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Santrauka

Klaidos estetika ir atsitiktinumas muzikoje, ypac elektroningje, visados buvo labai aktualios ir idéjy
kupinos sferos. Elektroninés muzikos ausroje, stipriai iSsiplétus garsy ir kompozicijy kiirybos biidams
ir metodams, klaidos ir atsitiktinumai tapo vienu is labiau unikaliy aspekty kuriuos buvo galima jterpti
1 muzikos kiirinius. Sie aspektai, neretai atrodo gimdavo vienas i kito, pavyzdziui, d¢l kodo klaidos,
skaiCiy generatorius atiduoty mums netikétas, atrodo atsitiktines skaitines vertes, arba atsitiktinis
vélinimo efekto vertés pakitimas sukuria ritminés melodijos partijas. Sio darbo tikslas yra biitent toks
— iStirti ar egzistuoja rySys tarp klaidos estetikos ir indeterminizmo, filosofinés Sakos pagristos
atsitiktinumu ir désningumo nebuvimu, bei, jei toks rySys egzistuoja, apibrézti jj.

Siam ry$iui idtirti pirmiausia darbe yra tiriama klaidos estetikos sferai biidinga muzika ir jos kiirybos
metodai. Tam pasiekti pirmiausia yra analizuojamas Kimo Cascone straipsnis - ,,The Aesthetics of
Failure: ,,Post-Digital” Tendencies in Contemporary Computer Music*, kur klaidos estetika galéjo
biiti paminétg pirmajj karta, ir jame randami klaidos estetikos muzikai buidingi bruozai. Sekanti darbo
dalis — indeterminizmo muzikoje apzvalga. Sioje darbo dalyje apzvelgiami atskiri muzikiniai Zanrai,
kurie yra grindziami atsitiktinumu, bei analizuojame klaidos estetikos analizéje apzvelgtus kiirinius
per indeterminizmo prizme. Galiausiai, pasitelkus Siy dviejy savoky apzvalgas, bei pokalbiais su
Kimu Cascone ir Markus Popp, muzikinio projekto ,,Oval* kompozitoriumi, yra ieSkoma rysio tarp
klaidos estetikos ir indeterminizmo muzikoje.

Klaida, kaip buvo pastebéta analizés pabaigoje, néra koks nors reiSkinys ar procesas, taiau miisy
lukesCiy neiSsipildymas. Pati klaida yra rezultatas, kuris visy pirma yra netikétas, kitaip tariant
atsitiktinis — netelpantis ] tikimysi rezultaty ribas, bei néra ketinamas, kadangi jei gauta rezultatg
pasiekti buvo ketinta, tai jau bus nebe klaida, o teisingas proceso veikimas.

Siam ry$iui pavaizduoti buvo sukurtas algoritminés muzikos kirinys, paremtas klaidos estetikai
budingais garsy Saltiniais, aleatorinei muzikai biidingiems atsitiktinumo faktoriais, ir galiausiai, $iy
elementy veikimo vienu metu sukelti netikéti ir nesiekti rezultatai. Kiarinio idéja — nuolat
besikei¢iancios ir augancios vertes, bei jos kiirinio valdymo sukeltas skambesys. Kiiriniu kurti buvo
pasitelkta ,,Cycling’74 MAX* programin¢ jranga, kuria naudojantis ir buvo sukurtas algoritmas
kuriantis ir grojantis minétg kiirinj.
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Summary

The aesthetics of failure and randomness in music, especially electronic music, have always been
very relevant and full of ideas. At the dawn of electronic music, with the vast expansion of ways and
methods of creating sounds and compositions, errors and accidents became one of the more unique
aspects that could be incorporated into musical works. These aspects often seemed to be born out of
each other, for example, an error in the code would cause the number generator to give us unexpected,
seemingly random numerical values, or a random change in the value of the delay effect would create
rhythmic melodic parts. The aim of this paper is precisely to investigate whether there is a link
between the aesthetics of failure and indeterminism, a philosophical branch based on randomness and
the absence of regularity, and, if there is such a link, to define it.

In order to investigate this link, this work first examines the music and creative methods of the
aesthetics of failure. To do this, the first article analyzed is Kim Cascone's "The Aesthetics of Failure:
'Post-Digital’ Tendencies in Contemporary Computer Music”, where the aesthetics of error may have
been mentioned for the first time, and where the attributes of the music of the aesthetics of failure can
be found. The next part of the paper is an overview of indeterminism in music. This part of the thesis
looks at individual musical genres that are based on chance, and analyses the works covered in the
analysis of the aesthetics of failure through the prism of indeterminism. Finally, the relationship
between the aesthetics of error and indeterminism in music is explored through reviews of these two
approaches and interviews with Kim Cascone and Markus Popp, composer of the musical project
,,Oval «.

As noted at the end of the analysis, failure is not a phenomenon or a process, but a failure to meet our
expectations. The error itself is a result that is first of all unexpected, that is to say, accidental - it does
not fit within the boundaries of the expected results, as well as it is not intended, because if the result
is intended, it will no longer be a failure, but the correct functioning of the process.

To illustrate this relationship, a piece of algorithmic music has been created based on the sound
sources inherent in the aesthetics of error, the randomness inherent in aleatoric music, and finally the
unexpected and unintended results produced by the simultaneous operation of these elements. The
idea of the work is the sound caused by the constantly changing and growing value, and its control of
the work. The Cycling'74 MAX software was used to create the work, and the algorithm used to
create and play the work was developed.
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Santrumpy ir terminy sarasas
Santrumpos:
Doc. — docentas;
Dr. —daktaras;
Angl. — angliskai;
Liet. — lietuviskai;
DI — dirbtinis intelektas;
LKZ — lietuviy kalbos Zodynas
Terminai:
Semplas — Garso jrasas, iStrauka arba fragmentas naudojamas kaip garso Saltinis.
Sempleris — prietaisas skirtas semply jraSymui ir atkGirimui.

Sekvenceris — aparatiné arba programiné jranga skirta elektroniniy muzikos instrumenty valdymo
seky raSymui ir atkairimui (Pejrolo, 2011, p. 173).

Ambientiné muzika — muzikos Zanras labiau susitelkiantis j kiirinio tong ir atmosferg, nei j tradicinés
muzikos ritmg ir strukttirg (Prendergast, 2003).

Ekvalaizeris — aparatinis arba programinis prietaisas skirtas valdyti atskiry garso jraso daznio riby
garso lygj (Strong, 2005, p. 25).

Multivibratorius — elektriné grandiné skirta generuoti sta¢iakampés formos virpesius, kurie gaunami
grandinei sugeneruojant daug jvairaus daznio ir amplitudés sinusiniy signaly. (Rao, 2006, p. 268)

Mikrofonika — garso signalas sukeliamas kabelyje, kai Sis yra veikiamas mechaniniy vibracijy (Korn
ir Korn, 1956, p. 157).

Granuliné sintezé — garso kiirimo ir sintezés metodas, paremtas labai trumpy semplo daliy
(mikrogarsy) monofoniniu arba polifoniniu atkiirimu. Granulinés sintezés jkiir¢jas buvo lannis
Xenakis (Xenakis, 1992), o kompiuteriuose pirmasis jg realizavo Curtis Roads (Roads, 1996).

Mikrogarsas — garso jrasas,a rba jo dalis, turintis labai maza trukme - mazdaug nuo vienos
milisekundés, iki deSimtosios sekundés (Roads, 2004).

Dodekafoniné muzika — muzika, kuriai biidingas vienodas visy dvylikos chromatinei skalei
priklausanciy naty panaudojimas kompozicijoje (Perle, 1996).

Estetika - Estetika neturi vieno, visuotinai priimto apibrézimo, ir skirtingy filosofiniy mokykly
pasiiilymai §ia tema skiriasi. Patys populiariausi apibrézimai estetikg sieja su groziu. Grozis
pasireiSkia gamtoje ir mene, tod¢l paprascCiausia estetikg apibrézti kaip moksla, tyrinéjant; gamtos ir
meno grozj arba (gamtos) grozj ir meng (Klivis, 2009, p. 9).



Glitcho muzika — muzikos Zanras pasizymintis tikslingu garso sistemy klaidy ir artefakty — ,,glicy*
naudojimu. Siame muzikos Zanre gli¢ai, pagal teoretike Rosg Menkman — tai tikétino ar jprasto
informacijos tekéjimo komunikacijy sistemoje sutrikimas (Menkman, 2011 ).



Ivadas

Klaidos — tai neatskiriama misy visatos dalis. Klaida, nuo jauny dieny mums apsakoma, kaip
neigiama sgvoka, ir nesunku suprasti kodél. Anot lietuviy kalbos zodyno, klaida yra ,,nesgmoningas
nukrypimas nuo taisyklés, nuo tiesos (LKZ, 2023), o misy gyvenimai, kaip ir misy pasaulio
supratimas yra pagristi jvairiomis misy sukurtomis taisyklémis ir tiesomis — jvairis fizikos désniai,
visuomenés normos, jstatymai ir t.t. Tad niekam nebtity nuostabu, kai kieno nors veiksmai ar kokie

fw v —

pasaulio suvokimui.

Taciau labai svarbu suvokti ir tai, kad neretai minétos tiesos ar taisyklés yra netyCinio pastebéjimo
arba klaidos rezultatas. Dr. Aleksandras Flemingas, tirdamas stafilokoko bakterijas, pries iSvykstant
atostogauti, vieng i§ bakterijy meéginiy netyCia paliko atvirag. Sugrjzgs, jis pamaté melsvai zalig
grybelio kolonija, jo pirmine nuomone, uzterSusig méginj (Lalchhandama 2020). Taciau pazvelges |
viskg 1§ arCiau, jis pasteb¢jo, kad ligos bakterijos nesidaugino Salia grybelio, kas reiské jog grybelis
sunaikino minétas bakterijas. Sios netikétos klaidos déka, buvo atrastas ir sukurtas penicilinas —
vienas placiausiai naudojamy antibiotiky, kuris, manoma, nuo 1942-yjy mety leido iSgelbéti apie du
Simtus milijony gyvybiy. Dar viena garsi ir netikéta klaida pasitaiké ir inzinieriui Wilsonui
Geatbatchui, kuomet sickdamas sukurti prietaisg skirtag matuoti ir sekti Sirdies ritmg, savo prietaise
panaudojo ne to dydzio rezistoriy, ko pasekoje jis pastebéjo, kad jo prietaisas sukurdavo
besikartojancius elektrinius impulsus, kurie galéjo atkartoti Sirdies ritmg — taip duodami pamatus
Sirdies stimuliatoriui (Hardy, 2021).

Muzikos pasaulis, taip pat néra iSimtis klaidos ar netikétumo ,,perliukams®. 1961-aisiais metais,
Glenas Snoddis, garso inzinierius ir jraSy studijos Nesvilyje savininkas, kartu su kantri muzikos
daininiku Marty Robbinsu jrasin¢jo daing ,,.Don‘t Worry. Atéjus laikui jraSinéti instrumentine dalj,
baritoninés gitaros garsas pradéjo skambéti iskraipytai. Dainininko ir jo prodiuserio jtikintas Snoddis
sutiko nejrasinéti sesijos per naujo. Kai daina tais paciais metais neiSvengiamai pasieké muzikos
sarasy topus, ir netgi peréjo 1 pop muzikos sarasus, ir tai reiske, kad tuometiniai muzikos atlikéjai,
tarp kuriy buvo net ir garsioji Nencé Sinatra, noréjo suzinoti kokia Sio garso paslaptis. Viskas slypéjo
staiga sugedusiame miksavimo konsolés transformatoriuje (Garcia-Navarro, Wharton, 2018).
Daugelio praSymu, siekdamas atkurti §j garsa, Snoddis, kartu su WSN radijo inZinieriumi, sukiiré
prietaisg gebantj atkurti §j nauja garso efektg. Kai prietaisas buvo parduotas ,,Gibson*, 1962-aisiais
metais prietaisas buvo komercializuotas ,,Maestro FZ-1 Fuzz-Tone* vardu, kg puikiai galime iSgirsti
viename ikoniskiausiy roko muzikos kiriniy, Rolling Stones grupés hite ,(I Can't Get No)
Satisfaction*(Wyman, 2002, p. 187).

