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ABSTRACT

The technological paradigm shift calls for and ultimately
imposes a new model of collective mentality. Thus, the
value of classical music (Bach, Beethoven, Wagner)
should also be evaluated by the absence in that period of
contemporary means of communication (recording and
propagation). However, the “digital era” (Negroponte) in
which we have already been living for about half a century
can be considered as the fulfillment of the most sublime
dream of the Enlightenment regarding progress, public
comfort, access to all the privileges that, for example, a
man of the Middle Ages, Renaissance, and including the
Enlightenment period (Baroque) could only imagine. In
reality, we live in a period of hyper-accessibility and
hyper-offering in terms of the first access to creation, a
situation in which anyone who feels an impulse, no matter
how big or small, can afford to realize it to a full measure.
The new digital democracy generates such a situation, but
with several visible consequences which are, first of all,
the de-monopolization of creativity and, at the same time,
the de-artisticization of art. In total consonance with the
“death of art” (Arthur Danto), the exit from stylistic
musical thinking (Leonard B. Meyer), the transition from
the production of material goods to the production of
services (Jean-Francois Lyotard), and, in general, the
reformulation of materiality in virtuality. Human
consciousness thus loses the (tangible) reference of
materiality, which also leads to the loss of the (tangible)
reference of identity. Through digitization, culture is

! The idea of democratizing the act of creation finds an analogy in a
suggestive title such as Generative Al Is Revolutionizing Music:
The Vision For Democratizing Creation by Bernard Marr (the text is
posted on the Internet and can be accessed at: https:/www.forbes.
conysites/bernardmarr/2023/10/05/generative-ai-is-revolutionizing-
music-loudlys-vision-for-democratizing-creation/?sh=2addf621775b).
In our opinion, it can only be about a “democratization”, and that from
several points of view. First of all, it is a path of no return, either of
paradigmatic reformulation or of a deforming alteration, as long
as the biunivocity of the instrument-consciousness relationship is
evident. Or, this de-censorship de-responsibility of the operator (the
possible artist-composer or performer), and secondly, it contributes
actively, multiple and concentrated, to the afomization and to the same
extent the autistic cloistering (“monadization”) of the space called
artistic and cultural. And this without mentioning the progressive
fragmentation of references and value consensus in an “age of mass
creativity” (Bernard Marr), which has already begun.

REZUMAT!

Schimbarea paradigmei tehnologice reclama si pand la
urma impune a new model al mentalitdtii colective. Astfel,
valorile muzicii clasice (Bach, Beethoven, Wagner) ar
trebui evaluate prin absenta si in acea viata a mijloacelor
contemporane de comunicare (inregistrare i propagare).
Or, , era digitala” (Negroponte) in care traim deja de
aproximativ jumdtate de secol poate fi considerat drept
implinire a celui mai sublim vis al Iluminismului privind
progresul, confortul public, accesul la toate privilegiile pe
care, spre exemplu, un om al Evului Mediu, al Renasterii,
si inclusiv al perioadei Iluministe (Barocul) si le putea
doar imagina. In realitate, trdim intr-o perioadd a
primul acces la creatie, situatie in care oricine resimte un
oricat de mare sau mic elan, poate permite sa-l realizeze
intr-o masurda deplina. Noua democratie digitald
genereazd o asemenea Situatie, insa cu o sumd de
consecinte vizibile, care sunt, in primul rdand
de-monopolizarea creativitatii  si, in acelasi timp,
de-artisticizarea artei. Intr-o totald consonantd cu
., moartea artei” (Arthur Danto), iesirea din gandirea
muzicala de tip stilistic (Leonard B. Meyer), trecerea de la
producerea de bunuri materiale la producerea de servicii
(Jean-Frangois Lyotard), si, in general, reformularea
materialitatii in virtualitate. Constiinta umand pierde
astfel referinta (palpabild) a materialitatii, ce duce si la
pierderea  referintei  (palpabile) identitare.  Prin

! Ideea democratizarii actului creatiei isi giseste o analogie intr-un titlu
sugestiv precum Generative Al Is Revolutionizing Music: The Vision for
Democratizing Creation apartinand lui Bernard Marr (textul este postat
pe Internet si poate fi accesat la adresa:
https://www.forbes.com/sites/bernardmarr/2023/10/05/generative-ai-is-

revolutionizing-music-loudlys-vision-for-democratizing-
creation/?sh=2addf621775b). In opinia noastrd, nu poate fi vorba decét
despre o ,,democratizare”, si asta din mai multe puncte de vedere. in
primul rand, este vorba despre o cale fara intoarcere, fie de reformulare
paradigmatica, fie despre o alterare deformatoare, atata timp cat este
evidentd biunivocitatea relationarii instrument-congtiintda. Or, aceasta
de-cenzurare  de-responsabilizeaza  operatorul  (posibilul  artist-
compozitor sau interpret), iar in al doilea rand contribuie activ, multiplu
si concentrat, la atomizarea si, In egald masurd, claustrarea autizantd
(,,monadizarea”) progresiva a spatiului numit artistic si cultural. Si asta
farda a mai aminti de fragmentarea progresivd a referintelor si a
consensului valoric Intr-o ,,epoca a creativitatii in masa” (Bernard Marr),
care deja a si inceput.
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slowly but surely putting on the clothes of a fact of
civilization, losing more and more of its spiritual
component and gradually turning into just a ghost
haunting a shell (Ghost in the Shell).

Keywords
Digitization, de-artisticization, dilettantism, simulacrum,
barbarism, modeling, the new creativity.

INTRODUCTION. FOUR CULTURAL
AGES AND THE EVOLUTION TOWARDS
THE SUPPRESSION OF ANY

CENSORSHIP

With a foreword by post-Marxist philosopher Fredric
Jameson and an afterword by feminist musicologist Susan
McClary, globalist economist Jacques Attali’s Noise:
The Political Economy of Music®sorts out, perhaps better
than Karl Marx himself, the evolution of culture European,
structuring it into four “eras”.

The first — the Sacrificing chapter — narrates about the
prehistoric period and refers to the oral and thus
mnemonic culture and the role of music is ritualized
organization and support, both of memory. The logos of
human nature against chaotic, disorganized, and
destructive Nature. Music against nothingness. The second
— the Representing chapter — places the discourse directly
in the stage of printed music (mechanical, skipping manual
notation), 1i.e. also multiplyable, with an approximate
beginning in the 16th century (1500, Johannes
Gutenberg’s invention dating back to around 1440)° and
until 1900. The third chapter — Repeating — launches the
discourse directly after 1900, i. e. in the era of mechanical
music recording, lasting to the present day. In this case, the
focus of priority falls directly on the phrase high fidelity,
and involving not so much the composers and performers,
but rather the magnetic tape and disc and equally the sound
engineer, and the electronic devices in a studio*. The
fourth chapter — Composing in the Post-Repeating
Meaning — is about the music that came out from under the
determining auspices of the meanings of sacrificing,
representing, and repeating, either in the space of
consensual indetermination or towards acquiring the
status of a new hyper-metanarrative.

The magnitude of Attali’s text can be understood in depth
only accompanied by three other writings, no less famous,
such as La condition postmoderne: rapport sur le savoir
(1979) by Jean-Francois Lyotard, Simulacres et
Simulation (1981) by Jean Baudrillard, and Being Digital
(1995) by Nicholas Negroponte. In other words, it is about

2 Jacques Attali, Bruits, PUF, 1977 (following editions of 1985, 2009,
and 2011). The text above refers to the 1985 edition, with an expanded
title: Noise: The Political Economy of Music.

3 In historical reality, the notation of music as opposed to its sonority,
dates back long before even the invention of Guido of Arezzo (staff with
the notation of discrete pitches, Micrologus, 1026), i. e. from the time of
the neumatic notation of the Gregorian chorale. And as Attali himself
observes about printed music — an extremely complex process, of
mechanical substance, articulated by specialists —, this time too there is a
need for proofreading, because precisely the (visual) notation allows both
the invention of counterpoint and polyphony from the equation of the
organum melismatic, with the addition of a third and fourth voice (School
of Notre Dame, Leoninus and Perotinus, 12th-13th centuries), as well as
the initiation of compositional consciousness (perhaps, since Notker
Balbulus, 9th century).

