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ABSTRACT

Coda Peripheral explores the relationship between visual agoamdiexpressions, in
correlation with my graduate program artwork. It examines various approaches to differentiate
perceptions of visual art from music and sound art. My aim is to reveal ways in which visual
artists, including myself, have approached &lsand sound art practices, while exploring the
relevance of maintaining distinctions in our modern world. In this p&peflectuponimages
from artists who have engaged with sound and/or musical themes in their visual art, as well as
imagesrom my graduate art body of wotthatchroniclemye x pl or ati ons i nto thi
rare condition of chromesthesia hints at a more commonly held, perceptual experience to link
concepts of visual art and musidsual art has become such a broad andefinedconcept that
it has evolved to capture many t haddregsseveralnc | ud
guestions on perception and identifying meaning for ourselves: What are the attributes of music
that are shared with visual art? How might alenge perceptual values we place upon
artworks? The creation and reception of art i
led me to question how | might respond through my art.
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CHAPTER ONE

INTRODUCTION AND BACKGROUND

From early childhood, | intensely gravitated toward both creating art and playing music.
For most of my adult life, | have been an artist, teacher, and guitarist. In 2006, | graduated from
the Unversity of Minnesota with a degree in Fine Art and it was around that time that | started
falling in love with jazz, as well. | spent over a decade in Seattle, making art, teaching guitar,
learning jazz manouche, and playing out at gigs around the city.

| also came to teach both guitar and visual art classes at a private high school in the
Seattle ared discovered that teaching helps to solidify my own fundamentals and practice;
motivatingme to be consistent in expanding my own passionateipofggrowth in both arenas
of music and visual art. Il tos al so opened my
and to the ways that the experience of learning can work differently for people. This pursuit of
growth to become an effectivec@mspiring teacher expands aims at being a good
communicator, and itds pulled me into inquiri
even physiology behind perception.

Throughout decades of focused time on music, my passion for visual art rendasted
prior to entering the thregear MFA art program at Montana State University, my primary area
of visual art focus began to include abstract, encaustic nmextia paintings that conceptually
engage curiosities surrounding the perception and depictimusic and sound; at the same

time, | started creating realistic portraits of musicians in graphite and/or charcoal.



Image 1 (detail) Portrait of Mark with Violin Melanie Moralez.
Graphite and charcoal. 2021.
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CHAPTER TWO
IDENTITY; CONNECTING VISUAL ART WITH MUSIC
Alf | were not a physicist, | would probably

daydreams in music. | see my | ife in

0 Theoretical physicist and violinist, Albert Einstein

Image2. Sketch 6Albert Einstein playing the violiLeonid Osipovich Pasternafd 922)

Currently, when asked what | 6do, 6 | wvacil
artist. I 6 ve f oun dinfarm eadhatsec. Asrdidfdrentragtheir may seenhie t wo

terms of results, the two practices have a similarity and interplay in approach. Each discipline
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enriches the other. | believe that my work as an artist has made me a better musician and vice
versa.lnmg pursuit of becoming both an artist and
critique, community, and practice. I f | had t
from these pursuits, 1itoés t hehouldagmatomakedhe b ot h
audience feel something. Not only can these expressions deliver a message or an idea, but they
should evoke an emotional response. Therefore, | consider what it means for an artist to strive
toward being clear on what they ideally w#me viewer to feel. And secondly, | have come to

cultivate my intention to do that. This is a value that has recently become elucidated in my art
practice, and an approach that inherently carries over from musical performance to visual art

making.Inboh cases, ités this aspect of the work b

Image 3 Something Got Lost in Translatioklelanie MoralezEncaustic mixed media
assemblage (wood, guitar strings, pick, bridge). 2021.

| remember, vividly, the excitement | felt when | was first discovering old timey swing

and jazz manouche music. This genre has a swi



5
written dynamic, interpretive, or rhythm markings within the structuredifies to indicate
exactly how to drive the tune in a swing feel. The musician is provided only with a key, a tune,
and a rhythmic frame to layer over a swing feel, with which to evoke a particular emotional
response. | continue to find this mysterious #mdling. Ités aligned with the excitement | feel
around abstract art, in which we have little more than color, texture, and shape to create

6meaning. 6

Image 4 Shellac Song IlIMelanie MoralezEncaustic mixed media assemblage on wood panel.
2021

Music is always abstract. Youdan hear a piece of music and
the |iteral message. |l 6ve found that many peo
differentiation between music and most other forms of expression, suclualsarts Perhaps,
hearing a few bars of music feels Opurerdé tha
other art forms. We dondt experience music an
on a table!d or #fAt hactals ecqgudeen cfeo ro ft hneo tHeosl yi sT rciln
isits purpose and Omeaning.®6 This is -one of th
representational art. Furthermore, whether it be musical tones stacked up and arranged in certain

rhythms, or colos stacked up and arranged in certain shapes, in both cases we have mere

elements of natuée that is, elements of physics. We can break these down to wavelengths of
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light or wavelengths of sound. On the most fundamental level, the work is really thelsame; t
only distinction is that music is oriented in time, whereas visual art is oriented in space
(Kosovske.

Yet the similarities between music and art @aifi on this kind of metaphysical level. |
encounter them constantly when creating art. For &asan, | relate my artmaking and creations
to theProcessArt Movement. My visual art pieces become, in part, mere aftereffects of
exploring and noting the relationship and cor
what fuels my practice. Fanstance, color theory is very similar to musical harmony. Colors
take on feeling relative to each other in the context of the color wheel the same way musical
tones take on meaning relative to each other in the context of the scale. These corresponding
relativities inevitably lead to considerations on the concepts of consonance and dissonance in
both art forms. There are macro anal ogies to
visual art piece. A micro version, for instance, might be that | foayself playing a lot of
triplets in a jazz jam the night before | 6m i
rhythm, but visually.

With music, the same chord can be transposed to a higher or lower octave, similarly to
how the same color relahship can be transposed to higher pitches by adding white or a lower
octave by adding black. In both cases, the higher or lower frequencies bear strongly on the
affec® the emotional content. With music, the volume can be reduced, similar to how pigment
can be thinned by either water or oil medium; we can add sound volume by applying more
pressure with our picks or bows, the way we increase pigment density by pressing harder with

our graphite, charcoal, or pigment sticks. There is transparency versuy apaoih. Also, in
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both art and music, there is compositional structure or form to consider, as well as areas of
improvisation. Theré the nuance of line (musical melody/lead line and visual outline or
compositional directional flowline). Musicians madtecisions about balance the way artists
make decisions about what should be in the foreground and what should be pushed back. A
guitar pick and a paint brush have in common that they can both be used with an infinite
combination of speeds and tilts to &te wideranging effects. This leads me to the overall
physicality; both artists and musicians must keep the body (especially the spine, brain, arms, and
hands) in good physical condition (Kosovske).

