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My Musical Mind
How does the mind turn changing sound into a
coherent experience?

Amorphous
String Quartet No. 1
2024
Two violins, viola and cello

How much can change
while something still
seems to remain?

These three works ask how separate voices, uncertain sources and spoken
phrases take form in listening. Musical Intelligence carries that compositional
curiosity into an inspectable architecture for hypotheses about perception.

P R O G R A M M E  N O T E

In Amorphous, I imagine the string quartet as a material whose shape
never settles. Four players contribute to a shared sonority, yet their
individual gestures keep disturbing its outline. The work inhabits the
tension between a collective body of sound and the voices moving
within it.

The bow gives this tension a physical vocabulary. Contact moves
toward the fingerboard, onto the bridge and behind it; changes of
pressure alter the grain of the sound. Glissandi, harmonics and
microtonal inflections extend the play of unstable edges. Pitch,
friction and resonance become materials through which the quartet
can gather, fray and gather again.

Form emerges through changing relations between the players. More
active writing gives way to sustained passages; coordinated gestures
coexist with parts that move independently. I am interested in how
attention might pass between an individual line and the ensemble’s
larger shape: how a voice recedes into a texture, and how a small
difference might bring it into focus again.

Amorphous grows from a fascination with how much can change
while something still seems to remain. The score holds that question
in the physical actions of four musicians; listening gives it another life.
F R O M  T H E  C O M P O S E R
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From motion to a sustained field.
Three annotations trace how rhythmic activity, sustained upper voices and continuing bow motion coexist within one system.

S C O R E  P .  2   /   U P P E R  S Y S T E M THE APPROACH TO C

1 Active subdivision

Violin II’s beamed figure divides the span into rapid events,
while the neighbouring parts follow different rhythmic
contours.

2 Sustained upper voices

Around C, the upper three parts settle into tied, sustained
writing marked “Stable” and “No vib.” Their arrivals are
staggered.

3 Motion within the field

The cello retains “vertical bowing” beneath the held upper
parts: a distinct physical gesture continues within the
sustained texture.

Listening question: can the texture feel unified while an individual gesture remains traceable?
Coloured marks are editorial annotations. Original score notation is preserved.
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How does a sound hold together?
A quartet offers a precise starting point for auditory science: the physical sources are known,
while their perceived organization can change. Research distinguishes the blending of
simultaneous sounds from the linking of events over time; orchestral experiments show that
timbral differences can help listeners hear separate streams. A shared musical gesture and a
single perceptual source are therefore different questions. [1, 2]

Time is part of this problem. In controlled tone-detection experiments, temporal coherence
and predictability in preceding sounds both influenced subsequent grouping. [3] Amorphous
brings related questions into musical practice through overlapping actions, coordinated
changes and sustained passages. Whether those written relations produce corresponding
acoustic cues and perceptual effects requires a recording and listener measurements.

Neural representation adds another level. In a human fMRI study, variations in pitch and
spectral brightness engaged largely overlapping auditory cortical regions, while multivoxel
response patterns distinguished the conditions in most participants. [4] This offers a specific
perspective on how different sound features can be represented within overlapping cortical
territory. It does not assign a brain response to the quartet.

The next question is experimentally tractable: where do listeners report a unified texture, and
where can they accurately follow a cued part? Measuring those outcomes separately would
connect the compositional problem to perception. The score supplies structured contrasts;
observation would establish what listeners actually hear.

This is a retrospective scientific perspective on the composition. No behavioural or neural measurements of Amorphous are reported.
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Composition and listening research. Programme notes and scientific
context prepared for this portfolio, October 2026.
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https://pmc.ncbi.nlm.nih.gov/articles/PMC5296797/
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Enigma in
the Veil
Segment 1 (Eclipse)
2024
Orchestra and electronics

When does a sound
cease to reveal
where it came from?

P R O G R A M M E  N O T E

In Enigma in the Veil, I begin with the recognizability of instrumental
sound and gradually draw it into a less certain world. Orchestral
materials and electronic transformations occupy the same space.
Their meeting becomes the substance of the piece: a sound can
retain a trace of its origin even as its surface changes.