4 With an obvious extension towards propagation through radio and
television, but also towards the two new determinants formulated by
Attali — Exchange-Time, the time spent for procuring money invested in
a recording, and Use-Time, i. e. the time spent listening to it.
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digitalizare, cultura, lent, insa tot mai sigur, imbraca
vesmintele unui fapt al civilizatiei, pierzdnd tot mai mult
din componenta spirituala si transformandu-se, treptat,
doar intr-o fantoma bdntuind intr-o cochilie ( Ghost in the
Shell).

Cuvinte cheie

Digitalizare, de-artisticizare, diletantism, simulacru,
barbarie, modelare, noua creativitate.

INTRODUCERE. PATRU EVURI
CULTURALE SI EVOLUTIA iNSPRE
SUPRIMAREA ORICAROR CENZURI

Cu o prefata a filosofului post-marxist Fredric Jameson si
cu o postfatd a muzicologei feministe Susan McClary,
cartea economistului globalist Jacques Attali, intitulata
Noise: The Political Economy of Music?, ordoneaza, poate
mai bine decat a facut-o insusi Karl Marx, evolutia culturii
europene, structurand-o in patru ,,evuri”.

Primul — capitolul Sacrificing — nareaza despre perioada
preistorica si trimite la cultura de tip oral si astfel
mnemonicd, iar rolul muzicii este de organizare ritualizata
si suport, ambele ale memoriei. Logosul naturii umane
impotriva Naturii haotice, dezorganizate si distructive.
Muzica impotriva neantizarii. Al doilea — capitolul
Representing — pozitioneaza discursul direct in etapa
muzicii tiparite (mecanice, sarind peste notarea manuala),
adica si multiplicabile, cu un inceput aproximativ in
secolul al XVI-lea (1500, inventia lui Johannes Gutenberg
datind incd din aproximativ 1440)® si pand in 1900.
Al treilea capitol — Repeating — lanseaza discursul direct
dupa 1900, adicd in epoca inregistrarii mecanice a
muzicii, durind pana in prezent. in acest caz, accentul de
prioritate cade direct pe sintagma high fidelity, implicand
nu atat compozitorii si interpretii, cat mai degraba banda
magneticd $i discul si in egald masurd inginerul de sunet,
dispozitivele electronice dintr-un studio®. in al patrulea
capitol — Composing, in acceptia Post-Repeating — este
vorba despre muzica iesita de sub auspiciile determinante
ale acceptiilor sacrificing, representing si repeating, fie
intr-un spatiu al intedetermindrii consensuale, fie inspre
dobandirea statutului unei noi hiper-metanaratiuni.

Magnitudinea textului lui Attali poate fi inteleasd in
profunzime doar insotita de alte trei scrieri, nu mai putin
celebre, precum La condition postmoderne: rapport sur le
savoir (1979) de Jean-Frangois Lyotard, Simulacres et
Simulation (1981) de Jean Baudrillard, si Being Digital
(1995) de Nicholas Negroponte. Cu alte cuvinte, este

2 Jacques Attali, Bruits, Presses Universitaires de France, 1977 (urmand
editiile din 1985, 2009, si 2011). in textul de mai sus este vorba despre
editia din 1985, cu un titlu extins, Noise: The Political Economy of Music.
3 n realitatea istoricd, notarea muzicii, in opozitie cu sonoritatea acesteia,
dateazd inca mult dinaintea chiar si a inventiei lui Guido Aretinul
(portativul cu notarea Inaltimilor discrete, Micrologus, 1026), adica inca
din perioada notatiei neumatice a coralului gregorian. Si dupd cum
observa chiar Attali despre muzica tiparita — un proces extrem de
complex, de substantd mecanica, articulat de catre specialisti —, si de
aceasta datd este nevoie de corecturd, deoarece anume rnotatia (vizuald)
permite atdt inventarea contrapunctului si polifoniei din ecuatia
organumului melismatic, cu adaugirea a unei a treia si a patra voci
(Scoala de la Notre Dame, Leoninus si Perotinus, secolele XII-XIII), cat
si initierea constiintei componistice (poate, inca de la Notker Balbulus,
secolul al IX-lea).

4 Cu o evidenti extensie inspre propagarea prin radio si televiziune, dar
si inspre cele doua noi determinante formulate de Attali -
Exchange-Time, timpul consumat pentru procurarea de bani investiti
intr-o inregistrare, si Use-Time, adicd timpul consumat pentru audierea
acesteia.



four components of the ultimate cultural emancipation —
the focus from material production to the production of
services (Lyotard), the transfer of materiality to the
simulacrum (Baudrillard), the implacable establishment of
digitization and omniscient digitality (Negroponte), and,
in the Post-Repeating era, the “atomization” of taste and
mass culture (Attali) under the conditions of invasive
pan-commercial substance culture. What can happen in
this way in the general plan of culture, as well as in the
particular one of artistic (especially musical) thought and
practice? A dislocation of materiality in favor of
simulacraization and transfer towards an increasingly
obvious simulation of the dislocated factor.

Or, resorting to the term creativity in the sense of a
generative source, at first, it will be about the capacity of
the new ool to produce and of the new habitat to house
new contents (content), any type of contents — from simple
auditory and visual simulations to the assembly of
authentic virtual realities (as a simulacrum). It is clear that
in reality, it is not only about efficiency, but especially
about a fundamental transformation (reformulation) of
what is consensually considered as the limit of perception
and imagination. In other words, Alan Turing’s invention
(the concept of Artificial Intelligence, as well as the
learning technique) will expand its abilities towards an
increasingly effective ability to identify and classify
invariants in any possible type of content. And in a higher
stage — to generate content itself.

It is obvious that virtualization, which involves total
digitalization, will consist of a procedure of mimetic
substance, but for a more faithful mimicry of the material
reference, it will be necessary, first of all, a very detailed,
first, decomposition (deconstruction) to the level of
indivisible elements, so that only at a later stage a
reassembly (synthesis) can be carried out already in terms
of the new habitat, as formulated in the quote below:

The application of computers to the study of music comes in two
basic, sometimes overlapping, forms: analysis and synthesis. The
analytic tradition deals with using computers to break music down
into its parts, primarily the more tractable aspects of harmony,
melody, and rhythm, to arrive at segmentations that are in some
senses compositionally, music-theoretically or cognitively
meaningful (Meredith, 2016). The object of such research is
generally symbolic music — i. e., music encoded in some text-based
or numeric representation format. A separate field — exemplified by
the Shazam song-identification software (Shazam, 2019) and the
Sonic Visualiser recording-analysis software (Sonic Visualiser,
2021) — is audio-based analysis, which aims to identify patterns in
sound files. Yet these must still be converted into some form of
internal symbolic representation, upon which the analytical engine
operates (Jan, 2022, 473-474).

And then? What and how many would be the possibilities
of relating between the new instrument and the new digital
habitat (the computer and the interface) and the actual
concepts of musical thought? It would be possible to find
a first way of sound synthesis and, as a consequence, of
producing a piece of different music (electronic, for
example serving EDMC practices). A second way could
be to be able to interact with the interface to (traditionally)
produce and operate both the score and the sonority?.

