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1-5) Between the Kiss and the Chaos          
concerto for electric violin and string quartet

I  Michelangelo : David (4:42)
II  Matisse : La Danse (2:58)
III  O’Keeffe : Red Poppy (6:30)
IV  Van Gogh : The Starry Night (4:37)
V  Picasso : Guernica (13:22)

Featuring the Calder Quartet

6-9) Axis and Orbits
for electric violin and loop pedals

I  Axis and Orbits (7:00)
II  Camshaft (4:04)
III  Sacred Geometry (9:45)
IV  Mojo Perpetuo (4:24)



Between the Kiss and the Chaos
TRACY SILVERMAN, electric violin

1-5) Between the Kiss and the Chaos
        concerto for electric violin and string quartet

I  Michelangelo : David (4:42)
II  Matisse : La Danse (2:58)
III  O’Keeffe : Red Poppy (6:30)
IV  Van Gogh : The Starry Night (4:37)
V  Picasso : Guernica (13:22)

Featuring The Calder Quartet
BENJAMIN JACOBSON, violin
ANDREW BULBROOK, violin
JONATHAN MOERSCHEL, viola
ERIC BYERS, cello, kick drum

6-9) Axis and Orbits
for electric violin and loop pedals

I  Axis and Orbits (7:00)
II  Camshaft (4:04)
III  Sacred Geometry (9:45)
IV  Mojo Perpetuo (4:24)

Total Playing Time: 57:20



Between the Kiss and the Chaos
When I was younger and spending hours a day in my room practicing, I used to 
pretend that the composer of the piece I was working on, through some magical 
psycho-musical séance (probably brought on by endless repetition), would visit 
me and I would get an insight into their personalities and music.
“Between the Kiss and the Chaos” came from playing the same kind of game 
with visual artists.
The work actually started out as five scenes from a puppet opera called “Mas-
ters,” a collaboration with puppeteer Brian Hull. For the opera, I conjured up 
a little dramatic scene imagining how each of several iconic masterpieces was 
inspired or created. There is a general (historically inaccurate) suggestion of 
time and place for each piece. It’s a sort of “Pictures at an Exhibition.” These five 
scenes, arranged and orchestrated, actually became my second electric violin 
concerto, but this string quartet/electric violin version is the original scoring for 
“Masters”.
The title is from a lyric to a song I wrote about 20 years ago. I’m not sure what it 
means, but it’s stuck with me all these years and I think it’s a good metaphor for 
the creative process, this tension between the kiss of inspiration and the com-
pulsive chaos of the artistic struggle within people who are desperately trying to 
get it right on the canvas. It’s about that need to share an idiosyncratic vision—
because there is something innately human about the need to tell someone, to 
share your experience, to get someone else to see the world through your eyes.

I Michelangelo: David 
“I saw the angel in the marble and carved until I set him free.” 

Michelangelo, Florence, 1504 
We are in Michelangelo’s workshop in the back courtyard of the Florence Cathe-
dral, and as he chips away at this huge block of marble, his vision of the figure 



within it is so palpable that he begins to hear David calling to him from within 
the stone, begging Michelangelo to set him free.

“Sculpting is easy. You just go down to the skin and stop.” 
Michelangelo

II Henri Matisse: La Danse
“I don’t paint things. I only paint the difference between things.” 

Matisse, Paris, 1910
I imagine a child lost in a song, oblivious to the world, breaking into a joyful, 
improvised dance, His abandon is contagious, so soon someone joins the dance 
with an improvised counterpoint, then another and another, each one with a 
unique character until there are five dancers spinning faster and faster, their 
circle represented by the harmonic circle of fifths. Then I become a sixth dancer, 
improvising to the loops..
“There is nothing more difficult for a truly creative painter than to paint a rose, be-
cause before he can do so he has first to forget all the roses that were ever painted.” 

Matisse

III Georgia O’Keeffe: The Red Poppy
“I found that I could say things with color and shapes that I couldn’t say in any oth-

er way—things that I had no words for.” 
O’Keeffe, New Mexico, 1952

Imagine: first we see O’Keeffe walking by herself behind her house in the middle 
of the New Mexico desert. It’s the late morning and the sun is nearly as high as 
it can be. O’Keeffe is as free and alive as all the insects and animals and plants 
around her. She sees some wildflowers and a red poppy catches her eye. Sudden-
ly we are inside the flower, and there is a nearly microscopic insect standing on a 



