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ABSTRACT: 
 

The thesis exhibition, Musica Universalis, is a multi-sensory exhibition 

comprised of experimental weavings on deconstructed found pianos, systematic 

drawings, and paper scroll music boxes. The music boxes allow the viewer to hear the 

voice part represented on the weaving, or the notes of a systematic drawing, in isolation; 

a recording of a choral composition transcribed from the first systematic drawing of 

circles plays from the gallery speakers. The viewer can hear the individual’s “song” and 

simultaneously hear the collective performance. The performance of the collective music 

box composition varies depending on the level of viewer engagement. 

I create system-based abstractions drawing from my understanding of structure 

within music and weaving, as well as analog and digital technologies, to achieve a purer 

abstraction. For the purposes of this paper, I define abstraction as artwork that reshapes 

the natural world for expressive purposes, interpreting expressive as relating to intuition, 

emotions and the subconscious. Therefore, I characterize pure abstraction as work that 

directly resonates within the viewer’s soul or subconscious, having meaning that reaches 

beyond what is visible. I look to Wassily Kandinsky’s Compositions and Paul Klee’s 

Rhythmisches as case studies for the pursuit of pure abstraction, in which they drew from 

the formal qualities and conventions of Western music aesthetics to inform their visual 

abstractions. My response to their projects is to present work in which the visual and 

aural elements are of equal importance.  

This thesis briefly visits the projects of Kandinsky and Klee as they influenced the 

development of the immersive exhibition and documents the many facets to the viewer’s 

experience within Musica Universalis. 



1 
 

The Pursuit of Pure Abstraction 
 

There has been a tradition of artists making work inspired by musical 

compositions and musicians creating compositions inspired by visual works since the 

beginning of Modernism. Part of this is due to the phenomenon of the arts reflecting the 

culture and synchronized progression of ideas through eras and art movements. As 

Modernism and the development of photographic and cinematic technologies led the arts 

away painting as a means of recording history, artists began to think about the new 

purpose of art.1 Another contributing factor is the shared language among art and music, 

although there are slight differences in their meaning and execution between media.2 

There seemed to be two different approaches for visual artists creating abstraction 

inspired by music: some, such as the Orphists, looked to chord structures in music to 

inform use of chromatic color to achieve harmony, and used repetition and pattern to 

create visual rhythm. Others, usually synesthetes, created visual works that attempted to 

recreate what they saw while listening to a specific composition.3 

Musicians also have a history of expressing what one might feel while 

experiencing something visual. This is most common in contemporary society through 

theatre, cinema, and television, but there are also musicians working in this mode for 

non-commercial interests. Modest Mussorgsky, for example, composed “Pictures at an 

Exhibition” after attending a posthumous exhibition of paintings created by a late friend. 

The composition is arranged in a suite, a set of compositions intended to be played in 

 

1 Mansfield, Elizabeth, and H.H Arnason. 1998. History of Modern Art: Painting, Sculpture, Architecture, 
Photography. 7th ed. New York: Pearson Education. 14 
2 Levitin, Daniel J. 2006. This Is Your Brain on Music: The Science of a Human Obsession. Dutton 
Penguin. 17 
3 Dabrowski, Magdalena. 2003. “Kandinsky and Schoenberg: Abstraction as Visual Metaphor of 
Emancipated Dissonance.” Essay. In Schoenberg, Kandisnky, and the Blue Rider, 79–93. New York: The 
Jewish Museum. 82 
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succession. Each painting is expressed through its own song, and the suite is tied together 

by variations on the theme “Promenade”, which represents the walk between the 

pictures.4 

More contemporary examples of this call and response between visual art and 

music are more intentionally collaborative. Artists Natalie Miebach and Cassia Kite 

create visual works of art with the intent of composters interpreting the visual contents 

within their work into an auditory representation. The Rothko Chapel is an example of a 

designed space for artists of various media to create new work based on the experience 

within the space. I focused my research on the works of Kandinsky and Klee, as well as 

the influence of Arnold Schoenberg on their projects. It is not my intent to place myself 

as an equal to Kandinsky and Klee, but rather to look to their own attempts to create 

abstraction influenced by music. Before delving into the projects of these men, I will first 

briefly introduce a major influence of Schoenberg: Richard Wagner. 

 
 

Symbolism: The Pursuit of an Ultimate Reality 
 

As modern art progressed forward and advanced (along with Freud’s 

psychoanalytical theories), a collection of visual artists, writers, and musicians found 

themselves drawing on intuition to reach an “ultimate reality, a pure essence that 

transcended particular physical experience.” 

 
 
 
 
 
 
 

Mussorgsky, Modest. 1931. Pictures at an Exhibition (Score). Moscow, Muzgiz: P. Lamm. Preface. 
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“Symbolism led some poets and painters back to organized religion, some to 

mysticism and arcane religious cults, and others to aesthetic creeds that were anti- 

religious.”5 

 

One influential Symbolist musician was Richard Wagner. Wagner authored many 

theoretical writings throughout the late 1840’s and early 1850’s in which he focused on 

the concept of “Gesamtkunstwerk”, or the totality of the work of art. 

Wagner postulated that Greek tragedy was the last example in which word, music, 

and dance were unified. He argued that a perfect society would be one in which all the 

arts could exist harmoniously in simultaneity. Wagner specifically focused on executing 

this unity of the arts by bringing drama back into opera. 

“In his vision of Gesamtkunstwerk, Wagner saw it his mission to reunite the arts - 

music and fiction, enhanced by dance and gesture, were to be fully developed, and 

on equal basis.”6 

Through Wagner’s compositional tools of the “versmelodie” and “leitmotif”, he sought to 

communicate to the audience on multiple levels, usually addressing both intellectual and 

emotional needs, and the conscious and subconscious. 

Wagner’s musical drama and theories on the “Music of the Future” had a large 

impact on the development of the music in the 20th century. Arnold Schoenberg, the 

“emancipator of dissonance”, founder of the Second Viennese School, and mentor to 

John Cage, loved Wagner’s works. Schoenberg was drawn to Wagner’s use of drama in 

 

5 Mansfield, Elizabeth, and H.H Arnason. 1998. History of Modern Art: Painting, Sculpture, Architecture, 
Photography. 7th ed. New York: Pearson Education. 50 
6 Eliza. 2018. “Richard Wagner's Concept of the 'Gesamtkunstwerk'.” Interlude.hk. December 24, 2018. 
http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/. 

http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/
http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/
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music, which was typically conveyed through dissonance, as well as to Wagner’s 

philosophy on the importance of silence: 

“The poet's greatness is mostly to be measured by what he leaves unsaid, letting 

us breathe in silence to ourselves the thing unspeakable; the musician it is who 

brings this untold mystery to clarion tongue, and the impeccable form of his 

sounding silence is endless melody.”7 

 

Like most great artists of the modern era, Wagner’s legacy is as problematic as it 

is influential. Wagner’s world views were in line with Hitler and Nazi Germany, and 

many of his essays were underscored with anti-Semitism sentiments. This dark side to 

Wagner has caused many music historians to wonder why Schoenberg, of Jewish descent, 

would adopt some of Wagner’s views. (I will not be going into this topic further but find 

it important to note nonetheless.) 

