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And therefore, I said, Glaucon, musical training is a 
more potent instrument than any other, because 

rhythm and harmony find their way into the inward 
places of the soul, on which they mightily fasten, 

imparting grace, and making the soul of him who is 
rightly educated graceful, or of him who is ill-

educated ungraceful; and also because he who has 
received this true education of the inner being will 
most shrewdly perceive omissions or faults in art 
and nature, and with a true taste, while he praises 

and rejoices over and receives into his soul the 
good, and becomes noble and good, he will justly 

blame and hate the bad, now in the days of his 
youth, even before he is able to know the reason 

why; and when reason comes he will recognise and 
salute the friend with whom his education has 

made him long familiar. 

PLATO 



The thing to do is to keep the head alert but empty. 
Things come to pass, arising and disappearing. 
There can be no consideration of error. Things are 
always going wrong. 

We're apt never to know but something else is 
happening: I am getting nowhere slowly as the talk 
goes on slowly we have the feeling we're getting 
nowhere; that is a pleasure which will continue if 
we are irritated with whatever. 

JOHN CAGE 



HISTORY 

History is fundamental to our existence. Summing up and ordering 
where mankind has been can be important to seeing where we need to go. 
As Howard D. McKinney and W. R. Anderson say in Music in History: "We 
must have a knowledge of what has been going on and how and why it came 
to be, if we are to be as wise and as happy as possible-in a word, if we 
are to possess the world in which we liveM(3). This thoughtful statement 
is one that should not be forgotten. Often we ignore the fact of the past 
so that we can concentrate on "progress." This is shallow mentality and 
will get us nowhere in terms of the future. 

The exploration and appreciation of the history of a particular 
discipline is an important part of the learning of that discipline. But what 
of the histories of other disciplines? Couldn't the history of another 
discipline provide stimulating insight into ours, be it in this case, music 
or architecture. 

There is little agreement on where the history of music begins. 
Everyone seems to have their own theory. This is mainly due to the fact 
that our only concrete record of the history of music lies in written 
manuscripts. There is virtually no doubt that some sort of music existed 
before these pieces of paper, but due to the intangible nature of music, 
there can be no hard, fast evidence of it. 

Thus most teaching of the histories of music seem to begin around 
800 A.D. with the music of the Medieval Period and progress to the many 
"style' periods to the present day. 

The tracing of the history of architecture on the other hand does not 
have this problem of documentation. The enduring tangibility of 
architecture allows for solid evidence of an architectural past long before 



STRUCTURE/FORM 

SYMMETRY 
the balanced arrangement of equivalent patterns, fragments, or sections 

ASymmetry is a principle that can be 
utilized to organize a buildings forms 
and spaces. An entire organization 
could be symmetrical or just a part of it 
could show a symmetrical relationship. 

Thomas Jefferson: Monticello 

SLIDE: 

M Musical compositions can utilize 
symmetry to organize their forms. One 
of the most common of all musical 
organizations, in fact, is a symmetrical 
one, with two repeated segments 
separated by a contrasting segment. 
This form is known as'ABA.' 

Frederic Chopin: Mazurka No. 24 

SEGMENT: 

REMARKS: 



are, in spite of the vast difference in tangibility, very much structural 
arts. 

Some may argue at this point the these arts in today's times have 
not depended much on established structure or form and are freer because 
of it. This may be true, but how does one know if they are breaking away 
from established order if they do not know the established order. One 
must know the rules, before they can break them. 

The purpose of this section becomes to, hopefully, provoke new 
insight into the structure /form of these two arts by suggesting a 
comparison and interpretation of the cross-discipline. Seeing the 
arrangement and organization of a different medium should do good in 
stimulating fresh thinking. 
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STRUCTURE/FORM 

The dual nature of the title for this section is due to the fact that 
one speaking of architecture tends to speak of structure, and often times 
order, but when speaking of music, one tends to speak of form. This is not 
to say, however, that these terms for the arrangement and organization of 
architecture and music are not interchangeable and often times used in 
cross-disciplinary fashion. 

In his book, Architecture: Form. Space, and Order. Francis Ching, M. . . 
concentrates on articulating elements of the design vocabulary"(10). His 
presentation focuses on arrangement of the various pieces that make up 
architecture. Says Ching, M. . . the arrangement and organization of the 
elements of form and space will determine now architecture might 
promote endeavors, elicit responses, and communicate meaningM(10). So, 
it is these basic concepts of structure and order that give internal context 
to a work of architecture. 

Music, in a like way, is concerned with the arrangement and 
organization of pieces. In his book, Music: In Theory and Practice. Bruce 
Benward concentrates on ". . . essentially a study of patterns in music." He 
H. . . seeks to look at music literature as highly organized, ordered tonal 
designs"(ix). Throughout the book, Benward presents the student with all 
of the pieces and the implications for their organization into coherent 
pieces of the musical art. In his introduction, Benward defines music 
theory as, . . the study of the artful designs, ingenious proportions, and 
inventive patterns in music that are transformed by the mind into 
aesthetic experience"(xi). 

All one has to do is read the introductions to each of these books by 
Ching and Benward to realize that architecture and music share much in 
terms of the way they are put together. It is readily apparent that these 



EMOTION 

TRIUMPH 
the joy or exultation of victory or success 

A
The expression of triumph in architecture 
is often done with excessive scale of form 
and space and the dramatic manipulation 
of natural light. It is often times the 
simplest and purest of forms that can feel 
the most triumphant. 

Skidmore, Owings & Merrill: Chapel 
U.S. Air Force Academy 

SLIDE: 

M
An emotion of triumph is often evoked 
in music through the use of simple, 
march-like themes, bold 
instrumentation, complex, colorful 
orchestration, or any combination of 
these, too name but a few. 

r  r  i "  

Mussorgsky: The Great Gate at Kiev from 
Pictures at an Exhibition 

SEGMENT: 

REMARKS: 



ELEGANCE 
dignified gracefulness or restrained beauty of style 

A Elegance is typically associated with 
simplicity, clarity, understatement, 
geometric precision, minimal material 
palette, and refined textures. 
Historical reference or imitation is 
often a contributing factor. 
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EMOTION 

COMIC 
of, relating to, or marked by a light and amusing character 

A
Comedy in architecture is often evoked 
through the teasing of the senses by 
untraditional, ironic juxtapositions of 
form and space. Scale, materials, 
organiztion, these are all things that can 
contribute to a sense of comedy. 

Antonio Gaudv Casa Mila 

SLIDE: 

M
The emotion of comedy in music is 
expressed in many ways. Certain 
intervals or harmonies or rhythms, 
speicfic instruments, imitating and 
variating on other works, imitating 
animal or other sounds, these are all 
ways of provoking a comic reaction. 

Piano Violin 

Allegretto pomposo 

/ Doobl* Bags 

Camille Saint-saens: The Carnival of the 
Animals 

SEGMENT: 

REMARKS: 



ANXIETY 
a painful or apprehensive uneasiness of mind 

A 
Anxiety in architecture is typically 
produced by using elements, colors, 
forms, spaces, symbols, and sequences in 
an unconventional, discontinuous, or 
ikbalanced manner. Elements out of scale 
and context are also effective. Examples: 
beams without apparent support, spaces 
with angled or skewed walls and ceilings, 
dark spaces that loom above or just 
slightly within view, abrupt spatial-
change, extrodinary scale. Anxiety is 
often associated with disorientation. 
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EMOTION/PERCEPTION 

Comic 

Triumph 

Joy 

Intimidation 

Tragedy 

Confidence 

Tension 

Excitement 

Awe 

Intrigue 

Elegance 

Boredom 

Anxiety 

Aggression 



experience. He says that this is not surprising in light of his view that 
art "exists to convey what cannot otherwise be expressed" (34). This 
merely emphasizes that trying to explain what reactions come from a 
musical experience in mere words is futile. 

In terms of architecture we find similar commentary. Much has been 
written about meaning in architecture and to a somewhat lesser degree 
about what emotions are derived from that meaning. All, though, are again 
nothing more than speculation. 

Steen Eiler Rasmussen in his book Experiencing Architecture tells 
us, "it is not enough to see architecture, you must experience it" (33). Our 
response to this experience is then a "product of the moment and happens 
because stimuli working in concert affect us in a particular manner" 
(Sporre 188). This manner is emotion. Stanley Abercrombie in his book 
Architecture as Art makes the lofty statement, " architecture's power to 
move us is unlike that of any other art" (11). Like the rest though, he does 
not feel justified in proceeding further into the realm of emotion. These 
authors and many others write about the existence of emotion as a part of 
the experience of architecture but do not pursue it much beyond that 
recognition. They rightly realize that it is a very subjective topic. 

From these sources, then, we see that there is little doubt in many 
minds that the evocation of emotion through architecture or music does 
exist. The question now becomes, how can any of this be helpful in terms 
of interdisciplinary application. Obviously for me to state explicitly what 
it is that causes emotion in architecture or music at this point would take 
us straight to my own subjective views. I think my opinions can wait. 
Hopefully, by looking at the results of a methodical investigation 
involving more than just one mind, we can begin to see some patterns 
emerge in each discipline and be able to use these to stimulate new ideas 
and methods. Perhaps we can begin to identify what tools the architects 
and composers have at their disposal to evoke emotion through their work. 
Obviously, this is just a beginning. 

The idea of creating specifically for emotion is oft neglected and 
perhaps if seen from the eyes of another context, this idea will stimulate 
new thinking and the disciplines of architecture and music will be the 
better for it. 



3. The emotions are -- more than the perceptions - experienced as something 
subjective and something which grasps the total personality. Intimately 
connected to a sensation, an emotion often occurs in the subject's consciousness. 

4. The attributes of a sensation can be the objects of introspection. Such is not 
always the case with an emotion. Attempting to study emotions by means of 
introspection usually results in the emotions changing and often disappearing. 
The best way of studying emotions seems perhaps to be using behaviouristic 
methods. 

As clear and inclusive as this list might seem, all it really tells us 
is that emotion is an extremely difficult topic to study and talk about, and 
that any ideas set forth by scholars concerning emotion can be nothing 
more than speculation. 

The impact made by music is one of creating a mood through 
basically "abstract" means. It is an impression devoid of any literal 
meaning. The impact of architecture, similarly, is one of creating an 
atmosphere through essentially "abstract" combinations, again without 
any literal association (Zuk 2). 

An excellent discussion of meaning and emotion in music can be 
found in John Hospers' Meaning and Truth in the Arts. In this work, 
Hospers immediately recognizes the problems of subjectivity when he 
observes that mosf'descriptions of music in 'emotive' terms, or in any 
words whatever that are used to describe experiences in life, are 
extremely unsatisfactory" (78). He uses concert program notes as a good 
example. 

In his argument for meaning in music, Hospers' sees two well 
defined groups: "those who hear music 'pure,' without 'emotive' meanings 
or associations from life, and those who hear it as an expression of 
emotions or some other extra-musical content" (83). According to 
Hospers, Edmund Gurney and Eduard Hanslick emerge as the proponents of 
the first group and J.W.N. Sullivan has the parallel view in the second 
group. 

Says Sullivan, " amongst musical phrases are some which do more 
than please our musical faculty. They stir other elements in us; they 
reverberate throughout a larger part of our being" (43). The idea of 
emotion caused by music rings true in all of Sullivan's prose. He is quick 
to point out though that words cannot do justice to describing a musical 
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EMOTION/PERCEPTION 

"Emotion tints all human experience . . . ,M says Yi-Fu Tuan in his book 
Space and Place (8). This tinting seems intensified, however, when the 
experience is of art. In fact it is often the case that our emotions play an 
important part in our evaluation of art (Hesselgren 114) As works of art, 
music and architecture both possess great potential for evoking emotion 
in the people who experience them. Where does this emotion come from 
and how is it achieved by the architect or composer creating the work? 
The answer is not an easy one to find. 

We should first understand a little about the concept of emotion. It 
is impossible to talk about emotion without talking about perception. "Our 
immediate awareness of the phenomenal world is given through 
perception" (Norberg-Schulz 27). All of our perceptions in turn are based 
on learned, preconceived notions and as Norberg-Schulz tells us, "no 
perception is in reality completely free from emotional content . . . "(49). 
Obviously this is an immense topic for discussion and cannot be given 
justice here, but I think it is important that we realize that our emotions 
are products of our perceptions of the phenomena of the world. 

In Man's Perception of Man-made Environment. Sven Hesselgren lists 
four enlightening criteria concerning the difference between a perception 
and an emotion (118-120): 

1. Contrary to the perceptions, emotions are not localized in the body. They 
exist in human minds, but not in any definite part of the body .... Thus an 
emotion is not in the fingers, the head, or any other part of the body, or even in 
the body as a whole, it is localized only in the mind. 

2. Perceptions can often be analyzed into simple sensations, and the attributes of 
such sensations can also often be analyzed. Emotions, however, do not consist of 
parts which can be studied separately .... They are phenomenologically diffuse 
entities. 



MEDIUM 
INSPIRATION 

A
The unique aspects of a material can 
provide inspiration for a design process. 
By their nature individual materials can 
lend themselves to a certain type of 
solution, be it in their structural 
characteristics, texture, aesthetic 
character, etc. 

Paul Rudolph: Art & Architecture Building, 
Yale University 

SLIDE: 

M
Certain instruments or instrumental 
combinations by their nature are 
sources of inspiration. Composers 
strive to exploit the unique characteris
tics of instruments both soloistically 
and in various combinations. 
Exploiting certain registers of the 
instruments can also serve as a 
compositional idea. 

Vivaldi: Violin Concerto in A minor, mvt. 3 

SEGMENT: 

REMARKS: 
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MUSICAL 

Commission 

Form 

Sounds in Nature 

Existing Music 

Instrumental Medium 

Specific Performer(s) 

Function/Purpose 

Harmonic Progression 

Contrapuntal Technique 

Emotion 

Visual Image 

Text 

Religion 
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ARCHITECTURAL 

Geometry 

Materials 

Historical Style 

Mentor 

Context 

Metaphor 

Function 

Economy 

Structure 

Social/Cultural Statement 

Emotion 

Personal Statement 

Variations 

Personal Experience 

Users 

Behavior Modification 
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SOURCES OF INSPIRATION/CREATIVE PROCESS 

In his book Creativity: Genius and Other Mvths. Robert W. Weisberg 
recognizes the romantic view that our society holds in regards to the 
creative process. Weisberg sees a ". . . belief that creative achievements 
come about through great leaps of imagination which occur because 
creative individuals are capable of extraordinary thought processes" (1). 
As anyone involved with creative thinking knows, though, if it is through 
"great leaps of imagination" with "extraordinary thought processes" that 
we come to find creative ideas, it is an incredibly elusive path to find. 

