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Cage: Nine Proportions 
Katherine markoski 

1. John Cage’s legacy, like that of many other giants of the last century, is far from monolith-
ic, and artists working in his wake have taken up many different threads of his practice and 
thought.  The 25-Year Retrospective Concert of the Music of John Cage, held at Town Hall 
in New York in May 1958, offers a productive lens through which to address some salient 
aspects of the broad, divided, and often contentious field of Cage’s reception.  

2.  Conceived as a means of giving his work to date a wider audience, Cage’s retrospective 
concert was organized by Emile de Antonio, Jasper Johns, and Robert Rauschenberg and 
featured nine pieces composed between 1934 and 1958.   That visual artists were instrumen-
tal in bringing the concert to fruition testifies to the resonance of Cage’s project beyond the 
discipline of music.  It is equally suggestive that pianist David Tudor reportedly selected the 
concert’s program in the composer’s stead: Tudor’s involvement is emblematic of both the 
generosity of Cage’s work, its receptivity to being engaged with by others, and the relatively 
decentered nature of the composer’s legacy.   

3.  Like many of Cage’s compositions, those presented as part of his retrospective con-
cert incorporated a host of sounds foreign to the history of music.  First Construction (in 
Metal) (1939), for example, included parts for automobile brake drums and a water gong, 
while Concert for Piano and Orchestra (1957-58), which had its premiere at Town Hall, 
saw Tudor manipulating a Slinky.  In addition to using less conventional instruments, Cage 
also employed traditional ones in unfamiliar ways.  For instance, during the retrospective, 
a piano was prepared—four pieces of rubber placed between the strings of four high keys 
(She is Asleep, 1943); struck by Cage’s fingers and knuckles, its cover remaining closed (The 
Wonderful Widow of Eighteen Springs, 1942); and rapped from below by Tudor (Concert). 
Implicit in the sheer range of sounds brought forth at Town Hall is an opening toward still 
further sonic materials not yet discovered or deployed—toward an ongoing, and enduringly 
fruitful, expansion of our understanding of the materials available for artmaking. 

4.  By contrast, relatively fixed and complex operations or principles often guided the
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organization of Cage’s scores.  First Construction (in Metal) is the first to adopt a rhythmic 
structure grounded in duration, with the composer arranging the score into mathematically 
related segments of time.  This approach to composition stood behind much of his work 
for the next fifteen years.  Cage claimed of First Construction in particular, however, that it 
was created “with the single objective of making the rhythmic structure […] clear,”  and in 
this preoccupation we find a touchstone for subsequent artistic practices concerned with 
conceptual self-reflexivity.  In the productive rigor of Cage’s compositional processes more 
broadly lie seeds of later creative interest in the generative potential of systems or ideas. 

5.  In conjunction with the Town Hall concert, the Stable Gallery exhibited a number of 
Cage’s scores.  As the composer started using magnetic tape in works like his Williams Mix 
(1952), which had its New York premiere at his retrospective concert, it became apparent 
to him that time could be measured in terms of space: so many inches of tape equaling so 
many seconds.  His graphic scores render vivid this physical connection between space and 
time—now so much space on a page indicating so much time—and, in so doing, they make 
explicit the potential interpenetration of music and the visual arts, the possible entangle-
ment of their concerns. 

6.  Underpinning the meticulous scoring of many of the works on view at the Stable Gal-
lery were the chance procedures for which Cage is perhaps best known.  Chance and visual 
form existed in somewhat uneasy relation to one another in the American 1950s, with many 
leading artists committed to keeping the former at bay.  Indeed, at the start of the decade 
Jackson Pollock publically took issue with the suggestion printed in Time magazine that he 
was not in control of his large-scale drip paintings, responding with a telegram to the pub-
lication that stated, “No chaos damn it.”   Cage’s use of chance suggests an alternative vision 
of artistic practice, one in which “chaos has come again,”  as his long-time collaborator 
dancer-choreographer Merce Cunningham put it in discussing his own turn to aleatoryop-
erations.  Cage gave artists permission to embrace chance.

