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ABSTRACT

The article explores the intersection between electronic
music and theatre starting from the show Six characters
in search of an author directed by Anca Bradu. Analysing
the theories of Roland Barthes and Glenn Gould, this
study discusses the influence of technology on music and
the concept of author. We investigate the concepts of
simulacrum and hyperreality in the context of Luigi
Pirandello’s play and the context of electronic music,
highlighting parallels between characters and the virtual
instruments. We detail the musical and theatrical aspects
of the show, including the performance of the actors and
the representation of the characters by means of musical
instruments. We also examine semiotic and linguistic
aspects, such as the wordplay and the text’s
deconstruction. On the whole, this article offers a
complete and detailed analysis of the interaction between
music, theatre, technology, and semiotics, stressing the
importance and the complexity of these connections.
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PRETEXT

Six characters in search of an author is one of Luigi
Pirandello’s best-known works. Written in 1921, it is a
modernist play regarded as one of the most influential
texts of the 20" century. Questioning the concepts of
truth, appearance, and artistic authority, the play
explores, in a metalinguistic key, the complexity of
reality and of human identity. Fiction and reality blend in
a drama which, as Pirandello explains in the preface to
the play, “does not manage to get presented” (Pirandello,
2008, 16) because the author is absent. Severed from any
narrative support, the six characters come into being
gradually in the stage space searching for their own
signification.

This article has at its core the music of the show
Six characters in search of an author directed by Anca
Bradu at the beginning of the year 2023 and staged at the
“Tomcsa Sandor” Theatre in Odorheiu Secuiesc.

The music of the performance started from several
general semiotic themes, such as: 1) the theme of
metalanguage and communication — which questions the
issue of the author — and of the open work — and
2) the theme of signs and signification — which questions
the issue of representation and of simulacrum.

REZUMAT

Articolul exploreaza intersectia dintre muzica electronicd
si teatru pornind de la spectacolul Sase personaje In
cautarea unui autor regizat de Anca Bradu. Analizand
teoriile lui Roland Barthes si Glenn Gould, acest studiu
problematizeaza influenta tehnologiei asupra muzicii si
conceptului de autor. Sunt investigate conceptele de
simulacru §i hiperrealitate in contextul piesei lui Luigi
Pirandello si in cel al muzicii electronice, evidentiind
paralele intre personaje i instrumentele virtuale. Se
detaliaza aspectele muzicale §i teatrale ale spectacolului,
inclusiv  interpretarea  actorilor i  reprezentarea
personajelor prin instrumente muzicale. Sunt examinate,
de asemenea, aspecte semiotice si lingvistice, cum ar fi
jocul de cuvinte si deconstructia textului. In ansamblu,
acest articol ofera o analiza complexa si detaliatd a
interactiunii  dintre muzicd, teatru, tehnologie si
semiotica, subliniind importanta si complexitatea acestor
conexiuni.

Cuvinte cheie

Muzica electronicd, teatru, tehnologie, instrumente
virtuale, simulacru, hiperrealitate, metalimbaj.

PRETEXT

Sase personaje in cautarea unui autor este una dintre
cele mai cunoscute lucrari ale lui Luigi Pirandello. Scrisa
in 1921, este o piesa de teatru modernista reprezentand
unul dintre cele mai influente texte ale secolului
al XX-lea. Punand sub semnul intrebarii conceptele de
adevar, aparenta si autoritate artisticd, piesa exploreaza in
cheie metalingvistici complexitatea realitatii si a
identitatii umane. Fictiunea si realitatea se amesteca
intr-o dramd care, dupa cum ne lamureste Pirandello in
prefata pieseli, ,,nu izbuteste sa se reprezinte” (Pirandello,
2008, 16) deoarece autorul lipseste. Desprinse de orice
suport narativ, cele sase personaje se infiripad gradual in
spatiul scenic cautandu-si propria semnificatie.

Acest articol are In centru muzica spectacolului Sase
personaje in cautarea unui autor regizat de Anca Bradu
la inceputul anului 2023 si montat la Teatrul ,,Tomcsa
Sandor” din Odorheiu Secuiesc.

Muzica spectacolului a pornit de la cateva teme semiotice
generale precum: 1) cea a metalimbajului si a
comunicarii — prin care este chestionatd problematica
autorului — si a operei deschise — si 2) cea a semnelor si a
semnificatiei — prin care este chestionatd problematica
reprezentarii si a simulacrului.
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HYPOTEXT

Reflecting on Glenn Gould as a precursor of
postmodernism, Jean-Jacques Nattiez asked himself
several questions about the path music was taking “in its
quality as language and communication system”, in the
context of its connection to the new technologies and the
new means of communication, which are in their turn
going through an accelerated evolutionary process
(Nattiez, 2007). Nattiez made some speculations at the
time about the future of music starting from several
“prophetic” statements of pianist Glenn Gould who, in
the 1980s, believed that the new communication
technologies would influence music in such a way that
year 2000 would be the death year of the concert
(Nattiez, 2007, 127). Gould opened at that time the path
of the performer-editor or even of the audience taking
part in the creative act, of the listeners who, due to the
electronic transmission channel of musical information —
a channel that thus allows for technical interventions in
the recorded material — become composers in their own
right (Page, 1989, 347).