The subtitle Eclipse gives this movement an image: one layer moves
across another, concealing some features and revealing others.
Recorded instruments and synthesized textures reshape resonance,
density and motion. The orchestra persists where its outlines become
difficult to follow.

The original portfolio places a spectrogram beside this account. It
offers a second way of attending to the work: sustained bands, brief
vertical events and crowded regions leave different traces across
frequency and time. These traces make the changing material visible
while leaving the experience of its continuity open to listening.

I am drawn to the moment when a listener revises an explanation of a
sound. A familiar instrument becomes an unfamiliar texture.
Recognition itself, including its uncertainties, enters the musical form.

F R O M  T H E  C O M P O S E R
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From a source to a shifting texture.
Three marks follow contrasting shapes in the original spectrogram: persistent bands, brief vertical events and a layered field.

O R I G I N A L  P O R T F O L I O  P .  4   /   S P E C T R O G R A M  D E T A I L FULL TIME SPAN · LOWER FREQUENCIES

1 Persistent bands

Early horizontal bands retain a stable outline while their
intensity varies. They offer a visual point of reference for
following continuity.

2 Brief vertical events

Near 2:10, narrow vertical structures spread across many
displayed frequencies. Their geometry contrasts with the
earlier sustained bands.

3 A layered field

Later banded detail and brief events sit above a persistent
low-frequency region. The visible texture holds several time
scales together.

Listening question: where does a change in texture also change what seems to be making the sound?
Frequency-cropped archival display; original time and frequency labels retained. Marks describe visible structure, not identified instruments.

Enigma in the Veil
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To bring the idea of seamlessly blending
 the organic warmth of the orchestra with 

the cutting-edge textures of electronic 
soundscapes to life,  the composition was 

layered with contributions from 
live performers, 

recording each section meticulously. 

This method ensured the authenticity of each 
instrument was preserved while electronic 

elements were gradually integrated 
into the soundscape. 

Transforming a vast array of collected
materials into cohesive elements 

allowed the orchestral and electronic 
components to coexist harmoniously 

while retaining their distinct identities. 

The initial phase of the piece is grounded in 
acoustic elements, aiming to symbolize clarity 

and the pure essence of sound. 

As the composition progresses, these natural 
tones subtly begin to intertwine with

 electronic nuances. 

                                                                                                                                                                                                                                                                                                              
                                                                                                                                                                                                                                                            

                                                                                                                            

Spectrogram 

  This gradual shift was intended to evoke the phenomenon of an eclipse, where one celestial body gently obscures another, creating a moment of transformation and revelation.
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In this spectral analysis, the colors transition from blue (low dB) to green, yellow, and red (high dB), illustrating increasing signal intensity across the frequency range. 
The brighter colors correspond to stronger sound levels, providing a clear visualization of dB changes within the spectrum.
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What makes a source recognizable?
Enigma separates two questions that can be easy to conflate: how a sound changes, and what
a listener thinks produced it. Timbre contributes to source identity, but a description of timbral
quality and an identification of a source are different judgements. That distinction gives the
acoustic-electronic transition a precise perceptual focus. [1]

Time changes the available evidence. In sound-texture experiments, longer excerpts improved
discrimination between texture categories while making different examples of the same texture
harder to distinguish. [2] This suggests a useful contrast for Enigma: attending to an individual
event or to the texture formed by many events. The piece's changing orchestration would need
to be tested in its own right.

Neural evidence adds a further distinction. Pitch and brightness variation produced
overlapping auditory-cortical responses, while multivoxel patterns distinguished the conditions
in most participants. [3] Such findings motivate questions about representation; a spectrogram
alone cannot specify the neural organization of this composition.

Musical Intelligence separates acoustic features, temporal operations and listening-related
calculations. [4] I would use that architecture to compare short-lived changes with longer
texture summaries, then relate selected outputs to listeners' source judgements and
confidence. The first step is an aligned recording and source-track archive. A compact acoustic
baseline would establish whether the additional temporal account helps explain when
recognition changes.