 
 

Schoenberg’s Serialism and Its Influence on Wassily Kandinsky and Paul Klee 
 

Wassily Kandinsky and Paul Klee, on January 2, 1911, both attended a 

performance of Schoenberg’s works. This concert was influential on both artists’ prolific 

painting careers, but for very different reasons. Kandinsky, who is believed to have 

experienced synesthesia while listening to one of Wagner’s operas, was inspired by 

Schoenberg’s new style of atonal composition. Sixteen days after the concert, Kandinsky 

sent the composer a letter, and they began a camaraderie through exchanging letters. In 

his letter, Kandinsky expressed: 

 

7 Eliza. 2018. “Richard Wagner's Concept of the 'Gesamtkunstwerk'.” Interlude.hk. December 24, 2018. 
http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/. 

http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/
http://www.interlude.hk/front/richard-wagners-concept-of-the-gesamtkunstwerk/
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“In your works, you have realized, what I... have so greatly longed for in music. 

The independent progress through their own destinies, the independent life of the 

individual voices in your compositions, is exactly what I am trying to find in my 

paintings.”8 

Schoenberg even shared some of his painted works, which he rarely exhibited, with 

Kandinsky. 

Also, a small group of French painters founded Orphism in 1911 - an 

interdisciplinary movement that aspired to achieve the kind of abstraction without 

representation that music embodied. They were loosely inspired by the abstraction of 

form in Cubism but rejected the dark and muted color palette. Instead, they drew from the 

expressive use of color found in Fauvism. The Orphists used luminous, chromatic colors 

and hues to create color harmonies, drawing from musical scales and chords. 

Kandinsky looked to music to inform his abstract paintings much like the 

Orphists. However, he did not use chromatic color as a means of representing musical 

scales and chords; rather, his paintings seemed more to embody the kind of contemporary 

atonality which Schoenberg was known for in his music. The painter’s “compositions” 

appear to be either his synesthetic response to these atonal works, or his own attempt to 

emulate the expressiveness as if improvising jazz. However, Kandinsky’s main 

motivation was to create paintings which spoke to the soul of the viewer, and he believed 

that “any innovative aesthetic language should reflect both the internal and external 

 
 
 
 
 

8 Dabrowski, Magdalena. 2003. “Kandinsky and Schoenberg: Abstraction as Visual Metaphor of 
Emancipated Dissonance.” Essay. In Schoenberg, Kandisnky, and the Blue Rider, 79–93. New York: The 
Jewish Museum. 79 
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elements - emotions or “vibrations” of the soul, as well as an unprecedented visual 

form.”9 

Paul Klee, on the other hand, rejected the new style of composition; he looked to 

the 18th century composers Johann Sebastian Bach and Mozart as the highest level of 

perfection in an art form. He wanted to achieve this level of success - rhythmic precision, 

chromatic use of color, and stimulation of both the intellect and the emotions - for 

painting. His methods would align him with the Orphists if not for his use of squares 

rather than circles and his occasional depiction of something objective, such as trees or a 

face. 

What Klee did take from Schoenberg was his matrix system which produced 

endless variation. Much like the “magic square” of Eastern tradition (or what we might 

commonly understand today as Sudoku), the twelve-tone matrix was a twelve square by 

twelve square system.10 The rows read in horizontal order gave you the original tone 

pattern, or prime. The reverse of that row gave you the retrograde, or the original tone 

pattern in reverse. The vertical rows read in order gave you the inversion, which is 

determined on a mathematical equation calculated from the prime. This vertical row read 

backward is the retrograde inversion. This can be seen best demonstrated in Klee’s 

“Rhythmisches”, but based on his notebooks, he also employed this in his pedagogical 

practice (Figure 1). 

 
 
 
 
 

9 Dabrowski, Magdalena. 2003. “Kandinsky and Schoenberg: Abstraction as Visual Metaphor of 
Emancipated Dissonance.” Essay. In Schoenberg, Kandisnky, and the Blue Rider, 79–93. New York: The 
Jewish Museum.79 
10 Aichele, K. Porter. 1994. “Paul Klees ‘Rhythmisches’: A Recapitulation of the Bauhaus Years.” 
Zeitschrift Für Kunstgeschichte57 (1): 75–89. https://doi.org/10.2307/1482689. 
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Fig. 1 - Paul Klee’s graphical representation of the opening bars of the Adagio from the sixth 

sonata for violin and obbligato harpsichord, BMV 1019/4, by Johann Sebastian Bach. Extract 

from Klee’s 1921 – 1922 Bauhaus Lectures “The Thinking Eye” published in his Pedagogical 

Notebooks.
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Perhaps what I find most interesting of Klee and Kandinsky’s own attempts in 

assuming Wagner’s mission to reunite the arts, is their autobiography and theosophical 

thoughts on painting. As someone who creates artwork, I am most drawn to these artists 

paintings in the ways they use color, and how they employ the basic elements of a 

painting in which each line, circle or square is both an autonomous element, and yet in 

the juxtaposition with the other like or contrasting elements, creates harmony or 

dissonance. But it is only through my understanding of their oeuvre through the lens of 

art historical writing that I can enter their work. 

The knowledge that both men were amateur, or semi-professional musicians helps 

me understand their abstractions. Knowing that Kandinsky had synesthesia and was 

enamored with Schoenberg’s compositional style explains how his paintings varied so 

greatly from the Orphists. Knowing that Klee’s father was a professional musician, that 

Klee himself was a semi-professional musician, and that he married a musician makes 

more sense to me why he might reject the music from the “Second Viennese School”. 

What I take away most from these men’s projects of painting music is not how 

their paintings succeed, but how their abstractions absent from additional writings from 

the artists or the movements within the European pre-war art scene, appear as mere 

abstraction. Their employment of abstraction based in their own understanding of music 

and color, but without context, leaves the viewer to believe that these paintings are more 

about use of color, as well as painting expressively through psychological automatism 

rather than through a lot of thought, research, and system development. Perhaps, between 

Klee and Kandinsky, Klee’s work would seem less arbitrary because he is using a grid, 

and naturally grids indicate some meaning or the presence of a system. 
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Learning from Past Artists’ Projects 
 

Musica Universalis was created as a response to Klee and Kandinsky’s pursuit of 

pure abstraction, keeping the parts that worked and improving on where I felt these 

earlier experiments failed, if success was defined by whether the viewer associated music 

with the abstract paintings. In a project like the Orphists and Paul Klee, looking to chord 

structures or beats per measure as a system for making abstractions can be a fun process, 

almost like a game, for the artist. Presented with almost limitless content and variables 

from which to create work, the artist never has to worry about running out of inspiration. 

Unfortunately, for the viewer, the meanings of these abstractions can be opaque and 

inaccessible unless presented with some supplemental or contextual material. 