7.  Cunningham served as conductor for the last work on the retrospective’s program, Con-
cert for Piano and Orchestra.  Fulfilling that role meant acting as a human chronometer, 
though, importantly, one that moved at variable speeds. In marking the passage of time with  
his gestures, Cunningham made visible Cage’s understanding of duration as a key 
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structuring principle of his music.  Time turned out to be a vital medium for many artists 
from the 1960s on, and, crucially, such time-based art was often similarly bound up with 
bodies.  In the conflation of Cunningham’s body with time, and particularly in the way his 
actions shaped or characterized it (as now moving quickly, now less so), we might locate 
artistic territory that continues to prove fertile. 

8.  Cage’s vast and varied reception may well be related to the conditions under which music 
is made and diffused, which is to say, its social nature—its structural contingency upon a 
gathering of performers and/or audience members.  A hallmark of Cage’s Concert for Piano 
and Orchestra is its indeterminacy: instead of creating a master score, Cage scored each 
part individually and did so in a way that allowed each player great freedom in his interpre-
tation.  Significantly, rather than exercise the specific freedoms afforded by the individual 
scores, certain of the musicians performing at Town Hall abandoned their carefully com-
posed parts almost entirely, one player even quoting Stravinsky, according to Cage’s recol-
lections.   The retrospective also tried the audience’s willingness to be with the composer’s 
work.  Though warm applause greeted the pieces from the 1930s and 1940s, Williams Mix 
received a mixed response and the latter portion of the Concert’s disjunctive meshing of 
sounds elicited sporadic but deliberately disruptive applause from an increasingly impatient 
segment of the audience.  That contingent of the audience and the renegade players alike 
point to issues that later art has mined, issues having to do with the limits of complicity, 
indeed with the limits of togetherness.  

9.  Accustomed to addressing himself to others through performance, it seems the class-
room would have been a natural home for Cage.  It was around the moment of his Town 
Hall concert that he began leading his now-storied composition classes at the New School 
for Social Research.  In those courses, Cage at times asked the group to think through 
particular problems.  Of this practice former class member Dick Higgins recalled, “Cage 
[…] showed how he had solved some problems himself, but told the class he would be quite 
angry if they copied any of these.  Then, to reassure people, he said not to worry, he wasn’t 
very frightening when he was angry.”   Perhaps more than that of any other twentieth-cen-
tury figure, the composer’s work is exemplary of an openness to appropriation and adapta-
tion by others.  There remain many ways of going on from Cage. 
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Notes 
1. Often contentious field of Cage’s reception... The question of Cage’s reception has received a great deal of 
scholarly attention.  For some recent considerations of the topic see, e.g., The Anarchy of Silence, John Cage 
and Experimental Art, exh. cat. (Barcelona: Museu d’Art Contemporani de Barcelona, 2009).
2. Cage’s retrospective concert was organized by... In addition to working on the logistical aspects of the con-
cert, each man also provided funding.  For Cage’s notes on the works included in the retrospective see John 
Cage: An Anthology, ed. Richard Kostelanetz (New York, 1970), pp. 127-31. George Avakian recorded the 
concert, and Cage’s notes were included in the printed materials that came with that recording.
3. Tudor’s involvement is emblematic of... See Calvin Tomkins, The Bride and the Bachelors: Five Masters of 
the Avant-Garde, expanded ed. (New York, 1968), pp. 126-27.  Tudor stepped in so that Cage could focus on 
completing Concert for Piano and Orchestra (1957-58).
4. Cage claimed of First Construction... John Cage, “[Untitled],” notes to The 25-Year Retrospective Concert of 
the Music of John Cage, Wergo compact disc, WER 6247-2 (Mainz, 1994), p. 27.
5. “No choas damn it.” Jackson Pollock, “Letter to the Editor,” Time 56 (December 11, 1950): 10.
6. “chaos has come again”... Merce Cunningham, “Two Questions and Five Dances,” Dance Perspectives 34 
(Summer 1968): 49, 51.  
7. One player even quoting Stravinsky... John Cage in Conversing With Cage, ed. Richard Kostelanetz (New 
York, 1991), pp. 68-69.   
8. Dick Higgins recalled... Dick Higgins, “[On Cage’s Classes]” in John Cage: An Anthology, ed. Richard Kos-
telanetz (New York, 1970), p. 122. 

