodic profile shaped each project’s character. Staging, casting, and conducting receive meticulous attention, and Gounod traces how different venues and cities influenced reception. The narrative records international performances, translation issues, and publication matters, adding a clear picture of nineteenth-century operatic circulation. Alongside theater, he continues sacred and concert pieces, showing a parallel track of composition that remains integral to his identity. This period consolidates his aesthetic: expressive melody anchored by structural clarity.

Historical events intrude on artistic plans, and Gounod recounts how conflict and displacement alter his routine. He describes relocation, new professional networks, and choral initiatives undertaken abroad. The book notes the composition of works suited to public commemoration and reflection, emphasizing adaptability under changing circumstances. Practical details—contracts, legal constraints, and organizational challenges—appear alongside musical ones, offering a complete picture of a composer managing career continuity. The experience expands his audience and repertoire while underscoring the need for reliable collaborators. Gounod treats these chapters as tests of resilience that nonetheless yield important performances and broadened artistic connections.

In later chapters, Gounod surveys mature compositions in both sacred and secular domains, including large-scale vocal works. He restates core artistic principles: clarity of line, fidelity to text, and respect for musical tradition. The book includes concise assessments of admired predecessors and contemporaries, always in service of explaining his own methods rather than delivering critique. Pedagogical observations address young musicians’ training and the discipline required for sustained productivity. Administrative realities—publishers, rights, and rehearsal economies—receive practical commentary. These sections integrate aesthetics with procedure, presenting composition as a craft practiced within institutions, markets, and communities of performers and listeners.

The closing pages gather themes from across the memoir: the formative impact of rigorous study, the imprint of sacred music on dramatic writing, and the continuous negotiation between intention and performance. Gounod reiterates gratitude to teachers, collaborators, and audiences, and he affirms the value of perseverance through setbacks. The book’s overarching message is that artistic identity emerges through consistent work aligned with clear principles, tested on the stage and in the church. By offering a straightforward record of choices and outcomes, Gounod leaves a concise testament to his career, intended as guidance and documentation rather than judgment or argument.
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    The book unfolds across nineteenth-century Europe, principally in Paris between 1818 and 1893, a period spanning the Bourbon Restoration, the July Monarchy, the Second Republic, the Second Empire, and the early Third Republic. It situates artistic life within the political turbulence of France, from the barricades of 1830 and 1848 to the imperial splendor of Napoleon III and the trauma of 1870–1871. Rome and London serve as secondary poles: Rome as the conservatory of sacred tradition encountered through the Prix de Rome, and London as a wartime refuge where choral culture flourished. The narrative’s places anchor its reflections on faith, theater, public institutions, and national calamity.

Parisian institutions set the stage: the Conservatoire molded young musicians; the Académie de France at the Villa Medici in Rome formed laureates; the Théâtre Lyrique and the Paris Opéra tested new works and reputations. Salons on the Right Bank and churches on the Left shaped patronage and aesthetics, while government ministries regulated and funded the arts. Overseas, London’s Crystal Palace and the newly opened Royal Albert Hall (1871) showcased colossal choirs and philanthropic concert culture. The book traces movement among these spaces, revealing how politics, urban transformation, and international exhibitions generated the opportunities and constraints that defined a composer’s career in the century’s middle decades.

The July Revolution of 1830, the “Trois Glorieuses” of 27–29 July, replaced Charles X with Louis-Philippe and inaugurated the July Monarchy (1830–1848). Parisian streets turned into classrooms of citizenship and risk, as students and artisans built barricades across the Île de la Cité and the Grands Boulevards. The Conservatoire and theaters quickly resumed activity but under a new, bourgeois-constitutional regime that prized order and practical education. The book’s early chapters evoke those formative years, showing how a young musician’s training and prospects were shaped by the new monarchy’s administrative reforms, the reopening of venues, and the altered etiquette of patronage in post-revolutionary Paris.

The Prix de Rome, established in 1663 and maintained by successive regimes, remained the apex of state arts policy. Charles Gounod won the composition prize in 1839, residing at the Villa Medici from 1840 to 1842. Under Director Jean-Auguste-Dominique Ingres, the Roman sojourn exposed him to Renaissance polyphony at Santa Maria Maggiore and the Sistine Chapel, and to the ceremonial world of Pope Gregory XVI. Travel to Vienna and Leipzig followed, with encounters that sharpened craft and discipline. The book connects these experiences to a reverence for Palestrina and to the lifelong negotiation between dramatic theater and liturgical clarity that marks his sacred and operatic works.

