A PERFORMER'SANALY SISOF LILI BOULANGER'S CLAIRIERESDANSLE

CIEL: SONG CYCLE FOR HIGH VOICE AND PIANO; A LECTURE RECITAL

TOGETHER WITH THE ROLE OF BLANCHE IN DIALOGUES OF THE

CARMELITESBY F. POULENC AND TWO RECITALS OF SELECTED WORKS

BY H. PURCELL, F. SCHUBERT, S. PROKOFIEFF, E. CHAUSSON, W. A.
MOZART, R. SCHUMANN AND G. FAURE

Deborah Williamson, B.M., M.M ., A. D.

Dissertation Prepared for the Degree of

DOCTOR OF MUSICAL ARTS

UNIVERSITY OF NORTH TEXAS

December 2001

APPROVED:

Linda Di Fiore, Major Professor

Cody Garner, Related Field Professor

Lenora McCroskey, Committee Member

Graham Phipps, Chair of Graduate Studies in College of
Music

James C. Scott, Dean of the College of Music

C. Neal Tate, Dean of the Robert B. Toulouse School of
Graduate Studies



Williamson, Deborah, A Performer’s Analysis of Lili Boulanger’s Clairieres dans le ciel:

Song Cycle for High Voice and Piano; a Lecture Recital Together with the Role of

Blanche in Dialogues of the Carmelites by F. Poulenc and Two Recitals of Selected

Works by H. Purcell, F. Schubert, S. Prokofieff, E. Chausson, W. A. Mozart, R.

Schumann and G. Fauré. Doctor of Musical Arts (Performance), December 2001, 71 pp.,

1 table, 19 musical examples, references, 57 titles.

Lili Boulanger was an important composer of early twentieth century French
music. Her compositional style represents a development and mastery of musical
techniques of the great composers of her time including Fauré, Debussy and Wagner
combined with her own creative expression. The result is a compelling musical language
that was uniquely her own. She held an important place among her contemporaries in
Paris and her accomplishments were considered newsworthy during her lifetime (1893-
1918). She obtained a much sought-after publishing contract with Ricordi. Her more
famous sister, Nadia Boulanger, felt that Lili was the better composer of the two, and her
peers and music professors clearly felt that both her musical and personal qualities were
extraordinary. Evidence of her intelligence, creativity, and artistic growth can be seen in
her music.

As the first woman to win the Prix de Rome (July 5, 1913), Lili Boulanger, unlike
Clara Schumann, Fanny Mendelssohn, or Alma Mahler, was acknowledged and
acclaimed during her lifetime for her skill as a composer. Yet, nearly a century later the

music of this talented French composer is not as well known as it deserves to be. In an



effort to discover the reasons for this relative anonymity, this document will examine Lili
Boulanger’s life including her family and childhood influences, musical training,
preparation for the Prix de Rome and the influence of Claude Debussy and other
composers. This document will discuss her mature compositional style, specifically as it
is reflected in her song cycle, Clairieres dans le ciel. The text will be examined in
conjunction with the literary movement of symbolism in 20" century France and the
symbolist poet, Francis Jammes, with special attention to the composer’s personal
identification with the poetry. Considerations of the musical setting of the cycle will
include the melodic style as it relates to the text, the harmonic idiom and its relation to
the poetry, rhythmic and metrical devices used, formal devices and the relationship of the
piano accompaniment and the voice. Performance considerations for this cycle include
the recommended transpositions if performed by soprano rather than the tenor voice for
which it was originally composed and the level of difficulty from an interpretative as well

as technical standpoint.
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CHAPTERI
BIOGRAPHY
Introduction
Lili Boulanger was an important composer of early twentieth century French
music. Her compositional style represents a devel opment and mastery of musical
techniques of the great composers of her time including Fauré, Debussy and Wagner
combined with her own creative expression. The result is a compelling musical language
that was uniquely her own. She held an important place among her contemporariesin
Paris and her accomplishments were considered newsworthy during her lifetime (1893-
1918). She obtained a much sought-after publishing contract with Ricordi. Her more
famous sister, Nadia Boulanger, felt that Lili was the better composer of the two, and her
peers and music professors clearly felt that both her musical and personal qualities were
extraordinary. Evidence of her intelligence, creativity, and artistic growth can be seenin
her music.
As the first woman to win the Prix de Rome (July 5, 1913), Lili Boulanger, unlike
Clara Schumann, Fanny Mendelssohn, or Alma Mahler, was acknowledged and
acclaimed during her lifetime for her skill as acomposer. Y et, nearly a century later the
music of this talented French composer is not as well known asit deservesto be. In an
effort to discover the reasons for this relative anonymity, this document will examine Lili

Boulanger’ s life including her family and childhood influences, musical training,



preparation for the Prix de Rome and the influence of Claude Debussy and other
composers. This paper will discuss her mature compositional style, specificaly asitis
reflected in her song cycle, Clairieres dansle ciel. The text will be examined in
conjunction with the literary movement of symbolism in 20" century France and the
symbolist poet, Francis Jammes, with special attention to the composer’ s personal
identification with the poetry. Considerations of the musical setting of the cycle will
include the melodic style as it relates to the text, the harmonic idiom and itsrelation to
the poetry, rhythmic and metrical devices used, formal devices and the relationship of the
piano accompaniment and the voice. Performance considerations for this cycle include
the recommended transpositions if performed by soprano rather than the tenor voice for
which it was originally composed and the level of difficulty from an interpretative as well
astechnical standpoint.
Family and Childhood Influences

Lili Boulanger enjoyed arich heritage of musical and artistic talent within her
family. Her paterna grandfather, Frédéric Boulanger, was a cellist, vocal coach,
composer, and professor of music. In 1797 he won thefirst prize in cello at the
Conservatoire National in Paris, and later served on its faculty. Hiswife, Lili’s
grandmother, also attended the Conservatoire where, in 1809, she won first prize in voice
and, in 1810, first prize in comédie lyrique. In 1812 she joined the Théatre de |’ Opéra
Comique as aregular member of the company, where she was extremely successful as
evidenced by reviews which proclaimed her voice as one of great beauty, both brilliant

and facile, and reported the many encores demanded by her audiences time after time at



the end of her performances. Lili’ s father, Ernest Boulanger, could hardly help but be
influenced by the colorful artistic circle to which he was exposed as a child. Surrounded
by composers, performers, poets, playwrights, librettists, and intellectuals of all sorts, he
quite naturally took to the artistic world himself. Like his mother, he attended the Paris
Conservatoire, winning the Prix de Rome Competition in composition in 1835. He had a
considerable reputation as a composer in musical circles and collaborated with such
librettists as Michel Carré and Jules Barbier for some of his operas. He was a professor of
voice at the Conservatoire when he married Raissa Mychetsky, a Russian princess who
was a gifted singer and highly educated, having simultaneously learned German, French,
and Russian as a child before going to France to complete her studies.
Into this atmosphere of highly talented and artistic people Lili and her older sister
Nadia were born. In a conversation with Bruno Monsaingeon, Nadia described their
home life:
At home everyone made music; music was the starting point and the center of our
life. My younger sister Lili played music; we were extraordinarily close and
attached but quite independent. She roamed about, musically; playing the piano a
little, the violin alittle, the organ alittle, composing. She already had ideas, some
of which were developed in avery moving way. | believe that her whole talent
was rooted in her first knowledge of grief. When our father died, she was six
yearsold. And at six she understood what death was; that it is the grief of
surviving someone you love. She never forgot that up to her own death; she never
forgot any detail of our father’slife. . . . She was so gifted that, when still a baby,
at two and a half, she used to sing all the time. Moreover, much later, Fauré quite
often used to come to accompany her gladly because she could sight read a

melody of which she might not have been expected to understand anything but of
which she seemed to understand everything.*

! Bruno Monsaingeon, Mademoiselle: Conversations with Nadia Boulanger (Manchester:
Carcanet Press Limited, 1985), pp. 21-22.



Besides Fauré, others of Lili’s father’s close friends were the composers Charles Gounod
and Massenet, the organist and composer Theodore Dubois and many other notable
musicians. Even after her father’s death, Lili’s mother continued to cultivate the
friendship of creative artists. Both Nadiaand Lili Boulanger responded to thisrich
cultural environment and continued the family tradition in their own ways. Nadia became
one of the most famous composition teachers of her time, while Lili’ s destiny as a
composer was cut short, although we are left with atantalizing sample of what it might
have been.
Musical Training

Lili Boulanger’s musical training was necessarily sporadic due to an illness which
modern medicine would call Crohn’s disease. Though she was able to audit her sister’s
classes at the Conservatoire, and later to study privately with Nadiafor atime, Lili was
unable to undertake systematic studies in music because of her condition. Between 1905
and 1909 she was in such poor health that she was frequently sent to various spas.
Nevertheless, she continued her music study and began an intensive reading program at
home of the Greek classics and, important to this discussion, French symbolist poets. In
1907 she began composing, which led her to seek out training in theory and composition
two years later from George Caussade and Paul Vidal beginning in 1909. Although her
education was irregular, it was also guided by the most accomplished teachers from the

Paris Conservatoire, including Gabriel Fauré.



Prix de Rome Preparation

Perhaps the most remarkable thing about Lili Boulanger was her single-minded
and fierce preparation for the Prix de Rome competition. This prestigious award was
offered by the French Académie des Beaux-Arts and included a funded period of study in
Rome for winning artists and composers. Previous winners included Berlioz, Gounod,
Bizet, Massenet, and Debussy.

In spite of several severe bouts of ill health, Lili Boulanger won the Prix de Rome
on July 5, 1913. Her winning composition was a cantata entitled Faust et Héléne, perhaps
the work for which sheis still best known. As the first woman to win this award, the
newspapers heralded her feat, and Lili Boulanger became “an international celebrity
almost overnight. By July 7, 1913, accounts of her triumph . . . had already reached the
United States,”? and she soon signed an exclusive contract with Ricordi to publish her
music. As a part of the Prix de Rome award, Lili took up residency at the Villade Medici
in Rome, but was forced to return to Paris because of the outbreak of World War I. It was
during this year that she composed the song cycle Clairieres dansle ciel. Between 1908
and her death in 1918, at the age of 25, Lili Boulanger composed over fifty worksin a
variety of genres, but concentrated primarily on sacred and secular vocal music, including
music for chorus with and without orchestra, vocal chamber works, songs, and an opera

which she did not live to finish.

