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REZUMAT

Muzica este arta care beneficiazd in cel mai inalt grad de
tehnicile electronice inca de acum 50 de ani, dar aparitia
computerului  a  deschis  ilimitat  posibilitatile
manifestarilor muzicale intre care compozitia realizatd
prin IT mutd procesul creatiei si interpretarii intr-o zond
atat de inalta incdat poate apdrea ca o “rupturd” in
raport cu traditia. Piesa muzicala 80 AFTER MAX a
compozitorului Adrian Borza realizata prin IT reuseste
sa “imblanzeazsca” fenomenul, readucdnd-ul in sfera
firescului.
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1. INTRODUCERE

80 after Max se inscrie in seria de lucrari ale
compozitorului (printre care se numard Yak, Music for
Keyboard si Interactive Computer, Today is the Day,
Relocation) care grefeaza o géndire instrumentala, ce
opereaza cu note si nu cu sunete (Phillipe Manoury), in
compozitia prin excelenta electronica.

ANALIZA LUCRARII

Lucrarea 80 after Max, a fost compusa in 2006, anul in
care s-au implinit 80 de ani de la nasterea lui Max
(Vernon) Mathews. El este cel care a realizat la Bell
Laboratories primul program de sintezd si redare a
sunetului pe calculator denumit MUSIC I. Mathews
afirma c@ “interpretarea asistatd de calculator s-a nascut
in 1957 atunci cand un calculator IMB 704 a redat o
compozitie de 17 secunde realizata cu MUSIC I”.

Din admiratia pentru aceastd contributie adusd de
legendarul pionier in muzica pe calculator, compozitorul
Adrian Borza a dat titlul lucrarii sale 80 after Max.

Conceptia componisticd a acestei lucrari a fost realizata
cu Interactive Algorithmic Composition Software (IAC),
un program de calculator pe care compozitorul Il-a
conceput in limbajul de programare Max/Musical
Software Program (Max/MSP). Dupa cum este cunoscut,
acest limbaj este privit astdzi de programatori ca fiind
lingua franca pentru dezvoltarea programelor muzicale
interactive.

Produs in 2004, programul TAC faciliteaza compozitia
interactiva pe baza de algoritmi predefiniti. Algoritmii

REZUMAT

80 after Max is part of the composer’s series of works
(among which we find Yak, Music for Keyboard and
Interactive Computer, Today is the Day, Relocation)
which graft an instrumental thinking operating with
notes, not sounds (Phillipe Manoury), into the specific
electronic composition.
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1. BODY OF THE WORK

The piece 80 after Max was composed in 2006, the year
of the 80th anniversary of Max (Vernon) Mathews’ birth.
He is the one who accomplished in Bell Laboratories the
first program for synthesizing and rendering sound by a
computer, called MUSIC 1. Mathews asserted that
“computer-assisted performance was born in 1957, when
an IBM 704 computer rendered a 17-second piece
composed with MUSIC I”.

Out of admiration for this contribution made by the
legendary pioneer to computer music, the composer
Adrian Borza named his piece of work 80 after Max.

The compositional concept of this piece was
accomplished with the Interactive  Algorithmic
Composition Software (IAC), a computer program that
the composer conceived based on the Max/Musical
Software Program (Max/MSP) programming language. It
is a known fact that this language is nowadays regarded
as the lingua franca for the development of interactive
musical programs.

Since its creation in 2004, the IAC program has been
facilitating the interactive composition based on pre-
defined algorithms. The algorithms create musical
structures during the performance on a MIDI keyboard
connected to a computer, as they have been projected in
order to respond concomitantly to modifications of pitch,
intensity and tempo.

The IAC program exhibits the following features:

1. The tempo changes instantaneously during
performance if the delta time ranges from 200
milliseconds to 1 second.
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creeaza structuri muzicale pe masura ce se interpreteaza
la o claviatura midi conectatd calculatorului, ei fiind
proiectati sda raspundd concomitent la modificari de
inaltime, de intensitate si de tempo.

Caracteristicile programului IAC sunt urmatoarele:

1. Tempoul se modificad instantaneu in timpul interpretarii
dacad durata delta se situeaza intre 200 milisecunde si 1
secunda.

2. Durata structurii muzicale generate de program se
modifica 1n timpul interpretarii dacd durata delta se
situeaza intre 2 secunde si 10 secunde, astfel ca
mecanismul se opreste automat.