Beyond these theoretical, technical, @mngsical parallels,de found both musicians and
visual artists seek a considered balance between control and abandon; leaning into the defined
structure and the predictable executions, whi

embracing moments théeel serendipitously out of control. Such is the case for life, overall.
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CHAPTER THREE

DIAGNOSIS WITH VOCAL CORD DISABILITY, ADSD

|t 6s been about seven years since | was fi
adductor spasmodic dysphonia (AD$ . ltés a rare, chronic condi
in the larynx. Typically, when one speaks, air from the lungs is pushed between two elastic
structures (called vocal folds) causing them to vibrate and produce vocal sound. With spasmodic
dysplonia, the muscles inside the vocal folds spasm, interfering with or stopping vocal fold
vi brations. This ficauses voice breaks during
s t r a iUrsebepartment of Health and Human SeryicA®SD, is lifelong ad has no cure.
Al t hough i1itdés rare, it can affect anyone. My
When | try to speak, my vocal folds slam together and stiffen; | attempt to push through, which
sounds | i ke édvocal fryn drhemakesnkme fs edeemrasn x ifi
someone with adductor spasmodic dyS.phonia may
Department of Health and Human Serv)cdsying to push words through the feeling of being
strangled makes verbal communication exhagstind often embarrassing.

My voice had gone out like a light switch, and | was completely unable to speak. | was
grateful to finally receive any labeled explanation for where my voice had gone, but the
diagnosis was crushing. | was told my voice wouldemdéunction again without costly, |He
di sruptive treatments | 6ve now been receiving
been a major part of my identity. It was where | found release and joy, and it was the vehicle of
melody that accompaniedy chordstrumming on guitar. But as much as the loss of singing

crushed me, the loss of my ability to speak felt like losing a limb. Or even worse, as we have
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only one voice, and mine will forever be lost to the cycles of spasming suspension, mute

whispes, or weak gravel tones that | slip on when trying to speak.

| brushed the rust off my sign language, started a support group, and scoured the internet

to learn more about ADSD, but this felt likgtiley trying to escape from embracing a new
reality. Receiving my first treatment for this unusual condition was terrifying, and the idea that |

would need to endure both the procedure and its challenging side effects every few months for

the rest of my | ife was di srdsdathe peocedureg, asthey i | |

return to me a senfunctioning voice.
Struggling to maintain oral communication and singing ability is relevant to my art

practice, because itds a unigqgue experience

overlap on other themes related to sound expression. Also, it reflects on the gravity society puts

on sounebased, oral communication, presented with highly specific tones of voice (Gross). In a
Fresh Airi nt er v i &nrom Wdpapedkoevdcalikry: Are WePolicingdYoung Womeis
Voicesd Stanford linguistics professor Penny Eclkaartl journalist and show producer Terry
Gross join speech pathologist Susan Sankin in conversation about upspeak, vocal fry labeling,
and generally sexist attitudes around fenvaliees and speech. They address how misogynistic
perspectives can have serious implications
Grose describes her experience with professional repercussions due to judgements about her
v 0 i dhat,wagik first moment felt my voice was hurting my career beyond just irritating a

couple listeners. ( Gr o0s s)

to

on
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There are societal expectations to communi
also a harsh reality of financial burdens and stress pressedepple who struggle to meet
soundbased communication expectations. The ADSD treatments | receive three to four times a
year, for instance, cost about $10,000 to $13
necessary, 0 andytmeséf onsuir ancewuppurgadfspeectbut At
pathologists and vocal coaches in our country to meet the ddorantproved vocal
communicatiord (Hunterl131))Fr om 2021 t hrough 2031,- the AJob
Language Pathologistso i s fiexpected to increa
theU.S. Bureau of Labor Statistics Ar t i cl es | i k &hyFrour GE© dleetha ga zi n e
Vocal Coach ard ¢Goman).dve found a connection between this burden of straining
(physically, medically, and financially) to meet perceptual expectations or preferences for
vocalizing to sound a particular way and how artists often do the same in order to communicate
what they wish to express with an audience.

Over the past three years, | O0ve created te
my experience with this topic. Most of these pieces have been primarily asseirdage(using

materials like found wad, guitar strings and cast shadows, stones, photographs, encaustic, etc.).

| felt the most successful of these was anassemblages t al | ati on enti tl ed fi3
Vocal Chords: I, I 1 ,-vessal tdyptit, Involying thveadi ygrand wa s cer a
strings. |t symbolized the 6phasesd of- ADSD v

month cycle and touched upon physical and emotional challenges in expressing myself in the

expected, O6normal , 86 and deangnythesid artvexhipition.] echo t
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Image 53 Phases of ADSD Vocal Chords: I. Dysfunctional Condition of Pulled Choriéest.
Injection-Mute Phase lll. Adequate Resolielanie Moralez. Ceramics, red thread, white yarn,
red thread clippings, white stiford. 2022.
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CHAPTER FOUR

SYNESTHESIA

AColor is the keyboard, the eyes are the hammers, the soul is the piano with its many chords.
The artist 1 s the hand that, by touching this

0 Wassily Kandinsky

Fusing Senses

|l tés often remarked that a piece of music
woul d be symbolic expressions of a songods abi
comments of this sort are quite litecab s er vat i ons: sound makes them

phenomenon of involuntarily fusing two senses, such as sound and sight, is known as

synesthesi a. ltés a word that emerges from tw
06together, 6 ancdabdas dskeasias, @Onwhdi Clommi ned, t he
sensations together. ltés not | imited to colo
For instance, some synesthetes Otasteb6 a diff

others may perceive a specific hue along with each number or day of the week. Most people who
have the condition are unaware that most othe
agitated by otherso6é alternat iugiel elernehte. Forac hoi ce s
synesthete who understands the letter A as gold, seeing it printed in green can feel dissonant
(Cytowic, The Man Who Tasted Shapes

Researchers have found that synesthetes are more likely thaymesihetes to pursue
formaltra ni ng i n vi sual art and music, and though

between synesthesia and perfect pitch (a perceptual condition that enables a person to identify
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and play a specific musical note in tune, without a reference point), masigiams feel certain
t hat there must be a connection. One aspect o
evidence that soua-c 01l or synest hetes (6chromesthetesd)
associations of hues to musical elemedéspite not yet uncovering why one pefsaniddleC
i s pale bl ue whi | Eorcd Regardiessof what thesumiqué associations azeqd  (
itds clear that someone who speaks metaphoric

violins is not describing a synesthetic experience (Cyto8yoesthesia: A Union of the Senses

Image 6 Franz Liszt at th&iano. Unknown Photograph. Circa 1880.
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In Context

Music history abounds with subjective experiences of hearing in color. Countless artists
and musicians have referenced synesthesia and incorporated their relationships with these unique
perceptions into their works. When Hungarian composer Franz Liszbt@rkas maestro of a
Wei mar orchestra in 1842, he requested of the
pl ease! 0 and AThadeipena oeeptVvVi dloet sopreaséd
1740s, a French Jesuit monk and mathematitiauis Bertrand Castel, defined his personal set
of music and color correlations, such as C# with a pale green and F# with orange. His refined
coding led to the creation of the first &écolo
light for each key on the keyboard. Nikolai RimsKprsakov, a major figure in the late
Romantic period of classical music, saw each musical key in an alternative color, which caused
him to argue with fellow Russian composer, Alexander Scriabin, about which caleated
with which keys. (For Korsakov,-@ajor was a brownish gold, whereasrajor was the
brilliant blue hue of sapphires. Scriabin, however, reported seeingj& as orangeose and E
major as a bluish white, according to the 1938 edition oOkierd Companion to Musitin a
conversation with his songwriter and biographer, Don George, jazz great Duke Ellington
reported seeing one set of colors and textures when his band played a piece and a different set
when other musicians played an identicdldoe ct i on of not es. Al hear ¢
in the band and ités one color,0 he related.
a different color. If (baritone saxophonist) Harry Carney is playing, D is dark blue burlap. If (alto

saxophonist) Johnny Hodges i $orqe24a2346)ng, G beco
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Today, both interest and acceptance of synesthesia is growing, with musicians across the
globe claiming to hear colors or see shapes with sounds. Increasingly, contgmps@ians
are recognizing and owning up to this omogsterious form of perception, such as Eddie Van
Halen and Will Pharrell. My personal condition of chromesthesia and subsequent research into
synesthesia has resulted in enhanced interest in the rditperception, particularly as it

pertains to human experience of sound and visual artwork.
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CHAPTER FIVE