2 éonie Rosenstiel, The Life and Works of Lili Boulanger (Cranbury, New Jersey:
Farleigh Dickinson University Press, 1978), p. 83.

% For acomplete list of works by Lili Boulanger see Appendix 1.



The Influence of Claude Debussy and Other Composers
The influence of Lili Boulanger’ s teachers upon her compositional skills and style
are evident in her use of “aneo-Romantic style, similar to that of the music of Gabriel
Fauré, Marcel Dupré, or Charles-Marie Widor.”* Chromaticisms and contrapuntal
textures characterize her earliest works. Possessed of wide musical interests, Lili
Boulanger was exposed to and reacted to the music of composers from the great masters
of the sixteenth century to Wagner. Another influence of great importance was the music
of Claude Debussy.
The Paris musical scene being dominated by Debussy during Lili Boulanger’s
formative years, it is scarcely surprising that hisis the influence most readily
discernible in her work; but she was far from being a mere Debussyiste and a
large proportion of her music shows preoccupation with pedal points and ostinati,
both decidedly un-Debussyan.”
Some elements that Boulanger’ s works have in common with Debussy, however, are
“a ...preferencefor. .. symbolist poets, an emphasis on subtlety and understatement,
occasional use of exotic subjects [Oriental, Spanish, American], and melodies and

harmonies that focus on whole-tone and pentatonic scales.”®

Lili Boulanger often chose
harmonies for their coloristic effect, creating tonal ambiguities, atrait shared with both
Debussy and Wagner. Also in common with Debussy, the vocal lines of Clairiéres dans

le ciel are frequently declamatory following the text in both stress and length. The accent

* Jezic, Women Composers, p. 143.

® Christopher Palmer, “Lili Boulanger (1893-1913)” Musical Times 109 (March 1968):
227.

® Jezic, Women Composers, p. 143.



marks above many of the notes create a visual aswell asaural similarity to Debussy’s
vocal writing. A tribute to Wagner is prominently demonstrated in the sixth song of the
cycle in which the composer employs a direct quote from the prelude to Tristan while
accompaniment patterns in the cycle are often reminiscent of Fauré in their repetitive
motion.
Mature Compositional Style

In spite of stylistics affinities with other composers, Lili Boulanger “found her
own musical personality almost at once”’ and her compositions stand on their own
merits. “The works of her final years. . . testify to the emergence of a distinctive musical
personality and are clearly the product of a distinguished, markedly individual creative

intelligence.”®

Her emphasis upon subtlety through impressionistic devices such as
harmonic ambiguity and her judicious use of timbre and dynamics result in works of
great dramatic impact. She was ever conscientious to explore the potential of voices and
instruments and to make idiomatic use of them. Lili Boulanger’ s mature compositional
style including treatment of text, melodic and harmonic writing, use of rhythm and meter,

formal devices and idiomatic use of voice and piano accompaniment is exemplified in the

song cycle Clairieresdansle ciel.

" Alan Kendall, The Tender Tyrant: Nadia Boulanger (Wilton, Ct: Lyceum Books,
1976), p. 8.

8 palmer, “Lili Boulanger,” p. 227.



CHAPTER 11
THE TEXT OF CLAIRIERESDANSLE CIEL
French Symbolist Poetry

Symbolism was amajor literary movement based in Parisin the 19" century that
had widespread influence into the 20™ century. Associated with other literary movements
such as decadence, aestheticism, neoromanticism, hermeticism, modernism, imagism,
and impressionism, symbolism retained certain characteristics identifiable to its own
aesthetic and mystique. The goal of symbolism was to define the indeterminate in human
emotions and in nature through the art of refined ambiguity. The great poets Baudelaire
and Verlaine were associated with this movement but it was Stephane Mallarmé (1842-
1895) whose poems served as the theoretical model for symbolism. According to
Mallarmé, a symbol was created in one of two ways. from the outside in or, conversely,
from the inside out. In the first instance, an object such as a statue or flower had a
mysteriously haunting effect upon the poet, making him gradually aware of a seemingly
unrelated emotion. In the second, an emotion such as love, hope, or despair was projected
onto an exterior object such as alandscape, the sun, or the moon. The resulting
ambivalence is similar to the way in which music affects usin a sensual and often
inexplicable manner. It is this affinity with music that inspired the Paris symbolist poets
to name Richard Wagner, the first to promote the coalition between music, poetry and all
of the arts, astheir patron saint. More attuned to invoking a mood than explicitly setting a

scene, symbolist poets considered words primarily for their color and phonemic



structures rather than their meaning. For instance, in order to invoke a dark or somber
mood, words containing darker vowels were chosen, with brighter, higher vowels for
moments of joy. The result was poetry containing beauty of sound with music infused
into the very words themselves. It is not surprising that such poetry has inspired so many
musical settings.
About the Poet, Francis Jammes

Francis Jammes (1868-1938) “ belongs to the symbolist movement by virtue of the

liberties he took with versification and syntax, but diverges from that poetic movement in

his clarity.”®

Hisworks are generally divided into two periods with the year of 1905 as
the point of division. Before 1905 his verses were free in form with somewhat pagan
subject matter and alyrical style. In 1905 Jammes experienced areturn to the Catholic
faith of his childhood, which isreflected in his works by more religious subjects and
regular verse. His love of nature is one defining characteristic throughout his writings.
Another is an affinity for young girls who are innocent, frail and graceful asisthe
heroinein Clairiéresdansle ciel.

Jammes' s TRISTESSES Compared to the Version Used by Lili Boulanger

Because a song is a combination of words and music, the literary climate of a
period is of basic importance to a composer. Lili Boulanger gravitated to the French

symbolist poets above all others, especially Francis Jammes and Maurice Maeterlinck

(Attente, 1912).

® Rosenstiel, The Life and Works of Lili Boulanger, p. 263.



Jammes's original poetic cycle entitled Tristesses (1906) included twenty-four
poems in which

. . . the poet expresses, in accordance with the Symbolist aesthetic his feelings

toward hislost love, evoking in the process the interplay of fleeting and complex

emotions which are aroused in him, for example, by a Madonna at the foot of his

bed, two columbines on a hillside, the sight of a country landscape, a keepsake

medal given him by hislove, amemory of last year’s lilacs and a sudden

rainstorm.°

Of the original twenty-four poems, Lili Boulanger chose thirteen to form a
dramatic whole under thetitle of Clairieresdansle ciel. The following table illustrates
the poetic cycle and the composer’s selections from it. Lili Boulanger has maintained the

order of poems from Jammes's Tristesses with the exception of Je garde une médaille

which she has moved to a later position in Clairiéres dansle ciel.

%pid., p. 172.
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Tablel

Origina Poem Position in Clairiéeres dans|le ciel
1. Jeladésire

2. Elle était descendue 1
3. Danslechemin

4. Elleest gravement gaie 2
5. Parfois, je suistriste 3
6. Un poete disait 4
7. Son souvenir emplit I'air

8. Au pied de mon lit 5
9. Elleavait emporté

10. S tout ceci n’est qu’ un pauvre réve 6

11. Jenedésire point
12. O mon coeur! cesera

13. Nous nous aimerons tant 7
14. Faisait-il beau

15. Je garde une médaille 12
16. Jai quelgu’un dansle coeur

17. Vous m'avez regardé 8
18. Jesonge a cejour-la

19. Leslilas qui avaient fleuri 9
20. Deux ancolies se balancaient 10
21. Par ce quej’ai souffert 11

22. Venez sous la tonnelle

23. Venez, ma bien-aimée

24. Demain fera un an 13

Thefirst poem, Elle était descendue au bas de la prairieis the poet’ s tender

remembrance of the heroine in ameadow. Use of sexua symbolism gives these words

added intimacy and, even in this early poem, a sense of pervasive melancholy.
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Elle était descendue au bas de la prairie
Et, comme laprairie, était toute fleurie de plantes

Dont latige aime a pousser dans |’ eau. . . .

Ces plantesinondées jeles avais cueillies.
Bient6t, s étant mouillée,

Elle gagnale haut de cette prairie la qui était toute fleurie.
Elleriait et s étbrouait. . . .
Avec la grace dégingandée qu’ ont les jeunes filles trop grandes.
Elle avait le regard qu’ ont les fleurs de lavande.

She had gone down to the foot of the meadow
And like the meadow, was decked with flowers

Whose stems love to shoot forth from the water. . . .

Those drenched plants which | had picked.
Soon, dripping,
she reached the top of that meadow which was all abloom.

She was laughing and splashing about. . . .

with that awkward grace peculiar to overly tall girls.

She had the look of lavender flowers.

In the second poem of the cycle, Elle est gravement gaie, the poet continues the
description of hislove in amore personal vein recalling the juxtaposition of seriousness
and gaiety within her personality.

Elle est gravement gaie.

Par moments son regard se levait
comme pour surprendre ma pensee. . . .
Elle était douce alors comme quand il est tard,
Le velours jaune et bleu d' une alée de pensées.
Sheis serious but mirthful.
Sometimes she would suddenly glance up at me
Asif to catch my thought. . . .

She was sweet then, aswhen it is late,

The yellow and blue velvet of a path of pansies.

Parfoisje suistriste, the third poem of the cycle, is a graphic depiction of the

uncertainty of new love and the desolation of the loss of love. Here the poet expresses his

unhappy loneliness when separated from the heroine quickly followed by his joyfulness

12



in the remembrance of her. In these verses, the melancholy of the first poem growsinto a
very real sense of foreboding as the poet expresses his sorrow at the realization of an
irrevocable separation between him and hislove. The ambiguity so prevalent in the words
of the symbolists exists in the unrevealed nature of the heroine’ s fate.

Parfois, je suistriste. . . .
Et, soudain, je pense a€lle
Alors, jesuisjoyeux. Maisjeredevienstriste
De ce que je ne sais pas combien elle m"aime.
Elle est lajeunefille al’ @me toute claire,
Et qui, dedans son coeur, garde avec jalousie
L’ unique passion que I’ on donne a un seul.
Elle est partie avant que s ouvrent lestilleuls,
Et, commeils ont fleuri depuis. . . qu'elle est partie,
Je me suis étonné de voir, 6 mes amis,
Des branches de tilleuls qui n"avaient pas de fleurs.

