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| dedicate this book to
Bettye Aydelott
with whom | began my study of music;
Whose outstanding personal example of
masterful music teaching
continues to encourage
those of her progeny
the love of music.



“They towered up like mountain peaks
above the mass that still clung to its collectiears,
its beliefs, laws, and systems,
and boldly chose their own way.”

—C.G. Jung
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FOREWORD

This book takes as its primary source the monograptiion of my
Doctoral Dissertation written while as a student Latuisiana State
University, Baton Rouge, Louisiana, in 2007.

Since completing that monograph | have had the appity of time to
reflect upon the research presented in that t€ke greater portion of that
research was presented for the first time, nanedgressing the actual
pedagogical methodologies and materials of the tmeat musician
teachers, Arnold Schoenberg and Nadia Boulanger.

With the benefit of three years passing | have hfert enlightened
conclusions regarding the subject, which | will seld in the epilogue. |
do not, however, regret the choice to study theseunique teachers.

The cited examples and appendices are almost ablgridentical to the
monograph from which it is based, with five exceps: Both the
“Tableau Résumé de la Filiation des Formes Musicai@ Mlle. Nadia
Boulanger avec la Collaboration de Mlle. Annetteel@lonné” (original
version,) and the “Chart Summarizing the Brancheslatonships of
Musical Forms by Mlle. Nadia Boulanger in Collabza with Mile.
Annette Dieudonné” (translated version) are omittethis text owing to
the illegibility of such small text on the pageheTfigures representing the
“Seven-Phase Model of the Total School Curriculuenid the “U.S.
National Content Standards for Music Education (Resured)” from the
Reimer text have also been omitted. A thoroughlasgiion of these
concepts, however, will do well, nonetheless, iespnting the points
Reimer espouses. Another omission is the Joyce emeKNadia
Boulanger—Harmony Class Notes.” In any of thesgesaof omission,
they may be viewed electronically via the origimanograph URL site:

http://etd.Isu.edu/dics/available/etd-11132007-13dnrestricted/john
son_dis.pdf

The full-size publication of the music history chétranslated version)
may be available in the near future as a sepatdaicption.
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INTRODUCTION

This volume represents a comparative study betwblenpedagogical

methodologies of Arnold Schoenberg and Nadia Badarregarding

training the composer. Chapter One serves as @odirction to the

personal background, musical training, and carekArnold Schoenberg

and Nadia Boulanger, individually. Chapters Twad ahhree present
music pedagogy texts and other significant teachiethods and materials
relating to Schoenberg’s and Boulanger’'s musicdbgegy, respectively.
Chapter Four presents two exemplary music educatidnsophies of the

late twentieth and early twenty-first centuriesiode by Bennett Reimer
and David Elliott. Chapter Five is a comparisord asontrast of the

teaching methods and materials of Schoenberg amthBger in relation

to the philosophies of music education of Reimet BHiott. Chapter Six

is a conclusion of the contributions to music cosiflon pedagogy by
Schoenberg and Boulanger and the implicationsadaHindings followed

by an Epilogue.






CHAPTERONE

INTRODUCTION:
ARNOLD SCHOENBERG
AND NADIA BOULANGER—
BIOGRAPHICAL SKETCHES, CAREERS
AND EARLY INFLUENCES

When Arnold Schoenberg and Nadia Boulanger begair tlespective

musical training neither was aware the vast infigeeach would have on
the history of twentieth century music. Both wdér@rn within thirteen

years of each other; both began their music studgegperformers in

environmental settings concentrated with the amth sciences; and, both
evolved their keen minds and abilities into musmadlagogues of the first
rate.

While both pedagogues began their respective caseeperformers, each
eventually took differing directions regarding tfecus of their music
activities. Schoenberg began as a chamber musielaslved into a
composer, then, from necessity, taught music. &uwgér began as a
performer/composer then evolved into solely a pedag. In this sense,
Schoenberg divided his efforts between teachingcanaposing throughout
his life, whereas, Boulanger focused almost hereecéreer upon teaching.

While each pedagogue personally preferred differmgsic stylistic
ideologies, it is interesting to find in each aitm overriding methodology
regarding training the composer.

How, then, did each pedagogue produce studentseattosice of music
ideology similarly follows their teacher? Walteemamin in writing to
Aesthete Theodor Adorno confirms this modeling di&nberg’s students:
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The basic conception here: how the almost indesblé technical labour
of Schoenberg’s pupil brings the tradition of theeteenth century to rest
in the name of the master and thereby soundsis fiment. .

