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Introduction A Woman Composing Herself

DOI: 10.4324/9781315593043-1

Surveys of American music, women in music, and twentieth-century music agree that American composer Louise Talma is a pioneering figure in the history of women in music. At a time when the composition world was largely dominated by men often associated closely with academia (Walter Piston, William Schuman) or Americana (Aaron Copland, Virgil Thomson), she was the second woman (after Ruth Crawford Seeger in 1930) to receive a Guggenheim Fellowship in music composition and the first woman awarded back-to-back Guggenheims in 1946 and 1947, an enormous achievement given the Guggenheim committees’ preferences for male winners; in 1963 she was the first female composer to win the Sibelius Medal for composition; and in 1974 was the first woman composer elected to the American Academy and Institute of Arts and Letters. Talma entered the Institute of Musical Arts (now Juilliard) in New York in 1922, where she studied both piano and composition. In 1926, Talma spent her first summer at the Conservatoire Américan in Fontainebleau, France, where she met pedagogue Nadia Boulanger. Talma returned for more than 30 summers to study with and eventually teach alongside Boulanger, finding her an early important mentor. Under Boulanger’s guidance, Talma gave up her piano studies in order to focus on composition, converted from agnosticism to Roman Catholicism with Boulanger as her godmother, and adopted a lifestyle similar to Boulanger’s in its devotion to music. She was a full-time member of the music faculty at Hunter College in New York from 1928 until 1979, during which time she helped author two harmony textbooks for her students. In the 1940s Talma began spending each summer at the MacDowell Colony in Peterborough, New Hampshire, where she met and worked with writer Thornton Wilder on their opera, The Alcestiad, and where most of her later-period works were composed. Talma continued to compose prolifically into her eighties, spending summers at the MacDowell Colony and the Yaddo Artist Colony, where she died in 1996. At her death, she left well over a million dollars to the MacDowell Colony and made it her heir, assigning it all of the rights to her music.

These basic facts, however, fail to convey the complexity of Talma and her music, which while performed frequently during her lifetime has more recently languished for lack of understanding and performers willing to undertake the task of deciphering her approaches, and the fact that much of her music remains unpublished and in manuscript form only. Until recently, the unavailability of Talma’s papers and many of her scores hindered research on the composer. After her death in 1996, the executors of Talma’s estate and the Library of Congress packed up hundreds of boxes of materials from the New York City apartment Talma had lived in since the 1930s.1

1 Russell Oberlin, personal communication with author, September 5, 2013.

Many items went into private collections, but the bulk of Talma’s scores, letters, and notes were acquired by the Library of Congress. The partial cataloguing of her papers at the Library of Congress, and the willingness of the librarians there to allow researchers access to both catalogued and uncatalogued materials; the new disposition of publishers to make her works available using print-on-demand processes; and the explosion of access to digitally preserved materials have all created a situation in which in-depth scholarship on Talma’s works and life can be undertaken. Talma’s music, taken as a whole, is an intricate, often intimate, collection of responses to and depictions of her own life from her most private emotions to wide-open political statements. Contrary to Talma’s own statements about her compositional career as one that could be parsed into three traditional periods, her works show that she was continually evolving in her approaches, using both previously acquired and employed techniques and materials as she embraced and modified new methods and concepts in order to best express herself. To fully comprehend much of her music, it is essential to understand Talma in the context of her life, the time in which she lived and composed, and the societal implications of that time. Using Talma’s scores, correspondence, and other documents, interviews with her colleagues and students, historical documents and publications, and tools from traditional music analysis, feminist and queer musicologies, and women’s autobiographical theory, this book seeks to locate and examine Talma’s life and works in these contexts.

Traditional musical analysis does not require much of an introduction here. Feminist musicology, as defined by Susan Cook and Judy Tsou in Cecilia Reclaimed, seeks to understand female identification with musical practice, opening exploration of musical works and their creators to multidisciplinary approaches that include considering the implications of works by women created in a male-dominated environment and women’s individual histories in such environments.2

2 Susan Cook and Judy Tsou, eds, Cecilia Reclaimed: Feminist Perspectives on Gender and Music (Urbana: University of Illinois Press, 1994), 1.

These studies of women’s work in music are integral to understanding Talma’s experiences and compositions as she was active during all three “waves” of feminism in the United States and conducted a career in an arena still primarily in the control of men and dedicated to promoting their works. Talma was highly aware of her status as a woman composer in twentieth-century America, where she often felt constrained by the dictates of society as to the ways in which she was allowed to earn a living, present herself professionally, and find a foothold among her male peers.

Similarly, queer musicology reorients the view of scholarship away from heteronormative assumptions about composers and works, examining the relationship between music and sexuality. As with feminist musicology, such readings and analyses of music take into account the sociopolitical and creative atmospheres in which composers worked. Using both “hard” historical evidence such as letters or other writings by the composer as well as connections that appear between the composer’s identity (closeted or otherwise) and musical gestures that suggest what Sophie Fuller has called “queerable history,” scholars can reveal meaning and method in the works of queer composers.3

3 Sophie Fuller and Lloyd Whitesell, eds, Queer Episodes in Music and Modern Identity (Urbana: University of Illinois Press, 2002), 9.

While Talma never made any overt, spoken, or visible public proclamations about her sexuality, I will show a number of sources that suggest hers is indeed a queerable history, and that the use of queer musicology can reveal the inspiration behind and clarify the meaning of many of her works.

The application of women’s autobiographical theory to the works of women composers may need some explanation. While finding autobiographical materials in music is hardly new, and such materials are frequently studied in the works of Sibelius, Mahler, and others, such studies have not always coalesced with the theories of autobiography—particularly women’s autobiography—in other areas of the humanities. Nonetheless, applying tenets of women’s autobiographical theory and écriture féminine to the work of women composers can result in illuminating interpretations and understandings of their works. Hélène Cixous has famously written that “women must write themselves,” and this need not be limited in any way to prose writing.4

4 Hélène Cixous, “The Laugh of the Medusa,” trans. Keith Cohen and Paula Cohen, Signs 1, no. 4 (Summer 1976): 886.

Indeed, Mary Klages notes that “we must look for women’s writing in places, and using instruments, not traditionally associated with writing, because those traditions are defined by male authors.”5

5 Mary Klages, “Helene Cixous: ‘The Laugh of the Medusa,’” http://www.webpages.uidaho.edu/~sflores/KlagesCixous.html.

As Jane Marcus has written of composer and memoirist Ethel Smyth, “one may see that the writing of music, putting down notes on a page to represent the sounds of instruments, is a very powerful form of symbolic inscription. Smyth’s tremendous success at the game of écriture came from her ability to re/sign the drive to create music into storytelling and to write […] her memoirs.”6

6 Jane Marcus, “The Private Selves of Public Women,” in Shari Benstock, ed., The Private Self: Theory and Practice of Women’s Autobiographical Writings (Chapel Hill: The University of North Carolina Press, 1988), 125.