5 The context in which Felix Mendelssohn-Bartholdy composed the
musical material for a new orchestral work is known. While in one room
the composer produced the actual material of the future work, in another
room he was awaited by a team of copyists who transcribed everything
into notes, which they distributed to the orchestrators waiting in a third
room. At the end of an articulation, Mendelssohn appeared in front of the
orchestra and led the performance of this fragment. After that he would
return to the writing table either to correct some “incoherences” or to
continue the composition process. Currently, such a situation unfolds in
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vorba despre patru componente ale emanciparii culturale
supreme — focalizarea de pe productia materiald pe
productia de servicii (Lyotard), transferul materialitatii
inspre simulacru (Baudrillard), instaurarea implacabila a
digitalizarii si a digitalitatii omnisciente (Negroponte) si,
in epoca Post-Repeating, ,atomizarea” gustului si a
culturii maselor (Attali) in conditiile culturii invazive de
substanta pan-comerciald. Ce se poate intdmpla, astfel, in
planul general al culturii, precum si in cel particular, al
gandirii si practicii artistice (in special, muzicale)?
O dislocare a materialitatii in favoarea simulacreizarii si a
transferului inspre o tot mai evidenta simulare a factorului
dislocat.

Or, recurgand la termenul creativitate in acceptia de sursa
generativa, intr-un prim moment va fi vorba despre
capacitatea noului instrument de a produce si a noului
habitat de a adaposti noi continuturi (content), oricare tip
de continuturi — de la simple simulari auditive si vizuale,
si pand la asamblarea unor autentice realitati virtuale
(in calitate de simulacru). Este clar cd in realitate este
vorba atat despre eficientizare, cat mai ales despre o
fundamentala transformare (reformulare) a ceea ce,
consensual, este considerat drept limitd a perceptiei si
a imaginarii. Cu alte cuvinte, inventia lui Alan Turing
(conceptul Inteligenta Artificiala, precum si tehnica de
invatare) isi va extinde abilitatile inspre o tot mai eficienta
capacitate de a identifica si clasifica invarianti in oricare
tip posibil de continuturi. lar intr-o etapa superioara —
de a genera ea insasi continuturi.

Este evident ca virtualizarea, care presupune o totala
digitalizare, va consta intr-o procedurd de substantd
mimeticd, insd pentru o cat mai fideld mimare a referintei
materiale va fi nevoie, intai de toate, de o foarte detaliata,
mai intdi, descompunere (deconstructie), pana la nivelul
elementelor indivizibile, pentru ca doar intr-o etapa
ulterioara sa se procedeze la o reasamblare (sintezd) deja
in termenii noului habitat, aga cum este formulat in citatul
de mai jos:
The application of computers to the study of music comes in two
basic, sometimes overlapping, forms: analysis and synthesis.
The analytic tradition deals with using computers to break music
down into its component parts, primarily the more tractable aspects
of harmony, melody, and rhythm, with the aim of arriving
at segmentations that are in some senses compositionally,
music-theoretically or cognitively meaningful (Meredith, 2016).
The object of such research is generally symbolic music — i. e.,
music encoded in some text-based or numeric representation
format. A separate field — exemplified by the Shazam
song-identification  software = (Shazam, 2019) and the
Sonic Visualiser recording-analysis software (Sonic Visualiser,
2021) — is audio-based analysis, which aims to identify patterns in
sound files. Yet these must still be converted into some form of
internal symbolic representation, upon which the analytical engine
operates (Jan, 2022, 473-474).

intre noul instrument si noul habitat digital (computerul si
interfata) si conceptele propriu-zise ale gandirii muzicale?
Ar fi de constatat o prima cale a sintezei sonore si, drept
consecintd, de producere a wunei muzici diferite
(electronica, drept exemplu servind practicile EDMC).
O a doua cale ar putea fi posibilitatea de a interactiona cu
interfata in scopul de a produce (in mod traditional) si
a opera atat cu partitura, cat si cu sonoritatea’. O a treia

° Este cunoscut contextul in care Felix Mendelssohn-Bartholdy

compunea materialul muzical pentru o noui lucrare orchestrala. in timp
ce intr-o incdpere compozitorul producea materialul propriu-zis al
viitoarei lucrari, intr-o alta incapere el era asteptat de o echipa de copisti,
care transcriau totul in stime, pe care le distribuiau orchestrantilor, care
asteptau intr-o a treia incipere. Incheind o articulatie, Mendelssohn se
afisa in fata orchestrei si conducea interpretarea acestui fragment. Dupa
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A third way could be oriented both towards research and
towards the space of didactic interaction with the purpose
of learning, offering statistical taxonomies concerning
typologies of forms, genres, and styles (music history) in
the image of invariants which are to an equal extent
structural, of expression, and cultural, the possibility of
hearing any imaginable musical composition, as well as
with display and practical applications (in the field of
harmony, counterpoint, and orchestration). A fourth way
would consist in the very production of simulacra of
virtual instruments (synthesizers with analog display), but
also of real analogs (both in terms of image and sound).

THE NEW PARADIGM OF MUSICAL
THOUGHT:

CULTURAL EXPERIENCE

IN A TECHNOLOGICAL RECAST

The digitization of especially the concepts of musical
thought does not raise any insurmountable problem, on the
contrary. And this because regardless of the three centuries
of philological music — the music moved at the end of the
16th century from the numerical-cosmic quadrivium to the
philological  trivium (rhetoric, logic/dialectic, and
grammar) —, the original place of music was, however, as
formulated in the 4™ century AD by the Carthaginian jurist
Marcianus Capella, in the quadrivium, together with the
other three numerical sciences: arithmetic (pure number),
geometry (number in space ), music (number in time) and
astronomy (number in time and space).

Starting with the numericality of the string of constitutive
harmonics, following the numericality of the ratios of each
discrete sound (the height in the numericality of the
frequency, and the duration in the numericality of the
seconds), intervals, as well as, for example, the number of
measures — a metro-tectonic quantitative-proportional
image (proposed by the Russian theoretician and
composer Gheorgi E. Konius, 1862-1933), so that in a first
stage numerology would have its say in the invention of
contrapuntal polyphony, and later on actively contribute to
the organization of atonal thinking (dodecaphonic, serial,
total series, and micropolyphonic, with an extension
towards the sonoristic conception). Also, the
compositional scheme of a musical work lends itself to a
numericalization (that is, a quantitative representation),
by being made up of discrete components that can be
evaluated in turn as constitutive structural quantities,
organized in a hierarchical taxonomy of statistical order.

However, when applying the term simulation to musical
activity, it acquires several meanings depending on the
morphology of the concept and the simulated technique.
Simulating a genre as opposed to a style will be different
from digitally modeling a compositional scheme as
opposed to a sound organization system®. Since we are

a direct interaction between the composer and the interface, which
absorbs both functions — viewing the written material and, upon request,
also providing the sonority corresponding to the graphic notation, i. e. a
feed-back on each constitutive detail.

¢ Both in terms of scientific research and didactic activity, digitization
surprisingly acquires the acceptance of a new and global reinvention of
musical thought and practice, starting from the very premise of
simulacrization as a complex deconstruction procedure down to the
primary level of the indivisible element — the musical sound, whose
electronic synthesis was already long ago realized by the contribution of
the engineer Robert Moog back in 1964. We are currently witnessing a
galloping, invasive and alert reconstruction of the entire cultural-musical
experience in the terms and conditions of the new dimensions of a new
reality. Given the generic immateriality of this new “ontology”, its
paradoxical character can be ascertained, because, on the one hand, it is
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cale ar putea fi orientata atat inspre cercetare, cat si inspre
spatiul interactiunii didactice cu scopul invatarii, oferind
taxonomii statistice cu referire la tipologii de forme,
genuri, stiluri (istoria muzicii) in imaginea de invarianti,
in egala masura structurali, de expresie, si culturali,
posibilitatea de audiere a oricarei compozitii muzicale
imaginabile, precum si cu afisaj si aplicatii practice (in
domeniul armoniei, contrapunctului, si orchestratiei). Si o
a patra cale ar consta in insasi producerea de simulacre ale
unor instrumente virtuale (sintetizatoare cu afisare
analogicd), dar si ale unor analoage propriu-zise (si ca
imagine, si ca sonoritate).