Do the interpretations of “Composition with TwelVenes® by Schoenberg’s
students Alban Berg, Dr. Anton von Webern, etrairror such thinking?
If so, how does Boulanger's methodology find its ywanto the

compositions of the likes of both Aaron Copland d&tdlip Glass even
when “...she never sought to impose any definite kificstyle on her
pupils.®And, as Teresa Walters notes, “Since she hadyie &t copy,

she offered instead a panorama of twentieth-cerstytgs.”

It is likely that personal preferences of the teado influence the music
stylistic direction of a music composition studerRudiments of music
theory and composition are a ubiquitous part oheammposition student’s
training. However, it is in the elements outsible basic methods where
we find the personal preference influences. Tlasealso areas that are
most difficult to define. To aid our search for amswer to these
influences it would be helpful to examine exemplanysic education
philosophies as found in each teacher’'s methods.

While many outstanding philosophies of music edocatan be found in
both formal and informal statements of belief | @dahosen to examine
select works of Bennett Reimer and David Elliotpaints of reference in
this search. Each Reimer and Elliott deserve ohrafnsideration as
important music education philosophers of the ktentieth and early
twenty-first centuries. Each also deserve conatitar in light of their

contrasting ideologies of music education. By mglkour comparison and
contrast of the pedagogical methodologies of Scheenand Boulanger
by the use of Reimer and Elliott writings we canrenaccurately frame a
musical picture of these contributions within a enobjective perspective.

! Walter Benjamin to Theodor W. Adorno, San RemoARgust 1937, iTheodor
W. Adorno and Walter Benjamin: The Complete Cameslence 1928-194@d.
Henri Lonitz, trans. Nicholas Walker (Cambridge, MBMarvard University Press,
1999), 205.

2 Arnold Schoenberg, “Composition with Twelve Tofied) Style and Idea
(London: Williams and Norgate Ltd, 1951), 102-143.

8 Alan Kendall, The Tender Tyrant—Nadia Boulanger—A Life Devotettsic
(Wilton, CT: Lyceum Books, 1977).

% Theresa Walters, “Nadia Boulanger, Musician andcher: Her Life, Concepts,
and Influences” (doctoral dissertation, The Peal@dyservatory of Music, 1981),
207.
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Therefore, the purpose of this volume is to exantime pedagogical

methods used by each teacher, the supporting mistesed as a basis for
their pedagogy, and a comparison of these methgisan relation to

exemplary music education philosophies and the igafbns of those

findings.

While references to Schoenberg draw no immediatssipility of
confusion among others with the same family namadi&l Boulanger’s
case is different. For the sake of clarity in tipaper, references to
Boulanger family members—other than Nadia Boulangeave been
noted by both first and last name (e.g., Ernestl&wer, Lili Boulanger,
and Marie-Julie Hallinger Boulanger); Nadia Boulanpas been referred
to as “Nadia,” “Nadia Boulanger,” “Mlle. Boulangéand “Boulanger.”

Regarding the order of name placement of ArnoldoBoberg and Nadia
Boulanger in the title of this paper (and, subsetjye throughout the
remainder of the document) an explanation is alsarder: My choice for
Schoenberg’s name to appear first—and Boulangesimen second—
derives from the (hopefully objective) act of namithe elder pedagogue
first. In so doing | have attempted to circumvany predisposition for
gender or musical preference bias.

Arnold Schoenberg:
Biographical Sketch, Career, and Early Influences

Arnold (Franz Walter) Schoenberg was born in ViennaSeptember 13,
1874 into a family of non-musicians. In Vienna wguSchoenberg
individually developed an interest in music; Fifsy, playing the violin,

then composing by age eight. Apparently the onligtic encouragement
he received was from friends and through progresslemthrough

independent study.

After the passing of Arnold’'s father, Samuel Schmg, the young
sixteen-year-old was forced to leave his schoolihghe Realschuleand
obtain work as a bank clerk. During this time Safimerg continued his
independent study, learning the violoncello:

...by playing a large viola fitted with zither strim@s if it were a cello.
This hybrid instrument, a viola-as-cello that hédheetween his legs but
on which he used the violin fingerings he alreadew, could perhaps
serve as a metaphor for Schoenberg’s life in musiovas but the first
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instance in what would prove a permanent searchrdsourceful and
innovative solutions to problenis.