The Catholic revival that spread in France after 1815 intensified in the 1830s–1850s, through figures such as Hugues-Félicité de Lamennais, Henri-Dominique Lacordaire, and the reconstitution of religious orders. By 1849 Gounod served at the Église des Missions Étrangères on Rue du Bac, and his Messe solennelle de Sainte-Cécile would be premiered at Saint-Eustache in 1855. In 1853 he shaped the Méditation sur le 1er Prélude de Bach, later paired with the Ave Maria text, emblematic of a dialogue between old counterpoint and modern melody. The book returns to these events as moments of spiritual inquiry, when vocation, social duty, and the stage contended for primacy.

The 1848 Revolution in Paris erupted 22–24 February, toppling Louis-Philippe and proclaiming the Second Republic. The June Days (23–26 June 1848) saw brutal street fighting after the closure of National Workshops, leaving thousands dead or wounded. Louis-Napoléon Bonaparte won the presidential election in December 1848, inaugurating a short-lived republican experiment. The book recounts the dislocation of theaters, the uncertainties of commissions, and the moral seriousness that entered artistic debate. These uprisings sharpened concerns with social misery and civic cohesion, threads that later surface in the composer’s investments in choral education and in the ethical tensions explored on the operatic stage.

The coup d’État of 2 December 1851 led to the Second Empire (1852–1870) under Napoleon III, which centralized control yet expanded cultural display. The Opéra and the Théâtre Lyrique benefited from subsidies and competition. Gounod’s Sapho premiered at the Paris Opéra in 1851 with Pauline Viardot; La Nonne sanglante followed in 1854 but was withdrawn after a handful of performances. At the Théâtre Lyrique, directed by Léon Carvalho, Faust premiered on 19 March 1859. The book places these premieres within imperial cultural policy, describing negotiations with directors and censors, and how state-backed theaters could both elevate and imperil a composer’s standing with a single season’s fortunes.

Baron Haussmann’s renovation of Paris (1853–1870) transformed the city: population surged, boulevards cut through old quarters, and monumental buildings asserted imperial confidence. The Palais Garnier, begun in 1861 and inaugurated in 1875, symbolized opera’s centrality to urban identity. New audiences from banking and commerce frequented theaters calibrated to spectacle and moral display. The 1869 revision of Faust for the Paris Opéra, with ballet and grander scale, responded to this environment. In the book, the city’s redesign frames the staging of temptation, mobility, and class visibility, as if the widened streets and gleaming foyers were the secular cathedral in which nineteenth-century desires found their chorus.

The Orphéon movement, founded by Guillaume-Louis Bocquillon (called Wilhem) in 1833, organized male choral societies for artisans and clerks, spreading musical literacy through factories, barracks, and schools. Under the Second Empire, official festivals and competitions multiplied, and tens of thousands sang in massed concerts by the 1860s. Gounod composed and conducted for Parisian Orphéons in the 1850s, aligning art with civic pedagogy. The book treats these choirs as a social instrument that bridged classes and imparted discipline, connecting rehearsal rooms to republican, and later imperial, ideals of order. It casts choral practice as a response to urban anonymity and as an antidote to political fracture.

The Exposition Universelle of 1867 (1 April–3 November) gathered industrial and cultural prowess on the Champ de Mars under Napoleon III. Foreign sovereigns, inventors, and impresarios converged on a Paris staging itself as the world’s capital. Gounod’s Roméo et Juliette premiered on 27 April 1867 at the Théâtre Lyrique, capturing the fair’s cosmopolitan audience. The book relates how international visitors, press scrutiny, and imperial patronage created a marketplace for styles and stars. It treats the premiere not merely as an aesthetic event but as a function of soft power, where theater served diplomacy and where musical success depended on meticulous alignment with public ceremonial.