It is in this area of creative process that this analogy should be 
particularly enlightening. If an architectural designer can somehow get a 
glimpse into the creative mindset that composers use in the synthesis of 
their ideas, perhaps something new could be learned about his own 
process. And again, the same would be true in the other direction. 

There is one obstacle in the way of this comparison, though, and that 
is the difficulty in documenting such a personal, imaginative vision. For 
most artists the beginning of their creative process is marked by some 
sort of inspiration. It is these sources of inspiration that architects and 
composers use that this section focuses on. Hopefully by identifying some 
common sources this idea of a music/architecture analogy can be 
strengthened. In addition, however, we need to learn to look to the 
composers/musicians uncommon sources of inspiration to see if they 
might not be useful to the genesis of an architects process. 

Creativity is one to the hardest things for an artist to talk about, so 
most of the time they just don't. Forcing ourselves to think and talk about 
where our ideas come from should be very useful and stimulating. A cross-
disciplinary look could be just the stimulus we need. 



TERMINOLOGY SOURCES 

1. Webster's Ninth New Collegiate Dictionary. 

2. Kennedy, Michael. The Oxford Dictionary of Music. 

3. Randel, Don Michael, ed. The New Harvard Dictionary of Music. 

4. Ulrich, Homer. A Design for Listening. 

5. Ching, Francis D.K. Architecture: Form. Space, and Order. 

6. Sturgis, Russel. A Dictionary of Architecture and Building. 

7. Harris, Cyril M. A Dictionary of Architecture and Construction. 



ORGANIZATION 
the basic ways a composition's pieces can be related to one another 

in coherent patterns of form, space, sound and silence 

A "the basic ways a building's spaces 
can be related to one another in 
coherent patterns of form and 
space" (5) 
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M "being arranged or formed into a 
coheren^inity or functioning • 
whole"(fij/ 

To arrange in a desired pattern; 

Systematic; 

Provide structure through: 

KEY: 
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TERMINOLOGY 

FORM 
the physical characteristics arid shape of something as defined by 

its necessary parts 

A "the physical characteristics of something 
as distinguished from its materials, to 
include shape, size, color, texture, 
position, and orientation" (5,1) 

v 
...M : 

Charles Cwathmey, Gwathmey & SiegeL 
Gwathmey Residence 

SLIDE: 

M 
"the shape of a musical composition as 
defined by all of its pitches, rhythms, 
dynamics, and timbres" (3) 

J.S. Bach: French Suite no. 4 in E-Jlat Gigue 

SEGMENT: 

REMARKS: 



TERMINOLOGY 

REPETITION 
a linear pattern of redundant elements or fragments 

A "a linear pattern of redundant 
elements" (5) 

if 
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Louis Kahru Kimball Art Museum 

SLIDE: 

M"the restatement of a musical idea or 
section of awork. The perception of 
repetition is one of the principal 
elements in the perception of musical 
form. Repetition may be literal or varied 
in some way; it may involve extended 
passages or only a few notes" [3) 

Molto allegro —„ 
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RIRL J 1 F 1 J I 1 J 1 R 1 • U I LJ 11 I I 

P , , , , . , 
Motive Motive Motive Motive Motive Motive modified 

repeated repeated modified modified and extended 
and extended 

W. A. Mozart Symphony No. 40, mvt 1 

SEGMENT: 
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CLUSTER 
a closely spaced collection of forms, pitches, etc. 

TERMINOLOGY 

A "a number of things collected or 
grouped closely together: 
bunched" (1) 

51 E 
men  
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Louis Kahn: Meeting House, Salk Institute of 
Biological Studies 

SLIDE: 

M "a highly dissonant, closely spaced 
collection of pitches sounded 
simultaneously" (3) 

John Cage: Music of Changes 

SEGMENT: 

REMARKS: 



Variation 

Rhythm 

Contrast 

Transformation 

Theme 



This project is pursued in the spirit of exploration and adventure. It is 
about finding new sensibilities and new ways along the creative path. 
Here we are looking to find new ways of seeing and creating works of 
art. It becomes a realization that an end cannot be a goal when one is 
trying to learn, as it is in the path along the way that one finds their 
education. An end can only be the middle when on is pursuing 
knowledge. The worth of a material product that comes from such an 
exploration comes in the form of its ability to contain and relay 
information and insight gathered along the way. That material product 
as well cannot be considered an end. But merely a stepping stone to 
new explorations for whomever might give it the time. This then is that 
stepping stone. 
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The purpose of this thesis is to explore the long standing mention of 
a relationship between architecture and music. I hope to progress this 
exploration to greater depths than these previous mentionings have 
allowed. Where most of these previous mentionings have focused only on 
awareness, I will here focus on utilization . . . the utilization of music 
correlations in the creation of works of architecture. This study has been 
pursued through several distinct catagories, thus providing for a more 
distinct path through this uncharted territory. Therefore, the method by 
which this thesis is pursued is somewhat unconventional in terms of the 
historical precedence for architectural theses, but the nature of the topic 
and the depth to which it needed to be pursued dictated the nature of the 
exploration. 

I view thesis as a tremendous opportunity to learn something new 
and my only goal is that I know more when I end this journey than I did 
when I began and in turn, that the documentation of this new found 
knowledge take on a form that can easily contribute to the stimulation of 
other eager minds. If this is the case, this exploration will be deemed a 
success. 
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i. 

The idea that architecture and music share a close relationship has 
been around for a very long time. In fact, the first references appear to be 
in Greek mythology. At the time of the great battle that destroyed the 
walls around the ancient city of Thebes, Amphion was that city's king. 
Amphion was a son of Zeus and known for his lyre playing ability. 
Following the destruction of the walls at Thebes, many men were 
recruited to help in their rebuilding. Included was Amphion's brother, a 
man of incredible strength. The efforts of these men to move the stones 
failed though, and it was finally the music from Amphion's lyre that 
moved the stones into place in the new wall. Since then the idea of a 
correlation between architecture and music has been mentioned over and 
over again. 

The most famous mentioning undoubtedly being the phrase attributed 
to Goethe: "I call architecture frozen music." Goethe, however, was not 
the originator of this idea as Friedrich von Schelling makes reference to it 
in his work The Philosophy of Art of the late 1700s. 

More recently it was Frank Lloyd Wright who told us in his 
autobiography that, "when I build I often hear his music and, yes, when 
Beethoven made music I am sure he sometimes saw buildings like mine in 
character, whatever form they may have taken then." And he goes on to 
say that "there is a similarity of vision in creation between Music and 
Architecture nevertheless. Only the nature and uses of the materials 
differ"(422). 

Victor Zuckerbandl, in his book Sound and Symbol, realizes, "that the 
great musical forms which we encounter in the works of Bach, Beethoven, 
Schubert, Bruckner, Wagner, that these gigantic superimposed and opposed 
blocks of tone, these tonal masses which balance one another or mutually 
support and intensify one another, have the character of works of 
architecture. The phrase, so much quoted, about architecture as frozen 
music seems to point to a real relation in essence between the two 
arts"(240). 



In the Aesthetics of Architecture. Roger Scruton tells us, "for in 
architecture too, experience manifests an imaginative structure. In the 
course of describing that structure, we will. . . justify the age old analogy, 
between architecture and music"(83). 

Of particular interest are the references by people who do not even 
realize that they are contributing to this analogy. The architect and 
psychologist Bryan Lawson, in his book How Designers Think, says that, 
"architecture is one of the most centrally placed between the 
mathematical and the imaginative. . . .H Then, in his lectures at Harvard 
entitled, The Unanswered Question, the great conductor and composer 
Leonard Bernstein says, "the fact is that music is not only a mysterious 
and metaphorical art; it is also born of science. It is made of 
mathematically measurable elements. . . ." Lawson and Bernstein have 
placed their respective arts in an identical position in the spectrum of the 
disciplines of art and science. 

With all of this talk, though, about the relationship that architecture 
and music share, there has been little in the way of collaboration between 
the two arts. One notable exception is the celebrated collaboration 
between the composer Iannis Xenakis and the architect Le Corbusier. This 
collaboration flourished with the design of the Monastery at La Tourette. 
Xenakis played a large part in this design and based much of the rhythmic 
articulation found in it on one of his own compositions, Metastasis, the 
score of which Le Corbusier honored him by publishing in the 1955 edition 
of Modulor 2 (Antoniades 270). It was at the end of that book that Le 
Corbusier himself made the deeply personal confession, "... I am a 
musician at heart, but not at all by profession," a testament to a belief in 
a common bond between the two arts. 

This collaboration, however, was a rare exception as it seems little 
has been done to take this idea much past general musings and brief 
statements.lt seems that a belief that so many people have obviously 
shared throughout history could be explored and expanded upon to 
effectively enhance the creation of new works of art. If architecture and 
music are indeed so closely related to one another, doesn't it follow that 
the ways of one could be used to enhance the ways of the other? Wouldn't 
a richer, more meaningful product come from the reaching out to tap and 
use the knowledge and insight of another discipline? 



In his book, Poetics of Architecture. Anthony Antoniades provides 
some interesting insight. He recognizes that, "architectural projects, 
student and professional, face the great risk of becoming encumbered by 
preconceptions in the mind of the creator . . ."(255). One of his solutions 
to this problem coincidentally takes the form of enhancement of original 
creativity through participation with other artistic disciplines. He says, 
"there is no doubt that a general involvement with other fine arts can be 
stimulating. But it is possible to utilize the arts and the artists in a more 
immediate way, on a project by project basis, for the sole purpose of 
faster and better results in liberating an architect from predictability and 
preconception"(256). This all undoubtedly applies to the composer on the 
other side of the analogy as well. Antoniades goes on to express 
disappointment in the fact that many . . have come to possess only 
certain vague notions of the relationship, let alone have any creative use 
for the relationship of music and architecture and the use of the former 
for the benefit of the latter"(264). 

This is indeed too bad and it is Leonard Bernstein who stresses the 
importance of "interdisciplinary values." He says quite frankly, that ". . . 
the best way to 'know' a thing is in the context of another discipline." So 
with this study, I hope to come to "know" architecture, and in doing so, 
reacquaint myself with the art of music. 

It was a series of circumstances actually, that led me to the pursuit 
of this topic. I had been confronted by the prospect of pursuing an 
undergraduate thesis in architecture. This was a chance for the 
independent exploration of a topic of my own choosing. This became a 
monumental task in itself. My interests ran in many directions and coming 
to the ideal topic seemed near to impossible and actually, I think it is. It 
was almost by coincidence that I arrived at this one. 

In May of 1990 Professors Jerry Bancroft and Greg Young of the 
Montana State University School of Architecture and Department of Music 
respectively, applied for and received a Research and Creativity Grant 
from the College of Arts and Architecture. The purpose of this grant was 
to provide funds for the study of the interrelatedness between 
architecture and music, and for the development of an experimental course 
derived from this exploration. 

By coincidence, some of my thoughts of topics began to parallel 



those of this study being undertaken by Professors Bancroft and Young. A 
series of events led to my being offered the opportunity to be involved in 
this study, as a research assistant and to assist in the preparation of the 
course. 

This became an ideal situation for the pursuit of a relatively 
theoretical exploration with little precedence. Being able to work closely 
with professors from the two disciplines provided extremely valuable, 
seasoned insight into the two arts. And the class proved to be a valuable 
forum for the collection and testing of data and insight. This then is a 
thorough collaboration between Jerry Bancroft, Greg Young and myself. It 
is a document of virtually all of the information and insight drawn from a 
methodical exploration into the relationship between architecture and 
music. 

I have approached this project in a fairly traditional manner of 
scientific method. Basically stated, a hypothesis was formed from some 
basic research, then the hypothesis was strengthened by more 
comprehensive research, and finally, the hypothesis was tested by 
"experimental" means in the form of exercises and design problems. 

A study of this type can serve many purposes and it is hoped that 
among other things it will do much to enhance the artistic growth, 
increase cultural awareness, augment a person's design resources and 
promote a set of interdisciplinary values that go beyond just a simple 
awareness to a deeper understanding and conscious utilization. 

Because the nature of this project focuses on two artistic 
disciplines, the determination of success or failure in the vehicles by 
which the hypothesis was tested becomes very subjective. This is good 
however, as anyone and everyone's interpretation is valid and what insight 
anyone can draw from their interpretations should be of benefit. 

Given the time and resources, a lifetime could be given to this 
exploration. Therefore, what is presented here is by no means complete 
and can be thought of as nothing more than a beginning. It is, however, a 
sufficiently thorough start to an analogy that should prove useful to those 
interested and caring enough to give it some time. Learning is an 
intensely personal endeavor and all I can ask is that each person who looks 
within these pages can find something to take with them on their journey 



to greater knowledge and enhanced creativity. 

I I .  

The pursuit of this study has produced several significant catagories 
of study and illustration. Specifically, in the beginning, the creation of a 
format for the comparison of the arts of music and architecture was 
undertaken. This task was in fact much more involved than one might have 
expected ... as I found out. A unique and useful side by side comparison 
was developed though and can be seen in the section devoted to the 
comparison of these arts of music and architecture. 

This format was of little use standing alone however, and thus a 
taxonomy of correlation topics had to be developed. Some example 
catagories within this taxonomy are included here. 

Following as thorough a comparison as time would allow, it came 
time to put this relationship to the test and see if any direct 
interdisciplinary utilization could be developed. This segment took on the 
development of a series of conceptual design studies that were undertaken 
to illustrate the potential this analogy has in the creating of architecture. 
As the development of an interdisciplinary process began to be explored, 
it became apparent that there was no way to identify a single process of 
using this musical analogy in architectural design. Thus the "utilization" 
portion of this exploration took on a form that could show the breadth of 
possibilities that appeared to be available for application. 

Onward. 
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This study is pursuing an analogy between architecture and music. 
By definition, an analogy is a resemblance in some particulars between 
things otherwise unlike. At this point some may question what the 
difference between analogy and metaphor is, as metaphor, a term 
generally viewed as characteristic of language alone, has gained 
popularity in the terminology of architecture. I wondered too, and 
Webster's says that a metaphor denotes one kind of object or idea being 
used in place of another to suggest an analogy between them. So, a 
metaphor suggests, an analogy. Here then, it will be an analogy that is 
pursued and metaphor may very well surface in the suggesting of it. In 
fact, Herb Greene in his book, Mind and Image tells us that, " we can know 
objects only by seeing them in terms of our knowledge of other things, 
using metaphor as a tool for understanding" (109). This is all fine, but 
what good is this analogy and what purpose will it serve? 