DISCOVERY OF MY CHROMESTHESIA

Perceptual Assumptions

Finnish architect Juhani Pallasmaa indirectly relates to synesthesia in higbhedkyes
of the SkinPallasmaa is interested in the spaces we construct, particularly the internalized ones,
and his linking of perceptieanalysis to architecture is relevant to my own investigations with
sensory perception and artful creations. Quoting Frenibsppher Gaston Bachelard,
Pallasmaa draws attentiontothemo ngl i ng of human sensory perce

of 6the polyphony of the senses.® Oneb6s sense

constant inter actHeon .aodt e(rPaalslsaesrmtasa t4hlat @At he ey
ot her senseso (Pallasmaa 42) and refers to #fr
into each other.o These sound | i ke the words

Variousf or ms of synesthesia are a fascination
because | have certain types of synesthesia, and because | reference the experience of
chromesthesia in my visual artwork. | came to recognize my synesthesia late in lifepgue to
assumption that this O6fusingd of senses is, i
percent of the worl ddés population has it. Per

assumed that certain sensory perceptions are linked for otheeyase for him.
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Layers, Translucency, Overlap, Stack

In concert with chromesthesia, beyond fusing color with sound, | see moving shapes and
forms in my field of vision (ordawiualcdidty eye, i
thatisoftenmr e charged and distinct than the mere ¢
to the chromesthetic experience in my art creation by initiating a process that responds to what
organically Ahappenedo on t he sofinferda.dtsabef or e
processmet aphor for stimul.i and then fAperceptual o
transparent layers to reference (nmepresentationally) the visual layering of sounds. With
music, there is a layer of focused intent, bet asult is always abstract. Its emotional impact or
stateofmi nd effect is its Omeaning.® Again, here

abstract art. And in fact, this very connection between music and visual art itself parallels the

perceptubconnection that synesthetes engage with.
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Image 7 Shellac Song VMelanie Moralez. Mixed Media Encaustic. 2022.

My personal condition of chromesthesia has inspired me to work in these semi
translucent layers that involve overlapping and stacking (as with the overlapping of visual and
sound perceptions, as well as the overlap of symbolic meanings alluding temaksng
experiences that | inject into or discover in my work). To achieve this sole objective of alluding
to the mere concept of layering, the specific aesthetic forms created could be anything that has

semiexposed stratificatiods from squares that eithererge or stack, to layers of words, notes,
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or even bunny rabbits. Yet | notice myself gravitating toward an organic, circular motif,
understanding only that a) it feels instinctu
their particular groovercstyle of play; b) it seems particularly conducive to the process of
allowing for comparable forms to peek through layers, and for playing with the interlacing of
like-s hapes, all owing for the piece to Angpeak to
the forms | ean toward what f e edlosetHatickne a mor e
modestly be left open to viewer interpretation, much the way jazz improvisation provides a
structural lattice yet gives room for listerfere e | i ngs an dvicsarornessdp o ncchir nognec
or not) to lace throughout their experience with the song. The way mly cek e 6 wi ndows 6
connect at times or do nod occurs through an anaking experience that | find similar to what

happens in my mind whagutar. | 6m i mprovising jazz

Reflections on a Chromesthetic Theme

Sever al of the pieces | 6ve created over th
perceptual experience. The two most significa
series, i Xlll (encaus i ¢ mi xed medi a) and 0 3Yvl(ahimated c Wave
moving-abstraction art videos). My thesis exhibition includes extensions of artwork created in
this vein. For 1 nst an-sale absttact, encaustiaadsiadla sever al
paintings on wood panels, which include a layering of myldedimotif unified within a grid.

The grid formation, in part, symbolizes the physical and conceptual grids | encounter musically:
a guitar fretboard, jazz charts, standard notation barg, dané over al | musi cal o f
which the experience of music and improvisation rests. | also created adeatgrencaustic,

painting presented as landscape triptychs.
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In a musiciafs mind, the linear flow and unified feel of music exists sirmdtasly with
being conceptually subdivided into parts. As
it, as well as shifting degrees of focus from that state efralbmpassed immersion toward
elements like singling out one instrument from tawo, thinking in terms of subdivided rhythms
(noticing when there is stray), and acknowledging chordal and key center changes along the way.
Like juggling, the experience of music isnét
j ug gl egaftend ththenindividual pins and the unified act, all at once. The mind splits to
achieve this multitasking, aided by conditions of autopilot or muscle memory. Focus swings to
the overall act and whichever element demands singular attention from nmomsarnent. This
is a third concept conveyed through my grids (along with previously mentioned human tendency
toward fragmentation, and the more direct metaphor of guitar fretboards, jazz charts, and general

framework of music theory).
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Image 8 A-B-A, with 2-bar 2'¥ ending Melanie MoralezEncaustic mixed media on 17 wood
panels, installation. 2022.
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CHAPTER SIX

ART AND PERCEPTION

[When asked about his theory of relatiyilyl t occurred to me by 1in
driving force behindtat i ntui ti on. My discovery was

~— —

d Albert Einstein

The Neuroscience of Perception

In Action in Perceptiopauthor Alva Noé&ejects the idea (widespread in both philosophy
and science) that perception is a passive process in the brain whereby the perceptual system
constructs an internal representation of the world. Certainly, perception depends on what takes

place in the brairhowever perception s n 6 ty apassivegprocess, but more a kind of

(@)

activity. Noxb6és main claim is AAII perception
acqguires content thanks Peoceptidmisnopsemetigghaty er 6 s s k

happens to us, or in us. It is something we d

A 2016 study from psychology researchers at UCLA provides fascinating insights into
how the brain combines sound and vision. The
in the bran that governs how much our senses work together to process information. The study
suggests that it might not be as easy as many people had assumed to categorize the way in which
we perceive and learn (Odegaard). A couple of years later, Georgetown iniVierdical
Center neuroscientists discovered tfiatthough sight is a much different sense than sound, the

human brain |l earns to make sense of t hese sti
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that the human brain processes visual and audi@myeptions in a shared, tvgtep, process

(Georgetown University Medical Center).