It was at this early and influential age that Sctmg met Alexander
Zemlinsky, a Vienna Conservatory-trained composeregional fame.
This friendship grew into a musical performing god@olyhymniawhich
included the young Fritz Kreisler. Particularlgsificant is the fact that
Schoenberg began his first studies in compositiwh @unterpoint at this
time with Zemlinsky. With these musical activitias a prominent part of
his life “...Schoenberg declared himself a profesasiomusician.?®
Though income through teaching or performing atriamsent professionally
were not an option, Schoenberg continued his inudg® study and
eventually found employment conducting amateur ahgmoups.

With some professional musical experience to hiedit—and with
Zemlinsky’s assistance—Schoenberg was then rewasitbdwork as an
orchestrator of operettas. His own composing soigdgecame more and
more sophisticated with a heavy influence of Brahirmwvever:

Schoenberg’s new orientation was provoked not bwylitis admiration for
the works of his musical contemporaries, but alga Iheightened interest
in modern literature and personal contact with Yigese writers and
intellectuals, the latter made possible through Higndship with

Zemlinsky’

Though making steady progress as composer andg sperformer,
Schoenberg remained less adept at the keyboard. or@noccasion
Schoenberg was substitute pianist at a Viennederpgnce of one of his
own cabaret songs:

On that evening he embarrassed himself as an aecostpso much so
that | had to replace him with my second Kapelltegis. Schoenberg was
so stricken by stage fright that the simplest chaldded hinf.

At this time Schoenberg married Zemlinsky’s sistdigthilde, with the
couple soon moving to Berlin where Schoenberg ocoetil his work as

5 Allen Shawn, Arnold Schoenberg’s JourneyCambridge, MA: Harvard
University Press, 2003).

5 Bryan R. Simms, “Arnold Schoenberg,” Schoenberg, Berg, and Webern—a
Companion to the Second Viennese Schexbl,Bryan R. Simms, 131 (Westport,
CT: Greenwood Press, 1999).

" Ibid, 132.

8 |bid, 133.
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copyist and orchestrator. During this time Schesgbntroduced himself
to Richard Strauss who soon recommended him tohtedementary
classes in music at the Stern Conservatory. Hachieg at the
Conservatory did not last long (1902-03) and Scheem soon moved
back to Vienna. Fortunately,

His brief experience at the Stern Conservatory éedently fired his
interest in teaching, and he now sought to estalflis credentials as a
pedagogue, despite the professional barriers ctdatehis own limited
education. Schoenberg was a skillful, even spadibg, lecturer with
highly original views on musical theory and struetli

Upon his return to Vienna (Summer 1903) SchoenfErngd the faculty

of a new conservatory founded by Eugenie Schwadwdburing this

time (1903-04) several of his later famous studgmitseed him in study:

Anton Webern, Karl Horwitz, Heinrich Jalowetz. @tmotable students
followed soon thereafter: Alban Berg and Egon @&l An outgrowth
of these musical activities was the establishmenthe Vereinigung

Schaffender Tonkunstler (Alliance of Creative Missis) with Gustav
Mahler named as honorary president. Under theicespf the Alliance

several world premiere performances were held dioly Schoenberg:
Pelléas und Mélisand@and, Mahler:Kindertotenlieder

The years 1907-1908 were ones of marked turmotih Ipersonal and
artistic. A temporary breakup of his marriage ddiéion to increasing
rejection of his music in performance bore tremersdastrain on the
composer. Shortly after the marriage trauma Sdbergnwrote his first
completely atonal (or “non-tonal” as Schoenberg dater prefer the
reference) works. His feeling at the time can baracterized in writings
from his will (“Testamentsentwurf”):

| cried, acted like one in despair, made up my mthdn changed it, had
ideas of suicide and almost carried them out, ettifrom one madness to
another'®

The music work most closely associated with thautnatic event in
Schoenberg’s personal life is the String Quartet Rlo Already begun

? |bid, 134.

10 Erwin Stein, “Neue Formprincipien,Musikblatter des Anbructé (1924),
special issueirnold Schonberg zum Fiinfzigsten Geburtsg®$-303; trans. Hans
Keller as “New Formal Principles,” in SteiQrpheus in New Guise@d.ondon:
Rockliff, 1953), 58-59.
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when the affair between Mathilde Schoenberg andvihigal artist Gerstl
was revealed, Schoenberg decided to add text tguhket:

...faces that a moment before turned toward meendship™*

It was during this period that Schoenberg also pcedErwartung (1909)
which:

...can ...be seen purely as a psychoanalytic case splidgminine
hysteria, a modish reflection of Otto Weiningertidy of women'’s
sexuality,Geschlecht und Charaktenhich had provoked a scandal on its
appearance in 1903.

