
In this issue:
Sarah Baer

Wanda Brister
Eugenia Errázuriz

Miriam Gerberg
Juliana Hall

Gyuli Kambarova
Astrid Kuljanic

Margaret Ruthven Lang
Jeremy Orosz

Hasu Patel
Jeannie Gayle Pool

Margaret Widdemer
IAWM and FT&M15 Conference

Reviews
Reports

IAWM News
President’s Message
New Board Members

Search for New Music Winners
Awards

Members’ News

Beth Denisch, Director
IAWM and FT&M15 Conference



1

ArTiCles

Resurrecting a Pulitzer Poet after a Century of Silence: Through the Guarded 
Gate, A Song Cycle by Juliana Hall
JUliANA HAll

Hall, resurrecting a pulitzer poet after a Century of silence

I am an art song composer. I write songs, 
monodramas,	 vocal	 chamber	 music—
“small” music (the largest ensemble I’ve 
composed for has three singers and three 
instrumentalists). I don’t compose sym-
phonies, or chamber music, or concer-
tos, or even choral music. There are times 
when I wish I could write them, but that’s 
not the music that comes to me. In addition 
to my somewhat humble work in this capi-
talistic, market-driven world, I am a quiet 
person, a shy person, an introspective per-
son. I am not an activist, and I am not in 
any way militant.
 But I don’t like injustice. I don’t like 
seeing a world where the problems of a cen-
tury ago are allowed to persist. I don’t like 
seeing our society’s care for children fall so 
far short of what it should be, and I don’t like 
seeing relationships in which a woman be-
comes a marginalized individual in her own 
home, the very place she should feel safest 
and freest to express herself. I don’t believe 
that women are second-class citizens. All 
human beings have inherent worth, and all 
have inherent rights, among them the right 
to be heard and taken seriously, the right to 
contribute to this world. Society’s tendency 
to discount, discourage, disparage, and dis-
card the work of women when women rep-
resent half of all humanity is unacceptable.
 So, the question arises. Who gets no-
ticed in this world, and who is remem-
bered? When there is an example of excel-
lence—be	 it	 scientific,	 political,	 artistic,	
entrepreneurial,	 or	 anything	 else—why	 is	
it that men’s contributions are lauded and 
held up as positive examples for genera-
tions, while equal contributions of women 
are largely ignored and, in the long run, are 
conveniently forgotten?
A story of Two pulitzers
 One of my recent composition projects 
brought me face to face with these ques-
tions. It brought me to a poet who was new 
to me, a poet whom I had never heard of 
before: an American woman named Mar-
garet Widdemer (1884-1978). Widdemer 
wrote beautiful, powerful poetry in which 
she	tackled	the	difficult	social	issues	of	her	
time,	and	for	her	efforts	she	won	one	of	the	
earliest Pulitzer Prizes in Poetry, in 1919.

 But here is where my sense of jus-
tice rises within me. In 1919, Widdemer 
shared her Pulitzer with another poet, Carl 
Sandburg, and although both were recog-
nized at the time with this important pub-
lic acknowledgment of their skills, talents, 
and excellence, which of these two poets 
is remembered? Which of these two po-
ets is taught in American schools? Which 
one appears in nearly every anthology of 
American poetry ever published? Which 
one is a household name in America?
 I’ll give you a hint: it’s not Widdemer. 
And that does not sit well with me. Two 
Pulitzers, but only 
one poetic icon. I 
love the poetry of 
Carl Sandburg, and 
I have set his won-
derful poems in my 
songs more than 
once, but I have to 
ask: Why is a man’s 
work remembered 
and celebrated for 
a century, while his 
female counterpart goes unknown, unno-
ticed, and forgotten?
A Great Commission
 To answer this question, let’s go back 
to how this recent project began, how 
Margaret Widdemer came to my attention, 
and how, through this project, “we” hope 
to bring awareness to the important work 
of Widdemer. “We” refers to the man be-

hind this wonderful 
project. The story be-
gan a few years ago 
when Brian Arm-
brust, Founder and 
Artistic Director of 
the Seattle Art Song 
Society (SASS) in 
Seattle, Washington, 
contacted me about a 

commission for a social justice piece. His 
2018-2019 concert season was going to be 
devoted entirely to various communities 
whose voices have typically been silenced 
or pushed aside by much of society. Of his 
vision, Brian wrote:

Our 18-19 season is called “One 
Voice.” This season means so 
much to so many of us. The idea 
started when I looked around at 
all my fellow artists and saw this 
heavy weight that we are carry-
ing during a dark time. We have 
a unique and powerful method of 
delivery of a much needed mes-
sage in a time when the world 
seems turned on its head. I’m in-
spired by my queer community 
to make our voices heard; I weep 
at death from wars and cries for 
peace in a time when we seem to 
constantly	 be	 fighting	 with	 one	
another, I pray for it all to end; 
I watch with disgust and great 
sorrow as racist voices are given 
time on the news, as our black 
brothers and sisters are threat-
ened daily by injustice and loss; 
I glow with a pride as the wom-
xn of this nation stand up and say 
“NO!” to inequality, and can say 
#MeToo and be heard; I get up 
every single day and walk into an 
office	where	we	serve	communi-
ty members that are looked down 
upon for mental illness and help 
them	fight	 to	 reach	 recovery	de-
spite what others say. To each of 
you, we dedicate this season. We 
will lift your voices and they will 
be heard in glorious song.

He added: “Each recital is being presented 
and created by the artists involved. SASS 
is NOT telling people how to make their 
voices heard, we are giving them a space 
to make the sounds they need to make. We 
want to honor members of our community 
by making music with them.”
	 I	was	floored	by	the	breadth	and	gen-
erous nature of Brian’s vision and that he 
planned using art song for this project. The 
work that I composed was a song cycle for 
mezzo soprano and piano called Through 
the Guarded Gate.
The poems
 Most of my song output had been 
“regular” poetry, letters, fables, etc., the 

Margaret Widdemer 

Brian Armbrust
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kind of composing most composers do, 
but	I	pondered	where	I	could	find	a	“social	
justice” text geared toward Brian’s “Wom-
xn’s Voices” concert. With the help of my 
husband, David, we found Factories: Po-
ems by Margaret Widdemer, published in 
1917. Although it’s a century old, this po-
etry	is	modern.	It	speaks	of	difficult	human	
issues:	human	trafficking,	children	sent	to	
war,	the	fight	for	women	to	vote,	equality	
in relationships, and the need for women 
to be included in representation, decision 
making, and positions of responsibility. It 
could have been written yesterday.
 Poem no. 1, “The Net,” is about the 
ill treatment of children, most often girls, 
who are used for whatever nefarious pur-
poses adults may have for them. We turn 
our heads away from the injustices that 
hurt them, especially when they are not 
“ours” personally. Children are expend-
able if they are “second class” in gender.
 The second poem, “A Mother To The 
War-Makers,” also concerns the ill treat-
ment of children, most often boys, when 
they are sent abroad. The leaders of our 

nation use them under the guise of na-
tional defense, a pretense for male lead-
ers to become wealthy, acquire power, and 
exert national domination over other na-
tions. The children are expendable if they 
are	 “second	 class”	 in	 societal	 status,	 off-
springs	of	the	less	affluent,	less	educated,	
or members of less “acceptable” ethnic or 
racial groups.
	 Poem	no.	3,	“The	Old	Suffragist,”	 is	
about a woman standing up for equal per-
sonhood and equal rights, but at the ex-
pense of having a personal life rich with 
love and attachment. The woman no lon-
ger accepts a second-class role in a world 
ruled by those men who do not acknowl-
edge the natural equality of human beings. 
The woman placed herself in danger to 
create a path to a better life for others who 
will follow.
 In the fourth poem, “The Modern 
Woman To Her Lover,” she takes on the 
responsibility of equal personhood and 
equal rights without permission of the 
man. The woman will no longer accept 
second-class love. If the woman is treated 