Similarly, the synesthetic approach, such as Kandinsky’s oeuvre, is limited to the 

artist’s experience. Presented without the music, it is difficult for the viewer to 

understand what his disparate forms and colors mean. It would still be difficult for the 

viewer to make a connection between the elements within the painting and the elements 

within the composition because synesthesia is an uncommon phenomenon and unique to 

the individual, even with the music present.11 

Strangely, there seems to be less of a barrier for the audience when presented with 

musician’s interpretations of visual works. At least with the examples I’ve researched, it 

seems that there is a simultaneity in presentation: the image of the visual artwork is either 

projected during the performance or printed in the program materials. Additionally, there 

 
 
 
 
 
 

11 Layden, Timothy, Christine Soffing, and Klaus Schmidtke. 2015. “Comparing the Shape of Sounds: An 
Artistic Investigation.” www.researchgate.net. 

http://www.researchgate.net/
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is a history within music theory of composers drawing graphic notations, 

sometimes referred to as augenmusik or “eye music” (Figure 2), which are then 

intended to be interpreted by the performer or ensemble.12    

In addition to this issue of accessibility of meaning, these projects also pose the 

issue of truth in representation to the original content. There are many individual 

elements within a visual or musical composition, often resulting in a narrowed focus on 

translating only a couple of elements. Additionally, each medium has its own aesthetic 

and theoretical rules and systems in place, which in turn affects the translation. When 

interpreting a visual work into music, for example, it becomes subject to different rules 

depending on what genre of composition you are creating.13 Hence, the new work is an 

interpretation of the original and not a replicated translation. 

I developed a system for decoding all of the visual elements in my drawings 

instead of handing the music composition process off to a composer skilled in music 

theory - ensuring the resulting musical output would be closer to an aural translation than 

an interpretation. I always ran into the same issue: how to translate the rhythm visually 

present within the drawings with as much accuracy as possible. This held up my progress 

in resolving the composition process or handing off the data to a collaborating composer. 

I was not fond of the idea of adhering to a system of composition only to resolve the 

issue of rhythm through an arbitrary decision. I wanted any delineation to be the result of 

failure in translating from one medium, technology, or system to another. 

 
 
 
 
 
 
 
 
 

12 Lewis, Kevin D. 2010. “A Historical and Analytical Examination of Graphic Systems of Notation in 
Twentieth-Century Music.” Thesis. University of Akron. 
13 Levitin, Daniel J. 2006. This Is Your Brain on Music: The Science of a Human Obsession. Dutton 
Penguin.114 - 115 
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Fig. 2 – Example of graphic notation in music. Points Graphic Score, (Page 9)  

by Barbara Szeremeta
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I created a master music box scroll to resolve this issue, which served as a sort of 

analog version of a MIDI (Musical Instrument Digital Interface) scroll. I took my 

individual tracings of red vertical lines connecting the chord structures (Figure 3), taped it 

to a desk, cut a section of music box scroll (a little wider than either side of the tracing 

paper), and taped that in place. I lined up where each line would go using a ruler. I 

referred to my chronological list of chord clusters I made from the drawings to punch the 

holes for the music box composition, adding a checkmark next to each one as I punched 

them. There were some points in variation from the original drawn composition; I would 

puncture the notes in the chord in a different order as listed when the structural integrity 

of the paper scroll became a concern. 

I taped the scrolls together and recorded the entire music box scroll composition 

on a digital voice recorder after repeating this process for each of the eight drawings. I 

sent this recording to my collaborator, Niko Duane Schroeder, for de-noising, processing, 

and arranging in the composition software. He was able to lengthen all of the notes while 

retaining the proportions between each note’s length on the music box recording. 

My underlying motivation throughout the entire project was the accessibility of 

the experience to the viewer. Part of this involved recognizing that each process, 

technology, and material I used came with its own set of language. Even though the 

overall meaning the viewer was supposed to gain from the exhibition had little to do with 

whether they knew anything about music or weaving, I had to recognize that these were 

perceived barriers to some viewers. Learning from the opacity of Klee and Kandinsky’s 

projects, I realized that each visual component within the exhibition needed its auditory 

counterpart present to direct the viewer to connect the art objects and drawings to music. 
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I made sure that everything within the installation had a relationship to something else 

within the space and was necessary to the experience of the exhibition. 

 
 
 

 
Fig. 3 – Traced lines of rhythmic lines from 

 
System of Circles 1 
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Musica Universalis – The MFA Exhibition 
 
 

Promenade: Musica Universalis (the choral arrangement) 
 

The viewer hears the choral music before entering the gallery. The subdued 

lighting of the space echoes the calm, reflective tone of the choral recording emanating 

from the gallery speakers. 

Named for the recurring motif in Modest Mussorgsky’s suite Pictures at an 

Exhibition, a recurring source of inspiration for my earlier work and the inception of 

Musica Universalis, this section focuses on the viewer’s experience walking through 

the exhibition. In Pictures at an Exhibition, Mussorgsky visits an exhibition of his 

recently deceased painter friend’s work and composes an individual song for each 

painting.14 Promenade begins the suite and returns between each of the songs paired 

with the paintings. Although the theme of Promenade is similar each time, it varies 

each time to represent how the walk between each work in the exhibition varies in 

duration and experience.15 

The experience in walking from one work to the next in Musica Universalis is 

likewise accompanied by a looping soundtrack. Unlike Mussorgsky’s Pictures at an 

Exhibition, there is no clean break from one musical composition to the next. The looping 

choral composition plays the entire duration of the exhibition. While the choral 

composition sung once through has a runtime of five minutes and thirty-eight seconds, 

the looped composition is timeless. The viewer cannot discern when the composition 

begins, when it ends, and when the loop begins again. This is in part thanks to the 

 

14 Orlova, Aleksandra A. 1983. Musorgsky's Days and Works: A Biography in Documents. UMI Research 
Press. 24. 
15 Mussorgsky, Modest. 1931. Pictures at an Exhibition (Score). Moscow, Muzgiz: P. Lamm. Preface. 
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absence of lyrics to the composition, and additionally because the end of the composition 

does not resolve the diminished seventh chord, meaning that the final chord is dissonant 

and would set the listener at unease if it ended there. Psychologically, it is known as a 

leading tone because in music theory, it usually returns the composition to the major 

chord, ending in consonance.16 

The composition is recorded by an un-auditioned high school choir, meaning the 

director has limited control over the quality of the performance. There is a mix of skill 

sets, abilities, vocal maturity, and interest within the makeup of the choir. The students 

are skilled at singing a particular set of musical composition styles, and this new 

arrangement is a challenge to the singers. The resulting recording is an in-progress 

rehearsal recording, inspired by Janet Cardiff’s 40 Part Motet, which is atypical of how 

the general public experiences choral ensembles. Usually, the audience member’s 

experience of a choir is with the choir physically in front of them. In my personal 

experience, this is usually because they have a connection to someone who is singing in 

the choir, but this is not always the case. It’s strange to think about, but people come to 

live music performances to see the person sing. In the composition Musica Universalis, 

that which is typically visible, the choir in this case, is invisible. 

Without the physical presence of the choir in the gallery, the viewer is left to pay 

more attention to what they are listening to and what they are hearing. It becomes more 

noticeable when one of the voice sections doesn’t stay on pitch, or makes an unclear 

entrance, or when the students turn the pages of the music they are reading. Again, these 

are the sorts of anomalies that audio engineers edit out of musical ensemble recordings, 

 

16 Levitin, Daniel J. 2006. This Is Your Brain on Music: The Science of a Human Obsession. Dutton 
Penguin. 29, 269 
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but in this exhibition, these imperfections are elevated to content, reinforcing 

the recurrent themes of beauty in the imperfection, and presenting that which 

is invisible visible, and vice versa. 