Sometimes | am sad. . . .
And, suddenly, I think of her

Then, | am joyful. But | grow sad again,

Not knowing how much she loves me.
Sheisthe young girl whose soul is bright,

And who jealously holdsin her heart
That unique passion reserved for only one.

She | eft before the blossoming of the lindens
And since they bloomed after she departed
| was amazed to see, oh my friends,

Branches of lindens which had no flowers.

In the fourth poem, Un poete disait, the poet’ sjoy returns as he speaks of

anointing his love with “the color of a perfume that will be nameless.”
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Un poete disait que lorsqu’il était jeune,
I fleurissait des vers comme un rosier des roses.
Lorsque je pense aelle,

I me semble que jase une fontaine intarissable dans mon coeur.
Comme sur lelys Dieu pose un parfum d’ église,
Comme il met du corail aux joues de la cerise,

Je veux poser sur elle, avec devotion,

La couleur d' un parfum qui n’ aura pas de nom.

A poet once said that when he was young

He festooned his verses like a rosebush with roses.

And when | think of her,
| feel an inexhaustible fountain spring forth in my heart.
As God bestows a holy scent on thelily,
As He colors the skin of the cherry with coral,
So would I, with devotion, anoint her
with the color of a perfume that will be nameless.

The earlier sense of doubt returns with the fifth poem, Au pied de mon lit a prayer
to the Virgin whose statue sits at the foot of the poet’s bed. Here he expresses gratitude
for the restoration of his spirit even in those moments when he is feeling unworthy of the
heroine's love.

Au pied de mon lit, une Vierge négresse
Fat mise par ma mere.
Et )’ aime cette Vierge
d unereligion un peu italienne.

Virgo Lauretana, debout dans un fond d’ or.
Qui me faites penser a mille fruits de mer
QueI’on vend sur les quais ou pas un soufflé d’ air
N’ émeut les pavillons qui lourdement s’ endorment.
Virgo Lauretana, vous savez qu’ en ces heures
Oujenemesenspasdigned éreaméd elle.
C’ est vous dont le parfum me refraichit le coeur.

14



At the foot of my bed my mother placed
ablack Virgin.
And | lovethat Virgin
with arather Italianate piety.

Virgo Lauretana, standing before a golden backdrop.
Y ou who bring to mind a thousand catches of the sea
which they sell on the wharves, where not a breath
of air disturbs the heavy, slumbering tents.
Virgo Lauretana, you know that during those hours
when | feel unworthy of her love,
it is you whose perfume restores my spirit.

In the sixth poem, the poet’ s melancholy increases as he ponders the possibility
that his happiness has only been a dream and that disillusionment is, once again,
inevitablein hislife.

Si tout ceci n’est qu’ un pauvre réve.
Et sil faut quej’ goute dansmavie
Une fois encore, ladésillusion. . . aux désillusions;
Et s je dois encore, par ma somber folie,
chercher dans la douceur du vent et de lapluie
les seules vaines voix que m’aient en passion.
Jenesaiss jeguerirai, 6 mon amie.

If al thisis no more than adream,
and if once againin my life
| must add disillusion. . . upon disillusion;
and if | must, once again in my melancholy distraction,
seek in the gentle wind and rain
the only hollow voices which have impassioned me,
| do not know if | shall ever recover, oh my friend.

The tender mood of the seventh poem Nous nous aimerons tant is descriptive of
the poet’ s desire for alove in which no words are necessary; only atouch is needed to

convey the lovers feelings for one another.
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Nous nous aimerons tant que nous tairons nos mots,
en nous tendant la main, quand nous Nous reverrons.
Vous serez ombragée par d’ anciens rameaux
sur le banc que je sais ou NouS NOUS assoi erons.
Donc, nous nous assoierons sur ce banc, tous deux seuls. . .
D’un long moment, 6 mon amie,
Vousn' oserez. . .
Que vous me serez douce et que je tremblerai.

We shall love each other so much that we won'’t need words.
When, hands entwined, we see each other again,
you will be shaded by ancient branches along a
riverbank that | know, where we will sit.
Y es, we will sit on that bank, just the two of us. . .
Alone for along while, my love.
Youwon't dareto. . . .
How sweet you will be to me, and how | shall tremble.

In Vous m' avez regardé, song eight, the wistfulness of the beginning of the cycle
returns as the poet recalls alook of impassioned calm shared with his love.
Vous m’ avez regardé avec toute votre ame.
Vous m' avez regardé longtemps comme un ciel bleu.
Ja misvotre regard al’ ombre de mes yeux.
Que ce regard était passionné et calme.
Y ou looked at me with all your soul.
Y ou looked at me along while like a blue sky.
| took that ook into the depths of my own eyes.
How impassioned yet calm was that |ook.
Anguish is the pervasive tone of the ninth poem, Leslilas qui avaient fleuri asthe

poet bewails the lack of something hoped for, something even he doesn’t know how to

describe, but that he had wanted from her.
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Leslilas qui avaient fleuri I’ année derniére
vont fleurir de nouveau dans les tristes parterres.
Déale pecher gréle ajonché
le ciel bleu de ses roses,
comme un enfant la Féte-Dieu.

Mon coeur devrait mourir au milieu de ces choses
Car c'était au milieu des vergers blancs et roses
Quej'avaisespéré. . . jenesaisquoi. . . de vous
Mon ame réve sourdement sur vos genoux.
Ne larepoussez point. Nelarelevez pas,
de peur qu’ en s éloignant de vous elle ne voie
combien vous étes faible, et troublée
dans ses bras.

The lilacs that bloomed last year
will bloom once again in the wretched flowerbeds.
The delicate peach tree has already sprinkled
the blue sky with its blossoms
like a child on Corpus Christi day.

My heart should have broken in the midst of al this.
For it was in the midst of white and pink orchards
that | had hoped for something. . . | don’t know what. . . from you.
My soul languishes, insensible on your lap.

Do not thrust it aside. Do not awaken it
lest when you dismissit, it should see how
very weak and disconcerted you have been
in its embrace.

This seemingly unrelated poem depicts, through the story of two columbines,
mutual vulnerability and the potentia fulfillment of embracing such vulnerability and
risking love.

Deux ancolies se balancaient sur lacolline
Et I’ancolie disait a sa soeur |’ ancolie:
Je tremble devant toi et demeure confuse.
Et I’ autre répondait:
Si danslaroche qu'use I’ eau, goutte a goutte,
Si je me mire, je vois que je tremble,
Et je suis confuse commetoi.
Le vent de plus en plus les bercait toutes deux,
Les emplissait d’ amour
et mélait leur coeur bleu.
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Two columbines were swaying on a hill.
One columbine said to her sister columbine,
“1 tremble before you and that embarrasses me.”
The other answered,
"When | look at myself in the pool in the rock so worn down by the trickling of water,
| see that | too am trembling,
and | am embarrassed just like you.”
The wind continued to rock them both.
It filled them with love,
and intertwined their blue hearts.

In the eleventh poem, Par ce quej ai souffert the poet states that his own
suffering has helped him to understand the suffering of others. This, the most passionate
poem of the cycle to this point, depicts the poet’ s anguish, his sleepless nights, and his
resignation that the loss of hisloveisirrevocable.

Par ce que|j’ai souffert, ma mésange bénie,
Je sais ce qu'a souffert I’ autre:
Car j’ étais deux.

Je saisvoslongs réveils au milieu de la nuit
Et I’ angoisse de moi qui vous gonfle le sein.
Ondirait. . . on dirait par moments
Qu’ une téte chérie, confiante et pure,

O vous qui étes la soeur des lins en fleurs
Et qui parfoisfixez le ciel comme eux,
On dirait qu’ une téte inclinée dans la nuit
Pése de tout son poids, ajamais, sur mavie.

Because of what | have suffered, my dear little creature,
| know what another has suffered:
for | have been two.
| will know your long vigilsin the middle of the night
and the anguish for me that swells your breast.
Onewould say. . . onewould say at times
that a beloved head, confident and pure,

Oh you who are the sister of the flax in blossom
who sometimes gazes at the sky the same way,
One would say that a head bent in the night,
will forever be a burden, with al its heaviness, upon my life.
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The anguish and melancholy continue to grow deeper in the twelfth poem of the
cycle, Je garde une médaille d’ elle as the poet tells of a medal which belonged to hislove
and which he has kept. The keepsake, however, is tarnished now and the dark medal
reminds him of the tarnished emotions associated with her.

Je garde une médaille d’ elle ou sont gravés
Unedate et lesmots. prier, croire, espérer.
Mais moi, je vois surtout que la médaille est sombre:
Son argent anoirci sur son col de colombe.
| keep amedallion of hers on which are engraved
adate and the inscription: pray, believe, hope.
But asfor me, | see above all that the medal is dark:
Its silver has tarnished on her dovelike neck.

The last poem of the cycle, Demain fera un an is by far the most poignant. It
contains a distillation of all of the preceding emotions of the cycle but from the
perspective of the story’send. It tells of the early days of happiness, but always with the
knowledge that this happiness will be lost, causing the poet to question why he, too, did

not die on the day, just one year before, that the joy went out of hislife.
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Demain feraun an qu’ a Audaux je cueillaisles fleurs
Dont j’al parlé, delaprairie mouillée.
C’est aujourd’ hui le plus beau jour des jours de Pagues.
Je me suis enfoncé dans | azur des campagnes,

A travers bois, atravers prés, atravers champs.
Comment, mon coeur, N’ es-tu pas mort depuis un an?
Mon coeur, jet’a donné encore ce calvaire
derevoir cevillage ou j’ avais tant souffert,

Ces roses qui saignaient devant le presbytere,
ces lilas qui me tuent dans les triste parterres,

Je me suis souvenu de ma détresse ancienne,
et je ne sais comment je ne suis pas tombé sur I’ ocre du sentier,
le front dans la poussiére.

