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From Stage to Canvas: Mythology, Trauma, and Utopia in Mecys’s Ligeti Iconography
Navid Bargrizan, East Carolina University

Before dedicating herself to painting, Lithuanian-German artist Aliuté Mecys (1943, Koblenz —
2013, Hamburg) worked as a stage and costume designer at Schillertheater Berlin and later at the
Hamburg State Opera. Between 1970 and 1982, Mecys shared a personal and professional
partnership with composer Gyo6rgy Ligeti (1923, Transylvania — 2003, Vienna). She introduced Ligeti
to Michel de Ghelderode’s play La Balade du Grand Macabre (1935)—the source for his “anti-anti-
opera” Le Grand Macabre—and designed costumes for its premiere and subsequent performances
in Stockholm, Hamburg, and London in 1978.

Beyond her theatrical work, Mecys created several paintings portraying Ligeti in ways that radically
depart from traditional composer iconography. While these works allude to the couple’s intimacy
and eventual estrangement, they embed Ligeti’s abstracted figure within a symbolic universe drawn
from prehistoric, European, matriarchal culture and Lithuanian, animistic mythology—traditions
Mecys increasingly explored as an independent artist. Through these hybrid images, she envisioned a
utopian world free from violence and corruption, countering the trauma that marked both artists’
early lives: Mecys’s father served under the Nazi regime; Ligeti lost close family members in
concentration camps.

My music-iconographical analysis situates these paintings within Mecys’s self-described style of
“irrealism”—in her own words, “realistic pictures of unreal realities” (Stahnke, 2024). Mecys’s
irrealistic synthesis of old and new, real and unreal, personal and mythical interrogates the ideologies
of perception and reframes the visual representation of composers in late-twentieth-century art. Her
works illuminate an overlooked dialogue between music, myth, and modernism, challenging
conventional narratives of artistic influence.

Amateurism, Gender, and Musical Authority in Nineteenth-Century Latin America
Isis Cardoso, University of South Carolina

This paper examines how amateurism functioned as a gendered and colonial mechanism regulating
musical authority in nineteenth-century Latin America. In the decades following political
independence, emerging musical cultures across the region adopted European institutions, genres,
and evaluative hierarchies that linked compositional legitimacy to professionalism, masculinity, and
metropolitan validation. Within these postcolonial contexts, women’s musical participation was
widespread and indispensable, yet systematically constrained.



Drawing on a comparative analysis of nineteenth-century newspapers, concert reviews, publishers’
catalogs, music histories, and biographical reference works from Argentina, Chile, Mexico, Cuba,
and Brazil, the paper demonstrates that amateurism operated as a recurring mode of classification
through which women’s compositional activity was framed. Critical discourse consistently praised
women’s music for refinement, moral value, and social usefulness—particularly within domestic,
salon, and pedagogical spheres—while limiting its claims to aesthetic authority and long-term
historiographical recognition. These evaluative patterns persisted regardless of women’s training,
productivity, or public visibility.

Across distinct urban centers, women played central roles in sustaining musical markets, shaping
taste, and circulating repertory through performance, teaching, and publication. A brief discussion of
piano and vocal works by Eduarda Mansilla, Isidora Zegers, Guadalupe Olmedo, Cecilia Arizti, and
Branca Bilhar illustrates how women’s music circulated widely without securing canonical legitimacy.
By reframing amateurism as a historically situated category of musical valuation rather than a
descriptor of skill, this paper intervenes in scholarship on canon formation by clarifying how
gendered and postcolonial logics shaped musical authority in the nineteenth century.

Subjection, Citizenship, and Resonances of Kyojiro Kondo
Danny Paul Allen, University of North Carolina at Chapel Hill

From the end of the nineteenth century the Meiji state began its colonization and settlement of what
would become the northernmost island of Japan, Hokkaido. By defining the Ainu of Hokkaido as
“former natives,” the empire of Japan left them on the periphery of the term citizenship (Mason and
Lee 2012). As a result of government policies, the residual ethnic difference of the empire (including
a distinct Ainu people) was expected to disappear through assimilation (doka [&l1E) and
imperialization (kominka 2 R1E) into the Yamato race, the Japanese (Howell 2004). After decades
of colonial subjugation, the Ainu people were believed to be disappearing rapidly and some scholars
set out to document and preserve Ainu cultural practices, including music and ritual.