NOUA PARADIGMA

A GANDIRII MUZICALE:
EXPERIENTA CULTURALA iNTR-O
REFORMULARE TEHNOLOGICA

in fapt, digitalizarea in special a conceptelor gandirii
muzicale nu ridica nicio problema insurmontabila, ci chiar
din contra. Si asta, in virtutea faptului ca indiferent de cele
trei secole de muzicd filologica — muzica mutata la sfarsitul
secolului al XVI-lea din quadrivium-ul numeral-cosmic in
trivium-ul  filologic (retorica, logica/dialectica si
gramatica) —, locul originar al muzicii a fost, totusi, asa
cum a si formulat-o in secolul al IV-lea d. Hr. juristul
cartaginez Marcianus Capella, in quadrivium, impreuna cu
celelalte trei stiinte numerale: aritmetica (numarul pur),
geometria (numarul in spatiu), muzica (numarul in timp)
si astronomia (numarul in timp si spatiu).

Incepand chiar cu numeralitatea sirului de armonice
constitutive, urmand numeralitatea raporturilor fiecarui
sunet discret (indltimea in numeralitatea frecventei, iar
durata, in numeralitatea secundelor), intervalice, ca si, de
exemplu, numdarul de mdsuri — o imagine cantitativ-
proportionald metro-tectonica (propusa de teoreticianul si
compozitorul rus Gheorgi E. Konius, 1862-1933), pentru
ca intr-o urmaitoare etapa numeralitatea sa-si spund
cuvantul la inventarea polifoniei contrapunctice $i, intr-un
tarziu, sa contribuie activ la organizarea gandirii atonale
(dodecafonice, seriale, seriale totale si micropolifonice, cu
o extensie inspre conceptia sonoristica). De asemenea,
unei numeralizari (adicd, unei reprezentari cantitative) se
preteaza si schema compozitionald a unei lucrari muzicale,
in virtutea constituirii din componente discrete evaluabile
la randu-le in calitate de cuante structurale constitutive,
organizabile ntr-o taxonomie ierarhica de ordin statistic.

Or, in aplicarea termenului simulare la activitatea
muzicald, acesta capatd mai multe acceptii, in functie de
morfologia conceptului si tehnicii simulate. Este evident
ca simularea unui gen, spre deosebire de sti/, va fi diferita
de modelarea digitald a unei scheme compozitionale, spre
deosebire de un sistem de organizare sonord®. Fiind vorba

care revenea la masa de scris, fie pentru a corija unele ,,incoerente”, fie
pentru a continua procesul de compozitie. In prezent, o astfel de situatie
se desfasoard intr-o interactiune directd intre compozitor si interfatd, care
absoarbe ambele functii — vizualizarea materialului scris si, la solicitare,
oferind si sonoritatea corespunzatoare notatiei grafice, adica un feed-back
asupra fiecdrui detaliu constitutiv.

¢ Atat in planul cercetarii stiintifice, cat si in planul activitatii didactice,
digitalizarea capéta, surprinzator, acceptia unei noi si globale reinventari
a gandirii si practicii muzicale, pornita chiar de la premisa simulacreizarii
ca procedura complexd de deconstruire pana la nivelul primar al
elementului indivizibil A — sunetul muzical, a carui sinfeza electronica a
fost deja demult realizatd prin aportul inginerului Robert Moog inca in
1964. In prezent asistim la o galopantd, invazivd si alertd, reconstruire a
intregii experiente cultural-muzicale in termenii si in conditiile noilor
dimensiuni ale unei noi realitati. Data fiind imaterialitatea generica a
acestei noi ,,ontologii”, poate fi constatat caracterul paradoxal al



talking about a rather quantitative-statistical analysis —
through a multidisciplinary collaboration, mathematics,
physics, and computer science —, in terms of digitalizable
references things remain strongly anchored in the field of
historical models of thought and material musical
practice’. But what lends itself to simulation? For
example, both cognition and musical creativity itself
(Cope, 2005; Gorbunova and Chibirev, 2019; Wiggins,
Pearce, and Miillensiefen, 2011), musical ontogeny
(Gimenes, 2008), musical evolution and evolution in
music (Jan 2022), the compositional process (Pearce,
Meredith and Wiggins, 2002), can be computationally
modeled, musical genre (Holzapfel and Stylianou, 2008),
musical style (Cope, 2004; Cope, 1991; Dubnov, Assayag,
Lartillot and Bejerano, 2003; Dubnov, Assayag and
Lartillot, 2001; Ponce and Ifesta, 2007; Sing and
Nakamura, 2022; St. George and Bischof, 2019; Wiggins,
Pearce and Miillensiegen, 2011; Yuan and Zhang, 2022;
Zhao, Xu, Zeng, Ren and Sun, 2019).

(a) Thus, the first problem concerns narrowing the range
of essential parameters, as well as the identification of
morphological invariants. In other words, it is about
determining a set of discrete structures indivisible in their
quality as digitalizable morphemes.

At the simplest level, musical pieces consist of the repetition of a
discrete set of sounds, which differ in pitch and duration. For almost
all musical works, especially in classical Western music, each
musical instrument or singer’s voice can emit a limited number of
such sounds, as there are only 12 different pitches per octave. And
the octave range of singers and instruments is limited. This
consideration has motivated many relevant works from a purely
mathematical perspective, generating many useful results for both
musicians and mathematicians. (Ren, 2014, 3).

(b) A second, much more extended meaning would refer
to the relation of these invariants in (1) functional
assemblies (structural and expressive), but this time in
(2) the network image (strings and sets) in their quality of
mathematizable and thus digitalizable algorithms already
in computer language. But as a fundamental determinant,
the formulation of each morpheme — topological
parameterization — is required as a “point” of latitudinal-
longitudinal intersection (spatially, in a referential system
compared to the other “points” of the set) and a precisely
numbered metro-tectonic “strip” (temporally, relative to
the other “strips” of the general string). A sound thus
becomes a topological unit in its capacity as a node. For
example, a triad is represented as an assembly consisting
of three nodes (c'-1 sec +e'-1 sec + g' -1 sec). In the same
sense, a sequence consisting of several consecutive nodes
is integrated into a finite supernode structure with the
melody function (Ren, 2014, 9).

(c) In a third sense, the topological aspect should be taken
into account, again, but this time in an even more extensive
and complex plane of writing, as long as, in addition to the
parameters of height and duration, relatable in the image
of a network (rather in a purely melodic plane), there is a

about the totality of the signs that really characterize a new ontology,
hyper-dimensional (atopic) and at the same time a repetitive one —
timeless (achronic), and on the other hand, this “ontology” is not at all
different from the imaginary and dream space, one in which any
connections and interferences are possible that would also reveal the
complexity of a simulacrum of the unconscious.