as an equal, the man may feel “belittled” 
by having to share with his mate, hence 
the question at the end: “Will you love me 
still?” She is both fearful and hopeful.
	 In	the	final	poem,	“The	Women’s	Lit-
any,” the community of women and like-
minded men demand equal rights and re-
sponsibilities for both genders for the 
betterment of mankind. They raise their 
voices against the holders of society’s 
power and claim their right to be admit-
ted “through the guarded gate” that stops 
women from exerting their abilities, their 
insights, and their communal “will” to-
wards	fixing	the	problems	described	in	the	
first	 four	 poems.	 They	 identify	 the	 path	
through	which	 they	must	 travel	 to	 effect	
permanent change, a more equal repre-
sentation, and a more equal responsibility 
for	fixing	 the	 injustices	and	 the	 fears	de-
scribed in the previous poems. They hope 
for a better future made possible by the in-
clusion of women as equals. 
 “The Women’s Litany” features a 
driving rhythmic motif that functions as 
a march towards (and eventually through) 

Through the Guarded Gate
 by Margaret Widdemer 
I. “The Net”
The strangers’ children laugh along the street:
They know not, or forget the sweeping of the Net
Swift to ensnare such little careless feet.
And	we—we	smile	and	watch	them	pass	along,
And	those	who	walk	beside,	soft-smiling,	cruel-eyed—
We	guard	our	own—not	ours	to	right	the	wrong!
We	do	not	care—we	shall	not	heed	or	mark,
Till we shall hear one day, too late to strive or pray,
Our daughters’ voices crying from the dark!

II. “A Mother To The War-Makers”
This is my son that you have taken,
Guard lest your gold-vault walls be shaken,
Never again to speak or waken.
This, that I gave my life to make,
This	you	have	bidden	the	vultures	break—
Dead	for	your	selfish	quarrel’s	sake!
This that I built of all my years,
Made with my strength and love and tears,
Dead for pride of your shining spears!
Just for your playthings bought and sold
You have crushed to a heap of mold
Youth	and	life	worth	a	whole	world’s	gold—
This was my son that you have taken,
Guard lest your gold-vault walls be shaken—
This—that shall never speak or waken!

III.	“The	Old	Suffragist”
She	could	have	loved—her	woman-passions	beat
  Deeper than theirs, or else she had not known
How to have dropped her heart beneath their feet
  A living stepping-stone:
The	little	hands—did	they	not	clutch	her	heart?
		The	guarding	arms—was	she	not	very	tired?
Was it an easy thing to walk apart,
  Unresting, undesired?
She gave away her crown of woman-praise,
  Her gentleness and silent girlhood grace,
To be a merriment for idle days,
  Scorn for the market-place:
She	strove	for	an	unvisioned,	far-off	good,
  For one far hope she knew she should not see:
These—not	her	daughters—crowned	with	motherhood
		And	love	and	beauty—free.

IV. “The Modern Woman To Her Lover”
I shall not lie to you any more,
		Flatter	or	fawn	to	attain	my	end—
I am what never has been before,
		Woman—and	Friend.
I shall be strong as a man is strong,
  I shall be fair as a man is fair,
Hand in locked hand we shall pass along
  To a purer air:
I shall not drag at your bridle-rein,
  Knee pressed to knee shall we ride the hill;
I	shall	not	lie	to	you	ever	again—
  Will you love me still?
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society’s	 many	 “guarded	 gates”—a	 mu-
sical march that mirrors the nationwide 
“virtual march” of performers bringing 

this poetry and these songs to audiences 
around the country, and is representative 
of the need for all women in all places to 