As time drew away hostility toward his reunited eyif Schoenberg
expanded his artistic output to include essaystiptexts, and pedagogical
and theoretical treatises. Of particular noténés highly important treatise
of music theoryHarmonielehre(1911). From his experiences as teacher,
now as pedagogical author:

Schoenberg’s writings on musical theory were prilpantended for the
use of students of composition and arose from bexdla as a teacher as
well as from his dissatisfaction with existing thetical and pedagogical
doctrines*®

Schoenberg moved from Vienna to Berlin once ag#iis time in
September 1911. Here his finances were more sasune gave lectures,
continued his teaching of private pupils, and bigeeffrom several
patrons. During this period Schoenberg experiertisdgreatest public
success with the world premiere Giurrelieder which was performed,
incidentally, back in Vienna in February 1913. Pohe month later his
Chamber Symphonyeceived its world premiere, alongside works by
Zemlinsky, Mahler, Webern, and Berg. The musithaf concert was not,
however, accepted by the audience and after B&ugkestral Song, Op.
4, No. 2 the concert was ended and the audience was dlbgngolice.

11 Arnold SchoenbergString Quartet No. 2, op. 1@ext by Stefan Anton George
(Vienna: Universal Edition, 1907-1908/1921).

12 Glenn Watkins, Soundings—Music in the Twentieth Centyew York:
Schirmer Books, 1995).

13 Bryan R. Simms, “Arnold Schoenberg,” 8thoenberg, Berg, and Webern—a
Companion to the Second Viennese Schexbl,Bryan R. Simms, 138 (Westport,
CT: Greenwood Press, 1999).
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During the time of his return to Berlin, Schoenberas actively pursuing
a career as conductor. The Widow Mahler even aotecis behalf,
organizing a concert on which Schoenberg would Vptdis abilities as
conductor. Disillusioned by the experience Scheeghmoved back to
Vienna, yet again.

Schoenberg spent a brief time in the Austrian Hagld Deutschmeister
regiment during World War I, an appointment to whie heartily agreed.
Much to his surprise, however, a group of his stisleetitioned his
release from duty and was soon free from militeegvise. Only a brief
army stint followed with his permanent releasedaing.

Upon his move to Vienna—actually to the Vienneseusi of Médling—
Schoenberg began by coaching a series of publ@arséls of th€hamber
Symphony, Op..9The experience left him with the impression:that

...the key to acceptance of his music would reshoeet factors: clear and
accurate performances following adequate reheassal coaching,
repeated hearings if a work was new or unfamibad the presence of a
trained and sympathetic audiertte.

As a result of this positive musical experience dgetberg founded the
Verein Fur Musikalische Privatauffihrungen (Socifty Private Musical
Performances) which existed between 1918 and 18@lirecluded over
250 modern compositions and more than 100 concerts.

Having moved between Vienna and Berlin several sinfeaving been
musically rejected and accepted, having been peligodevastated by a
marriage crisis, and, having continuously to sedocradequate means of
financial stability, Schoenberg now turned to hidigious heritage—in
particular a deepening connection with Judaism—ameraonal anchor.
There followed several important works heavily iinsg by this return to
The Faith. Among thoseDie gluckliche Hanq1910-13),Die Jakobsleiter
(1917),Der biblische We@1926-27), andMoses und Aroii1930-32).

Schoenberg’s fate turned to fortune during the 1926th, particularly,
an offer to head a master class in compositiomatPrussian Akademie
der Kunste (Academy of the Arts) in Berlin. Hisnleéits as professor
were unmatched to any previous role in which heeskr He enthusiastically
accepted the offer and moved back to Berlin in 19ZBhis position

1 bid, 142.
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allowed him six months per year free time to travebnduct, and
compose. It was during this time, 1923 in paracuthat Schoenberg
codified his system of “Method of Composing with @lwe Tones Which
are Related Only with One Anothéf,"a concept already in practice to
some extent by one, Joseph Haller.