Dar vienas, turbiit visiems elektroniniy instrumenty mégéjams Zinomas, Leonas Tereminas, rusy
mokslininkas, savo zymg istorijoje paliko netikéto pastebéjimo metu. 1920-aisiais metais, dirbdamas
su nauju savo iSradimu — radijo bangomis ir aplinkos jutikliais pagristu dujy savybiy stebéjimo
aparatu, jis pasteb¢jo, kad prietaisas pradédavo skleisti drebantj tong, kurj jis galé¢jo manipuliuoti su
savo rankos judesiais. Pats bidamas violoncelistu, Tereminas pamaté §io atradimo galimybes, taip
véliau sukurdamas pirmajj elektroninj instrumentg (McGreevy, 2020).

Galima pastebéti, kad klaida, arba netikétas pastebéjimas, gali tapti naujy taisykliy ar tiesy sukiirimo
pradzia. Ir 1§ tiesy, klaida, tartum savotiskas filtras, neretai leidZia Zzmogui suprasti pasaul} aplink
save. AmerikieCiy romanistas, Kolsonas Vaithedas, savo novel¢je ,,The Intuitionist™ rasé: ,,Biitent
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klaida veda evoliucijg; tobulumas neapsiiilo jokios paskatos judéjimui j priekj*. Ir Stai muzikos atveju,
Sios klaidos sukiiré naujus poziiirius j grozj, bei naujus estetikos supratimus. Taciau anks¢iau minétus
per klaidg jvykusius atradimus sieja dar vienas bendras bruozas — visos klaidos buvo netikétos, arba,
tarytum atsitiktinés. Taigi pradeda kilti klausimas — ar tik nety¢in¢ klaida gali virsti evoliuciniu
progresu? I$ vienos pusés, tos pacios klaidos kartojimas, laikomas negebéjimu mokytis arba net ir
beprotyste, kas prieStarauty zmogaus judéjimui j priekj. Svarbu nepamirsti ir ty¢ia padarytos klaidos
atveju. Zvelgiant i$ kitos pusés, neretai sakoma, kad darant klaidas yra vienas geriausiy biidy mokytis,
nesvarbu jos ty€inés ar ne. Biitent i$ Siy klausimy ir kyla pagrindinis Sio darbo klausimas — ar klaidy
sukurtos taisykles ir tiesos, bei dél jy kitusios estetikos supratimai turi tarpusavio jtakg daranciy rysiy
su tuo kiek netikéti, arba atsitiktiniai jie gali buti.

Problema — Koks rysys sieja klaidos estetikg su indeterminizmu?
Tyrimo objektas — indeterminizmas ir klaidos estetika.

Projekto tikslas — Isgryninti klaidos estetikos ir indeterminizmo sgvokas ir sukurti kiirinj paremtg jy
bruozais.

Projekto uzdaviniai:

1. Apzvelgti klaidos estetikos muzika sudarancius bruozus.

2. ISanalizuoti kas yra indeterminizmas, kokios jo iSraiSkos muzikoje, bei juo paremtus muzikos
Zanrus.

3. Aptarti kokie rysiai sieja klaidos estetikg ir indeterminizma.

4. Palyginti klaidos estetikai bei indeterminizmui biidingus meno kirinius (kiiriniai bus
detalizuojami).

5. Sukurti elektroninés muzikos kiirinj remiantis klaidos estetikos ir indeterminizmo muzikos
bruozais, bei pavaizduojantj ry$j tarp jy.

Tyrimo metodai:

e Moksliniy ir internetiniy informacijos Saltiniy analize.
e Meniniy projekty ir kiiriniy analizé
e Interviu su Kim Cascone ir Marcus Popp..

Projekto struktira.
Magistro darba sudaro santrauka, jvadas, teoriné dalis, tiriamoji dalis, kiirinio apzvalga , i§vados,

literatiiros sarasas ir priedai. Darbo apimtis - 35 puslapiai.
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1. Teoriniai klaidos estetikos ir indeterminizmo aspektai
1.1. Klaidos estetika

Klaidos estetika, kaip terming, apibrézé italy kilmés amerikie¢iy kompozitorius — Kim Cascone savo
straipsnyje ,,The Aesthetics of Failure: ,,Post-Digital” Tendencies in Contemporary Computer
Music®, 2000-yjy mety gruodj publikuotame ,,Computer Music Journal* Zurnale. Savo straipsnyje,
Cascone pabrézia Sios estetikos iSkilimo priezastj: ,,Po-skaitmeniné* estetika iSsivysté kaip
jtraukiancios, skaitmeniniy technologijy perpildytos darbo aplinkos rezultatas: kompiuteriy
ventiliatoriy zvimbimas, lazeriniy spausdintuvy dokumenty plakimas, vartotojy-sasajy sonifikacija ir
prislopinti kietyjy disky triuksmai (Cascone, 2000, p.12-13). Taciau $ie triuk§mai, i$ saves, néra
anksc¢iau minétos estetikos instrumentai, bet jy ,,klaidos®, kilusios i§ skaitmeniniy sistemy yra tai kas
sukuria ,,Po-skaitmeninés* estetikos muzika.

1.1.1. Klaidos estetikos muzikiniai aspektai. Istorinis kontekstas.

Klaidos estetikos garso eksperimentuotojai sieckdavo i$Saukti anks¢iau apibréztas klaidas,
naudodamiesi jomis sukurti naujas kompozicijas. Eksperimentuojant su klaidy isSaukty garsy
atradimu, svarbu prisiminti, kad eksperimentas, gali ir nepavykti — kartais gauti garsai gali bati labai
nemaloniis. Taciau kartais, jie gali sukurti nuostabias garso jiiras. Vieni tokiy eksperimentuotojy,
1991-aisiais metais sukurta grupé ,,Oval®, glitch muzikos Zanro pionieriai, flomasteriais piesdavo ant
kompaktiniy ploksteliy, tada juos grodavo ir semplindavo, taip gaudami Siek tiek atsitiktinés tvarkos
ritmiSkus garsus(Cooper, tikrinta 2023.). Kartu su naujai atrastais garsais, Oval sujungdavo juos su
retomis melodijomis gaudavo keistai muzikalius, bei kartais keistus kiirinius. 1994-yjy mety, tuo
metu dar trijulés albume ,,Systemich®, taikliai pavadintas kirinys ,,Compact Disc* yra puikus to
pavyzdys. Viso kiirinio metu girdimas ritminis spragsé¢jimas Soka aplink ambientines melodijas,
kurios kartais pakei¢iamos tamsiomis bosinémis linijom arba statiniu triuk§mu (Bjorn, 2013) (bei
gale, dviem labai trumpais, taCiau garsiais balto triuk§mo ,,spragtel¢jimais®). Kirinyje taip pat
netriiksta ir bosinés linijos iSkraipymy (angl. Overdrive), kas irgi vertéty nepamirsti, gali biti
laikomas klaida.

Moderniy garso apdorojimo jrenginiy ar jrankiy, ypa¢ skaitmeniniy atsiradimas, leido
kompozitoriams, bei garso eksperimentuotojams daug detaliau analizuoti ir ,,prisiartinti, bei izoliuoti
minéty klaidy fragmentus ,,uzkastus po suvokimo slenksc¢iu®. Dabartiniy garso semply grotuvai, gali
leisti pasirinkti norimo semplo dalj iki mikrosekundziy tikslumo (Ableton Standart 11, instrumento
»dimpler® skalgje). Vienas populiaresniy sempleriy ,,pasirodymy®, yra grupés ,,Swedish House
Mafia“ kiirinyje ,,One®. Kirinio leitmotyvas yra sempleriu kartojamas bosinis biignas, kei¢iamas jo
tonas, trukme, iki kol jis virsta visiSkai kitu garsu — kirinio bosine linija. Vieno i§ grupés nariy,
»Axwell Zodziais — ,,bosiné linija ir yra bosinis biignas* (MusicRadar Tech, 2011).

Anksciau minéti jrankiai, elektroninés muzikos sferoje atvéré vos ne begale naujy galimybiy ir
techniky, galimy naudoti kompozicijose. AmerikieCiy kompozitorius, autorius ir programuotojas,
Curtis Roads, savo knygoje ,,Composing Electronic Music: A New Aesthetic” apibrézdamas
elektronings ir tradicinés muzikos skirtumus teigia, jog ,,Elektroniné muzika atveria muzikos valdas
1§ uzdary, homogeniniy naty seky, i neribota heterogeniniy garso objekty visata. Elektroninés
muzikos tévu laikomas Edgar Varése §j atvérima vadino garso islaisvinimu*. Roads pratgsia mintj
teigdamas jog heterogeniskume dvi natos su tais paciais parametrais gali neskambéti vienodai, dar
pridurdamas apie galimyb¢ sukurti garsy objektams laiku kintan¢ig morfologija arba jy unikaluma
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mikrogarsy erdvéje (Roads, 2015, p. 21). Tokie, heterogeniski garso objektai suteikia natoms
papildomus parametrus, ir natos, kuriy parametrai ir skambesys atrodé¢ panasiis arba identiski
tradicine prasme, elektronin¢je muzikoje jgyja skirtumy kurie gali egzistuoti tik Sioje erdvéje.

Atsizvelgus 1 Siuos pavyzdzius galima pamatyti, kad Zmonéms priimant naujas technologijas, ir
pleciantis jy galimybémis, nusizengti anksciau nusistovéjusioms tiesoms ir taisykléms, kitaip tariant,
kurti i3 klaidos, tampa ne tik lengviau, bet ir ,Zirint i§ vienos pusés, tai tampa bitinybe. Zmogus i$
prigimties yra smalsi biitybé, tad iy neriboty naujy galimybiy prieSakyje, mums yra visi§kai natiiralu
noréti pamatyti kuo daugiau to, ka slepia Sios beribés, kai kada dar ir nematytos erdvés.

1.1.2. Pirmas planas ir fonas erdvéje

Ankstyvuoju 20-ojo amziaus laikotarpiu, pasaulio kraStovaizdziui tampant vis labiau industriniu,
meno kiiréjai buvo priversti savo démesj pradéti telkti ne tik j klausytojui ar zitirovui norimus parodyti
konkreéius objektus, bet ir j tuos objektus supantj ,,fona“. Sis fonas buvo pilnas naujos informacijos
ir duomeny, miisy artimoje aplinkoje démesj traukianciy objekty déka paslepiamy miisy jutiminéje
»aklojoje zonoje* — informacijos ir duomeny kuriuose slypi dar nematyti pasauliai (Cascone, 2000,
p. 13-14).

Net ir klausant simfoninio orkestro, mes suprantame, kad miisy démesys turi biiti nukreiptas j atlikéjy
instrumenty skleidziamas natas, dirigento judesius, paciy atlikéjy aprangas ir sinchroniskus judesius.
Taciau lengva pamirsti, kad visa tai vyksta erdvéje, kuri, jei jsiklausytuméme, prideda papildoma
sluoksnj garso, suteikian¢io kompozicijoms naujumo. Sio fono isryskinimo sieké 20-o amZiaus
pradzios italy futurizmo jud¢jimas, ko priekyje buvo tapytojas ir kompozitorius, Luigi Russolo.

Futuristams industrinis gyvenimas buvo tarsi simfonija 1§ saves. Tai galime pamatyti Russolo,
Siuolaikinés ,,po-skaitmeninés* muzikos pradininko manifeste ,,The Art of Noise*, kuriame jis teige,
kad triuk§mas mus lydi kiekvienoje miisy gyvenimo akimirkoje, o triuk§mas, Siandien triumfuoja
pries Zzmogaus supratingumag (Rusollo, 1913). Rusollo ir jo sukurtos triuk§ma generuojancios masinos
— intonatoriai - ko gero pirmg kartg istorijoje klausytojo démesj priverté susitelkti ne tik j garsinius
objektus, bet ir ] juos supantj fong.

1 pav. Luigis Russolo, 1913-aisiais su savo mechaniniu orkestru. (Saltinis: ,, The Art of Noises®).
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Kas ankséiau buty buve laikoma tiesiog triukSmu, dabar tapo atskiru instrumentu, su savo paties
unikaliomis naty sekomis, garso parametrais ir vieta bendroje kompozicijos erdvéje. Luigi Russolo,
dirbdamas kartu su savo broliu, futurizmo kompozitoriumi Antonio Rusollo, sukiiré¢ du jrasus kiiriniy

su triukSmo intonatoriais — ,,Corale* ir ,,Serenata“. Tai yra vieninteliai i§lik¢ Russolo jrasai, tradicing
orkestring muzika priesinantys su triukmo maginomis(Albright, 2004, p 174). Sie jra3ai ne tik sukiré
nauja harmonijg tarp tradicinés ir Siuolaikinés muzikos, bet ir buvo patiesé kelig triukSmo muzikos
pradziai.