Plusrien. Je n'ai plusrien, plus rien qui me soutienne.
Plus rien. Pour quoi fait-il si beau et pour-quoi suis-je né?
J aurais voulu poser sur vos calmes genoux
la fatigue qui rompt mon ame
qui se couche ainsi qu’ une pauvresse au fosse de laroute.
Dormir. Pouvoir dormir. Dormir atout jamais
sous les aver ses bleues, sous lestonnerres frais.

Ne plus sentir. Ne plus savoir votre existence.

Ne plus voir cet azur engloutir ces coteaux
dans ce vertige bleu qui méle!’air al’ eau,

Ni ce vide ou je cherche en vain votre presence.

[ me semble sentir pleurer au fond de moi,
d’un lourd sanglot muet, quell gu’un qui N’ est pas la.
Jécris. Et lacampagne est sonore dejoie.

“Elle était descendue au bas de la prairie,
et comme laprairie était toute fleurie.”
Plusrien. Jen’ai plusrien, plusrien qui me soutienne.
Plusrien. Plusrien.

Tomorrow will mark ayear since | gathered the flowers
| spoke of from that dewy field at Audaux.
Today isthe most lovely Easter day.
| plunged into the blue countryside
through woods, across meadows and fields.
Y et, oh my heart, have you not been dead for the entire year?
Heart, | have put you through the holy agony
of seeing again that town where I’ d suffered so,
those bleeding rosesin front of the parson’s house,
the fatal lilacs in those wretched flowerbeds.
| recalled the old torments
and | do not know how | did not just collapse right there on the yellow pathway,
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my face in the dust.

Nothing. | have nothing left; nothing to sustain me.
Nothing. Why isthis day so lovely; and why was | born?
| should like to have placed in your calm lap
the weariness that breaks my spirit,
which lies like a pauper in aditch along the roadside.
To dleep. To be ableto sleep. To sleep forever
under the blue downpours, under the cool thunderbolts.
To feel no more. To know your existence no longer.
To no more see the azure
engulf those hillsin whirl of blue, mingling water with air,
nor that void where | still search in vain for your presence.
| seem to weep at the very depths of my being
with a heavy, stifled sob, someone who is not really there.
| cry out. And the countryside resounds with joy
“She had gone down to the foot of the meadow
and like the meadow, was decked with flowers.”
Nothing. | have nothing left, nothing can sustain me.
Nothing left. Nothing.

Jammes' s poems are highly segmented and “ may be described as free Alexandrine verse
whose rhymes, when they occur at al, result from the internal meanings of the poem
rather than being imposed by external considerations of poetic form.”*! Lili Boulanger’s
compositional style reflects this with free flowing responses to the moods expressed by
the poet.
The Composer’s Personal Identification with the Text

The number thirteen had a specia significance for the composer, for there were
thirteen lettersin her name, and she therefore used the number thirteen as a symbol for
herself. As her biographer Léonie Rosenstiel comments, “. . . the thirteen songsin

Clairieresdans|le ciel are a personal and private way, one known only to the composer

1 pid., p. 221.
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and those closest to her, of showing how deeply involved she wad]in this cycle].”*? She
felt avery strong identification with the heroine of the poems, “atall, somewhat
mysterious young girl who suddenly disappeared from the poet’s life,”* and marked
what she believed to be the similarities between the fictional woman and herself. An
example of these similarities may be seen in the first song, in which the heroine—tall,
like Lili herself—is described as having an “awkward grace peculiar to overly tall girls.”
In the second song the heroine is said to be “ serious but mirthful.” Lili had quite a
mature, serious outlook on life due largely to the immense amount of suffering she had
endured; yet those closest to her, according to their personal accounts, were charmed by a
giddy quality that would emerge mischievously before being hidden away again. The
third song refers to “the young girl whose soul is bright” before sadly recounting, “ She
left before the blossoming of the lindens.” These passages appear to be autobiographical
in nature as the brightness of Lili’s soul was often reflected in her good humor and yet
she left this earth before fully blossoming into the woman and composer that she might
have been. The fifth song “had a deeply persona meaning for Lili Boulanger, beginning
as it does with the description of ablack Virgin put at the foot of the poet’s bed by his
mother. Lili kept one of her mother’s Russian icons at the foot of her own bed.”**
Further evidence of this relation can be seen in Lili’ s dedication of the fifth song to her

mother. Having lived her entire life faced with an incurable iliness that frequently left her

2 bid., pp. 173-174.
3 Ibid., p. 173.

“1bid., p. 178.
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weak and unable to function, Lili was already very preoccupied with her own impending
death, and in song number six she may have identified with the phrase, “I do not know if
| shall ever recover.” In the eleventh song the poet expresses
. .. that his own suffering has helped him to understand that of others. Those
knowing the circumstances of Lili Boulanger’slife. .. must see adirect paralel
between the words of the poet and the ideas of Lili Boulanger herself.*®
Similarly, al of the songs dealing with loss and unrealized dreams must have
struck a chord of recognition within Lili. The final song of the cycle reflects the

hollowness of death in itswords, “Plusrien. Jen’a plusrien, plusrien qui me soutienne.

Plusrien.” “Nothing. | have nothing left, nothing can sustain me. Nothing.”

> 1bid., p. 183.
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CHAPTER I
THE MUSICAL SETTING OF CLAIRIERESDANSLE CIEL

Lili Boulanger remains true to the poet’ s intent by connecting his poemsinto a
musical cycle just as he had connected them into a poetic one. Her selections of poems,
connected as they are by a genera idea, tell the story and retain the emotional progression
of the poet. The songs are designed to form amusical unit with key relationships and
returning musical material between the songs as unifying factors.

The coloristic qualities of the music of Lili Boulanger’s Clairieres dansle ciel
call to mind a prism with its subtle yet ever changing kaleidoscope of colors. Although
her use of modality, polytonality and chromaticism make the vocabulary of functional
harmony inadequate when discussing music of thiskind, Boulanger’ s strict training in
functiona harmony, counterpoint, and fugue and her exceptional craftsmanship are easily
recognizable upon examination of the score.

Melodic Style and the Text

The melodic style of these songsis greatly influenced by the mood of the poetry.
In the happier, more peaceful poems, the vocal line is more conjunct with scale-wise
motion and triadic intervals. In the poems depicting grief, loss or foreboding the vocal
line is much more disjunct with greater chromaticism and awkward leaps such as minor
sixths and tritones. In the first song of the cycle a sense of tenderness created in part by
the sweeping melodic line pervades before “the poet’ s changing moods are mirrored in

sudden skips in the vocal line.”*® The third song marks the first time that a sense of
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sadness and loss is depicted. The use of a declamatory style in the vocal line for these
moments of unhappiness, doubt, and loss as demonstrated by Musical Example 1 creates
a sharp contrast to the more lyrical melodic style employed for remembrances of happier
times asin Musical Example 2. The composer also emphasizes the word triste in the
second measure of Musical Example 1. Translated “sad,” thisword is heightened with a
9 -8 suspension doubled at the octave in the accompani ment.

Musical Example 1 (Song 3: Parfois, je suistriste, measures 14-16)
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Musical Example 2 (Song 3: Parfois, je suis triste, measures 20-25)
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The melodic line of the fourth song is almost conversational, with predominantly eighth-
note motion and a syllabic text setting in the first ten bars as the poet relates something he
once heard. The melodic contour and rhythm follow that of normal speech inflection and

the rhythm of the spoken words. (See Musical Example 3.)
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Musical Example 3 (Song 4, Un pogte disait..., measures 1-11)
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Musical Example 4 shows how the eighth note rhythms give way to longer note valuesin
the vocal line accentuated by a sweeping accompaniment as the poet talks of God's

creations of scent and color.

Musical Example 4 (Song 4, Un poete disait..., measures 24-29)
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Another skillful example of melodic highlighting of textual ideasisillustrated in this
song by the ascending vocal line which climaxes on a G#* as the poet describes the
“inexhaustible springing forth of afountain in his heart.” The composer emphasizes the

intent of this section with the expressive markings sans ralentir and accelerando.

(Musical Example5.)

28



Musical Example 5 (Song 4, Un pogte disait..., measures 15-20)
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In the sixth song, Boulanger creates a sense of unreality and emptiness in the melodic line
by the repetition of an F-natural in the middle register of the voice. Thisdevice,
frequently used by Wagner for the same purpose, gives the impression of the poet

mulling over a single repetitive thought. (Musical Example 6.)
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Musical Example 6 (Song 6, S tout ceci n’est qu’ un pauvre réve, measures 1-8)
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This pervading mood of hollowness is interrupted by a short, agitated section in which
the melodic line suddenly becomes very chromatic for the words, “melancholy
distraction” and full of more jagged leaps for the text, “search,” and “hollow voices.” The
awkwardness of the vocal line is perhaps a depiction of a sexual yearning and the poet’s
passionate response to the possibility that the love between himself and the heroine may
only be adream and that he may, once again, have to search in vain for fulfillment.