These years were artistically rewarding but camee sdcio-political price:
the growing anti-Semitic faction in Germany was domaing more and
more entrenched in all walks of life. On March 1933 Max von
Schillings, president of the Academy of Arts, anmoed that the “Jewish
Influence” of the school be removed. Schoenbergsehto resign on
March 20 of the same year and left for Paris on M&y On July 24
Schoenberg reconverted to Judaism and aided Jewgighes through
support of various ways and means.

On October 31, 1933 Schoenberg and family arrivetléw York City.
Having been offered a teaching position in Bostchoenberg was once
again uprooted, this time in an entirely foreigrummy. His teaching
schedule was shared primarily between New York Bodton and the
atmospheric climate was not favorable to his health

Because of his ill health Schoenberg then movetl Wi family to Los

Angeles where he could be among other German/f&nsémigrées, not to
mention the benefits of warm weather to his health.should be noted
that many other artists/musicians flocked to sauth@alifornia for the

same health benefits, including Stravinsky & Rachimaff.)

Schoenberg taught one year (1935-36) at the Urfyecs Southern

California as visiting faculty member, then joinasl a permanent faculty
member of the University of California at Los Angelwhere he taught
from 1936 until mandatory retirement in 1944. TWears as professor in
California were seminal toward his work on severatlagogical works,
most which were only published after his deaths music works during
this period were characterized by an admixturetylés, namely: twelve-
tone (Violin Concerto, Op. 36; and, Fourth Stringa@@et, Op. 37); tonal
(Suite for Strings; and, Kol Nidre, Op. 39); andxture of twelve-tone

and tonality (Variations on a Recitative for Org&y. 40; and, Piano

15 Arnold Schoenberg, “Composition with Twelve Tofiel Style and Idea
(London: Williams and Norgate Ltd., 1951), 102-143.

16 Charles RosenArnold SchoenbergChicago: University of Chicago Press,
1996).
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Concerto, Op. 42.) For Schoenberg, this was gleafderiod of retrospect
and documentation both artistically and pedagobical

Schoenberg developed a strong following of studéating the California
years who included, among others, Dika Newlin, @Gkrétrang, and
Leonard Stein. Another, John Cage, offered botisprand scorn for
Schoenberg’s pedagogical methodologies, Schoenbrgetheless, is
attributed with saying, “He’s [John Cage is] notcamposer, he's an
inventor—of genius

Schoenberg'’s forced retirement in 1944 at age $gvaposed upon him
yet another financial hardship: a pension of dhiyty-eight dollars per
month. Schoenberg once again taught private steitiehelp with finances.
With his health slowly declining he began receivibglated honors
including music magazine tributes, various perfarogs, and of particular
note, bestowed-upon Letters of Citizenship by they 6f Vienna. Of

particular note was the presence of Igor Stravinskyhe audience of
Schoenberg’s acceptance speech. Schoenberg wamibhggto receive

the just recognition he so sought his entire life.

Schoenberg died in Los Angeles On July 13, 195inigally this was a
Friday the thirteenth and Schoenberg had long keewn to suffer from
triskaidekaphobia).

As the use of neo-classical models by many composaned during the
latter years of Schoenberg’s life, more and mommusers turned to new
methods of composition (e.g., “twelve-tone musid@rigluding Stravinsky.
The following decades saw even more influence, expatation, and use
of the twelve-tone model set forth by Schoenbetgs Practice continues
today.

Nadia Boulanger:
Biographical Sketch, Career, and Early Influences

Parallel to Schoenberg’s career as composer, peefofconductor), and
pedagogue, Nadia Boulanger crafted her musicalénfte indelibly in a
remarkably similar and powerful manner. Geograghicseparated by
only national borders, Arnold Schoenberg and N&talanger marked

17 paul Griffiths,Modern Music: A Concise History from Debussy to IBo(New
York: Thames and Hudson, 1986), 116.
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out careers that influenced the entire twentiethiurg’'s musical proclivities;
influences that are likely to continue into thetalig unforeseeable future.

(Juliette) Nadia Boulanger was born September 887 1n Paris into a
musical family of long and distinguished careerAs noted Boulanger
student and author Don Campbell states:

Tracing the lineage of Nadia Boulanger takes ut¢omusical families of
Saxony, the noble families of Russia and to thgisi of Western music.
Her heritage was steeped in thé"X@®ntury mannerisms of the Parisian
theatre and music circles, the strict emotionalumatof a Russian
aristocrat, and a dual Catholicism, one of faitd ane of music'®

Boulanger’'s entire life was one surrounded by musitler musical
instruction can be traced back to C.P.E. Bach. l|&VBuch musical
genealogies never guarantee a passport to suamesscan infer that
occasionally “...as musical heritages are handedhtmy, tend to be kept
alive.”® This lineage certainly could attest to that idea.