How a person designs, or composes, has always been something that 
people have a hard time talking about. "I just do it," many say, "I don't 
know how it happens." Most people in the course of an education in 
architectural design or music composition come to find ways of 
progressing through a process of designing or composing. The ideas that 
people have for this process are many and varied. One way that may be 
pursued is via the use of an analogy. 

The purpose here then, becomes to provide a stimulus for a new 
understanding and a new way of approaching a design or composition 
problem. . . through the analogy of the cross-discipline, be it architecture 
or music. This analogy should help to form a new framework of thinking in 
terms of the materials and methods of architecture or music. As one 
begins to understand the many similarities that exist between 
architecture and music, and to get a glimpse at how the product of the 
other discipline is created, it should begin to provide new insights to 
enhance the creation of either architectural form and space or musical 
sound and silence. 
Not only should this influence of music or architecture help in the 
generation of ideas, but it should provide a broader academic knowledge 



that will be present in a finished work of more richness and greater 
intellectual complexity. 
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THE RESEARCH: 

The beginnings of this journey were founded in an extensive 
literature search encompassing a myriad of sources. With a thorough 
digging through the MSU Libraries and a wealth of interlibrary loans, some 
interesting discoveries were immediately made. First, Interdisciplinary 
teaching/learning/creation is a topic that is fairly popular right now. 
However, there doesn't seem to be much precedence for it and really not 
all that much being done with it. A lot of talking, but not much doing. 
Second, the existence of a relationship between music and architecture 
has been mentioned over and over again, but little seems to have been done 
in the utilization of such a relationship for creative gain. And, therefore, 
there appears to be little in terms of documentation of truly useful 
correlations between music and architecture for the gain of one another. 
Those major sources that do, however, have been documented here to the 
best of my ability given the restrictions set forth by finances and time. 

An extensive bibliography has been included at the end of this 
document listing every influential source that was used in the early 
stages of this project, from the very influential to some that were 
perhaps only influential in synopsis or even title alone. All, however, 
were without doubt important to this study. This research gave a 
significant foundation on which to build this undertaking. 
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THE CLASS: 

Through funding provided by a grant received by Professor Jerry 
Bancroft of the School of Architecture and Professor Gregory Young of the 
Department of Music through the College of Arts and Architecture, an 
experimental course was developed under the banner "Musi-tecture," and 
offered to upper division music and architecture students. My involvement 
in the development of this class as a research and the teaching assistant 
provided valuable insight into the issues of this study. Of special value 
though, is the insight gained in the application of the course and the 
evaluation of the results of the output by this course's students. This 
course then, became an important "test-case" forum for the application of 
the ideas presented within this study. As a vehicle for exploration, "Musi-
tecture" was a unique opportunity. 

The seminar type format of the class allowed for lectures by 
professors, presentations by students, and informative discussions. Also 
of great value was the opportunity to present my work to the class at 
periodic intervals for their input and evaluation. All of these aspects 
added greatly to the development of these music/architecture analogies. 

Lectures by the professors in their respective fields introduced the 
students to our established taxonomy of catagories for comparison of the 
two arts. Students were then expected to complete assignments that 
made comparisons within each of these catagories. These assignments 
took the form of filling in information within our one page side-by-side 
format. This came as a step in laying the groundwork for the future 
development and creation that was to come. Some examples of these 
initial assignments can be seen later in the "comparison" section of this 
document. Throughout this fleshing out of analogous concepts, student 
presentations led to intense discussions that in turn led to further 
breakthroughs in the forming of a workable knowledge of interdisciplinary 
utilization. 



The "Musi-tectureM seminars were concluded with the completion of term 
projects by each of the students within their respective disciplines. 
Architecture students designed and music students composed using 
concepts borrowed from or inspired by the cross-discipline. The results 
of these term projects were very enlightening and will be discussed in the 
"utilization" section of this document. An announcement, course outline, 
schedule and weekly assignments from "Musi-tecture" are included in 
Appendix 'C\ 
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THE DESIGN PROBLEM: 

In addition to the term project solutions produced by the class, I 
felt it necessary to explore the utilization of this analogy myself. My 
work in this regard focused on the development of actual processes by 
which these analogous concepts could be used. These processes that I was 
able to develop are thoroughly documented in the "application" section. 
The creation of these analogous processes proved to be a tremendously 
beneficial task despite its difficulty. I quickly learned that the creation 
of an entirely new design resource is not a task to be taken lightly. The 
scope of this resource in fact proved to be so vast that majority of ideas 
across this breadth of possible processes could only briefly be mentioned 
here and not explored. 
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THE DOCUMENTATION: 

The documentation of the results of this study takes the form of 
this book. Included within is most every bit of information that was 
discovered during these last six months of exploration. It is presented in 
what is hopefully an informative manner, while being one that remains 
concise and to the point, for this document will only be useful if the 
information presented is easily extracted and utilized. This document is 
the catch-all for the facts and discoveries that have made this study. 
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THE FORMAT 

As research into the relationship between architecture and music 
progressed, it became apparent that correlations could be made at many 
different levels. . . from the very literal to the very figurative. So, in 
forming this analogy, it became important to create some sort of 
structure within which to work, a system of organization. By creating a 
series of catagories in which to place information, the task at hand was 
made much more manageable. The division of information began to take on 
a form that eventually led to the definition of five separate catagories. It 
is these five catagories that will contain the data of this comparison: 

Terminology 
Sources of Inspirat ion 

Emotion 
Structure/Form 

History 

Within each of these catagories a format of side by side comparison was 
initiated and has proven to be effective in depicting the correlations 
between architecture and music. This "side by side" format has been 
retained throughout the course of this comparison. 

Included here are examples in each of the above catagories that 
show how this format can be used to organize and create a toolkit for the 
application of these interdisciplinary concepts. A brief introduction to 
each of the correlation catagories should provide some insight into the 
purpose and philosophy behind them. Remember however, that this 
collection of catagories and the terms/concepts within is by no means 
complete and any personally generated additions will only strengthen this 
pursuit. 

Also remember that the main focus of this categorization of topics 



is to show that music and architecture are indeed intimately related. This 
is why this format has taken the shape that it has: pairing analogous 
terms and concepts and their definition. 

It is important to realize though, that in addition to the terms and 
concepts that are common to each discipline are all the ones that are not, 
and by studying these additional ways of music there can be some hope of 
inspiration for the development of new concepts and language in the 
discipline of architecture. So while what is presented here is the common 
bond, we must constantly look to the uncommon bond to find the true value 
of an interdisciplinary exploration. 

TERM 

COLLECTIVE DEFINITION 

CITED ARCHITECTURAL 
DEFINITION 

GRAPHIC EXAMPLE 

ARCHITECT AND TITLE OF WORK 

IDENTIFICATION # OF SLIDE 
EXAMPLE 

CLUSTER 

SECTION TITLE 

CITED MUSICAL DEFINITION 

NOTATIONAL EXAMPLE 

COMPOSER AND TITLE OF WORl 

COUNTER # OF TAPE EXAMPLE 

MISC. REMARKS 



the advent of written and drawn documents. This being the case, most 
studies of architectural history reach back to the times of ancient Greece 
around 600 B.C. for their beginnings, and in fact many go back farther than 
that to mentioning of prehistoric times. From here, architectural history, 
like music history, progresses through its "style" periods to the present 
day. 

The intrigue of this comparison comes when one lays the respective 
histories of music and architecture side by side, as done here, and sees an 
almost uncanny sameness of styles and their characteristics. The space 
here does not allow for inquiry into why this is true so it will just have to 
be accepted that it is, so we can push on to find a usefulness for this 
comparison. 

The format created here and examples given should provide for a 
fairly simple, yet complete analysis of the similarities in historical 
styles. The realization of this similarity in the history of music and of 
architecture should allow one to reach across for a new-founded 
historical inspiration and meaning. 

(One brief aside: It is interesting to note that music began to break 
down its traditional systems of organization leading to its "post-
modem/deconstructivist" era almost thirty years before architecture did. 
Is this a trend that will continue? What is it that composer/musicians 
knew that architects didn't. Maybe the architectural community should be 
keeping a closer eye on the community of composers. . . .) 
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TERMINOLOGY 

Cluster 

Repetit ion 

Form 

T ransit ion 

Shape 

Proport ion 

Line/l inear 

Composit ion 

Imitation 

Contour 

Texture 

Structure 

Organization 

Development 

Color 

Art iculation 



A study of the terminology of music should may shed new light on 
the discipline of architecture and its language. An initial glance reveals a 
much more poetic and aesthetically descriptive language in use describing 
music. Why is the language of architecture so seemingly unexpressive 
and conservative by comparison. Wouldn't architecture benefit from a 
collection of more graceful terms to describe the way it is formed? I 
think so. 



TERMINOLOGY 

Every discipline develops its own terminology, a language of words 
or expressions with precise meanings peculiar to it. The learning of this 
language becomes a major part, whether consciously or not, of the study 
of that discipline. Architecture and music are no exception when it comes 
to possessing extensive specialized terminologies. When one begins to 
look at the terminology of these two disciplines in a more analytical 
fashion, though, one finds some interesting similarities emerging. In fact 
there is a myriad of identical terms. Now, undoubtedly, much of this 
similarity comes as a result of the borrowing of terms from other 
disciplines, and indeed each other, as is usually the case in the 
development of many disciplinary languages. But the fact that throughout 
the history of developing each of their languages, so many of the same 
terms were used certainly must do something to strengthen the notion of 
an intimate relationship that these two arts seem to share. In fact, 
Susanne Langer emphasizes that it occurred to her many years ago, that 
"parallels might be revealed by a study of the words which artists in 
different fields borrow from each other. . . "(188). 

What is presented here is a collection of terms that the arts of 
music and architecture share. This should be of some help in attempting 
to test the strength of the relationship between the two.The listing of 
analogous terms given here is by no means inclusive though, as 
undoubtedly many more exist, but this collection should provide an ample 
introduction to this common terminology. As well, often times 
connotations develop within a discipline which do not appear in the 
disciplinary sources consulted here. This especially seems true in the 
still developing vocabulary of architecture and music of the 20th Century, 
there seems to be the possibility for even more analogous terms to appear. 
Beyond directly analogous terms though, we must be aware of the 
additional language that is present in the art of music. 
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ARCHITECTURE 

SIGNIFICANT 
ARCHITECT 

AESTHETIC 
CHARACTER 

ARCHITECTURAL 
CHARACTER 

STYLE DATES 

"Classical" 
Greek 600-

300 B.C. 

"Hellenistic" 
330-
27 B.C. 

Imperial Rome 
27 B.C.-
476 A. D. 

Early Christian 
400-
527 

Byzantine 
600-
1200 

Romanesque 
660-
1150 

Gothic 
1400-
1550 

Renaissance 
1450-
1650 



HISTORY 

MUSIC 
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CHARAC 
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5THETIC 
LRACTER 

SIGN 
COW 

IFICA 
DPOSE 

NT 

ill 

-

800-
1600 

Medieval 

1450-
1600 

Renaissance 



A 

SIGNIFICANT AESTHETIC 
ARCHITECT CHARACTER 

Borromini Theatrical I 
Bernini Organic P 
Mansart Complex F 

Dynamic e 
Ornate £ 

ARCHITECTURAL STYL 
CHARACTER 

5lastic Baroque 
'luency of line 
Yee manipulation of 
lements Borromini: C 
Sculptural of San Carlo. 

E DATES 

1600-
'hurch 1750 

Rococo 

Neoclassic 

1700-
1800 

:al 
1750-
1900 

Romanesc 
& Gothic 
Revival 

[ue 
1830-
1870 

Art Novea 
1900-
1920 

Modern 
1920-
1945 



M HISTORY 

DATES STYLE MUSICAL 
CHARACTER 

AESTHETIC SIGNIFICANT 
COMPOSER 

1600 
1750 

Baroque 

Bach: Fugue in 
G minor: 

Definite, regular rhythm 
Basso continuo 
Strong tonality 
Polyphonic 
Dynamic contrast 

Colorful 
Bright 
Rich 
Complex 
Light 

Bach 
Vivaldi 
Handel 

1740 
1760 

Rococo 

1750 
1820 

Classical 

1820 
1885 

Romantic 

1885 
1930 

Impressionism 

1908 
1920 

Expressionism 

1915-
Jazz & Ragtime 
Influence 

1920-
Neo-
classicism 

1920-
Gebrauch-
musik 



A 
SIGNIFICANT 
ARCHITECT 

AESTHETIC 
CHARACTER 

ARCHITECTURAL 
CHARACTER 

STYLE DATES 

International 
Style 

I960 

Post Modern 

I960-

Late Modern 

1964-

Deconstruction 



M HISTORY 

DATES STYLE MUSICAL 
CHARACTER 

AESTHETIC 
CHARACTER 

SIGNIFICANT 
COMPOSER 

1923-
Serialism 

Aleatory 
Music 
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As this exploration progressed it was soon realized that the 
components of the comparison catagories could form a taxonomy that 
would easily lend itself to the analyzation of existing works of 
architecture and music. The idea of a matrix was subsequently developed 
as an analyzing tool. Separating and displaying the elements form the 
taxonomy as they related to particular works in a graphic, almost iconic, 
form provided for a clearer vision into how these artistic works were put 
together. Being forced to dissect these works brings to light many 
interesting insights into the creation of the works. 

This matrix seemed to be an ideal bridge to the next phase of the 
investigation, the actual creation of architecture based on musical 
analogies. This concept of analyzation, however, was perhaps not explored 
to its greatest possible extent which is too bad, for it appears to be a 
solid idea of much potential. I do think, however, that enough development 
has been accomplished to prove its validity and provide inspiration for 
future utilization and development. 

The analysis presented here is of the Salk Institute for Biological 
Studies in La Jolla, California by Louis Kahn on the architecture side and 
the "Brandenburg" Concerto #2 by J.S. Bach on the music side. A somewhat 
random selection of terms and concepts provided a sample that reached 
towards the breadth of the taxonomy and showed its use in a somewhat 
encompassing manner. 
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CONCERTO #2 
J.S Bach 

SALK INSTITUTE 
Louis Kahn 

ETC, 

REPETITION 
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CLUSTERED 

POST MODERN 

CONFIDENCE 

ORGANIZATION 
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The second half of this study focused on the utilization of musical 
analogy in the creation of architectural works. This is where I fell that 
this study truly breaks away from the precedence set for this type of 
investigation. Previous mentioning of a music/architecture relationship 
have focused primarily on discussions of its existence and not much 
beyond that. It seems that knowing that a relationship exists carries the 
pursuit only halfway. Using this relationship for productive gain it would 
seem should be the ultimate goal. At this point we pretty much have to 
accept that there is some sort of significant relationship between 
architecture and music, especially based on the findings in the research 
and classroom settings of this study. Now the task must be to forge a 
comprehensive utilization for this analogy. 