3. Fizionomia ritmico-melodica a vocilor de contrapunct
generate de program se modifica instantaneu in timpul
interpretarii, daca sunt cantate succesiv de la 2 la 8 note
midi cu durate delta mai mici de 200 milisecunde — de
genul apogiaturilor.

4. Vocile de contrapunct sunt transpuse instantaneu in
timpul interpretarii in acelasi registru in care se
interpreteaza, mecanismul reactionand in cadrul a 5
octave.

5. Intensitatea globala se modifica instantaneu in timpul
interpretarii daca intensitatea midi este mai micd de
valoarea 85 — echivalentul nuantei f.

Pentru a realiza versiunea offline a lucrarii, compozitorul
a inregistrat intr-un format intermediar, in evenimente
midi, material generat cu programul IAC.

Ca instrumentar de studio, prin care s-au asociat
evenimentelor midi sunete specifice de instrument
acustic, compozitorul a mai folosit programul The Grand
Virtual Piano, oferind autenticitate timbrului de pian.

Partitura, reprezinta materialul care a fost introdus in IAC
spre procesare, in format midi, restul vocilor fiind
generate in timp real de calculator.

Rezultatul sonor asa cum il avem oferit intr-o inregistrare
proprie a autorului, este o piesa de toata frumusetea in stil
jazz. Procesul creatiei pare a fi analog celui traditional:
incepe deci cu expunerea temei care are un caracter
swing, impunidnd o melodie generativ statici in ce
priveste miscare intervalica, dar incadratd ritmic intr-o
pulsatie egald, amintind de teoria celor 4 timpi (4 bit)
care imprima spiritul ostinat si simetria frazelor. Un rol
deosebit de activ il au accentele. In cursul melodiei sunt
intercalate si pauze care au rol de a evidentia unitatile
melodice: fractiuni de 3, 4 timpi, semifraza, fraza si
perioada. Tema are o extensie in timp de 20°’.

Dupa expunerea temei se deschide procesul variatiunilor.

Variatiunea I constd in adaugarea unor noi elemente
precum si inceputul unei pulverizari ritmice, dar in cadru
masurat al tempoului initial.

Variatiunea se intensificd, pe de o parte prin deschiderea
ambitusului melodic in principal catre acut, iar pe de altd
parte, prin implicarea subdiviziunii tempilor, creand
astfel sentimentul de accelerare. Se realizeaza astfel o
acolada sonora de evidenta virtuozitate spre finalul careia
se creeazad impresia de improvizatie. Variatiunea se
extinde pe o durata de cca. 30”’.
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2. The length of the program-generated musical structure
changes during performance if the delta time ranges from
2 seconds to 10 seconds, so that the mechanism stops
automatically.

3. The rhythmic-melodic physiognomy of the
counterpoint voices generated by the program changes
instantaneously during performance if 2 to 8 MIDI notes
with delta times shorter than 200 milliseconds - of the
appoggiatura type - are played successively.

4. The counterpoint voices are instantaneously transposed
during performance into the same register within which
the piece is played, whereas the mechanism reacts within
arange of 5 octaves.

5. The global intensity changes instantaneously during
performance if the MIDI intensity value is less than 85 —
which is the equivalent of the f nuance.

In order to accomplish the offline version of the piece,
the composer recorded the IAC-generated material in an
intermediary format, in the shape of MIDI events.

As regards the studio equipment, which allowed him to
associate sounds specific to acoustic instruments to the
MIDI events, the composer also employed The Grand
Virtual Piano program, thus rendering the piano timbre in
an authentic manner.

The score is the material introduced into the I[AC
program for processing, in a MIDI format, whereas the
remaining voices are generated by computer in real time.

The sonorous result, as it appears in a recording made by
the author himself is a brilliant jazz-style piece. The
creating process seems analog to the traditional one: it
begins by exposing the swing-like theme, imposing a
melody which in terms of intervallic movement appears
as generatively static, which is nevertheless rhythmically
incorporated into an equal pulsation that reminds one of
the 4 beat theory, which impregnates the ostinato rhythm
and the symmetry of the phrases. The accents play a
particularly active role. Rests emerge all through the
melody, highlighting the melodic units: fractions of 3, 4
beats, semi-phrases, phrases and periods. The theme
extends over 20”".

After the exposition of the theme the process of
variations sets is.

Variation I consists in adding new instruments as well as
in beginning a rhythmical pulverization which
nevertheless remains subject to meter and to the initial
tempo.