Although Marcus’s point about music is a very simple one, it is nonetheless the case that a musical score, a painting, or an annotated datebook, such as that of Martha Ballard in Laurel Thatcher Ulrich’s A Midwife’s Tale, might become a woman’s autobiography. By examining Talma’s writings—primarily letters—and scores simultaneously, it is possible to understand the connections between her personal life and feelings and the works she was composing at the time. In knowing what she was reading and listening to, what was on her mind politically and personally, and her reactions to all of these elements often make clear the meaning of Talma’s choices of text and text-setting, instrumentation, and methods of composition.

As might be expected, there is a considerable amount of discourse on the theoretical aspects of women’s autobiography, some of which may or may not apply to a theory of women’s autobiographical music. Carol Boyce Davies suggests that all autobiographies are mediated through the “we” of the author-editor relationship; in the case of a composer, is her autobiography mediated through a specific technique or approach, or through previous criticism of her work?7

7 Sidonie Smith, ed., De/colonizing the Subject: The Politics of Gender in Women’s Autobiography (Minneapolis: University of Minnesota Press, 1992), 5.

Sidonie Smith also poses a number of questions worth repeating in whole here because they are so pertinent not only to prose writing, but to the concept of musical autobiography as well.

[At] the scene of writing, each woman struggles with inherited autobiographical narratives constitutive of the official histories of the subject. When does she take up the sanctities of official narratives and when set them aside? How far does she accommodate inherited forms, the official and officious calls to a specific subjectivity, and how far does she stretch the form to fill her own needs and desires? What are the pressure points she puts on traditional autobiography as it presses her into a specific kind of autobiographical subject? Where exactly does she discover the narrative elasticities and subversive possibilities of the genre? What narrative counterpractices does she import into the text? What formal experiments or out-law practices does she pursue? And how do those experiments enable her to evade narrative fixture in official scripts of the universal subject or embodied subject?8

8 Sidonie Smith, Subjectivity, Identity, and the Body: Women’s Autobiographical Practices in the Twentieth Century (Bloomington: Indiana University Press, 1993), 23.


Thus, in the case of a composer creating her autobiography through the written score and expressed sound, the traditional forms and formal expectations may seem unnecessary and unwelcome at some times, but useful at others. Such a composer might take some aspects of her works in unexpected directions as a means of liberating her narrative from old, unworkable patterns, or use established patterns and devices in innovative or subversive ways. Talma’s works indicate that she was sensitive to such questions and options. She adhered to the “sanctities of official narratives” when they were needed, such as composing works for traditional ensembles and less dissonant soundscapes for commissions, and set them aside when she could, using and altering and stretching traditional forms. For example, in writing for herself, she employed nontraditional ensembles or worked in a more obviously atonal language, experimenting in a number of ways to create pieces that spoke for her, albeit sometimes in masked ways. Talma did not limit her output to works for the piano or songs, as was widely expected of women in her own and previous generations, and which might well be considered an “official narrative.” For her short opera Have You Heard? Do You Know? (1976), Talma could not find an existing scenario she liked and wrote her own libretto, itself comment-worthy. She wrote to Wilder, “I am, of course, intensely aware of what a risky thing it is to dare to do the text as well as the music since words are not my métier (though in a sense they are, as in my previous vocal works I’ve always chosen them, beyond the basic requirement of meaning, for their sonorities and rhythms), but there is, as you know, considerable precedent for it. […] Finally, I say, if Dame Ethel Smyth could do it, why not I?”9

9 Louise Talma to Thornton Wilder, April 7, 1974, Thornton Wilder Collection, Beinecke Rare Book and Manuscript Library, Yale University.

Citing Smyth, a lesbian composer, Talma connects herself with what Elizabeth Wood calls “Sapphonics,” or the aural “landscape of lesbian operatic life and listening.”10

10 Elizabeth Wood, “Sapphonics,” in Philip Brett, ed., Queering the Pitch: The New Gay and Lesbian Musicology (New York: Routledge, 1994), 39.

Awareness of this connection is a crucial one in interpreting both Have You Heard? Do You Know? and Talma’s earlier grand opera The Alcestiad.

For Have You Heard? Do You Know?, Talma created a scenario that Wilder criticized as anti-Aristotelian and unbalanced, in which a married couple and their single female friend proclaim that that solitude and quiet is a desirable escape from the literal and metaphorical noise of the modern world, a concept that resonated with Talma throughout her career. Wilder’s main problem was that Talma was subverting audience expectations of romance or a partner for the single woman, insisting, “We need another man in there.”11

11 Thornton Wilder to Louise Talma, May 12, 1974, Louise Talma Collection, Library of Congress.

Talma disagreed: as she had long been a single woman in New York herself, the scenario rang true for her, and she felt no need to explain the woman’s single status; indeed, she hints at a possible burgeoning relationship between the two women of the opera, likely referencing her own relationship with a woman married to a man. She was a reflection of Talma, a self-recognized Other whom Talma would not falsify by adding a baritone or another tenor with whom to swoon.

Leigh Gilmore, in establishing a theory of what she terms “autobiographics,” explores the complexity of the issue of women writing their own lives in a culture in which women are viewed as—and frequently view themselves as—the Other. Gilmore takes exception to the idea that a unified theory of “women’s autobiography” can exist at all, given the lack of historical precedent and the problematic grouping of all women together regardless of race, class, sexuality, gender identity, education, location, and enculturation. She writes:

This ‘self’ that women represent has frequently been white, heterosexual, and educated; it has sought identity in relationships rather than in autonomy; and has been conscripted as a player in the mother-daughter plot. Insofar as feminist criticism of autobiography has accepted a psychologizing paradigm, it reproduces the following ideological tenets of individualism: men are autonomous individuals with inflexible ego boundaries who write autobiographies that turn on moments of conflict and place the self at the center of the drama. Women, by contrast, have flexible ego boundaries, develop a view of the world characterized by relationships (with priority frequently given to the mother-daughter bond), and therefore represent the self in relation to ‘others.’ According to Mary Mason, this ‘other’ or ‘others’ may be represented as husband, children, even God, but in all cases the female self is depicted as profoundly influenced by the ‘other’ and this primary relationship structures the autobiography. I argue, instead, that autobiography does not simply possess an experiential base from which it departs and which it seeks to depict.12

12 Leigh Gilmore, Autobiographics: A Feminist Theory of Women’s Self-Representation (Ithaca, NY: Cornell University Press, 1994), viii.