Russolo déka fonas tapo ne tik negirdima erdve pagrindiniam garso objektui egzistuoti, taciau 1952-
aisiais metais, John Cage naujosi kompozicija ,,4'33"“ fong paverté¢ pagrindiniu garso objektu.
Kompozicija, i§ pirmo zvilgsnio atrodo nesudétinga — tai téra keturios minutés ir trisdeSimt trys
sekundés tylos, taciau biitent Sioje tyloje klausytojas tampa priverstas klausyti to kas vyskta fone:
Zzmoniy kvépavimas, kédziy ir grindy girgzdéjimas, $viesy zvimbimas — visa tai tampa kompozicijos
garso objektais. Kompozitoriy jkvépé Robert Rauchenberg baltieji paveikslai, sujungiantys
netikétuma ir minimalizma, ir Cage pamaté galimybe iSlaikyti tempg kartu su paveikslais ir pastumti
uzgniauztas muzikos erdves ] priekj (Cascone, 2000, p. 14).

John Cage kompozicija ne tik perkélé miisy démesj j tai kas vyksta aplink mus, bet ir verté apmastyti
kas 1§ tikro yra tyla. Pasak kompozitoriaus, toks dalykas kaip tyla ne egzistuoja, o miisy jutiminis
suvokimas atsiranda tik atsizvelgiant | miisy biologiniy sistemy foninj triuk§ma. Net ir beaidziamae
kambaryje, iSoriniy garsy nuslopimas mus pradeda versti girdéti, kas vyksta miisy organizme, taip
isitikinant, kad mes 1S tiesy niekada negalime pasiekti tylos.

Futuristy judéjimo ir John Cage darbo rezultaty déka, bei naujy technologijy sukurtomis naujomis
garsiniy objekty kiirimo ir moduliavimo galimybémis, kaip tie garsai iSsidésto erdvéje tapo nauja
papildoma elektroninés muzikos kompozitoriy uzduotimi. Pasak Curtis Roads “garso erdvizavimas
evoliucionavo ] neatsiejamg kompozicijos dalj. Naujy, labiau elektroninés prigimties garsy
parametry gausos déka, tam tikras sukurtas garsinis objektas i§ saves gali uzimti tam tikras erdvés
dalis, arba netgi sukurti virtualias erdves ir aplinkas (Roads, 2015, p. 29).

1.1.3. Technologiniai jrankiai ir jy jtaka klaidos estetikai

Dvidesimtojo amziaus gale, garso technologijoms darantis labiau pazangioms ir prieinamoms,
elektroninés muzikos kompozicijoms galimy panaudoti jrankiy ir techniky kiekis leido i$ tiesy pajusti
kokios beribés yra jos galimybés. Kita vertus, technika, programos ir kiti jrankiai, kaip ir Zzmonés,
néra apsaugoti nuo galimos klaidos. Nesvarbu dél Zmogisky, ar techniniy klaidy, aparatira ar
programiné jranga gali susidurti su klaida ir arba nustoti veikti, arba pradéti veikti kitaip nei turéty.

Sios klaidos, aisku, nusizengia aparatiiros ir programiniy jrangy tiesomis ir taisyklémis, kas ir yra
pagrindinis juos apibiidinantis bruozas. Kurdami $ias technologijas inZinieriai sujungia komponentus
zinodami kaip elektra judés pagal elektrai biidingus fizikos désnius, kuria programy algoritmus —
logines veiksmy sekas kurios nusako kaip jos veiks. Tad nusizengimas Sioms taisykléms gali atrodyti
kaip nelogiSkas, arba neteisingas aparatiiros ar programos veikimas. Taciau, kaip jau buvo apZvelgta
ankstesniuose skyriuose, klaidos kartais gali atskleisti naujas kiirybines technikas ar idéjas

Kaip pavyzdj apzvelkime garso iSkraipymus (angl. distortion). Garso iSkraipymai gali buti jvairiy
tipy, bet bendra prasme, laikomi neigiamu dalyku — iskraipytas garso signalas skamba ,,ne §variai®,
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ir kartais gali reiksti neteisingus sujungimus arba nustatymus. Taciau $is neSvarus garsas, net ir pries
pasalinant techniniy klaidy galimybe, daug muzikos atlikéju ir kompozitoriy buvo tapes siekiamybe.
Ivade jau aptarto Glen Snoddy ,,Fuzz* tipo garsas yra vienas i§ tokiy iSkraipymy. Roko ir metalo
stiliaus muzikoje, Sio triuk§mo persotintos gitaros yra pamatinés zanrg sudarancios estetikos dalys.

Persikeliant 1§ analoginio, j skaitmeninj garso pasaulj iSkraipymo formos signale iSlieka tos pacios,
taciau butent Sio persikélimo metu mes atrandame naujg iSkraipymy tipa — efekta pavadinimu
Lbitcrush®. Sis triuk§mo tipas tiesiogiai susijes su skaitmeninio signalo kokybés ,.gadinimu®,
mazinant pagrindinius du jo parametrus — rezoliucijg ir diskretizacijos dazn;.

Skaitmenizuojant bet kokj analoginj signalg, norint, kad kompiuteris jj ,,perskaityty teisingai, mes
privalome naudoti keitiklius, kurie kompiuteriui, masinine kalba pasako kokiame lygyje yra garso
signalas tam tikrame taSke. Ir i§ ¢ia matome, kad mazesni intervalai tarp laiko tasky ir kuo smulkesné
skalé signalo lygio taskams, tuo tiksliau atkuriamas signalas. Bitcrush tipo iSkraipymai taikosi buitent
] Siuos parametrus. Pirmiausia, jie gali sumazinti signalo lygio skale, kuri matuojama bitais. Bitai
nusako butent kiek laipteliy yra skaléje, pagal formule:

Q=2%

Cia Q — rezoliucija, n — bity skai¢ius. Sis skai¢ius nusako maziausia zingsnj tarp dviejy skaitmeniniy
verciy, ir, kaip matome, kuo jis didesnis, tuo tiksliau galima nuskaityti signalo lygj, bei jo kitimai
atrodo Svelnesni. Jeigu $is skai¢ius sumaZzinamas, skaitmenizuojamas signalo galimy verciy skaicius
sumazgja, signalo lygio poky¢iai tampa laiptuoti ir staigiis, bei pats skambesys tampa labai robotiskas.

BITCRUSHER v PRESETS

Dry/Wet

’

Downsample

HP Freq

2 pav. 16-os bity sinusoidés signalas sumazintas iki 4 bity rezoliucijos programiniame sintezatoriuje ,,Arturia
Pigments 4"

Galiausiai, bitcrush gali sumazinti ir signalo nuskaitymo tasky kiekj — diskretizacijos daznj. Pagal
Naikvisto teoremg — diskretizacijos daznis turi biiti bent 2 kartus didesnis uz didziausig tiriamojo
signalo daznio dedamaja, taciau norit kuo tiksliau perskaityti signala, Sis daznis turi buti didesnis.
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Sumazindamas $§j skaiCiy, signalo kitimas laike gali buti nuskaitomas neteisingai, ko pasekoje, po
skaitmenizacijos, signalo daznis ir netgi pati forma gali pasikeisti.

Sio efekto panaudojimas muzikoje turi keleta stipriy krypéiy. Viena i§ priezaséiy — §is efektas suteikia
nostalgijos jausmg. Skaitmeninio garso kokybés mazinimas pavercia ji panasesniu | 20-o amzZiaus
pabaigos, astuoniy bity kokybés muzikos skambesj. Tuo naudojosi ir pranciizy elektroninés muzikos
duetas ,,Daft Punk® savo kiiriniuose ,,One More Time*, kur pagrindin¢je melodijoje Sis efektas yra
labai ryskus, ir ,,Short Circuit®, kur nuo 2:13 Bitcrush efektas pradeda pamazu uzgozti visg kirinj.
Salia to, $is efektas gitaroms ir neretai balsui suteikia savotigko skaitmeninio tvirtumo, kas labai
pastebima elektroninio roko/metalo sferose.

r =

Low Sample Rate VS High Sample Rate

T T | I TT]

e
S RS R SR Rk SR e

3 pav. Vizualus skirtumas tarp mazesnio ir didesnio diskretizacijos daznio. Prieiga per interneta:
https://magroove.com/blog/en-us/sample-rate/.

Salia anks¢iau minéty, dar viena jdomus variantas gali biiti RAW duomeny nuskaitymas muzikinése
programose. RAW failai, tai fotografuojant gaunamas nuotraukos formatas, kuris yra nekompresuoti
ir neapdoroti skaitmeniniai duomenys. Siuos duomenis perskaicius kaip garso signalg, galima gauti
labai daug jvairiy tipy garsy. Daznai tie garsai yra labai didelio lygio triuk§mai, bet, priklausomai nuo
failo, galima surasti ir jvairiy keisty, arba keistai jdomiy garsy. O kaip buvo aptarta ankstesniuose
skyriuose, sempleriy pagalba siy garsy apdorojimo galimybés leidzia mums prisiartinti iki maziausiy
mikrogarsy, kurie kompozitoriaus nuomone gali atlikti jo norimg paskirt;.

1.1.4. Klaidos estetikos apibendrinimas

Perzvelgiant dvideSimtojo ir dvideSimt pirmojo amziaus pradzios muzikanty kiiryba, galime pastebéti
daug kurybingy arba netradicisky klaidy panaudojimy kompozicijose. Nuo jrasyty ir iKi
mikrosekundziy iSkarpyty sistemy gedimy, garso talpykly gadinimo, iki fono garsy iSkélimo ] pirmajj
plana, ar net paciy jrasy gadinimo, realaus ir dirbtinio, galima pamatyti tendencijg siekti nesekmeés su
tikslu panaudoti jos rezultata. Tokia tendencija prieSinasi anks€iau zodyno pateiktam klaidos
apibrézimui, rodydama, kad klaidos gali buti siekiamos ir samoningai. Si estetika ragina karéjus
pazvelgti | klaidg ne tik i$ tradicinés pusés, kad tai yra neteisinga, ar nesgmoninga, bet skaitmeniniy
technologijy amziaus jkarStyje matyti jas kaip jrankj arba pagrindinj muzikinés evoliucijos vedl;.
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1.2. Indeterminizmas

Taisyklés ir tiesos, minétos ankstesniame skyriuje, yra vienas esminiy misy visuomenés struktiiros
daliy — strukturos, kuri veikia miisy mastyseng ir tikéjimus iki tokio lygio, kad miisy veiksmai ir
mintys gali biiti nusp¢jami, priklausomai nuo laiko ir aplinkybiy. Tai, i§ esmés, néra blogas dalykas,
kadangi zmogus visuomengje, kaip ir detalés masinose, turi paskirtj ir vaidmenj bendroje sistemoje.
Taigi, kai visos rolés veikia taip kaip turi, aplinka gali tapti tarytum ,,nematoma‘“. Tokioje aplinkoje
taip pat lengva pradéti tikéti, kad viskas turi savo priezastj ir désnius.

Visa tai pasikei€ia, kai staiga jvykus kazkam netikéto, kazkam, kas néra tikimasi, tokiu lemties ar
priezastingumo tikéjimu gali tapti sunku tikéti. Miisy démesys nejuciomis krenta biitent ] tokius
netikétumus, tartum pavergiamas ir nukreipiamas j tai kas nebuvo tikimasi kad jvyks. Sis filosofinis
principas, neigia procesy priezastingumg, vietoje to teigia, kad minéti procesai yra labiau
atsitiktinumo rezultatas (VLE, tikrinta 2023.). Taciau, kaip galima pagrijsti atsitiktinuma, ir kas i§
tiesy yra atsitiktinumas?