The Franco-Prussian War began on 19 July 1870 after France declared war on Prussia; Napoleon III surrendered at Sedan on 2 September, and the Third Republic was proclaimed in Paris on 4 September. Prussian forces encircled the capital from 19 September 1870 to 28 January 1871, inducing famine, cold, and bombardment. The armistice ceded Alsace and part of Lorraine and permitted elections, but the ensuing Paris Commune (18 March–28 May 1871) fractured the city. Bloody Week (21–28 May) saw street fighting from the Buttes-Chaumont to the Champ de Mars; estimates of the dead range from 7,000 to over 20,000, and thousands were deported or imprisoned. Amid the siege’s privations, theaters closed or repurposed, orchestras dispersed, and sacred spaces took on civic functions. Gounod fled to London in the autumn of 1870, joining a diaspora of artists who sought subsistence and safety across the Channel. In London he engaged an immense choral culture centered on the Crystal Palace and the newly opened Royal Albert Hall (inaugurated 29 March 1871). There he composed Gallia (1871), a lamentation for soprano, chorus, and orchestra modeled on the Lamentations of Jeremiah, explicitly mourning the nation’s humiliation. The book’s chapters on 1870–1871 are the most searing, juxtaposing civic collapse with artistic consolation. They register the shock of regime change, the ethical demand for memory, and the revaluation of fame when audiences are scattered by war. The account links the transformation of Paris—its burned Tuileries and shattered neighborhoods—to a deepened religiosity and to a recalibration of professional networks that stretched from London’s impresarios to provincial French choirs rebuilding musical life under the nascent Republic.

Victorian Britain’s choral movement offered vast amateur forces, philanthropic patronage, and steady employment. The Royal Albert Hall Choral Society formed in 1871; Crystal Palace concerts drew huge crowds; Handel festivals set the template for sacred spectaculars. Gounod conducted and composed for these constituencies, and London audiences embraced his melodious idiom. His association with Georgina Weldon in 1874–1875, centered at Tavistock House, ended in public legal disputes over contracts and manuscripts, illustrating the era’s evolving copyright and celebrity culture. The book’s London pages chronicle these relationships as both opportunity and warning, showing how hospitality, publicity, and law intertwined in the Victorian music trade.

The early Third Republic (1870s–1880s) stabilized under the Constitutional Laws of 1875 and pursued secularization: the Ferry laws of 1881–1882 mandated free, compulsory, secular primary schooling. Political life oscillated between clerical and anticlerical blocs, influencing the status of church music. Gounod’s large sacred works, such as The Redemption (1882) and Mors et Vita (1885), found wide concert audiences even as ecclesiastical contexts tightened. The book interprets these tensions as part of a broader negotiation between public morality and faith, noting how concert oratorios enacted piety in secular halls. It situates composition within debates on national identity after defeat and civil conflict.

Parisian concert institutions democratized listening. Jules Pasdeloup’s Concerts Populaires (founded 1861), Édouard Colonne’s association (1873), and Charles Lamoureux’s concerts (1881) championed contemporary orchestral music and created durable publics beyond the opera house. The Palais Garnier opened on 5 January 1875, and the Opéra made spectacles of repertory with ballets and lavish mise-en-scène; Faust entered and remained a pillar there. The book narrates collaborations and rivalries across these venues, showing how subscription economies, critics, and touring stars shaped reception. It emphasizes the power of conductors and entrepreneurs in forging taste and sustaining works across decades and political cycles.

Opera globalized as railways, publishing houses, and impresarios knit markets. Faust reached London in the early 1860s and crossed the Atlantic, becoming a repertory mainstay in New York; the Metropolitan Opera opened its first season in 1883 with this work in pride of place. Italian, German, and Russian stages also adopted Gounod’s operas, each adapting performance practice to local norms. The book reflects on this circulation in concrete terms—contracts, translators, star singers such as Christine Nilsson—and treats cosmopolitanism as a condition of survival. It links the diffusion of repertory to the emergence of an international public forged by exhibitions, telegraphy, and steam.

As social and political critique, the book juxtaposes imperial display with private precarity, exposing the Second Empire’s culture of appearances and the compromises exacted by subsidized theaters. It highlights how Haussmann’s modernity enlarged audiences but also commercialized virtue, making ambition and respectability the twin currencies of the stage. Through the ethical conflicts dramatized in Faust and the public religiosity of the masses and oratorios, it interrogates the seductions of power and the limits of redemption in a society balancing Catholic heritage against industrial capitalism.