Although Gilmore rejects the concept of labeling autobiographical works by women as “women’s autobiography,” preferring instead to allow individual speakers identify themselves in terms of gender and sex, there are nonetheless commonalities among such works that connect them. Even she herself admits that the constraints and expectations of autobiography are ones that are difficult to remove, writing, “Our notion of the autobiographical is bound up in our notions of authenticity and the real, of confession and testimony, of the power and necessity to speak, and of the institutional bases of power which impose silence.”13

13 Ibid., 80.

She cites the necessity of self-realization by the autobiographical subject, “a ‘female-gendered subject’ who is positioned both inside and outside the ideology of gender; a subject interpolated as a ‘woman’ who recognizes and knows herself, to some extent, through her culture’s gender codes but who can also critique this coding and read gender as a construction.”14

14 Ibid., 20.

In this case, as Gilmore writes, the self-aware autobiographer “is a representation and its representation is its construction. The autobiographical subject is produced not by experience but by autobiography. This specification does not diminish the autobiographer; rather, it situates him or her as an agent in the autobiographical production.”15

15 Ibid., 25.

If it is true, then, that autobiographers lack an intrinsic, experiential base upon which and from which they build or depart, it is possible to read an entire life—actions, works, and all—as autobiographical practice for the subject concerned with self-expression and public reception of that self without segregating only certain actions or products as autobiographical while labeling others as external to the autobiographical production. Talma, always highly aware of her position as a woman—daughter, teacher, composer—and in primarily masculine institutions, appears to have implicitly understood that performance of self—in the classroom, in composing—necessarily meant self-construction. Her religious works, in particular, along with her adoption of Boulanger’s habits, mannerisms, and even dress, are obvious examples of constructing an identity, producing autobiography. In many ways, Talma’s works function as both reality and metaphor, speaking truth while at the same time slyly obscuring it or finding ways to distance it from the author. Witness Alcestis in Talma’s eponymous opera: Alcestis, like Talma frequently did, yearns to leave the mundane world and serve her god. She rails against having to live a practical life, fitting in with society as is expected of a woman of her position, marrying and raising children. Talma wrote the opera on extended leave from teaching at Hunter College, and privately sympathized with Alcestis’s view of a woman’s “proper place;” yet she taught beyond Hunter’s official retirement age in part because she felt she had to fulfill the societal expectations of even a single, childless working woman to be involved in the traditionally female activity of nurturing youth. Christopher Moore has suggested that excessive religiosity may have served as a “beard” for even outwardly gay composers such as Poulenc; this is also likely for Talma, although her sublimation of sexuality in religion appears to stem not only from wanting to avoid public speculation and intrusion as to her orientation, but also from the pain of rejection.16

16 Christopher Moore, “Francis Poulenc and Camp Aesthetics” (presented at the American Musicological Society Annual Meeting, Indianapolis, 2010).

Religion thus became both a comfort and a constraint, protecting her as it walled her in.

The author-subject’s chosen medium and messages are also important elements in understanding the effects of autobiographical works both for the creator/subject and her audience. According to Caren Kaplan, the “out-law” narrative is an especially ground-breaking one for creator and audience, and one that can be assigned to many of Talma’s practices. Kaplan defines out-law practices as “genres [non-traditional forms of autobiography, including prison memoirs, oral histories/testimonios, LGBT coming-out stories] [that] renegotiate the relationship between personal identity and the world, between personal and social history. Here, narrative inventions are tied to a struggle for cultural survival rather than purely aesthetic experimentation or individual expression.”17

17 Caren Kaplan, “Resisting Autobiography: Out-Law Genres and Transnational Feminist Subjects,” in Smith, ed., De/colonizing the Subject, 120.

Depicting emotions and events in her own life, Talma’s works also frequently illustrate the “struggle for cultural survival” a woman in her position faced, bringing into consideration the often (arbitrarily) binary choices she was forced to deal with in regards to her sexuality, her profession, the musical approaches she adopted, and other factors. Michael Sherry recounts the oft-cited anecdote about composers’ loyalties during the 1940s and ‘50s:

‘I hear that you are a homosexual,’ said Virgil Thomson to the younger composer Ben Weber, and ‘I hear you’re a twelve-tone composer,’ and when Weber agreed with both statements, Thomson added: ‘You can’t be both. Now which is it?’18

18 Michael Sherry, Gay Artists in Modern American Culture: An Imagined Conspiracy (Chapel Hill: University of North Carolina Press, 2007), 49.


I suspect Thomson would have asked the same of Talma, had he thought much about her or her sexuality. And while the story is amusing, it is also telling of the supposed sectarian divides in American composition during much of the twentieth century. While Joseph Straus has suggested that this perceived rift between serialists and composers who worked with tonal materials is far less accurate or stringent than many scholars have posited, it was still real enough to cause Talma problems.19

19 Joseph Straus, “The Myth of Serial ‘Tyranny’ in the 1950s and 1960s,” The Musical Quarterly 83, no. 3 (Fall 1999): 301–43.

Talma, who at several points in her life engaged in both “romantic friendships” and outright physical affairs with other women, and who adopted serial techniques in the early 1950s, seemed to struggle at times with perceived conflict between her sexuality and religion, and was accepted neither as a member of the tonal, gay, Francophile coterie of male composers including Thomson and Copland, despite her common training with them, nor the heterosexual, academic circle of men led by her one-time student Milton Babbitt and Piston, although she too taught harmony at the college level and worked in their chosen non-tonal sphere. At times Copland—who was always included despite his own work with serial approaches—or Thomson would write the other, wondering if they should invite Talma to a concert of new works or a party of their peers, but in the end almost always rejected the idea, apparently feeling that she would neither fit in nor be comfortable with the rest of the attendees because of her multiple levels of unsaid outsider status as a serialist and a lesbian. Thus while Talma was respected by other composers, she remained somewhat of an outsider, in large part because of her gender, but also because of her culturally designated opposing natures in regards to sexuality and music. Cultural survival for her ultimately meant creating a public persona that was asexual, devout, somewhat emotionless, and above the politics of academia and the question of tonality, while in private she allowed herself to be passionate and thoroughly defensive about the musical and personal choices she made. Her public aloofness may have protected her emotionally, but also often led to students, performers, and colleagues branding her as “tough,” unfriendly, or difficult, something of which she was painfully aware yet apparently unable to change, if indeed she had ever wanted to.20

20 Almost every student and colleague of Talma’s I have spoken with has used “tough” to describe her personally and her teaching methods.

