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stakeholders of the Biosphere Reserve can generate 
content independently and engage via the website.  
 

5. BIOSCAPES DISSEMINATION PLATFORMS 

 
The virtual platform, developed in collaboration with 
Australian cultural development agency Feral Arts, is 
built with three key systems in mind. The first is the 
BioScapes Residencies, the core activity in 
implementing this global project. All of the sound, text 
and imagery from the BioScapes Residencies is geo-
located in the interactive Biosphere map and also 
available through a timeline feature to trace the history 
of the project and compare the soundscapes. The second 
system is the BioScapes Lab, which is a more specific 
structure with research questions revolving around an 
environmental issue within the proposed Biosphere 
Reserve. The final system is the BioScapes Community, 
an accessible platform for anyone to generate content, 
download educational resources and engage in the global 
possibilities of the project.  
 
The first two systems are curated platforms, while the 
accessibility of the BioScapes Community provides real-
time interaction and engagement for anyone with 
internet access.  The three systems combine in the 
Biosphere Soundscapes map, which is a constantly 
evolving interface that will call attention to our changing 
sonic environments. The digital platforms will ultimately 
enable Biosphere networked performance, live streaming 
tools and the ability to mix soundscapes in real time, 
allowing the BioScapes Community access to a world 
beyond what they see. This will also provide access to 
soundscapes currently at risk, allowing virtual 
collaborators infinite possibilities to explore the sounds 
of central Australia, the Amazon Jungle or Kenya’s 
Mount Elgon all within an accessible interface. 
 
Biosphere Soundscapes was conceived in 2011 and 
received concept development funding from Arts 
Queensland (Regional Arts Development Fund) to 
deliver a pilot project in the Noosa Biosphere Reserve. 
The first research lab for Biosphere Soundscapes 
launched on World Listening Day 2012 (July 18) with an 
interactive field recording lab in the Noosa Everglades, a 
forum of international sound artists and a pilot sound 
map. The project has since involved multiple research 
labs and the development of specific interfaces and apps 
for global community engagement and collaboration. 
There are currently three international residencies in 
development in Australia and India and ten Biosphere 
Soundscapes labs under development across five 
continents.  

6. ICMC2013 LIVE PERFORMANCE 

 
In addition to the virtual outcomes, Biosphere 
Soundscapes involves a series of live performances that 
add deeper dimensions to the resulting compositions and 
field recordings through the medium of live immersive 

performance. The live performances draw on the key 
sound marks from the Biosphere Reserves in addition to 
intuitive soundscape explorations while challenging our 
cognitive abilities to construct systems of ecological, 
aesthetic, ideological, historical and political perception 
through acousmatic listening experiences.  The 
performances are designed to reveal the changing 
soundscapes and contrasts of Biosphere Reserves in our 
current state of ecological uncertainly and showcase the 
value of electroacoustic music as a tool for 
environmental awareness, community empowerment and 
cultural change.  
 
This live performance features field recordings from 
three UNESCO Biosphere Reserves in Australia and 
Brazil. It sculpts a dialogue between three fragile sonic 
environments; the Central Amazon Biosphere Reserve in 
Brazil, The Great Sandy Biosphere Reserve and the 
Noosa Biosphere Reserve, both in Queensland, 
Australia. The source materials range from hydrophone 
recordings of the Amazon River Dolphin, endangered 
birds in the Noosa Everglades and pistol shrimp in the 
Great Sandy Biosphere. Each of the layers is the result of 
an intensive creative development lab that involved field 
recording, workshops and intuitive responses to the 
natural environment. This premiere performance for 
ICMC2013 is the first major creative outcome from 
Biosphere Soundscapes. The work is designed to reveal 
the powerful ability sound has in reconnecting us to the 
natural environment.   
 