The narrative also indicts structural injustices revealed by 1848 and 1871: class divides that turned workshops into battlegrounds, and a judicial apparatus that punished the weak more harshly than the influential. By elevating the Orphéon as a school of citizenship, it proposes culture as social repair, while the London episodes warn of contractual exploitation in new media economies. The book’s attention to education laws, censorship, and the politics of venues lays bare how policy molds possibility. In giving names, dates, and places to upheaval, it invites readers to weigh art’s duty to remember against the temptations of compliant oblivion.
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    Charles Gounod was a leading French composer of the nineteenth century, celebrated for operas, sacred music, and songs that helped define the lyric spirit of his era. Best known for the opera Faust and the serenely flowing “Ave Maria” arranged over a prelude by J. S. Bach, he bridged grand opéra traditions with a more intimate, melodically focused style. His career spanned concert halls, opera stages, and church choirs in France and abroad, and his music achieved wide popularity during his lifetime. Gounod’s reputation rests on craftsmanship, memorable melody, and a devotional strain that permeates his theatrical and concert works alike.

Educated at the Paris Conservatoire, Gounod studied with prominent teachers including Fromental Halévy and Jean-François Le Sueur. Early acclaim culminated in the prestigious Prix de Rome, which enabled extended residence at the Villa Medici. Immersion in Italian Renaissance polyphony, especially the music of Palestrina, left a lasting imprint on his technique and aesthetic priorities. The Roman years also reinforced his attraction to sacred genres and a vocal line shaped by clear declamation and smooth counterpoint. Returning via musical centers on the continent, he absorbed broader European currents while retaining a distinctly French sensibility rooted in clarity, balance, and songful expressivity.

Back in Paris, Gounod initially pursued sacred composition and orchestral writing, producing, among other works, two symphonies in the 1850s. He entered the operatic stage with Sapho and later projects that met mixed responses, yet his reputation steadily grew. The Messe solennelle de Sainte-Cécile contributed significantly to his standing, admired for its lyric warmth and accessible, dignified piety. Alongside larger forms, he cultivated the French mélodie, refining a supple melodic style aligned with natural speech rhythms. By mid-century he had become a recognizable figure in the city’s musical life, poised to achieve the operatic successes that would secure his international fame.

Faust marked his breakthrough and became a cornerstone of the repertory, prized for its melodic abundance, atmospheric orchestration, and deft balance of drama and lyric reflection. The opera’s arias and ensembles won favor with audiences and singers, anchoring Gounod’s reputation beyond France. He consolidated this success with Roméo et Juliette, a work whose finely drawn duets and ensembles epitomize his gift for lyrical dialogue, and with Mireille, which shows his sensitivity to regional color and poetic sources. During the 1860s he attained broad recognition within French musical institutions and on major stages, embodying a modern yet classically grounded operatic voice.

In the early 1870s Gounod spent an extended period in London, engaging vigorously with the city’s expanding choral culture around the newly opened Royal Albert Hall. He composed Gallia for these forces and wrote the concise, characterful Funeral March of a Marionette, later popularized in the twentieth century. Returning to France, he increasingly favored sacred and large choral forms, producing the oratorios La Rédemption and Mors et Vita, works that blend devotional intent with accessible musical rhetoric. He continued to contribute to opera with titles such as Cinq-Mars and Polyeucte, though changing tastes made late-stage theatrical triumphs less frequent than his earlier successes.

Gounod’s aesthetic combined devotional inclination with a refined melodic line, drawing on the contrapuntal example of Palestrina and renewed admiration for Bach while remaining thoroughly French in contour and color. His vocal writing privileges clarity, cantabile phrasing, and a balance between sentiment and structure. This approach influenced the evolution of the French lyric stage and the mélodie, and it resonated with younger composers who valued graceful melody and transparent orchestration. His music also supported the flourishing of amateur and professional choral societies, both in Paris and abroad. Even at his most theatrical, Gounod’s art maintained a reflective, often spiritual undertone that shaped his public image.

In his final decades Gounod remained active, consolidating his legacy in sacred music and revisiting genres that had defined his prime. He died in the late nineteenth century near Paris, leaving a catalogue that ranges from operas and orchestral works to masses, oratorios, and songs. Today, Faust and Roméo et Juliette retain a strong presence on international stages, while the St. Cecilia Mass, oratorios, and the Bach-inspired “Ave Maria” are staples for choirs and soloists. His Funeral March of a Marionette gained unexpected later fame through broadcast media, confirming the breadth of his appeal. Gounod endures as a touchstone of French lyrical classicism.
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The following pages contain the story of the most important events of my artistic life, of the mark left by them on my personal existence, of their influence on my career, and of the thoughts they have suggested to my mind.