In the long run, her protective shell damaged her prospects of commissions and performances, not to mention happier and more fulfilling relationships with individuals who genuinely cared for her.

In a 1994 article published in Perspectives of New Music, Marianne Kielian-Gilbert proposed that, “A (feminist) music-theoretical poiesis inquires how subject positions shape and are (re)enacted in musical discourse, even in that discourse which concerns the ‘structural’ organization of music.”21

21 Marianne Kielian-Gilbert, “Of Poetics and Poiesis, Pleasure and Politics-Music Theory and Modes of the Feminine,” Perspectives of New Music 32, no. 1 (Winter 1994): 47.

In the case of Talma’s works, I would further suggest that the composer’s own sense of self beyond gender alone is a key factor in many of her works, although gender plays a large role. Just as male writers have dominated studies of literature, there have always been women writers in the relative shadows; the same is true for musical composition. Cixous argues that women must write with their own centers of pleasure, and must locate these in order to write authentically, and Kielian-Gilbert agrees: “In the trouble of negotiating the pleasure and politics of my experience, the question of whether to locate perception/experience in aesthetic values or in a bodily situatedness is not an either/or but a both/and situation.”22

22 Ibid., 48.

While for many women, including the young Talma, this meant taking control of and channeling one’s sexuality, it can also take place through other means. Talma sublimated some of her erotic emotions into religious belief and established a personal cult of the composer—much like the one that, according to Thomson, Boulanger created for herself and encouraged her students to create around her—in which she focused her energies into an outwardly austere life as a composer, at times wishing for an anchoress-like solitary existence unburdened by the external world.23

23 Virgil Thomson to Aaron Copland, November 26, 1931 (Gilmore Music Library, Yale University).

At the same time, she also engaged in several apparently very passionate relationships at multiple points during her life, writing the happiness or pain these brought her into her works. Distress—emotional or professional—appears as a constant in her life; today we might accuse Talma of being a “drama queen,” in liking and exploiting her pain too much. However, she took the pleasure she found in this suffering and wrote and composed both productively and successfully through centers that are masochistic and often physical in nature: denial, asceticism, self-doubt, anxiety, and illness. In many ways Talma’s interactions with illness and psychic pain mimic the desires of early Christians—Julian of Norwich, for example, who prayed for illness as a vehicle through which to know God—to achieve illumination and arrive at some kind of truth through suffering.24

24 Gilmore, Autobiographics, 114.

Talma’s writings on her compositional process frequently make reference to the great physical efforts required to create even a single measure, reporting that she was often ill after completing long or otherwise significant portions of a work. Although Talma can come across as a hypochondriac seeking attention—such illnesses also largely occurred when she had not had recent praise or letters or visits from friends—rather than a mystic, she nonetheless drew personal strength from these experiences. She never seems to have considered becoming a nun or even serving as a liaison to a particular church or order; her own determinism and independence were clear from her youth, and her interactions with the Church and individuals in power as well as intimates indicate that perhaps she knew she would not have made a good nun: despite her want for asceticism, she lacked patience and tolerance for those she thought slow-witted or silly, withheld any hint of compassion from most individuals she knew, and indulged in her love of smoking, drinking, and chocolate until her death.25

25 www.daronhagen.com/index.php?page=blog. Accessed August 30, 2013.

Nonetheless, locating herself within female Christian experience in regard to bodily suffering, and outside of society’s pressures to conform through marriage and motherhood, Talma engaged in further creating her own physical identity, just as she created the identity of her intellectual self. As Adrienne Rich has written, “To think like a woman in a man’s world means … remembering that every mind resides in a body;”26

26 Sherry B. Shapiro, Pedagogy and the Politics of the Body: A Critical Praxis (New York: Psychology Press, 1999), 34.

Talma, rejecting the expectations for adherence to contemporary values and behaviors, created for herself “a new signifying system; this system may have built into it far more play, more fluidity, than the existing rigid phallogocentric symbolic order.”27

27 Klages, “Helene Cixous: ‘The Laugh of the Medusa.’”

In rejecting this order, Cixousian theorizing also brands Talma an “outlaw”: a woman taking control over her own identity, both physical and personal.

The concept of Talma as an outlaw autobiographer functions on a number of levels, resisting societal expectations throughout her entire career, whether the society was her professional peer group or at large. She was one of a very few women recognized as professional composers during a period when both fields of the apparent duality of “American music”—the tonal school and the serialist school—were by and large controlled by men. That she chose to forego the traditional path of a woman composer, who were generally expected to write pieces for students or parlor-type songs intended to be played by women at home, in favor of working on large-scale works in non-tonal musical languages, put her outside the expected norm and made her works, in addition to her life, “out-law.” Her preference for composing above teaching positioned her against the widely held belief that women were naturally drawn to and good at nurturing the young. Her sexuality, first expressed in her early songs, placed her outside of the heteronormative society in which she was raised; when she converted to Catholicism and chose at times to lead a life close to that of women religious without actually joining an order and to keep the sexual relationships she did have secret, she was again moving against the grain in an increasingly liberal world. This introduces a dichotomy between Talma’s speech—or lack thereof, as Eve Kosofsky Sedgwick notes that “silence is rendered as pointed and performative as speech, in relations around the closet”—in which Talma remained closeted, and her writings and music, which are frank about same-sex desire.28

28 Eve Sedgwick, Epistemology of the Closet (Berkeley: University of California Press, 1990), 4.

This dichotomy too was a resistance, in multiple directions: resistance to having her private life (which she kept fiercely private) become public, to joining with other gay composers and assimilating that identity, to participating in the heteronormative relationships suggested by friends and colleagues, to creating a persona she did not, herself, entirely control.

