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The Present Classifi cation
Heather Hart, Steffani Jemison, and Jina Valentine

“What is impossible is not the propinquity 
of the things listed, but the very site on 
which their propinquity would be possible.”
(Michel Foucault, The Order of Things)

Heather Hart (A ’05), Steffani Jemison (A ’08), and Jina Valentine (A ’05) are planning a new tableau 
for a collection not yet acquired. Entitled The Present Classifi cation, this project will assume the formats 
of exhibition and live performance.

But what exactly is a collection? How to defi ne the parameters of a fi nite set? Do we defi ne the 
characteristics of the collection in advance of its actual acquisition, then accept only those objects that 
qualify? Or do we determine the character of the collection by afterwards assessing the unifying traits of 
things amassed? The foundational principles we have established for The Present Classifi cation refl ect 
our collective interests. The intersection of two independent projects, and three individual “collectors” set 
the parameters for the proposed collection. These principles also frame a specifi c discussion that we, 
the proposed “collectors,” have the agency to defi ne. The collection will comprise in various formats the 
sum of: a. text art b. submissions from Black artists c. submissions from Skowhegan alumni.

To further prescribe the parameters of The Present Classifi cation is to imagine the character of the 
would-be collection in advance of its actual acquisition. On one hand, predetermination risks precluding 
the chance serendipitous submission. On the other hand, leaving the structure entirely fl exible surrenders 
much of the impulse for creating a collection to the collective character of the objects themselves. We 
suspect that undertaking this project will require a bit of both methods: fi rst drafting a wish list (of letter 
and of litter, of color and spatter, of spit and spam, of concepts and collapse) then negotiating the results. 

The collection would consist of text-based contributions from Black Skowhegan alumni. It might 
be composed of rather diverse forms of text-art and text-artifact—like paintings and prints, diary and 
sketchbook notes, t-shirts and buttons, playbills and receipts. Via the new tableau, these seemingly 
incongruous items—a cross section of sentimental detritus and fi ne art work—can be provisionally, 
if temporarily, linked through the identity of its producers and the connections made through the 
objects themselves. 

How do we set about attaining these objects? Do we present an open call to all Black, living alumni of 
Skowhegan to submit text-based works and objects? The success of such a query would depend on 
potential group constituents identifying themselves as such and mobilizing towards a collective identity. 
As with drafting parameters for the collection of objects, the alternative method for casting The Present 
Classifi cation (the corpus) would be to individually solicit potential members.

The paradoxical relationship between the collection and its constituents (and between the collective 
and its constituents) has been exhaustively explored, recently by such diverse scholars as literary theorist 
Susan Stewart and political philosopher Giorgio Agamben. One of the most compelling discussions 
appears in the Deleuze and Guattari opus A Thousand Plateaus, wherein the formula N–1 is used to 

Aleatoric Affi nities: 
John Cage and Maria Elena González’s Skowhegan Birch # 1
by Marshall N. Price

When John Cage declared that “art is the imitation of nature in her 
manner of operation,” he was not only drawing on ideas articulated 
by his predecessors in the fi eld of metaphysics such as the Indian 
philosopher and art historian Ananda Coomaraswamy and the 
medieval theologian and philosopher Thomas Aquinas, but he was 
also attempting to illuminate an aspect of the process in which he 
ostensibly removed his own hand from the creative process, allowing 
chance to determine any variety of one’s artistic choices. Cage 
believed that anthropocentric art and music was trivial, and that 
beyond individuals, nature herself had an intrinsic expressivity found 
in elements such as trees, rocks, and water. It is with these ideas 
in mind that we can refl ect on Maria Elena González’s Skowhegan 
Birch #1, 2012, a multi-disciplinary work in which birch bark forms the 
blueprint for player piano rolls, and ultimately the music produced by 
the rolls themselves.

The genesis of Skowhegan Birch #1 came from the Cagean notion 
of allowing artistic choices to manifest by simply deciding which 
questions to ask, and was born in a moment of synesthetic curiosity 
in which González wondered how we might better understand 
the information held within the architecture of the natural world. 
Could this biological matrix, built on the collective history of 
evolution and nature’s forward march of time, be translated into a 
musical vocabulary, and if so, what would that music sound like? 
In many ways, Skowhegan Birch #1 unlocks this history and gives 
a sonorous voice and an audible consciousness to the rural Maine 
landscape. González has long been engaged with memory and 
architecture in her work, and here instead of creating a socio-
political iconographic program used by the artist in the form of her 
recognizable maps, fl oor plans, carpets, and sculptural towers, she 

has instead relinquished dominion of her hand and literally allowed 
the trees to speak for themselves. While the piece remains a type 
of mimesis, however unconventional in this format, it shares with 
much of Cage’s works a clearly established conceptual framework.

Skowhegan Birch #1 is aleatory and its sounds vacillate between 
brief moments of silence and long, cascading polytonal phrases. But 
cacophony and dissonance become paradoxical concepts here as a 
chorus of voices, held for centuries within the trees of the forest, are 
freed from their confi nes and fi nally speak out all at once. Liberated 
from the constraints of conventional elements of music such as 
time and key signatures, Skowhegan Birch #1 is a symphony of 
sensorial effl uence. The musical result is an uninhibited arrangement 
of collected sounds that sing with immediacy and abandon. Cage 
believed that music could sober and quiet the mind, making it 
susceptible to divine infl uences and thus open to the fl uency of things 
that come through our senses. Art, he believed, could help us achieve 
this state. In the end, it is easy to imagine that, having listened to 
Skowhegan Birch #1, John Cage would have likely smiled impishly 
and delighted in the sound of nature’s emancipated music.

Skowhegan Birch #1, 2012, by Maria Elena González (Skowhegan Governor and F ’05) is 
included in the exhibition Against the Grain: Wood in Contemporary Art, Craft, and Design, 
currently on view at the Mint Museum, Charlotte, NC (through January 27, 2013) and 
travelling to the Museum of Arts and Design, New York (March–June 2013).

Marshall N. Price is the Curator of Modern and Contemporary Art at the National 
Academy Museum, New York. His current exhibition, John Cage: The Sight of Silence, 
is on view through January 13, 2013.

Maria Elena Gonzaléz, Skowhegan Birch #1, 2012, still from single channel video. The left screen shows the player piano roll made from the pattern on Birchbark found at Skowhegan. 
The right shows Randolph Herr playing the composition.