have equal access to opportunities and re-
sponsibilities Beyond the Guarded Gate. 
(See Example 1.)
The performances
 I was thrilled to have the chance to 
write this song cycle for an incredible 
mezzo soprano, Clara Osowski, who had 
recently become a prizewinner at sever-
al international voice competitions. Her 
beautiful voice was exceptional: rich in 
tone, polished, nuanced, clear, direct, hon-
est. Fortunately, she responded to the pro-
posed project by writing: “I spent some 
time reading the texts and I am so deeply 
moved by the poetry. It is such a wonder-
ful focus, almost a neglected topic, and 
with such a beautiful variety of ways to 
celebrate women.”
 Brian was gracious enough to wel-
come Clara to Seattle as a guest artist, giv-
ing me the sing-
er of my dreams 
for this special 
piece. Clara trav-
eled from Min-
neapolis to Con-
necticut three 
times to rehearse 
with me, a deep-
ly generous com-
mitment for any 
artist. Together, 
Clara and I per-
formed t h e  p r e m i e r e  of Through the 
Guarded Gate on March 8, 2019 in Seattle. 
Brian wasn’t content to have just the one 
performance in Seattle. It occurred to him 
that, in this time of #MeToo and women’s 
rights being front and center in our culture, 
this poetry and this song cycle might be 
able to bring an important message to many 
more people. Brian wanted to go beyond 
the Guarded Gate.
 His idea developed into a “wom-
en’s march” across the country. He pro-
posed having at least one performance of 
Through the Guarded Gate in each of the 
50 states. With suggestions from partici-
pants, the project was dubbed Beyond the 
Guarded Gate Project. We put our heads 
together to make a list of other singers, and 
over the next several months Brian con-
tacted nearly 200 singers who wanted to 
see the score to determine whether it was 
possible for them to include the piece in re-
citals they had planned.
 My publisher, E. C. Schirmer, sup-
ported the project in a serious and won-

V. “The Women’s Litany”
Let us in  Through the Guarded Gate,
Let us in for our pain’s sake!
Lips set smiling and face made fair
Still for you through the pain we bare,
We have hid till our hearts were sore
Blacker things than you ever bore:
Let us in  Through the Guarded Gate,
Let us in for our pain’s sake!
Let us in  Through the Guarded Gate,
Let us in for our strength’s sake!
Light held high in a strife ne’er through
We have fought for our sons and you,
We have conquered a million years’
Pain	and	evil	and	doubt	and	tears—
Let us in  Through the Guarded Gate,
Let us in for our strength’s sake!

ex. 1. “The Women’s litany,” pp. 44-45 (continued on next page).

Juliana Hall and 
Clara osowski

Let us in  Through the Guarded Gate,
Let us in for your own sake!
We have held you within our hand,
Marred or made as we broke or planned,
We have given you life or killed
King	or	brute	as	we	taught	or	willed—
Let us in  Through the Guarded Gate,
Let us in for your own sake!
Let us in  Through the Guarded Gate,
Let us in for the world’s sake!
We are blind who must guide your eyes,
We are weak who must help you rise,
All untaught who must teach and mold
Souls	of	men	till	the	world	is	old—
Let us in  Through the Guarded Gate,
Let us in for the world’s sake!

Hall, resurrecting a pulitzer poet after a Century of silence
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derful way I never could have imagined. 
Schirmer provided scores for all the poten-
tial performers and gave participating sing-
ers and pianists permission to use them for 
performances of the cycle (a retail value of 
up to $8,000 in support!).
 As I write this, there have been 23 per-
formances of Through the Guarded Gate in 
the past six months, with 12 more concerts 
to be presented through early 2020. The 
songs will have been heard in 24 states by 
that time, as well as in England and Swe-
den. There have been concerts at universi-
ties and music conservatories, professional 
conferences, art song festivals, chamber 
music series, music stores, senior living 
facilities, and churches. Several concerts 
raised money for worthy causes.1

 By the time you read this article, the 
song cycle will have been performed in 
the academic world at the Hartt School of 

Music, and at universities in Alabama, Ar-
izona, Florida, Georgia, Iowa, Montana, 
Nebraska, Nevada, North Carolina, Ten-
nessee, Texas, and West Virginia. The piece 
is even being included as one of two song 
cycles a DMA candidate is covering in her 
dissertation, designed as a style guide for 
performance of new art songs. 
 One art song organization, Calliope’s 
Call in Boston, has made Through the 
Guarded Gate the centerpiece work for 
their November 2019 concerts. They had 
a call for scores for pieces that are based 
on themes of social justice and equal-
ity for women, persons of color, and the 
LBGTQ community, using texts/music 
by artists from minority or marginalized 
communities, to accompany my songs to 
form an entire program promoting justice. 
More performances are being considered 
for next year’s concert season. We haven’t 

quite gotten 50 states, but this is a really 
remarkable start.
 Having many performances of a piece, 
especially when it is brand new, is thrilling 
for a composer. But what most touches me 
is the extraordinary reaction from perform-
ers and audiences alike.2 Reports of the au-
dience response to Widdemer’s poems and 
the song cycle have also been meaningful 
to me.3 Perhaps the most moving response 
reported to me was the following: 