KATHERINE MARKOSKI 
Katherine Markoski received her PhD in the History of Art from Johns Hopkins University.  
Her dissertation, entitled “Elective Affinities: Artistic Practice at Black Mountain College, 
1948-1956,” explored the significance of community to artistic practice at the school during 
its final years, with a special focus on the work of Josef Albers, Merce Cunningham, and 
Cy Twombly.  The 2009-2010 recipient of the Dedalus Foundation Dissertation Fellowship, 
Markoski has taught courses on modern and contemporary art at George Washington Uni-
versity, Johns Hopkins University, and the Maryland Institute College of Art, and she has 
also worked at the Hirshhorn Museum and Sculpture Garden.  During the 2013-14 academ-
ic year, she will hold the position of Visiting Assistant Professor at Oberlin College.
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© OLD TOWN EDITIONS

Imaginary Landscape 
Oil on canvas 
60 x 40 inches 

Rosemary Feit Covey

With clarity of rhythmic structure, grace forms a 
duality. Together they have a relation like that of 

body and soul ... The two are always present 
together in the best works of the arts, endlessly, 

and life-givingly, opposed to each other. 

- John Cage
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Rosemary Feit Covey
When I took on this artistic challenge, I had little knowledge of John Cage's music beyond a blur-
ry memory of his famous "four minutes thirty-three seconds of silence" piece and a vague idea 
he had worked with choreographer Merce Cunningham.  I was interested to learn more about 
him. I love becoming educated through projects and the research they engender. I wanted to to 
see if listening to the music from Cage's City Hall concert inspired me to tease out a new form of 
inspiration for my work as it had  done for so many previous artists. It was a bit scary. I like scary. 
I came to this fresh with few preconceptions and an admitted tin ear.

I focused on Imaginary Landscape No.1, listening to it many times. This piece using cymbals and 
piano is strongly rhythmic. The divisions and undertones seemed bleak and mysterious  and, 
combined with the title, suggested winter with cold snow and dark birds sitting waiting. My 
painted birds also visually suggested the discordant sounds that appear throughout the piece, 
orchestrated in groupings. The landscape in my head went from a real landscape to an internal 
one pretty quickly. As my father lay dying, he said the words, "there are birds in the attic," over 
and over. What did it mean? Was it literal?  My work relies on a mixture of outside source mate-
rial; in this case, the music combined with personal experience. My turn of mind is literary but 
what is important to me in life, are stories. Stories are how I process reality. John Cage seems to 
be viewed as an intellectual composer. As such I was intimidated. Maybe I did not understand 
him. In fact, I am sure I did not. But I did find in this music a moving and evocative subtext to 
his innovation.