 
 

Artifact of the Composition Process 
 

The viewer is met first with Artifact of the Composition Process (Figure 4), 

a ninety-eight-inch-long music box scroll punched with holes that correlate with 

each of the eight systematic drawings displayed on the wall just inside the main 

gallery entrance. 

The strip is stretched taut across three piano hammers screwed into the 

wall as a Readymade shelf. The music box scroll is rolled around the dowel of the 

outer two hammers and taped in place to maintain the tension. Due to the flatness 

of the scroll and the display height, the paper almost slips into the white wall 

behind it, leaving only the shadows cast through the strip and the piano hammers 

visible. 

The strip is lit with three lights, each installed at a different location along 

the light track and oriented in different angles, adding further complexity to the 

pinpoints of light projected on the wall. Each light source translates the projection 

to a different point on the shadow. This piece prepares the viewer to be attentive to 

the shadows, materiality, and textures throughout the remaining exhibition. 

As the title suggests, this music box scroll is an artifact from the process of 

composing the choral arrangement, Musica Universalis. Due to its similarity in 

layout to a MIDI (Musical Instrument Digital Interface) (Figure 5) and player  
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 Fig. 4 - Artifact of the Composition Process 
 

music box paper scroll and piano 

hammers 98 in. x 1.5 in. x 3 in. 

2019 
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Fig. 5 – Screen capture of MIDI roll 
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piano scroll it was the easiest method in translating the rhythm and pitch, and voicing of 

the notes proportionally to the visual representation the systematic drawings. The audio 

recording of this music box strip had a runtime of five minutes and fifty-nine seconds, but 

in exponentially lengthening the duration of all of the notes to accommodate the human 

voice, the total eight-drawing composition would have been over seven hundred and 

seventy measures long with a runtime of one hour and forty minutes. As a result, the 

choral composition present in Musica Universalis is translated from System of Circles 1 

alone. 

 
 

System of Circles 1 
 

Moving to the wall adjacent to Artifact of the Composition Process, the viewer 

sees System of Circles 1 (Figure 6), the first of eight systematic drawings within the 

exhibition. While each of the eight drawings are different, their visual properties, 

material, display and meaning within the greater context of the exhibition are virtually the 

same. As a result, I will write at length about System of Circles 1 and Performance of 

System of Circles 1 to demonstrate the similarities between all eight drawings to avoid 

redundancy. Each of the individual systematic drawings can be viewed within the plates 

of the text (Figures 11–17). 

I will explain the significance of System of Circles 1 before I write about the 

similarities between all eight drawings. This drawing is set apart from the other seven 

because it is the key that ties the archival works in the front half of the gallery to the 

found object weavings in the back half of the gallery, as well as the choral recording 

playing overhead. The attentive viewer might be rewarded by looking at this 

drawing on this first wall inside the left side of the gallery and then shifting their focus to 

the two weavings on the corner diagonal in the back of the gallery (Figure 7). The 
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Fig. 6 – System of Circles 1 and Performance of System of Circles 1 
 

Copier paper, pen, programmable music box 
 

15.75 in. x 13 in. x 1.5 in. 
 

2019 
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Fig. 7 – Installation view of System of Circles 1, Tenor, and Alto 2 
 

2019 
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arrangement of the rectangles in those weavings are in a similar formation to the clusters 

of circles in this drawing. This is because System of Circles 1 is the source of the notes 

being sung on the audio recording of the high school choir looping over the gallery 

speakers, and the majority of the pitches landed within the alto voice range. 

This drawing, as well as the other seven featured in the exhibition, originated 

from an automatic drawing made on manuscript paper initially created as part of the 

periphery of my studio practice. (Figure 8). The manuscript drawing from which all other 

drawings and compositions derive is not present within the exhibition as a curatorial 

decision. 

The manuscript drawing was segmented into eight systems of circles based on the 

number of lines and spaces found on the music box scroll template I use for the music 

boxes on a photocopy of the original (Figure 9). I say based loosely because I did not 

adhere specifically to the placement of the staff on the scroll template, which is not 

centered. I drew out five, ideally, evenly-spaced lines in red above the staff, and another 

five in blue below. On the line that was the bottom of the previous system and the top of 

the following network of circle, I drew a darkened black line to signify the break. 

While the eight drawings are included as relics of the composition process, they 

are also compelling as artworks on their own. The original manuscript drawing may have 

included more context for viewers not privy to every step of translation throughout the 

composition process, but I found that including the drawing would remove the mystery 

surrounding the works within the space, detracting attention from the exhibition’s real 

purpose, which is for the viewer to be present and attentive to what they are seeing, 

hearing, and feeling. In presenting the drawings, weavings, and music together with only 



23 
 

 

 
 

Fig. 8 – Manuscript Drawing 
 

Pen on manuscript paper 

9 in. x 12 in. 

2018 
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Fig. 9 – Manuscript Drawing Deconstructed 
 

Pen on copier paper 
 

8.5 in. x 11 in. 
 

2018 
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selected archives from the composition process, the viewer is left with a puzzle - a 

disrupted timeline - as to how the exhibition’s contents came into being. If each archive 

of the composition was present - or just the initial manuscript drawing - the relationship 

between things would become too literal, flattening the meaning of the work to merely 

the act of translation and process. Additionally, this would have placed more importance 

on the drawings within the exhibition, disrupting the carefully considered balance 

between all the elements present within the space. 

I traced these new collections of circles on plain copier paper with enough space 

between them to be able to tell what the new systems looked like detached from the 

others (Figure 10). I created a master Adobe Illustrator template of the manuscript paper 

with a staff and grid more accurate to the music box scroll template. I scanned each of the 

traced systems of circles, edited it in Photoshop, and placed the clean line drawing scan 

into the Illustrator file. I tried to live trace it, but the drawings would lose circles in the 

process. Instead, I placed the scan of circles proportionally to fit within the top- and 

bottom-most lines of the grid. I placed vector circles within the openings of the drawn 

circles. I copied this into a new document and printed the grid with only the vector circles 

for each system. 
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Fig. 10 – Manuscript Systems of Circles 
 

Pen on copier paper 
 

8.5 in. x 11 in. 
 

2018 
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On the printout, I wrote out the note name for each horizontal line of the grid as it 

corresponded to the piano keyboard, as represented on the music box scroll template, and 

assigned dots in the spaces between the black lines on the grid either a flat or sharp value 

(black keys on the piano keyboard). This is another error in the process of translation, as I 

hadn’t realized yet that the music box was in the key of C and wouldn’t have any flats or 

sharps. I drew vertical lines in red ink to connect the dots into what would later be chord 

clusters and scribbled down the note names above or below the staff along the drawn line 

they were connected to. As a result, the drawings in the space have printed horizontal 

black lines of varying thickness and vector circles, and hand-drawn vertical red lines and 

scribbled note names in black ink. The most compelling aspect of these drawings to is 

their rhythmic visual elements. 