[T]he reaction to your work was 
overwhelming; it truly moved 
and	 affected	 those	 who	 attend-
ed…but perhaps the most spe-
cial feedback came from four fe-
males….freshmen [who] waited 
patiently to speak with me after 
the performance. They were so 
excited about the message of the 
poetry…and that a female had 
composed the cycle….I think one 
of the girls literally purchased the 
cycle on the spot from the pub-
lisher’s website!...[T]hey so bad-
ly want representation (don’t we 
all?!?!), and they were so pas-
sionate about committing to per-
forming music by female com-
posers….[Y]our cycle made a 
major impact on those four girls; 
they felt so seen hearing music 
about the female experience writ-
ten by an actual female!4

 Womxn’s voices have been around for 
as long as humanity, but they have seldom 
carried the authority of our male coun-
terparts. It’s time for that to change. For 
women, and women’s work, to take their 
rightful places in our world, we must use 
every tool at our disposal. I’m just a com-
poser who writes art songs within a tiny 
niche area within a tiny niche genre of mu-
sic, but I’m glad I’m learning how to use 
my own tools for a greater purpose and to 
expand my goals to include working to 
make a better world. Maybe I can do just 
a little more to help get us through those 
guarded gates we all face.5

NOTES
 1 Organizations, series, and venues present-
ing Through the Guarded Gate include the Bay 
View Music Festival in Michigan, Boston Op-
era Collaborative (raising funds for an organi-
zation assisting in the healing of victims of sex-
ual assault, domestic violence, and child abuse), 
the Buxton International Festival in England, 
the Kulturfyren Classical Chamber Music Se-

ex. 1. “The Women’s litany,” pp. 44-45 (continued from previous page).



5

ries in Stockholm, the Middlebury Song Fest 
in Vermont, the NEXTET New Music Series 
in Las Vegas, the Southeastern Regional NATS 
Scholar and Artist Series in Tallahassee, the To-
ledo Museum of Art, the Women’s Theatre Fes-
tival of Raleigh, NC, and a Mother’s Day con-
cert in Kansas (raising funds for an organization 
assisting victims of domestic abuse).
 2 Here are some comments by the singers 
and pianists: “Your song cycle is deeply moving, 
and the project as a whole makes an important 
statement.”	“I	think	that	your	music	finds	an	ap-
propriate	discord	that	reflects	the	indignation	of	
Widdemer’s poetry. The relevance of her poems 
still today warrants music that challenges audi-
ences and generates discomfort.” “These songs 
have come to mean so much to me!” “I was de-
lighted by the idea of a cooperative tour....I like 
how this idea speaks to the art of collaboration, 
how it acknowledges the contributions and im-
pulses of many performers. The way in which 
this piece is entering into the world is also gen-
erous and inclusive. I want to be a part of that.” 
“This	 is	 such	 a	 magnificent	 work	 and	 I’m	 so	
excited	 to	be	a	part	of	 it!”	“I	find	Widdemer’s	
poems to be incredibly thought-provoking. Her 
words create a palpable image for me and feel 
deeply personal....I felt like I could see my own 
mother and grandmother in her depictions.” 
“The music and poetry of those songs are LUS-
CIOUS! Truly, thank you for this addition to the 
musical canon!!!!” “The rights of women are 

extremely important to me. As a result of cur-
rent politics, I have become more active and the 
entire project is something that I completely be-
lieve in, both musically and politically.” “The 
piece feels absolutely FANTASTIC in my voice, 
so thank you for your gorgeous writing.”
 The performers also explained what they 
hoped to accomplish: “I hope through the local 
performance of this piece that listeners become 
more aware of contemporary music and com-
posers, as well as taking a deeper look at their 
own understanding of the role of women in their 
lives.” “To introduce them to words and music 
by brilliant women, to let these big topics fall on 
their	ears	 through	the	medium	of	 lyric	song—
hoping that such beauty might open their ears 
and	hearts	in	a	different	way.	To	advocate	open-
ly for sisters.” “Our hope for this program and 
performance of ‘Through the Guarded Gate’ is 
to incite dialogue amongst members of our au-
dience community and our organization about 
how we can contribute to creating equality for 
women, children, and marginalized persons. 
These texts, written in the early 1900s, illustrate 
how far we still have to go as a society to truly 
create	 a	 feeling	of	 inclusion;	 to	offer	 compas-
sion, support, and acceptance for women, chil-
dren, people of color, and LGBTQ persons.” “I 
hope that through performing these there will 
be an opportunity to highlight forgotten poems, 
to draw attention to the fact that these themes 
(addressed in poetry 100 years old) are still im-