From the perspective of communication theory, Glenn
Gould’s viewpoint stresses the performer as the second
sender, who has the total freedom to find “new manners
of performance that the composer himself could not have
envisioned”(Nattiez, 2007, 128) As a matter of fact, by
his own manner of performance, which excluded public
production, Gould preferred to withdraw and confine
himself in an intimate space more appropriate for the
process of recording and editing music pieces. It is
notorious that Glenn Gould performed for the last time in
a public concert on April 10, 1964, in his recital at
Wilshire Ebell Theatre in Los Angeles, and completely
gave up live performances after that date, replacing the
always unpredictable context of the stage with the
precision of the studio. Through that gesture, Glenn
Gould did not merely anticipate, but also supported the
death of the concert like another death of the author, in
which the musical text played in the intimacy of the
studio was freed from any exterior influences, especially
from those connected to the composer’s contextual area
which is culturally determined and consecrated by
tradition.

Coincidentally, Glenn Gould’s retreat from concert life
relatively  overlapped, chronologically, the first
publication of the essay The Death of the Author (1967),
an essay in which Roland Barthes heralded the
desacralization of the individualized, sacrosanct,
demiurgic image of the “Author”, an image that had
emerged with the advent of the Reformation, the French
rationalism, and the English empiricism. Starting from
the meaning of Stéphane Mallarmé’s entire poetics which
“supressed the author in favour of the writing” and
arriving at the surrealists, the desacralization caused the
concept of reader to be seen in a different light: “a text is
made of multiple writings, drawn from many cultures
and entering into mutual relations of dialogue, parody,
contestation, but there is one place where this
multiplicity is focused and that place is the reader, not,
as was hitherto said, the author. The reader is the space
on which all the quotations that make up a writing are
inscribed without any of them being lost; a text’s unity
lies not in its origin but in its destination. Yet this
destination cannot any longer be personal: the reader is
without history, biography, psychology; he is simply
that someone who holds together in a single field all the
traces by which the written text is constituted” (Barthes,
1977, 148).
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HIPOTEXT

Reflectand asupra lui Glenn Gould ca precursor al
postmodernismului, Jean-Jacques Nattiez 1si punea
cateva semne de Intrebare in legaturd cu directia spre care
se indrepta muzica ,,In calitatea sa de limbaj si sistem de
comunicare”, in contextul conexiunii acesteia la noile
tehnologii si la noile mijloace de comunicare, la randul
lor aflate intr-un accelerat proces evolutiv (Nattiez,
2007). Nattiez facea atunci anumite speculatii despre
viitorul muzicii pornind de la citeva afirmatii ,,profetice”
ale pianistului Glenn Gould care, prin anii optzeci, credea
ca noile tehnologii ale comunicarii vor influenta in asa
masurd muzica, incat anul 2000 va fi anul intocmirii
actului de deces al concertului (Nattiez, 2007, 127).
Gould deschidea atunci calea interpretului-editor sau
chiar a publicului participant la actul creativ, a
ascultatorului care, datorita canalului electronic de
transmisie a informatiei muzicale — canalul permitand
astfel interventii tehnice asupra materialului Inregistrat —
devine propriul sau compozitor (Page, 1989, 347).

Din punctul de vedere al teoriei comunicarii, perspectiva
lui Glenn Gould pune accentul pe interpret ca cea de a
doua instanta emitatoare, care are libertatea totala de a
gasi ,noi maniere de interpretare pe care chiar
compozitorul nu le-ar fi putut gandi” (Nattiez, 2007,
128). De altfel, prin maniera sa proprie interpretativa,
care excludea producerea publici, Gould prefera
retragerea si izolarea intr-un spatiu intim si propice
procesului de inregistrare si editare a pieselor. Este de
notorietate faptul cd Glenn Gould a aparut pentru ultima
datd intr-un concert public in 10 aprilie 1964, prin
recitalul sau de la Teatrul Wilshire Ebell din Los
Angeles, din acel moment renuntand complet Ia
performanta /ive, inlocuind contextul mereu imprevizibil
al scenei cu precizia studioului. Prin acel gest, Glenn
Gould nu doar anticipa, ci si sustinea moartea concertului
ca pe o altfel de moarte a autorului, in care textul
muzical interpretat in intimitatea studioul este eliberat de
orice influente exterioare, in special de cele legate de aria
contextuald a compozitorului determinatd cultural si
consacrata de traditie.

Coincidenta face ca retragerea lui Glenn Gould din viata
concertistica sa se suprapuna relativ cronologic cu prima
publicare a eseului Moartea autorului (1967), eseu in
care Roland Barthes semnala desacralizarea imaginii
individualizate, demiurgice, sacrosante a ,,Autorului”,
imagine construitd incepand cu Reforma, cu rationalismul
francez si cu empirismul englez. Incepand cu sensul
intregii poetici a lui Stéphane Mallarmé de ,,a suprima
autorul in favoarea scriiturii” si ajungand la suprarealisti,
desacralizarea a determinat revalorizarea conceptului de
cititor: ,un text este alcdtuit din scriituri multiple,
provenite din mai multe culturi si care intrd unele cu
altele in dialog, se parodiazd, se contestd; dar existd un
loc in care aceasta multiplicitate se unifica si acest loc nu
este autorul, cum s-a spus pand acum, este cititorul;
cititorul este chiar spatiul in care se inscriu, fard ca
vreunul sa se piarda, toate citatele din care este alcatuita o
scriiturd; unitatea unui text nu se afla in originea, ci in
destinatia lui, dar aceastd destinatie nu mai poate fi
personald; cititorul este un om fara istorie, fara biografie,
fara psihologie; este doar acest Cineva care tine laolalta
in acelasi camp toate urmele din care este alcatuit scrisul”
( Barthes, 1977, 148).