7 “Music emerges from the non-trivial interactions of the sounds
produced by the musicians. Thus, the interdisciplinary approach of
complex systems science, using methods from mathematics, physics,
statistics, computer science is a natural choice to produce quantitative
analysis of musical pieces.” (Ren, 2014, 26).
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despre o analizdA mai degrabd cantitativa-statistica —
printr-o colaborare multidisciplinara, matematica, fizica,
stiinta computerelor —, 1n planul referintelor digitalizabile
lucrurile rdaman 1n continuare puternic ancorate in
domeniul modelelor istorice ale gandirii si practicii
muzicale materiale’”. Ce se preteazd, insd simuldrii?
De exemplu, poate fi modelatd computational atat
cognitia, cat si insasi creativitatea muzicala (Cope, 2005;
Gorbunova si Chibirev, 2019; Wiggins, Pearce si
Miillensiefen, 2011), ontogenia muzicald (Gimenes,
2008), evolutia muzicala si evolutia in muzica (Jan, 2022),
procesul compozitional (Pearce, Meredith si Wiggins,
2002), genul muzical (Holzapfel si Stylianou, 2008), stilul
muzical (Cope, 2004; Cope, 1991; Dubnov, Assayag,
Lartillot si Bejerano, 2003; Dubnov, Assayag si Lartillot,
2001; Ponce si Iiiesta, 2007; Sing si Nakamura, 2022;
St. George si  Bischof, 2019; Wiggins, Pearce si
Miillensiegen, 2011; Yuan si Zhang, 2022; Zhao, Xu,
Zeng, Ren si Sun, 2019).
(a) Astfel, o prima problema tine de ingustarea plajei de
parametri  esentiali, precum si de identificarea
invariantilor morfologici. Cu alte cuvinte, este vorba
despre determinarea unui ansamblu de structuri discrete
indivizibile in calitatea lor de morfeme digitalizabile.
And at the simplest level, musical pieces consist of the repetition of
a discrete set of sounds, which differ in pitch and duration. For
almost all musical works, especially in classical western music, each
musical instrument or singer voice can emit a limited number of such
sounds, as there are only 12 different pitches per octave. And the
octave range of singers and instruments is limited. This consideration
has motivated many relevant works from a pure mathematical
perspective, generating many useful results for both musicians and
mathematicians. (Ren, 2014, 3).
(b) O a doua acceptie, mult mai extinsd, ar trimite la
relationarea acestor invarianti in (1) ansambluri
functionale (structural si expresiv), insd de aceasta datd in
(2) imaginea de refea (siruri si multimi), in calitatea lor de
algoritmi matematizabili si, astfel, digitalizabili deja in
limbaj  computerizat. Insa  drept  determinanti
fundamentald se impune formularea fiecarui morfem —
parametrizare topologica — in calitatea lui de ,,punct” de
intersectie  latitudinal-longitudinala  (spatial, intr-un
sistem referential fata de celelalte ,,puncte” ale multimii)
si ,,fasie” metro-tectonica, precis numerizatd (temporal,
fatd de celelalte ,,fasii” ale sirului general). Un sunet
devine, astfel, o unitate topologica, in calitatea ei de nod.
Spre exemplu, un trison este reprezentat ca un ansamblu
format din trei noduri (c'-1sec + e'-1sec + g'-1 sec).
in acelasi sens, o succesiune formati din mai multe noduri
consecutive este integrabild intr-o structurd finitd de
supernod, cu functia de melodie (Ren, 2014, 9).

(c) Intr-un al treilea sens, ar fi de luat in considerare, din
nou, aspectul topologic, insa de aceastd data intr-un plan
si mai extins, si mai complex, al scriiturii, atata timp cét,
pe langd parametrii inaltimii si duratei, relationabili in
imaginea unei refele (mai degraba in plan pur melodic),
apare nevoia de a modela extrapolarea interactiunii intre
acesti doi parametri indivizibili in directia dimensiunilor

acesteeia, deoarece, pe de o parte, este vorba despre totalitatea
semnelor, care realmente caracterizeaza o noud ontologie, hiper-
dimensionala (atopicd) si, in acelasi timp, una repetitiv-atemporala
(acronicd), iar pe de alta parte, aceasta ,,ontologie” nu este cu nimic
diferita de imaginarul si spatiul oniric, unul in care sunt posibile
oricare conexiuni si interferente, care i-ar releva si complexitatea unui
simulacru al inconstientului.

7 “Music emerges from the non-trivial interactions of. the
sounds produced by the musicians. Thus_, the 1nterdisciplinary
approach of complex systems science, using methods from
mathematics, physics, statistics, computer science is a natural choice
to produce quantitative analysis of musical pieces.” (Ren, 2014, 26).41
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need to model the extrapolation of the interaction between
these two indivisible parameters in the direction of the
dimensions thus indicated — vertical and horizontal. This,
in turn, calls for the implicit specifications relating in the
beginning, for example, to the referential typologies of the
harmonic type of writing (from the strict tonal-
functionality of the baroque and classical type, towards the
extended, pluricentric one, of the romantic and post-
romantic period) and the polyphonic type (contrapuntal —
modal, tonal-functional, dodecaphonic-serial, and
micropolyphonic). In a literary sense, it would be about
the constitutive parties of this syntactic ensemble.
Whether it is a functional supernode constitutive of the
writing, or even the melodic content of the part of an
instrument, the corresponding digital term is a /ayer. The
image of a typology of writing or of a quartet or orchestral
score (in its turn, typology of writing and at the same time
of orchestral polyphony) is conceived as a multi-
nodal/layer assembly and at the same time as a multi-
layered structure.

(d) In the end, the purpose of the digitalization procedure
of the musical composition can be summed up to the
simulation of the entire evolutionary process, in which the
development of any work consists.

Both  the  computational  analysis  procedure
(deconstruction and reconstruction/reformulation in terms
of numerical sub-routines in the “guts” of a virtual
assembler), as well as the compositional simulation
protocol of a possible musical work respecting the entire
set of attributes — sound organization system,
compositional scheme, typology of genre and style — will
primarily display a strong cognitive determinant and
surpassing the actual generative component. Or (in the
opinion of the author), an exciting opening is offered by
the heuristic assimilation in the formative-didactic plan,
ensured both by the new “tool”, the computer and
programming techniques, as well as by the new
“environment”, i. e. an almost “suffocatingly” prodigious
multitude of specialized platforms — Meta’s Audiocraft,
Open AI’s, MuseNet, Soundful, Soundraw, Boomy,
Amper and Loudly, etc.

For example, Soundful offers a straightforward approach, providing
producers with more control over basic musical parameters, making
it ideal for those requiring more than just a finished Al-generated
song. Aiva, in operation since 2016, targets individuals and
businesses aiming to craft soundtracks for different media, allowing
for customization and versatility. Beatbot distinguishes itself by
using text prompts to generate short songs, focusing on enabling
users to be a part of the music creation, particularly within the hip-
hop and rap genres. Each of these platforms caters to a unique need
in the market, showcasing the expanding horizons of Al in music
(Marr, 2023).

At the first moment, computer simulation programs — the
dynamic display of cores/elements, interaction processes,
and (structural/historical) evolution — can actively
contribute to the assimilation of fundamental concepts of
musical thought such as genres or styles. Unlike the
concept of musical form and its logical form of
compositional scheme, both the concept of genre and the
concept of style present themselves as much more
advanced in their abstraction. If in the case of the form we
are dealing with a structural-logical entity, directly related
to the composition process, in the case of the other two it
is about the typologies of organizing the composition first
of all with a view to a public evolution (genre), to which
can adhere the acoustic nature of the source, the type of
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astfel indicate — verticala si orizontala. Ceea ce, la randu-i,
reclama specificarile implicite referitoare, pentru inceput,
spre exemplu, la tipologiile referentiale ale scriiturii de tip
armonic (de la tonal-functionalitatea strictd de tip baroc si
clasic, inspre cea extinsa, pluricentricd, de ordin romantic
si post-romantic) si polifonic (contrapunctic — modal,
tonal-functional, dodecafonic-serial si micropolifonic).
Intr-un sens scriitural, ar fi vorba despre partidele
constitutive ale acestui ansamblu sintactic. Fie este vorba
despre un supernod functional constitutiv al scriiturii, fie
chiar despre continutul melodic al partidei unui
instrument, termenul digital corespunzitor este /layer
(strat, fasie). lar imaginea unei tipologii de scriiturd sau a
unei partituri de cvartet sau orchestrale (la randu-i,
tipologie de scriitura si, in acelasi timp, de polifonie
orchestrald) este conceputd ca un ansamblu
multi-nodal/layer si, in acelasi timp, ca o multi-layered
structure.