The drawing in this exhibition is not an aestheticized object. It is drawn on copier 

paper with non-archival ink. Presented within the direct gallery lighting, the viewer can 

see wrinkles in the form of the paper from where my hand rested during the decoding 

process. The oils and sweat from my hand caused the paper to shrink and pull in unique 

ways. The drawing is matted with white cardstock which just barely misses covering up 

marks along the drawing’s edge. The matted drawings are presented in beautiful, 

carefully-crafted, custom wood frames. The finishing of the wood creates a vertical line 

quality in the grain which echoes the rhythm present within the drawings themselves. The 

light color of the wood ties in to the color palette from the piano parts throughout the rest 

of the gallery. 
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Fig. 11 – System of Circles 2 and Performance of System of Circles 2 

 
Copier paper, pen, programmable music box 

 
15.75 in. x 13 in. x 1.5 in. 

 
2019 
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Fig. 12 – System of Circles 3 and Performance of System of Circles 3 
 

Copier paper, pen, programmable music box 
 

15.75 in. x 13 in. x 1.5 in. 
 

2019 
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Fig. 13 – System of Circles 4 and Performance of System of Circles 4 
 

Copier paper, pen, programmable music box 
 

15.75 in. x 13 in. x 1.5 in. 
 

2019 
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Fig. 14 – System of Circles 5 and Performance of System of Circles 5 

 
Copier paper, pen, programmable music box 

 
15.75 in. x 13 in. x 1.5 in. 

 
2019 
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Fig. 15 – System of Circles 6 and Performance of System of Circles 6 

 
Copier paper, pen, programmable music box 

 
15.75 in. x 13 in. x 1.5 in. 

 
2019 
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Fig.16 – System of Circles 7 and Performance of System of Circles 7 

 
Copier paper, pen, programmable music box 

 
15.75 in. x 13 in. x 1.5 in. 

 
2019 
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Fig. 17 – System of Circles 8 and Performance of System of Circles 8 

 
Copier paper, pen, programmable music box 

 
15.75 in. x 13 in. x 1.5 in. 

 
2019 
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Each drawing is accompanied by a music box with a paper scroll hole-punched 

with the notes identified in the drawing. Although both the choral recording and the 

music box are made from the same notes and chord clusters, the two songs differ in 

sound because of the difference in the timbre of the music box versus the timbre of the 

human voice. Additionally, the music box is constrained to one set of fifteen pitches, so 

the chord clusters are closer together and sound more discordant. The structural integrity 

of the music box scroll is vulnerable and deteriorating as a result of the close proximity 

between the hole punches. There are no extra music box scrolls on-hand in case one tears. 

This becomes part of the exhibition’s ephemerality. For future exhibitions, the 

deteriorated music box scrolls would be replaced with new scrolls. 

The music box is tuned to the key of C, whereas the choral composition is 

arranged in the key of F for ease in noise removal from the audio recording of the music 

box master scroll in preparation for choral arrangement. It remains in the key of F for the 

ease of the placement of the pitches within the singers’ voice range. Due to these 

differences in frequency and key, it is possible to discern the music box song from the 

recorded choral composition, and yet perceive them simultaneously. 

The music box scrolls are taped in a loop, allowing the viewer to continuously 

play the composition without re-feeding the scroll at the end of the song. Under direct 

lighting, these looped scrolls project the three-dimensional cylindrical form’s shadow, 

flattening to two-dimensions an irregular oval shape. As the music box is played, the 

shadows and projected pinholes of light from the scrolls shift and change. 
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Arrangement of the Other Seven Systems of Circles 
 

The remaining drawings and their music boxes wrap counter-clockwise along the 

perimeter of the front half of the gallery, displayed in chronological sequence as the 

viewer moves from the right side of the gallery to the left. This is indicated through the 

numbering system as well as the titling within the printed booklets available. This 

sequencing is not as important for the viewer’s understanding of the exhibition but 

presented a logical answer in how to layout the exhibition. It also suggests that there is a 

system or order that is at work within the project, even if the viewer isn’t certain what 

that system is. 

 
 

Found Object Weavings 
 

If the viewer follows the numerical ordering and counter-clockwise path through 

the gallery, they will transition from System of Circles 8 and Performance of System of 

Circles 8 into the back of the gallery where there are six found object weavings. These 

objects, in the totality of their semi-circle arrangement, is best viewed from the vantage 

point at the front of the gallery. The four weavings on the long outer walls of the semi- 

circle, Alto 1 (Figure 18), Alto 2 (Figure 19), Soprano 2 (Figure 20) and Soprano 1 

(Figure 21), were created on deconstructed piano actions turned into a warp-weighted 

loom. A warp-weighted loom is a loom that has free hanging warp threads with weights 

attached to the end of the threads to hold the tension necessary to the weaving process. 

The piano action is the part where the hammers and dampers are attached to the piano. 

The action has kinetic wooden arms that enable the hammers to strike the piano wires 
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when a key is pressed. These pieces of the piano are rarely seen but serve as integral parts 

to the form and function of the piano. 

The piano action is held in position inside the piano by four metal wishbone- 

looking braces. I removed the two outermost metal arms and turned the deconstructed 

action upside down in order to be used as a warp-weighted loom. The arms now serve as 

a brace to hold the action in place, and the long metal bar on the back is hung onto screw 

hooks. Now that the action is upside down, the screw eyes are on the underside of the 

front part of the apparatus. The warp, vertical, hanging threads with tension at the end, is 

threaded through these. 

Once the warp is threaded, I divided the threads into groups of twelve or sixteen 

threads, loosely dependent on the location of the metal support arms, and attached 

bundles of three or four threads to a piano hammer. Each segment is attached to their 

respective piano hammers and I bound the warp threads together to add more tension and 

to maintain relative consistency of the tension between the threads. The warp is 

interrupted at the ends of the bundled sections. As the weft is passed, horizontal threads 

woven over and under the warp, these interruptions within the warp leave the weft 

threads in a looser, more vulnerable structure. It is flaws within the weaving that project 

pinholes within the shadows on the wall, reminiscent of the projected shadows and light 

of the music box scrolls. Additionally, the repetition in the shadows cast by the piano 

hammers echoes the repetitive line quality within the drawings. 

The weavings on the back two walls, Bass (Figure 22) and Tenor (Figure 23), 

were woven on the keyboards of the piano after the keys were removed. The remaining 

pegs, on which the keys were able to pivot, made this a Readymade frame loom. After 
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wrapping the warp threads around each of the pegs in an up and down fashion, these were 

ready to be woven on. 

The resulting woven structures on these experimental looms were woven using 

the tapestry method of weaving. Tapestry is a pictorial style of weaving in which the weft 

threads cover the entirety of the warp threads. Traditionally in weaving practices, the 

fabric is woven on an apparatus, usually a loom, with the intent of being removed from 

the tool after completion. Weavings typically are created with a functional use in mind; 

even tapestries historically served to help insulate dwelling spaces. By displaying the 

weavings on the piano part looms, I am bringing the framing device and tool responsible 

for the weaving’s creation into focus, making what is typically invisible visible. 