1.2.1. Indeterminizmo pagrindimas kvantinéje fizikoje ir garse.

Indeterminizmo principa galima grjsti Siuolaikinés kvantinés fizikos teorijomis. Viena tokiy yra
stebétojo efektas (Baclawski, 2018), o vienas zinomesniy jo israisky — Sriodingerio katés minéiy
eksperimente (A. Metwalli, 2023). Fizikoje, stebétojo efektu yra laikomi stebimos sistemos
sutrikimai, kurie yra sukeliami pacio stebéjimo veiksmo. Kitaip tariant, pats steb&jimas gali nulemti
pastebéta rezultata. Tokiu pa¢iu principu remiasi ir Sriodingerio katés minéiy eksperimentas — tol
kol neatidarysime déZés, tol mes nezinome kokioje biisenoje yra katé.

PanaSiai suvokiamas ir kvantinio kompiuterio veikimas. Paprastuose kompiuteriuose, visi
skaitmeniniai signalai yra apraSomi bitais — dvejetainés sistemos vienetais kurie gali turéti tik vieneto
arba nulio reik§me. Si reik§mé jiems yra priskirta, priklausomai nuo funkcijos, Zodziy ir komandy,
ir bus tokia pati, 0 norint jg pakeisti ar manipuliuoti, reikia i$trinti ir sukurti i§ naujo. Taciau kvantinio
kompiuterio bitai, teoriSkai, turi tiek vieneto, tiek nulio reik§mes vienu metu — priezastis kodél Sis
modelis yra kur kas greitesnis nei jprastas kompiuteris (Wilkins, 2022). Bitent d¢l to, kad jie gali
turéti kelias reikSmes vienu metu, tik stebéjimo metu, mes galime pasakyti kokia 1§ tiesy yra
konkretaus bito reiksmé. Kvantiniy kompiuterio bity neSama informacija taip pat laikoma vieninteliu
dalyku galiniu pasiekti tikrgj; atsitiktinumg, prieSingai nei tradiciniy kompiuteriy ar Zmogisko
atsitiktinumo atveju, kada net ir labai netikétame atsitiktinume galima rasti kazkokig prieZast] ar
désninguma, kitaip vadinamame pseudo-atsitiktinumu.

1.2.2. Indeterminizmas per improvizacijg

Indeterminizmo filosofija gali pasireiksti ir jvairiose muzikos sferose. Pastebéti tai galime ne tik
techniniu apsektu, bet ir meninés id¢jos metu. Viena i§ lengvesniy to formy yra improvizacija.
Muzikiné improvizacija daznai apibréZiama kaip netikétas muzikos atlikimas arba atliekamos
muzikos pakeitimas prie$ tai nedarant jokio pasiruosimo. Vieni populiariausiy klasikinés muzikos
kompozitoriy, tokie kaip Johanas Sebastianas Bachas (Pennel, 2016) arba Volfgangas Amadéjus
Mocartas (Pennel, 2016), tikima, kad galéjo improvizuoti istisas pjeses, kartais naudodami tai kaip
jrankiu kompozicijoms kurti. Populiaresné, arba bent jau Zinomesné improvizacijos forma yra
improvizacija atlikimo metu. Atlikimo metu pasitaikanti improvizacija gali bati labai jvairios
apimties. DaZniausiai tokia improvizacija yra sutinkama minimalioje formoje, kaip pavyzdziui,
grupés ,,Pendulum® vokalistas Rob Swire, kiekvieno pasirodymo metu pakeicia kokig nors dalj

17



karinio — paskutinio pragrojimo takto melodijos progresija, vokalines priedainio harmonijas ar
kiirinio jvadg — taip suteikdamas grupés kiiriniams savotisko naujumo, netikétumo ar unikalumo. Tai
galime pamatyti jy 2016-yjy mety pasirodymo ,,Ultra Music Festival® festivalio metu (pendulumlive,
2016).

Improvizacija gali pasireiksti ne tik naty ar kompozicijos daliy momentiniu pakeitimu. Ji gali
pasireiksti ir kokio nors netikéto garso ar technikos panaudojimu atlikimo metu. Anksc¢iau minéto
festivalio metu, tokig improvizacija galima pamatyti i§ grupés ,,Knife Party* pasirodymo metu
pasirodziusio, gitaros virtuozo, Tom Morello. Morello yra pagarséjes savo netradicinémis grojimo
elektrine gitara technikomis, bei jy efekty panaudojimais. ,Knife Party* pasirodymo gale,
grojanciame jy kurinyje ,,Bonfire”, Morello didZigjg dalj laiko atliekg pritarianc¢igja role, kartais
improvizuodamas vieng ar kitg takto uzbaigima. Démesj, vis dél to, labiausiai patraukia Morello
grojimo technikos. Viename pragrojime galime matyti jj fonuojant viena nata, tuomet manipuliuojant
jos garso tong ir formg tik su vibrato svirtele ir nuolatos kei¢iant émiklius tarpusavyje. Grupés
pasirodymo gale, Tom Morello uzbaigia grodamas vieng i kiirinio melodijy, ja iSgaudamas tuo paciu
nuolatiniu émikliy keitimo biidu, tong iSgaudamas stygas uzgaunant ir manipuliuojant su slaidu.
Morello improvizacija puikiai prisiderina prie dubstep stiliaus muzikos garsy, tieck melodinése, tiek
labiau eksperimentinése vietose.

Improvizacija taip pat yra vienas i§ juos apibrézianéiy dZiazo arba bliuzo muzikos elementy. Siuose
zanruose, atlikéjai, dazniausiai turi tik tam tikras gairés, dazniausiai — i§ anksto numatytg akordy
progresija. Po to, pats kiirinys yra paliekamas jo atlikéjy intuicijos ir improvizacijos rankose.

Tokio tipo, dZiazing improvizacijg sudaro du pagrindiniai elementai — soliné ir akompanimento
partijos. Solinés partijos metu, dainininkas arba instrumentalistas kuria naujas melodijas laikydamasis
sutartos akordy sekos, o kiti grupés nariai jam pritaria savo akompanimentinémis dalimis. Pastaroji
dalis, ypa¢ mazesnése grupése gali taip pat biiti improvizuojama. Si improvizacija taip pat turi ir tam
tikra socialinj lygj. Dziaze néra sutarty ar griezty taisykliy, taCiau egzistuoja labiau socialiniai
protokolai, nusakantys kada pradéti improvizacines solines partijas, kokias solines partijas groti, kaip
soluoti ir kada baigti soling partija.

Visa tai apzvelgus matome, kad improvizacijai biidinga daug atsitiktinumo ar indeterministiSkumo,
ta¢iau visa tai, nuo kairybingy Tom Morello techniky, iki improvizacinio dziazo, vis dar egzistuoja
tam tikrose numatytose ar susitartose, beveik nickados neraSytose ribose — trukméje, akordy
progresijoje, ritme arba nuotaikoje. Visa tai gali jaustis kaip nenuspéjama arba unikalia muzika, taciau
vis dar paZjstamose, labiau saugiose erdvése.

1.2.3. Indeterminizmas aleatorinéje muzikoje

Indeterminizmas muzikoje turiu ir daugiau formy. Jeigu improvizacijg vadintuméme lengvesne jo
forma, tai gilesne ir kur kas labiau nenuspéjama buti aleatorika — tai muzikos stilius, kurio
kompozicijose yra tyCia paliktos tam tikros vietos skirtos atsitiktinumams, kurie gali pasireiksti ne tik
kompozicijos metu, bet ir jos atlikime. Sio stiliaus muzikoje yra biidinga ne tik tai, kad kompozitorius
nenurodo kaip tiksliai turi skambéti kiirinys, bet ir tai, jog tam tikra dalis, didesné arba maZzesné,
paliekama uzbaigti atlikéjui. Pats terminas, kilgs i$ lotynisko zodzio alea (liet. - kauliukas), kilo 1950-
yju pradzioje akustiko Wermer Meyer-Eppler paskaitose. Jo apibrézimu ,,Procesa galima laikyti
aleatoriniu, kai jo kryptis yra bendrai nustatyta, taciau detalés yra paliekamos atsitiktinumui®
(Konrad, 1967).

18



Siam muzikos stiliui, kaip minéta, badinga pagios kompozicijos kirimo metu pasikliauti labiau
atsitiktinumu. Vienas i $io stiliaus kompozitoriy, jau minétasis - John Cage. Jo kompozicija, ,,Music
of Change* yra laikomas pilnai indeterministiSku kuriniu. Kompozicija paraSyta pritaikant
sprendimus kurie rémeési klasikiniu kiny tekstu ,,I Ching®. Sis tekstas buvo skirtas nuspresti dieviskus
ketinimus, naudojant i$ pirmo zvilgsnio atsitiktinius skaiCius. Siekian¢iam indeterminiskumo Cage
Sis tekstas buvo idealus jrankis — vietoje dievisky dalyky, Cage klausé klausimy apie kompozicija, ir
gautus atsakymus naudodavo komponuojant. Pati kompozicija puikiai atitinka Meyer-Eppler
apibrézima — i$ pirmo zvilgsnio, girdime atsitiktines pianino natas, ta¢iau visa kompozicija i§ esmés
turi struktiirg ir désninguma.

To paties greiCiausiai nebiity galima pasakyti apie jau anksCiau aptarta John Cage kompozicija -
»4'33", nors tikrai galima drasiai teigti, kad atsitiktinumo faktorius joje turi labai didelg jtaka.
Kadangi kompozicija yra tiesiog keturios minutés ir trisdeSimt trys sekundés tylos, o muzika yra
anksciau apibréztas fonas, kiekvieng karta, teoriskai, $is kiirinys skambéty kitaip, ir pakartoti tg patj
biity beveik nejmanoma. I$ tiesy — vienintelé pastovi Sio kiirinio dalis, tai yra trukmé, o visa kita yra
palikta visiSkam aplinkos atsitiktinumui.

Kalbant apie aleatorikg, turbiit vienas i§ pirmyjy vardy apie ka pagalvotuméme, biity vienas
svarbiausiy, ir kontraversiskiausiy elektroninés muzikos kompozitoriy — Karlheinzas Stockhausenas.
Vienas i§ ,,aleatoriskiausiy® Stockhausen kiiriniy yra ,,Aus den sieben Tagen* (liet. I§ septyniy
dieny). Kompozicijos nenuspéjamumas pasireiSkia ne tik improvizaciniais elementais, bet ir
interpretaciniais. Si kompozicija sudaryta i§ penkiolikos ,,intuityvios muzikos* tekstiniy kompozicijy,
sudaryty i§ labiau instrukcijy negu uzrasytos muzikos (Chang, 2015). Kaip pavyzdys — antrosios
dalies tekstas yra toks: ,,Grok garsa, su uztikrintumu, kad turi begalinj kiekj laiko ir erdvés®. Visa kita
palickama paciam atlikéjui — jis gali jsivaizduoti ambientinés muzikos garsa uZpildantj erdve ilga,
minimalistine, rodos niekada nepasibaigsiancia nata, arba priesingai, jis gali pateikti savo beprotysteés,
18Sauktos begalybés koncepto jsivaizdavimg, grodamas atsitiktinai bet kg su mintimi, kad begalyb¢je
viskas tampa nebesvarbu. Tokio tipo ,,laisvoje kompozicijoje* biitent §i iSraiSkos ir galimybiy gausa,
bei Zzmogiskasis unikalumas suteikia muzikai, galima sakyti, maksimaly, Zmogiskai jmanomg iSgauti
atsitiktinumo faktoriy.

Vis dél to, net ir indeterministiSku laikomame aleatorikos stiliuje, ne viskas paliekama pilnam
atsitiktinumui — tam tikra dalis vis dar turi désninguma, kryptj arba struktiirg. Taciau Siuo atveju,
biitent Sios struktiiros ir leidZia kurtis atsitiktinumams ir netikétumams. Nesvarbu ar tai tik tyla, kurios
déka mes girdime kiekvieng karta vis skirtingg fong, ar tai tik tekstinés instrukcijos, kuriy
interpretavimas uZtikrina atlikimo ne pakartotinuma, aleatorikoje, indeterminizmas vis dar
grindziamas tam tikra struktiira, arba — bent jau kryptimi.

1.2.4. Algoritminé ir generatyviné muzika

Kadangi pastebime tendencija, kad nesvarbu kokio indeterministiSko lygio biity muzika, ja nuolat
seka tam tikra struktiira — verta apZvelgti ir muzikos stilius, kurie yra apibréziami butent tokiomis
struktliromis. Pirmoji jy — algoritminé muzika.