(d) Pand la urma, scopul procedurii de digitalizare
a compozitiei muzicale poate fi rezumat la simularea
intregului proces evolutiv, in care si constd desfasurarea
oricarei lucrari.
Atat procedura de analiza computationala (deconstructie
si reconstruire/reformulare in termeni de sub-rutine
numerice in ,intestinele” unui asamblor virtual), cat si
protocolul de simulare comporzitionald a unei posibile
lucrari muzicale cu respectarea intregului ansamblu de
atributii — sistem de organizare sonord, schema
compozitionala, tipologie de gen si stil — va afisa in primul
rand o puternica determinantd cognitiva si, evident,
devansand componenta propriu-zis generativa. Or (in
opinia subsemnatului), o incitantd deschidere o ofera
anume asimilarea euristica in plan formativ-didactic,
asigurata atat de noul ,,instrument”, computerul si tehnicile
de programare, cat si de noul ,,mediu”, adicd o aproape
»sufocantd”, prin ofertanta ei, multitudine de platforme
specializate — Meta’s Audiocraft, OpenAl’s MuseNet,
Soundful, Soundraw, Boomy, Amper and Loudly s. a.
For example, Soundful offers a straightforward approach, providing
producers with more control over basic musical parameters, making
it ideal for those requiring more than just a finished Al-generated
song. Aiva, in operation since 2016, targets individuals and
businesses aiming to craft soundtracks for different media, allowing
for customization and versatility. Beatbot distinguishes itself by
using text prompts to generate short songs, focusing on enabling
users to be a part of the music creation, particularly within the
hip-hop and rap genres. Each of these platforms caters to a unique
need in the market, showcasing the expanding horizons of Al in
music (Marr, 2023).
Intr-un prim  moment, programele de simulare
computerizata - afisarea dinamica a
nucleelor/elementelor, a proceselor de interactiune, si
a evolutiei (structurale/istorice) — pot contribui activ la
asimilarea conceptelor fundamentale ale gandirii
muzicale, precum genurile sau stilurile. Spre deosebire de
conceptul forma muzicala si forma ei logica de schema
comporzitionald, atat conceptul gen, cat si conceptul stil, se
prezintd ca fiind mult mai avansate in abstractiunea lor.
Daca in cazul formei avem de a face cu o entitate
structural-logica, legata direct de procesul de compozitie,
in cazul celorlalte doud este vorba despre tipologiile de
organizare in primul rdnd a componentei, n vederea unei
evolutii publice (genul), la care pot adera natura acustica
a sursei, tipul de etos sau conjunctura performarii, pe cand
identificarea, deductia si clasificarea tipologemelor
specifice (stilul) sunt sarcini aproape insurmontabila fie
pentru un incepator in ale muzicii, fie chiar si pentru un
student dintr-o institutie de invatamant superior.



ethos, or the context of the performance, while the
identification, deduction, and classification of specific
typologemes (style) is, for example, an almost
insurmountable task either for a beginner in music or even
for a student of a higher education institution.

However, since we are already talking about four decades
of digital culture, it becomes obvious that the entire
didactic methodology should have been reoriented long
ago® towards a modular teaching technique, first of all
respecting the focus of each specialization (composers,
instrumentalists, singers, and conductors) on certain
repertory lists, and equally on certain taxonomies ot
genres and styles. A second important aspect would indeed
be both the classification (lists and typological
taxonomies), but especially the simulation, for example, of
compositional analysis, the latter anchored in a dynamic
display of positioning and, respectively, of stylistic
evolution. In this sense, the keyword is visuality, and this
without excluding the playful element of leisure provided
by the spectacular efficiency of dynamic visual simulation.

THE (COMPUTERIZED) STYLE

CLASSIFICATION PROCEDURE

A definition as useful as it is playful was offered by Boris
Asafiev, when he defined it as a minimum necessary
amount of means by which the oeuvre of a composer (of a
group, a national school, or an era) can be distinguished
from another composer’s work. Or, in this case, it is
assumed that, first, it will be about the recognition and
differentiation procedure, which in turn implies that an Al
will be loaded with a library of symbols’® (that is, suitable
for each style), which only in this way will the Al be able
to identify, classify, and subsequently generate, in the
perspective intention of stylistic modeling. Considering
the concept of style as one of the most complex and, at the
same time, among the most abstract, the challenge
imposed by the computer modeling technique involves,
first of all, the classification of all the constituent elements
of a concrete style. Thus, unlike a traditional stylistic
analysis (in most cases fragmentary and incomplete) as
descriptors (formulated in the lexicon, grammar, and
syntax of computer language) we must have the totality of
the constituent structural entities such as: (1) pitches and
durations, as also classes of pitches and durations, here
being included as object and description also the rests
(non-sonority), (2) intervals and their specific classes,
(3) scales + taxonomy, (4)chords + taxonomy. Ata
completely different level of complexity (within the
isolated framework of tonal-functional thinking)
(5) harmony and the laws of chord chaining will present
themselves, and the same is true of (6) contrapuntal
polyphony. Whereas for simple structures (intervals or
scales) the descriptors will have to be grouped in node
structures, then in the case of complex structures it will
necessarily be about exponentially more complex
“agglutinations” called clusters (sets of nodes). And it

8 “Music education usually comes in the form of ‘here are a bunch of
facts about music; memorize them and you will now know music’.
As someone who got good at math because it was the only subject he
could find that didn’t require a lot of memorization, this is a frustrating
situation to be in for me. Music education, in other words, presents too
many theorems and too few axioms.” (Modeling Music, 2017).

9 “There are several computer languages, such as Lisp and Prolog, and
even purpose-built computers, such as the Xerox Lisp Machine series,
specially designed for this kind of symbolic processing.” (Wiggins and
Smaill, 2000).
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Or, fiind vorba deja despre aproximativ patru decenii de
cultura digitala, devine evident ca intreaga metodologie
didacticd deja demult ar fi trebuit reorientatd® inspre o
tehnicd modulara de predare, respectand in primul rand
focalizarea fiecarei specializdri (compozitori, interpreti
instrumentisti, cantdreti si dirijori) pe anumite /liste
repertoriale si, in egala masura, pe anumite taxonomii ale
genurilor si stilurilor. Un al doilea aspect important ar fi,
intr-adevar, atat clasificarea (liste si taxonomii
tipologice), dar mai ales pe simularea, spre exemplu,
a unei analize compozitionale, aceasta din urma ancorata
intr-o afisare dinamica a unei pozitionari si, respectiv,
a unei evolutii stilistice. In acest sens, cuvantul-cheie este
vizualitatea, si asta fara a exclude elementul ludic
al agrementului asigurat prin eficienta spectaculard
a simularii dinamice vizuale.

PROCEDURA (COMPUTERIZATA)
DE CLASIFICARE A STILURILOR

O formulare pe cat de utila, tot pe atat de ludica a oferit-o
Boris Asafiev, atunci cand a definit stilul ca 0 suma minim
necesard de mijloace prin care creatia unui compozitor
(a unui grup, a unei scoli nationale, sau a unei epoci) poate
fi deosebita de creatia unui alt compozitor. Or, in acest caz,
este de presupus ca va fi vorba, intai, despre procedura de
recunoastere si diferentiere, ceea ce la randu-i presupune
cd o IA va fi incdrcatd cu o bibliotecd de simboluri® (adica,
potrivite cate unui stilem), pe care doar astfel le va putea
identifica, clasifica si ulterior, si genera, in intentia
perspectivala de modelare stilistica. Considerand
conceptul stil drept unul dintre cele mai complexe si, In
acelasi timp, dintre cele mai abstracte, provocarea impusa
prin tehnica modelarii computerizate presupune, intai de
toate, clasificarea tuturor elementelor constitutive ale unui
stil concret. Astfel, spre deosebire de o analiza stilistica
traditionald (in cele mai multe cazuri fragmentara si
incompletd) in calitate de descriptori (formulati in lexicul,
gramatica, si sintaxa de limbaj computerizat) va trebui sa
figureze fotalitatea entitatilor structurale constitutive
precum: (1) indltimile si duratele, ca si clasele de inéltimi
si durate, aici fiind incluse ca obiect si descriere si pauzele
(non-sonoritate), (2) intervalele si clasele specifice ale
acestora, (3)scarile + taxonomia, (4)acordurile +
taxonomia. La un cu totul alt nivel de complexitate se vor
prezenta (in cadrul izolat al gandirii de tip tonal-
functional) (5) armonia si legitatile nlantuirii de acorduri,
la fel stand lucrurile si cu (6) polifonia contrapunctica. lar
daca pentru structurile simple (intervale sau scari)
descriptorii vor trebui grupati in structuri de noduri, atunci
in cazul structurilor complexe necesarmente va fi vorba
despre ,aglutinari” exponential mai complexe numite
clustere (ansamblu de noduri). Sitrebuie observat, ca
arhitectura intregului protocol de modelare stilisticad va
trebui s urmeze o taxonomie predefinitd, cumulatd din
mai multe surse scriptice, care tin de cunoasterea
materiald (surse tiparite sau manuscrise). Este evident, ca
tot un operator uman va trebui sa decida importanta si
relevanta fiecarui descriptor, mai ales in cazul unui stil

8 ,Music education usually comes in the form of «here are a bunch of
facts about music; memorize them and you will now know music». As
someone who got good at math because it was the only subject he could
find that didn’t require a lot of memorization, this is a frustrating situation
to be in for me. Music education, in other words, presents too many
theorems and too few axioms.” (Modeling Music, 2017).