Sidonie Smith has written that when women such as Talma set aside the “sanctities of official narratives,” which in the case of writers of prose includes personal writing such as journaling, and in the case of Talma could have included student works, art songs, and not very demanding piano pieces, and instead chose to write their lives through other forms, they are able to “evade narrative fixture in official scripts of the universal subject or embodied subject.”29

29 Smith, Subjectivity, 23.

Thus, both individual works and a collective body of work or subset thereof can function as what Smith calls the “autobiographical manifesto,” which she defines as follows:

a public performance, the manifesto revels in the energetic display of a new kind of subject. The manifesto engages directly the cultural construction of identities and their sanctioned and legitimated performances, engaging the ideological systems pressing specific identities on specific persons. It takes a public stand on behalf of purposeful deflections, intervening in oppressive identity performances, troubling cultural authorized fictions. Historicizing identity, the autobiographical manifesto implicitly, if not explicitly, insists on the temporalities and spatialities of identity and, in doing so, brings the everyday practices of identity directly into the floodlights of conscious display.30

30 Sidonie Smith and Julia Watson, eds, Women, Autobiography, Theory: A Reader (Madison: University of Wisconsin Press, 1998), 161.


The manifesto need not be all-encompassing, nor a complete account of philosophy about the writer’s life or beliefs. Rather, in the terms of autobiographical theory, it is any statement of truth about a narrator’s self that aids in the construction of the narrator’s identity, and can be as limited or as extensive as the writer chooses.

Not every piece Talma wrote deals with her personal narrative; some works are nostalgic in their autobiographical flavor, and some works have no traces of autobiographical material. For the vast majority of Talma’s works, however, there is some element of self-writing involved, whether text choices and text-setting or thematic and other forms of musical conflict. In addition to frequently taking musical dictation from the world around her, including street sounds, birds, and the aural landscapes of her life, Talma was a prolific letter-writer and note-taker, themselves forms of writing her own life, and her notes and missives to herself, friends, colleagues, students, and others offers information about her works and their origins in her life to a very high degree. Because her prose is so detailed, often including musical examples or notes, direct connections can be made that illuminate her state of mind, intentions, and process as she worked. Talma kept both copies of her own letters to others and theirs from her, from which events can be constructed chronologically. Like Anne Morrow Lindbergh, Talma saved this correspondence for her own pleasure and for anticipated posterity, for despite her need for privacy and declaration that composers should be judged only by their work, she deliberately left a paper trail for others to follow.31

31 Jenna Orkin, personal email with author, various dates, June–July 2013.

Lindbergh writes, “There is, of course, always the personal satisfaction of writing down one’s experiences so they may be saved, hoarded against the winter of forgetfulness. Time has been cheated a little, at least in one’s own life, and a personal, trivial immortality of an old self assured.”32

32 Margo Culley, American Women’s Autobiography: Fea(s)ts of Memory (Madison: University of Wisconsin Press, 1992), 17.

Talma echoes this sentiment in writing to Wilder about their collected correspondence, stating that she carries their letters to and from her studio each day to refer to, and that she will be happy to turn them over to his collection at Yale just as soon as she has made copies for herself, because, “I can’t bear not to have them in immediate reach so that at any moment I can live over again the joy I had on receiving them.”33

33 Louise Talma to Thornton Wilder, October 18, 1958, Thornton Wilder Collection, Beinecke Rare Book and Manuscript Library, Yale University.

Taken as a whole, Talma’s work displays a compelling narrative that paralleled her life, full of questions, experiments, contradictions, and certainties. It is a kaleidoscope of personal drive, desire, and despair; intellectual and musical curiosity and humor; compositional talent and creativity. It is a story of music in the twentieth century, and that of a woman’s life, and the joining of the two. In the following chapters I will examine Talma’s oeuvre, bringing together the important events and facets of Talma’s life and the works that arose from or were influenced by these factors.

Chapter 1 examines Talma’s childhood and early life, including previously unknown information about her youth and family history. The chapter contains analysis of several unpublished and newly discovered compositions written prior to and just after Talma began studying with Boulanger at the Conservatoire Américain in France, and suggests that instead of the traditional periods of work that many composers’ pieces fall into, Talma’s compositions show an ongoing evolution of personal style and use of materials and elements. Chapter 2 analyzes Talma’s tonal vocal and instrumental works from the period in which she was working with Boulanger and shortly thereafter, documenting her use of neoclassical tropes, the influence of her French musical education and, in vocal works, her methods of text-setting. This chapter also includes material on the reception of her first performed and published works and the development of her early style.

Chapter 3 considers Talma’s post-conversion tonal works, including settings of secular poetry by other Catholic converts and instrumental works expressing religious sentiments. I discuss Talma’s outpouring of religious works during this period and examine commonalities found among Talma’s sacred works not found in her secular compositions. Chapter 4 explores Talma’s works following the death of her mother, including the successful works for piano that helped establish her as an important voice in American composition. Chapter 5 analyzes Talma’s adoption of serial techniques and her approach to serial elements, her use of rows to create fleeting tonalities at crucial points in her works, and the compositional similarities and differences between her sacred and secular works. I also look at the continuing influence of her religious beliefs and how she expressed those beliefs in her works. Chapter 6 examines Talma’s grand opera The Alcestiad, in which she used her idiosyncratic version of serialism. I analyze The Alcestiad in terms of Talma’s own writings made during her composition of the work, demonstrating the ways in which it is autobiographical and the means by which she used the opera to work through her own mid-life desires.

Chapter 7 shows Talma moving away from serialism into an atonal approach that still frequently suggests tonal centers and the lingering influence of the French grande ligne. The chapter also delves into the historical events Talma referenced and the texts she used, many of which she felt free to adopt only later in life, when her reputation had been secured, such as her musical responses to the Vietnam War and the assassination of John F. Kennedy. Chapter 8 discusses Talma’s last compositions and the reception of her works leading up to and after her death in 1996, the posthumous construction of her biography, and what research of her works signifies in the context of studying the works and lives of other composers, particularly women.

Chapter 8 is followed by an Appendix of Talma’s works, including a comprehensive list of all of her known works with dates of composition, forces, premiere date (when known), and availability of scores and recordings. The Appendix also includes a list of extant sketches and unfinished works, and the titles and known information for works for which the score has been lost.