Fragmenting Realty

My art practice has been charged by a keen interest in the broad topic of pefiception
especially its neurological aspects, which link how people sense and then interpret visual art and
musi c. | 6ve come to under st an drsushoandwdavédse di f f e
(between visual art and music) is essentially an illusion, akin to the difference between the tip of
our tongue and the back of it. We, as intellectual humans, tend to collect, label, and sort
elements, such as foods, tools, ideas, fgslipolitical ideologies, etc. lnother Roadside
Attraction, Tom Robbins humorously writes: AHuman b
for transporting itself 12)Thimmcompulsionpoldiasece t o ano
confuses our notioaf the universe. Is our hand some part of ourselves (like a section of a pie
chart) or is our hand an extension of ourselves, no different than a hammer, a fork, or a
paintbrush. Regardless, all differentiations of this sort (or attempts to do so) hawebsed
f or conve diamelodldgy that hak @peared to afford us, humans, success in
evolving. However, the divisions and labels we create are just a perspective; they are our own
i nventions. Some say t hey butperhapsshésmnabbitkoleofi ous o0

endless categorization only lends us mere shells of true understanding. Despite evidence that

these 6discoveriesd we |l abel infinitely are m
fragmentation, downtothewer way wedve formul ated music, | an
worl d, that ités in our nature to ever submit

experiences of I|ife. But that doesndt mean we
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being.Philosophical arguments that there is no true reality are beyond fascinating; as are the

valid arguments that, i1f there is a reality,

Paracusia

One night aage 10, | experienced an auditory hallucinatidmad been listening to a tape

cassette and turned it off as it was time for sleep. However, | was surprised to then notice | could

still, very clearly, hear ivaeamusical ecbo,justat wasno

slightly lowered volure. | checked my boom box, but it was off. | put my ear to the apartment
wall | shared with a neighbdrimagining they had heardy music and become inspired to play
the same thindt was not coming from the waklowever | laid back down and listened with
confused curiosityas the seconds passed awdganed into evemoreintent listening,

attending to the arrangement and instruments| the song faded away. There was no way that
my brain could create it, and yet it would seem to be the case. Bd0géars later, | would
discover that what | had experienced was an auditory hallucination daédletusiadThe most
alarming and fascinating element of this experienceheasperfectly replicated the song was

~

Ain my mindo . . . |astisteding toéhe sorglbeing playeddom the kapen

for me, the perceived muwbkthewomsdcognitiwways | ust A

psychologist Charles Frith:

AWhat | perceive are not the crude and
outside worll onto my eyes and my ears and my fingers. | perceive something

much riched a picture that combines all these crude signals with the wealth of
experience. ... Our perception of the world is a fantasy that coincides with

r e al(Frithe3) o

amb
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| share the ative anecdote and quote to evidence the malleability of this construct one
mi ght firmly hold as o6reality, 6 and to demons
perceptual values placed upon art.

Role of the Subconscious

When people encounter uuad experiences like this, it tends to be a source of
inspiration; a catalyst for reevaluating perspectives we might take for granted. | reflect on this
experience when | consider how very I|little 16
| 6 m g éaway Irdo. IlChromatic: The Crossroads of Color and Mysitusic editor Scott
Morrow touches upon the way our subconscious minds impact what we see and hear:
AAs human beings, we adromanfsmoswithulmeat e t o be t
types of color eceptor cells (cones) to better perceive... Humans are uncommon
in our visual perceptions. Thanks to our evolution we have a rich visual palette.
Yet despite humanitydés overt affinities or
subconsciously, succumbng t o unknowing attractions and
of these reactions may be rooted in cultural associations, but regardless, color

plays a large role in our subconscious mind. Music...too stimulates our conscious
and subconsé€adrceld)s mi nds. 0 (

Resarch has found a direct connection between musical enjoyment and the release of the
powerful neurotransmitter dopamine. Similar to pleasasting foods and sex, music is like a
drug. Many have studied these psychological effects, even discoveringetiterdggnefits to
music. Likewise, science has found effectiveness in light therapy for treating mood and sleep
disorders. Researchers have thoroughly explored the domain of science to unite these two realms
of sensation, seeking a connection between/tglir and sound/musié¢-@rcelli 12). This
guest to uncover what seems to be a significant interconnection has been traversed not just by
psychologists and neurologists, but philosophers, too. The ancient Greek philosopher Pythagoras

hypothesized a connection between the seven kntamets of early cosmology, the seven
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conceived colors of the visible spectrum, and the seven lettered pitches of the Western octave

(Zhmuda) .

Doeslt Make a Sound?

~

nlf a tree falls in a forest and no one 1is
philosophical thought experiment meant to trouble assumptions on observation and perception,
and perhaps also on the nature of reality. Many believe the origin of this question might have
come fr om Ge olregtise CBnearning theePyingigles of Man Knowledge
published in 1734
AThe objects of sense ex
t

the garden. .. no | onger
(Berkeley, sec 45)

i st
han whil e

What can feel counterintuitive is that swli(like other senses of perception) is a-twmay
street . It doesndét exist without the cooperat
being. ASound is vibration, transmitted to ou
recognized asound only at our nerve centers. The falling of the tree or any other disturbance
wi || produce vVvibration of the air. NéewBodkhere b

and Publication$ Scientific American, 218

Nature and Purpose of Exgsion

Artful expressions feel mysteriously compulsive to many artists. But when | analyze the
purpose behind why it is | should devote my thoughts, hours, and labor to such activities as
constructing an art object or fopedwafclnthegioomdg a b a

beneath my feet dissolve as I slip dangerously into the black void of existential crisis. This may
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sound dr amat i @,andlaproblem artésts can, atthg veny keast, feel united by. My
need to make is about my neeceigress, and perhaps, in part, my need tessgifalize.
Artmaking grants a sense of interior stability and voice.
What we choose to voice is as pertinent as how we voice it, and perhaps more so.
Al Art] [s]ubjects t hatustrPatiernamerespandwi | | con
to we will continue to respond to. We are compelled by forces that, like the ocean

current, are so subtle and pervasive we take them utterly for granted. Those odd
moments when we notice the sea we swim inée

Image 9 Tremelo.Agnes Martin. 1962 Art i s the concrete represen
f eel ii Agges Mdrtin
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| dondt believe itds necessary to choose b
expressing a feeling. Attempts at more didactic communicatbsymbolized ideas and
personal experiences have been a key component of my work since the beginning. However, a

more acute pursuit to communicate a refined feeling with my visual art has gained momentum.

Beauty Aims Meets Process Art

Anothermotivatng f orce | 6ve confronted more thougl
graduate school is the impetus of bedutiat is, the desire to make art objects that achieve a
sense of resolution by way of appearing beautiful, or at the very least, appear skilled an
interesting to my own eye. One may derive beauty from painful concepts and deliver dark or
melancholic forms of beauty, too. The feeling expressed through darker emotional content tends
to be more powerful than pleasantly lighter forms of art. Regardfébe mood | set about
expressing, so |l ong as it appears harmonious,
degree of accomplishment. Of course, | have stretched this belief system and experimented with
making art thatl afzgeldos atnad manduqliyvsh@&ddé 6 The pa
understand the relevancy of delivering beauty with my art has led me to pieces that simply feel
unresolved or | ike failures. |l tds obvfoous t ha
this ubiquitous factor we call O6the beauti ful
individual, as it can change for society. Perhaps in order to expand and enrich our experience as
artmakers and observers, we should actively attemphallenge what we deem beautiful as we
should likewise question all our habitual methods of perceiving art. As minimalist/abstract

expressionist Agnes Martin put it: AWhen 1 th



of life. Itisnotintheeye; it is in the mind. I n our minds
(Martin, Beauty is the Mystery of Ljfe

My artistic pull tending toward this enigm
art digresses from process art (in its generallgpisxd conception). Simply stated, process art
focuses intensely on the making of art (rathe
perfected eternal composition, the process art movement showed interest in spontaneity,
impermanence, and imgection. (Art viewers perceived) art in a new way and again the gates

opened even wider, both for artis@d), and for
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Image 10Repetition Nineteen lIEva Hesse.1968.