pacting women today, and to engage new audi-
ences to classical music by performing music 
that makes a statement.” 
 “I hope to speak to the question: Why is 
it so extraordinary that we have to call it out to 
have a program of entirely women composers? 
It’s not extraordinary to have one of all male 
composers. As attributed to RBG: Why would a 
court of majority female justices be so extraor-
dinary? A court of majority male justices is the 
norm.” “This project drew my interest because 
I’ve	felt	very	unsatisfied	with	the	traditional	re-
cital programming model. When I heard about 
this piece, I instantly had a concept of how to 
create a special program with these songs as 
the centerpiece. I found the idea of these songs 
traveling across the country incredibly power-
ful, particularly in our current culture. Addition-
ally, I found that these songs speak in a way that 
could engage audiences by their content, and 
aid in drawing new audiences to classical mu-
sic.” “I hope to achieve an awareness of new 
music to an audience who traditionally do not 
get exposed to newer works….I hope to spark a 
desire to other singers to want to include works 
like this one on future recitals.” “I think your 
music and this cycle is so relevant right now. 
I’m genuinely passionate about trying to bring 
this cycle to as many people as possible!”
 3 “The audience loved the Widdemer 
songs!!” “I’ll send an email with all the details, 
but for now, please know that your cycle was 

Hall, resurrecting a pulitzer poet after a Century of silence



iAWM Journal Volume 25, No. 2  20196

overwhelmingly well received!!!” “I think some 
people were a little shell-shocked because they 
are so unrelenting, you know, but it seems to me 
that	that’s	the	point.	Women	unrelentingly	fight-
ing for a place at the table, a part in the conversa-
tion, while still being able to retain femininity.” 
“It was a hit!! Thank you so much for making 
it!!” “What a moving piece!!!” “I just wanted to 
let you know how much we loved your piece! 
We talked about it a lot on the way home, and 
my mom said that it sounded like an opera.”
 4 The performance took place at Florida 
State University in Tallahassee on March 29, 
2019. The comments by the female freshmen 
students were sent to me by the mezzo sopra-
no who performed these songs, Gretchen Windt 
(Assistant Professor in Music at the University 
of North Alabama). 
 5 Thanks are due to many people, so my 
apologies in advance to anybody I may inadver-
tently have missed. I am in debt to Brian Arm-
brust of Seattle Art Song Society for the gift of 
a most meaningful commission for Through the 
Guarded Gate and for his vision of the Beyond 
the Guarded Gate Project. My grateful thanks 
goes out to mezzo soprano Clara Osowski, who 

went well out of her way to solidly prepare the 
piece, come to my home across the country to 
work with me, and to share a most meaning-
ful and beautiful world premiere performance 
of the song cycle I have dedicated to her. A stu-
dio recording of Clara Osowski and Juliana 
Hall performing the song cycle can be heard at 
https://soundcloud.com/composerjulianahall/
sets/through-the-guarded-gate.
 I am also in debt to American poet Mar-
garet Widdemer for her poetic gift, her sense 
of	justice,	and	her	courage	to	tackle	difficult	is-
sues. If a Pulitzer Prize cannot keep her name 
alive, then I may not be able to with art song, 
but I will try to repay her for the great gift of 
poetry she has given the world.
 Without the following wonderful musi-
cians to bring my songs alive all around the 
country and abroad, my songs would have no 
impact whatsoever, so I would like to thank 
(in alphabetical order) the following singers 
and pianists: James Barnett, Diane Birr, Sha-
ron O’Connell Campbell, Karen Cantrell, Dar-
ryl Cooper, Jennifer Cresswell, James Dou-
glass, Annie Gill, GeDeane Graham, Robin 
Guy, Christopher Hahn, Stacie Haneline, Risa 