In this paper, I begin with the 19th Century forced assimilation of the Ainu as a useful background.
Next, I analyze the work of Kyojiro Kondo, including recordings he made in 1957 with the help of
W.A. Murphy as well as a 1964 article on the Ainu string instrument called tonkori. Drawing on the
work of Moon-kie Jung, Nadia Chana, and Alejandro Madrid, I argue that these works of
scholarship are continuations of the settler colonial violence inflicted on the Ainu. Kondo’s
scholarship, though presented as “preservation,” reinforces the image of a dying culture, further
exoticizing and fetishizing Ainu peoples and practices, making song legible to Western audiences,
but leaving the Ainu people on the periphery.

Johann Frosch and the Modular Canon: A Model for Canonic Composition in 16th-century
Germany
Tom Koch, North Carolina State University

Among the 29 canons published in Melchior Kriesstein’s Selectissimae necnon familiarissimae
cantiones (1540), Qui musas amat by Johann Frosch stands out for its 6-voice setting of a Horatian
ode. While much attention has been paid to metrical settings of Horace’s poetry, little is written
about the aesthetic motivation for polyphonic settings of not only Horace, but classical verse in



general. Although the editor Sigmund Salminger evidently felt this humanistic motet would benefit
the “students of music” to whom Selectissimae is dedicated, the subject matter depicting naked
muses attending a drinking symposium does not make this apparent. Nonetheless, Frosch’s canon
obviously appealed to Salminger, who again partnered with Kriesstein a few years later to publish
another 6-voice canon by Frosch also influenced by classical verse. Dic io Pean joins an exclusive list
of seven broadsheets—all canons—either edited by or associated with Salminger in Augsburg in the
1540s.

To date, there has been little investigation into Frosch’s secular canons, possibly because of their
status as classically inspired works by an obscure and minor figure. However, their similarities may
reveal new insight into the teaching of canon in 16th-century Germany and the inculcation of
classical poetry in education. I will show how these canons are indeed derivatives of each other
through a process of modular composition discussed in Frosch’s 1535 treatise Rerum musicarum
opusculum. Finally, I will hypothesize their purpose as compositional models influenced by the
humanistic writings of Desiderius Erasmus.

Music and Dance of the Tang Court as Reflected in Chinese Buddhist and Central Asian Art
Stewart Carter, Wake Forest University

The Tang Dynasty (618-900) is regarded as a “golden age” in China’s history. Numerous reports
describe music and dance at the Tang court, but hardly any visual images associated with court
practices survive. The largest collection of images of dancers with musicians from the Tang era is to
be found in the Buddhist paintings in the Mogao Grottoes, near Dunhuang, in Gansu Province.
Several paintings at Mogao show a vigorous dance, the so-called “Sogdian Whirl,” accompanied by
instrumentalists playing a variety of instruments, such as pipa and sheng, which are still very much in
use in China today.

In addition to the Mogao Grottoes, works of art in other locations reveal how widespread this
practice was. Buddhist cave art at Yulin (Gansu) and Kizil (Xinjiang), Changsha pottery, and even
Tibetan Bon prayer rooms contain similar images. Sogdian traders were active along the ancient Silk
Road, and some of them established residences in Chang’an. One such merchant, An Qie, left a
tomb in the eastern suburbs of the city, with an elaborate funeral couch displaying images of dancers
and musicians.

Letter by Letter: Clara Schumann, Carl von Holtei, and “Familiengliick”
Bonnie Miller, Independent Scholar

In a brief but intense exchange of letters, Clara Schumann described “Ein Familiengliick wie es gar
selten” [a family happiness such as is rare| after meeting the prolific German author Carl (Karl) von
Holtei in Graz, Austria, in 1859. The pianist became acquainted with von Holtei and his circle when
she arranged to perform in the city in January 1859. Schumann was moved by both joy and sadness
as she enjoyed the interactions of a happy, normal family, with parents, grandfather (Holtei), and
children similar in ages to her own, all living in one boisterous home. Such domestic harmony was
distant from the turmoil and loss in her life during the 1850s. She exchanged warmly-worded letters
with Holtei that were treasured by his family.