%, There are several computer languages, such as Lisp and Prolog, and
even purpose-built computers, such as the Xerox Lisp Machine series,
specially designed for this kind of symbolic processing” (Wiggins si
Smaill, 2000).
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must be noted, that the architecture of the entire stylistic
modeling protocol will have to follow a predefined
taxonomy, accumulated from several scriptural sources
related to material knowledge (printed or manuscript
sources). A human operator will have to decide both the
importance and the relevance of each descriptor,
especially in the case of an extremely subjective style
(romantic) as opposed to a generalized and insufficiently
differentiated language of the era (baroque). Thus, it will
also be about a set of differentiators of complexity, which
in turn will be conceived as class generators or, more
simply, taxonomic classifiers.

Or, in an analogy with the analogous conceptual base (the
totality of the components of a historical style), such a
technique of feeding the Al with descriptors related in
various configurations of clusters, belongs to the type of
(1) regressive procedure, undertaken to start from the
level of the indivisible elements (pitches and durations)
and remaking the whole “fabric” of specific entities
(synthetic as well as structural complexity), which in an
essentialized form presents itself as this “ephemeris”
detectable, however, as style. Also, the beginning of
loading the Al will have to follow the same regressive
procedure, i.e. (2) the succession from the particular to the
general will have to be respected, in the sense that a single
musical composition will have to be “disassembled” into
nodes and clusters to begin with, and by gradually adding
new and new works from the same class of structural
complexity (a number of works predefined as sufficient
and necessary) to reach a next complexity class. Evidently
metonymic and equally mechanical, this procedure
involves the laborious work of accumulating relevant
models. This is because, in addition to the extremely
differentiated consistency of genre typologies of
individual creation, there follows the typology of group
creation, followed by the creation of a national school, so
that only in the end and in terms of descriptors and
classifiers an actual image of the style concept can be
formulated. In a final sense, the modeling procedure is, on
the one hand, synonymous with the properly didactic,
analogical learning of a human student, and, on the other
hand, although in other terms (which presuppose the
transfer to another language, in a different environment,
but with the same goals), is synonymous with the same
procedure of learning an Artificial Intelligence. To be
noted is the mimicry of the entire procedure, and this with
the preservation of both the reference regarding the
information base and the preservation of the operating
model with the information, having also synonyms goals
that in their essence are also generative.

And it is very interesting to observe how, for example, as
a model for learning and simulation'® serve the works of
reference composers of European musical culture: Bach
(tonal-functional counterpoint), Mozart and Beethoven
(the compositional scheme of the classical sonata),
Wagner and Mahler (the complexity of a hyper-chromatic

10 Learning protocols (loading with referential patterns) of the Al for
further simulation in terms of the fundamental concepts of musical
thought (musical sound, sound organization systems, form, genre, and
style) is not at all different from the methodology of institutional training
in the discipline of composition. Future composers, like Al, follow a
series of protocols for learning the skill of inventing music through the
procedure of emulating canonical models from each referential cultural-
historical period — Bach, Mozart, Beethoven, Chopin, Wagner, and
perhaps, even Debussy.
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extrem de subiectiv (romantic), spre deosebire de un
limbaj generalizat si insuficient diferentiat al epocii
(baroc). Astfel, va fi vorba si despre un ansamblu
de diferentiatori de complexitate, care la randu-le vor fi
conceputi ca generatori de clase sau, mai simplu,
clasificatori taxonomici.

Or, intr-o analogie cu baza conceptuald analoagd
(totalitatea componentelor unui stil istoric), o asemenea
tehnica de alimentare a 1A cu descriptori relationati in
diverse configuratii de clustere, tine de tipul de
(1) procedura regresivd, intreprinsa in intentia, ca pornind
de la nivelul elementelor indivizibile (inaltimi si durate),
sa fie refacutd intreaga ,tesaturd” de entitati specifice
(sintetice ca si complexitate structurald), care, intr-o forma
esentializatd, se prezinta ca aceastd ,efemerida”
detectabild, totusi, ca stil. De asemenea, inceputul
incarcarii 1A cu descriptori va trebui sa respecte aceeasi
procedura regresiva, adici va trebui respectatd
(2) consecutia de la particular 1a general, in sensul in care
pentru inceput va trebui ,,dezmembratd” in noduri si
clustere o singurd compozitie muzicald si, prin addaugiri
treptate de noi si noi lucrari din aceeasi clasa de
complexitate structurala (un cuantum predefinit ca
suficient si necesar de lucréri), sd se ajungd la o urmatoare
clasa de complexitate. Evident metonimica si in egala
masurad mecanicd, aceastd procedurd presupune o munca
laborioasa de acumulare a unor modele relevante. Si asta
deoarece, pe langd consistenta extrem de diferentiatd ca
tipologii de genuri a creatiei individuale, urmeaza
tipologia creatiei de grup, urmata de creatia unei scoli
nationale, pentru ca doar in final si in termeni de
descriptori si clasificatori sa se poatd formula, intr-adevar,
o imagine propriu-zisia a conceptului szil. intr-un ultim
sens, procedura de modelare este, pe de o parte, sinonima
cu Invatarea propriu-zis didactica, analoagd, a unui student
uman, si, pe de altd parte, desi in alti termeni (care
presupun transferul intr-un alt limbaj, Intr-un alt mediu,
insd cu aceleasi scopuri), este sinonimd cu aceeasi
procedurd de invdtare a unei Inteligente Artificiale. De
constatat este mimetismul intregii proceduri, si asta cu
pastrarea atat a referintei privind baza de informatii, cat si
pastrarea modelului de operare cu informatiile, avand
sinonimale si scopurile, care in esenta lor sunt de
asemenea generative.

Si este foarte interesant de observat cum, spre exemplu,
drept model pentru invatare si simulare'® serveste creatia
unor compozitori de referintd a culturii muzicale
europene: Bach (contrapunct tonal-functional), Mozart si
Beethoven (schema compozitionald a sonatei clasice),
Wagner si Mahler (complexitatea unui limbaj armonic
hiper-cromatizat si poli-centric) sau Debussy (limbajul
modal si tehnica armoniei extinse, ca indepartare de limita,
de organizarea diatonicd, compozitia fragmentata, insa
coerentad).

19 Protocoalele de invdtare (incarcare cu refferential patterns) a 1A in
vederea unei ulterioare simulari in ceea ce priveste conceptele
fundamentale ale gandirii muzicale (sunet muzical, sisteme de organizare
sonora, formd, gen, si stil) nu este cu nimici diferita de metodologia
formarii institutionale la disciplina compozitie. Viitorii compozitori, la
fel ca si IA, urmeaza o serie de protocoale de invatare a abilitatii de
inventare a muzicii prin procedura de emulare a modelelor canonice din
fiecare perioada culturala-istorica referentiala — Bach, Mozart,
Beethoven, Chopin, Wagner, si, poate, chiar Debussy.



and poly-centric harmonic language), or Debussy (modal
language and the technique of extended harmony as a
departure from the limit, from diatonic organization, from
fragmented but coherent composition).