(Musical Example7.)
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Musical Example 7 (Song 6, S tout ceci n’est qu’ un pauvre réve, measures 19-29)
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A return to the same F-naturals and slower tempo reflects the hopel essness portrayed in

thetext. (Musical Example 8.)
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Musical Example 8 (Song 6, S tout ceci n’est qu’ un pauvre réve, measures 30-38)
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The final song of Clairiéres dansle cidl, illustrated in Appendix B, begins with a
recitative-like declamation of the text, then proceedsto use al of the melodic devices
previously employed in the cycle: the hollow tunelessness of repeated pitches, the jagged
leaps of passionate emotions, and the beautiful, flowing melodies of happy dreams and
remembrances. Short phrases, broken by rests, add a breathless quality as the hero

describes his journey across the countryside.
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Harmonic Idiom and the Text

In the harmonic idiom as in the melodic style of these pieces there exists a close
affinity between the music and the mood created by the text. Lili Boulanger makes fulll
and frequent use of the richness of seventh, ninth, and eleventh chords within the
framework of modal, chromatic, and even polytonal writing. In the first song, the device
of planing major seventh chords in descending and later ascending patternsis used the
first of several times throughout the cycle. An example of text painting in thisfirst song
isillustrated in the first two poetic sentences. (See Musical Example 9.) Thefirst
sentence, “ She had gone down to the foot of the meadow,” (measures 1-6) isilluminated
by a harmonic progression that descends by whole steps from E to B-flat’; while the
second sentence, “ Soon, dripping, she reached the top of that meadow,” (measures 9-10)

is depicted by an ascending harmonic progression in minor thirds from C#’ to B-flat’.
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Musical Example 9 (Song 1, Elle était descendue au bas de la prairie, measures 1-13)
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Through the use of certain keys Boulanger achieves harmonic unity within the
cycle. The key of E mgjor seems to have significance for the composer, asthisis her
choice for those poems that are of a happy or peaceful mood. Included in this group are
the first two songs, Elle était descendue au bas de la prairie and Elle est gravement gaie,
in their tender description of the heroine and the fourth song, Un poeéte disait, that speaks
of the poet’ s desire to anoint his love with a nameless perfume. The fifth song, Au pied de
mon lit, with its religious piety toward the Virgin, and the eighth song, Vous m’ avez
regardé avec toute votre ame, in its description of the calm and passionate look shared
between the lovers are also of acam and happy nature. For the poems of a more somber
mood such asthe third, Parfois, je suistriste, the sixth, S tout ceci n’est qu’ un pauvre
réve, the twelfth, Je garde une médaille d’ elle, and the final song, Demain fera un an the
composer uses the minor keys of &, f, d, and d respectively. In general, the harmonic
language of the happier, calmer songs is on amore triadic basis, though it is not always
classically diatonic. The songs depicting darker emotions, on the other hand, are more

chromatic both melodically and harmonically.
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The motive of adescending second, either major or minor is a signature device of
the composer in this cycle. This motive appears in the opening measures, in the
accompaniment, vocal line, or both, of all of the songs, except numbers seven, ten and
thirteen, frequently as a harmonic as well as melodic device. According to tradition, one
of the defining characteristics of a song cycleisthat it begins and ends in the same key.
Lili Boulanger adapts this definition to her own purposes, instead using the descending
second as a unifying device for Clairieres dansle ciel in the area of key relationships
with the first song beginning in E major and the final song a descending second in d
minor.

Rhythmic and Metrical Devices

Rhythmic and metrical devicesin Clairieres dansle ciel also serve to expressthe
meaning of the poet’ s words and to highlight the composer’ s personal identification with
the text. Lili Boulanger makes frequent use of meter change to depict a change in mood
and rhythmic figures such as triplets for joy and pedal points for seriousness. Harmonic
rhythm and augmentation are other musical devices used by the composer for emotional
expression. The first reference the composer thought to be personal, “that awkward grace
peculiar to overly tall girls,” is marked by the first use of syncopation in the

accompaniment. (Musical Example 10.)
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Musical Example 10 (Song 1, Elle était descendue au bas de la prairie, measures 14-17)
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The change of meter from common to triple time as well as anew harmonic
rhythm in the second song marks the change from a happy, commonplace memory to a
more melancholy remembrance. Elle était douce alors comme quand il est tard. . ., (She
was sweet then aswhen it islate). In the third song, Parfois, je suistriste, triplet figures

announce the joyeux of the poet. (Musical Example 11.)
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Musical Example 11 (Song 3, Parfois, je suis triste, measures 10-13)
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Triplet figures in aecompanimend

A sense of unrest predominates in the vocal line with each entrance occurring on aweak
beat.

In the tenth song of the cycle, Deux ancolies, the right hand of the accompaniment
illustrates the embarrassment of the swaying columbines in itstriplet figuration. The
accompaniment then continues the previous rhythm in augmentation as embarrassment

turns to acceptance. Similarly, in these measures from the seventh song the composer
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repeats amotive in diminution in order to illustrate the lovers' increasing passion for one

another. (Musical Example 12.)

Musical Example 12 (Song 10, Deux ancolies, measures 23-26, and Song 7, Nous nous
aimerons tant, measures 21-23)
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Formal Devices
Perhaps the most striking aspect of Clairiéres dansle ciel isthe attention to unity.
Boulanger very skillfully draws on several formal devices to achieve this unity, such as

the use of sequences, recurring motives (including the previously mentioned descending



second), rhythmic units and ostinato figures. (See Musical Example 13.) In the sixth
song of the cycle atwo-bar chromatic passage is presented three times, then twice more
at a higher pitch level. This sequenceis based on material drawn from the prelude to
Wagner’s Tristan und Isolde and “literally forms a sort of leitmotiv throughout this
song.”*” Asin Wagner’s prelude the languishing effect of this song creates an impression
of uncertainty and irresolution.

Musical Example 13 (Wagner, Prelude to Tristan und Isolde, mm. 1-18)
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Y 1bid., p. 179.
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(Boulanger, Song 6, S tout ceci n’est qu’ un pauvre réve, measures 1-11)
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In addition to the descending second that appears throughout the cycle, Lili Boulanger
uses the device of arecurring motif particularly in the final song.
Demain fera un an, number thirteen, isadistillation of the ideas presented in the
rest of the cycle. As Schubert did in hisWinterreise, Lili Boulanger creates a
psychological whole out of the disparate elements of the twelve preceding songs
by interweaving in this last song, elements of the others. Thisisnot al the
composer’s doing alone. The poem itself isalso full of alusionsto those in the
cycle which preceded it.*®
In the opening words of thisfinal song, the poet states numbly that tomorrow will mark a
year since he gathered the flowers of hislove. Boulanger, once again, as she did in the
sixth song, utilizes the repeating single pitch, thistime on D natura, to illustrate the
hollowness of the poet’ s sorrow. The music seems to evoke the memories that pressin on
the poet. Among musical quotationsin this last song is the rhythmic accompaniment
pattern of the fourth song, prompting the poet’ s statement, “Heart, | have put you through
the holy agony of seeing again that town where I'd suffered so. . . .” The Tristan motive
of the sixth song reappears as the poet says, “| recalled the old torments and | do not
know how | did not just collapse right there on the yellow pathway, my face in the dust.”
Both the words and music of the opening of the first song mark the poet’s last sweetly
melancholic remembrance of the heroine, as she was at the beginning of their time
together.™®

Another formal device common to these songsis the use of ostinato figures. One

exampleis the two-bar ostinato of the tenth song of the cycle, which is stated four times

' 1bid., p. 186.
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at the beginning of the song. Boulanger frequently used pedal points aswell, asin the
sixth song, illustrated back in Musical Example 13. This D-flat pedal relates it to the song
that follows it, number seven, Nous nous aimerons tant, which contains a D-flat pedal as
well. Thefirst seven bars of the ninth song are over an E pedal point. In the tenth song
Boulanger employs two different pedal points: F for the first section, D-Flat for the next
before returning to F for the last section of the song.
The Relationship of Piano Accompaniment and Voice

Lili Boulanger has maintained an excellent balance between the piano and the
voicein Clairiéres dans le ciel. In the relationship of the piano and the voice, the
composer achieves textua highlighting through range and rhythmic figurations,
establishes accompaniment patterns such as rhythmic ostinato or recitative style support
for the voice, and uses the piano as an initiator of the drama. The piano accompaniment
with its chromatic changes alternates shades of light and dark in an effect of chiaroscuro,
which enhances but never obscures the complicated text and the emotions that it contains.
An example of thisisfound in the twelfth song, Musical Example 14, in which “the inner
conflicts of the hero are mirrored in the deliberate dissonances between the vocal line and
the accompaniment.”? In this song the hero relates the words inscribed upon the
medallion, “pray, believe, hope.” The pitch in the vocal line for the word “believe” iIsE
with aD set directly against it in the piano accompaniment. The next instance occurs on
the word sombre as the poet describes the darkness of the medal. Here the G-natural of

the vocal lineisjuxtaposed with a G-sharp in the accompani ment.

2 bid., p. 185.



Musical Example 14 (Song 12, Je garde une médaille d’ elle, measures 4-11)
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The influence of Fauré is readily recognizable in the accompaniment figurations used by
Lili Boulanger. Like Fauré, Boulanger sets up arhythmic ostinato in the accompaniment;
but hersis frequently more virtuosic utilizing awider range. A good example of these
characteristicsisin the second song of the cycle, Elle est gravement gaie. (Musical

Example 15)



Musical Example 15 (Song 2, Elle est gravement gaie, measures 1-8)
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Lili Boulanger’s use of range in the piano accompaniment helps to define the
emotional content of the poetry. In the eighth song, Vous m' avez regardé avec toute votre
ame, the piano accompaniment rises steadily in range and arpeggiated figurations through
the words, “how impassioned was that |ook” before settling into the descending second

motive presented in arhythmic ostinato for the words “yet calm.” (Musical Example 16.)
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Musical Example 16 (Song 8, Vous m' avez regardé avec toute votre ame, measure 21-29)
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In the ninth song, Leslilas qui avaient fleuri, the agony of lossis presented in the
accompaniment before the vocal line enters. Again, arhythmic ostinato is established
with a harp-like accompaniment figure in which the hands move in contrary motion. The
resulting dissonances on the second and fourth beats of each measure suggest to the
listener that the joy of the eighth song is past and that troubled memories once again

plague the poet. (Musical Example 17.)
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Musical Example 17 (Song 9, Leslilas qui avaient fleuri, measures 1-2)
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There are several recitative-like sections within the cycle in which the piano

accompaniment serves the same purpose as the recitative accompaniment of the Baroque
era: providing a harmonic framework and a source of rhythmic organization under the
free flowing speech rhythms of the vocal line. One such example occursin the seventh
song, Nous nous aimerons tant. (Musical Example 18.)

Musical Example 18 (Song 7, Nous nous aimerons tant, measures 24-26)
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At other times, the piano accompaniment initiates the drama, arriving at the emotional

core of the poetry with strong sonorities on the beats ahead of the voice whose entrances



occur on the upbests of the measure. One such example is the dramatic ending to the
eleventh song (the only song in the cycle that ends on aforte dynamic), Par ce quej’ai
souffert. (Musical Example 19.)