This forging took place in two forums: the "Musi-tecture" seminar's 
term project and my own personal design studies. What follows is a 
description of how these design processes came to be and the rules for 
their application. In addition to the processes developed by students in 
the "Musi-tecture" seminar and the three specific processes developed by 
myself, many other ideas for utilization appeared along this 
developmental path. As there was certainly not enough time to explore 
every single process, these additional ones are here mentioned and briefly 
described but nothing more. These should be seen as departure points for 
personal design explorations. 

This look at processes of music utilization should provide insight 
and inspiration for anyone choosing to explore this topic and hopefully in 
addition to using any of these processes verbatim, one can refine and 
develop from this groundwork their own processes, perhaps better suited 
to their own individual tastes. 

For each of the processes that I have developed, I have included an 
introduction to how it was discovered, a thorough step-by-step 
description of the process (a set of rules, if you will), a selection of the 
series of sketches and drawings that led to the solution (these are keyed 



back to the "rules"), and finally the "finished" solution. 
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THE DESIGN PROBLEM 

As the task of creating various design processes was undertaken, it 
soon became apparent that just one particular process was not going to be 
easily defined. This utilization it seems can be applied at many different 
levels, from the most literal to the most figurative. This discovery 
seemed to dictate an exploration of processes that would somehow show 
the breadth of possibilities for the use of this musically analogous design 
tool rather than just the depth provided by one more complex problem. 

Architecture is an art that must by most definitions accommodate a 
function. It was therefore important to this study that the architecture 
that was created have a function that was given beforehand and not be a 
mere sculpture to which a function was applied after the fact, apparently 
thereby creating architecture. These music driven creations were to be 
architecture form the onset and thereby a function was created and 
henceforth known from the beginning. 

In order to explore a breadth of possibilities, it quickly became 
necessary for the design problem that was to be pursued to be fairly small 
in scope. This helped to pursue each of these processes, actually create 
each of these processes, in a more complete and encompassing manner. 
This also helped to deal, to some extent, with the unrelenting aspect of 
time. Obviously, as well, the actual size of the program has no relevance 
on the success (or failure) of the utilization of this analogy. 

In addition, it was important in choosing a vehicle to carry this 
analogy that it not be something that would compete with the research 
and theory of this analogy. The vehicle, or building, in fact is to become a 
part of this exploration of music as being analogous to architecture. The 
point here is to attempt to apply this analogy to a "real" architectural 
problem. In terms of scientific method, it becomes the testing of the 
analogy. And, in fact, without an actual program to push and pull around 
with experimentation, these processes could have never been developed. 



Here then is a program that was completely self created through the 
brief narrative which follows. Spatial requirements are broken down and 
square footages assigned to them after that. 

The processes developed through the application to this design 
problem were created to indeed show the breadth of possibilities that this 
analogous method has. One approach was developed with the most literal 
of translations of "music" to architecture. At the other end of the 
spectrum a process that was a very figurative translation was explored. 
Between these two, a process was developed that tried to place itself at 
some sort of midway point on the literal/figurative scale. 

As each of these processes was developed and explored many more 
ideas of ways to apply this analogy came to light. All of these ideas were 
relentlessly recorded and are included here. It is hoped that these 
additional processes are ones that can be explored on an individual basis 
and from these ideas hopefully many more will be inspired as one 
becomes involved with this analogy. 

The processes explored here are left to be judged by anyone willing. 
They should be viewed as ideas that can be analyzed and reviewed and used 
to determine this analogy's success in enhancing architectural creation. 
Hopefully, along the way, one can also improve upon them to make them 
more personal statements of one's own beliefs in the creation of space. 

My own conclusions have determined that this is indeed a valid way 
to pursue architectural design and the products derived from these 
processes are indeed more meaningful and intellectually inspired. 

Here then is the groundwork for an architectural process of musical 
inspiration and interdisciplinary meaning. 



THE SCENARIO 

A scholar making a life in a major urban environment is 
desperately seeking a place of escape. He would like to be able to 
take pause in his teaching and research, and go to a place to collect 
his thoughts ... a place to read and write and think. It would be a 
place of solitude; or when such was not advantageous, the company 
of a few close friends or colleagues would be welcomed to join him in 
his pondering. This place would have to be far removed from the 
urban chaos that surrounds him at "home." It would have to be a 
better place, perhaps even the best place, to set his mind free. 

He would want to be able to replace the frenzied intensity of the city's 
energy with a tranquility and peace that would allow him to relax. This 
place will most likely be found in nature. A place of natural rather than 
urban history would give him fresh inspiration. A place such as this 
could be found in Montana. 

The period of time that would be spent at this place would vary, but it 
could extend into week and possibly months. Therefore, there will 
have to be adequate facility for living ... for comfortable living, in fact. 
It will include: 

Entry 
Kitchen/Eating 
Communal Space 
Library/Archives 
Work Space 
Master Suite 



Guest Rooms 
Toilet/Bathing 
Storage/Utility 

Regrettably, transportation by automobile will be required to get 
to this place. Where will the inevitable automobile be kept? 

Automobile Storage 

Outdoor spaces would be of prime importance, for it is the 
outdoors that he would have come to savor. 

Outdoor Communal 
Outdoor Contemplation 

Above all, this place would have to be one of contentment. . a 
contentment that comes with the joys of seeking knowledge in a 
special place. He would want this place to sing to him his highest 
inspirations. This place would be his music. 



SPATIAL REQUIREMENTS 

Entry 200 sf 
Kitchen/Eating 400 
Communal Space 500 
Library/Archives 1000 
Work space 500 
Master Suite 500 
Guest Rooms 3@250 750 
Toilet/Bathing 3@100 300 
Storage/Utility 400 

Automobile Storage 500 

Outdoor Communal 
Outdoor Contemplation 

Total 5050 sf 
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LITERAL: 

The first process that came into being was one that rested at the 
farthest reaches of the literal end of our scale. It was recognized that 
the graphic notational system used in music has its own aesthetic quality 
to it, independent of what it sounds like. It was decided that perhaps the 
easiest place to start would be with an interpretation of this already 
graphic medium. A translation of musical notation into architectural 
graphics. The translation of other graphic mediums into architectural 
graphics is something that has been done before, so it seemed a safe place 
to start. And in my eyes this actually turned out to be an intriguingly 
successful methodology. 

It should be realized that both music and architecture are art forms 
dependent on graphic representation and communication. Realize that a 
musical score is not music and a set of architectural working drawings is 
not architecture. However, both of these graphic representations are 
completely immersed within each of these disciplines, one cannot deny 
their importance. Therefore, it is realistic to say that an architecture 
derived from the graphic notation of a musical score indeed is an 
architecture derived from music, even if it probably isn't as pure of a 
derivation as one's that begin to rely on the music itself, the art of sound. 
Processes that reach to this end are to come. 

The literal translation of music notation to architectural graphic 
began with the choosing of a musical score. This choice was based solely 
on graphic appeal. A piece of music was chosen that I had never heard 
before to purify this idea of only graphic appeal contributing to the choice. 
The piece chosen, and it was really a somewhat random choice, was the 
Piano Quartet in E-flat by Robert Schumann. The only criteria used was 
that it look good. 

From this point a translating process began. This process is 
explained in as close to a step-by-step manner as could be reconstructed 



on the pages that follow. 
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LITERAL: the "rules" 

1. Choose a score for a piece of music. The selection should be based on 
the graphic, visual appeal of the music. In fact, to be pure to this literal 
process, the score should be to a piece of music that you have not heard. 

2. After choosing the score, begin to look at it more closely, with a 
critical eye. Look for smaller sections that are visually appealing ( a 
page, a phrase, a measure, a few notes). It may help to squint your eyes 
some to see the solid/void (black/white) relationships in the music 
notation. The reason for choosing a smaller section is due to the 
overwhelming nature of most musical scores. Decisions seem to come 
easier when dealing with the smaller sections. 

3. Once a small section has been chosen you can begin to trace the 
patterns that make up that section. These shapes, patterns, voids, etc. 
may be formed by notes, rests, phrase markings, etc. to create 
architectural representation of form and space. It is important here to 
stay very literal to what is on the page of the score. See the architectural 
qualities of the notational system of music. You will probably be 
surprised by what is there. 

4. To enhance and extend this "creative" process, enlarge, reduce, 
rearrange, reflect about axes, etc. individual pieces of your section of the 
score, this will bring forth a variety to the solution that will perhaps 
influence its aesthetic appeal. 

5. During the forming of this solution you will have to keep in mind your 
programmatic concerns. These will be undeniable influences and should 
aid in making decisions about what and how pieces are manipulated to 
form the solution. 

6. Remember though, that no matter how the pieces are individually 



manipulated, they should still be traced in a most literal fashion. 

7. It is important to remember that the literal translations can be, and 
should be, used in as many conventions of architectural drawing as 
possible, i.e. plan, site plan, elevation, section. This will provide for a 
solution that was thoroughly derived from the musical score. 



QUARTET IN E-FLAT MAJOR, OP. 47 
For Violin, Viola, Cello and Pianoforte 

Violino. 

Viola. 

Violoncello. 

Pianoforte 

Sostenuto assai. mm.•=:<?. 

Sostenuto assai. M.M. #'=76. 
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FORMAL/STRUCTURAL: 

This process was trying to reach towards a midway point on the 
literal/figurative scale. It is a process based on the idea of FORM in 
music. All music has a certain form to it, a linear organization of parts. 
Musical scholars have taken to labeling these pieces with the letters of 
the alphabet. For example, the most common musical form (in the so 
called "classical" repertoire) is ABA. This obviously signifies one section 
that is followed by another section, this time of a different character and 
then returning to a section identical to the first. Most musical forms have 
been given names as well and the ABA form is known as the sonata form 
(sometimes referred to as the sonata-allegro form). 

This process grew from an investigation into the various types of 
musical form. It seemed a valid departure point, for what makes the 
organization of musical ideas aesthetically appealing is akin to what 
makes the organization of architectural ideas appealing. 

Unity and variety are the basis for these organizing principles. A 
work that contains an adequate amount of both will generally be 
aesthetically appealing, organizationally speaking anyway, be it music or 
architecture. 

In the purest sense, one could just choose one of these forms from 
the list progress from there. There would not have to be a particular 
piece of music involved. I, however, after choosing one of these forms 
then chose a piece of music that was composed in this form. This aided in 
a better understanding of the form and also allowed me to break down the 
form into smaller pieces based on the construction of the particular 
composition. I think it was a beneficial decision to have made as it 
allowed the final design solution to be a much more musically informed 
one. 

The form chosen here for this exploration of process was the sonata-



rondo form which led to the choosing of the Piano Sonata No. 8, Op. 13 
by ludwig van Beethoven as the music which drove the decision making. 
Again, a detailed overview of this "formal" process follows. 



FORMAL: the "rules" 

1. The first thing to do is choose a musical form, i.e. sonata form (ABA). 
This choice will probably be based on initial ideas about size and 
organization that come from on understanding of the program. 

2. After a form has been chosen, the next step is to choose a piece of 
music that is composed in that form, this should be a fairly quick choice 
with little deliberation. It is the form that is important. 

3. The particular piece of music chosen is then analyzed as to its formal 
characteristics beyond the overall form that was initially chosen. (For 
example, section A might have two parts to it, I and II). This breakdown 
can be aided by one of the many books devoted to musical form. This 
breakdown is probably most useful in the beginning as an outline. 

4. From this outline then, a diagramming process is begun. This is 
something graphic, something akin to bubble diagramming in architecture. 
A bubble for the a section, another for the B section, etc. 

5. At this point it is probably best if some sense of scale is introduced by 
varying the size of the bubbles. The length of the musical sections seems 
to be the most logical criteria for determining sizes, i.e. the longer the 
section of music, the larger the space. 

6. The next step would be to begin to assign function to these bubbles 
(spaces). 

7. Now you may begin to organize the spaces in a more visual and 
functional manner.This might happen at the same time one is assigning 
function to the spaces. 

8. It is important if you want to stay true to the musical form, that some 



sort of linear progression through the spaces or of the forms be 
maintained so as not to break down the continuity that is characteristic 
of the music. For example, A should go to B and then B should go to A, but 
A should not be able to go to A without going through B. 

9. Once the general organization has been established, some sort of shape 
should start to be applied to the spaces. It is here that one needs to begin 
to go to the particular piece of music that has been chosen. By listening 
to the piece of music, one should begin to hear the character of each of the 
sections ( the overall character will probably come down to the tonality 
of each section, i.e. major or minor). It is from this overall character of 
the sections that perhaps some sense of overall shape can be perceived. 
Obviously this is going to be somewhat subjective. 

10. From this point it will be necessary for the designer to continually go 
back to the music to get information that can modify and enhance the 
product. You will have to ask the music questions, that will be the easiest 
way to get information from it. For example, "what does the pattern of 
windows on this wall look like?" Listen to the music and let it tell you. 
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MUSICAL FORMS 

Simple Binary 

Ternary 

Sonata-allegro 

Rondo 

Sonata-Rondo 

Theme & Variations 

Symphony 

AB or AB\ Two sections. 

ABA. Three sections. 

ABA'. Exposition, Development, Recapitulation. 

ABACA. Five sections. ABACADA is Seven-part 
Rondo. 

ABACABA. Seven sections, but grouped to resemble 
the Exposition, Development, Recapitulation of the 
Sonata-allegro form. 

AA'A'W'etc. Several sections, usually the same 
length, each of which is a varied presentation of 
the theme. 

Though not technically a form, usually four 
movements: 

I Sonata-allegro 
II Slow movement 
III Scherzo 
IV Rondo 

Concerto Also not a standard form but often three 
movements: 

I Sonata-allegro 
II Slow movement 
III Rondo 



Fugue Imitative form which presents a subject first in 
one voice and then is imitated in the others. 
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TOE WYDOLOIATTDOM 

EMOTIONAL: 

Discussions within the "Musi-tecture" seminar setting made evident 
a concern of the musicians that the emotional aspect of music was not, in 
their eyes, being addressed enough. It is true that music can create an 
intensely emotional experience, and it tends to be something that 
architects often ignore in the creation of their works. Why it is that 
music, it seems, can evoke so much more emotion than architecture was a 
question asked but never really answered, as it is an extremely elusive 
one. If time had allowed, it would have been extremely interesting to look 
into what it is, specifically, that evokes emotion from music. What are 
the tools that composers use to do this? If these tools were identified, 
then perhaps work could be done in translating them into architectural 
components. A topic for future study. 