Like Roland Barthes, Glenn Gould questioned the
relationship between the position of the composer who
was removed from the pedestal of tradition and of the
performer liberated from prejudice: “I wonder why we
are so concerned with a pretended fidelity to the tradition
of the composer’s generation rather than to the
performer’s generation. Why make the effort of playing
Beethoven the way we suppose he might have played?”
(Nattiez, 2007, 128).

These intermingling multiple writings which Barthes
writes about coincide in music with the stylistic mixture
determined by the evolution of the new technologies, a
partially fulfilled prophecy of Gould’s, so that, at the
beginning of the 21 century, we are witnessing a
stylistic nebula, the main symptom of which is the
dynamiting and the dispersal of axiological landmarks in
a postindustrial world in which artworks have become
mere ‘“datastorage surfaces” (Bourriaud, 2007, 135)
meant for mp3 digital archiving and, through
reproduction, for common consumption.

According to Nicolas Bourriaud, we are experiencing a
full DJ culture. As early as the 1990s, with the
democratization of informatics and the advent of
sampling, this new cultural status dislocated from the
spotlight not only the consecrated model of the composer,
but also that of the instrumentalist, while the place of
these senders was taken by programmers and DJs. In this
new context, if we paraphrase Marshall McLuhan,
the message is the media, in other words, the new
technology has most of the times the tautological
shortcoming of self-reflection, a narcissistic form of
simulacrum which, as any hot form (McLuhan, 2007,
51-61) of the media, also involves seduction, inclusive
the seduction of the “author” no longer written with a
capital letter, an author who has been swallowed by the
message. As receiver of the message, the audience is also
seduced and saturated by the features of the channel that
comprises the technology which generates and broadcasts
the message, while they change the way they perceive the
new types of acoustic representation which, according to
McLuhan, belong to the category of hot media. On the
one hand, what is specific to a hot medium is the manner
in which it extends one single sense in “high definition”,
the “state of being well filled with data” (McLuhan,
2007, 51). For instance, we can easily notice — not only in
the case of pop concerts, but also of movie theatres,
theatrical ~performances, and symphonic concerts
removed from the conventional venue of the concert hall
and organized, following the model of pop concerts, in
arenas or public squares — how the way in which decibels
are exaggeratedly amplified has become a regular
practice specific to the new sender, a practice that agrees
to the new expectations of the large audience
oversaturated by decibels: on the street, in taxis, in
restaurants or bars.

Because of the way in which they simulate and
dissimulate reality, these new music technologies also
bring into discussion the problem of the concept of
simulacrum. In Jean Baudrillard’s view, the simulacrum
is a representation or a copy of reality which no longer
has an authentic or real original in its background
(Baudrillard, 2008). In other words, it is a simulation of
reality which becomes reality itself. The four
evolutionary stages of the signs towards the pure
simulacrum can also be encountered in the practice of
sampling.
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La fel ca Roland Barthes, Glenn Gould chestiona raportul
dintre pozitia compozitorului coborat de pe piedestalul
traditiei si cea a interpretului eliberat de prejudecati: ,,Ma
intreb de ce ne preocupam atat de o pretinsa fidelitate fata
de traditia generatiei compozitorului mai curand decét
fatd de cea a interpretului. Pentru ce efortul de a canta
Beethoven asa cum se presupune ca ar fi cantat?”
(Nattiez, 2007, 128).

Aceste scriituri multiple ce se intrepatrund, despre care
scrie Barthes, coincid In muzica cu amestecul stilistic
provocat de evolutia noilor tehnologii, profetie a lui
Gould, iata, partial implinitd, astfel ca, la inceput de
secol XXI, asistam la o nebuloasa stilistica al carei
simptom principal este dinamitarea si dispersarea
reperelor axiologice intr-o lume postindustriala in care
operele de artd au devenit niste ,,suprafete de stocare a
informatiilor” (Bourriaud, 2007, 135) destinate arhivarii
digitale de tip mp3 si, prin reproducere, consumului
comun.

Dupa Nicolas Bourriaud, ne aflam in plind cultura DJ.
Incepand incd din anii noudzeci, odatd cu democratizarea
informaticii si cu aparitia sampling-ului, acest nou status
cultural a deplasat in afara centrului de interes nu doar
modelul consacrat al compozitorul, ci si pe cel al
instrumentistul, locul acestor instante emitatoare fiind
luat de programatori si de DJ. In acest nou context,
parafrazandu-l pe Marshall McLuhan, mesajul este
media, cu alte cuvinte, noua tehnologie are de cele mai
multe ori neajunsul tautologic de a se auto-oglindi, o
forma narcisista de simulacru care, ca orice forma calda
(McLuhan, 2007, 51-61) de media, implica si seductia,
inclusiv a ,,autorului” scris cu minuscula, autor ce este
inghitit de mesaj. Ca receptor al mesajului, publicul este
de asemenea sedus si saturat de caracteristicile canalului
in care se gaseste tehnologia prin care este generat si
transmis mesajul, acesta schimbandu-si modul de a
percepe noile tipuri de reprezentare acustica care, dupa
McLuhan, se incadreaza in tipologia unor media fierbinti.
Pe de o parte, unui mediu fierbinte 1i este specific felul de
a amplifica un singur simt in ,,inalta definitie”, o ,,stare in
care esti complet saturat de date” (McLuhan, 2007, 51).
De exemplu, se poate observa cu usurintd — nu doar in
cazul concertelor pop, ci si in cel al cinematografelor, la
spectacolele de teatru sau la concertele simfonice scoase
din spatiul conventional al salii de concert si, dupa
modelul concertelor pop, organizate in arene sau piete
publice — cum maniera de amplificare exageratd a
decibelilor a devenit o practicd obisnuitad si specifica
noilor entitati emitdatoare, aceastd practica fiind in acord
cu noile expectante ale marelui public suprasaturat de
decibeli: pe strada, in taxiuri, In restaurante sau baruri.