Musical Example 19 (Song 11, Par ce que|’ai souffert, measures 30-40)

(see next page)
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Consistently, the final song of the cycle contains all of the aforementioned piano
accompaniment devices. The texture alternates between the rhythmic ostinati and the bare
or hollow chords that accompany the recitative-like moments of despair. At other times
the texture acts as the impetus for the strong emotions of the poet.
Performance Considerations

The vocal writing of Clairiéres dansle ciel wasinspired by the voice of David
Devriés, the tenor who had sung in the first performance of Lili Boulanger’s winning
Prix de Rome composition, the cantata, Faust et Hélene. The high tessitura of these songs
requires asinger who is able to successfully negotiate the passaggio. In the original keys
the cycleiswaell suited to only the highly trained light lyric tenor voice, avoice type that
is generally more comfortable and able to spend longer periods of time in the passaggio
than are most women'’ s voices. The numerous forward, closed vowels set to notes in the
upper register with a pianissimo dynamic marking also contribute to the difficulty of this
music and are much more easily managed by the higher, brighter voice types.
Additionally, the French school of singing islargely built around the lateral vowel.
Tenorstrained in this tradition may find the music more technically accessible than those
trained in the traditional Italian or German schools. The internationally acclaimed
collaborative pianist and coach, Dalton Baldwin, related to this singer a conversation
between himself and Nadia Boulanger in which she communicated Lili’s desire that the
cycle be transposed down one step if sung by a soprano.?* This transposition helps make

this music accessible to sopranos, yet the tessitura is still exceedingly challenging.

2L Conversation with Dalton Baldwin, October 25, 2000.
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Besides the technical difficulties for the singer, these songs with their chromatic,
modal, and polytonal harmonies are formidable throughout the learning process for both
singer and accompanist; and are most successfully assimilated by the most experienced
and mature musicians. Nevertheless, the rewards are great and the process truly
enriching. The cycleis not only harmonically satisfying, but also emotionally fulfilling in
its length, which affords an opportunity for full exploration of the poet’s psyche. The
childlike vulnerability of many of the songsis universal in its appeal.

Conclusion

“With its constant and irrational aternations of joy and fear, Clairieresdansle
ciel seems like adramatic tableau of thelife of Lili Boulanger.”?* Familiarity with this
score reveals not only the tremendous talent of the composer but an immense dedication
to the perfecting of her craft. Her song writing achieves ahigh level of dramatic
integration through the use of melodic highlighting of textual ideas, harmonic writing and
itsrelation to the poetry, key relationships, rhythmic and metrical elements, the use of
formal devices and the relationship between the piano accompaniment and the voice.

She achieves melodic highlighting of textual ideas through declamatory style and
conjunct or digunct vocal lines. Her harmonic writing is related to the poetry in triadic,
diatonic writing for the happier songs and more chromatic, modal and polytonal writing

for the songs depicting melancholy or despair. The key relationships between the songs,

%2 Anya Laurence, Women of Notes. One Thousand Women Composer s Born before 1900
(New York: Richards Rosen Press, 1978), p. 31.
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and the association of certain keys as “content or peaceful” with others keys, usually
minor, as “sad or anguished” are another musical depiction of textual ideas.

Rhythmic and metrical elements are also used in this way. Changes in meter
depict changes in mood and rhythmic figures such as triplets and pedal points highlight
moments of joy and profundity. Rhythmic augmentation and diminution unify material
within the cycle. Lili Boulanger’s use of formal devices such as ostinato figures,
recurring motives like the descending second, sequences, and cyclical elements of
returning melodic, harmonic, and textual material are evidence of her attention to detail
and unity. The relationship of the piano accompaniment and the voice complement the
meaning of the words through range and rhythmic figurations in the piano, various
accompaniment styles and patterns, including rhythmic ostinati or recitative style, and
finally by the use of the piano in certain places as an initiator of the drama.

Although her works in many ways represent alogical progression from the
musical styles and languages of the influential composers of her time including Debussy,
Wagner and Fauré, Lili Boulanger’s development of these ideas reveals her individual
gifts. One wondersiif the seriousness of her illness motivated her to reach these heights of
expression, skill, and depths of emotion at so young an age. If she had not felt the ever-
present threat of an early death, would she have pushed so hard and been so determined
to accomplish all that she did? On the other hand, if death had not taken her away at so
young an age, what else might she have accomplished? We can only know what she did
accomplish in her short life, and that those achievements have not received the

recognition that they deserve. Perhaps one of the reasonsisthe level of difficulty of her

53



works, which demand complete technical control, making them inaccessible to the
fledgling musician. Additionally, for many years, Lili Boulanger’s works were difficult to
attain commercially and the manuscripts remained in the personal possession of her
sister, Nadia Boulanger. Whatever the reasons for this relative anonymity, perhaps, with
time and continued exposure the musical world at large will finally discover another great

composer in Lili Boulanger.
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LIST OF VOCAL WORKS
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LIST OF VOCAL WORKS
STAGE
La princess Maleine (op, 5, M. Mageterlinck and T. Ricordi), 1911-18, unfinished
CHORAL

Ps cxxix Ilsm'ont assez opprimeé, Baritone, male chorus, orchestra, 1910-16

Ps cxxx Du fond de I’ abime, Alto, Tenor, chorus, organ, orchestra 1910-17

Lessirens (C. Grandmougin), Mezzo, chorus, pianoforte, 1911

Sous bois (P. Gille), chorus, orchestra, 1911

Soleils de Septembre, chorus, pianoforte, 1911-12, incomplete

Renouveau (A. Silvestre), chorus, 4 solo voices, pianoforte/orchestra, 1911-13

Hymne au soleil (C. Delavigne), Alto, chorus, pianoforte/orchestra, 1912

Le soir, chorus, pianoforte/orchestra, 1912

Soir d éé, chorus, pianoforte, 1912, incomplete

La source (C. Leconte de Ligle), chorus, orchestra, 1912

La tempéte (Pendant |a tempéte) (T. Gautier), chorus, pianoforte, 1912

Pour lesfunérailles d’un soldat (A. de Musset), Baritone, chorus, orchestra, 1912-13

Soir la plaine (A. Samain), Soprano, Tenor, chorus, orchestra, 1913

Vieille priére bouddhique (Buddhist prayer from Visuddhimagga, trans. S. Karpel és),
Tenor, chorus, orchestra, 1914-17

Ps xxiv La terre appartient a |’ Eternel, Tenor, chorus, organ, orchestra, 1916

OTHER VOCAL

Maia (cant., F. Beisser), Soprano, Tenor, Bass, pianoforte, 1911

Reflets (M. Maeterlinck), 1 voice, pianoforte/orchestra, 1911

Frédégonde (cant., C. Morel), Soprano, Tenor, Bass, pianoforte, 1911-12, incomplete

Attente (M. Mageterlinck), 1 voice, pianoforte, 1912

Leretour (G. Delaquys), 1 voice, pianoforte, 1912 [original version: La nef |égére,
chorus, pianoforte, 1912]

2 vocal fugues, 4 voices, 1912, 1913

Faust et Héléne (cantata, E. Adenis, after J. W. von Goethe), Mezzo, Tenor, Baritone,
orchestra, 1913

Clairieresdansle ciel (F. Jammes), cycle of 13 songs, Tenor, pianoforte, 1913-14 [nos.
1, 5-7, 10-13 orchestrated, 1915-16]

Dans|’immense tristesse (B. Galéron de Calone), 1 voice, pianoforte, 1916

Pie Jesu, Soprano, string quartet, harp, organ, 1918
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SONG 13, Demain fera un an

57



Demain fera un an

repenting piich illustating the hallowness of the poet's sormw

Libremens I
Lent g resfgne

-E-n. ¥ i |.'. T 1L : L E F F..-- E F |'_' H_|
cE— i ¥ ra  — P 1 ' |r.l 1
De . wain fa-ra un an gu'a Avddoux jeo oouell o
Tomorrow will mark a YEar - SInce | aathered
IF” ——t - —
P grape & morne .
[5; T = e — S =
: 3 3_ - : % 3
s
f ki N . g — 2 e
§ F. ﬁq‘ﬂr.h - I - - : ; _I—I_l_l.-r—a
-lais  Jes Meurso.—. donk j'ai par - IE.....-.—I - []: 1i-rie mowilde - e.
the  flowers I spoke of from  that d»:w:.- lir:d at Audaux.
A pade  acoed e — at i L simm
— —— < —
L F-‘_-l‘.ﬁ-.r"-_ q : d’ 5‘“—:
= g

dovtqurege: _ ; ”ﬁ‘—_ﬁaﬁ"x

- S 1
3 i ¥ | o —
G'est au-jourd'bui 1o plus bean jour dnﬂmﬂc Fi - oues.
Today | 18 the most lpvely  Easter day,
A a fempo
G =
I FRE SEnare
g
T i'_g_...'glf

= —_—

morns fadd e

Plus agiie = r—
:H:=q=f__|_ﬁ_- o —— i -I—!
# p—F—r— : oo ——
me sils en . fon - o dans 1'a . Tur des o .pe . - goes,
plunged inte  the blue couniryside,
o Tmer petit o petil e T e R
- 5 2 in
&z SNE'_,_,_.— . T, T
_f!.-- !j' ""L . -IE 'm..pl.-.
" 1y I i. Fﬁ .J.
# "a =
e ! 1= e E:

58



¥ s i e —
*'_'—‘—F,—F. =

W i.";'n...wru Imiu,_.L- B LCB_VEFE Pres,... & traovers
throasgh woods, ACTOSS rrmu-:luws. amd
J#F_'_-__T_H“'H\ ¥ H_ “.'FL_
o, v e ’i =
anwbre [ CT———— -
i .:. . - | _'__ :.i
i’—r - 1 1 —_ i —
e = T r*‘L_j‘_‘_‘J-' ,
P SR Lent profoudément grave .
%'; - ======— e .1—u_=[_j‘=|=E|
[T T, R — Com . ment,  mon [T R ™ T (TR -1
fiekds. et oh my heart, have :.Inu el