single grain of pollen, the petals of the blossom towering above it, and every-
thing is bathed in sun and color. The insect is spending its only day on earth 
singing a love song to the sun. And so is the flower. And so is O’Keeffe.
The artist has been stooped down looking deeply into the flower all day. Now it’s 
dusk on the desert and for a moment she dances a jazzy thank you to the setting 
sun. The big desert moon rises and the flower closes its petals against the chill, a 
weak beam of moonlight shifting slowly across the center of the blossom. There 
we find our insect friend already dead. The flower shivers and it peacefully rolls 
off its pollen and into the dust somewhere in the chasm of the blossom as the 
flower sings its love song to the moon.
“In a way – nobody sees a flower – really – it is so small – we haven’t time – and to 

see takes time, like to have a friend takes time… …So I said to myself – I’ll paint 
what I see  – what the flower is to me but I’ll paint it big and they will be surprised 
into taking time to look at it – I decided that if I could paint that flower in a huge 

scale, you could not ignore its beauty. I will make even busy New Yorkers take time 
to see what I see of flowers.”

O’Keeffe

IV Vincent Van Gogh: The Starry Night
“For my part I know nothing with any certainty but the 

sight of the stars makes me dream.”
Van Gogh, Saint-Remy-de-Provence, 1889

In my historically inaccurate dramatization, Van Gogh has been painting all day 
in the field as he has everyday all summer. He returns at dusk to his small room 
and stands at the open window with a piece of bread in his hand and gazes at the 
night sky. Soon the stars begin to sing to him.



Listen to the stars
Listen to the moon
I am that lonely tree

Silhouetted by the stars
Strong and all alone

And I am that whirling cloud
Twisted and torn

Disappearing in the sky
“I experience a period of frightening clarity in those moments when nature is so 

beautiful. I am no longer sure of myself, and 
the paintings appear as in a dream.

I dream of painting and then I paint my dream.” 
Van Gogh

V Pablo Picasso: Guernica
“Art is a lie that makes us realize truth.”

Spain, 1937
The painting is famously about war; the power of the work is nearly overwhelm-
ing, clear and personal and universal. It inspired a dark, dissonant, minor sort of 
raga scale which progresses from a free alap to a rhythmic tala. In between are 
Shostakovich-flavored flashbacks of war.
In my imagination, Picasso, being attuned to space and negative space, yin and 
yang, can’t comprehend man’s capacity for evil without also holding a fierce 
visualization of man’s capacity for beauty and good. Against the darkest night of 
death, the spark of life is all the more precious and sometimes stronger.

“Art is the elimination of the unnecessary…
It took me a lifetime to paint like a child.”



Axis and Orbits
for Electric Violin and Loop Pedals

For years, solo performances have been my primary mode of musical commu-
nication. Being all alone on stage with an electric violin, I’ve developed a close 
relationship with my loop pedals.
There is a huge compositional challenge in working with loop pedals because of 
the inherent predictability of repeated musical loops. How does one create a nar-
rative arc and a sense of linear progression using circularly repeated material?
Each of these pieces uses a loop pedal in a different way. The idea is that these com-
positions are intended to be live performances, pieces which can be recreated in 
concert using a semi-improvised score, similar in structure and yet unique to each 
performance. 
All of these pieces can, theoretically, be performed exactly as you hear them — 
there is no studio trickery, other than a little judicious editing and the ability to 
have as many tries at it as I like.

I Axis and Orbits
I wondered if there was any way for a loop pedal to act more like real musi-
cians, evolving as the piece progresses and challenging me to react intuitively to 
unpredictable occurrences as I improvise with it. To build indeterminacy into 
the process, I designed loops of different lengths which rotate independently of 
each other so that, with time, they slide further and further out of sync, like two 
moons orbiting a rotating planet at different distances.
What starts out as unified harmony deconstructs in a random-sounding way, 
bringing surprising harmonic variety to what would otherwise be static repeti-
tion, setting in motion many unexpected harmonic serendipities.
First I record a pizzicato ostinato part, a sort of chaconne; the planet. Then I 



add two slow melodic lines, the two moons, as unsynchronized loops. The first 
ascending line is a little longer than the planet loop and the second descending 
line is longer still. The fun for me is to give up control and react instantaneously 
to what is happening in the moment, surfing the shifting harmonic twists.

II Camshaft
From a looping perspective, this is the most intensive and complex, utilizing 
several different synchronized loops, each with multiple layers, in different com-
binations. But it’s really about bringing the nasty, jamming on it, taking it to the 
bridge and breaking it down.