The designs for these tapestries came from translating each voice part from the 

choral composition Musica Universalis onto grid paper in a system similar to MIDI 

notation. This markup of the design is called a cartoon. I scanned each cartoon, lightly 

edited the scans in Photoshop, scaled the image to print tiled on five sheets of paper to fit 

the width of the piano parts, and taped the pieces together. This enlarged cartoon was 

secured underneath the warp so I could see where to weave in each red rectangle. Due to 

the distance between the weighted warp and the wall where the cartoon was pinned, there 

were some shifts in distance between the marks as they were translated into the weaving. 

The red markings on Alto 1 and Alto 2 are similar as there weren’t many 

differences in the two voice parts. They also were created on fairly similar piano actions 

with smaller metal support arms. This is why these two weavings do not have part of the 

piano interrupting the woven structure. Soprano 2 had a similar piano action to Alto 1 and 

Alto 2, although with a slightly different metal brace; all three were made after the painful 
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Fig. 18 – Alto 1 and Performance of Alto 1 
 

Piano action, cotton thread, wool yarn, programmable music box, wood from piano 

51 in. x 16 in. x 3.5 in. 

2019 
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Fig. 19 – Alto 2 and Performance of Alto 2 

 
Piano action, cotton thread, wool yarn, programmable music box, wood from piano 

51 in. x 17 in. x 4.5 in. 

2019 
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Fig. 20 – Soprano 2 and Performance of Soprano 2 
 

Piano action, cotton thread, wool yarn, programmable music box, wood from piano 

51 in. x 19 in. x 4.5 in. 

2019 
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Fig. 21 – Soprano 1 and Performance of Soprano 1 

 
Piano action, cotton thread, wool yarn, programmable music box, wood from piano 

51 in. x 21 in. x 6 in. 

2019 
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learning process that Soprano I presented. It is important to note also that the cartoon 

process for Soprano 1 was different from the other five; the scanned cartoon was 

projected onto papers pinned to my studio wall, where I then colored in the rectangular 

markings. It was closer to the true width of the piano action, which consequently also 

meant more passes of warp thread to keep the length proportional. A more streamlined, 

less laborious process was developed for the remaining weavings as a by-product of this 

learning through the weaving process. 

Bass has the most negative space as it is also the voice part with the most 

measures of silence. Bass and Tenor were the two parts chosen to be woven on the piano 

keyboards as they had the shortest distance between notes sung in their vocal parts, and 

the piano keyboards had a fixed width for the warp. The choral arrangement was a six-

part arrangement, and I had access to two piano keyboards and five piano actions. 

Mathematically, it made sense to designate the keyboards the lower pitch, traditionally 

male, voice parts and the piano actions the higher pitch, traditionally female, voice parts. 

In the process of weaving on the weighted looms, the corseting of the selvage edge 

reinforced this “gendering” of these woven objects. 

Like the drawings in the front of the exhibition, each found object weaving is 

displayed with its own Performance of… music box and looped paper scroll. These 

music box scrolls vary from the eight paired with the drawings as they are structurally 

more intact. Rather than being filled with hole punches, these music box scrolls are 

created from reading one voice part from the choral composition. As a result, there is 

only one note playing at any time, and there are moments of silence between the notes 

because no one part is responsible for singing for the entire duration of the composition. 
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Fig. 22 – Bass and Performance of Bass 

 
Piano keyboard pegboard, cotton thread, wool yarn, programmable music box, wood 

from piano 

48 in. x 15.25 in. x 2.5 in. 
 

2019 
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Fig. 23 - Tenor and Performance of Tenor 
 

Piano keyboard pegboard, cotton thread, wool yarn, programmable music box, wood 

from piano 

49 in. x 17.25 in. x 3 in. 
 

2019 



46 
 

These loops are longer because the music is being fit by measure number, whereas the 

drawing’s loops were determined based on the width of the drawings. 

In total, there are fourteen playable, interactive music boxes present within the 

space, each mounted on wood scavenged from the piano to assist with resonance. The 

music boxes are mounted to the wall with the bottom of the wooden mount measured at 

the gallery’s label height. They are displayed at this height in the hope that non-verbally, 

the viewer will understand the invitation to turn the music box. Due to the cultural 

conditioning that accompanies gallery and museum etiquette, there is often a hesitance by 

viewers to know whether they are allowed to touch the music box. For this reason, 

transparent labels with “Play me.” were printed and displayed on the wall near the height 

of the crank, directing the viewer to turn the music box. 

There is a stack of program booklets on the guest book stand, underneath the 

vinyl lettering of the exhibition title. It is designed to resemble a concert program guide, 

and to also provide the viewer a memento to take away from the experience. The inside 

left page and top of the right page has the artist statement, and on the remaining space on 

the inside right page is the exhibition order and titles of work. The back page is a list of 

acknowledgements for all of the many people within my personal and professional 

network who assisted in the development and realization of the installation, bringing the 

work back to community. 

There are fifteen works within the exhibition, and there is an economy and 

balance to the space. Each work is given enough space to breathe and be taken in 

individually, and the direct spotlighting communicates an importance inherent to each 

piece. The shadows within the space command nearly the same amount of attention as the 
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objects themselves. The work is displayed on the walls, leaving the floor space of the 

gallery empty, however it doesn’t feel barren. Instead it serves in the same purpose as 

silence within a musical composition. The air of the gallery is filled with sound from the 

looped recording of the choir and the intermittent playing of music boxes. 

 
 

The Gallery: A Place Where Community Happens 
 

I gave a total of six artist talks about my work throughout the week, including my 

peer review and oral defense. In three of the six speaking engagements, enough people 

were present to play all the music boxes simultaneously. Despite all my tedious planning 

and feverish making of art objects for the exhibition, these performances were what 

resonated most with the viewers. 

My initial focus in creating this exhibition was the art objects. The individual 

visual art elements paired with the auditory component of its “song” presented the 

existence of each “individual”, and the collective performance playing from a direct point 

in the gallery would be the presentation of the “whole”. While this element remained 

essentially present within the final iteration of the exhibition, the thing which I 

considered to be the “artwork” was no longer any of the things I had made. The true 

artwork was what happened within the gallery space. I had created a situation in which 

community could gather, listen and observe together. I created a low-risk level 

opportunity for people to make music together. 

Trying to put into words what this experience was like has been difficult, in part 

because the experience varies between the viewer’s vantage point playing their respective 

music box and the experience as the passive viewer, listening as others fill the space with 
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the coalescing music box songs. The communal playing of the music boxes represents 

voices, showing that all have a different song to sing, as well as different abilities and 

limitations, but when we all sing together, it might be chaotic, but it is also beautiful. 

Still, there is something about the experience of hearing all the music boxes in 

synchronization that transcends description. I asked six people who were present when 

the music boxes were played together, and they too struggled to find the words to 

describe the experience. I think this ties into Paul Klee and Wassily Kandinsky’s 

assessment of music as the “purest form of abstraction”; its ability to directly convey and 

instill emotion. Its resonance with our souls. It’s about the feeling of that moment in time. 

Everyone within the space is connected and unified by this collective experience of 

hearing and playing music together. 