Biosphere Soundscapes, although still in preliminary 
stages of development, highlights the potential role 
composers and sound artists could play in ecological 
crisis. Biosphere Soundscapes is designed to inspire 
communities across the world to listen to the 
environment and re-imagine the potential of Biospheres 
as learning laboratories for a sustainable future. This 
project combines art, science, technology and 
community to give Biosphere Reserves across the world 
a voice and a global audience to listen.  
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A BRIDGE FROM NOWHERE (8’44’’) 

Link to a stereo sample and to a full version: https://www.dropbox.com/sh/zo7fmw8t2kbu9so/B2Ch4mFYrI 

 

ABSTRACT 

A bridge from nowhere is an electroacoustic work 
written for clarinet and quadraphonic electronics. It is a 
tribute to John Cage’s music and philosophy. 

1. INTRODUCTION 

John Cage is a revolutionary figure for music of all 
time. 
 

A bridge from nowhere is inspired by his 
masterpiece "Lecture on nothing", a brilliant musical 
prose composed in the '50s. It is written with the same 
rhythmic structure used in his compositions, such as, for 
example, Sonatas and Interludes. 
 

The basic idea is that:  
"a structure is like a bridge from nowhere to nowhere and 
anyone may go on it: noises or tones, corn or wheat. Does it 
matter which? [...] We really do need a structure, so we can 
see we are nowhere." (J. Cage, Lecture on nothing, 1959) 
 

The structure of the piece evokes the text of 
Cage in its division into five sections. This is made 
clear from the stolid fragment that, as in the prose, is 
repeated at the beginning of each section and also from 
the apparent "randomness" of every musical gesture. 
The central section is the bridge that brings together the 
whole composition, which ends with a new beginning, 
like a bridge to nowhere. 
 
 

The composition is quadraphonic, and the 
acoustic sounds of the clarinet are opposing the 
electronic noises, sometimes reworking of monodic 
characteristic timbre of the instrument, sometimes 
totally synthetic. 

 
 

2. ALGORITHMS AND STRATEGIES 

Most of the sounds are coming from clarinet and are 
acquired ad hoc on the basis of the composition’s 
purposes. 

Each sound is subjected to various editing 
processes, especially warping, shuffling, convolutions, 
delays. All the processes I've used are related to my idea 
of composition: I’d like to have an apparently random 
content into a defined structure, given by the prose.  

I formed complex sounds without any 
harmonic relationship. Changing the envelope of each 

sound, I meant that synthetic sounds have a typical 
profile of the sampled clarinet sound and clarinet loses 
its shape to conquer another one. 

 

Many of the sound events are severely 
distorted, or deprived of their transitional attack, to 
create events more or less prolonged with an attack 
transient artificially slow. On some of these I applied a 
new transitional character, quick and impulsive, using 
the spectrum of the resonance area, commonly less rich 
in harmonics.  

I used other editing processes to create events 
for which the original material is used as a modulating 
vocoding algorithm of spectra as rich as square waves 
and triangular ones, to enrich the sonic palette of 
timbres and the synthesis possibilities.  

The continuous bands that characterize the 
central section are constructed from pink noise, with an 
excess of power for the low frequencies, molded with 
the convolution of other waveforms, especially clarinet 
events. 

I used a delay in multiple sections, also with 
feedback, with the possibility to modulate or maintain 
constant the delay time. 

Clarinet and electroacoustic scores took place 
simultaneously, evaluating new performance practice 
for the clarinet, while respecting the structural features 
of this instrument. Every gesture of the clarinet is a 
bridge between the traditional writing and a new form 
of sound. 

 

 

3. SPACE 

3.1. Use of space 

Space is not mainly focusing on the forward axis, but 
tends rather to a wide distribution of the composition, 
also with moments of prevalence of exclusive zone or 
with obvious sudden contrasts. 

I used MaxMSP to create an algorithm that 
allows me to manage the mapping of each sound event 
by creating random trajectories and rotations. 

The space of the live clarinet, instead, is 
limited to the front stereo external to quadraphonic. 