Renae Harman, Emily Harmon, Bridget Hille, 
Kimberly James, Kathleen Kelly, Dana Keph-
art, Hope Koehler, Bethan Langford, Anna Lau-
renzo, Cheryl Lindquist, Eva Mengelkoch, Mi-
chelle Monroe, Claudia Santana Nunez, Casey 
Robards, Luis Rodriguez-Morales, Kathleen 
Roland-Silverstein, Megan Roth, Stephen Scar-
lato, Keval Shah, Jonathan Shin, Andrew Stew-
art, Katarina Ström-Harg, Sable Strout, Monica 
Szabo-Nyeste, Hope Fairchild Thacker, Rachel 
Velarde, Jordan Voth, Ivy Walz, Jennifer Wei-
man, Chelsea Whitaker, and Gretchen Windt.

American art song specialist Juliana Hall has 
composed song cycles described as “brilliant” 
(Washington Post) and “beguiling” (Times of 
London) for numerous singers, including Brian 
Asawa, Stephanie Blythe, Molly Fillmore, Da-
vid Malis, and Dawn Upshaw. Performed in 30 
countries on six continents, Hall’s art songs are 
published by E. C. Schirmer, Boosey & Hawkes, 
and NewMusicShelf. Through the Guarded Gate 
is available from E. C. Schirmer at https://ec-
spublishing.com/composers/h/juliana-hall/
through-the-guarded-gate.html. For more in-
formation, please visit www.julianahall.com.

On April 7, 1893, the Boston Symphony 
Orchestra opened its evening subscription 
performance with the premiere of a new 
work simply titled Dramatic Overture. The 
composer, Margaret Ruthven Lang (1867-
1973), reportedly hid during the perfor-
mance out of nervousness over the pre-
miere. Although it was not acknowledged 
anywhere on the program or in the numer-
ous reviews that followed, Lang was sure-
ly	well	 aware	 that	 it	was	 the	first	perfor-
mance of a work by a woman composer on 
the Boston Symphony stage. In fact, it was 
the	first	performance	of	a	work	by	a	wom-
an by any orchestra in the United States. 
Lang would continue to write for orches-
tra, completing a Mass and a total of three 
overtures, one of which was performed on 
the primary stage (not the “Women’s Au-
ditorium”) at the 1893 World Columbian 
Exposition under the direction of Theo-
dore Thomas. But while the programs, let-
ters of congratulations, and even reviews 
of these performances are preserved, the 
music	 has	 been	 lost—most	 likely	 de-
stroyed by the composer herself.
 Much of the foundation of musicology 
is drawn from a critical appraisal of musi-
cal works based on listening to or studying 

these works. This leads scholars to a dilem-
ma when faced with the fate of many works 
by women composers. Scholars have evi-
dence that these works existed, that they 

were even performed, and in Lang’s case, 
received a warm reception. However, with-

out the score itself to examine, we are often 
left without a basis by which to assess the 
value of the work in the musical canon.
 Research into Lang’s life and compo-
sitional career provides a unique opportuni-
ty to consider new ways to determine merit 
and value, to place a composer in context 
of time and place, and to appreciate her 
achievements even without traditional for-
mal analysis. As we continue to bring the 
work	 of	women	 to	 light,	we	 need	 to	 find	
new ways to study and evaluate their con-
tributions	to	culture	and	music.	I	offer	one	
case study as a way this might be achieved. 
By considering the work of Margaret Ruth-
ven Lang in terms of the social constructs 
she was expected to conform to regard-
ing her gender, class, and social status, as 
well as the interpersonal relationships in 
her own family, we can better understand 
Lang’s choices and appreciate her achieve-
ments even though the music itself is gone.
 Lang was born in Boston, Massachu-
setts, the eldest child of Benjamin Johnson 
(B.J.) and Frances Lang. B.J. Lang is re-
membered in historical texts on American 
music as Boston’s foremost organist and 
piano pedagogue. During his career, B.J. 
was organist at the historic King’s Cha-
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