The sound and experience is unquantifiable; it speaks to the viewer’s 

subconscious, engaging a range of memories and emotions. The expectation is that the 

music boxes, when played together, will not be harmonious. One viewer told me, “To 

quote C.S. Lewis, I was surprised by joy.” The sound is reminiscent of bird songs, 

twinkling stars, and children’s toys. As the music boxes are played together, everyone 

within the space stills their self, slows their movement. The sound has a calming and 

tranquil, yet joyful presence. 
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CONCLUSION 
 

In earlier phases of my project, I created abstract weavings almost like automatic 

drawings. As I often entered a meditative state during the creative process, I struggled to 

find words to describe my decision-making because my subconscious was driving the 

making of the object. To bring resolution to these abstractions, I planned to translate their 

visual contents into musical compositions. This process presented too many variables, 

and with them, too many different options of how to interpret the weavings into music. 

As a solution to this overwhelm of indecision, I decided to start the composition 

process from something that was already made and would remain static. From there, I 

was able to develop my system. Studying Klee’s project Rhythmisches, I learned that I 

would need the musical component also present with the source of the composition to 

assist the viewer in understanding the importance of the music to the process. 

Since I was no longer using my experimental weavings as the starting point for 

my compositions, the weavings’ markings would be determined based on the individual 

voice parts within the choral composition. Essentially, I wound up working backward 

from my original plan. 

A point of distinction within my project was that people with experience or 

knowledge of music understand the project faster and more completely than those 

without music education. While I believe the overall idea of the work reaches beyond 

music and that you do not need to be able to read music for the artwork to be accessible, I 

realize there is a perceived barrier to its accessibility because music is present. This is 

true also for those unfamiliar with weaving, although not to the extent of music. 
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Beyond these barriers, I believe my work maintained balancing the importance of 

both the visual and musical elements, careful to not leave one subservient to the 

experience of the other. In doing so, I believe my visual artworks were less opaque than 

Kandinsky and Klee’s projects. When I call their projects opaque, I did not associate any 

meaning beyond abstract usage of color and form in their paintings, let alone make the 

connection to music. I do not know if it was important to the artists for the viewer to see 

their paintings as visual analogs for music, or if the process of interpreting elements from 

music into visual color, rhythm, and shape was enough for them. 

The viewer’s ability to connect my own visual abstractions to music was 

important, so this was the viewpoint from which I entered analyzing Klee and 

Kandinsky’s works. The abstract weavings I created prior to the development of Musica 

Universalis, in a way, resembled Kandinsky’s paintings; I had no limitations or 

underlying code directing my choices in color, materials, width, or found objects. While I 

was composing the weavings from an intuitive headspace, how some composer’s work, I 

couldn’t hear what the final piece might sound like. The viewer was left with mixed 

languages from the various materials and objects incorporated in the weavings and 

confused about the meaning of the work. 

To resolve these abstractions, I borrowed a little from Klee: I developed a system 

to identify limits to what I would or wouldn’t use within my works, however, I did not 

use the twelve-tone matrix method to develop my composition. I applied a system that 

could be visually present within the gallery instead, the programmable music box, to give 

a visual as well as auditory referent. 
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The resulting system was what I found to be a middle ground between the two 

artists’ approaches: my starting point for the music composition process originated from 

artwork created out of intuition and automatic drawing, and applying the system allowed 

me to apply meaning to the arbitrary markings in the drawing. I believe the key to Musica 

Universalis’ success lies in the balances found between intuition and logic, visual and 

aural, as well as many other dualities present. 



52 
 

BIBLIOGRAPHY 
 
 
Adamson, Glenn. 2008. “When Craft Gets Sloppy.” Crafts 211: 36–40. 

 
Adamson, Glenn. 2018. Thinking through Craft. London: Bloombury Visual Arts. 

Aichele, K. Porter. 1994. “Paul Klees ‘Rhythmisches’: A Recapitulation of the Bauhaus 

Years.” Zeitschrift Für Kunstgeschichte 57 (1): 75–89. https://doi.org/10.2307/1482689. 
 
Albers, Anni. 1979. On Weaving. Middletown: Wesleyan University Press. 

 
Auther, Elissa. 2010. String, Felt, Thread: The Hierarchy of Art and Craft in American Art. 

 
Minneapolis: University of Minnesota Press. 

 
Baddeley, Oriana. 1991. “Her Dress Hangs Here: De-Frocking the Kahlo Cult.” Oxford Art 

Journal 14 (1): 10–17. https://doi.org/10.1093/oxartj/14.1.10. 

Breder, Hans. 1995. “Intermedia: Enacting the Liminal.” Performing Arts Journal 17 

(2/3): 112–20. https://doi.org/10.2307/3245784. 

Brown Brené. 2010. The Gifts of Imperfection: Let Go of Who You Think You're Supposed to 

Be and Embrace Who You Are. Center City, MN: Hazelden. 

Brown Brené. 2017. Braving the Wilderness: The Quest for True Belonging and the Courage 

to Stand Alone. New York: Random House. 

Bryan-Wilson, Julia, Alexander Blair Dumbadze, and Suzanne Perling Hudson. 2013. “Knit 

Dissent.” Essay. In Contemporary Art: 1989 to the Present, 245–53. Chichester, West 

Sussex: Wiley-Blackwell. 

Bucher, John K. 2018. Storytelling for Virtual Reality: Methods and Principles for Crafting 

Immersive Narratives. New York, NY: Routledge. 



53 
 

Cascone, Kim. 2000. “The Aesthetics of Failure: ‘Post-Digital’ Tendencies in Contemporary 

Computer Music.” Computer Music Journal 24 (4): 12–18. 

https://doi.org/10.4324/9781315094588-7. 

Caws, Mary Ann. 1986. “Ladies Shot and Painted: Female Embodiment in Surrealist Art.” 

Essay. In The Female Body in Western Culture, edited by Susan R. Suleiman, 262–87. 

Cambridge, Massachussetts: Harvard University Press. 

Cottington, David. 2005. Modern Art: A Very Short Introduction. Oxford: Oxford University 

Press. 

Crow, Thomas. 1996. “Modernism and Mass Culture in the Visual Arts.” Essay. In Modern 

Art in the Common Culture, 3–37. New Haven: Yale UP. 

Dabrowski, Magdalena. 2003. “Kandinsky and Schoenberg: Abstraction as Visual Metaphor 

of Emancipated Dissonance.” Essay. In Schoenberg, Kandisnky, and the Blue Rider, 79– 

93. New York: The Jewish Museum. 
 
Debord, Guy. 2010. Society of the Spectacle. Detroit: Black & Red. 

 
Eliza. 2018. “Richard Wagner's Concept of the 'Gesamtkunstwerk'.” Interlude.hk. Accessed 

April 19, 2018 . http://www.interlude.hk/front/richard-wagners-concept-of-the- 

gesamtkunstwerk/. 

Foster, Hal. 2004. “A Little Anatomy.” Essay. In Prosthetic Gods, 224–54. Cambridge, 

Massachusetts: The MIT Press. 

Foucault, Michel. 1965. Madness and Civilization: A History of Insanity in the Age 

of Reason. New York. 

Gena, Peter, and Jonathan Brent. 1983. A John Cage Reader: In Celebration of His 70th 

Birthday. Edited by Don Gillespie. New York: Peters. 

Hainley, Bruce, Dennis Cooper, and Adrian Searle. 2003. Tom Friedman. London: Phaidon 

Press. 