Her first musical experiences were in the home eher father, Ernest
Boulanger and mother Marie-Julie Hallinger Boulangeept close
company with Paris’s most celebrated musiciansatists. It was in this
environment, however, that Nadia commenced hercaliguest:

As a child | couldn’t bear the least note of musiwas almost ill, | yelled.

| drew crowds. | could not listen to a single noteople could hear my
sobs in the street, and they came: “What is it, &hael? Is your little girl
ill?” “No, she can’t bear music.” My father drewitk curtains when
giving lessons so as not to disturb his poor miderarazy child. | had
never been near a piano in my life, never. It wanonster that terrified
me. And then, on day, suddenly, | discovered fhwgiassion; hearing the
fire brigade in the street, | sat down at the piamdry to reproduce the
notes. | can still see my father standing theyénga “What a funny little
girl we have?” because he had worried. And fromt tthay on it was
music all day long? They couldn’t make me leaweptanc®

18 Don G. CampbellMaster Teacher—Nadia Boulang@~ashington, D.C.: The
Pastoral Press, 1984).

19 Alan Kendall, The Tender Tyrant—Nadia Boulanger—A Life Devotelltisic
(Wilton, CT: Lyceum Books, 1977).

2 Bruno MonsaingeonMademoiselle—Conversations with Nadia Boulanger
(Manchester, England: Carcanet Press, Ltd., 1985).
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Fortunate circumstances allowed the young Nadifboltow this passion
for music and:

...it was Mother who took things in hand from thestashen | was seven
and she judged that | was ready to begin harmomg,vgas incredibly
determined—it made an indelible impression on med-aith me learnt
the entire treatise on harmony by heart. She lea@mstudied harmony
and she learnt it all off by heart, saying to m¥pd have to reply
correctly because it is a subject | know nothingab?

Then, in only one year’s time the young Nadia pesged dramatically
when,

At eight, she could read all clefs, transpose, play quite well. Her

father had been her first teacher. She beganutty starmony and her
mother taught her to read with her first book...Heotlmer was most
exacting and overly strict, allowing Nadia no allovees while practicing.
She was made to memorize and play with only a glaat the

score...Nothing was ever repeated of a general arifspeature. It was

the clear definition given to her as a child froer Family that credited her
phenomenal attention and concentration...In...1896 &ladpan to study
piano, cello, and organ...She entered the Nationahs@watory on

December 10, 1896 as a student of Solfége at tefagne??

At this time her father was more than eighty yeafdadia’s thorough
young musical training provided a common threathtdrest between the
two so separated in age. Ernest and Nadia shaesy mwonversations
about music, art, and aesthetics in general. EB@danger, Nadia’s first
music teacher, undoubtedly held a vast influene bis elder daughter.

Her earliest music studies in organ performanceewgth noted organist
Felix Alexandre Guilmant (1837-1911). Guilmantsaaot only a widely
respected performer and composer he is noted asnportant music
publisher, especially of hiarchives des maitres de I'org{@898-1914)
which, by Alan Kendall's observation, “...can onlyvieabeen beneficial
for Guilmant’s pupil Nadia Boulanger, especially attime when pre-
Romantic music was not in vogue or even very wideigwn.?® At this
same time Boulanger studied harmony with AugusteapQls and
accompanying with Paul Vidal.

21 H
Ibid.
22 Don G. Campbell, Master Teacher—Nadia Boulangeagiington, D.C.: The
Pastoral Press, 1984).
2 |bid.



12 Chapter One

Another major musical influence came in the perGatbriel Fauré. Fauré
held several professional music positions durirggdaireer but it was as a
teacher to Boulanger at the Paris Conservatory that

“...he had a mysterious element of authority whichsweaesistibly
effective—his genius. No pedagogue with a degree beld sway over
his students with a magic equal to this smiling cedor who was
completely devoid of arrogance. He dominated thaoh subjugated them
by reason of his staggering musical superioritychithe least gifted of
his students...came to be aware of without understgrits nature

It was at the Conservatory that Boulanger took iveop prizes in

Solfege, harmony, composition, piano accompanimemd, organ. And,

as author Don Campbell notes, “By the age of 16,Iskd obtained every
First Prize in her studies® Following her graduation from the
Conservatory, also at age sixteen, Boulanger belgan career as
composition teacher where her first pupils studiedmony and piano.

