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under the Route 2 overpass half a block from MASS
MoCA. Entering the space under the bridge, one
becomes aware of a turning eddy of sound in the midst
of intersecting streams of traffic. Cars pass by heading
north or south on Marshall Street and east or west on
the Route 2 bridge, but this linear motion is counter-
poised by a rolling, humming C as calming as the
rhythm of ocean waves. Although cars stream by,
pedestrians lose the impetus to move forward, derailed
by this cool pool of sound with its mysterious, chant-
like hum. Harmonic Bridge presents an aural cross-
section of North Adams, a slice of the city in the key of
C, comprised of the fundamental note and its overtone
series.

To produce these rolling tones, the artists affixed
two 16-foot tuning tubes to the guardrail on the north
side of the bridge on either side of the overpass. The
length of the tubes determines the fundamental tone: a
sound wave at such a low pitch is 16 feet long and must
be generated (whether for sound art or a pipe organ)
with a 16 foot tube. Inside each tube, a microphone is
placed at a certain harmonic interval (the 5th in one
tube, the 4th in the other). These locations emphasise
the harmonic and give a slightly different timbre to
the two Cs. (The difference in timbre between the two
tuning tubes is analogous to the difference in timbre
between a cello and a violin playing the same note:
though the pitch is the same, the sound is slightly
different).

As traffic passes by, its noise generates a sympa-
thetic resonance in the columns of air inside the tubes.
High-pitched sirens and even voices generate higher
harmonics, while the low rumble of trucks creates low
ones. The sound is carried from the microphones in the
tubes to a control room, where the sound signal is then
amplified and transmitted to the concrete cube speak-
ers under the bridge. There are no electronic effects
added. The sounds have been simply extracted from

the traffic noise above, as one might extract precious
metal from a baser substance. The pedestrian hears
one tuned layer of city sounds, and strains to separate
the harmony from the traffic on Marshall Street. The
work requires that we focus our ears on it, and we walk
away from the experience as the composer John Cage
would have us: hearing music everywhere. The bridge
becomes an instrument played by the city revealing
hidden harmonies within the built environment.

The only visible elements placed under the bridge by
Odland and Auinger are the two concrete cube speak-
ers. They are simple cubes, undecorated save a small
tyre imprint that suggests the connection between the
sound and the traffic. Yet the space there is visually
transformed by the harmonies. The sound focuses
one’s attention on the majestic columns, the elegant
proportions, and grand scale of the area, which, com-
bined with the droning, somehow sacral tones, brings
to mind a gothic nave. The speakers themselves offer
places to sit while listening to the bridge and provide
a pleasant respite. Once an imposing barrier between
Main Street and the museum, the underpass is
transformed into a resonating sonic gateway.

Sam Auinger and Bruce Odland have extracted
harmonies from everyday spaces since 1987. They
have found rich resonance in an old traffic tunnel in
Strasbourg, a Roman amphora in the Forum, and the
West Side Highway in New York. Their collaborative
works tune public spaces, sifting through noises and
isolating harmonies in found sound.

6. CHRISTINA KUBISCH’S CLOCKTOWER
PROJECT, 1997

The comparison of a city’s clock to a person’s heart,
though it has been made countless times, remains
evocative. When Christina Kubisch first visited MASS
MoCA in 1996, she was moved by the fact that the
century-old factory clock had not kept time, nor

Figure 3. Loudspeaker casing, Harmonic Bridge.



had its bells rung, since 1986, when the Sprague Elec-
tric Company (http://www.massmoca.org/about.html
#history) vacated the 13-acre site. This nineteenth-
century clock, located in an 80-foot tower with a 750-
pound and a 1,000-pound bell, had set the rhythm
of the workday in North Adams since 1895, ringing
every quarter hour. Now those bells and beautiful
brass clockworks share the tower with components
of the Clocktower Project:. solar panels, electronic
sound system, and a computer with Kubisch’s unique
program on its flash disc.

Kubisch felt that the loss of these bell sounds could
be as keenly felt as the loss of an important local build-
ing. With this in mind, she undertook to restore
the clock in a way that would also mark the arrival of
contemporary art in the city. A classically trained
musician and professor of experimental art, Kubisch
began playing the bells like musical instruments, ring-
ing them with their clappers as well as hammering,
brushing and striking them with her hands and various
tools. She recorded the bell tone database with a
digital audio recorder.

Kubisch then placed small solar sensors in a band
encircling the tower just under the bell window. The
sensors relay information about the intensity and
location of the sun to a computer inside the tower. A
unique software program, designed for this project by
Berlin engineer Manfred Fox, interprets the solar
information and combines Kubisch’s pre-recorded
bell sounds in response to light conditions. Thus,
a sunny summer morning generates loud, distinct,
metallic tones, while a grey afternoon in winter brings
about softer, somewhat melancholic sounds. At noon
and 5 p.m., the computer plays a short pre-set concert,
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but at other times the brief compositions change
with the quality of light and time of day. This use of
unpredictable changes in the weather, coupled with
an algorithmic function in the program that prevents
the mini-compositions from repeating, marks the
influence of the American composer and artist John
Cage on Kubisch’s work.

The fading daylight, registered by the solar panels,
causes the Clocktower Project to fall silent in the
evenings. At the same time, the four faces of the clock
begin to glow faintly and remain illuminated through
the night. Kubisch coated the 42 -diameter clock faces
with a phosphorescent paint and placed black lights
behind the faces. The cool blue-white light quietly
marks the transformation of the tower when the bell
sounds have ceased.

Since 1991, Kubisch has made a number of haunt-
ingly beautiful synaesthetic works, culminating in
the Clocktower Project, that allow her audience to
‘hear the light’. Many of her recent installations have
focused on the transformation of light into sound
using solar panels and ultrasonic devices. Kubisch’s
thoughtful investigation of the historical sound chara-
cter of the MASS MoCA site, and creation of a com-
plex, technology-rich work, typifies MASS MoCA’s
symbiotic approach to site-specific art.

7. WALTER FAHNDRICH’S MUSIC FOR A
QUARRY, 1999

In Music for a Quarry, clear tones call across
the natural amphitheatre of the Hoosac Marble
Quarry from ten speakers, equally spaced along its

Figure 4. Christina Kubisch’s Clocktower Project.
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Figure 5. Location for Music for a Quarry.

circumference, for fifteen minutes of twilight every
evening. Working with the latitude and longitude of
the quarry, a computer program begins the music at
the same solar time (rather than clock time) each
night. The start time (near 8 or 9 p.m. in summer, near
4 p.m. at the winter solstice) changes as the spatial
relationship between the earth and sun changes. The
first tone appears at the precise moment of astronomi-
cal sunset, a moment that is both permanently fixed
and changing daily. During this fifteen-minute period,
the burden of comprehending the physical space shifts

slowly from the eye to the ear as the sounds are traced
to their sources.

Walter Féhndrich has made Musik fiir Rdume
(Music for Spaces) in Switzerland, Austria, Germany,
France and the Netherlands, though Music for
a Quarry is his only work in America. At each site,
whether a Gothic church, art gallery, or outdoor
space, he seeks to create and introduce sounds that
rely on the inherent acoustic qualities of the spaces,
such as the clear echoes and fractured surfaces in the
Hoosac Marble Quarry.