I do not desire to make any capital out of whatever public interest may attach to my own person. But I believe the clear and simple narrative of an artist's life may often convey useful information, hidden under a word or fact of no apparent importance, but which tallies exactly with the humour or the need of some particular moment.

An everyday occurrence, a hastily spoken word, often holds its own opportunity.

Experience teaches; and that which has been useful and salutary to me may perchance serve others too.[1q]

The Author of his own Memoirs must perforce speak frequently, nay constantly, about himself. It has been my endeavour in this book to do so with absolute impartiality. I can lay claim to scrupulous exactness both in detailing facts and in reporting the remarks of others. I have given my candid opinion of my own work, but the fable tells us the owl misjudged her own offspring, and I may well be mistaken in mine.

Should Posterity deem me worth remembering at all, it will judge whether my estimate of myself is a correct one. I can trust Time to allot me, like every other man, my proper place, or to cast me down if I have been unduly exalted heretofore.


My story bears witness to my love and veneration for the being who bestows more love than any other earthly creature—my mother! Maternity is the most perfect reflection of the great Providence; the purest, warmest ray He casts on earthly life;[3q] its inexhaustible solicitude is the direct effluence of God's eternal care for His own creatures.

If I have worked any good, by word or deed, during my life, I owe it to my mother,[2q] and to her I give the praise. She nursed me, she brought me up, she formed me; not in her own image, alas!—that would have been too fair. But the fault of what is lacking lies with me, and not with her.

She sleeps beneath a stone as simple as her blameless life had been. May this tribute from the son she loved so tenderly form a more imperishable crown than the wreaths of fading immortelles he laid upon her grave, and clothe her memory with a halo of reverence and respect he fain would have endure long after he himself is dead and gone.
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My mother, whose maiden name was Victoire Lemachois, was born at Rouen on the 4th of June 1780. Her father was a member of the French magistracy. Her mother, a Mdlle. Heuzey, was a lady of remarkable intelligence and marvellous artistic aptitude. She was a musician, and a poetess as well. She composed, sang, and played on the harp; and, as I have often heard my mother say, she could act tragedy like Mdlle. Duchesnois, or comedy like Mdlle. Mars.

Attracted by such an uncommon combination of exceptional natural talent, the best families in the neighbourhood—the D'Houdetots, the De Mortemarts, the Saint Lamberts, and the D'Herbouvilles—continually sought her, and literally made her their spoilt child.

But, alas! those talents which give life its greatest charm and seduction do not always ensure its happiness. Total disparity of tastes, of inclinations, and of instincts seldom conduce to domestic peace, and it is dangerous to dream of trying to govern real life by ideal rules of conduct. The Angel of Peace soon spread her wings and deserted the household where so many influences combined to make her stay impossible, and my mother's childhood suffered from the inevitable and painful consequences. Her life was saddened, perforce, at an age when she and sorrow should have been strangers.

But God had endowed her with a strong heart, a sound judgment, and indomitable courage. Bereft of a mother's watchful care, actually obliged to teach herself how to read and write, she also learnt, alone and unassisted, the rudiments of music and drawing, arts by which she was ere long to earn her living.

During the turmoil of the Revolution my grandfather lost his judicial post at Rouen. My mother's one idea was to get work, so as to be useful to him. She looked out for piano pupils, found a few, and thus, at eleven years of age, she began that toilsome life which in after years, during her widowhood, was to enable her to bring up and educate her children.

Spurred by her constant desire to improve, and by a sense of duty which was the dominant feature of her whole life, she realised that a good teacher must acquire everything that is likely to add weight and authority to her instructions. She resolved, therefore, to place herself under the care of some well-known master, to learn all that was necessary to ensure her own credit and satisfy her conscience. To this end, little by little—penny by penny, even—she laid by part of the miserable income which her music lessons brought in, and when a sufficient sum had been accumulated she took the coach, which in those days did the journey from Rouen to Paris in three days. On her arrival in Paris she went straight to Adam, the professor of pianoforte-playing at the Conservatoire, father of Adolphe Adam, the author of "Le Châlet" and many other charming works.

Adam received her kindly, and listened to her attentively. He at once recognised her possession of those qualities which were to foster and strengthen the interest primarily aroused by her happy facility for her art.

As my mother's youth forbade her residing permanently in Paris, to benefit by a regular and consecutive course of instruction, it was arranged she should travel up from Rouen once in every three months and take a lesson.

One lesson every
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