During this time Boulanger continued her studiethwiuilmant, Vidal,
Vierne, Widor, and Fauré. After receiving the Set&rand Prize in the
1908 Grand Prix of Rome competition for her wdkene Nadia focused
her musical energies toward pedagogy. These tagaleisponsibilities
brought with them greater financial soundness ¢oBhulanger household
(Ernest, her father, having died eight years prioBoulanger taught a
number of student personas, including her firstgmé, Jacques Dupont.
Shortly thereafter Lili Boulanger (the younger dfettwo Boulanger
sisters) studied with her older sister only a feanths of 1911. Clearly,
Nadia had made the shift from composer to pedagagties time.

From 1908 through 1920 Boulanger performed extemgivcomposed,
and taught music. The year 1918 saw the deatlerdbéloved sister, Lili,
which further focused Boulanger’s direction in ntusEarly in the 1920’s
Boulanger decided to no longer compose, but, rathdedicate her life to
musical pedagogy: “If there is anything of whicharh very sure, it is that
my music is useles$? It was in 1920, that she began as teacher ofanusi
history, counterpoint, harmony, and composition—etoding in 1939—
at L’Ecole Normale. Following shortly thereaftera-1921—Boulanger

24 Emile Vuillermoz, Gabriel Fauré trans. by Kenneth Schapin (Philadelphia,
New York, London: Chilton Book Co., 1969).

% Don G. CampbellMaster Teacher—Nadia Boulang@nashington, D.C.: The
Pastoral Press, 1984).

% |bid.
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was invited by Walter Damrosch to teach harmoniaitainebleau. Of
this first group of students at Fontainebleau au@ampbell states:

The economics were staggering because all were gfter the war, but
the rich enthusiasm of the Americans brought a dtenguickening of the
musical pulse. American music had developed lateaibse of its
isolation. The young Americans who attended tlrst fsession in
Fontainebleau in 1921 such as Aaron Copland, Albessier and Melville
Smith, were exposed to a phenomenal faculty cangisif Paul Vidal,
Charles-Marie Widor, Isidor Phillipp, Robert Cassule André Hekking,
André Block, and Nadia Boulang€r.

This period now included writings on music, inclugliher contributions
as music critic fol,e Monde Musical. A first trip to the United States in
early 1925 included the world premiere performaotéaron Copland’s
Organ Symphongs well as a lectureship at the Rice Institutelduston,
Texas (to be followed in like manner by Paris Covatory classmate,
Ravel, in 1928). The writings included in the Monde Musicaissues as
well as the three lectures delivered at Rice comprise thék lof
Boulanger's commentary on music of these earlysyear

Throughout the 1920’s and 1930’s Boulanger tauglseaeral locations,
and, at different times of the year: Gargenvillentainebleau, & Paris.
Her apartment in Paris—known to those at the tim8&Rue Ballu—was,
however, the locus of teaching activity. The [8830’s saw another tour
of the United States, this time covering more Bsi@nal bases: teaching
composition, harmony, and counterpoint in additiom lecturing,
conducting, performing, and giving interviews. Soaof the more notable
locations of her activities were Juilliard, WelleglCollege and the Longy
School of Music. To many, Boulanger was the Gtégpe of Music for
the New World and audiences arrived in droves towiteess to that
history.

With the intensification of World War Il Boulangetsited, once again,
the United States, arriving November 1940. Thigrtmmcluded many
activities of previous tours, however, lasting tigh mid-1946. It was
during Boulanger’'s absence from France that Messiaas appointed
Professor of Composition at the Paris Conservat@ypedagogical
position she would have likely accepted had sughoposition occurred.
Upon her return to France the classes at Rue Batiuthe Conservatory at

27 |bid.
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Fontainebleau were reopened. There followed onee me@emorable trip
to the United States in 1962.

Since her return to France in 1946 Boulanger keptriat schedule of

teaching, dividing her time—once again—between &ioebleau and Rue
Ballu. Of that time her following of students grdarger each passing
year. And, interestingly, the breadth of natiotyabf students grew in

proportion. She taught even in her physical blastnand suffered other
physical ailments. However, it can be noted thatlseard perfectly to the
end.