Chapter 1 Myth and Meaning in Talma's Early Life and Career

DOI: 10.4324/9781315593043-2

Louise Talma was a very private person, rarely cooperating with scholars in creating any kind of definitive biographical sketch aside from offering the dates of completion for most of her works and the dates of publicly known appointments and honors. Thus Talma’s biography has appeared in fragmented forms, repeating dubious information culled from Talma’s own vague statements made in interviews. Talma was particularly reticent in discussing her childhood and early adult life, and actively discouraged interviewers from asking about it even to the extent of supplying them with inconsistent and incomplete information, deliberately obfuscating or omitting details and facts. Indeed, the standard sources on Talma and her life, including accounts by Madeleine Goss, Susan Teicher, and Susan Ware, contain little information about Talma’s youth and early training and works, and much of what they do contain is factually incorrect, consisting of myths created by Talma’s mother and perpetuated by Talma. However, a number of recently discovered sources now allow for a preliminary construction of a narrative of Talma’s youth. These materials are revelatory, suggesting new explanations for several key events and decisions in Talma’s life, as well as helping to illuminate her first compositions.

One of the first published accounts of Talma’s childhood appears in Madeleine Goss’s 1954 Modern Music-Makers. Goss states that Talma’s mother, Cecile, gave up her singing career to teach her prodigy daughter and that Talma’s father died when Louise was young.1

1 Madeleine Goss, Modern Music-Makers (New York: E.P. Dutton and Company, 1952), 383. A note on Cecile’s spelling of her name: she used both Cecile and Cécile, and, at least once, Cècile (the French spelling is Cécile). For this reason, I have used the spelling “Cecile” throughout.

This is repeated by Susan Teicher in her 1983 DMA thesis. Biographical material on Talma is conflicted regarding her places of residence during her childhood. Some sources hold that she and her mother came to the United States for a brief visit when Louise was three years old, and did not return until after the First World War;2

2 Susan Teicher, “Louise Talma: Essentials of Her Style As Seen Through the Piano Works,” in The Musical Woman: An International Perspective, ed. Judith Lang Zaimont, vol. III (Westport, CT: Greenwood Press, 1984), 130. Also, Christine Ammer, Unsung: A History of Women in American Music (Portland, OR: Amadeus Press, 2001), 157. Ammer states that her information comes from Goss, Modern Music-Makers, 383–91; a biographical questionnaire Talma filled out for the American Music Center, New York; and a curriculum vitae Talma sent to Ammer in 1978.

others have her coming to the United States for the first time when she was six.3

3 Sarah B. Dorsey and Anna Neal, “Sarah, Anna and Louise—What No Thelma? Discovering Louise Talma and Her Shorter Piano Works,” Music Reference Services Quarterly 10, no. 2 (February 2008): 37.

In Susan Teicher’s article in The Musical Woman, she adds more detail to this story:

Talma, an only child, was born on October 31, 1906, in Arcachon, France. Her mother, Alma Cecile Garrigue [sic], an opera singer who appeared at the Metropolitan Opera House and New York and in companies in Europe, happened to be working in France at the time of Louise’s birth. Her father, Frederick Talma, a pianist, died when Talma was an infant. Both parents were American, and Talma has always been an American citizen. After a brief visit to the United States when she was three years old, Talma returned to America during the summer of 1914; with the outbreak of World War I in Europe, she and her mother had little choice but to stay.4

4 Teicher, “Louise Talma,” 130.


Another typical version comes from Notable American Women, written in 2004 by Susan Ware:

Louise Juliette Talma was born in Arcachon, France, an only child of American parents, both of whom were professional musicians. Her father, Frederick Talma, a pianist and his wife’s opera coach, died when Louise was an infant. Louise was brought up by her mother, Alma Cecile Garrique [sic], an opera singer who was singing in France at the time of her daughter’s birth. Louise’s mother gave up her career to nurture her daughter’s musical aspirations.5

5 Susan Ware, Notable American Women: A Biographical Dictionary Completing the Twentieth Century (Cambridge, MA: Harvard University Press, 2004), 625.


Almost none of these statements are true.

It might be tempting for some scholars to brush off concerns over the factuality of these accounts. But because Talma’s musical compositions are tied so closely to her life, and serve in many ways as her autobiography, it is essential to know the truth about her formative years. By carefully examining the evidence available, the facts of her early family history become clearer.

Alma Cecile Garrigues, Talma’s mother, born in Copenhagen in 1872 to a Danish mother and a father descended from a French Huguenot family, came to New York when she was two.6

6 Cecile Talma’s United States passport application, August 10, 1910. However, on other documents she claimed to have been born, variously, in 1872, 1875, 1879, and 1880. Accessed via Ancestry.com September 12, 2012.

Her father, Henry Garrigues, was an obstetrician credited with introducing aseptic surgery to the United States. Her older sister Edith Garrigues Hawthorne, a painter, was the primary caretaker for their mother Louise, who was at times mentally and physically ill and often estranged from her husband.7

7 Edith Hawthorne to Louise Talma, October 6, 1936, Louise Talma Collection, Library of Congress.

The name Cecile and variants thereof are common in the family history (Alma’s youngest sister was named Cecilia), as are the names Louise and Laura. Sometime before 1900, Alma (as she was always known to her family and in some legal documents), adopted the name Cecile Talma, and was billed as “Mlle. Cecile Talma” from that time forward until, in the eary twentieth century, she became “Mme. Talma” instead. Although it is unclear exactly when she changed her surname and why, it is possible that she wanted to suggest a connection with the great French actor Joseph Talma, and may also have been borrowing and adapting the surname of relatives known as Tallman/Talman. Cecile performed in France under the auspices of the United States State Department Prix de Paris in 19008

8 American National Institute (Prix De Paris): 1895–1905 (Washington: United States Department of State, 1905).

and in 1903 began singing with London’s Carl Rosa Opera Company.9

9 Mildred Aldrich, “American Singers Who Have Won Fame in Europe, Part I,” The Theatre 5, no. 57 (November 1905): 281.

Heralded as “the best Susanna [in The Marriage of Figaro] seen here [Birmingham] in a long time,” she became the prima donna of the company by the following year.10

10 “Music in England,” Musical Times 44 (November 1, 1903): 743.