The variation becomes more intense on the one hand
through opening the melodic ambitus mainly towards the
acute register and on the other hand through involving
sub-divisions of tempi and thus creating a sensation of
acceleration. A sonorous accolade of evident virtuosity is
thus attained, towards the end of which a feeling of
improvisation emerges. The variation extends over ca.
307,

We propose listening to the theme and to its first
variation.



In continuare discursul muzical reia, parca in ideea de
repetitie traditionald, tema, Tmpreuna cu prima variaiune
a ei, dar intr-o elaborare ce aduce transformari atat temei,
cat si a variatiunii initiale, printr-o prelungire mare, cvasi
improvizatorica.

Asadar, se poate considera cad existd o dubld expozitie,
insda cu evolutie melodico-ritmica §i cu o largire de
factura improvizatorica.

Daca se asculta acest inceput musical, se creeaza
sentimental atmosferei unei seri de jazz cu un pianist
virtuoz, pentru care ca auditor ar fi necesitat deplasarea
la o sala de concert sau intr-un local de divertisment.
Intreg acest cadru ambiental poate fi creat virtual fie prin
imaginatie, fie apeland tot la tehnologia IT pentru a
transforma propriul dumneavoastra spatiu si a se imagina
pianistul care nu existd, pentru a trai un moment estetic
deosebit, in primul rand, fara a costa nimic si a nu face
nici un efort.

Intregul parcurs al lucrarii 80 after Max se desfasoara pe
acelasi traseu emotional artistic, cu fel de fel de momente
de contrast, de la cele mai rarefiate pana la cele mai
aglomerate si mai tehnice, pand la momente de
improvizatie de o virtuozitate adesea dincolo de limitele
umane.

Fig. Interfata grafica cu utilizatorul

IAC Intar i Algenirie Compoanion Mune Sofears o] 2004-2007 Agian Bocs

Fig. “Partitura” lucarii

Lingua franca desemna in limba latind o limba comuna
de comunicare, limba administratiei, a documentelor
oficiale in conditiile structurii multietnice a Imperiului
Roman. In limbajul contemporan, Lingua franca
reprezintd un limbaj utilizat sistematic pentru a face
posibila comunicarea 1intre oameni care Impartasesc
aceeasi limba de lucru (respectiv limbajul computerizat).
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Subsequently the musical discourse resumes, as if by
traditional repetition, the theme, together with its first
variation, nevertheless within an elaboration which
applies changes to both the theme and to the initial
variation by means of a long, quasi-improvisational
prolongation.

We can therefore say that we are dealing with a double
exposition which nevertheless displays a melodic-
rhythmic  evolution and an augmentation of
improvisational nature.

We are sure that you are already experiencing the
atmosphere of a jazz night with a virtuoso pianist for
which you have traveled to a concert hall or to an
entertainment club. You can create this entire space
virtually either by using your own imagination, or by
resorting to the IT technology in order to transform your
own room and to imagine the non-existent piano player,
to envisage first of all a special aesthetic moment without
any expense and effort.

The entire length of the piece 80 after Max develops
along the same emotional artistic path, with various
moments of contrast, ranging from utterly rarefied to
utterly agglomerated and technical ones and to moments
of improvisation underlying a virtuosity that often
exceeds human limits.

In order to convince you, we offer you the audition of
another minute or two from the end of the piece.

Fig. The graphical interface of the user
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Fig. “The score” of the piece

' Manoury, Philippe. 1998. La note et le son: Ecrits et
entretiens, 1981-1998, with a foreword by Danielle
Cohen-Lévinas. Musique et musicologie: Les dialogues.
Paris: L'Harmattan. ISBN 273846985X.
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CONCLUZII

Prin lucrarea sa 80 After Max, compozitorul Adrian
Borza demonstreazd pe de o parte marile oferte ale
tehnologiei IT pentru procesul de compozitie care include
automat §i interpretarea (sonorizarea) muzicala, iar pe de
alta parte, creand o muzica traditionala, ,umanizeaza”
produsul IT in sensul facilitarii apropierii publicului de
aceastd productie, dar largind, depasind totusi limitele
tehnice ale pianisticii umane.
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? Lingua franca designated in Latin a common language
of communication, the language of administration, of
official documents within the multi-ethnical structure of
the Roman Empire. In contemporary practice, Lingua
franca represents a language systematically used in order
to make communication possible between people who
share the same working language (the computerized
language in our case).
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