Algoritming muzika, kaip byloja pats pavadinimas, sudaro algoritmai — tai baigtiné instrukcijy arba
komandy seka skirta vykdyti problemos sprendimg arba konkrety skaic¢iavimag (Merriam-Webster
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zodynas, n.d.). Kadangi algoritminé muzika i§ savo esmés yra taisykliy muzika, algoritmus galima
matyti labiau kaip taisykles, pagal kurias yra kuriama muzika. Tam tikra prasme, tokias taisykles
zmonés naudoja jau Simtmecius — naty uzraSymo sistemos, metras, kompozicijy struktiiros ir daug
kity. Taciau Siuolaikingje muzikoje, algoritmines kompozicijas jsivaizduojame labiau programiskai
— neretai veikiancias be Zmogaus jsiki§imo (po kompozicijos sukiirimo). Biitent j tokias dvi dalis ir
galima skirstyti algoritmine muzika: tokig kuri sukurta su kompiuterio pagalba, ir tokia kuri yra
sukurta kompiuterio, ir visa tai priklauso nuo to, kokius pasirinkimus kompiuteris gali daryti pagal jo
veikimg nusakantj algoritmg (Dean, McLean, 2018). Minéti sprendimai yra susij¢ su muzikine
informacija. Pirmoji $ios informacijos dalis yra garso sintezé. Sio tipo informacija aprépia visa
informacija susijusig su garsy kirimu ir manipuliavimu — tai gali biti jau esamo garso jraSo
manipuliavimas, arba kompleksiSkas garso sintezatoriaus sukiirimas. Kirybine prasme, S§io
informacijos tipo valdymo kompleksiskumas vis dar negali nusakyti ar muzika yra kuriama
kompiuterio. Tam reikia dar vienos informacijos tipo, nusakancio kg Sie garsai groja — MIDI
informacijg. MIDI — skaitmeninio instrumento vartotojo sgsaja — yra informacija skirta garso sintezés
objektams, nesvarbu aparatiniams ar programiniams, nusakanti kokios natos turi biiti grojamos. MIDI
informacija aprépia daugiau nei tik natas, bet Sio darbo reikméms apsiribosime tik naty informacija
(Marshall, 2001). MIDI informacija sudaro trys baito dydzio zodZiai — pirmasis nusako kanalo skai¢iy
ir natos jjungimo funkcijg, antrasis nurodo pacig nata, o treCiasis — jos trukme. Tuo metu, kai Sie
baitai, dar vadinami MIDI zZinute yra transliuojami, nata yra grojama, o nustojus transliuoti zinute,
nata nutriiksta. Pasitelkus $ig informacija galima matyti, kaip kompiuteriai gali valdyti natos tona,
garsuma ir trukme. Siy parametry automatizavimas taip pat suteikia ir papildomy funkcijy,
pavyzdziui, periodiskas garso lygio arba tono keitimas laike kol grojama nata gali sukurti vibrato
efekta. Siy naty parametry ir garso sintezés valdymo lygis ir nusako kada kompozicija yra kuriama
kompiuterio, o kada tai daroma tik jo pagalba.

Manipuliuodami §iuos parametrus, kompiuteriai gali manipulivoti ir kompozicija. Sios
manipuliacijos mastg, kaip buvo aptarta anks¢iau nusako algoritmai. Taigi kiekviena nata ir garsas
yra kuriami pagal tam tikras nustatytas taisykles, ir Zinant Sias taisykles galime nuspéti beveik visus
parametrus. Visgi, atsitiktinumo faktorius tokiose kompozicijose yra savotiska siekiamybé, ir neretai
tokio tipo kompozicijos yra naudojamos aleatorikoje. Kompiuteriniy programy pagalba algorimtui
galima suteikti indeterministisky savybiy — renkantis nata, leisti rinktis vieng i$§ keliy naty masyvo,
sukurti formules kuriy déka nenuspéjamai kei¢iama natos trukmé, naudoti atsitiktiniy skaiCiy
masyvus ir daug kity jvairiy techniky. Algoritminéje muzikoje jkvépimo, ar netgi paciy duomeny
seky galima semtis ne tik i§ muzikiniy $altiniy. Siandienos skaitmeniniame pasaulyje ios duomeny
ar skaiciy sekos yra visur aplink mus, tereikia jas pasiekti. Sios sekos gali biiti pacios jvairiausios —
temperattiros rodikliai namy termometre, ménulio ir saulés pozicijos danguje, internetinis duomeny
srautas — visa tai gali biiti panaudota algoritminéje kompozicijoje siekiant suteikti jai daugiau
indeterministiSkumo.

Algoritminés muzikos komponavimo tipas taip pat ver¢ia mus apZzitréti ir | antrajj, struktiiromis
pagrista muzikos tipg - generatyving muzika, kuri, anot kompozitoriaus Brian Eno, yra ,,sistemy
sukurta, nuolatos skirtinga ir besikei¢ianti muzika® (,,In motion magazine*, 1996.). Sios formos
muzika kuriasi pati save naudodama kompozitoriaus ar sistemos(nataralios ar dirbtinés) i§ anksto
nustatytus muzikinius elementus ir taisykles (Jauhiainen, 2020). Tai galima laikyti labiau ,,poZiiiriu j
muzikos kiirybg negalvojancia nei apie improvizacija, nei apie aiski kompozicija, o apie neapibréztos
sistemos jréminima, i$ kurios gali atsirasti muzika® (Priestley, 2014, p. 1). Brian Eno Sios muzikos
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kompozitoriaus rolei suteikia labiau sodininko, o ne architekto metaforg — muzika kuriasi pati, o
kompozitoriui tereikia prizitiréti sistema, kurioje muzika ,,auga“.

Kadangi dauguma $iuolaikinés muzikos yra kuriama kompiuterinémis programomis, generatyvinés
ir algoritminés muzikos terminai neretai yra kei¢iami vietomis tarpusavyje. Taciau svarbu prisiminti,
kad algoritming muzika kuria algoritmai, o generatyviné, kartais minéty algoritmy pagalba, kuriasi
pati save, tam tikrose sistemose. Vienas to pavyzdys — kompozitoriaus Alvin Lucier geriausiai
zinomas kiirinys ,,] Am Sitting in a Room®. Sio kiirinio metu, pats kompozitorius jraso save skaitantj
teksta, o ji perskaites, baigia kalbéti ir paleidzia jraSg per grotuva jraSydamas rezultatg iS naujo.
Rezultatas — pamazu Lucier balsas nublanksta, ir paskesta kambario rezonansiniuose dazniuose
atsiradusiuose nuo vis 1§ naujo jraSinéjamo seno jraso. Staiga jis tampa nebe ,as$“, o
,.kambarys®“(Strickland, 1993, p. 281). Alvin Lucier sukurta sistema leido savo balso jrasui vis grjzti
1 mikrofong, fonuojant ir sukuriant nauja sistemg. Sekant paskui Brian Eno metafora, fonuojanciy
rezonansiniy dazniy sukurti muzikiniai garsai yra jo suzydéjes sodas. Sio kiirinio indeterministinés
savybés turi nemazai panasumy su John Cage ,4'33"“ bitent tai, kad kiekviename naujame
kambaryje jis skambéty kitaip, taigi §j kiirinj atkartoti idealiai, taip pat biity beveik nejmanoma.

Dar vienas garsus generatyvinés muzikos kiirinys, kompozitoriaus Terry Riley kompozicija ,,In C*.
,»In C*“ sukurta neribotam kiekiui muzikanty (nors pats Terry Riley siiilo turéti mazdaug 35 muzikanty
grupe), ir sudaryta i$ penkiasdesSimt trijy, jvairios trukmés muzikiniy fraziy, ir neretai laikoma pirmaja
minimalistine kompozicija turéjusia ryskia jtaka visuomenés samonei (Bonds, 1997). Kompozicijos
atlikimo mintis — kiekvienas atlikéjas nusprendzia kada pradéti groti, kada pradéti groti naujg fraze,
kiek laiko ja groti, ir kada sugrojus paskuting fraze baigti groti. Tokiu konceptu, Riley suteikia
galimybe karinj atlikti vienu i§ beveik begalés norimy biidy. Sio kirinio indeterministiskumas
pasireiskia per Zmogy — tik jo sprendimas nulemia koks bus kiirinys. Salia to, muzikiniai instrumentai
ir naudojami jrankiai taip pat suteikia neZinomumo faktoriy. Galiausiai, nors atliekant kompozicija
visiems atlikéjams yra priimta naudoti tokj patj ritmg ir metrg, niekas netrukdo atlikéjams, neislikti
sinchronizuotais, ir laikantis tempo, groti nesilaikant metro, kas sukuria dar begal¢ kompozicijos
mikroskirtumy.
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2. Klaidos estetikos ir indeterminizmo rysys

Apzvelgus kas yra klaidos estetika ir indeterminizmas, galime pradéti tyrinéti jy tarpusavio ry$j, ir
kaip jis pasireiSkia muzikoje, ir raktas j tai — praeitame skyriuje apzvelgti kiiriniai ir tie kuriuos
apzvelgsime ¢ia. Siam rySiui surasti taip pat buvo susisiekta su Kimu Cascone — klaidos estetikos
termino autoriumi, ir vieninteliu grupéje ,,Oval® tebegrojanciu jos nariu — Markus Popp.

2.1. Klaida - atsitiktinis rezultatas

Prisimenant lietuviy kalbos Zodyne esantj klaidos apibrézimg, svarbu pabrézti, kad pati klaida
laikoma nesgmoningu reiskiniu, kas reiksty jog klaidg jau i$ karto galime interpretuoti kaip netikétg
reiskinj. Jeigu siekiame padaryti klaida, ar galime teigti, kad rezultate gauta klaida 1§ tikryjy yra
klaida? Jprastai, klaida néra siektinas reiskinys, ir egzistuoja tik kaip netikétas reiSkinys apibréztose
tam tikry taisykliy ir tiesy ribose. Sios ribos egzistuoja ir indeterminizme — apart kvantiniy bity, niekas
i3 tiesy néra pilnai atsitiktina, ir tie atsitiktinumai visados paklius j tam tikrus rézius. Salia to, ribos,
apibréztos minéty tiesy ir taisykliy reiksty, kad klaida, atsitiktiné ar ne, taip pat yra ir perspektyvos
Klausimas.

Siekiant surasti klaidos ry§j su atsitiktinumu, bei i§gryninti pacia ,.klaidos* sgvoka klaidos estetikos
mediume buvo susisiekta ir laiSkais bendrauta su ,,klaidos estetikos® termino pradininku — Kimu
Cascone. Paklausus jo, ka biity galima laikyti ,tikrgja klaida®, o ka tik atsitiktiniu jvykiu,
kompozitorius teigé taip: ,,Aparaty deterministiSkumas vis dar yra ,,klaidoje®, tik tai pasirodo tokioje
biisenoje kurioje mes nesitikime, ty. tai tiesiog neatitinka misy lukes¢iy dél numatyto
funkcionalumo. Taigi realybéje, néra tokio dalyko kaip ,klaida* savaime néra — Zlunga misy
lukesciai — tikroji klaida slypi uz aparato ir vyksta kitoje erdveje. Kaip pavyzdj, paimkime kauliuky
metimg - mes nesitikime kad pasirodys koks nors konkretus skai¢ius — nors galime tikétis, kas jis
pasirodys — bet laukiame bet ko, kg atsitiktinumas mums pateiks be jokiy likes¢iy. Jei kauliukal,
nustoje kristi, staiga virsty rankogaliy segtukais, tai bty galima laikyti trikdZiu arba klaida.“!*l. Taigi,
pats rezultatas, pagal autoriy, néra tai ka mes galime laikyti klaida — rezultato sukeltas lukesciy
neatitikimas yra tikroji klaida. Jeigu, atliekant konkrety veiksmg yra tikimasi kazkokio konkretaus
rezultato, net ir darant tai kg buty galima laikyti kaip klaidingu veiksmu, tokio rezultato nebebiity
galima laikyti kaip atsitiktinio, arba klaidingo. Zvelgiant j tai, galima bity iskelti hipoteze — jei
rezultatas yra neatsitiktinis, kitaip tariant nuspéjamas arba jo yra tikimasi, tai toks rezultatas negali
bati klaida, kas reiksty tai, jog klaida kuri néra atsitiktiné egzistuoti negali.