Prin felul in care simuleazd si disimuleaza realitatea,
aceste noi tehnologii muzicale introduc in discutie si
problematica conceptului de simulacru. In conceptia lui
Jean Baudrillard, simulacrul semnifica o reprezentare sau
o copie a realitatii care nu mai are un original autentic sau
real in spatele sdu (Baudrillard, 2008). Cu alte cuvinte,
este vorba despre o simulare a realitdtii care devine ea
insasi realitate. Cele patru etape evolutive ale semnelor
spre simulacrul pur se regdsesc si in practica
sampling-ului.
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In a first stage, the sound samples of reality are extracted
by recording, and they are faithful copies of reality. Then
these copies are amplified and distorted, giving the false
impression that they represent reality faithfully, while in
the third stage the original becomes irrelevant.
Eventually, the fourth stage, the stage of the pure
simulacrum, dissolves any clear distinction between copy
and reality, opening the artificial universe of hyperreality.

HYPERTEXT

The composer’s temptation to find correspondences,
connections between the significant units proposed by
Pirandello in the play’s text and significant units
belonging to the grammar of musical language gave life
to a concept relying on the principle of opposition, a
principle that actually underlies the entire play. We can
thus distinguish the opposition between: a “play that has
neither acts, nor scenes” and the classical stage pattern,
then the disjunctive opposition between the characters
searching for an author and the actors of the theatre
company or the conjunctive oppositions within the
multiple planes: Mother — Father or Leading Man —
Leading Lady, etc. We witness a multiplicity of the
semantic axes achieved by opposition in a game similar
to the up-down opposition relationship. The two poles are
conjunct if we consider the fact that down and up, by
their opposition, build an axis of verticality which, in its
turn, stands in a relationship of disjunct polarity with
another semantic axis of horizontality.

This game of bipolarity, characteristic of the simulacrum,
has a musical correspondence in the inversed opposition
relationship: live music — electronic music. Extracted
from an imaginary universe, Pirandello’ characters bring
with them a form of reality which can no longer be
changed, because nothing exists behind this reality, they
are pure simulacra. In the show’s music, the characters
seem to be placed in an analogy with virtual instruments
(VSTs), opposed to the real instruments which, in their
turn, represent the real existence of the actors.
Nevertheless, like in a mirror which reverses and thus
falsifies reality, the actors are represented on stage by
means of virtual sounds, and the characters by means of
instruments (violin, accordion, piano, bass guitar),
handled during the show by four of the six actors.
The director Anca Bradu opted for the double mirroring
of the six characters in six actors, while this type of
arithmetic is maintained in the musical concept as well,
starting from the morphological level of the harmonic
structures which rely on the augmented triad, and
continuing with the syntactic level where these structures
are combined.
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Figure 1. The beginning of the show, excerpt from the
score, bars 1-11.

The beginning of the show illustrates the above-
mentioned compositional strategies (see Figure 1).
The virtual instruments are rendered by sampler
Kontakt 6 (Native Instruments, Plugin VST2). The first
3bars render a sample effect of flute attacks
104

Intr-o prima etapd, esantioanele sonore de realitate
(sample = esantion, mostra) sunt extrase prin Inregistrare,
ele fiind copii fidele ale realitatii. Apoi aceste copii sunt
amplificate sau distorsionate, dand falsa impresie ca ar
reprezenta fidel realitatea, pentru ca, In a treia etapa,
originalul sa devina irelevant. In fine, a patra etapi, cea a
simulacrului pur, dizolva orice distinctie clara intre copie
si  realitate, deschizdnd universul artificial al
hiperrealitatii.

HIPERTEXT

Tentatia compozitorului de a gési corespondente, legaturi
intre unitatile semnificative propuse de Pirandello in
textul piesei si unitati semnificative proprii gramaticii
limbajului muzical s-a materializat intr-un concept ce are
la baza principiul opozitiei, principiu ce se afla, de altfel,
la baza intregii piese. Distingem astfel opozitia dintre: o
»piesd care nu are nici acte, nici scene” si modelul scenic
clasic, apoi opozitia disjunctiva dintre personajele care
isi cautd un autor si actorii trupei de teatru sau opozitiile
conjunctive din cadrul multiplelor planuri: mama — tata
sau primul actor — prima actritd etc. Asistam la o
multiplicitate a axelor semantice realizate prin opozitie
intr-un joc similar relatiei de opozitie sus-jos. Cei doi poli
sunt conjuncti in ideea in care jos si sus, prin opozitia lor,
constituie o axa a verticalitatii care, la randul ei, se afla
intr-o relatie de polaritate disjunctd cu o altd axa
semantica a orizontalitatii.