Schumann’s heartfelt message of January 24, 1859, is privately held by the author and was recently
shared with the Schumann Briefedition for inclusion in its online database. In addition to Holtei’s
family, the letter exchange interweaves a network of individuals from nineteenth-century German
music, literature, and theater (Julie Rettich; Luise Neumann Countess Schénfeld; Karl Weinhold;
Fritz Pichler; von Holtei’s daughter, Maria Potpeschnigg; her husband, the lawyer Josef
Potpeschnigg, and their children). The correspondence offers a snapshot of Schumann’s life as a
recent widow, artist, celebrity, mother, and breadwinner for a household of youngsters aged four to
seventeen, as she crisscrossed Europe to perform and earn financial support for her family. The
journey of Clara Schumann’s letter into my hands is a further aspect of the story.

May Not a Cheated Maiden Die?: An Examination of the Role of Katisha in Gilbert and
Sullivan’s Mikado

J. Cameron Stephenson, East Carolina University

Katisha, the villainess from W.S. Gilbert and Arthur Sullivan’s Mikado receives a unique treatment
compared to most contralto roles in the duo’s comic operas. Although there is some degree of
humor at her expense, Katisha is an unusually serious role, more so befitting a character in a grand
opera than the farce in which she is placed. This paper will examine Katisha’s characterization
through the libretto as supplied by Gilbert and solo airs composed by Sullivan, compare her
treatment with earlier contralto roles in Savoy operas, and posit reasons as to why she is treated with
such severity.

Deciphering a Musical Suicide Note: A Critical Interpretation of Jan Ladislav Dussek’s
Piano Sonata Op. 77, “L’invocation”
Connor Austell, University of South Carolina Lancaster

Material circumstances would suggest that Bohemian composer-pianist Jan Ladislav Dussek had
everything he might have desired in the last five years of his life: a handsomely paid position with a
wealthy patron in Paris, sumptuous personal living quarters, and close connections with publishers
at home and abroad all counted among his advantages. Paradoxically, a number of fairly dark pieces
date from this time, chief among these a pathos-laden piano sonata, designated Op. 77 and subtitled
“L’invocation”, composed within months of his premature passing in 1812. This enigmatic work
stood at the apex of his highly progressive individual style, representing a culmination of the
compositional techniques he had honed throughout his career.

A thorough analysis of the work in isolation offers limited benefits. Only by considering the sonata’s
relationship with Dussek’s earlier works and viewing its genesis within the context of his declining
health can it be more completely understood. A crucial factor in the latter component is the lens
offered by disability studies in music, through which a compelling narrative can be seen to emerge.
Archival documents uncovered by the author shed additional light on the composer’s living
situation. Building on the writings of Howard Craw and recent scholarship by Erik Entwistle as well
as the present author’s forthcoming study of Dussek’s piano sonatas (Ad Parnassum, spring 2026
issue), this discussion will utilize historiography, theoretical analysis, and disability studies to propose
an unambiguous relationship between the Sonata Op. 77 in F minor and Dussek’s final illness.



Playing the Unplayable: Idiom and Impossibility in Early Nineteenth-Century Music
Maryse Legault, McGill University

Until the late 18th century, concertos were generally performed by composer-performers, who used
this genre as a vehicle to demonstrate inventive mastery and technical agility. As composition
gradually became a specialized craft after 1800, concertos were increasingly conceived by non-
performing composers. The growing prevalence of idealist concepts in the early nineteenth century
brought a new focus on metaphysical interests, which would eventually lead composers to neglect
performance practicalities.

In this presentation, I explore the ramifications of unplayability for Spohr's clarinet concertos,
written for virtuoso Simon Hermstedt between 1808 and 1829, as an early case study of this
phenomenon. In the preface of his first clarinet concerto, Louis Spohr inserted instructions about
the type of clarinet required to perform his work. Not only did Spohr write a concerto he did not
intend to perform himself, but he wrote the clarinet part without close collaboration with the
performer, despite his lack of knowledge of the instrument. As a result, the clarinetist was
confronted with a score that ignored the instrument's limitations and was at times extremely
difficult, or even unplayable. Instead of asking the composer to modify passages, Hermstedt
modified his instrument to perform the concerto as imagined by the composer. I argue this attitude
was unheard of before this point and was generated by the primacy of the composet's ideas over
instrumental practicalities.