Image 11Untitled. Melanie Moralez. 2023.
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| feel that my art can be, in part, understood through the lens of process art. Eva Hesse is
a welkknown process artist with whom | find connection, especially in my most recent
developments, which evolved from noticingn®e interesting creations from wax that had ran off
the panel s. | 6ve begun to play with applying
various ways, and now curl swatches up into tubular shapes | then adhere, sculpturally, onto
encaustic paintingy These roskke forms somewhat echo my flat, cellular motif while
reminding me of sound clusters, as | visually perceive them, when listening to music. For
i nstance, Hessedbs MARepet i t-ransiucenttubelarferesithat | | 0 i
also arise from a flattened surface. While minimalist artists had recently explored serial
repetition of identical units, Hesse loosened that principle. Her forms are handmade and irregular
rather than manufactured and hardl g e d. T h ey 0 r ethesin shepd aad materal, one a
but none of them are exactly alike. Hesse was flexible about the arrangement of the 19 units that
make up this work; that was less the point. As | do, Hesse used a wide range of materials to make
her sculptural works. Aware dfi¢ instability of materials like fiberglass, which discolors and
deteriorates over time, Hesse said, AdLife doe
| agree, and al so | & duetbhitsafragiity and tempbralidymimigs t hat w
the fleeting nature of a song. Our human perception of time is very much in relation to the
arbitrary number of years we happen to generally fit into our constructed conceptions of what a

~

Alifetimed is (Hesse).
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CHAPTER SEVEN
VI EWERO6GS PERCEBRNTERPRETATANND
Audience

AArt i s incomplete without the perceptual
viewer. Not only do we collaborate with the artist in transforming a two

dimensional figurative image on a canvas into a tkileeensional depiction of

the visual world, we interptavhat we see on the canvas in personal terms,

thereby adding meaning to the picture. Riegl called this phenomenon the

behol der 6 s6Biaseal weamenmteas derived from Ri eg
insights that began to emerge from cognitive psychology, tthegyi of visual

perception, and psychoanalysis, Kris and Gombrich went on to develop a new

view of this concept, which Go@tmbdrich refer

0 Psychiatrist and professor Eric R. Kandel

These philosophical explorations revolviagund notions of artigb-beholder
symbiosis have been presented in much of my art these past few years. Coming to define my
own visual art O6audienced has become more | mp
creative expressionsinavacuumorjusir mysel f. Artmaking with th
perception in mind is relevant, to fluctuating degrees; | aim to hold this in balEme. is an
endless dance we, as artists, can spin around locating the purpose of art; for our own making, its
premierfunction, and whether the public, artists, collectors or anyone should strive to make art
defined by any meaning at all. When 1 6m feel.

in the famous remark by Frank SteieWh at you see i s what you see.
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Inspiration

Postpainterly minimalists like Frank Stella and Donald Judd broke from abstract
expressionism with édeductive structured work
along unexpected, asymmetrical p a rfaanous guete s . St
appear antithetical to my own thick, textured, indexical encaustic paintings, as his surfaces were
extremely flat and thin. Yet, the gestalt effect of his work, inviting a focused perception of his art
for it to hold its owd unified, like a sagd has been of enormous influence and inspiration.

Compiling elements, such as layering in more literal cues meant to reference music, such as

integrating notation, have been pushed to the periphery of my own work more and more.

Image 11Raqqa Il Frank Stella. Painting, Synthetic polymer and graphite on canvas. 1962.

Pieces |li ke Stellads were pure optical exp
approach relieves my own previously setiposed pressures to ensure my narratives be
receivedhcreasingly, any uncertainty that my visu

especially i f 1 feel that my art is successfu
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which 1 6&dm speaking through my tendhekewernilstivé be o
to compensate in other areas. For instance, I
byproduct of having been outwardly explorative as well as inwardly seeking. Somewhere in my

process of making, | idealistically attptrto balance inspiring investigations from the outside

world with introspection.

TRPE
yov R

MouT Yt

Image 12 (Photographportion) Oblique StrategieBrian Eno and Peter Schmidt. 1974.
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Happy Accidents

|l t6s been inspiring to my prtissseparktberovino | ook
creativity. Selfd escr i fmadi €n@amdé sound and visual artist
6ambi ent music, 6 whi ch &iperceptiensitrginserdountimg modi f y
environment Prendergas®3). InVisual Musi¢cChr i st opher Scoates writes
experiences with systematic methodologies for prompting creativity, from Fluxus Scores to co
creating and bringing about much professional success through theapotar Oblique
Strategies cards. Unlike Fluxus $es (which, under much inspiration by experimental sound
artist John Cage, prompted unigqgue performance
cards, which offers a challenging constraint. Then a Esdae prompt gets drawn, intended to
help musicians break creative blocks. These cards have been found to be equally effective for
visual artists, as well. In a sense, using a card is like setting a rule for yourself; let the chaos and
randomness in and be artistically inspired in whicheverwagther d pr escri bes. nET
that mistakes and random errors could be productive if approached with the right mind set. Such
variables could potentially provide new and u
In the booKThere Will Be No Quietheband Radi oheadds al bum art
Donwood, led me into deeper considerations of the many ways that artists can mysteriously
arrive at intended expressions via seemingly random bursts of creative moments. Learning about
the conceptual avenues Donwdoalvels for inspiration and the way he prolifically experiments
and allows himself to tumble down rabbit holes to achieve a final work or series is intriguing and
inspiring. One particular procesgscription that captivated me is his recounting of actadlgn

knocking over a pigmented candle, which caused wax to splatter chaotically over his
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meticulously drafted, woulthe-albuntart, drawings. At first, he was incredibly frustrated, but

then he embraced the out come eexlounditessehtiplto( Donwo

roll with these kinds of occurrences.

Serendipitous Magic of the Unexpected

Image 13Effinggy.Stanley Donwood. First edition, giclee print, Lazarides Editions. 1974.

OHappy accidentsd | i ke t hmyswnwaxfandehellamccur w
burn process; unexpected moments of appeal lock certain aspects together, like puzzle pieces
joining, driving home for me the joy of amaking. However, these instances of delightfully less
controll ed, 6 magitache inbalante with the ptannmd, stdgihg, corepesing,

and refining in order for my work to feel successful. They are the exhale to the inhale. They are
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the i mprovised forms, sandwiched between the
structuredchordchanges, in jazz. Eno described the idea this way:
AOne of the things we respond to i s a sens
when something apparently simple and predictable suddenly turns out to be

compl ex and wunpr edi c thavdféebngs mudh storgerms t o mak
t han we would expect to B38ve given the sit

Both Eno and Donwood are examples of contemporary artists who let the randomness of
whatever theybére exposed to in |ife fixedly I
certain areas of interest and input culminate into a piece is much likenayyaened with
Donwoodds wax spill experience. Random or acc
resting places in the conceptual arena of his work. He opens himself up to it all and lets the wax
spilldwhi |l e all owing forcea(domhwelatoiesyv esro uanldb lerm steeo
the primary influence. I, too, believe in the value and importance of letting all facets from the
artistodés | i fe, dreams, interests, curiosities
work. These &rious aspects can all find their way to factor in, one way or another. And one is
not more valid than the other. 1tbés all fuel
what crosses our path in life can often lead to the challenging of supemeptiond this is

what is at the core of my own art.
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CHAPTER EIGHT

RESPONDING TO THE PERCEIVER

Last Step of Making

ifiThe value of art i's in the obser

0 Agnes Martin

Returning to the question #Alf a tree falls
it make a sound?06 | 6ve found myself applying
hear a tree faltollaboratewith the tree and the ground it hits inroulating the reality of that

event 20 and AWhat of tbheeh oalrdteirs?t0d6 s mer e i dea o
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Image 14Embedded (V, installation).Melanie Moralez. Mixednedia. 2021.