III Sacred Geometry
The rhythmic context for this piece was inspired by a trip to Brazil—but not by 
Brazilian music. It was dusk and I was wandering through the outdoor sculp-
ture garden at the performing arts center in Compos de Jordao. I heard a quiet 
beeping, like a watch alarm, which I thought must be some small digital device, 
like a security sensor whose battery was low. Then I heard another one, across 
the garden, then another from another area, and soon it was taken up by lots of 
other little alarms all around this sculpture garden until soon the whole place 
was throbbing with a sort of digital cricket orgy. I’ve never heard crickets or cica-
das in the US like that. These crickets had distinct pitches and created a rhythmic 
music which I’ll never forget.
In this one, which could have been called Axis and Orbits II, there is a central 
cricket around which orbit two cricket moons, each of which rotate from light to 
dark sides, harmonically. Light (long tones) reflects off them, highlighting their 
rotation. Against this backdrop, a cricket sings of stars.
It is the nature of composing with loops that things naturally unfold at a slow 
pace since layers must be recorded consecutively. Exacerbating that is the fact 
that longer loops are less obviously repetitive. To paraphrase Georgia O’Keeffe, 



to hear takes time, like to have a friend takes time…I will make even busy New 
Yorkers take time to hear what I hear of crickets.
I wrote this piece while I was up at Terry Riley’s ranch in northern California. 
The loops have a ratio of 1:2:3 and it’s designed so that the harmonies are shifting 
indeterminately through four different harmonic modalities. Terry said, “you 
should call it “Sacred Geometry,” so I do.

IV Mojo Perpetuo
Just one simple loop on this one. The loop pedal could be a modern metaphor for 
the mythical perpetual motion machine, but performing this piece may transform 
it into a ticking time bomb. The first half of the piece is the recording of the loop, 
the second half is the playing against it of a sort of mirror image of it.    
                                                              — Tracy Silverman

Loop Pedal 101
The way loop pedals work is that you hit a button and it records. You hit it again and 
it stops recording and immediately starts playing back from the beginning, and will 
continue to loop indefinitely. It’s then possible to stack another layer of recording onto 
the first, (we call it overdubbing,) and there is no limit to the number of layers you can 
add. I use a pan pedal as well, which sends the sound to either the right or left speaker 
or anywhere in between; otherwise it can be hard to distinguish the layers as they all get 
lumped together in the center.
Then I can make several additional loops, each with its own multiple layers, and I can 
turn them off or on as I wish, creating other sections of a composition, or using them 
in different combinations together. I can have these different loops synchronized with 
each other or they can move completely independent of each other.
So there can be a lot of complex loop building within a composition, and the real trick 
with live performance is that you have to devise a way to utilize the necessary logistics 
of loop building in a seamless, musical way, so that the listener is not waiting through 
three or four minutes of loop building to get somewhere, but the building of the loops 
itself is part of the piece, happening often without the listener’s awareness.
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The Calder Quartet was recorded and mixed at Matthew Snyder Recording by Matthew Snyder 
and Joshua Sieh. All other recording at GutLab South, Nashville, TN 

Mastered at Mastermix by (the other) Hank Williams

Produced by Tracy Silverman

This recording was funded through Kickstarter.com by 113 friends and fans, each of whom is 
directly responsible for making it possible for me to share my music with the world. Good kar-

ma surrounds you. Thank you for your belief and support.

Profound thanks to Associate Producers:
Dr. Robert Ryan and Dr. Qin Ryan • Jay and Phyllis Silverman • Lance White

Special thanks to Kira Bielfield, Richard Atwell, and to Ed Pettersen, not only for being a Kick-
starter supporter, but for loaning me tons of bizarre guitar pedals.

Tracy plays electric 6-string violins built by Danny Ferrington in Santa Monica, CA with addi-
tional work by Joe Glaser in Nashville, TN. Tracy uses Boomerang III Phrase Sampler loop ped-
als and plays Thomastik Strings courtesy of Connolly Strings through Mesa Boogie amplifiers.

Cover painting: Rachel Kice; photo: Keith Miles.
Traycard photo: Martin Cherry; back of booklet photo: Eric England

Design and Layout: Tracy Silverman and Lonnie Kunkel
Executive Producer: Carol Rosenberger

TracySilverman.com
Free sheetmusic for all compositions available at www.tracysilverman.com/sheetmusic/
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Michelangelo Buonarroti, “David”
www.michelangelo-gallery.org/David-large.html

Henri Matisse, “La Danse”
www.henri-matisse.net/paintings/bge.html

Vincent Van Gogh, “Starry Night”
www.vangoghgallery.com/catalog/Painting/508/Starry-Night.html
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Georgia O’Keeffe, “Red Poppy”
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