Atvirkstinj Sios iSvados variantg, galime pamatyti kompozitorés Linos Lapelytés kiuryboje, dar
konkrec¢iau — performanse ,,The Mutes* (liet. ,,Nutile*). Pasirodymo metu dainuojantis choras néra
sudarytas 1§ profesionaliy dainininky, o specialiai Siam darbui atrinkti muzikinés klausos neturintys
zmonés. Elsa Coustou, $io projekto kuratoré sako: ,,Kirinys kviecia bati tolerantiSkesniems, iSgirsti
individualius balsus ir kvestionuoti priemones, kuriomis formuojamas kolektyvinis balsas“ (LRT,
2022). Matome, kad Siame kontekste, dainavimo ribose, klaidos yra praktiskai neiSvengiamos.

[ Kimo Cascone atsakymas angly kalba: The determinism of the machine is still present in "failure," it's in a state we
don't expect, i.e. it just doesn't conform to our expectation of an intended functionality. So in reality there is no such thing
as "failure" per se—it's our set of expectations that fails — the actual "failure” lies outside of the machine, it takes place
in another space. Take the example of tossing dice, we don't expect a specific number to show—although we might hope
for one—but we wait for whatever randomness presents without expectation. If the dice suddenly turned into a pair of
cufflinks when they stopped tumbling then that might be considered glitch or failure.
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Kickvienas atlikéjas ne visada gali idealiai pataikyti j norimg tona, ir kai tai girdime i$ keliy atlikéjy
vienu metu, tonai gali sukurti harmonijas arba disonansus. Performanso konceptas, biidamas i$ tiesy
netikétas, vercia tikétis atsitiktinio, miisy likesc¢ius neatitinkancio rezultato. Vis dél to, pats rezultatas
— tai galimy tony jvairové. Priklausomai nuo atlikéjy kiekio, $i jvairove gali buti tikrai didelé, taciau
rezultatas, 1§ esmés iSlieka toks pats — tai yra galimi rezonansai, disonansai, harmonijos, melodijos —
kitaip tariant, viskas vis dar vyksta misy tikétino rezultato ribose. Performanso metu, klausytojas, ko
gero nesitikintis kad choro dainininkai pataikys j tong, viso labo galéty biiti nustebintas, jeigu tai
ivykty. Toks jvykis biity ne tik netikétas, zvelgiant j pacio performanso koncepta, bet ir tam tikra
prasme sulauzyty klausytojo lukescius, taip paversdamas klaida tai, kas normaliomis salygomis biity
tikétinu, ar netgi siektinu rezultatu.

Pati klaida, kaip galima pamatyti i§ Kimo Cascone atsakymo, ir Linos Lapelytés performanso ,,The
Mutes* - gali biiti laikoma kaip klaida tada, kai ji yra musy lukes€iams pasiprieSinantis, arba jy
neatitinkantis rezultatas. Nesvarbu ar tai biity j tong pataikantis, ar nepataikantis dainininkas, klaida
sukuria ne rezultatas, bet to rezultato sukeltas misy likesCiy neatitikimas, kas paversty likescius,
anksc¢iau minétomis ribomis, apibrézianciomis galimus atsitiktinio proceso sukeltus rezultatus.

2.2. Ketinimo jtaka klaidos estetikoje

Zvelgiant j klaidos ir atsitiktinumo ry3j, pradeda ryskéti dar vienas labai svarbus aspektas — ketinimas
arba intencija. Jau anks¢iau buvo apibrézta, kad jei yra ketinama naudoti metoda, procesa, ar veiksma,
kurj galima laikyti klaidingu, gauto rezultato nebiity galima laikyti nei klaida, nei atsitiktinumu. Si
ketinimo, atsitiktinumo ir klaidos santykio iSraiSka puikiai matoma elektroninés muzikos
technologinéje sferoje. Paklausus ar klaidos atsitiktinumo lygis turi jtakos klaidos estetikos muzikai,
Kimas Cascone atsaké: ,,Muzika ar garso menas, sukurtas su trikdziais ar Klaidom, turi antros eilés
intencija - masSininis gedimas buvo izoliuotas ir (arba) iS§saugotas, o tada sgmoningai panaudotas kaip
stilistinis tropas, t. y. masininio gedimo Zenklas. Per deSimtmecius, elektroninéje muzikoje atsirado
tiek daug masininiy Zenkly (pvz., sekvencerio bosinés linijos ar arpeggio robotiskas laiko tikslumas)...
klaida yra tik dar vienas i§ ju.“I? Kimo Cascone straipsnyje matoma, kad technologijos, tiek
tarpukario laikotarpiu naudojamos Italijos futuristy, tiek dabartinés, labiau skaitmenizuotos ir
prieinamos, turi didele jtaka estetikos garsui ir kiirybai. Klaidos estetikai biidingiems Zanrams,
technologinés priemonés leido ne tik apdoroti kompozicijas ar garsa, bet ir surasti juos
technologiniame mediume. Garso paieskos Siose terpése ne visada buvo nuspé&jamos, ir neretai
nulemdavo nenumatyty , klaidy atsiradimg ar aptikima. Siame mediume garso ieskojo ir anks¢iau
minéti ,,Oval®.

Siuo metu, ,,Oval* egzistuoja ne kaip grupé, o kaip muzikinis projektas, valdomas vieno i§ buvusios
grupés nariy — Markus Popp. Siekiant suzinoti daugiau apie ,,Oval‘ kiiryba, atsitiktinumo elementus
joje, metodus, tikslus, bei poziiir] ir nuomone apie klaidos estetikg bei kiiryba, buvo susisiekta su
Markus Popp. Pokalbio metu, paklausus jo apie patj pieSimg ir ,,paruosty kompaktiniy disky‘
naudojima, bei kaip jam kilo tokia id¢ja, Markus teige, kad Sis metodas buvo prieinamas biidas jam
save nustebinti: ,,Taigi, apibendrinant, pats jdomiausias mano aptiktas garso Saltinis buvo Sios
nenuspéjamos sekos, i§gautos perSokinéjant kompaktiniam diskui grotuve. Tai buvo labiau netikétas

2l Kimo Cascone atsakymas angly kalba: Music or sound art made with glitches or "failure" has a second order of
intention, the machinic failure was isolated/stored then used with intention as a stylistic trope, i.e. a signifier of machinic
failure. So many machinic signifiers (ex the robotic temporal precision of a sequencer bassline or arpeggio) have shown
up in electronic music over the decades...failure/glitch is just another one.
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atradimas, bet kita vertus, a§ bandziau save nustebinti, bei tiesiog surasti kitg perspektyvos kampa, ir
tai dariau i§ ekonominio bei finansinio poreikio, kadangi tuo metu, muzikiné¢ jranga buvo labai
brangi.“Bl. Markus taip pat leidzia suprasti, kad tai buvo tam tikra, jo jsitikinimy iSraiska: ,,A$
nesistengiau saves jraSyti | kompozitoriy, ar muzikos protagonisty ar asmenybiy panteong ar kazko
panaSaus, bet noréjau sukurti tokig muzika kuri 1§ tikryjy atspindéty to laiko galimybes ir Sio tipo
technologijy, kurios nukrito mums j rankas, specifiSkuma. Ir man is tikryjy labai patinka tokia vartojo,
arba profesionalaus vartotojo jrangos suteikiama kryptis“!l. Taigi ,,paruosty kompaktiniy disky
naudojimas kurti kompozicijas buvo sgmoningai pasiriktas metodas, taciau jo rezultatai, anot pacio
kiréjo, buvo nenuspéjami. Taciau pats procesas nebuvo toks paprastas kaip gali atrodyti i§ pirmo
zvilgsnio. Pokalbio metu, galima pradéti susidaryti tokig nuomong, kad Markus, laikui einant, pradé¢jo
zinoti (arba bent jau jsivaizduoti) kaip iSgauti tam tikrus, jo ieSkomus garso jrasus, kg padaryti, jo
teigimu, nebuvo lengva: ,,Ta prasme, nepakanka tiesiog nupiesti kazka ant kompaktinio disko, tada
paspausti ,,Groti“ ant grotuvo, ir tada paspausti ,,JraSyti* ant semplerio ir viskas. Kartais, tai reikSdavo
valandas bandymy ir klaidy, kuomet pieSiama ant kompaktinio disko, tada nuvaloma ir vél pieSiama
ir vel nuvaloma, ir tada tai pakartoti kokius penkis, SeSis kartus ir tik tada buvo galima turéti kokias
dvi arba tris sekas. Taigi, tai buvo fiziniy pastangy reikalaujantis procesas...“I’l. Tokio sudétingo
proceso atveju, pasikliauti atsitiktinumu, gali biti tikrai nepageidautina, taciau atsizvelgiant i to meto
muziking jranga, tai buvo ko gero vienintelis kompozitoriui zinomas, prieinamas biidas kaip juos
iSgauti.

Pokalbio su Markus Poppu metu galime susidaryti nuomone, kad jis i$ ties sieké, ir galimai, atrado,
ir naudojo klaidos savoka atitinkancius garso jraSus. Daug karty pakartodamas procesa, tol kol
atrasdavo tai kas jj nustebinty, kitaip tariant, paneigty jo likescius: ,,... tai buvo viskas ko as ieskojau.
Negalédavau sulaukti, kada, atsikélus ryte, nubégus j tokig kompaktiniy disky nuomos viets... kuomet
galésiu i§sinoumuoti tokius, prastus ambientinés, zinot, ,,Berlin school* tipo ambientinés muzikos
kompaktinius diskus, ir negaléjau sulaukti, kada galésiu juos paversti tokiais nejtikétinais elementais,
i§ kuriy galéty biiti sudaryta mano muzika.“l®). Sie elementai, i§ savo prigimties, gali bati laikomi
kaip atsitiktiniai rezultatai, arba klaidos, taciau jy panaudojimas buvo kur kas labiau nuspéjamas.
Markus Popp kiiriniuose, jo atsitiktinai i§gauti garsai buvo samoningai iSdélioti tam tikra tvarka,
siekiant atskleisti jo anksCiau minétas id¢jas. Jis pats teigia, kad Sie elemetai nebuvo sukurti, o labiau
atrasti, o jis pats save laiko ne autoriumi, o tuo kas tiesiog ,,perorganizuoja turinj*. Kaip teigia pats
kompozitorius: ,,Viso labo, zinot, kadangi visa tai, techniSkai vyko sekvenceryje... ir tai buvo

B8] Makrus Popp atsakymas angly kalba: So in the end, the most interesting sound source I could come across was like
these unpredictable sequences. A skipping CD produced in in a CD player, so it was more like an accidental discovery,
but in another way | was looking to surprise myself and to just find a different angle and also out of economic. Financial
necessity, because, like the musical equipment at the time, was very expensive.

[ Makrus Popp atsakymas angly kalba: I was not trying to inscribe myself into the pantheon of, like, composers or
musical protagonists or personalities or whatever, but | wanted to bring a music into existence that really reflected the
possibilities of the time and the specificity of this kind of technology. Just having fallen into our hands. And I really like
this kind of approach of consumer grade or ,,prosumer* grade equipment.

181 Makrus Popp atsakymas angly kalba: Like it's not just you paint a CD and then you press play on the player, and then
you have to press record on the sampler, and then there you go. But it took like sometimes hours of trial and error and
painting the CD, and then washing it off again, repainting, wash it off again, and then try like five, six, ten times until you
had like two or three usable sequences. So it was like a really physical kind of process...

(6 Makrus Popp atsakymas angly kalba: ...there was all that | was looking for. I was... I couldn't wait you know, to get up
in the morning and run over to this like CD rental around like this around the corner. | still live in the area, you know, so
it's was up the street and | rented these like ****** ambient, you know, Berlin school, kind of like ambient music CDs
and I couldn't wait to turn them into these like unlikely building blocks my music could consist of.
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sudéliota sgmoningai, nebuvo jokio atsitiktinio elemento. Joks proceso aspektas nebuvo atsitiktinis,
apart paciy garso jrasy iSgavimas, taciau po to, viskas buvo sudéliota kartu, tarytum kokia pop
daina...“l". Apie tai kalbéjo ir Kim Cascone: ,,Dauguma elektroninés muzikos jrankiy veikia
dekoruodami laikg, t.y. taktus, ritmus, natas, tempg, minutes, sekundes, kadrus ir t.t., taigi
skaitmeninis jrankis veikia su prielaida (ketinimu arba intencija), kad vartotojo darbas vadovausis Sia
technine intencija, t.y. visi jvykiai turi laiko ribas. Laikui bégant Sios ribos buvo sustiprintos (klaidos
iStaisytos, vartotojo sasaja padaryta aiSkesne, kodas optimizuotas ir t. t.), kad klaidos ar atsitiktinumas
bity dar labiau iSstumti i§ darbo aplinkos. Programinei jrangai tampant vis labiau atsparesné, glitcho
muzika tapo labiau Sabloniska, atkartojama — glitcho mzuika tapo ne meniniu, 0 mados pareiskimu,
pagristu eksperimentais.[®1“. Panagiai yra teiges ir Brian Eno ,,Naujo mediumo parasu taps viskas ka
dabar laikytuméme keistu, negraziu, nepatogiu ar SlykSciu. Kompaktiniy disky iskraipymai,
skaitmeninio vaizdo striginéjimai, prastas astuoniy bity garsas — visa tai bus branginama ir bandoma
atkartoti i$ karto po tai kai to bus galima i$vengti* (Eno, 1996).