In my painting, deeply connected dancers are leaning against each other. birds intrude into their 
landscape invading their space.. My sister and I were together when my father died. We both 
puzzled over the bird in the attic comments. She was a dancer with Alvin Ailey and introduced 
me to Merce Cunnighams’ work in the 1960’s. Cage’s work inspired modern dance. My print 
House of Cards, used partially as a starting point for this painting, has been used as inspiration 
by Bosma Dance, a Washington-based dance ensemble. All this seemed to fit the image in re-
lation to Cage. His work acted as a catalyst for art and dance. It seems that art always informs 
other art . It is part of its wonder. But as in most artist statements I am trying to make coherent 
what was really visceral. I listened to the music and this is the art work that I created as I listened. 
Period!
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Rosemary Feit Covey was born in Johannesburg, South Africa. Her work is housed in over 
forty major museum and library collections worldwide, including the Corcoran Gallery 
of Art, the New York Public Library Print Collection, the National Museum of American 
History, Harvard University, and the Papyrus Institute in Cairo, Egypt. In 2012 five-hundred 
of her prints were acquired for the permanent collection of Georgetown University Library, 
Special Collections. She is the recipient of a Rockefeller Foundation Fellowship (Bellagio Ita-
ly), an Alpha Delta Kappa Foundation National Fine Art Award and a fellowship to George-
town University Medical Center as the 2007-2008 Artist-in-Residence.  Her solo museum 
exhibitions include the Butler Museum of American Art, the Delaware Center for Contem-
porary Arts and the International Museum of Surgical Science in Chicago. In 2014 a retro-
spective of her prints, paintings and installation work is scheduled at Johns Hopkins Univer-
sity’s Evergreen Museum.  Articles on her work have been featured in magazines including 
Art in America, Juxtapoz and American Artist Magazine. 
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© John Bildahl of BILDAHL PHOTOGRAPHY

Xenia (prelude)
Magazine cutouts, acrylic paint and 
screen printed ink on masonite
60 x 40 inches

Jeff Huntington 

I’m entirely opposed to the emotions... I really am. I 
think of love as an opportunity to become blind and 
blind in a bad way... I think that seeing and hearing 

are extemely important; in my view they are what life 
is; love makes us blind to seeing and hearing.

- John Cage
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Jeff Huntington 

*Oral history interview with John Cage, 1974 May 2, Archives of American Art, Smithsonian Institution.

In 1935, John Cage married a beautiful Russian woman, an artist of collage, sculpture, and 
bookbinding who had been photographed nude by Edward Weston and was a part of John 
Steinbeck’s circle of friends in Salinas, CA. The woman was Xenia Andreyevna Kashevaroff.

           paradoXical interpretations
of a woman who, according to Edward
             WestoN,
          was “most delIghtfully unmoral,
       pagAn.”
       A mesostic (of a fifty percent variety)

Describing their first meeting in 1931, John Cage recalled, “On occasion I sat in my mother’s arts 
and crafts shop and sold the goods and wrote music in the back of the shop. One day into the 
shop came Xenia, and the moment I saw her I was convinced that we were going to be married. 
It was love at first sight on my part, not on hers. I went up and asked her if I could help her and 
she said she needed no help whatsoever.  And so I retired to my desk and my music, and she 
looked around and finally went out. But I was convinced that she would return. Of course, in a 
few weeks she did. This time I had carefully prepared what I was going to say to her. That eve-
ning we had dinner and the same evening I asked her to marry me.” * 

His marriage to Xenia may have been a way out of the “impossible” promiscuity that 
characterized Cage’s early years as he shifted between numerous affairs with women and men.

    a Composite portrait            
       in which the overAll human form
                   emerGes              
       from  rich tExture
               of indiviDual details,
       the context of whIch
                        has beeN altered.

Their marriage was doomed, however, and their relationship ended in 1945.
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Jeff Huntington received a BFA in 1995 from the Corcoran School of Art and an MFA in 
1997 from The School of the Art Institute of Chicago. His work has been exhibited nation-
ally and internationally. Some awards received include The Elizabeth Greenshields Founda-
tion Fellowship (Canada), The Jacob Kainen Award for Excellence in Figurative Painting, a 
Maryland State Arts Council grant, and The Ethel Lorraine Bernstein Memorial Award for 
Excellence in Painting. Huntington is currently an adjunct faculty member at the Corcoran 
in Washington, DC. His paintings are represented by Porter Contemporary in New York 
City, Reyes+Davis in Washington, DC, and The Annapolis Collection Gallery in Annapolis, 
Maryland
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Michael Owen

Cage is the New Black
Digital print
40 x 60 inches 

14

Now I see that everything outside school is also 
harmonious...  A changed definition of harmony; one 

that doesn’t involve any rules or laws. You might call it 
an anarchic harmony. Just sounds being together. 