Acest joc al bipolaritatii, propriu simulacrului, are
corespondenta muzicald in relatia de opozitie inversata:
muzicd live — muzicd electronicd. Extrase dintr-un
univers imaginar, personajele lui Pirandello aduc cu ele o
forma de realitate ce nu mai poate fi schimbata, deoarece
in spatele acestei realitati nu mai existd nimic, ele sunt
simulacre pure. In muzica spectacolului, personajele par
a fi puse in analogie cu instrumente virtuale (VST-uri), in
opozitie fatd de instrumentele reale care, la randul lor,
reprezinta existenta reald a actorilor. Cu toate acestea, ca
intr-o oglinda ce inverseaza si falsifica astfel realitatea,
actorii sunt reprezentati scenic sonor prin intermediul
sunetelor virtuale, iar personajele, prin intermediul
instrumentelor (vioara, acordeon, pian, chitard bas),
manipulate pe parcursul spectacolului de catre patru din
cei sase actori. Regizoarea Anca Bradu a optat pentru
dubla oglindire a celor sase personaje in sase actori,
acest tip de aritmetica fiind pastratd si in conceptia
muzicald, incepdnd de la nivelul morfologic al
structurilor armonice ce au la baza trisonul marit si
continudnd cu cel sintactic, al combinarii acestor
structuri.
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Figura 1. inceputul spectacolului, extras din partitura,
masurile 1-11.

Inceputul spectacolului ilustreazi aceste strategii
compozitionale amintite mai sus (vezi Figura 1).
Instrumentele virtuale sunt redate prin samplerul
Kontakt 6 (Native Instruments, Plugin VST2). Primele
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stereophonically dispersed in an aleatoric manner.
The Tremolo Scattered effect can be found in the Albion
Solstice sample collection created by the company
Spitfire Audio (see Figure 2).
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Figure 2. Image with the setting of Tremolo Scattered
sample effect in Kontakt 6.

From bar 4, another effect is overlapped over Tremolo
Scattered: FLG-F sample effect of natural flageolets in
ascending glissandos (see Figure 3).
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Figure 3. Image with the setting of FLG-S, Weddihen
Strings (High) sample effect from the collection
Metropolis Ark 2, from Orchestral Tools.

The textural sound aspect contributes to the elaboration
of a hyperreal soundscape, a simulacrum of the
complexity of the indeterminate natural space that
complements the minimalist piano attacks that start in
bar 6. The above-mentioned numerological
considerations have a structural role, bar 6 is not found
by accident, and the 6 repetitive attacks are motivated by
the arithmetic theme of the 6 characters (the Mother,
the Father, the Stepdaughter, the Son, the Boy, the Child)
and 6 actors (the Leading Lady, the Leading Man,
the Second Lady, L’ingénue, the Juvenile Lead,
the Assistant director). We can see how each plane
includes three masculine characters and three feminine
characters. A third plane depicts the opposition between
the Director and Madame Pace, the matron of the brothel
in which the Father incestuously meets his Stepdaughter,
an inextricable character that later joins the
six characters, disturbing in a ludic key the arithmetic
order of things. The three planes are represented
harmonically by the three layers relying on augmented
triads: 1) Bb-D-F#, 2) A-C#E#, 3) an incomplete layer in
bass the low register Eb-G of the Director and Madame
Pace.

This bizarre character — Madame Pace — to whom
Pirandello assigns no words, is nevertheless given the
opportunity to sing by Anca Bradu. Moreover, the part of
the feminine character in the play is assigned by her to a
travesti actor. His grotesque song, which mixes
Hungarian and Spanish, illustrating the image of a
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dispersate stereofonic intr-o maniera aleatoricd. Efectul
Tremolo Scattered se gaseste in colectia de sample-uri
Albion Solstice creat de compania Spitfire Audio (vezi
Figura 2).

Figura 2. Imagine cu setarea efectului sample-at
Tremolo Scattered in Kontakt 6.

Din masura 4, peste efectul Tremolo Scattered este
suprapus efectul FLG-F sample-at de flageolete naturale
in glissandi ascendente (vezi Figura 3).

-

Figura 3. Imagine cu setarea efectului FLG-S,
Weddihen Strings (High) din colectia Metropolis Ark 2,
de la Orchestral Tools.
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Aspectul sonor textural participd la plasmuirea unui
spatiu sonor hiperreal, un simulacru al complexitatii
naturalului  indeterminat, complementar atacurilor
minimaliste de pian ce 1incep din masura 6.
Considerentele numerologice amintite mai sus au un rol
structural, masura 6 nu este intdmplator gasita, iar cele
6 atacuri repetitive sunt motivate de tema aritmetica a
celor 6 personaje (Mama, Tata, Fiica vitregd, Baiatul,
Baietelul, Fetita) si a celor 6 actori (Prima actrita, Primul
actor, A doua actritd, Actrita tandra, Actorul tanar,
Regizorul asistent). latd, in fiecare plan apar cate trei
personaje masculine si cate trei personaje feminine. Un al
treilea plan este cel al opozitiei Director-Madama Pace,
matroana bordelului in care Tatal isi intdlneste in mod
incestuos Fiica vitregd, un personaj inextricabil ce se
alaturd mai tarziu celor sase personaje, tulburand in cheie
ludicd ordinea aritmeticd a lucrurilor. Cele trei planuri
sunt reprezentate armonic de cele trei straturi ce au la
baza trisonuri marite: 1) Sib-Re-Fa#, 2) La-Do#-Mi#,
3) un strat incomplet in bas Mib-Sol, cel al Directorului si
al Madamei Pace.