The way that I chose to try to tap the emotional evocation of music 
was thorough two different translational devices. One came in the form 
of a stream-of-conscious narrative and the other in the form of free-form 
drawings. What I did was choose a piece of music based entirely on its 
emotional quality. I purposely chose a piece with which I was in no way 
familiar with its score. This way technical matters would not enter into 
this exploration of a more emotionally driven process. The piece of music 
that i chose also was one that was found in a slightly different vein than 
my previous "classical" choices. 

The music chosen was Bright Angel, performed by the Paul Winter 
Consort, and can be found in the so called "new-age" section of your local 
record store. This music seems to have a definite sense of "place" to it 
and its natural sounds seemed to make it an ideal choice, given the retreat 
type setting of my design problem. This design process then, is based 
entirely on subjective listening to this particular piece of music with no 
theoretical musical "analysis" involved. 

Translations took the form, as mentioned earlier, of writings and 



drawings. The written narrative is interesting in the fact that words are 
our most common tools for describing things. By describing this musical 
composition, emotionally and experientially, with words, one then had 
something that could just as easily have been about architecture, on the 
surface. It turned out in fact, after a bit more scrutiny was found to be 
describing a type of architecture more thoroughly than one might have 
expected possible. It turned out that this free-flowing narrative was 
used mainly as a tool of enhancement rather than a direct generator of the 
original architectural forms. (This undoubtedly would not have to be the 
case and it would be interesting to see a solution generated entirely by 
such a narrative). 

My original generation of forms came from the free-form drawings 
that were don while listening to this music. These drawings were very 
loose sorts of things done with a variety of media, also inspired by the 
sound of this music. In this case this turned out to be charcoal sticks and 
water-based, brushed-on ink. From these drawings then I began the 
translation to overall architectural form. Both the narrative and these 
drawings played the part od intermediaries between the music and the 
architecture that was being created. These were steps That I feel were 
necessary to this process. As questions arose during the design process, I 
could go back to these mediators to retrieve the answers or, if need be, go 
all the way back to the music. Here then, is a complete description of how 
one could go about using this "emotional/experiential" process. 



EMOTIONAL: the "rules" 

1. With a knowledge of the design program firmly ingrained, choose a 
particular piece of music based entirely on the emotional/experiential 
aspect of it. Choose something that sounds like what the building wants 
to be. 

2. The next step is to translate the music, by how it sounded (not by 
score, or form, or anything else) into a usable form. This is done through 
intermediate translation in two different media. 

3. The first is a stream-of-consciousness written narrative. While 
listening to the music write openly and freely about what it is that you 
are experiencing, the emotions being felt. This is just plain free-writing, 
i.e. everything goes down on the paper, unedited and uncensored. Filling at 
least a couple of pages is probably necessary to get these feelings down. 
This narrative is then set aside. 

4. The second intermediate translation took the form of free drawings, 
from the shoulder, if you will. The choice of medium for these drawings 
is based on what the music sounds like. . . a subjective interpretation. 
These drawings, like the narrative, are done while listening to the music. 
Draw what you hear. Let the emotion and experience flow through your 
arm onto the paper. These drawings should look like the music sounds, if 
that's possible. A fair number of these should be done to try to reach for a 
truly expressive drawing. 

5. Both of these intermediate steps (4 & 5) are very subjective in nature 
but that is due to the already figurative nature of this process. 

6. The next step is to begin the translation into architectural 
nomenclature. The easiest way to do this seems to be to begin with one 
of the drawings, probably the one that you feel best expresses the music. 
From this drawing, the basic character of the architectural form can be 



derived. This may be a fairly literal translation, if it lends itself to that. 

7. The other drawings and the written narrative then add to the 
resources from which to draw during this process. As questions arise 
during the process, these resources can be tapped for answers. If answers 
are not found within these drawings and writings, then the music itself 
can be tapped for answers. 

8. It seems that much confusion is eliminated by basing the main formal 
generation on only one drawing, this is the reason for that aspect of this 
process. 

9'. The information gained from the additional drawings and the narrative 
can be as literal or figurative and as plentiful or restricted as necessary. 

10. This information can be used to its greatest potential when it is 
applied to as many different drawing conventions as possible, i.e. plan, 
site plan, elevation, section, etc. 

11. An architecture derived via this process reaches towards the 
figurative end of this exploration of processes and provides an 
interpretation that reached towards the emotional and experiential 
qualities of these two arts. 



This music is evoking a strong emotion of joy, overwhelming joy. It is 
a very happy sound. I feel rejuvenated listening to this music. It has a life to 
it ... it is alive in my mind, flowing through time in a relaxed but purposeful 
manner. I get very positive feelings from this music, it is a very up sound. 
As uplifting and light as it sounds, though, it still feels firmly grounded. It 
isn't "out there." It knows exactly where it is going and so do I. I am 
confident in my understanding of where this music is going. I am having a 
lot of fun along the way though. This brings up the feeling of movement I 
get from this music. I am being lead on a journey. This music is engulfed in 
exploration ... it is searching, looking, and finding it seems. This music 
gives me a feeling of a beginning ... of reaching a point of beginning rather 
than a point of ending. We are on a journey towards a beginning. This music 
evokes a very satisfying feeling in me. I feel absolutely no tension from this 
music. A feeling of welcome relief. I cannot deny the very natural character 
that this music has. It gives me a strong feeling of being outside among the 
landscapes and creatures of mother nature. You can actually hear the 
singing of birds as we progress down the trail. It is a very active and 
energetic feeling that this music gives. You want to go on a journey when 
you listen to this. It is very picturesque. You can see this music . . . blue 
skies and flowing rivers and a forest of trees. A natural beauty is what I hear 
in this music. It is about landscape and life. At the same time that this 
music is active and energetic, it seems to be able to sound very relaxing, you 
could probably fall asleep to this music. It is a fairly soft sound, certainly not 
hard or abrasive. It is an exciting sound though, in no way is it a boring 
experience to hear this music. I feel a huge sense of freedom when I hear 
this ... a huge weight has been lifted off my shoulders. To me this music 
seems universal, as in how could anyone not like this . . . something for every 
one maybe. Bursting forth with a new found self . . . that is what this music 
makes me feel. A very pleasurable experience. A thoughtful, purposeful 
experience, this music expresses an aura of self-assuredness to me. No 
tentativeness here. There is a purpose here and a dedication to that 
purpose. A directed, determined exploration in a relaxed and fresh manner. 
A feeling of growth and building along the way is evoked by these sounds. 
This is no at all a passive experience. These sounds were inspired by a 
place, a particular place, but they certainly can inspire thoughts of a 
different place, yet with the same assuredness that these sounds have within 
them. This music builds to a sense of relief at having found or come upon 
something one was looking for . . perhaps even one's self. The joy that I feel 
when listening to this music is undeniable. I gives a feeling of new life, of 
f i n d i n g  n e w  t h i n g s ,  o f  b e i n g  o n  a  d e l i g h t f u l  a n d  r e l a x i n g  j o u r n e y  . . .  a  
journey that may never end, for at the end of this music it feels like it may 
be arriving at a new beginning. This music let's my thoughts soar along with 
its melodies. A truly uplifting experience. An energetic serenity . . if there 
can be such a thing. This is inspired music. It is a spirited music. It 
perhaps speaks of more than just music. It is music reaching towards time 
towards a new beginning. The more I listen to this music the more i think i 
can see this music. I mean take it for what it is. Obviously you can't literally 
see music and some people aren't going to buy any form of seeing music but 
if you close your eyes and let it envelope you I think you can't help but see 

7) 



something. I see a brightness, a joy, a living thing. This music is very much 
about seeking a goal and arriving at a new understanding. I hope these 
thoughts aren't beginning to be clouded by my own thoughts about other 
issues. I've certainly listened to this thing a lot. It can't help but be 
influencing my thinking in some way, can it? This music is a journey 
through a natural place towards a destination that is a departure. Maybe. 
There is no denying the spirited, joyful sound. It cheers me up every time I 
hear it. Does it trigger thoughts of other things that I identify with 
happiness and joy? I'm not sure. Actually, I suppose it must. But that is 
another topic. . . probably for a psychologist's study. 

This music speaks of a journey. A journey through a natural place in 
particular. You can hear the joys and splendor of the natural world. I also 
hear the sound of an arrival . . . but the arrival is not an end. The journey is 
continuing. Perhaps it is best said that you are arriving at a beginning. A 
journey towards and an arrival at a beginning, i hear a largeness, a vastness 
in this music. It sounds very confident . . as if it's purpose is known . . . 
however, there are many discoveries along the way . . . new things, new 
sounds. All of this over a very solid foundation of rhythmic integrity. It is 
undoubtedly a very happy sound. I feel as if a huge weight has been lifted 
from my shoulders at various points in the time of this music. As energetic 
and active as this music is though, it evokes a relaxation, a sort of 
peacefulness. It is a very satisfying feeling that I get listening to this music. 
It gives me a sense of confidence. I feel like I am on a journey towards new 
things, new places, new ideas. It is a very spirited journey that rejuvenates 
my soul. It speaks of the joys of living, of being alive, of life itself. It speaks 
of a freedom from the stress and strain of everyday life. A soaring optimism. 
A delightful sound. A worldly sound . . . breaking down barriers, that sort of 
thing. It sounds like something anyone/everyone could like. A lot of energy 
comes from this music . . but it is a peaceful sort of energy. This music 
speaks of a journey in/through a place I would like to be. There is a focused 
reason to be on this journey, but it is a journey of discovery, the idea of 
nature seems very evident to me. You can hear the creatures and landscapes 
of mother nature. This music speaks of movement or motion . . actually, 
maybe flowing is a better word ... it speaks of a flowingness. it isn't mushy 
at all. it is a relaxed, easy-going, but concentrated and determined, flowing 
motion. This is a new sound as well, an inspired sound. It isn't bogged 
down in some sort of historical reference. The individual sounds my be 
traditional, but the organization and rhythms are anything but traditional. 
This helps give a sense of exploration to the sound. The idea of traditional 
individual sounds in new combinations and patterns is very refreshing. It is 
like getting up in the morning, opening the blinds to a splash of sunshine on 
a sleepy face, splashing water on that sleepy face and whatnot to begin the 
day. A journey towards a beginning. It's like getting up in the morning after 
a good night's sleep. Yeah, that's it. 



WORDS 

movement : motion 

direction : directed 

arrival 

joy 

serenity 

natural 

flowing 

purposeful 

satisfaction 

alive : living : life 

fresh 

freedom 

relaxation : relaxed 

light-hearted 

confidence 

journey 

passage of time 

up : high 

positive 

growing 

security 

energy 

delight 

optimism overjoyed 
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THE CLASS TERM PROJECT 

The "Musi-tecture" seminar was used as a unique tool for the tapping 
of a variety of different intellects in the generation of ways in which to 
utilize this idea of analogous process. Towards the end of the quarter 
long seminar, a term project was assigned to the students. This project 
was a fairly open request to create architecture or music, depending on 
one's discipline, using the ways of the cross-discipline. No processes 
were ever really defined for the students so these projects really became 
exercises in the creation of process rather than building or music. Twice 
during the quarter I presented the process that I was currently pursuing in 
my own work to the class. This, I hope, gave the students some insight 
into the variety of processes that it had become apparent were possible. 

The students, for the most part, were all remarkably successful in 
creating and using a process that was generated by the interdisciplinary 
ideas that had been explored all quarter. The solutions that resulted from 
each of these individual processes were all really quite appealing. The 
aesthetic quality of the final products created a fairly convincing 
argument that this was indeed a valid form of design exploration. The 
students, inaddition to the rendering of final architectural or musical 
solutions, were required to turn in a brief (two page) description of how 
they proceeded down the path of their process. This was useful in further 
developing the idea that it cannot be a single process that this analogous 
study generates, but a breadth of possibilities for creation, all of which 
seem to be as valid as the rest. 

The results from this term project exploration seemed to bring to 
light several different issues in terms of architectural design. Probably 
the most obvious to me was the fact that no one had used any area of the 
literal/figurative process scale in a pure form. All of the processes 
generated by the class were based on the utilization of many different 
translations of ideas from the literal to the figurative. The literal end of 
the scale, by the way was the most neglected. 



Most of the students seemed to key in to some degree on the formal 
aspect of musical composition and how it could relate to the creation of 
architecture. This, it seemed, was a good point to begin the forming of a 
solution. Architecture is undoubtedly an art of organization so perhaps 
this makes sense. There was no one, however, that stayed true to a purely 
formal process of generation. Everyone felt it necessary to add subjective 
interpretation of particular pieces of music that they had chosen to their 
solutions. These interpretations, it seemed, added a richness to these 
projects that probably would not have appeared had students wallowed 
around towards the more literal end of the scale. It also appeared that by 
allowing for subjective interpretation in these projects, some of a 
designers own personality could come through in their work. Afterall, it 
is difficult to completely avoid one's own inner beliefs as they relate to 
the creation of space. These are probably going to have to come through 
somehow. 

All in all the term projects pursued by the students of "Musi-
tecture" were enlightening components and a welcome addition to the 
growing library of information that this project has generated. Each of 
the students summaries of their processes are included in Appendix 'B' so 
that more detailed conclusions can be drawn on an individual basis. 
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ADDITIONAL PROCESSES OF UTILIZATION 

Due to the fact that this utilization driven interdisciplinary study 
did not yield one compact easy to use sort of process, the question 
became: how many different processes are there? It quickly became 
apparent that this loaded question was one that, probably, was not going 
to be answered. The possibilities for using the concepts of music in an 
architectural design process seems endless. The three that ended up being 
explored in detail were ones that came to be through a methodical 
investigation into how one might show the breadth of possibilities that 
this music/architecture analogy has for utilization. As these particular 
processes were being developed, though, many other ideas for processes 
and variations of processes came to light. Obviously the restrictions of 
time could not allow for a thorough investigation into each of these 
additional processes. The following list of additional possibilities for 
process will have to suffice. The individual exploration or variation of 
these may make for a good starting point in the further development of 
this interdisciplinary utilization. 

One must realize, of course, that this list can in no terms be thought 
of as complete or encompassing. It is a random generation of ideas 
inspired throughout various phases of this study. This spirit is in fact 
echoed in the fairly random listing of ideas that is provided on the next 
pages. 
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ADDITIONAL PROCESSES OF UTILIZATION 

A particular musical concept or term could be developed 
architecturally. A design based on a singular musical concept. 

An architecture could be generated from a series of purposefully 
selected musical terms or concepts. The first design decisions could be 
made at the very beginning of the process through the selection of the 
terms or concepts. 

Tracings done in the spirit of the "literal" process explored earlier 
could be enhanced by the meanings of the musical notation being used to 
generate the solution, i.e. staccato notes would mean forms that were 
more separated than legato notes. 