-John Cage



Michael Owen
I came into street art from a different angle than most. I was formally educated and I nev-
er got into graffiti when I was younger. I enjoy engaging with the community I'm placing 
work in, and I've always insisted on being paid, which in turns means that my work has 
always been legal. I've never been super anxious to climb up in dangerous places, and get-
ting arrested "for the sake of art" always sounded dumb to me. Regardless, in 2013 there is 
no denying that street art is well into the mainstream: Shepard Faiery and his appropriated 
Obama piece, JR winning the TED prize, "Exit Through The Giftshop…” the list goes on. My 
peers and I know that what comes up must come down. The world for us that paint on the 
street, legally or illegally, has changed dramatically and at the moment we seem to have very 
little hope for the future of our craft. 
 
"Cage Is The New Black" is an attempt to wrestle through these current issues as well as keep 
my own artistic practice kinetic. Cage's spirit inspires me to move forward with the conver-
sation of the ever changing art world; to draw from and build upon the past, to continue the 
act of collaboration, to take new risks (like painting Cage's portrait illegally and putting the 
evidence into a gallery), and ultimately to be a visionary of street art's next steps.

"I can't understand why people are frightened of 
new ideas. I'm frightened of the old ones." 

-John Cage

15



Michael Owen is a contemporary painter whose work is found in galleries and streets across 
the United States.

Visually, Michael’s work uses bold, graphic imagery to pull the viewer into the piece, to di-
vulge softer and intimate messages and metaphors. While Michael’s work could be classified 
as figurative, its subtle compositional details and deep messages ring true of a more concep-
tual genre. Typically, less is more in Michael’s work as he employs minimalism to access a 
wider audience, allowing more room for each viewer to insert his own story.

Michael is the creator and lead artist of the Baltimore Love Project, a self-initiated project 
of 20 love-themed murals spread evenly throughout the Baltimore, MD. Michael is also the 
artist behind one of the nation’s longest murals, also located in Baltimore.

Currently residing in Baltimore, Michael lives and works as an artist in residence at The 
Creative Alliance in the historic Patterson Theater.
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Special 
Oil and quarts on panel 
8 x 10 inches

Ali Miller

Everyday life is more interesting than forms 
of celebration, when we become aware of it. 
That when is when our intentions go down 
to zero. Then suddenly you notice that the 

world is magical. 

- John Cage
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The impetus for each of my paintings can vary. My work may originate from a strong emo-
tional narrative, a photograph I want to distort, or an abstract automatic drawing. 

When I received the challenge to use one of John Cage’s compositions as a source of inspi-
ration for a painting, I was excited to see how it would affect my process, given the unpre-
dictable nature of his work. While listening to John Cage’s compositions, I recorded a list of 
images, sounds, and words that came to mind. These included black and white film, tight 
rope walking, modern dance, dissonance, confetti, audience, dark, clank, creepy, looming, 
schlumping- over, relationship, tip-toe, whistling …” Then I began to combine these ele-
ments into various compositions on paper.

Special, a preliminary painting for this exhibition, intertwines personal fantasies and anxi-
eties into a surreal staged scene. Through saturated colors, high contrast, and varied brush-
strokes, I created an exaggerated scenario of hazy atmospheric moments and a lone figure 
constructed by crystals and decadently thick paint. This piece explores the danger and 
excitement of indulging in one’s fantasies, for they have the potential to be even more satisfy-
ing and engaging than reality.  

The first question I ask myself when something 
doesn’t seem to be beautiful is why do I think it’s 
not beautiful. And very shortly you discover that 
there is no reason.

