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We humans have a complicated relationship with 
organization. On one end of the spectrum is order, 
structure, and control to totalitarian levels; chaos, 
anarchy, madness, and spontaneity on the other.  
We need both these extremes, and all graduations  
in between, applied at different times to different 
aspects of a production (the production could be 
a work of art or culture, or something useful like a 
building or an ordering of human interactions).

The following appendices feature two ordering 
systems—one for 2-dimensional space, one for a 
sequence of numbers—that you are invited to in-
corporate into your work, in whatever manner you 
devise. 

Modulor Redux (2000) is an update of a system 
created by LeCourbusier, and incorporated into 
aspects of his architecture. The original Modulors 

were very nearly in a 4:3 aspect ratio, I merely ex-
tended the width to approximate the contempo-
rary HD screen ratio of 16:9 (although I needed 
to expand the frame to 17:9 to accomodate the 
divisions of space).  

These divisions could be applied to print or elec-
tronic pages or screens, and the entire sequence 
could be further expanded into 3D space, or ani-
mated as constantly changing series of configura-
tions.

The Hexagrams of Trichords (1985) system has al-
ready been discussed in this text as a way of order-
ing units of time, reiterations of events, or musical 
pitches, but the number series could as easily apply 
to any set of 12 different events, kinds of activity, or 
types of structure or interaction.  

This approach would repurpose the series as a way 
of structuring visual, textual, or theatrical presen-
tation over time, and would invite us to superim-
pose, say, a linear sequence on a set of non-linear 
events, or to subdivide a narrative into sections 
which would be played out of order, repeated, and 
compressed/expanded in time (according to an ap-
plication of a number sequence to the duration of 
sections). 

Since both structure systems are subdivided into 
64 units, there exists a further implication they may 
be used together, in a structural mysterium coniunc-
tionis. Go thou, for it!
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(entire series compressed)

APPENDIX 1:  Modulor Redux (2000)
Divisions of The Screen 

in 64 grids at 17:9
(after LeCourbusier)
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APPENDIX 2:
HEXAGRAMS OF TRICHORDS 

(1985)
64 Number Sequences of the 

12 Prime  Trichords, Ordered to 
Webern’s All-Combinatorial Series,

Transposed to a Babbitt All-
Combinatorial Series

Perhaps as a way of getting over or getting 
beyond preoccupations with structure in 
music, I came up with this idea of colliding 
the tradition of serialism—and especially, 
the more sophisticated outgrowths of 
serial thought a la Babbitt, Carter, Boulez, 
Wuorinen—with the extreme other end 
of the “control” dynamic, which I saw at 
the time as John Cage. (So what if this 
all happened 30 years after those two 
schools were at their zenith?)

It’s certainly no big deal to throw an
I Ching or two to determine, say, a set of 
pitches. What I wanted to make, however, 
was a system I could use to apply chance 
operations (like Cage) to any or all 
aspects of sonic structure (like Boulez 
did in his Second Piano Sonata, an idea 
he no doubt adapted from his mentor 
Messian. The syncretic thing would be 
to have these two very enormously 
opposed worlds collude to produce a 
flexible structure that can have many, 
many implications.



My goal was to create a number series that, 
when applied to pitch or time structure, 
would result in something less stark and 
twelve-toney (this was an academic concern 
from the 1950s through the 1990s) than an 
all-combinatorial set by Babbit. To do this, I 
started with that very Babbit set, and also one 
of Webern’s sets*. 

Trichords were in that rareifed, metal-tasting 
air, in 1985, so I decided to have the Babbit 
and Webern sets determine the order and 
transposition of the twelve trichords (the 
twelve basic sets of two intervals between 
three pitches in a field of twelve—the 
number of half-steps in a Western, equal-
temperament octave). This worked out to 64 
combinations of 36 pitches (each trichord X 
each pitch), and of course, 64 is the number 
of hexagrams of the I Ching, so I mapped each 
set of 36 pitches to each of 64 hexagrams. I 
was home! [21].

Lately, I’ve lost interest in using my little 
collection to determine pitches. Now, I 
mostly use it to structure time—duration 
of phrases, based on a single, motoric tempo 
(see meme™ Jr. Application Case Study, 
above), and occasionally as a way of ordering 
a bass line, above which a collection of 
vertical structures (‘chords’, they used to be 
called) are unfolded. Of course, this collection 
can very easily determine a visual structure 
for 12 elements over time, thus freeing the 
contemporary visualist from adherence to 
narrative, sequence, emotion, messy stuff, 
meat, whatever.

___________
* This was so long ago. You could very easily 
figure out which sets these were, in fact, hey, 
why don’t you do that if you’re so interested 
in that?)