Despite her success in Europe, Cecile returned to New York on September 21, 190411

11 “Passenger Record—Cecile Talma,” September 21, 1904, The Statue of Liberty-Ellis Island Foundation.

to be an understudy at the Met for the 1904–1905 season.12

12 Mildred Aldrich, “American Singers Who Have Won Fame in Europe, Part II,” The Theatre 5, no. 57 (December 1905): 312.

However, whatever hopes she had for a performance career in America were mostly dashed after receiving a poor reception at her debut performance with the Met in New York in 1905. Filling in for an ailing Marguerite Lemon as Nedda in I Pagliacci, Cecile was criticized as “inadequate” and the New York Times critic brusquely dismissed the idea of her career continuing with any success.13

13 “‘Abigail’ as Pretty as a Picture Book,” New York Times, February 22, 1905.

Cecile toured with the Met the following year as a flower maiden in Parsifal, but dropped off the Met rolls after 1905 save a single final performance again as a flower maiden in January of 1910. In all, she performed with the Met 21 times.14

14 “Metropolitan Opera Records BiblioTech PRO V3.2a.,” http://archives.metoperafamily.org/archives/scripts/cgiip.exe/WService=BibSpeed/gisrch2k.r?Term=Talma,%20Cecile%20%5BSoprano%5D&limit=5000&vsrchtype=no&xBranch=ALL&xmtype=&Start=&End=&theterm=Talma,%20Cecile%20%5BSoprano%5D&srt=&x=0&xHome=&xHomePath=. Accessed September 2, 2011.

Her last public performances of note appear to have taken place in 1914, when she served as a soloist at the Spartanburg (South Carolina) Music Festival15

15 Program: Soloist MMe Cecile Talma, Spartanburg Music Festival, Converse College Auditorium, May 6, 7, and 8 1914.

and in New York in Handel’s Acis and Galatea, in which she was again critically panned.16

16 “With the Musicians,” New York Times, March 29, 1914.

After these publicly recognized failures, Cecile made a living giving piano and voice lessons, and may have worked pseudonymously as a music critic.17

17 Jane Weiner LePage, Women Composers, Conductors, and Musicians of the Twentieth Century: Selected Biographies (Metuchen, NJ: Scarecrow Press, 1980), 226.

For part of her life, she was also supported at least in part by a benefactor her sister Edith referred to only as “Mr. Smith.” This appears to have been James Rufus Smith, a New York-based real estate investor born in 1828.18

18 Lord, Day and Lord (legal firm) to Louise Talma, June 27, 1946, Louise Talma Collection, Library of Congress.

Smith served as Cecile’s guarantor when the two of them applied for passports within a day of one another in April 1892, as Cecile, listed as age 19, was still considered a minor.19

19 United States Passport applications; Alma Garrigues’s is dated April 2, 1892; Smith’s is dated April 1, 1892. Ancestry.com via Barbara Shuh.

Smith seems to have been Cecile’s primary patron for a number of years. Writing to Talma, Edith stated that she acted for Cecile (whom she calls Alma) when “she was abroad, with old man Smith,” and later intervened with him when he wanted to leave Cecile:

And you might as well know, that Mr. Smith was about to end all with her, as she remained in Europe, after you were born, when he wanted her to come here—this was the cause of his anger against her. Seeing her danger I wrote and wrote her to come on for her own interests. […] You were one year old—and Mr. Smith chose such a time to come to tell me in very evident anger, that he was giving Alma the interest, monthly on $90,000, and that he didn’t even have the pleasure of seeing her, and that he felt he could and would not continue. […] With all the strength I could muster, I showed him how he had voluntarily offered to finance Alma’s operatic studies, had been giving her all the luxuries of life, fine clothes, the greatest masters to instruct her in singing, French diction, ballet, and what not,—had, in fact accustomed her to a life far above that which she would have had if she had been limited to what her father could have given her, and for him to cut her off, wasn’t just the fair thing to do; and a lot more I told him. […] I know that [this meeting] resulted in his seeing the error of his intentions, and thus I saved not only the $100 monthly she is now receiving, but the capital of $30,000 which you will inherit at her death.20

20 Hawthorne to Talma, October 6, 1936.


Between 1900 and 1910, interest rates averaged around 3.53 percent,21

21 “Statistical Abstract of the United States: No. HS-39. Bond Yields and Interest Rates: 1900 to 2002” (U.S. Census Bureau, 2003).

so Cecile’s income could have been quite substantial—up to $260 a month, at a time when the average annual salary of a male worker was $750.22

22 Peggy Whitley, “American Cultural History 1910–1919,” http://kclibrary.lonestar.edu/decade10.html. Accessed August 10, 2010.

This income, saved or invested, in addition to the capital inherited by Talma on Cecile’s death in 1942, could have provided the initial base of the million left by Talma to the MacDowell Colony. A portion of the mortgage on the Talmas’ New York apartment was also paid by Smith, and these payments continued even after his death—and Cecile’s—through his estate.23

23 Lord, Day and Lord.

However, it is not known how long Smith provided Cecile with monthly funds, or whether she had other benefactors.

What is clear is that it is unlikely that Cecile gave up her career for her daughter, as has been sometimes asserted. Rather, she was simply not proficient enough for a career as a vocalist, and found other means of support. The facts are also at odds with the idea that Cecile groomed Talma from the start for a career in music. In fact, Talma herself often stated that at school she excelled not only in music, but in chemistry as well, and had considered a career in the sciences.24

24 Raymond Ericson, “Celebrating Louise Talma,” New York Times, February 4, 1977, 62.

Although Talma had begun piano lessons with her mother at age five and had accompanied her in practicing opera repertoire, Louise only began teaching piano in her late teens as a means to support her mother and herself when Cecile became ill with Parkinson’s disease, and Louise was undecided about a career path into her twenties.

After her stint with the Met, Cecile is next documented traveling from France and arriving in New York on August 6, 1906; her marital status is left blank. Either she returned to France very soon afterward to give birth to Louise, or she falsified the oft-provided information that Talma was born in Arcachon, France, on October 31 of that year. In the 1920 New York census, Talma is listed as being born in New York. However, a 1913 passenger manifest of the ship Niagara records Louise’s birth date as October 7, 1905, and the 1930 census lists Louise’s birth year as 1907.25

25 “Passenger Manifest of the Ship Niagara,” July 5, 1913. The Statue of Liberty-Ellis Island Foundation. Accessed September 12, 2012. The 1930 U.S. Census gives Louise Talma’s birth year as 1907. U.S. Government, 1930 Census, New York, April 30, 1930. Accessed via Ancestry.com, August 12, 2010.