CONCLUSION. DE-MONOPOLIZING
CREATIVITY AND DE-PRIVILEGING
ARTISTRY

The new era of mass creativity, that is, an open way for an
inestimable number of people who are passionate about
music and lack musical knowledge, can rightly be
considered an age of new dilettantism. And this not at all
in the sense of the latter term corresponding to the Baroque
period, that is, until the establishment of virtuosity as the
exclusive determinant of the consensual standardized —
transcendental — level of performance, but also of musical
composition in terms of structural complexity. Things
present themselves as being situated in a paradoxical
situation: on the one hand, in terms of equipment and
technology, it is about the New virtuosity, producing an
ever deeper fault, and on the other hand, causing the ever
stronger rise of the New barbarians. Mass access
(commercially determined as a hierarchy of generally
accessible prices) to electronic equipment, as well as to
specialized programs, could mean and most likely will
mean, in fact, the establishment of a new barbarism, a
situation which the institutions responsible for musical
education will not be able to resist in any case.

Not surprisingly, the de-monopolization of creativity also
causes de-privileging artistry in the sense that musical
thinking is no longer oriented exclusively towards the
production of musical compositions, but rather of cultural
objects that avoid the terms music and art, being
conceptually formulated rather in the sense of sound
design and sound fashion. Equally tending both towards
the image of an ambient object and thus pushing things
more and more towards some typology of field recording,
as well as towards what is currently considered to be an
extended technique.

At the same time, there are also views that AI would
displace and perhaps even eliminate human creativity
itself along with its operator altogether. Or, in this case,
too, it could rather be about another image of the conflict
between generations, of the conflict between mentalities,
and finally of the conflict between perceptions, because
there is an obvious difference between the generation born
in the days of landlines and black-and-white TVs and the
16-25-year-olds who were born and raised in a
computerized reality. And it is equally obvious that these
two falsely “antagonistic” generations exist and judge in
two different reality structures.

Computer modeling procedure still displays several
limitations (especially in the case of music) that cannot be
denied, of which two are decisive: (1)the modeling
procedure can only be accepted as assisted by a human
operator as a conceptual generator as well as a decision-
maker, and (2) the results obtained from either the
classification procedure or the modeling procedure cannot
be considered as such, but require interpretation, this also
entering the duties of the human operator.

In this case, the glorious march towards the New Reality
and the New Future, initiated by Jacques Attali, and
supported, unequivocally, by Lyotard, Baudrillard, and
Negroponte, can be concluded by Alessandro Baricco and
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iINCHEIERE. DE-MONOPOLIZAREA
CREATIVITATII SI DE-PRIVILEGIEREA
ARTISTICITATII

Noua era a creativitatii in masa, adica o cale deschisa
pentru un numadr inevaluabil de persoane pasionate de
muzica si lipsite de cunostinte muzicale, poate fi pe buna
dreptate consideratd o epoca a noului diletantism. Si asta
deloc 1n acceptia acestui din urma termen corespunzator
perioadei Barocului, adicé pana la instaurarea virtuozitatii
drept determinantd exclusiva a nivelului standardizat
consensual — transcendental — al interpretarii, dar si al
compozitiei muzicale in termeni de complexitate
structurald. Lucrurile au ajuns intr-o situatie paradoxala:
pe de o parte, in planul echipamentelor si tehnologiei, este
vorba despre Noua virtuozitate tehnologica, producand o
falie tot mai adanca fatd de Vechea traditie a compozitiei
si interpretarii, si, pe de altd parte, determinind
ascensiunea tot mai puternica a Noii barbarii. Accesul in
masd (determinat comercial ca ierarhie de preturi in
general accesibile) la echipamente electronice, precum si
la programe specializate, ar putea sd Insemne si cel mai
probabil va si insemna, in fapt, instaurarea unei noi
ignorante, situatie la care institutiile responsabile cu
invatamantul muzical (vocational) nu vor putea in niciun
caz sa-i reziste.

Si nu este surprinzitor ca de-monopolizarea creativitatii
determina si de-privilegierea artisticitatii in sensul in care
gandirea muzicald nu mai este orientatd exclusiv in
producerea de compozitii muzicale, ci mai degraba de
obiecte acustice cu aparenta culturald, care evita termenii
muzica si artd, conceptual fiind formulate mai degraba in
acceptia de sound design si sound fashion. Tinzand in
egald masurd atat inspre imaginea de obiect ambiental si
astfel impingand lucrurile tot mai mult inspre o oarecare
tipologie de field recording, cét si inspre ceea ce in prezent
este considerat a fi tehnica extinsa. Fara pretentii valorice.
Fara continuitate istorica. Adica, generand continuu noi si
noi traditii ad hoc.

In acelasi timp, exista si opinii conform carora Al ar
disloca si chiar, poate, ar elimina creativitatea umana
propriu-zisd impreund cu operatorul ei cu tot. Or, si in
acest caz ar putea fi vorba mai degrabd despre o altd
imagine a conflictului intre generatii, a conflictului intre
mentalitati si, pand la urma, a conflictului intre perceptii,
deoarece este de la sine Inteleasa diferenta intre generatia
nascutd pe timpul telefoniei fixe si a televizoarelor alb-
negru si a persoanelor cu varste cuprinse intre 16 si 25 ani,
care s-au nascut si s-au format Iintr-o realitate
informatizata. Si este la fel de evident cd aceste doud
generatii, fals ,,antagoniste”, existd si judecad 1n doud
structuri de realitate total diferite.

in acelasi timp, nu pot fi negate o suma de limitiri pe care
inca le afiseazd procedura de modelare computerizata
(inspecial in cazul muzicii), dintre care drept
determinante se impun doua: (1) procedura de modelare
poate fi acceptata doar in calitate de asistata de un operator
uman ca generator conceptual, precum si ca unul
decizional, si (2) rezultatele obtinute fie in urma procedurii
de clasificare, fie a procedurii de modelare nu pot fi
considerate ca atare, ci necesita o interpretare, aceasta, de
asemenea, intrand 1n atributiile operatorului uman.

in acest caz, marsul glorios inspre Noua realitate si Noul
viitor, initiat de Jacques Attali, si sustinut, univoc, de
Lyotard, Baudrillard, si Negroponte, poate fi concluzionat
de Alessandro Baricco si al sdu briliant eseu intitulat
The Game. Jocul civilizatiei ~ digitale  (Bucuresti:
Humanitas, 2018). Si nu ar fi deloc surprinzator ca aceasta
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his brilliant essay entitled The Game. The game of digital
civilization (Bucharest: Humanitas, 2018). And it would
not be at all surprising that this New technological
virtuosity, opening a new horizon by de-monopolizing
creativity and, at the same time, by de-privileging artistry,
would determine not so much the emergence of the New
Barbarism, but rather the collective immersion in the New
Tribality. Although, one last question persists: Why do we
want to represent knowledge on computers? (Wiggins and
Smaill, 2000). Even before the possibility of modeling the
knowledge process itself, it is about the representation of
knowledge, and this in a visual-spectacular-dynamic form,
one equally distanced and mediated, one that allows the
modeling of all structural and procedural aspects such as
(1) the formulation of ideational nuclei in a visual-
dynamic form, (2) their interconnection according to the
homogeneity/alterity of the content either in the node
structure or in the network structure, (3) the modeling of
the entire discursive architecture in an interactive and
multi-media formula, i. e. respecting the criterion of a
multiple flow (modeling) and focused on the desiderative
entity pursued as a cognitive goal. In general terms, it is
about managing, recycling (checking and correcting the
data obtained, as well as their structuring), constantly
renewing, propagating, and thus implementing knowledge
in terms unimaginable in any subsequent historical period.
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