40
In response to the previously discussed investigations into the power andmemdio#
60t he behol derdéds share, 6 much of my recent and
guestioning. The AEmbeddedod series wasda firs
a collaboration with all those who see stonesinmykwor( and f or those who do
more obvious stone imagery into my work for them to unite in that perception). Due to this

alternative vision, | found genuine ways to make my own work fit into that reception.

Embedded

When | was little, | was gifiéa polished agate that | immediately adored. It had been
split open to reveal a rich green that pooled outward to the edges with pearly white lines,
emanating from a sparkling, crystal center. At first presentation, when the two pieces of the stone
arehé¢ d together, 1tos | mibrovenscoabsé, and booing exéeaolr mighte t h a
be hiding swirls and layers of internal beauty. It seemed unreal that this object could happen
naturally; it felt like magic. Also, opening it up was like belagin on some secret. At 7 years
old, | set about using a hammer to crack open rock after rock on the cement front steps of my
home, in hopes of a similar find that powerful. | soon acquired buckets filled with the treasured,
split rocks | deemed speciahough to hoard.

Often, experiencing art is similar to what the ragltitting process was for me. We take
in someonés art piece with an analytical hammer in hand. We investigate it from many
met aphorical angles to discover its hidden, i

judgment : AnDo | l i ke this or not?0d6 anndmyil s t h

collection bucket, or cast back out, like fingingadud one i n sl i ght di sappol



Image 15Embedded IlIMelanie Moralez. Mixednedia. 2021.

As discussed in chapter five, much of my abstract art involves a common motif. Others
describat in widely varying ways: from cells to river stones. For m@, léss about how the
result appears and more about the myriad decisions or happenings that go into forming the
imagery. bie most commonly associated the imagery with my synesthesia,eptbtess of

creating the cellike formations to how it feels to string lines of musical improvisations together.
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Due to the fascinating experience of hear:i
myself to what was being seen. | meditated dthalways | might personally connect to the idea
of stone image& and there are many. | also envisioned the years it took for water to sculpt
away all angles and jagged edges to produce the smooth, rounded shapes they morphed into. |
reflected on how thatoncept can relate to the way an art beholder can unsuspectingly be
powerful enough to ni@ a work of art mean anything they want it to.

| discovered that my associations frequently circled back to éudsicexample, being
reminded of the countless hawspent cycling over arpeggios to create muscle memory needed to
improvise (the way water continuously flows to eventually work its imperceptible moldings upon
the surfaces of rocks, with seemingly Opracti
images that involved stones and rock i magery fE
way rocks become lodged into the earth: stuck, but simultaneously evoking visions of slumber
and dreaming and our subconscious minds at play. Embedded can alstoalhederay we do
or dondét allow initial Il nterpretations to bec
viewelts perception and a nod to the outsideneaning or viewés perception of art lodging
itself into the art itself.

Focusing on visal art in graduate school has afforded me the opportunity to hear many
impressions of what my art motif means to viewers. The process of forming new associations
andmultt ayered meanings through 6coll aborationsd
quite a lot. I no longer consider meaning as expressed through art to be traveling in a linear
direction. At times, it reminds me of the chicken and the egg paradox, which often cycles me

around to questioning whet hemeartinpa&alle 6s val ue t
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Beyond the See

AFor the artist, the creative process i s &
the interpretative process is also

0 Eric R. Kandel (Art and Reductionish®)

Interactivity can serve as a metaphor foranamisti ewer i nherent Ocol |

occurs quietly through the simple act of vievugtierpretation. Interactivity is playing an

increasingly important role in contemporary a
signed urinal,,0 acalallddnigpfeadunthaei cmonventi onal no
creatord of art. By submitting the Areadymade

Duchamp indirectly engaged with the audience; he asked viewers to decide for themselves if it
should e considered art or not. This famous work of art arguably became the very questioning
and engagement activity it sparked with the audience and art world.

Al most 50 years | ater, Aepesentaans diaultu@s bar el
icons and societ | mar keting as o6fine arté was al so a s
audience. Concurrently, the Fluxus, avgatde art movement began to combine elements of
music, performance art, and visual art, seeking to challenge traditional definftemdp
creating works that were wusually participator

Il n the 1990s, through interactive technol o
increasingly engaging and participatory. Through such works, vidvegian to explore their
own reactions and relationships to the art in a more immersive way. This has allowed
contemporary art to branch away from the traditional static forms of the past and toward more

interactive and engaging forms of art. New media f&hacallows for an immersive subjective
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experience and/or interconnects participants and artists. We can identify this trend in highly
successful exhibitions |ike Sensation and the

When contemplating contemporary art of aurst recent decades, | doubt many envision
2D paintings, drawings, or prints hung flatly on the wall. We are in thetkigh digital age in
which everadvancing technologies are stealing the show. What is increasingly more common
are infoinstallationsalluding to some widely dispersed, socially engaged project of action, or
murmuring, ambient sounds vying for our attentions in galleries, competing against the even
louder flickering of screens.

Contrarytotheato bj ect o6t hi ngséi mds sclLIPQaurfenatndapte
became somewhat like evespiaces designed to disorient, yet could also become a place of inner
growth and a new O6placed where a person can b
Anonymity created fluidity and perhaps advan@ather engagement. With net art and video
game art there can be a play of intimacy and attachment, which points to the sense of questioning
reality and the push and pull of providing versus taking away. Cyberspace and/or videogames as
a revision to theanvas or ceramic vessel became a new kind of art experience that was often
extremely participatory. Involving the medium of digitized, moving light has now become
somewhat of a status quo in our current art world.

In the past 30 years, our new technolagage has not only been captured in the art
coming from it, but has impacted the way contemporary artists have wiotked processes, as
wel | as the spaces this type of art exists 1in

pieces, oal tded BReyo® i s only a-changngfieldr ef |l ect i
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Il n AiBeyond the See, o0 | display six graphic
how the first six notes of fABeyond tnthe Seaodo (
treble clef. Each tablet softly plays its own sound, which is a merged recording | created of my
voice stacked three times, singing one of the first six tones of the song. Simultaneously, each
tabl et plays a video of logpeddonconstantlygorralatetwihthei e c e
tone being heard. | created the digital visual art by manipulating awpophoto taken from a
large scale, mixeemedia triptych of wax, oil, and pigmented shellac. This source painting,
cal |l ed AL a ncMeed inthe exhsbitian.l Teednteractive component is subtle. An
indi vidual can, i n a sense, O6playé the first
closeenough range of hearing the sound, and by progressing along from the leftmost taklet to
right. (Moving from right to left down the row of tablets would present the tune backwards, and
standing bacikcentral would sound like a soft, droning cacophony.)