 

 



356  |  2013 ICMC idea  |  PIECE AND PAPER 357  |  2013 ICMC idea  |  PIECE AND PAPER

  
 

 

3.2. Spatial description. Diagram for the performance 

 

 

 

 

 

 

 

 
 

Figure 1. Diagram for the performance. (1, 2, 3, 4 
speakers) 

 
 
 

4. TECHNICAL SPECIFICATIONS 

Equipment to be provided by the organizers 

• clarinet 

• Quadraphonic System 

• 1 microphone for clarinet 

 

5. AUDIO LINK 

Link to a stereo sample and to a full version: 

https://www.dropbox.com/sh/zo7fmw8t2kbu9so/B2Ch4
mFYrI 
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ABSTRACT 

We describe the Motivator, a newly developed 
Computer Assisted Composition (CAC) tool for 
generating variations of melodic motives. The motivator 
helps composers to make Gestalt switches in 
interpretation of multistable motives, generates 
variations that preserve structural tones in a given 
interpretation, and suggests variations that enhance the 
multistability of the motive. The tool has been used in 
the composition of Entanglement, a work for piano, 
percussion and live electronics. 

1. INTRODUCTION 

In Western tonal music, notes are not heard in isolation 
but in the context of the piece so far (and more broadly 
in the cultural context of the style). The function or 
meaning of a note depends on the context in which it 
appears [1, 2]. For example, the pitch C functions as 
tonic in C major, but as leading note in C# major. The 
different functions possess different qualia, and generate 
disparate expectations [3]. The leading tone suggests 
ongoing motion, perhaps tension, and creates 
expectation of resolution to the tonic. The tonic, on the 
other hand, suggests repose and resolution, and is 
equivocal on possible continuations. 

Expectations created at a given point in a melody 
will thus depend on the perceived context at that point. 
Music theorists have long discussed metric and tonal 
contexts, and music perception studies, e.g. [4], have 
demonstrated that interpretations and expectations 
generated by notes, are conditioned by such contexts. 
The musical context of a note is multidimensional, 
comprising a number of distinct yet inter-related 
parameters. Here we focus on metre, key and harmony. 

These contexts are perceptual phenomena, not 
present explicitly in the musical surface, but inferred 
from it. Patterns of musical emphasis provide evidence 
for certain contexts—for example (in many styles) 
regular recurrence of tonally stable notes hints at the 
downbeat, whilst a prevalence of triadic notes on strong 
beats suggests a particular harmony. The different 
musical parameters are thus intertwined. 

A given passage may suggest multiple contexts for 
each parameter, with various configurations being 
mutually supportive or contradictory. Where multiple 
disparate configurations are mutually supportive, 
perceptual multistability may result. The notion of 

perceptual multistability comes from Gestalt 
psychology. For example, Figure 1 shows an example of 
a perceptually multistable image; it can be seen either as 
a black vase, or as two white faces. Often, only one 
interpretation is visible, until the alternate interpretation 
is explicitly pointed out. Then both interpretations are 
readily perceptible, though not simultaneously. Rather, 
one experiences a ‘Gestalt switch’ from one stable 
configuration to the other. Multistable phenomena, and 
corresponding Gestalt switches, are also well 
documented in auditory streaming [5]. 

 

 
 

Figure 1. A perceptually multistable image 

Multi-stability of metric and tonal contexts is frequently 
evident in Western tonal music [6]. Various theorists 
have discussed the importance of ambiguity in music 
perception [7, 8], and later authors have clarified that 
ambiguity here should be thought of as multistability—
the simultaneous strong suggestion of multiple disparate 
contexts, rather than simply vagueness [9, 2]. 

Whilst multi-stable percepts admit only one 
conscious interpretation at a time, several theories of 
music cognition suggest that multiple plausible 
interpretations are maintained subconsciously [10, 3] 
and may all simultaneously contribute to musical affect. 
The role of creating suitably ambiguous material in 
composition is attested to by many theorists [11]. 

2. MUSICAL AMBIGUITY 

The multi-stability of music perception leads to what 
is more commonly called ambiguity of musical 
interpretation [6]. That is, there are multiple ways of 
interpreting a musical passage and this leads to some 
ambiguity about how it is heard. We are guided in our 
listening by musical cues as to the structure of the work.  

In particular the metric and harmonic stability of 
notes interacts with our perceptions of metre and key.  