One could simply modify previously generated architectural forms 
with the application of meanings provided by music concepts and notation. 

A pure translation of musical form could be explored ( as opposed to 
one that was also enhanced by additional musical meaning as I have 
explored). 

* Just the reading of books on music, composition and 
musicians/composers should provide inspiration that would be quite 
useful to any process. 

The study of specific compositional techniques could provide much 
insight into a process of creation. Compositional techniques from 
throughout history could provide new ideas for how one might enhance an 
architectural design process. There are many resources available for the 
study of "accepted" compositional technique. 



On example of a compositional technique: 

One composer wrote a tribute to a particular classical composer. 
She used an opening gesture that this composer had used in one of his 
pieces. She used this opening gesture as a springboard into her own 
language of composition. The quotations of the classical composer were 
woven into the fabric of the piece. The contrasting of the classical and 
the contemporary was done respectfully and without being trite. It seems 
obvious that the same thing could be done in the medium of architecture. 
Take a particular work of architecture and go from there. 

* Three-dimensional modeling based purely on the 
experiential/emotional aspects of a particular piece of music could be 
generated. A further generation could then translate this modeling into 
architecture. 

A written narrative like the one used in the earlier "emotional" 
process could be used exclusively in the generation of an architecture 
based on music. 

The translation of a piece of music could be purely emotional. Any 
structural or formal thoughts could be denied and only the emotion 
expressed. This emotion could be named and the process could begin from 
there, i.e. "triumph." 

A design solution could be improvised. Just start building in the 
final medium, be it cardboard or two-by-fours. A spontaneous invention. 

Cited characteristics of musically historical styles could be used to 
influence an architectural solution. Although in reality many of these 
characteristics of the styles of music history are identical to the 
characteristics found in the styles of architectural history. 
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INSIGHTS 

An idea such as this cannot be fully explored in six months. 

One of the most important insights gained was probably the idea of 
asking the music questions in order to get answers about design problems. 
If one comes to a point in their process where they are in need of more 
information to enhance their creativity, then going to the music with a 
specific question seems to be the most efficient way of getting that 
information. For example, if a fenestration pattern is what is needed, 
then go to the music asking about fenestration. Let the music tell you 
what you want to know. This seems a more effective way of dealing with 
the translation of music to architecture. It can be an overwhelming task 
otherwise. 

The format of the "comparison" section of this study will have to be 
expanded in order to be more fully utilized. Its constraining nature does 
not allow for a complete documentation. The concept of side-by-side 
documentation is solid though and must be retained. Also in its completed 
form, this resource must have its numerous examples fully documented 
and referenced. The idea of a slide and recorded example to accompany 
each compared concept or term is a good one and it also must be retained. 

The future utilization of the information of this study and its future 
iterations, an easily accessible resource will have to be created. This 
resource will have to be both graphic and audible in nature. A slide library 
and recordings library directly applicable to this subject would be ideal. 

It seems that some basic knowledge of music theory (notation in 
particular) may be helpful in order to utilize these correlative processes. 

A system of graphic representation for the "analysis" of music 
would be useful to students looking to create architecture from musical 
analogies. If such a system could be developed it may provide a tool that 



would generate even more insight into this endeavor. 

When utilizing this interdisciplinary approach to creating 
architecture, there comes a point when one must allow the architecture to 
be architecture, and let the music go. If a decision can be better made on 
the basis of an architectural knowledge then that is how it should be 
made. If making space is what you are about, then that is what becomes 
your utmost concern. The utilization of music correlations can only 
inspire and enhance, it cannot create. 

An interdisciplinary study such as this, even when focused more on 
utilization, does much to stimulate and enhance a cultural awareness. 
This is perhaps the most stirring insight of this study and for me becomes 
the bottom line. It is far too easy for students of a particular discipline 
to become completely immersed in it. . . tunnel-vision if you will. The 
reaching out into the knowledge base of other established disciplines can 
do great things for the enhancement of one's beliefs in their own 
discipline and in life in general. The future of education in America could 
greatly benefit from an interdisciplinary, holistic inspiration. 
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QUESTIONS 

What are the possibilities for further exploration into the useful 
correlations between music and architecture? The possibilities appear 
vast and far-reaching. The unrelenting aspects of time and finance seem 
to be the only limitations. 

What would a good series of assignments/exercises be for a future 
classroom setting of this exploration? It seems that the quality and 
depth of these exercises would correlate directly to the quality and depth 
of the results that come from them, thus providing for a more complete 
collection of information. 

Is there a more efficient and perhaps comprehensive way to go about 
finding and documenting the information in a study such as this? 

What is the best way to generate interest in interdisciplinary 
studies in other areas? More studies that begin to tap the resources of 
cross-disciplines, it seems, would do much in greatly enhancing the 
thinking being done in the intellectual community of a modern university. 

How might one go about implementing the findings of this and 
further study in permanent coursework on the university campus? 
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CONCLUSIONS 

The main conclusion that I have been able to draw is that this 
idea of using musical correlations for the creative enhancement of 
architecture is viable enough to be pursued. The results of this study 
were conclusive enough to prove its worth. Creativity was shown to be 
aided by the application of the ways and ideas of music. 

The students using music to create architecture seemed to come to 
richer solutions more quickly. This is undoubtedly due to the already 
information rich source that music provides. When given a discipline as 
rich and varied as music as a starting point, the solution that eventually 
comes, it seems, cannot help but be enhanced in terms of a new 
intellectual meaning and aesthetic quality. 

From the results of the class it was determined, as well, that the 
ways and ideas of architecture were useful in aiding the creative 
processes of music composition. It would be interesting to see more work 
done in this area as my background is relatively limited in that regard. 

A seminar setting is an ideal tool for the discussion, generation and 
review of insight and ideas, but bows to the design studio in terms of 
utilization oriented work. 

Interdisciplinary education is a valid concept that is not being 
explored to its greatest potential. 
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The drawings contained within this appendix were generated at the end of 
Thesis I. They were created at the end of the comparison of these two 
arts to begin to think about constructive utilization. 
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husorgsky's ' Picture at an Exhibition ' consists of two movements. The 

first movement is comprised of three passages. The first passage clearly 

initiates a majestic first impression as illustrated by the entrance to my complex. 

Tvvo massive concrete co 1 umns dominate the entry ]ust as the tirst and second 

D E a t '6 a r e s 11 u n g 1 y em p N a * i zed LIT t n e m u Y l U a 1 c o f r i p o b i t i u r i. The f i i n d c O f S t o u f and 

increased number of notes per measure result in a strong vertical sense, thus 

Decorning stairs and columns. The woodwinds rising up and down give a light and 

airy T"eelIng to the composition. This is shown By ThE Thin, open FrarneD steel, 

canopies overhead that contrast with the heavy concrete columns. 

The second passage is a transition which acts as a light and airy relief 

between the first and third passage. The painters residence becomes this linkage. 

The second passage is not as structured as the first and third passage, implying a 

smooth curved form. A second intention of this passage is providing a preview of 

the second and final movement. It also has a mystical quality to the passage 

which is seen in the elevation of the residence and the small stone path leading to 

nowhere. What lies beyond the curved wall is not revealed until uou are at it. 



The third passage is a repeat of the first passage with small variations to 

it. This passage reinforces where we had started from. AH three passages of the 

first movement lead up to the second movement. 

T h e s e c o n d m o v e rri e n t i s t h e d e s i re d place o f s e re n i t y. T h e a rc h i t e c t u re o f 

this passage implies serenity and protection. A sense of arrival is portrayed as a 

large landscaped entry courtyard is opens to you. The perimeter wall embraces 

yuu like comforting arms. 

Both compositions close by the summarizing of all its previous indications. (  

Thi s puint architecturally becornes a sec 1 uded rai sed p 1 atform hanging out over the 

sea, providing views in all directions. This is the ending to the compositions. The 

point where everything else builds up to. 

My creative process was influenced the most from the music compositions 

emotional content. These emotions helped provided a basis to begin my thought 

p r o c e s s. A n o t h e r c o n t r i b u t i n g T" a c t o r w a s t h e t w o / f o u r t i m e o f t h e rn e t. e r t h u s 

g  i  v i  n o  r n  e a t  w o  f  o  o t  / f  o  u r  f  o o  t  o r i d  Da 11 e rn t o ba se rnu cornoosi t i on f rorn. Thi s 
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meter influenced placement of columns and window locations. Not all decisions 

where based on the music, it didn't answer all the questions, but did provide that 

much needed initial thoughts. 



DINING AND DANCING BY THE SEA 

The era of big bands, supper clubs, limousines, tuxedos, and 

evening dresses seems to be a thing of the past. 

While listening to Frank Sinatra sing 11ve Got You Under Mv 

Skin, with Nelson Riddle and his orchestra, I realized what a 

loss it would be if supper clubs became a thing of the past. 

The song I've Got You Under Mv Skin is made up of an 

introduction, verse, verse, and chorus. This form is repeated 

with the only difference being the two verses are an instru

mental. This can be shown as A, B, B, C, A, B, B, C. The second 

set of Bs being a variation on the first. 

Placing each of these letters in a rectangle the music takes 

on a form that can be manipulated architecturally. While playing 

with these blocks, the depth of instrumental layering in the 

arrangement must be addressed. 

Mr. Riddle begins his arrangement with a very simple rhythm 

in the introduction. This rhythm is a recurring theme throughout 

the piece. As Mr. Sinatra begins to sing, the horns are used to 

add dynamic accents through the first half of the verse. Through 

the second half of the verse the strings are used to complement 

the melody. This arrangement is used throughout the piece. 

Being slightly hungry and in the mood to dance, I decided to 

design a supper club. 

This supper club would be built into a cliff over an ocean. 

The focal point of the club would be the dance floor and stage. 

Glass walls and roof would enhance the feeling of openness. A 

sweeping staircase through the middle of the club would connect 



the three levels of tables with the dance floor and orchestra. 

The entrance would have a circular drive with a covered approach 

suitable to grand entries. 

The lobby would have ample room for a reception desk, hat 

check room, and restrooms. The office, kitchen, and storage 

rooms would be placed under the club away from the public eye. 

By offsetting the door out of the lobby from the doors 

leading into the main room, through the use of a small transition 

room, a sense of mystery and anticipation are created. 

First I used the introduction for the stage. Then combined 

the first two verses and chorus to create the volume for the main 

room. By setting these forms on top of each other I represented 

the layering of the instrumentation. 

The sweeping staircase was inspired by the use of the 

strings in the second half of the verses. The strings move 

through the different layers of instrumentation. The small 

transition room came from the second introduction. This room 

leads into the next two verses that I sat at angles to the main 

axis of the building (variation). The chorus forms the lobby and 

entrance. The recurring rhythm is reflected in the windows at 

the main entrance of the building. 

The actual source of any design depends on many factors. 

Literally using the form of a musical composition is an easily 

translated approach. To communicate the subjective aspects of 

music into architecture seems almost impossible. By trying to 

understand musical compositions and the processes that create them 

we as designers will have a very rich source from which to draw. 
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USI-TECTURE 
WHAT IS IT? 

IT IS THE SEEKING OF CORRELATIONS BETWEEN 
ARCHITECTURE AND MUSIC FOR THE PURPOSE OF 
STIMULATING CREATIVITY IN EACH ART FORM 

CAN IT MAKE YOU A BETTER DESIGNER? 

MAYBE, IT CERTAINLY CANT HURT 

PROFESSORS GREG YOUNG (MUSIC), JERRY BANCROFT (ARCH), 
AND ARCHITECTURAL THESIS STUDENT MARK SANDERSON 
WILL BE OFFERING A 2 CREDIT DIRECTED STUDY 
INVESTIGATION INTO MUSI-TECTURE SPRING QUARTER 91. 
ENROLLMENT WILL BE LIMITED TO 16 STUDENTS, DIVIDED 
EQUALLY BETWEEN MUSIC AND ARCHITECTURE. 

COURSE STRUCTURE: 

I WE WILL MEET FROM 7-10 PM MONDAY EVENINGS 

\ INSTRUCTORS WILL INTRODUCE TOPICS WITH SLIDE 
I AND SOUND PRESENTATIONS 

STUDENTS WILL STUDY THE ARCHITECTURE/MUSIC 
CORRELATIONS THROUGH A SERIES OF SMALL 
DESIGN AND COMPOSITION EXERCISES 

WHY TAKE AN EXTRA COURSE? 

IT IS A GAMBLE, BUT WE FEEL THE EXPOSURE YOU 
WILL GAIN THROUGH CROSS-DISCIPLINARY 
INVESTIGATION WILL BE SIGNIFICANT 
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Ml ISr-TECTr IRE 
WHAT IS IT? 

IT IS THE SEEKING OF CORRELATIONS BETWEEN 
ARCHITECTURE AND MUSIC FOR THE PURPOSE OF 
STIMULATING CREATIVITY IN EACH ART FORM 

CAN IT MAKE YOU A BETTER DESIGNER? 

MAYBE, IT CERTAINLY CANT HURT 

PROFESSORS GREG YOUNG (MUSIC), JERRY BANCROFT (ARCH), 
AND ARCHITECTURAL THESIS STUDENT MARK SANDERSON 
WILL BE OFFERING A 2 CREDIT DIRECTED STUDY 
INVESTIGATION INTO MUSI-TECTURE SPRING QUARTER 91. 
ENROLLMENT WILL BE LIMITED TO 16 STUDENTS, DIVIDED 
EQUALLY BETWEEN MUSIC AND ARCHITECTURE. 

\ COURSE STRUCTURE: 

\\ WE WILL MEET FROM 7-10 PM MONDAY EVENINGS 

\ INSTRUCTORS WILL INTRODUCE TOPICS WITH SLIDE 
I AND SOUND PRESENTATIONS 

' STUDENTS WILL STUDY THE ARCHITECTURE/MUSIC 
CORRELATIONS THROUGH A SERIES OF SMALL 
DESIGN AND COMPOSITION EXERCISES 

WHY TAKE AN EXTRA COURSE? 