54 
 

Helland, Janice. 1990. “Aztec Imagery in Frida Kahlo's Paintings: Indigenity and Political 

Commitment.” Women's Art Journal 11 (2): 8–13. 

Higgins, Dick. 2001. “Intermedia.” Leonardo 34 (1): 49–54. 
 
Higgins, Dick. 1989. “Pattern Poetry as Paradigm.” Poetics Today 10 (2): 401–

28. https://doi.org/10.2307/1773030. 

Kiaer, Christina. 2001. “The Russian Constructivist Flapper Dress.” Critical Inquiry 28 

(1): 185–243. https://doi.org/10.1086/449038. 

Klein, Julie Thompson. 2015. “Collaborating and Rewarding.” Interdisciplining Digital 

Humanities: Boundary Work in an Emerging Field, 135–56. 

https://doi.org/10.2307/j.ctv65swxd.11. 

Krauss, Rosalind. 1986. “The Originality of the Avant-Garde.” Essay. In The Originality of 

the Avant-Garde and Other Modernist Myths, 151–70. Cambridge, Massachusetts: The 

MIT Press. 

Kölle, Brigitte, Hubertus Gassner, Brigitte Kölle, Petra Roettig, Petra Roettig, Eva Hesse, 

Helen Hesse Charash, et al. 2013. Eva Hesse One More than One. Ostfildern: Hatje 

Cantz. 

Layden, Timothy, Christine Soffing, and Klaus Schmidtke. Accessed April 12, 2019. 

“Comparing the Shape of Sounds: An Artistic Investigation.” www.researchgate.net. 

Levitin, Daniel J. 2006. This Is Your Brain on Music: The Science of a Human Obsession. 
 

Dutton Penguin. 
 
Lewis, Kevin D. 2010. “A Historical and Analytical Examination of Graphic Systems of 

Notation in Twentieth-Century Music.” Thesis. University of Akron. 

Logan, Liz. 2015. “Taking Skill Down A Peg.” American Craft 75 (6): 96–98. 

http://www.researchgate.net/


55 
 

Machon, Josephine. 2013. Immersive Theatres: Intimacy and Immediacy in Contemporary 

Performance. Basingstoke: Palgrave Macmillan. 

Mansfield, Elizabeth, and H.H Arnason. 1998. History of Modern Art: Painting, Sculpture, 

Architecture, Photography. 7th ed. New York: Pearson Education. 

Marclay, Christian, Kim Gordon, González Jennifer A., and Matthew Higgs. 2005. Christian 

Marclay. London: Phaidon Press. 

Metcalf, Bruce. 2013. “Sloppy and Ugly.” Metalsmith 33 (3): 20–21. 
 
Mussorgsky, Modest. 1931. Pictures at an Exhibition (Score). Moscow, Muzgiz: P. Lamm. 

ODoherty, Brian. 1999. Inside the White Cube: The Ideology of the Gallery Space. Berkeley: 

Univ. of Calif. Pr. 
 
Orlova, Aleksandra A. 1983. Musorgsky's Days and Works: A Biography in Documents. 

 
UMI Research Press. 

 
Pollock, Griselda. 1988. “Modernity and the Spaces of Femininity.” Essay. In Vision and 

Difference: Femininity, Feminism and the Histories of Art, 50–90. London: Routledge. 

Porcello, Thomas, Louise Meintjes, Ana Maria Ochoa, and David W. Samuels. 2010. “The 

Reorganization of the Sensory World.” Annual Review of Anthropology 39: 51–66. 

Rinder, Lawrence, Tim Hawkinson, Howard N. Fox, and Doug Harvey. 2005. Tim 

Hawkinson. New York: Whitney Museum of American Art. Distributed by Harry N. 

Abrams 

Russolo, Luigi. 1913. “The Art of Noise: Futurist Manifesto.” New York: New York. 
 

Something Else Press 
 
Siegel, Daniel J. 2017. Mind: A Journey to the Heart of Being Human. New York: W.W. 

Norton et Company. 



56 
 

Smith, T'ai. 2009. “Unknown Weaver, Possibly Else Mögelin, Wall Hanging, 1923.” Essay. 
 

In Bauhaus 1919 -1933: Workshops for Modernity, 116–19. New York: Museum of 

Modern Art. 

Smith, T'ai. 2009. “Gunta Stölzl, 5 Choirs, 1928.” Essay. In Bauhaus 1919-1933: Workshops 

for Modernity, 206–9. New York: Museum of Modern Art. 

Smith, Tai. 2006. “Limits of the Tactile and the Optical: Bauhaus Fabric in the Frame of 

Photography.” Grey Room 25: 6–31. https://doi.org/10.1162/grey.2006.1.25.6. 

Smith, W. Stephen, and Michael Chipman. 2017. The Naked Voice: a Wholistic Approach to 

Singing. Oxford: Oxford University Press. 

Solomon-Godeau, Abigail. 1989. “Going Native: Paul Gauguin and the Invention of 

Modernist Primitivism.” Art in America 77 (July): 118–29. 

Steinberg, Leo. 1988. “The Philosophical Brothel.” October 44:7. 

https://doi.org/10.2307/778974. 

Tigountsova, Inna. 2009. “Hybrid Forms in Ry Nikonova's Poetry.” The Slavic and East 

European Journal 53 (1): 65–85. 

Varèse, Edgard, and Chou Wen-chung. 1966. “The Liberation of Sound.” Perspectives of 

New Music 5 (1): 11–19. https://doi.org/doi:10.2307/832385. 

Vines, Bradley W., Carol L. Krumhansl, Marcelo M. Wanderley, and Daniel J. Levitin. 
 

2006. “Cross-Modal Interactions in the Perception of Musical Performance.” 

Cognition 101 (1): 80–113. https://doi.org/10.1016/j.cognition.2005.09.003. 



57 
 

Wendt, Larry. 1985. “Sound Poetry: I History of Electro-Acoustic Approaches II. 

Connections to Advanced Electronic Technologies.” Leonardo 18 (1): 11–23. 

https://doi.org/10.2307/1578088. 

Werckmeister, Otto Karl. 1999. “Picasso's Guernica Returns to Germany.” Essay. In Icons of 

the Left: Benjamin & Eisenstein, Picasso & Kafka after the Fall of Communism, 66–95. 

Chicago: University of Chicago Press. 

Wolynn, Mark. 2017. It Didn't Start with You: How Inherited Family Trauma Shapes Who 

We Are and How to End the Cycle. New York: Penguin Putnam Inc. 

Zinman, Gregory. 2015. “Getting Messy: Chance and Glitch in Contemporary Video 

Art.” Abstract Video: The Moving Image in Contemporary Art, 98–115. 


	unsigned approval page
	research
	KIC Document 0001
	research
	The Pursuit of Pure Abstraction
	Symbolism: The Pursuit of an Ultimate Reality
	Schoenberg’s Serialism and Its Influence on Wassily Kandinsky and Paul Klee
	Learning from Past Artists’ Projects
	Musica Universalis – The MFA Exhibition
	Artifact of the Composition Process
	System of Circles 1

	Arrangement of the Other Seven Systems of Circles
	Found Object Weavings

	The Gallery: A Place Where Community Happens