Acestui personaj bizar — Madama Pace - caruia
Pirandello nu {i atribuie nicio replicd, Anca Bradu ii ofera
insd posibilitatea de a canta. Mai mult, rolul personajului
feminin din piesd este distribuit de cétre regizoare unui
actor travesti. Cantecul grotesc al acestuia, ce amesteca
maghiara cu spaniola, ilustrdnd imaginea unui cabaret
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decadent cabaret, is in fact a variation of the
Stepdaughter Song.

En vano
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Figure 4. Madame Pace’s song, En vano, bars 10-13,
fragment from the score meant for live performance.

The Stepdaughter’s Song represents another example of a
simulacrum (see Figure 5). According to Pirandello’s
didascaly, the Stepdaughter should have “maliciously
sung Prends garde a Tchou-Tchin-Tchou by Dave
Stamper, set to fox-trot rhythm, or slow one-step by
Francis Salabert” (Pirandello, 2008, 36). This song was
replaced by a Hungarian song from the 1940s, “found”
on YouTube (in the manner of the ready-made objects)
and then transformed in terms of harmony that
accompanies the tango by adding the above-mentioned
structures of augmented triads’ structures. The choice
was influenced, of course, first of all by the fact that our
show was played in Odorheiu Secuiesc in Hungarian.
Though nowadays forgotten, this romance-tango called
Mindig az a perc a legszebb (“That minute is always the
most beautiful”) with lyrics by Mihaly Istvan and music
by Fényes Szabolcs seems to have been a great hit of the
time, sung by the famous Karady Katalin.

Mindig az a pere a legzsebb
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Figure 5. Stepdaughter’s Song, Mindig az a perc a
legszebb, bars 11-15, a fragment from the score meant
for live performance.

The entire endeavour connected to the choice of this song
is actually focused on the issue of the Author and of the
simulacrum that occults the original. Even if the
harmonic context, the orchestration, and the text are
transformed, an original still exists. The actors played
these two moments live, but the violinist is the only one
of the actors who has a music education, which
influenced the writing of the orchestration. In a
purposeful manner, each harmonic or melodic object was
created in isolation, similarly to the samples. The pianist
adopted those permutable harmonic structures, the actress
who played the accordion, as well as the guitar player, for
the first time, adopted those chromatic melodic
structures, so that this (premeditated) mirroring game
came to life already in the rehearsal stage, as each of the
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decadent, este de fapt o variatiune a Cdntecului Fetei
vitrege.
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Figura 4. Cintecul Madamei Pace, En vano,
masurile 10-13, fragment din partitura destinata
interpretarii live.

Cdntecul Fetei vitrege reprezinta un alt exemplu de
simulacru (vezi Figura 5). Dupa didascalia lui Pirandello,
Fata vitregd ar fi trebuit ,,s8 cante cu malitie Prends
garde a Tchou-Tchin-Tchou de Dave Stamper, pusd pe
ritm de fox-trot, sau one-step lent de Francis Salabert”
(Pirandello, 2008, 36). Acest cantec a fost inlocuit cu un
cantec maghiar din anii patruzeci, ,,gasit” pe YouTube (in
maniera obiectelor ready made) si apoi transformat la
nivelul armoniei ce acompaniaza tangoul prin addugarea
structurilor de trisonuri marite amintite mai sus. Alegerea
a fost influentata, desigur, in primul rand, de faptul ca
spectacolul nostru s-a jucat la Odorheiu Secuiesc in limba
maghiard. Uitatd azi, aceastd romanta-tangou cu titlul
Mindig az a perc a legszebb (,,intotdeauna acel minut e
cel mai frumos”) pe versurile lui Mihaly Istvan si muzica
lui Fényes Szabolcs se pare cd, in epocd, prin
interpretarea celebrei Karady Katalin, fusese un mare
slagar.

2 Mindig az a perc a legzsebb
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Figura 5. Cintecul Fetei vitrege, Mindig az a perc a
legszebb, masurile 11-15, fragment din partitura
destinata interpretarii live.

intreg demersul legat de alegerea acestui cintec este
centrat, de fapt, pe problematica Autorului si simulacrului
care oculteazd originalul. Chiar daca contextul armonic,
orchestratia si textul sunt transformate, inca mai exista un
original. Actorii au interpretat live aceste doud momente,
dintre actori doar violonistul avand studii muzicale, ceea
ce a influentat scriitura orchestratiei. In mod constient,
fiecare obiect armonic sau melodic a fost conceput izolat
in mod similar sample-urilor. Pianistul gi-a Insusit acele
structuri armonice permutabile, actrita care canta la
acordeon, la fel si basistul pentru prima datd, au Insusit
acele structuri melodice cromatice, incd din timpul
repetitiilor ndscandu-se acest joc (premeditat) al



actors’ instruments had its own electronic, virtual
version.