- John Cage

Ali Miller
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Ali Miller is a narrative painter whose recent work explores such themes as the fear of 
the unknown and the phenomenon of perfection. Ali was raised in New York and re-
ceived her BFA from Alfred University. After graduation, Ali attended the Chautauqua 
Art Institute for two summers. She continued to build on her technique by enrolling in 
classical painting courses at the New York Academy of Art.  In 2010, Ali was accepted to 
the Maryland Institute College of Art as the recipient of the Hoffberger Fellowship Award, 
where she received her MFA. Ali has exhibited in New York, Baltimore, Washington D.C., 
Toronto, and Florence, Italy. She recently received the Best in Show Prize at the Bethesda 
Painting Awards and is now represented by Connersmith Gallery in Washington DC. Ali’s 
work can also be found in the private collections of the Bendit and Palash families in New 
York City and the Rubenstein Collection in Boca Raton, Florida.
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38 degrees 17’ north 76” 17’ west Cook Pt.
Charcoal on archival foamcore
40 x 60 inches 

Regina Miele

I think daily life is excellent and that art 
introduces us to it and to its excellences the 

more it begins to be like it. 

- John Cage  
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Regina Miele

 John Cage's philosophies have been a consistent influence on my making of art for 
the past two decades. While my approach to rendering work is firmly rooted in the tradi-
tional mediums and representational approach, the subject matter is determined by what I 
refer to as found imagery akin to found sound in Cage's compositions.

 Through the use of digital photography I capture imagery while in motion, without
attempting to control what is captured in the frame of the camera. What results is by chance
and becomes the basis for the finished work.

 The title of this work is the longitudinal coordinate on the Chesapeake Bay where this
image was captured while traveling by boat. Every aspect of the scene is compelled by
another light determined by tide, temperature and time of day. In a larger sense,
every aspect is determined by man's intrusion upon the natural world, with the
contrails of jets evident in the sky contributing to the warming of not only the planet, but
also the estuary--therefore altering its fundamental ecology.

 Cage elevates sounds of the everyday world to art by including them
in his compositions. They are given a fundamentally different position in the hierarchy
of our attention. I am attempting, through working with only the reality at hand and the
use of traditional medium, to attribute deeper relevancy to often-overlooked parts of the
natural and constructed worlds.
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Regina Miele was born in New York City and raised in the suburbs of Bergen County, New 
Jersey. Much of her childhood was spent in Manhattan’s museums, particularly The Metro-
politan Museum of Art, where her father worked as a Civil Engineer building the Egyptian 
Wing. Regina spent countless hours exploring the MET which began her lifelong love of 
the arts. Regina attended the Catholic University of America and in her junior year studied 
abroad at the Scuolo Lorenzo Di Medici in Florence, Italy. Her experience of intensive studio 
concentration in painting, drawing, sculpture, and theory, in the birth place of the Renais-
sance, conveyed an interest in art into a commitment to a career as a fine artist.

Regina is currently a resident of Washington, DC with a studio along the vibrant 14th Street 
Corridor. She actively exhibits along the east coast and has served as juror for several juried 
shows. She has most recently exhibited in Washington DC as part of DC Women in the Arts 
at Martin Luther King Library, in Baltimore’s Artscape 2007, Agora and Caelum galleries in 
Manhattan, The Newington-Cropsey Museum, Hastings-on-Hudson, NY, and DC’s Corcor-
an Gallery of Art. Her work is included in permanent public collection in Washington, DC 
as well as private collections in Jerusalem, Miami, New York, Puerto Rico, Los Angeles, San 
Francisco, Tel Aviv, and Washington DC.
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Place Holder 
Sumi ink on acrylic 
on stretched paper
60 x 40 inches 

Katherine Tzu-lan Mann

I am interested in any art not as a closed-in thing 
by itself but as a going-out on to interpenetrate with 
all other things, even if they are arts too. All of these 

things, each one of them seen as of first importance; no 
one of them as important than another.

- John Cage
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Katherine Tzu-lan Mann 
In this painting (and in all of my paintings), I commingle decorative drawing with chance 
and contingency. 

I began the piece with a chance operation--by pouring water and ink haphazardly on paper 
as it lay on the floor of my studio. Starting from the shape left by the eventual evaporation 
of the water, I expanded the landscape of the painting while listening to John Cage’s Sonatas 
and Imaginary Landscape pieces. 