IT IS A GAMBLE, BUT WE FEEL THE EXPOSURE YOU 
WILL GAIN THROUGH CROSS-DISCIPLINARY 
INVESTIGATION WILL BE SIGNIFICANT 



Steve Gordon 
Term Project-Explanation 
Arch. 470-Musitecture 
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ove by Bad Company. I chose f-n h 
chose to have my function be a 

dance club/bar. My main influences from M, 
from the music were: 

1)Contrast , 
2)Repeti toon 
3)Medium 
^)Composition 
5)Ornament(Lack of) 

in composition, x used the patfcern Qf ̂  ̂  ̂ 

—Chorus. IB Rock.n.Roll music ̂  chorus ̂  

repeated over and over like it does in the composition X 

The title of the song is usually within the chorus 

—— of te.,on music 

xt xs always piayed loud. This tends fco ^ 

anyone around to listen fn i, 
l^ten to at whether they iike it or nQt_ 

the music, the chorus 
3 15 the same throughout the 

composition, while .the verses anH 
-verses and solo vary so i used the 

same basis to create my design in plan. The first verse 

"•you into the compostion in the music so in the plan 

is th19ned ^ t0 l8ad ̂  int° ̂  bUildi"9- ™e chorus 

and V ' r69Uler ^ -"I. the verses 

of the °-are thS irrS9Ular' differSnt The forms 

1 ̂  are like the music 

ri" Strai9htf— - repetitive. x also used co.rast 

-er.als and colo, from verse .chorus and so forth. 



My choices of materials was based on contrast and the overall 

feel of the music. Rock-n-Roll music is strong, loud, and 

overwhelming; so concrete and steel seemed to be obvious 

choices because of their similiar characteristics. I used 

red for the I-beams(lst verse) for contrast and emotional 

reasons. I sent the three I-beams crashing through the 

wall to represent the force and loudness of the music and 

to help define the entry. The transition from steel and 

glass to concrete I came up with the idea from the jumping 

lights on my equalizer as I listened to the music. My 

overall design was developed using these concepts and ideas 

along with listening to the music while designing. I found 

it very helpful to have a good starting point and defined 

elements "to incorporate into my design. I am very satisfied 

with my design, especially considering the amount of time 

I had to do it in. I enjoyed this process of design and 

I feel that I will use it in designing in the future. 



TERM PROJECT 

ARCH 470 / Musi-Tecture 

May 20, 1991 

Brendon A. Beyeirs 
ID #477-76-3432 



The building I've designed is a single-fami 1y home, 

located on the Great Plains somewhere in the Midwest, for a 

family who has chosen to live life in closer harmony with 

the earth. It is my owl* personal conviction that this way 

of life is the best route to go--never to be too far from 

the land. 

The music that inspired the design is the Symphony #3, 

the "Pastoral", by Ralph Vauglyi-Wi 11 iams. This is a piece 

near and dear to me, and one I feel captures the essense of 

the prairie unlike any other music I've ever heard. It's a 

vast, flowing, far-flung piece,rich with emotion. 

I don't feel the emotional aspect was given enough 

review and credibility in our class this quarter. It was 

more or less skipped over, and not really dealt with. I 

think it's important to remember that all great works of 

art, whether they be music, architecture, painting, or 

whatever, began as someones deep-felt emotion that they felt 

needed expression. I think one reason for overlooking it is 

because it's such an intangible thing to deal with and 

impossible to nail down. But for this particular design, 

emotional response was the "jumping-off" point. 

If you're looking for hard and fast rules as to how I 

went about designing this, I didn't follow any. Even after 

all of the terminology we studied, and all the discussions 

we had concerning structure, rythmn, and the like, what it 

all boils down to in the end, I firmly believe, is an 



intuitive, intangible quality of inspiration that is very 

hard to put into words. 

A person certainly can use variables such as rythmn as 

a starting point for a design, and these can lend themselves 

well as guides, or for setting limits. But for myself, when 

I close my eyes, lean back, and start listening to- a piece 

of great music like the Vaughn-Williams symphony, I can very 

easily picture vast, beautiful landscapes flowing all around 

me, and each little hill or knob, or change in land form, 

suggests to me an appropiate architecture suitable for that 

site, and in perfect harmony with the land. 

And that's how I came to design this building. The 

music is big and flowing and wind-swept, and in my mind's 

eyejdefintitely suggests horizontality. My design reflects 

the same thing. Horizontal lines dominate, and the 

elevations have that wind-swept look of the prairie. The 

entire structure is sunk down into the earth to become one 

with the land and by doing so, the land itself becomes part 

of the architecture. 

When I hear the symphony, I imagine myself laying on my 

back with my arms spread wide, staring up at the sky, 

watching the clouds roll by and feeling the warmth of the 

sun. The music evokes that emotion and that is translated 

to my building; extensions of it shoot out in several 

directions, laying out across the prairie, sprawling and 

open, like the music itself. 



This design is based on emotion, and like I said 

earlier, to translate how I arrived at the final draft 

because of the music is quite difficult to put into words. 

I know just saying it "feels" right isn't adequate, but 

that's how I went about it, and I can't really describe how 

I synthesized the music into the architecure. When I hear 

great music, architectural forms come to mind very easily 

for me. A personal lifetime goal for me will be to someday 

a. 
create an architecture based on, and worthy of, &£ Gustav 

Mahler symphony. His music suggests thousands of forms for 

me, and I know it will be a deep source of inspiration for 

years to come throughout my career as an architect. 



Architecture 470 

Final Project Synopsis 

3 June 1991 

Keith Ballantyne 

The music that I selected has certain special meaning to me for its strong sentimental value. 

It also brings with it some very strong images from where I first heard it. These are strong 

emotional images as well as graphic images so I am certain that it will be difficult to create 

architecture that does not in some way express those personal images. This is in no way a 

negative thing, in fact I think that it is an imperative when dealing with this subject matter in 

an effective and holistic way. 

The specific piece that I selected is "Processional" by William Ackerman form his Passage 

CD. From listening to the piece several times and using my narrow understanding of 

musical structure, I determined that this selection of music runs a repeated series of parts. I 

venture to guess that this song is structured as follows: ABABCABC. What this form is 

and whether or not I am correct is going to be left up to the musical experts to determine. 

Also form listening to the music I can understand the reasoning behind the name of the 

song; it does have a strong feeling of 'procession' from place to place. 

The actual process I used in the creation of my architecture was to sit down and listen to the 

music several times in an effort to get real nice and familiar with the piece. Then I began to 

concentrate on the images that the piece conjured up for me. These were quick to come to 

mind. I first heard this music while I was working on a fishing boat in Alaska. We were 

some 10 miles out of the port to Unalaska. The ocean was calmer than I had ever 

experienced in my life. With no wind in the air, the water looked like glass. The day was 

gray and overcast with no hint of where the sun actually lay in the sky. There was a heavy 

fog that obscured our view of the islands. Off in the distance, barely in sight, were three 

Killer Whales spouting. We had seen Killer Whales before but never had there sight lent 

itself to such a moving experience. To this day, those images and that experience stay with 

me as the most moving and memorable event of my life. These images gave to me the 

setting for which my function had to fit. 

The function that I settled on was that of a retreat. This would be a multi-user facility that 

could be used for individuals, families or large organizations. In an effort to keep the size 

manageable for the purposes of this project, I decided that this complex should be 



comprised of three to five buildings, one of which would be the central common building. 

The least of my worries (for this class) was the actual floor plan layout, because I wanted 

to use the music to drive the outside image of the architecture and save the complexities of 

the interior for paid federal grant studies. 

Next of course came the actual sketches and studies for the layout of the facility. It seemed 

most logical to use a radial organization judging from both the name of the song, which I 

feel to be accurate, and the function of the architecture. I had determined that the site 

would be undulatory and wooded. This is nice in that it aids in the making of the path, 

which was to become a central and keynote issue in my architecture. The previously 

mentioned guess on the structure of the music was used in determining the hierarchy of 

spaces. The 'A' segments would represent the main common building, the 'B* segment 

representing the path or procession between the buildings and finally the 'Cf segment 

representing the individual retreat units. 

The underlying theme in this song is the repeating of the parts over and over so if one were 

so inclined, one could use this form that I have set up to create a much larger scale project 

using the same principals. I, of course, kept this to a very small scale in the interest of time 

and completing the project 

The music was then used a modifier for the aesthetics of the architecture. I tried to make 

some literal interpretations where when the music went from high to low, the architecture in 

some form changed from high to low. Fenestration patterns and mullion placement were 

easy to change to reflect the changes in the music. Often times, these modifiers came down 

to my completely subjective feelings. This is again, what I consider to be completely 

acceptable use for this process. Feelings and emotion and interpretation are the things that 

make creative activities so wonderful, they're unique and new every time. 

The process was enjoyable and it does have its merits. It was easy to make it work when i 

could assign my own function. If I had to design a bank to the same music, it would be 

less effective. You need the leeway to either choose the function for the music or the music 

for the function, otherwise its much too vague for an already vague process. 



118 East Main 

Musi-Tectu re 

Lynn Taylor 



/ 
This Musi-Tecture project was created by selecting a piece 

of music, analyzing the music,and transforming it's form and 

emotions,into architecture. The given building program included 

developing a new facade and entries for the alley entrance of 118 

East Main. The necessary functions included stair access to two 

floors and a roof garden access. Also included was the 

development of the interior entryways for each level. The first 

level is an artist's studio, and the second level an architecture 

office. Music chosen was the Baroque and Blues movement of 

Claude Boiling s Suite for Flute and Classical- Piano. 

The Baroque and Blues movement is divided into a three part 

structure (Sonata Allegro form). The first part contains a clas

sical flute melody and also a jazz piano response to the flute's 

melody. The classical statement is answered several times with a 

jazz response. The second part blends both classical and jazz 

phrases from the first part with both the flute and piano playing 

simultaneously and with solo cadenzas. The third part repeats 

the original first part of a statement and answer. 

The classical method of designing building facades is to 

divide the facade into three pieces. The base, the shaft, and 

the cornice. 118 East Main contains a base (the main level), 

shaft (second level), and a cornice (the roof parapet). Each of 

these were developed in response to the Claude Boiling suite. In 

Baroque and Blues movement, the melody lines were repeated in 

groupings of four, therefore the plans and elevations were divid

ed into a four foot grid system. In the music, though, the 4's 

groupings occasionally are broken by an embellished flourish. 



The flourish is interpreted into the architecture by a occasional 

sweeping curve within the grid. Placement of fenestration and 

shading devices were designed by listening to the rhythm patterns 

the piece-both the classical (4 part) rhythms and the more synco

pated style rhythms. The materials incorporated into 118 East 

Main included both traditional and non-traditonal types. Stand

ard materials (wood windows, doors, steel and concrete) are 

incorporated, yet are used in an atypical situation (i.e. the 

inverted columns, glass block supporting concrete and steel, and 

windows grids hanging from the cornice). The Claude Boiling 

Suite was an attempt to merge two styles of music (classical and 

jazz) in a harmonic way. The use of the classical tripartite 

building facade and standard materials incorporated with non-

traditional construction and placement of materials attempts to 

mirror the Baroque and Blues movement. 
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Montana State University 
College of Arts and Architecture 

Course Outline - Musi-Tecture 

Spring 1991 
Instructors: Jerry Bancroft/ Gregory Young 
Teaching Assistant: Mark Sanderson 

Class Schedule: Monday - 7:00 to 9:30 pm 
Howard Hall/ Rocm 117 

Educational Objectives: This course will help both music and architecture 
students gain insights into their cwn discipline 
through comparison with another. By studying the 
creative process* emotional impact/ aesthetics/ 
structure and historical periods of both music and 
architecture/ students will come across pertinent 
influences and analogies. This should be both 
enlighting and beneficial/ enhancing many facets 
of their major field of study. 

Education: Weekly assignments and the term project make up 80% 
of the grade. The renaining 20% will be for class 
participation. 

Office Hours: Jerry Bancroft/ Rn 217/ Cheever (mornings fcy appt. - 4405) 
Gregory Young/ Rn 177/ Howard Hall - Mon 10-llam/ Wed l-2pm 
and fcy appointment - 3561 



MUSI—TECTURE FOR AURAL ENVIRONMENTALISTS 

COURSE SCHEDULE 

DATE 

4/8 

4/15 

4/22 

4/29 

5/6 

5/13 

5/20 

5/27 

6/3 

LECTURE TOPIC 

M U S I  —  T E C T U R E  :  
Introduction 

TERMINOLOGY: 
Compare artform 
descriptions 

CREATIVE PROCESS: 
Compare creative 
processes and 
s o u r c e s  o f  
inspiration 

EMOTIONAL IMPACT: 
Compare stimulus and 
response modes 

STRUCTURE/FORM: 
Compare fundamental 
elements and their 
arrangement in time 
or space 

HISTORY: 
Compare example 
characteristics from 
historical periods 

EXECUTION: 
Compare influences 
of participants in 
realization process 

CLASS ACTIVITY 

Experience sounds and 
images and "feel" the 
corrlations 

Illustrate correlations 
with student examples 
from Assignment #1 

Terminology comparisons 
through Assignment #2 
examples plus Review 
Mark's Thesis Project 

Creative process 
through Assignment #4 
examples 

Emotional impacts 
through Assignment #4 
examples 

Structure and Form 
examples through 
Assignment #5 examples 
Review Mark's Thesis 
Project 

Historical examples 
through Assignment #6 

T e r m  P r o j e c t  
Presentations 

T e r m  P r o j e c t  
Presentations continued 
and summary discussion 

ASSIGNMENT 

# 1  F i n d i n g  
Correlations 

#2 Illustrating 
T e r m i n o l o g y  
Corrlations 

#3 Investigating How 
the Masters Worked 

#4 Experiencing 
Emotional Impact 
elements 

#5 Investigating 
Structural/Formal 
Basis 

#6 Illustrating 
Historical Periods 

NADA 



Montana State University 
Musi-Tecture - Assignment #1 

Correlations between music and architecture. 

Read the first group of excerpts in the Kinko's packet entitled 
Readings /H . 

Music students: Select a piece of music which you know well and 
find corresponding features in architecture. 
Consult the architecture books on reserve in the 
Creative Arts Library. 

Arch, students: Select a building and find corresponding features 
in music. You may use selections from your personal 
disc collection and/or the CDs on reserve for this 
course . 

All students should be prepared to present their findings with 
examples to the class on Monday, April 15. 



MONTANA STATE UNIVERSITY MUSI-TECTURE 

ASSIGNMENT #2 

Illustrating Terminology Correlations 

PURPOSE 

In our effort to systematically investigate the correlations 
between music and architecture, it seems logical to begin with the 
fundamental issue of terminology. The goal is to identify and 
clarify terms used in both disciplines. The interest, however, 
seems to be in identifying those terms used in both music and 
architecture, but not in the same manner. That is, what are the 
words used to describe the discipline, do they have the same 
meaning in both music and architecture, and what is the value of 
knowing a term if it has a different meaning in the cross 
discipline? 

ASSIGNMENT 

To continue the format of side-by-side presentation of the subject 
matter as illustrated by the instructors presentations, the 
following assignment is to be done in pairs but not by working 
together. Both music and architecture students will select the 
same terms, work on them independently, and then the pair will make 
a side-by-side presentation of their findings to the class. 