— -1" o

- = — re- - — _ur
J;ﬁ_i ,L

‘LF"
h._ﬂ-f“' 2,
—
. SEe———r————
mort—. dn puis T, Wi
b deadd for this cntire  yoar?
e
ES 2 T —
W ## !
- =11 t =
F e T T il
; o 29
bty Tllﬂ;; nmrlr?! une mrande foeslfuds L
—% - : = =t . st
gb i ""':?@:_ ,'}i_“ ._____.' : iﬁil E—.ﬁ
i T T pp—— _T:l tFai dom . né e oo exl.
Heari, have pul vou l|'|.T\'I!r|.I.H,|-'1 ||'H. |1.-:|-‘|'..'
Un pren moles enk
Y S R
: 1-\.?_‘_____'_._,_,- J o W
e e [ e S A G S O o S - S e S e S 1S S N il AN I i G O e i S
et _ S e :
-IJ; _"—~—._____,_,—o—" - a-._\_‘_____._,_:"""'
= — T .

| rhythimie accompaniment pattermn of the Tourth saong

59



a {arve

: n 5
= i e vil- '||;|.. -
agony -:IF ‘.-GI:II'IE ugnm that town
ELE B POB i s

g,-u nu. juvalz lanteoul -
\'rh:rr: I'd suttered so.

bleeding

r r
- Ees qui sol
MsgEs

dl.m'.a.n.i. T :|1|.'-|-.:Ir1_'|r i
in front of the
BOLET L mevemimse smis e smaimas i s —

- Enajent

1I'IIlIIIIII

cen LI .

fag
the fatal lilacs

linzlesiris - ios par.
if Dese wretched

- ~ TEd; Ju  ma SUIS  SOUPE-TNE —remrems
St " ST
- —* — i [ 1} I —1 -.. 1 y } cr—
ﬁ:E;h_F’:f‘r:E_L_;..:_ _gy:qu_E?xFl—_.-'— = n'n._al ———
g L ,5 cleind t'
B B ; b
| i I,

o

Tristan motive of the sinth song



-_._. |{lr| ma de. l.rmu an . cien - - [, 1 o un zais com .
thea ald LOImIents, and 1 donot know
aeeed. B
_.,FPP_'_'_-___-_'I_"H d_,—-—'—'_'ﬂ'__'-—-h.___
¥ ff g Ea 1 —i H j *.H'
i+ i
1 i i —
By =
T
i ol
I'ristsn modive comtlnues
— ] . — T 2 = ‘?;
S -
- ment E suie prs tom - be sur oere du sen tier,.————— Iz frond dans Is pous -

how | did nn:rl_|u5t ml]ﬁ}: right there on the yellow pﬂ.mwai' m}' face in the dust.

- EiB. TR, - las nnn. .T'n nd uluu riem,  plus rien q‘;.l.l me S0l .
Miothing. | have aothing beft: - nothing wesustain me
bt o j
__,_,—'—'_'—h\_._\‘
Tempe [ o
# = 2
%»—v—%iiﬁ e e :
S e E
Eﬁlq_f i 2 = = i

R — * i
%ﬁ_ == | 5—7—3 # e—— N —E"EIEE
- them - EEY - ISR o Plus rien._._.
Mathing
Frm . e mlgr— ok
— h = ._._..--_i,— —F . — .
ga_ T = rz Eh: -'_F_qh.?-EJF |rl = .- |
R freg detachs

Tl

61



__F-lﬂsﬂwm

Ia P L ) = " _,_4—'_-—|_\_\_\_
L[! ! ﬁ .I '!..-i = ﬁ-"‘r E'; i. i; 1,4 a r u L § = ::
Pourquole.e. M-Il 5F ben o powrgeol Bobi-ls 58P
Why is this day so  lovely; and why was | bam?

— B T

o . ® ._,E an -
—————% — T —]
H_’F__ — ¥ :_‘_-_#_ s —

—— e —— &

- i

—= : = ——1 == —

t'l S e rlrll'nﬂ,,_.._..._.:..: ................................... Y T {1201 IR —

= T e I | e i 4 R
gr.‘»:_‘éﬁ%~iﬂp—'h“ i‘ = H—bﬁ;&

nn\fhd."’ 4 #.:I.- ﬁ!'—-‘_—lﬁh

—— E e —F———

x _h__'_.. - === = .5___&‘:
B EEEC R

Mgees=. koo e T
—— = —— =,
— i —
...... T ke
- e > -

I UV 41 i e s B i
b4 Jsurals wole po . s:ar sur vod cal . omes ge - noux la fn -
I should like to have placed in your  calm lap the
T - F:_—'__I_'—_hn- ——
i 1 N | 1 I 1 : ﬁﬁ = e
T e B T e
- g kﬂ
W e ey ,,—-—I-—'_——h-—__, ,—-—-—-I—-—___
el Jld B T ST I TR ) | R Tl IR
e - -
& % 1, ‘— - L8]
= = =

62



_.‘_r,:::'_'_-_:-=-_'_ i ¥ Q__"‘-\j ,d—'_'_'.___-&_'_‘_‘-:ﬁ___ _I.::-._I
- - = = ===
JH X Eueq'ujmn'phrum:i.- - me qul s eou . - Ehe nin -
WEAINEES thiat breaks my spint, shich  lees
o -

T g e e e e e e e e
gtqﬁHﬁﬁmﬂﬁhﬁhifﬁﬂqiiﬁﬁﬁﬁyﬂﬁibﬁiﬂﬁf
I —

- T N, e ———— e
| ]

2 JAID AT | e [D) L]0 WD AT T
— .E - ——_ e ._.-. i Er t 5-_ = - —n - e

=-— _-_|_‘|_\_H_"'\-.
E P: g 1 b '\. 'Y I-\_‘_-_F . o -i -__1_ i
_:l q_rl i pauvresss & [us . 88 |IE- | FTO T T ——
like a paupﬁ' ima ditch aboung the roadside.

@_..,. .

L
===

£ n e & e
fit T ===
=l [|1;||'_|:|1|r .............

T skeep. Ta b-l: ul:ll: tis 5I:L1}
P -
P _p—— 8 i
= _ [ B_ — e
. — W "'-""I".I."";Fﬂ#l' N
—l___|—\_\_\-\-
qf' derd —

?ﬂ?&iiﬂi4i'i

dechirand
W s,
Pt . .
2 - it Lot jra- mals 5ous leg a.ver.cos bew - =, Eour loatanmerres frais..
Tor aleep fodever under the blue dowinpours,  wider the coel thunderbolts
si:'; g o :--_-'w____._———-_'_'_“__.__:—_-n
e ==
%q__'_‘——ﬂd-.:l—— ko
ﬂl—.— —— : = _?E__ =
T w3
e i} A —

63



_—=..I'-

e

v I:[e plus sen . tHir. He p‘]nu TR [ S " Tobre exis .
T feel b (T, To know uir
=y W [
P douloureuy ——
Biss == e
N ihha I o e
=i 5 7 279999 59 999 9
i &5 § '|'i t i -
R —— e e
e TR
~fen - = - - - o8, Heplas vale eed a. e
crisicnee o longer. To no more soc the  azure
WD S B S i R
r hﬁ, - —lg - ;.I,F.-.— %; i| i —
- s : ' ) -
DY S ghﬁ—-?-;gs,smg----—; S
: i3 ;T 70T T
— & Paise
ﬁﬁ—n:a—&!' me__x_ fe Ez-'f—ﬁ_ ==
e 5n.g!1m_ tir -] (1 N 71,1 - -~ dloms w2 ver. bl . ge
engulf those hills in whirl of
4 e~ e
b . Iy . iE | thﬁﬁ: ——
b P # o
l L
Ther — %
(ER S S8 S

EEV —4 di—”_..;tft:_r_ — ,.g. —t

blue, mingling water with air.

——— o ~
S 4 = > be e
= -  — f— UL‘“;—_E
! P T s
Bleu i e Pabe 8 T8I s s -

iq b *thTxa
.t::%:’tj:__i_l__uj % d—*ﬁf'—id—'f
; g a gﬁé b3 !
aeEassiEES s



vi - . de o je charche en
i i gLl search i

ﬁ-.ﬁr—
- = . I.I me som.ble 6e0m . kle plow.rer au
sn:-.m m-.-..:u:pa.nh
g Pl L = R =
oS I 4—@ S
e o _h— f : 7
i [ =— — |
—_— P douloureuy

CELN T L TR

‘*,:_ '_ﬁj,.____. -

Ffﬂ:ﬁ:::;-—mﬁﬁ——_,ﬁ-ﬁ

T e Ol

__________ A T I.Elmﬂ gnn - glot 111 T (]} [

very depths of m_ﬂcilg‘____h _:_ME]‘_S[_IJ{!ﬂ sob, EDMEOne
B e

7 o _'___h j’ ——
3 it
=

gﬁ—ﬁ—:Eﬁi =

65



——
I —— --d—'_'—-uF.-d——'_"‘-—q.EE : B shaple
| -
__..br—-— o I. 1 F- J*Hﬁ
st e e pan R, S RO
Wl ig ol really thene, | cry oul

fio - ;EJ::l. 7

3 A o o 4
And the couniryside resouds with Jow
o v || L
Pl _r'E“:: — =
—_— ——
—===— === .=
i 7 - w3 = EL" » -"1'3.. E

words snd music o ihe first soeg

ﬁ__‘éﬂ__j—-_—_f—_—i - ,—;"' == E n ﬁ : T
o _:i 2 - uk ecomme loprafei . & 8. miu e flen -
ond  like the meadow . a5 decked with
- H .,
%‘u!j—_% e e
’% BT =T
—_—
=i & = .H:; == ™ —— v —
%ﬁ === = = ——

66



!HI plas “"’E_'-—:-‘—-—-—-—-.h

=SS =

Flus 4[] PR
Mothing

iélEE—-'—“" .".E"trﬂpﬁl'.

| I have nothing lefi,

piu- rien fui me =on . fien -
nothing can sustain me.

P— iy S
=23 2 I 7 E: : i@ v
he— T o et ——

Plus riefoicmmme e




BIBLIOGRAPHY

Abraham, Gerald. A Hundred Years of Music. 3. ed. New Y ork: Knopf, 1964.

Abraham, Hélene, & Bannerman, Betty. Claire Croiza' s Master Classes. The Snger as
Interpreter. London: Gollancz, 1989.

Alstadter, Judith. “Women Composers of the Romantic Era.” Triangle 75 #3 (Spring
1981): 4-6.

Austin, William. Music in the Twentieth Century, from Debussy through Stravinsky.
New York: W. W. Norton, 1966.