There are no instructions provideansdreor t he
not provided to a viewer approaching an abstr
triptych in the gallery or explain its connection to my voice being stacked in three layers (or the
coincidence that the string of notes contains atjiplet The pai ntingds hori zo
and thus stretched evarore smoothly as the second and third panel is added. This is what
happens by stacking the single recording of my ADSD voice; the more tracks added, the more it
appears to me like a smoettiine in my chromesthetic vision. Another reason | entitle it
ABeyond the Seed is to reference the workos i

our perceptions, and how ar to tpthelpérishery.s t o see
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These things need not be clarified for each viewer. Layers of meaning and symbolism can
simply rest in the soft O0spokend prompts that

viewer can choose to or happen to see it, or not.
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CHAPTER NINE
ARTISTS AND MUSICIANS OF INFLUENCE
AThe artist has to be something |ike a wha

absorbing everything until he has wha

0 Artist and songwriter Romare Bearden

Image 15The SavoyRomare Bearden. Mixadediacollage. 1975.

Meaning from Connecting

|l 6m interested in various types of art and
conceptual and aesthetic connections can be m
my own and my artisinfluencers.thas f el t rewarding to ponder di
condition of perceptual reality, for greater context, beyond even the common array of differential

factors such as gender, time period, class, and/or culture. When studying a work of art, | find
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mysel f wondering about the artistds mindset. W
time? What could they hear? Were they warm or cold? What did they eat for breakfast? What
does the color yellow feel like for them? When observing art, there are azhieved in
reflecting upon oneds unique conditions of pe
we make certain assumptions about forms and all other artistic choices, to further question how
important it is for us to maintain specificppre ct i ves on wétgsbormee 6r e | ook
Romeo).

Il n my study of jazz manouche guitar, | 6ve
even musicians who are simply better than me) has been essential for growth and the expansion
of my own abilities. Deeply analyzing what sets various styles of past avithin the genre is
enlightening. The greats are often performing the same repertoire, but what they uniquely bring
to it shows me that I have a voice of my own
work | admire has this same influente. dondét seek out ways to emul e
seek out ways to refine my own by paying attention to why | feel moved or inspired. And then |
consider what | might bring to my own subject matter and style to achieve a similar effect.

An artistcan pose these questions about why they have certain tastes and opinions that
attract them to the work of other artists, which can further enrich their art practice. And inquiries
about why their influences might have arrived at certain artistic chdieesstlves can offer

valuable connections. It certainly has for me.
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Synesthetes

AThe sound you do not hear but see, and

0 Artist andmusician Rob Mazurek

Image 16 Composition VI| WassilyKandinsky. Oil on canvas. State Tretyakov gallery, Moscow. 1913

There are many artists and musicians with synesthesia who both directly and
symbolically express the condition or how their given art forms are in connection with it (for
example, visual agis Wassily Kandinsky, Vincent van Gogh, and David Hockney; poet Arthur

Rimbaud; and musicians Duke Ellington, Franz Liszt, and Tori Amos).

t
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Image 17 Duke Ellington the PaintetJnknown. Photograph. Circa 1945.

The types of creations these synesthatiists produce may not appear to be connected,
but knowing they share in my condition of perceptual fusing leads me into deeper investigations
of their works. In doing so, | havendét been a
more open @itude to embrace whatever forms of expression they stylistically exude. Situating
the type of art 1 6m making within a historica
Therefore, | have gained much by studying all art genres and movenspasiadly with a focus

on the past couple of centuries of art history.
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Non-Synesthetes

Image 18Untitled. Nam June Paik. Mixethedia,Estate of Nam June Paik. Photo courtesy of
The Museum of Modern Art. 1993.

Plenty of norsynesthetic artists have heavily explored musical concepts in their art,
including Hieronymus Bosch, James Whistler, Juan Gris, Pabés$t, Salvador Dali, Georgia
O&eeffe, Marc Chagal, Joseph Beuys, George Brecht, John Cage, and Nam June Paik. The list
of famous and historical artists conveying deeply symbolic references with musical themes
and/or the meaningful ways music situatesitsf i n t he worl d i s extensi

their part in shaping me as an artist.
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Image 19 Asemic FrontFederico Federici. Ink on paper. 2017.

Contemporary nogynesthetic artists who lean on music as a theme are a continuous
source of inspiration to my practice as well (including Stephen Malinowski, Federico Federici,
Ben Patterson, Johannes Kreidbrdlon Lodgé. There is navidence that figurative artist
Romaine Brooks had synesthesia, but | enjoy the idea by author Cassandra Langer, about an
artist being able to evoke synesthesia in the
composition made up of varying and #abmovements of colored spaces saturated with
symbolic meanings like hallucinations, dreams, and nightmares. They are objects that echo the

emotions and return the gaze, somet i78@rsin t o t h



53
the words of cal r field abstractioni st , Mar k Rot hko,

experience. o0 (Zhou)

Image 20Ghost.Mark Charlton. Mixed media on canvas. 2022.

And, of course, artists who dondét habitual
nonethetss, incredibly enlightening to me, too (for example, Louise Bourgeois, Mark Rothko,
Max de Winter, Mark Charlton, Ana Dévora, and Jeffrey Tover). All artists of influence or
general interest to me tend to share the trait of expressing a (seeminglygdtesithg or state,
as well as delivering the impression of deeper me@nagelevance | can connect with on some

touching and personal level.
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CHAPTER TEN

THE ART-MUSIC RELATIONSHIP AS A MICROCOSM OF LIFE
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Image 21 (detail) Voice Scape, TriptychMelanie Moralez. Mixednedia. 2021.

Ceramicist Margaret Bohls was teaching ceramics at the University of Minnesota, Twin
Cities, when | was an undergraduate student t
hi story, 0 Bohl s &egherdrivindferee inartmaking. $ikether, | faet thab e
the catalyst for my expression comes from questioning and exploration. This investigation into
the process cycle in art practice mirrors what happens in the cycles of my own life. Bohls

expressedtht sheds interested by the way forms or
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can embody an idea, and as she put iit: A...ev
narrative. o0 Like many ot her sormdaesontinggéynr es, a
renewed, much the way jazz standards get repeated and recycled across the decades.
Another way of linking art with living is that maintaining a steady/consistent art practice
and exercising discipline are required to keep moving fahwsuccessfully, in both music and
art fields; practice and discipline are i mpor

These cyclical practices inform each other; they each remind me of the importance of being

genuinely investedinarmdur i ous about music and art, as in
value in reflecting wonder and questions thro
accidents6 into it, as with | ife (Hydeuse Life

of symbolisn® we can endlessly note parallels, creating infinite echoes. Everything is
interconnected this way. In practice, to refl
more than ever before.