I’ve always been influenced by Cage, and the Caged In exhibition gave me the opportunity 
to revel in accident, absurdity, mutation and poetry... all descriptors I would use for Cage’s 
music.
 

The sound possesses nothing, no more than I possess it. 
A sound doesn’t have its being, it can’t be sure of existing 
in the following second. What’s strange is that it came to 

be there, this very second. And that it goes away. 
The riddle is the process.

- John Cage 
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Katherine Tzu-Lan Mann received her BA from Brown University and MFA from the Mary-
land Institute College of Art.  She is the recipient of a Fulbright grant to Taiwan, the AIR 
Gallery Fellowship program in Brooklyn, NY, and the So-Hamiltonian Fellowship in Wash-
ington, DC.   She has attended residencies at the Virginia Center for the Creative Arts, Blue 
Sky Dayton, Vermont Studio Center, Salzburg Kunstlerhauss, Triangle Workshop, Anderson 
Ranch Art Center, Bemis Center for the Arts, and Djerassi Resident Artists Program. Some 
of the venues where Mann has shown her work include the Walters Art Museum, Corcor-
an Gallery of Art, Rawls Museum, the US consulate in Dubai, UAE, and the US embassy in 
Yaounde, Cameroon.  Mann is currently an instructor at the Maryland Institute College of 
Art.
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Travis Beauchene

Three Four Time
Oak plywood, Early-American 
stain, polyurethan gloss varnish
50 x 37 x ¾ inches

30

There is no such thing as an empty space or 
an empty time. There is always somthing 

to see, something to hear. In fact, try as we 
may to make a silence, we cannot. 

- John Cage



Travis Beauchene
Booming boos, vocal uproar, and utter disgust rang among the audience at Town Hall,   
       NYC while Williams Mix was performed in 1958. After heariing this   
      reaction, I knew this song would be the primary stimulation for my   
        piece. Williams Mix is a five-minute and fifteen-second composition   
        of eight magentic tapes playing simultaneously. The song consists of six   
        categories of sounds recorded onto the eight tracks of ¼” magnetic tape.      
        The score indicates the pattern of tape splicing necessary for the    
        realization. Each segment of spliced tape includes city sounds, country   
                    sounds, manually produced sounds, wing produced sounds, small    
                sounds, and amplified songs. The bottom line is, Cage wanted to    
                 push all material possibilities of the magnetic tape to its fullest potential   
        to create  his composition.    

The piece I have produced is titled Three Four Time. As Cage pushed the materiality of   
        magnetic tape, I have set out to push the potential of ¾” plywood. The   
                strips of plywood are cut into quarter-inch interval segments. These   
                segments are then intuitively arranged with the concept of the musical   
        three four time signature – three beats per measure with the quarter   
        note getting the beat. 

Once my composition is arranged I accompany it with a warm color palate and a   
        unifying finish. These formal elements relate to Cage’s splicing method,   
        where individual pieces are joined together with a uniform action.

Mathematical and chance methods of Cage’s work drove my movements for Three Four   
    Time. This piece addresses the concepts of composition, pace,    
    arrangement, and sound – all terms that exist in both artistic and musical   
    contexts. 
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Travis Beauchene is a Fargo, North Dakota born artist who received his Bachelor of Fine 
Arts at North Dakota State University. He is currently enrolled in the Master of Fine Arts 
program at The George Washington University in Washington DC. Beauchene has exhibited 
work in Philadelphia, Massachusetts, Washington DC, North Dakota, and Minnesota. His 
most recent awards include The Morris-Louis Endowment Fellowship, a Graduate Teaching 
Assistantship, and a prize from The George Washington University Annual Student Exhibi-
tion, juried by artist-in-residence Patrick Killoran. Beauchene is responsible for creating a 
curatorial relationship with the University of Massachusetts-Amherst graduate art program. 
He is currently in his second year in the MFA program at GWU, and is the President and 
Exhibitions Coordinator for Gallery 102 at GWU. Beauchene also volunteers as a production 
assistant at Connersmith Gallery, located in the historic Atlas arts corridor. 
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