Any of these dates seem possible, particularly in light of the fact that Cecile provided inaccurate data for her own birth date as she aged. If the 1905 birth date is actually correct, and Talma did not in fact travel with her mother on her 1906 trip, it would explain Cecile’s later trip to Europe in 1909 to fetch her daughter home for a short visit. If Talma was born in 1905 and Cecile traveled to the United States without her in 1906, this would explain the fact that Talma’s first language was French, rather than English or her mother’s native Danish: she may have been looked after by friends in France while Cecile was traveling. For her part, Talma used October 31, 1906 as her birth date throughout her life.

Documents next show that Cecile and Talma traveled to the United States in 1909 from Cherbourg, France, arriving in New York on October 29. Cecile gave her marital status as married and her age as 34.26

26 “Passenger Record—Cecile Talma,” August 6, 1909. The Statue of Liberty-Ellis Island Foundation. Accessed September 12, 2012.

She arrived in time to perform one last time with the Met in early 1910,27

27 “Metropolitan Opera Records BiblioTech PRO V3.2a.”

and on August 26 of that year, Cecile made an application for a United States passport for herself and “a minor child” to travel abroad. The application does not state the name or age of the child. In 1913, Cecile and Talma are listed as passengers on the ship Niagara, traveling from Le Havre on July 5 and arriving in New York 10 days later. Cecile gave her marital status as divorced. The pair does not seem to have left the United States again until they traveled to France in 1926.

The origins and the identity of Talma’s father are more difficult to trace. In several interviews, Talma identified her father as Frederick Talma, an American musician; presumably she was told this by her mother.28

28 Teicher, “‘Louise Talma.’”

However, on Cecile’s 1910 passport application, she writes that she is “absolutely divorced from my husband, George Talma.” Cecile’s legal relationship with Talma’s father is also unknown. Until Talma was 12, Cecile maintained that Talma’s father had died before Talma was born; she later claimed that they had been divorced before Talma’s birth; and, finally, in the 1920 United States census, Cecile Talma listed herself as a widow.29

29 U.S. Government, 1920 Census, New York, January 13–15, 1920. Accessed via Ancestry.com, August 12, 2010.

Sarah Dorsey and Anna Neal have suggested that Cecile was married in a “shotgun wedding,”30

30 Dorsey and Neal, “Sarah, Anna and Louise–What No Thelma?” 37.

but, near the end of her life, Talma confided to a friend that she believed that her parents had probably not married at all.31

31 John Graziano, personal communication with the author, February 24, 2010.

Either of these circumstances would explain why Talma might have been born in an obscure resort town in France, if she was actually even born in France: the département of Gironde, in which Arcachon is located, has no records of her birth in its archives.32

32 Louis Bergès, directeur of the Archives départementales de la Gironde, personal communication with author, September 19, 2012.

However, such health resort towns, or spas, often catered to women who needed abortions or who wished to give birth with no questions asked about their marital status or the identities of fathers. In France, the nineteenth century had seen a rise in illegitimate births, and the first part of the twentieth century witnessed illegitimacy rates of 10 to 20 percent overall, with higher rates in large cities.33

33 Cassie Fairchilds, “Female Sexual Attitudes and the Rise of Illegitimacy: A Case Study,” Journal of Interdisciplinary History 8, no. 4 (Spring 1978): 627.

A French account contemporary with Talma’s birth suggests that indifferent or even positive attitudes towards out-of-wedlock births and “irregular” (non-legalized) relationships were common throughout the social strata, and in the middle and upper classes in particular, with such relationships considered a sign of emancipated, rather than immoral, behavior.34

34 Walter Lionel George, France in the Twentieth Century (London: Alston Rivers, 1908), 353.

French law at the time did not give an illegitimate child the right to discover the name of his or her father, and the father’s name could only be put on a birth certificate if “adultery” were not involved; that is, if the father was married to another woman, the child’s documentation would list the mother’s name only. It is also possible that Talma was delivered by her grandfather in New York.

It is not certain whether Talma believed throughout her adult life that her parents had not been married, or whether she came to the conclusion over time. At one time, Talma maintained—at least to Nadia Boulanger—that her parents had been married, albeit briefly. She wrote to Boulanger in 1935:

I do know, from records that I have seen, that my mother and father were married in London September 15th, 1905, that they separated the following summer and that I was born October 31st, 1906. I say this to you because I think it is due her [Cecile] that I should tell you. The feeling I have concerning my father which you now know about is, therefore, purely the result of having not heard one word about him until I was twelve, and then only his name, nationality, and profession and ten years later the fact that they separated before my birth, and since then nothing more from my mother, and from others only what I wrote you last year. Forgive me for annoying you again with this, but I feel I had to make it clear.35

35 Louise Talma to Nadia Boulanger, September 1935, Louise Talma Collection, Library of Congress.


However, there is no marriage record in either the English or Welsh Register Office, for either the name Talma or Garrigue(s), and these records date back well into the eighteenth century.36

36 England and Wales Marriage Registries, www.freebmd.org.uk/cgi/search.pl, searches for Talma, Garrigues, and variants. Accessed September 7, 2012.

Perhaps the best source for information on the Talmas after their return to America in 1913 is the 1920 census, taken in New York on January 14–15. It found Cecile Talma living in New York, where she is listed as having been born in Denmark, and Danish is given as her first language.37

37 U.S. Government, 1920 Census, New York, January 14–15, 1920. Accessed via Ancestry.com, August 12, 2010.

She gave her age as 40 as of her last birthday—although, according to her 1910 passport application, she would have actually been 44—and is listed as the head of the household. She lists her primary occupation as “teacher-music.” Louise is listed as 13 years old at the time of the census, which would put her birth date as sometime in late 1906, and her first language is listed as French. But what is most intriguing about the 1920 census is a record of a second Talma daughter. Beneath Louise’s name in the Talma family entry is an entry for a Laura Talma. Laura is recorded as having been born in New York, and is listed as 10 years old at her last birthday, indicating that she would have been born sometime in late 1909, as the documents make it clear that Cecile traveled with Louise alone on the Teutonic in October 1909 and her last performance in Parsifal was on January 15, 1910. The space for Laura’s first language is left blank. This empty space suggests that Laura was non-verbal, as even native speakers of English were listed as speaking that language. The nationality of the father of both girls is listed as French. Cecile claimed that Louise was born in New York and that Louise had entered the United States after being abroad in 1908, slightly earlier than what is indicated by the passenger list of 1909.38

38 Ibid.

To date, there are no other available records on Laura Talma, and the identity of her father is impossible to ascertain.
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