The deeper we examine anything in lifes tiore it slips from conventional
understanding. Perhaps this is at the root of
notion that all representational art is abstract, and all abstract art is representational, is a
conceptual echo of thaigntum theory (fascinating philosophers and physicists alike), which
states that by the very act of watching, the observer affects the observed reality. Highly
controlled experiments, fgloimt 0 heoxm@aer iYroaumtg 6tso 1t
howa beam of electrons iIis affected by the mere
the amount of o6watching, 6 the greapkacehe obs

(ScienceDaily) And what a lovely, mysterious paradox to consigténdl in various shapes,
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colors, and sizés squirming underneath every stone we lift. We find surprisingly lively magic
under what seems so predictably heavy and still. And so it goes: the more one examines the
intricacies involved with perception, the nreasne loses the ability to divide what seemingly
should be simple ideations with cleaut definitions, such as fragmenting our senses into tidy
compartments. Letting go of our crutch of compartmentalization is, itself, a microcosm for other

aspects of li.
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CHAPTER ELEVEN

A CONCLUDING NOTE ON MY PRACTICE

The art studio feels like a holy place at times, and a playful jungle gym at others. Most
recentl vy, itdéds seemed | i ke a science |l ab as w
timingd from wet to dry and from hot to cold stadessing fire, paintbush, or cold, metal
carving tool s. |l Il ove the word 6alchemyé6é to d
burn i n the studio. Essentially, It feels |ik
time-sensitive materials of wax and sheltath er e 6s a fun and exciting Kk
fleeting opportunities to manipulate the wax before it cools and solidifies again. And working to
open the shellac 6cellsé with a flame is incr
flow state of my working hours, | must constantly remind myself that | am wielding a blowtorch
and so need to be present and keep moving wit
mesmerized by the surface thatos unfolding.

When |1 6m cremitea@s enlcagistt itche feeling that
me making the work; @& an amalgamation of many natural, inherent, happy accidents that

combine to create, often, beautifully laced surfaces beyond what my own hand is capable of

producing. Inthddest of wor king moments, the iIimagery s
stil |l around but al most watching from the out
a call and response, but |1 6dm notywitngot he ki nd
cooking. I n the most joyful states of making,
home. And itdés a similar experience to when I

presence of mind to be highly aware of the chord chaaggsrpeggios or scale fingerings, but
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my fingers enter phases of release when | 6m n
some unknown external force and then my finge
as with musiemakingandwiti i f e at | arge, with my visual ar
processmoreandmdd et ting myself get | ost in the work
openly questioning where ités going.

With all of my visual art pieces, from assemblages to casniim trying to work with
what the materials oOowanté to be, and the work
observe how my art processes can connect to many things in life, not just music. | think this
under |l yi ng O0cur rbeddédwibhin the pracesse neveairg itselftidough the
finished artwork, is what resonates with observers. And that goes back to the aspect of it
mirroring nature. Thei@ something inherently pleasing in the reflection, and at the same time, it
brings bak knowledgé perhaps some deep knowledge of the world, of nature, of how all things
work. And experiencing this visual version of it, one is reminded of that deep knowledge.

The distinction between visual art and music is challenging to define and thedbi@s
between perceptual modes blur, seemingly more so the deeper we investigate. Such is true for
many facets of life. My graduate program artwork has expressed an exploration into the
relationship between visual art and music. It visually and symliigleehoes considerations on
the ways art and music are intertwined, despite inclinations to differentiate perceptions of visual

art from sound art.
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Artist Statement

From the time of my earliest memories, |0v
the two expressions have always been intert wi
act of creating art and no other wodeges to mesmerize me in this way. As a swing jazz
guitarist with chromesthesia, the music | hear and play is accompanied by dancing lights of color
that flash across my field of vision. Accordingly, | seek to recreate Hiksibappenings in my
abstracins: a conceptual expression similarly explored by artists of personal influence, such as
Nam June Paik, Joan Jonas, and Laurie Anderson, as well as earlier conveyors of musical
imagery including Piet Mondrian, Wassily Kandinsky, and Paul Klee.

When playing music, my improvisational approach is to weave together theoretical ideas
with visual guides as superimposed across my fretboard in maps of note patterns. They are quick,
visual echoes that feel like pops of magic from some unknown sounty. fimost recent series
of abstract paintingé $weet Nothing® filncisiono fiShellac Songéfi Embeddadd A Sound
Wa v e F)oainmtse anmmunicate this relationship between audio and visual perceptions. My
current ASynt he tconpriségmoviegamvorksimuolviagethre idigital
manipulations of my encaustic wax and oil paintings. The onward layering of photography, re
composing, animating, and projecting/screening seem to stretch my visual creations closer to an
audio reference, as they sharmore similar format and processing of sound recordings and
essentially move, pulsatendflow and can therefore be perceived mitke how we experience
sound waves (whether organized into Amusico o

Further reflecting on my personal connecti@meen image and sound through the
abstraction process, in jazz improvisation, one either holds predictably within the key center and
melodic interplay or allows for the ledide to stray beyond the expected framework. Note by
note, each musical decisionalesces into one complete form in its framework of bars, the way
each touch of pigment builds a painting. In an exploration towamdcking my experience of
jazz improvisation in visual art, | allow every artistic choice to delicately balance betwieen ei
intent: to reformulate, or passive yielding: to the existing context. The decision to submit or take

control influences how each steskaped passageway relates in its context.
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APPENDIX B

THESISEXHIBITION PHOTOS
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Coda Peripheral

Ielanie Moralez

Figure 1.Coda Peripherakxhibition title wall,Sound Extensioancaustic mixed media
sculpturaltriptych painting, andADSD Voice Cycleeramicmixed medianstallation.2023.



68

Figure 2.ADSD Voice Cycleeramic installation. 2023.
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Figure 3.(Partial) ADSD Voice CycleSpasmodic, Podhjection, ceramic installation. 2023.
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Figure 4.Sound Extensioancaustic mixed media sculptutaptych painting 2023.
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Figure 5.(Detail) Sound Extensioencaustic mixed media sculptutalptych painting 2023.
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Figure6. 12-Bar, Minor Keyl2-pieceencaustic mixed media paintings as grid installation. 2023.
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Figure 7.(Detail) 12-Bar, Minor Keyl2-piece encaustic mixed media paintings as grid

installation. 2023.
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Figure 8.12-Bar, Minor Keyl2-pieceencaustic mixed media paintings as grid installation,
Perceptual Network Coilinmnstrument stings installation, ahd Merencaustic mixed media
triptych painting. 2023.
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Figure 9.Perceptual twork Coilinginstrument stings installatio2023.



Figure 10(Detail) Perceptual Network Coilingnstrument stings installation. 2023.
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Figure 111l a Merencaustic mixed media triptych paintiRgrceptual Network Coiling
instrument stings installation, awdA Chord Chart with Coda7-pieceencaustic mixed media
paintings as grid installation. 2023



78

Figure 121 a Merencaustic mixed media triptych painting. 2023.
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Figure B. (Detail) La Merencaustic mixed media triptych painting. 2023.
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Figure ¥. ABA Chord Chart with Coda&7-pieceencaustic mixed media paintings as grid
installation. 2023



Figure B. (Detail) ABA Chord Chart with Cod&7-pieceencaustic mixed media paintings as
grid installation. 2023
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Figure B. (Detail) ABA Chord Chart with Coda7-pieceencaustic mixed media paintings as
grid installation. 2023
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Figure I7. Coda Peripherakxhibition dualgalleries,Sound Extensioencaustic mixed media
sculptural triptych paintingsound Cradle VII (Nightncaustic mixed media paintinfgound
CradlelV encaustic mixed media paintingndSound Cradle VII(Day) encaustic mixed media
painting 2023



84

Figure B. Sound Extensioancaustic mixed media sculptural triptych painti8gund Cradle
VIl (Night) encaustic mixed media paintifgound CradléV encaustic mixed media painting
andSound Cradle VII(Day) encaustic mixed media painting023
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Figure B. Sound CradléV encaustic mixed media painting023