The technical specifications of the sampled version of
these instruments is depicted in Figure 6. The virtual
piano from Spitfire Audio, along with the bass guitar
from Ample Sound bring once again the minimalist
succession of augmented triads, which is as a matter of
fact the theme of the show. The Sicilian theme is played
by the solo violin (Spitfire Audio) and accompanied by
the accordion (Precisionsound) in mixtures of major
thirds — a projection of the augmented triad.
This accompaniment is doubled by sampled human voice
(Albion Solstice, Spitfire Audio) and harmonics effect in
the super-high register (Albion Tundra, Spitfire Audio).
The harp imitates the theme like an echo (Orchestral
Tools).

P
Grand P

Asghe B §

Figure 4. Sicilian Theme, bars 29-44, fragment from
the score played electronically by means of VSTs.

The Sicilian theme is a phantasma similar to the
characters. Whereas the Stepdaughter’s Song and
En vano still preserved some connection to an original,
this Sicilian Theme, contrary to its title, has no
connection whatsoever to Sicily, it is a pure phantasy of
the author of the show’s music, introduced here as a form
of simulacrum. It is an imagined Sicilian music that
accompanies the Stepdaughter’s monologue, which
ritually prepares the Child for death, an expressive image
that speaks metaphorically about the death of purity.

From what has been said so far, we can infer that the
characters’ plane is mingled with that of the actors, just
like the two sound universes, the acoustic and the
electronic one, are mingled in their turn. This third plane
of the intermingling, of impurity, in which reality and
phantasm are involved in a conflict, describes the
capacity of the language to unravel or to hide “the deceit
of mutual understanding irremediably founded on the
empty abstraction of the words” (Pirandello, 2008, 16).

Thus, it is worthwhile mentioning here the moment of the
Actors’ cabaret, in which the conventional verbal
language is transposed into a Dadaist form of expression.
Technically speaking, the moment is particularly
complex, involving a particular musical rhythmical
rigour, as well as a bodily coordination required by the
choreography (Malina Andrei).

The six actors are distributed in three pairs on the three
staffs (see Figure 7). The notes with the upward stems
represent the feminine characters, and the ones with
downward stems, the masculine ones. The attacks on
syllables are not sung, but uttered as lines, each line
having an intention in its background. In this way,
a dramatic situation is shaped in which monosyllabic
signifiers which, at first sight, seem to lack signification,
correspond to the signified intentions.

Tehnologii informatice si de comunicatie in domeniul muzical

oglindirii, instrumentele actorilor avand fiecare si o
versiune electronica, virtuala.

Versiunea sample-atd a acestor instrumente este
specificata tehnic In Figura 6. Pianul virtual de la Spitfire
Audio, alaturi de chitara bas de la Ample Sound, readuc
succesiunea minimalistd de trisonuri marite, de altfel
tema spectacolului. Tema siciliana este redata de vioara
solo (Spitfire Audio) si acompaniata de acordeon
(Precisionsound) in mixturi de terte mari — proiectie a
trisonului marit. Acest acompaniament este dublat prin
voce umana sample-ata (Albion Solstice, Spitfire Audio)
si efect de armonice in registrul super-acut (A4/bion
Tundra, Spitfire Audio). Harpa imitd tema precum un
ecou (Orchestral Tools).

armanice uenbed — by
e b o g i 2 B oo e
= ==

y T

Jecou

F= TEMA SICILIANA
2ty Dy e,

Figura 4. Tema siciliand, masurile 29-44, fragment din
partitura redata electronic prin intermediul
VST-urilor.

Tema siciliana este o fantasma similard personajelor.
Daca Cdntecul Fetei vitrege si En vano mai aveau
legatura cu un original, aceasta Tema siciliand, contrar
titlului, nu are nicio legaturd cu Sicilia, este o purd
fantezie a autorului muzicii spectacolului, introdusa aici
ca forma de simulacru. Este o muzica siciliana inchipuita,
ce Insoteste monologul Fetei vitrege, care pregateste
ritualic Fetita pentru moarte, o imagine expresiva ce
vorbeste metaforic despre moartea puritatii.

Din cele relatate pand acum, se poate deduce ca planul
personajelor este amestecat cu cel al actorilor, la fel cum
sunt amestecate si cele doud universuri sonore, acustic si
electronic. Acest al treilea plan, al intrepatrunderilor, al
impuritatii, in care realitatea si fantasma sunt implicate
intr-un conflict, descrie capacitatea limbajului de a
dezvalui sau de a ascunde, ,,minciuna Intelegerii de la om
la om decurgand inevitabil din goliciunea cuvantului
conventional” (Pirandello, 2008, 16).

Astfel, meritd amintit aici si momentul Cabaretului
actorilor, in care limbajul verbal conventional este
transpus intr-o forma dadaista de expresie. Din punct de
vedere tehnic, momentul este deosebit de complex,
implicdnd o deosebitd rigoare ritmica muzicala, cat si o
coordonare corporala impusd de coregrafie (Mailina
Andrei).

Cei sase actori sunt distribuiti in trei perechi pe cele trei
portative (vezi Figura 7). Notele cu stinghiile in sus
reprezintd personajele feminine, iar cele cu stinghiile in
jos, pe cele masculine. Atacurile pe silabe nu sunt
cantate, ci rostite precum niste replici, fiecare replica
avand in spate o intentie. In acest mod, se contureazi o
situatie dramatica in care intentiilor semnificate le
corespund niste semnificanti monosilabici ce, la prima
vedere, par a fi lipsiti de semnificatie.
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Figure 5. Actors’ cabaret, vocal score, first bars.