Utilizing the Terminology sheets in the Kinko's package, select two 
terms (we will coordinate this in class) and complete the sheets in 
the manner of the examples given in that section. If you disagree 
with the definition given or feel it is insufficient, please 
substitute your own definition with appropriate documentation. 
Bring twenty (20) copies of your completed sheets to class for 
distribution. 

Examples should take two forms: 1) the illustrations that are to 
be shown on the sheet and 2) the slides or segments that give 
further elaboration and depth to the illustration in #1. Slides 
are preferred for the architectural elaborations since it 
facilitates addressing the whole group simultaneously, but as noted 
previously, it is acceptable to bring in the actual photographs 
instead. Due to the lack of a CD player in the room, segments are 
acceptable in either tape or live performance form. 

SCHEDULE 

A short presentation of your findings is due Monday April 22. 

READINGS 

Please review Readings #2 on reserve in the CAA Library. 



MONTANA STATE UNIVERSITY MUSI-TECTURE 

Assignment #3 

Exploring Sources of Inspiration 

PURPOSE 

Inspiration is an important part of any creative activity. The many sources 
of inspiration that have been used by architects are similar to those used by 
musical composers. However/ since there are also some distinctly different 
sources of inspiration between the disciplines/ students will present findings 
within their own field and then a comparison will be made in class. Perhaps 
additional sources of inspiration will be found fcy this parallel project. 

ASSIGNMENT 

Select two sources of inspiration from the list that pertains to your 
discipline (in the front of the Inspiration Section). Find examples that 
confirm the use of these sources fcy composers/architects and suggest different 
ways these sources could be used. Bring twenty (20) copies of'your completed 
sheets to class for distribution. 

Examples should take two forms: 1) the illustrations that are to be shewn on 
the sheet and 2) the slides or music that give further elaboration and depth 
to the illustration in #1. Slides are preferred for the architectural 
elaborations since it facilitates addressing the whole group simultaneously/ 
but as noted previously/ it is acceptable to bring in the actual photographs 
instead. Musical examples are acceptable in either pre-recorded or live 
performance form. 

SCHEDULE 

A short presentation of your findings is due Monday/ April 29. 

READINGS 

Please review Readings #3 on reserve in the CAA Library. 



MONTANA STATE UNIVERSITY MUSI-TECTURE 

ASSIGNMENT #4 

Comparing Emotional Impacts in Music and Architecture 

PURPOSE 

All music and architecture seem to generate emotional responses in 
the listeners and users from boredom to excitement. The primary 
purposes of this assignment are to identify those emotions 
generated in both disciplines, determine what seems to cause the 
emotions within each discipline, and finally to compare the causes 
between disciplines as a way to inform the cross discipline. 

According to Webster's New Collegiate Dictionary. Emotion is 
defined as 1 A : Disturbance B : Excitement 2a: the affective 
aspect of consciousness : Feeling b : a state of feeling c : a 
psychic and physical reaction (as anger or fear) subjectively 
experienced as strong feeling and physiologically involving changes 
that prepare the body for immediate vigorous action syn : 
Feeling, Passion, Sentiment. 

Emotion then, is a human reaction to an external stimulus. Since 
it is clearly the intention of both music and architecture to 
produce an emotional response in the listener and user 
respectively, investigating the causes of the responses seems 
appropriate. The better the composer/designer understands the 
cause/effect relationship the more effective use he/she can make of 
the medium to produce desired responses. The premise in this 
assignment is that understanding how emotion is generated in a 
cross discipline will enhance the capability to more effectively 
produce desired emotional effects within one's own discipline. 

ASSIGNMENT 

Working in teams of one musician and one architect select an 
emotion from the list of terms represented in the appropriate 
chapter of the Kinko's package. For the selected emotion complete 
the format sheet provided in a manner similar to that distributed 
by the instructors. That is, define the emotion, describe how it 
is generated in each discipline, prepare a graphic example in the 
space provided, and select and document several additional examples 
through slides and audio segments. 

SCHEDULE 

Copies and a four minutes oral presentation are due Monday May 6. 

READING 

Please review Ching, Benward, and the first chapter by Zuckerkandl 
on resreve in the CAA Library. 



Montana State University 
College of Arts and Architecture 

Term Project - Musi-Tecture 

One of the obvious benefits of this course is exploring the influence of each 
discipline over the other. One way to take, advantage of this is to create a 
work that is in sane way influenced by the cross discipline. The instructors 
will give specific verbal guidelines for the works within each discipline/ but 
all students will also be required to prepare a summary and analysis. 

Summary and Analysis 

All students must submit a two-page explanation with their projects/ which 
includes an outline of the influences from the cross discipline* how they 
played a part in the creative process/ and any other pertinent comments. 

Date Due: May 20/ 1991 





Montana State University 
Bozeman, Montana 59717-0001 

Office of the Dean 
College of Arts and Architecture 

Clifford M. Shipp, Dean 
Jerry A. Bancroft, Interim Assistant Dean 

(406) 994-4405 

May 28, 1991 

Mr. Carter H. Manny Jr., Executive Director 
Graham Foundation 
4 W. Burton Place 
Chicago, Illinois 60610 

Dear Mr. Manny, 

Please find enclosed a proposal for consideration by the Foundation regarding the utilization of music 
to inspire, assist, and direct student architectural design explorations. I have included the following 
items to facilitate your assessment of this project: 

Project statement 
Work plan and schedule 
Budget 
Curriculum vitae for faculty team members 
University Incentive (Block) Grant authorization for initial investigations 
ACSA letter of acceptance for subject presentation at regional conference 

We feel that architectural design is primarily the product of a designers experience and this project will 
both expand the designers experience base into an allied art and allow the utilization of that experience 
in new and creative ways. 

To follow will be letters of reference from: 

Dr. Clifford Shipp 
Dean, College of Arts and Architecture 
Montana State University 

Professor Thomas Wood 
Director, School of Architecture 
Montana State University 

Professor Johnathan Good 
Head, School of Music 
Montana State University 

Each of these references will be sent directly to the Foundation without copy to the applicants, as 
directed in the application procedures. 

Sincerely, 

Jerry A. Bancroft 
Architecture Art Media and Theatre Arts Music 
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ABSTRACT 

MUSI—TECTURE 

Seeking useful correlations between 
music and architecture 

Working with a music colleague and a fifth year architectural thesis 
student over the past nine months we have sought meaningful correlations 
between music and architecture. This is certainly not a new topic but 
most of the existing work centers upon establishing the correlations. 
Our focus has been to make the correlations useful, that is, to take an 
implementation approach. Our work is based upon two pedagogical 
assumptions: 1) that students can become "better" designers and 
composers if they have a more diversified understanding of the arts and 
2) that this understanding is "best" approached as an extension of their 
own discipline allowing easier entry into the new field and deeper 
understanding through the use of familar analogs. There are two aspects 
to our work. The first is to develop a teaching/learning package to be 
used by music and architecture students in studying the cross discpline. 
The second is to experiment with utilizing the correlations to create 
musical and architectural works. 

The teaching/learning package is being developed through a four 
stage approach that can be summarized as follows: 1) identifying a 
significant number of music/architecture correlations 2) documenting 
the correlations in an implementation oriented format 3) offering an 
upper division/graduate class to test the usefulness and influence of 
the correlations 4) evaluating class performance against the 
correlations to assess influence. The results will be summarized into 
a package including instructional manual, series of exercises, reading 
list, extensive bibliography, and professional and student examples of 
utilization. We are currently completing stage two and will be offering 
a combined music/architecture class during spring quarter 1991 that will 
conclude with the creation of musical and architeactural works. 
Additionally, Mr. Sanderson's thesis work will experiment with the 
implicaitons of, at least, 10 different correlation extrapolations into 
conceptual architectural form. Extrapolations will range from literal 
to figurative in an effort to illustrate the power of the musical 
metaphor. 

The most significant result of the work thus far has been the 
development of a presentation format allowing a systematic side-by- side 
comparison of music and architecture. The format has been consistently 
applied to the following five areas of correlation thus far defined: 1) 
terminology 2) sources of inspiration 3) emotional impact 4) 
structure/form 5) history. Six pages from the teaching/learning 
package are illustraed, four in in reduced form, on the following pages. 
The format offers the advantages of graphic orientation, authoritative 
definitions, cited references, illustrations, coordinated examples in 
the form of slides and tape recordings, and a consistent approach for 
each topic allowing ease of utilization. 

Our presentation, if acceptable, will be to share the format system 
and examples from the teaching/learning package and the implementation 
experimentations. 
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May 7, 1991 

J.B. Bancroft, Associate Professor 
Gregory Young, Assistant Professor 

t/^Mark Sanderson, Thesis Student 
School of Architecture 
Montana State University 
Bozeman MT 59717 

Congratulations! 

Your paper, "Musi-Tecture; Seeking useful correlations between music and architecture," has 
been accepted for presentation at the Southwestern ACSA Regional Conference. THE NEW 
SPIRIT. The conference is scheduled for November 1 and 2, 1991. Events will begin at 4 
p.m. (registration 12-4 p.m.) on Friday, November 1, and will end late in the evening (11 
p.m.) on Saturday, November 2. Please schedule transportation accordingly. 

There will be a lecture on November 1 in the evening by Wolf Prix, Coop Himmelblau. 
Conference registration information and hotel (on campus) information will be forwarded 
to you shortly. If you expect to be at a different address for the summer, please send us 
your summer address. 

A reminder: final papers are due September 30. 

We look forward to seeing you in Baton Rouge. If you have any questions, please give us 
a call. 

Sincerely, 

Nicholas C. Markovic Nicholas C. Markovicl\, 
ACSA Regional Conference Chair 

/it 

a:\7\congrat.l 
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Jerry A. Bancroft, Assistant Dean 
Associate Professor of Architecture 

Montana State University 

Dr. Gregory C.Young 
Assistant Professor of Music 

Montana State University 

Mar kA Sanderson 
Fifth Year Architectural Student 

Montana State University 



UTILIZING MUSIC TO INFORM ARCHITECTURAL DESIGN 

Over the past year our team of architect (Bancroft), musician/composer (Young), and architectural 
thesis student (Sanderson) has sought to find and utilize meaningful correlations between music and 
architecture. This has proven to be a very exciting and rewarding project yielding significant results 
in subject matter, method, and range of influence. Our goals have been to enhance student artistic 
growth, increase cultural awareness, augment design resources, and to promote interdisciplinary 
utilization not simply awareness. 

Our work has been based upon two pedagogical assumptions: 1) that students can become "better" 
designers and composers if they have a more diversified understanding of the arts, and 2) that this 
understanding is "best" approached as an extension of their own discipline allowing easier entry into 
the new field and deeper understanding through the use of familiar analogues. There have been two 
aspects to our work: 1) to develop a teaching/learning package to be used by music and architecture 
students in studying the cross discipline, and 2) to experiment with utilizing the correlations to create 
musical and architectural works. 

This is certainly not a new topic; however, most of the recognized, existing literature (Antoniades, 
Ward-Steinman, Xenakis, Zuk, for example) centers upon establishing aesthetic and theoretical 
correlations while providing little, if any, insight into the design utilization of these correlations. Our 
work thus far, sponsored by a juried university research incentive grant, has produced several 
significant insights and products that we feel warrant further investigation. Specifically, we have 
developed: 1) the format for a utilization oriented, side-by-side music and architecture comparison 
system; 2) a taxonomy of correlation topics; 3) the initial development of example categories in the 
taxonomy; 4) "discovery" of a simple yet critical concept in music utilization, posing increasingly 
detailed, definitive stages; and 5) several conceptual design studies intended to illustrate the potential 
breadth of music utilization ranging from literal to figurative influence. 

The format system has been applied to the following five taxonomy categories thus far defined: 1) 
terminology, 2) sources of inspiration, 3) emotional impact, 4) structure/form, and 5) history. 
Examples from the teaching/learning package are illustrated on the following pages, four in reduced 
form. The format offers the advantages of graphic orientation, authoritative definitions, cited 
references, illustrations, coordinated examples in the form of slides and recordings, and a consistent 
approach for each category facilitating involvement with each topic. 

Our experimentation utilizing music to inform architectural design has taken the form of projects 
produced by students in our Musi-tecture seminar and the work of team member Sanderson. The 
seminar students attempted to utilize music as the driving force for their work based upon instructor 
presentations of the taxonomy catagories noted above. Sanderson produced three carefully 
documented design studies with the following conceptual bases: 1) literal interpretation of a musical 
score as graphic icon, 2) analysis of the formal structure of a Beethoven piano concerto modified by 
sound interpretations, and 3) purely sound driven interpretation using abstract drawing and 
diagramming techniques as the linkage between music and architecture. We feel these three 
techniques only begin to illustrate the range of productive musical influences. Our goal is not to 
produce a "How To Design" manual but rather a teaching/learning package to introduce students to 
the tremendous and exciting potential of the musical influence and to offer enough, documented and 
diverse, examples to stimulate their interest and facilitate their efforts. 



Specifically, we are requesting your financial support in the completion of the basic work necessary to 
prepare the teaching/learning package for publication. Currently,we need funds for release time, 
travel to libraries and conferences, a part-time research assistant, recordings, slides, and other 
miscellaneous materials. 

Our initial paper on this subject has been accepted for presentation at the Association of Collegiate 
Schools of Architecture Southeast Regional Conference in November, suggesting peer interest and 
recognition of the work. It is our hope that the interdisciplinary nature of this project, its architectural 
design focus, and educational means of influencing the profession will also be of interest and worthy 
of support by the Foundation. In closing, may we express our sincere appreciation for your 
consideration of this proposal. 



WORK PLAN AND SCHEDULE! 

P 
Our goal is to expand our literature search and continue work on the taxonomy development, slide and 
recording examples compilation, and utilization studies over the next year, completing this effort by 
approximately September 1992. By that time all the basic materials should be assembled, formatted 
and illustrated in a manner suitable for publication consideration. Bancroft and Young will work on 
the project as part of their creativity efforts as professors at Montana State University for most of the 
year but will need some teaching release time to allow focus on the more demanding portions of the 
W°n U Su- fs Mixtion studies and final coordination and compilation of the work. Sanderson 
will be hired as a part-time research assistant over the next year to assemble, compile, and format the 
information generated. 

BUDGET 

1. Release time for Bancroft and Young $4,800.00 

7,000.00 

1,000.00 

Sanderson, part-time research assistant 

3. Conference travel to present paper and solicit peer evaluations 

4. Slides and recordings 

5. Miscellaneous supplies, mailing, and telephone 

1,250.00 

500.00 

TOTAL REQUEST $14,550.00  
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