Galiausiai, klaidos estetikos autorius pateiké grafinj klaidos egzistavimo atvaizdavima, kuris parodo
du atvejus — kai tarp ketinimo ir tikimosi rezultato yra sankirta, ir kai jos néra. Pirmasis - kai tarp
ketinimo ir tikimosi rezultato yra sankirta, pavaizduoja tai, kad kai yra ketinama iSgauti klaida, ir
gaunamas siektinas rezultatas, tai néra klaida — tai tiesiog teisingas veikimas ar tikétinas rezultatas.
Tai matome ketinimo ir lukes¢iy apskritimy sankirtoje, pavadintoje teisingas veikimas (angl. correct
operation).

4 pav. Sankirtos ketinimo ir tikimosi rezultato egzistavimas (pateikta Kim Cascone)

Antrasis atvejis, kai sankirtos tarp jy néra, tai yra likesciai ir ketinimai nesusikerta ir rezultatas
egzistuoja ten, kur turéty biiti neegzistuojanti sankirta. Tuomet matome, kad kai rezultatas néra tas

[l Makrus Popp atsakymas angly kalba: After all, you know, because they were. Technically happening in a sequencer in
a conventional sequencer from left to right, you know the typical cue base type of sequencer, and it was completely,
deliberately put together. There was no random element. | never randomized any aspect of the process except the.
Extraction of the sounds from the CD's, but after that everything was put together almost like a like a pop song, you
know?

81 Kimo Cascone atsakymas angly kalba: Most tools for electronic music work by decorating time, i.e. bars, beats, notes,
tempo, minutes, seconds, frames, etc. so the digital tool operates on the premise (intention or agenda) that the user's work
will be guided by that technical agenda—i.e. all events have temporal boundaries. These boundaries became fortified
over time (bugs squashed, Ul clarified, code optimized, etc) so that mistakes or randomness was further driven out of the
work environment. As software became more bullet-proof glitch became more formulaic, reproducible—glitch became a
fashion statement rather than an artistic one based on experimentation.
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kuris buvo ketintas iSgauti, bei kai rezultatas neatitinka musy likesciy, tada ir jvyksta klaida,
Cascone taikliai pavadintoje, ,,This is where the good stuff lives* (liet. Cia gyvena gerieji dalykai)
skiltyje.

5 pav. Sankirtos ketinimo ir tikimosi rezultato neegzistavimas (pateikta Kim Cascone)
2.3. Dirbtinio intelekto vaidmuo klaidos estetikoje ir atsitiktinume

Kalbant tiek apie klaidos estetika, tiek apie indeterminizma muzikoje, Siais laikais sunku biity j tema
nejtraukti ir dirbtinio intelekto (trumpiau — DI) pazangy. Dirbtinis intelektas, beveik kaip maSinos
industrinés revoliucijos metu, pradeda radikaliai keisti Zmoniy darbo pobiid;. Taip, kaip zmoniy darba
industrinéje revoliucijoje pakeité masinos, leisdamos uZsiimti kitais, neretai svarbesniais dalykais,
panasiai ir dirbtinis intelektas gali daug greiiau, ir daznai net efektyviau atlikti kai kuriuos darbus,
ka zmogus daryty ilgiau.

Muzikos pasaulyje dirbtinis intelektas taip pat vis labiau ir labiau skverbiasi j musy darbo procesa.
2020-aisiais ,,iZotope“ isleido savo iskiepi ,,Music Rebalance”, galintj atskiras muzikinés
kompozicijos dalis pagarsinti ir patildyti, kas reiskeé, kad buvo galima pradéti atskirti kiiriniy dalis
tarpusavyje. O $tai visai neseniai ,,Jmage-Line* i§leido naujausiag savo pagrindinio produkto versija —
,»FL Studio 21.2%, kuris turi jskiepj galintj i$skirti kiirinj j keturias jo sudedamasias dalis — biigny,
bosing, instrumenting ir vokaling dalis, vos dviejy mygtuky paspaudimu. Dirbtinio intelekto
galimybés pazjstamos ir garso jraso sutvarkymo procese. Jau minétos kompanijos ,,iZotope* jskiepiai
»Neutron 4 ir ,,Ozone 10%, su dirbtinio intelekto pagalba, iSanalizave muzikinj kiirinj gali pritaikyti
jam tinkamu ekvalaizerio, kompresoriaus, stereofoninius ir kitus nustatymus. Tai padaryti Zmogui
uztrunka kur kas ilgiau, bei Zzmogus turi daryti pertraukas, kas leidzig dirbtinio intelekto jrankiams
turéti pranaSumg techninéje muzikos srityje.

Taciau muzikg sudaro ne tik technika, bet ir meniniai sprendimai. Tie patys ekvalaizeriai gali biiti
ty€ia nustatyti neatsizvelgiant | standartus siekiant pateikti kokig nors mening¢ idéjg. Dirbtinis
intelektas gali atlikti tas pacias funkcijas taciau, tam jis reikalauja daugiau informacijos ir medziagos,
kad galéty mokytis. Gaves pakankamai turinio analizuoti ir i§ jo mokytis, dabartinis dirbtinio intelekto
modelis gali sukurti pilnas kompozicijas uzimdamas tik labai mazg dalj to laiko kurj uzimty Zzmogus.
Tai, be abejo, sukélé ir nemazai etiniy bei filosofiniy debaty — kas yra autorius, ar bus pakeistas
nesigilinsime, taciau svarbu zinoti, kad dirbtinis intelektas, kaip ir zmogus, perskaito ir analizuoja
aplink jj esamg informacija (Siuo atveju muzikinius kiirinius), ir kuria kompozicijas pagal tai kas yra
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sukurta. Sujungus tai su techninémis dirbtinio intelekto galimybémis, jmanoma sukurti imitacijas
kiiriniy, kuriuose galime girdéti dirbtinio intelekto susintezuota populiariy atlikéjy balsa, kaip
pavyzdziui Kurt Cobain dainuojantj ,,Soundgarden® grupés kiirinj ,,Black Hole Sun“[!],

Siek tiek nusigreziant nuo etiniy ir filosofiniy dirbtinio intelekto keliamy temy, verta apzvelgti
indeterminizmo galimybes dirbtiniame intelekte. Kadangi jis veikia i§ mokymosi algoritmy, jis gali
sukurti kompozicijas pagal John Cage kiirybai buidingg atsitiktinuma, arba gali sukurti algoritminés
muzikos kirinj kur viskas, tiek natos tiek garsai yra kuriami ir grojami kiek jmanoma labiau
atsitiktinai. Techniskai, tai kg gali padaryti Zzmogus, gali padaryti ir dirbtinis intelektas. Taciau jis
néra atsparus netikétomis klaidomis. Norint, kad dirbtinis intelektas kazka sukurty, jam reikia mokytis
1§ duomeny, ir jeigu ty duomeny duosime per mazai, arba netgi per daug, DI gali pradéti veikti
nenuspéjamai. Toks fenomenas vadinamas haliucionuojanciu dirbtiniu intelektu — kai dirbtinis
intelektas sukuria neteisingg atsakymg. Bendra prasme — toks rezultatas néra gerai, ypac kai kalbama
apie informacijos paieskas, kas gali lemti dezinformacijos sklaidg (Zhang et al. 2023). Taciau tokie
netikéti neteisingi atsakymai gali turéti panaudojimy mene. Praeitame skyriuje jau aptaréme, kad
klaida gali buti estetikos dalimi arba meninio kiirinio pagrindiniu aspektu, tad Sios klaidos atrodo kaip
idealus jrankis tokiai estetikai. Pridéjus ta fakta, kad Sis fenomenas gali pasireiksti ir dél neteisingo
duomeny supratimo, mes gauname papildoma netikétumo sluoksnj — dirbtinio intelekto neteisingai
interpretuoti duomenys, sukuriantys kazkg dar labiau netikéto, arba, net ir labiau klaidingo.

Rysio tarp klaidos estetikos ir indeterminizmo paiesSkoje svarbu bent jau atkreipti démesj i dirbtinj
intelekta. Kaip buvo apzvelgta anks¢iau, dirbtinis intelektas, teoriskai, negali veikti atsitiktinai — jo
veikimg pagrindzia taisyklés ir nurodymai - algoritmai, pagal kuriuos jis daro pasirinkimus ir
skaiCiavimus. Klaidos, bei atsitiktinumai dirbtinio intelekto mediume gali egzistuoti tik uzZ Zmogaus
lukesciy apibrézty riby, ka Siuo atveju veikia minéti algoritmai, kuriy pagalba galima nuspéti kokius
rezultatus atiduos dirbtinis intelektas. Visgi, dirbtinio intelekto sukurto turinio rezultatuose galima
1zvelgti ir klaidy. Vienas toks atvejis — jau minétos DI haliucinacijos, kada priklausomai nuo kiek ir
kokiy duomeny yra suteikia dirbtiniam intelektui, jo atsakymai gali bati neteisingi. Tokie rezultatai
dazniausiai yra tiek netiketi, tiek nesiekiami, kas pagal anksCiau pateikta apibrézima, galéty
konstatuotis kaip atsitikting klaida. Kita vertus, tokie duomenys gali buti suteikti tycia, kas suteikia
Siam reiskiniui kitokig intencija, taip panaikinant jj i$ klaidos sgvokos, bei v¢l atsiremiant | ankstesnj
klaidos apibrézimg — misy paciy likesc¢iy netenkinimg. Paklausus jo nuomonés apie dirbtinj intelekta,
kokig jtaka jis turés kalidos estetikos muzikai, bei jo nuomone apie DI kaip jrankj, Kimas Cascone
pateiké tokj atsakyma: ,,Dirbtinis intelektas tiesiog tyrin¢ja Zzmogaus duomenis ir juos tvarko tam
tikru statistiniu bidu, vadovaudamasis i§ anksto nustatytomis taisyklémis, kuriose apraSomi jvairis
turinio organizavimo budai. Bet kokios "klaidos", kurias jis padaro, vélgi yra tik statistinés
anomalijos, paneigian¢ios misy liikesCius - duomeny punktai, kurie yra pateikiami kaip turinys,
nukrypsta nuo nustatytos konkrecios terpés normos (menui, tekstui ar muzikai). Atsitiktinumas yra
itrauktas 1 §] procesa, kad biity galima sukurti atitinkamus uzklausto turinio variantus. Taigi, jei
nemokote savo LLM pagal privaty ir (arba) vietini duomeny rinkinj, gausite tik
programiska/algoritmiska turinj, kuris atsitiktinai skiriasi nuo zmogaus sukurto turinio vidurkio. Yra
labai iSradingy dirbtinio intelekto meno kiiriniy, taciau dabar dirbtinis intelektas mokomas pagal savo
paties rezultatus, kurie tik sumazina nuokrypj nuo tam tikros nustatytos normos, todél dabar matome
laipsniskg dirbtinio intelekto turinio homogenizacijg. [sivaizduoju, kad tam tikras iSankstinis
duomeny rinkiniy ruoSimas bus naudojamas (arba Siuo metu yra integruotas j dabartinius dirbtinio
intelekto generatorius), siekiant uzkirsti tam kelig, bet a$ tai laikau dar vienu homogenizavimo
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metodu“®], DI kuriamam turiniui, pagiuose algoritmuose jau privalo bati tam tikri variacijas kuriantys
zingsniai — savotiski atsitiktinumo generatoriai, kad uzkirsti kelig besikartojan¢iam atsakymui, bei
pacio turinio homogenizacijai. Kadangi DI veikia pagal algoritmus — tai duodant tuos pacius
duomentis ir uzklausas, kiekvieng kartg biity gaunamas toks pats rezultatas. Siekiant uzkirsti tam kelia,
] algoritmus privalo biiti jraSytas atsitiktinumas — t.y. paciy taisykliy apibrézimuose jdéti atsitiktiniy
verciy keitikliai. Vélgi, paciam DI mokantis i§ savo sukurty duomeny, turinio vienodé¢jimas tik augs,
kaip teigia Kim Cascone, bei bus vis sunkiau ir sunkiau pamatyti kazkg tokio, kas biity mums
nenusp¢jama: ,,Nebent dirbtinio intelekto, kuriancio turinj kode yra klaida, klaidos idéja DI egzistuoja
tik tam, kad suzlugdyti Zzmogaus lukescius.*