Bernac, Pierre. The Interpretation of French Song. New Y ork: W. W. Norton and
Company, 1976.

Boldrey, Richard. Women Song Composers. Chicago: the author, 1978.
Borroff, Edith. “ The Fairbank Collection.” College Music Symposium 16 (1976):105-22.

Campbell, Don. Nadia Boulanger, Master Teacher. Washington, D.C.: Pastoral Press,
1984.

Cohen, Aaron. International Discography of Women Composers. Westport, CT:
Greenwood Press, 1984.

. International Encyclopedia of the World's Women Composers. New York: R.R.
Bowker, 1980.

Davies, Lawrence. Cesar Franck and His Circle. Boston: Houghton Mifflin, 1970.
Fauser, Annegret. “Lili Boulanger’s La princesse Maleine: A composer and her heroine
asliterary icons.” Journal of the Royal Musical Association. Vol. 122, no. 1.

(June 1997): 68-108.

Gornick, Vivian, & Moran, Barbara, eds. Woman in Sexist Society. New Y ork: Basic
Books, 1971.

Green, Janet. Musical Biographies. Vols. 5-6 of American History and Encyclopedia of
Music, ed. W.L. Hubbard. Toledo: Irving Squire, 1908.

68



Green, Miriam Stewart. Women Composers: A Checklist of Works for the Solo Voice.
Boston: G.K. Hall, 1980.

Griffiths, Paul. Concise History of Avant-Garde Music from Debussy to Boulez. New
York: Oxford University Press, 1978.

. The Thames and Hudson Encyclopaedia of 20" Century Music. New Y ork:
Thames and Hudson, 1986.

Hahn, Reynaldo. On Singers and Singing: Lectures and an Essay. Portland, Oregon:
Amadeus Press, 1990.

Hixon, Donald L. & Hennessee, Donald. Women in Music, a Biobibliography.
Metuchen, New Jersey: Scarecrow Press, 1975.

Hoover, Katherine. “Fanny and Lili Who?” Keynote (Sept. 1978): 15-21.

Ireland, Norma Olin. Index to Women of the World from Ancient to Modern Times.
Westwood, Mass.: F.W. Faxon, 1970.

Jezic, Diane Peacock. Women Composers: The Lost Tradition Found. New Y ork:
Feminist Press, 1988.

Kendall, Alan. The Tender Tyrant: Nadia Boulanger. Wilton, CT: Lyceum Books,
1975.

LaGrange, Henri-Louis de. “ Nadia Boulanger — a Teacher Who Has Inspired Many
American Composers.” Musical America 76 (Feb. 15, 1956): 15, 128, 226.

Landormy, Paul. “Lili Boulanger.” Musical Quarterly 16 (1930): 510-15.

Laurence, Anya. Women of Notes. One Thousand Women Composers Born before 1900.
New Y ork: Richards Rosen Press, 1978.

Lehmann, Lotte. More Than Singing: The Interpretation of Songs. New Y ork: Dover
Publications, Inc., 1945.

Lili et Nadia Boulanger. Special issue of La Revue musicale #353-4 (1982).

Lockspeiser, Edward. Debussy, 5™ ed. London: Dent, 1980.

69



Longsworth, Carol. “Women Composers of Choral Music.” American Choral Review
26 #3 (July 1984):17-25.

Marquis, G. Welton. Twentieth Century Music Idioms. Englewood Cliffs, New Jersey:
Prentice-Hall, 1964.

Mauclair, Camille. “Lili Boulanger.” Revue Musicale, 2° anneg, no. 10 (Aug. 1921)
:147-55.

Meister, Barbara. Nineteenth-Century French Song: Fauré, Chausson, Duparc, and
Debussy. Bloomington: Indiana University Pres, 1980.

Mitchell, Charles, ed. Discography of Works by Women Composers. Paterson, New
Jersey: Paterson Free Public Library, 1975.

Monsaingeon, Bruno. Mademoiselle: Conversations with Nadia Boulanger. Great
Britain: Carcanet Press Limited, 1985.

Myers, Rollo H. Modern French Music from Fauré to Boulez. New Y ork: Praeger
Publications, 1971.

. Claude Debussy: The story of hislife and work, 1¥ ed. London: Boosey and
Hawkes, 1972.

Neuls-Bates, Carol. “Five Women Composers, 1587-1875.” Feminist Art Journal 5 #2
(Summer 1976): 32-5.

Noske, First R. French Song from Berlioz to Duparc. Translated R. Beyton. New Y ork:
Dover Publications, 1970.

Palmer, Christopher. Impressionismin Music. London: Hutchinson, 1973.
. “Lili Boulanger (1893-1918).” Musical Times 109 (March 1968) :227-8.
Panzera, Charles. 50 Mélodies Francaises. Brussel’s. Schott Fréres, 1964.

Plantinga, Leon. Romantic Music. A History of Musical Style in Nineteenth-Century
Europe. New York: W. W. Norton & Company, 1984.

Reeser, Eduard. “Lili Boulanger.” De Muziek 7 (1933) :210-21, 264-79.

Rosand, Ellen and Moevs, Robert. “Nadia Boulanger (1887-1979).” 19™-Century Music
3(1980) :276-8.

70



Rosenstiel, Leonie. The Life and Works of Lili Boulanger. Cranbury, New Jersey:
Farleigh Dickinson University Press, 1978.

. Nadia Boulanger. New Y ork: Norton, 1982.

Salzman, Eric. Twentieth Century Music: An Introduction. 3@ ed. Englewood Cliffs,
New Jersey: Prentice-Hall, 1988.

Simms, Bryon R. Music of the Twentieth Century: Style and Sructure. New Y ork:
Schirmer Books, 1986.

Stern, Susan. Women Composers: A Handbook. Metuchen, New Jersey: Scarecrow
Press, 1978.

Stevens, Denis, ed. A History of Song. New Y ork: Norton, 1970.

Stevens, Elizabeth Mruk. The Influence of Nadia Boulanger on Composersin the United
Sates. DMA thesis, Boston University, 1975.

Thompson, Oscar. International Cyclopedia of Music and Musicians, 10" ed. New
York: Dodd Mead, 1975.

Vinton, John, ed. Dictionary of Contemporary Music. New Y ork: Dutton, 1974.

Walters, Teresa. Nadia Boulanger, Musician and Teacher. DMA thesis, Johns Hopkins
University, 1981.

Watkins, Glenn. Soundings. Music in the Twentieth Century. New Y ork: Schirmer
Books, 1988.

Weissweiler, Eva. Komponistinnen aus 500 Jahren. Frankfurt: Fischer Taschenbuch
Verlag, 1981.

71



University of North Texa

-

presents

A Doctoral Recital

DEBORAH WILLIAMSON, soprano

Concert Hall

. . . Henry Purcell

.. Franz Schubert

assisted by
Brad Bennight, harpsichord « John Tarver, piano
Sunday, March 5, 2000 4:00 pm
FairestIsle . .... ... ... ... . ... .. . ... .. . ... .....
Bess of Bedlam
Mignon Lieder . ... ......... .. ... ... ... ... ......
Kennst du das Land

Heiss mich nicht reden
So lasst mich scheinen, bis ich werde
Nur wer die Sehnsucht kennt

— INTERMISSION —

Five Poems of Anna Akhmatova, Opus 27 (Sung in Russian) . .

Sunlight Streaming in the Chamber
There is Nothing Comparable with Love
Thoughts of Sunlight

Greetings!

The Gray-Eyed King

Poéme de l'Amour etdelaMer . ................. ...,

La Fleur des Eaux
La Mort de l'Amour
Le Temps des Lilas

Presented in partial fulfillment of
the requirements for the degree of
Doctor of Musical Arts

Serge Prokofieff

Emest Chausson

The Steinway piano is the instrument of choice for College of Music concerts.




University of North Texas
—y Farsl Vad .

> -
) A

presents

A Doctoral Recital

DEBORAH WILLIAMSON, soprano

accompanied by
John Tarver, piano

Monday, March 12, 2001 6:30 pm Recital Hall

PROGRAM

AnChloe, K. 524 .. ... ... ... .. .. .. .. .. ... Wolfgang Amadeus Mozart
Der Zauberer, K. 472

Als Luise die Briefe ihres ungetreuen Liebhabers verbrannte, K. 520
Abendempfindung, K. 523

Mignon Lieder, Opus 98a . ....... .. ... .. ... ... ... ..... Robert Schumann
Kennst du das Land
Nur wer die Sehnsucht kennt
Heiss mich nicht reden
So lasst mich scheinen

— INTERMISSION —

La Bonne Chanson, Opus 61 . ...... ... . ... ... ... ......... Gabriel Fauré
Une Sainte en son auréole
Puisque ’aube grandit
La lune blanche luit dans les bois
J’allais par des chemins perfides
J'ai presque peur, en vérité
Avant que tu ne t’en ailles
Donc, ce sera par un clair jour d’été
N’est-ce pas?
L’hiver a cessé

Presented in partial fulfillment of the
requirements for the degree of
Doctor of Musical Arts

The Steinway piano is the instrument of choice for College of Music concerts.




Thirty-sixth program of the 2001-2002 season.

A Doctoral Lecture Recital

DEBORAH WILLIAMSON, soprano

accompanied by
John Tarver, piano

Friday, October 12, 2001 6:30 pm Recital Hall

A PERFORMER’S ANALYSIS OF LILI BOULANGER’S
CLAIRIERES DANS LE CIEL: SONG CYCLE FOR HIGH

VOICE AND PIANO
PROGRAM
Clairieres dans le ciel (1913-1914) ... ... .. ... .. .. ... ... Lili Boulanger
Elle était descendue au bas de la prairie (1893-1918)

Elle est gravement gaie

Parfois, je suis triste

Un poete disait . . .

Au pied de mon lit

Si tout ceci n’est qu’un pauvre réve
Nous nous aimerons tant

Vous m’avez regardé avec toute votre dme
Les lilas qui avaient fleuri

Deux ancolies

Par ce que j’ai souffert

Je garde une médaille d’elle
Demain fera un an

Presented in partial fulfillment of the degree
Doctor of Musical Arts
MUGC 6954.704

Steinway is the piano of choice for the College of Music.