A prospective connection to Musical Intelligence. The archival spectrogram has not been recomputed here; no source-classification, behavioural or
neural results for Enigma are reported.
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Composition and listening research. Programme notes and scientific
context prepared for this portfolio, October 2026.
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An Unquiet
Mind
2023
Instrumental ensemble
with spoken text

A phrase becomes
part of a larger
musical texture.

P R O G R A M M E  N O T E

An Unquiet Mind brings spoken phrases into the changing texture of
a chamber ensemble. Speech and instruments share the same
musical time: an utterance can emerge from sustained sound,
interrupt a gesture or pass between performers. Rhythm, register and
timbre shape the relation between each part and the ensemble.

The score moves between long tones, brief articulations and more
densely coordinated passages. Changes in bow contact, dynamics
and rhythmic subdivision alter how the parts combine. Spoken
material adds another layer of pacing and articulation, with its
entrances written into the ensemble.

The selected system layers spoken phrases in the clarinet, saxophone
and trombone parts over active strings. The phrases enter at different
times before aligning near the end; vibraphone and timpani give the
passage changing percussion colours. Speech becomes part of the
ensemble's rhythmic and textural activity.

The central compositional question is how continuity emerges from
distinct kinds of activity. A spoken phrase, a wind swell and a
recurring percussion figure can remain identifiable while contributing
to a larger musical shape. Attention can move between exposed
details, a full tutti and the quieter texture that follows.
F R O M  T H E  C O M P O S E R
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Spoken voices within the ensemble.
The complete chamber system preserves the overlapping spoken texts together with the instrumental writing.
SCORE P.  7  /   COMPLETE CHAMBER ENSEMBLE MEASURES 55–60

1 Overlapping speech

Clarinet, saxophone and
trombone voice lines exchange
the same phrases in different
orders. Their entries overlap
across bars 57–59, then arrive
together in bar 60.

2 Moving strings

All four strings remain active
beneath the spoken phrases.
Sustained tones alternate with
short gestures, changing bow
contact and varied rhythmic
subdivisions.

3 Percussion transition

Vibraphone punctuates the early
bars; timpani enters near the end
and continues in triplets. This
transfer helps carry the passage
toward more coordinated
activity.

How do spoken phrases and
instrumental gestures form a shared
musical texture?

All instrumental and voice staves are retained, including the original spoken texts. Only blank outer margins are trimmed.
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Ba kala an dy ynd ele inden ko k !

Fret over your thoughts metamorphosing not belonging to you no more Alienating from yourself! Dying as someone else...
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Dying as someone else...
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How do speech and sound form a whole?
The score brings linguistic meaning and musical organization into the same interval of time.
Repetition can change how speech is heard: in the speech-to-song illusion, repeating an
unchanged phrase shifted judgements toward singing. [1] That result gives a clear example of
listening history changing a percept; it does not establish that An Unquiet Mind produces the
same illusion.

Neural work using the speech-to-song contrast further connects perceptual interpretation with
pitch-sensitive auditory processing. [2] Here the compositional question is broader: whether
attention follows the words, their vocal contours, a sustained instrumental field, or a
relationship among them. These alternatives suggest separable listening judgements.

Density, dynamics and articulation invite questions about musical tension. Research
distinguishes several dimensions of reported musical feeling and their neural associations. [3]
Here, listeners' ratings would need to be aligned to a recording; notation alone does not
establish a perceptual effect.

Within Musical Intelligence, I would begin with acoustic change and temporal persistence, then
test their relation to reported continuity and tension. [4] Speech comprehension and text
meaning would be recorded separately. Comparing matched passages with and without
intelligible text could help distinguish contributions from the words and the ensemble, with
acoustic differences controlled. Across these three works, MI offers a way to make my
questions about listening explicit and revise them against observation.

Prospective questions for listening research. No listener measurements, brain recordings or MI analyses of this composition are reported in this edition.
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