This constructivist semiotic game relies on the syllabic
deconstruction of some words from the Hungarian text,
where the words represent common objects of stage
decor or qualities thereof, such as: canapé (coach),
paravan (screen), asztalka (small table), iiveges (made of
glass), alacsony (small), boriték (envelope), sargapliiss
(yellow velvet), mahagoniasztalka (small mahogany
table).

CA [NA [PE U |VE |GES BO |RI [TEK

PA |RA | VAN A LA | CSONY SAR [ GA |PLUSS

Figure 6. Combinatorial syllabic tables.

The words are initially grouped within combinatorial
tables of 6 syllables each, like the one above, in a
symbolical connection with the six actors who, due to
intermingling, become the duplicates of the six
characters. Several phonetic samples (an allusion to the
sampled sounds) are extracted from a form of linguistic
reality. When they are recontextualized syntactically,
pragmatically, and semantically, they also become
simulacra.

POST-TEXT

This article has highlighted the fact that a theatrical
performance appears as a complex message, in which a
multitude of codes are interwoven: literary-dramatic,
visual-scenographic, choreographic, musical, etc. Each
code represents a type of language or a particular
semiotics connected to the formulated intentions of the
director, which in this case is the basis of Pirandello’s
play. The music of the show can be understood and
construed as a particular semiotics which, in agreement
with its own grammar, can pursue the same themes
envisioned by scenographer Malina Andrei, scenographer
Maria Miu, and director Anca Bradu, common themes
such as the metalinguistic search for identity and the
relationship between fiction and reality. The evolution of
music in the context of the new technologies and its
influence on the concept of author and performer is an
actual theme of thought worth debating from a critical
perspective as well.

The theories of Roland Barthes and Glenn Gould, which
bring up such ideas as the death of the author and the
death of the concert are confirmed by the horizons of the
DJ culture and the practice of sampling. Technology also
impacts today’s composers, who tend to express
themselves creatively in manners characteristic of DJs.
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Figura 5. Cabaretul actorilor, partitura vocali, primele
masuri.

Acest joc semiotic constructivist are la baza deconstructia
silabicd a unor cuvinte din textul maghiar, cuvintele
reprezentand obiecte scenice banale de decor sau calitati
ale acestora cum ar fi: canapé (canapea), pardvan
(paravan), asztalka (masutd), tiveges (din sticld), alacsony
(mic), boriték (plic), sargapliiss (plus galben),
mahagoniasztalka (masutd din mahon).

CA [NA [PE U |VE |GES BO |[RI |TEK

PA |RA | VAN A LA | CSONY SAR | GA |PLUSS

Figura 6. Careuri silabice combinatorii.

Cuvintele sunt grupate initial in careuri silabice
combinatorii din cate 6 silabe precum cel de mai sus,
intr-o conexiune simbolicd cu cei sase actori care, prin
amestec, devin duplicatele celor sase personaje. Niste
esantioane fonetice (aluzie la sunetele sample-ate) sunt
extrase dintr-o forma de realitate lingvistica.
Recontextualizate sintactic, pragmatic si semantic ele
devenind, de asemenea, simulacre.

POST-TEXT

Acest articol a evidentiat faptul cd un spectacol de teatru
se prezintd ca un mesaj complex, in care sunt impletite o
multitudine de coduri: literar-dramatic,  vizual-
scenografic, coregrafic, muzical etc. Fiecare cod
reprezintd un tip de limbaj sau o semiotica particulara
conectatd la intentiile regizorale formulate, in acest caz,
pe baza piesei lui Pirandello. Muzica spectacolului poate
fi inteleasa si conceputd ca o semioticd particulard care,
in acord cu propria gramatica, poate viza aceleasi teme pe
care le au in vedere atit scenografa Malina Andrei, cat si
scenografa Maria Miu sau regizoarea Anca Bradu, teme
comune precum cea a cautdrii metalingvistice a identitatii
si a raportului dintre fictiune si realitate. Evolutia muzicii
in contextul noilor tehnologii si influenta acesteia asupra
conceptului de autor si interpret este o tema de gandire
actuala care ar merita dezbatuta si din perspective critice.

Teoriile lui Roland Barthes si Glenn Gould, care aduc in
discutie idei precum moartea autorului sau moartea
concertului sunt confirmate de orizonturile culturii DJ si
de practica sampling-ului. Impactul tehnologiei se
manifestd si asupra compozitorului de azi, care are
tendinta de a se manifesta creativ asemenea unui DJ.



This is how the question comes to life whether behind the
musical message — which is the piece itself, as a
soundscape evolving in time and space — lies the
composer’s “voice”, or whether it is just the voice of the
“machine”, of the technology. Is the voice of the author a
simulacrum of the technology or does the technology
become a simulacrum of the author? Is the author

anywhere at all?

BIBLIOGRAFIE / REFERENCES

Tehnologii informatice si de comunicatie in domeniul muzical

Astfel se naste Intrebarea dacd in spatele mesajului
muzical — care este lucrarea in sine, ca imagine sonora
desfasurata 1n timp si spatiu — este ,vocea”
compozitorului sau, oare, este doar vocea ,,masinii”, a
tehnologiei. Vocea autorului este un simulacru al
tehnologiei sau tehnologia devine un simulacru al
autorului? Unde mai este autorul?
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