DI prigimtis, konceptas ir nuspéjamumas neleidzia mums teigti, kad jis galéty kurti klaidas ar
atsitiktinuma, taciau tai néra jo pagrindinis pranaSumas. Visgi, tai kuo puikiausiai gali buti ir idealus
klaidos apibrézimo atitikmuo. Paprastos uzklausos musy turbiit nenustebinty, bet pradéjus klausti tai,
ka sunkiai, arba visai nebejsivaizduoja Zzmogus, jo rezultatai, jau nuo pat pradziy aplenkty misy
lukescius. Kaip teigé Markus Popp: ,,AS manau, kad DI yra absoliuciai fantastiskas, kadangi jis vercia
mus, zmones, daug geriau pinti savo ribas, kuriuose galime kazka pakeisti. A§ prad¢jau naudoti DI
savo darbo procese, kol kas tik vizualinio darbo procese ir manau, kad tai niekada nebus muzikinio
proceso dalis. Bet net ir tik pradéjus naudoti DI tokiu dideliu mastu savo naujai atrastame vizualinio
darbo procese, tai mane jau iSmoké nesuskaiciuojamo kiekio dalyky, bei nesuskaiciuojama kiekj karty
verté mane permastyti savo paties intervencijos ribas“. Dirbtinio intelekto sukuriamy galimybiy
mastas i§ ties, turbit sunkiai suvokiamas zmogaus, leidZzia mums suvokti kg i§ tikryjy yra galima
padaryti ir kokias ribas mes galime sau susikurti, ar pralauzti.

Apibendrinant, klaida, kaip pastebéjome i§ ankstesniy pavyzdziy negali biiti latkoma kokiu nors
daiktu ar procesu, kadangi bet koks procesas ar daiktas gali biiti naudojamas, bei negali biiti laikomas
klaidingu jei tai naudojame sagmoningai. Klaida — tai rezultatas tam tikro sgmoningo veiksmo, kuris
neatitinka nei musy liikesCiy, nei jis egzistuoja misy ketinty iSgauti rezultaty aibése. Miisy ketinimai
apibréZia minéty aibiy apimtj, o likesciai vercia tikétis rezultato jose. Jei miisy rezultatas nukrenta |
abiejy Siy aspekty matymo lauka, tai pats rezultatas téra teisingo veikimo poZymis. Taciau pastebejus
tai, kas 1§ esmés neatitinka nei liikes¢iy, nei intencijos, staiga mes tarytum norime priskirti tokiam
rezultatui ,,klaidos® etikete, tik pagrindziant klaidos estetikos autoriaus suteikta apibrézimg. Taigi
galima pamatyti, kad nesvarbu ar technologiSkai ar konceptualiai, klaida yra tai kas privalo biti
netikétu, atsitiktinu reiSkiniu, bei priklauso tik nuo Zmogaus kuris jg aptinka.

1 Kimo Cascone atsakymas angly kalba: Al just trawls, then organizes, human data in some statistical manner that follows
predetermined rules that describe various ways of organizing content. Again, any "mistakes" it produces are just statistical
anomalies that confound our expectations—the data points presented as content stray from a set norm for a particular
scene (art, text or music). Randomness is built in to this procedure in order to produce variations of prompted content. So
unless you are training your LLM on a private/local data set you're only going to get machinic content that randomly
varies from an average of human created content. There is some very inventive Al art out there, but now Al is training on
its own output which only narrows the variance from some set norm, and what we're seeing now is a gradual
homogenization of Al content. | would imagine that some sort of prior grooming of data sets will be used (or is currently
built into current Al generators) to "prevent” this but | see that as yet another method of homogenization.
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3. Algorimtinio kiirinio ,,Rand(xbit<<)“ analizé.

Apzvelgus klaidos estetikos ir atsitiktinumo muzikoje ry$i, buvo uZzsibréztas uzdavinys sukurti
algoritminj elektroninés muzikos kiirinj pagrjsta Siuo rySiu, bei klaidos estetikos ir indeterminizmo
elementais.

3.1. Kirinio forma ir konceptas

Kirinio konceptas remiasi dvejais i§ Kimo Cascone klaidos estetikos pateikty bruozy: techninés
klaidos jraSymas ir jy generavimas techniniais jrankiais siekiant pavaizduoti atsitiktinumo sukelty
klaidy garso objektuose panaudojimg, grojant dvejetainés sistemos struktiira paremtu garsy valdymu.
Kiriniui buvo jrasytos keturios tyc¢ia sukeltos techniniy sistemy klaidos. Pirmoji buvo panaudota du
kartus — laidas buvo apvyniotas apie vibruojant] objekta (pirmu atveju apie barzdos skutimosi
masinéle, antru — apie sugedusj kavos malimo aparatg), ir jkistas j garso kortos j&jimo ir i$¢jimo lizdus
vienu metu. Stipresnés vibracijos Salia laido gali pradéti generuoti auksto daznio garsus, o $is procesas
vadinamas mikrofonika (angl. microphonics). Pirmuoju atveju, siekta jrasyti barzdos skutimosi
masinélés vibracijos sukeltus mikrofoniskus garsus kol §i buvo prie pat i§sikrovimo ribos. [rasas truko
vir$ trijy minuciy ir jame galime i8girsti masinélés sukeltus triukSmus kai §i sukosi pilnu pajégumu,
ir kai ji pamazu silpo iki kol staiga nustojo. Antruoju atveju, galimai dél sugedusiy kontakty, kavos
malimo aparato varikliukas sukasi nepastoviai, ir priklauso nuo to kaip staigiai ir kokia kryptimi yra
judinamas, gali keisti savo greitj. Kabelj apvyniojus ir prijungus j garso kortg tokiu paciu principu
buvo jrasomi garsai, kol malimo aparatas laikant ore buvo vartomas ir sukin¢jamas kaip jmanoma
jvairiau. Kadangi, dél minéto gedimo, aparato sukimasis nesukélé pakankamai auksSto garso lygio
signalo, jis buvo dar papildomai apdorojamas programine jranga. Treciasis garsas buvo sukurtas
jrasant signalg i§ KL-21001 laboratorinio stendo modulio KL-23008 multivibratoriaus schemos
dalies.

6 pav. KL-21001 laboratorinis stendas ir KL-23008 modulis.

Dé¢l sugedusiy tranzistoriy, multivibratoriaus generuojami virpesiai tapo nepastovaus daznio ir garso
lygio, ypa¢ bandant juos valdyti su stende esanciais potenciometrais. Gautas jrasas buvo papildomai
apdorotas ir naudojamas kirinyje. Ketvirtasis ir paskutinis garsas buvo patefono garsiakalbio
skleidziami dunkséjimai pasibaigus grojamai plokStelei ir adatos perSokimas tyliose plokstelés
vietose. Visi minéti garsai, grojimo metu, veikiami papildomy programiniy garso jraSo gadinimy -
bitcrush efekto diskretizacijos daznio manipuliavimas (nevirSijant originalaus signalo Naikvisto
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daznio), vélinimo efekto (angl. Delay) garso pasikartojimy kieko didinimas iki maksimalios reikSmes
(sukeliancios be galo besikartojantj aidg) bei pasikartojimy trukmés manipuliavimas, ir galiausiai —
jrasy trukmés ir atkartojimo greicio keitimas.

Kdrinys taip pat remiasi ir algoritminés muzikos principais. Kiiriniui sukurti algoritmai seka laikg ir
tam tikrais laiko momentais daro atitinkamus arba atsitiktinius keitimus. Kirinj sudaro devyni
grotuvai — vienas pagrindinis foninio garso grotuvas, ir astuoni papildomi balsai. Pagrindinio foninio
balso garsas — kabeliu apvyniotos barzdos skutimosi masinélés sukelty triukSmy jrasas yra
paleidziamas ir paliekamas nuolatos groti, kol laike jo grojimo greitis ir kryptis keiciasi. Like balsai
groja pagal laike besikei¢ian¢io sveiko skaidiaus verte nusakantj dvejetainés sistemos skaiéiy. Sis
skaicius, sudarytas i§ aStuoniy skaiciy, galinciy turéti tik vieneto ar nulio verte. Kiekvienas skaicius
gali rinktis i$ trijy galimy garso grotuvy, kurie reprezentuoja tris galimas bito formas — nulis, vienetas
ir kvantinio bito nezinomg reikSme ir sudaryti i§ likusiy anks¢iau minéty garso jrasy grojanciy
sempleriuose ir pakartotinai jraSomy ir iSsaugojamy, kaip tg biiseng atstovaujancios garso jraso
formos.

Galiausiai, kurinys yra paremtas ir aleatorika. Beveik kiekvienas kiirinio parametras, kiirinio metu
keiciasi atsitiktinai, nustatytuose laiko ir pacio parametro réziuose. Pagrindinio balso tono kitimas
keiCiasi atsitiktinai j sekancig, netoli originaliosios esancig verte, kiekvienas i§ aStuoniy balsy
projekto paleidimo metu atsitiktinai pasirenka vieng i$ trijy garso grotuvy, bei kiirinio eigoje jj keicia
ne periodiskai ir groja juo atsitiktinai parinktomis natomis. Pacios natos yra grojamos dodekafonine
technika, periodiskai pasikeifiant grojamy naty oktavai j vieng i$ galimy septyniy. Bitcrush efektas
taip pat keiciasi atisitiktinai. Bitcrush efekto diskretizacijos daZnio sumaZinimas taip pat parenkamas
atsitiktinai. Vélinimo trukmés vertés nepastovus keitimasis vercia jau esamus besikartojancius garsus
laikyti kaip vieng garsg ir kartoti juos kita sparta, kas leidZia sukurti nejprastas ritmo formas.

3.2. Kiiriniui naudotos technologinés priemonés ir kiirybinis procesas.

Kiriniui sukurti buvo naudojamos Sios technologinés priemonés — diktofonas ,,Tascam DR-40X*,
1Soriné garso plokste ,,Native Instruments Komplete Audio 2 MK 2%, [ ,WAHL" barzdos skutimosi
masinélé, ,,StandArt* kavos malimo aparatas, KL-21001 laboratorinis stendas ir jo modulis KL-
23008, ,,Cycling '74 MAX* — vizualine programavimo kalba paremta moduliné garso ir multimedijos
algoritmy projektavimo programiné jranga, ,,Ableton Standart 11— darbui su garsu ir muzika skirta
programiné jranga ir ,,Arturia Pigments 4 — skaitmeninis sintezatorius su semplerio ir granulinés
(angl. Grain) sintezés moduliais.

Pirmiausia, kiiriniui buvo sukurtas astuoniy bity sekg keiciantis algoritmas. Jj sudaro dvi pagrindinés
dalys — kiirinio metu skirtingais periodais kintantis sveikasis skaicius, ir jo keitiklis j individualius
dvejetainés sistemos skaiCiaus atitikmens narius. Skaiciaus didéjimui buvo naudojami ,,line* blokai
kuriy funkcija pereiti i§ vieno nurodyto skaiciaus i kita per nustatyta laiko tarpa. Skaiciai ir laiko
tarpas nurodyti auksciau ,,line* bloky esantys zinuc¢iy blokai, kurie liepia blokui keisti pradinj skaiciy
i vis du kartus padidinta sekant] skai¢iy, per ta patj laiko tarpa. Zvelgiant j antrajame keitimosi sekos
zinut¢ kaip pavyzdj, jos bloke buvo parasyta ,,1, 4 120000, kas reiskia, kad j ,,line* blokas i§ vieneto
biisenos i ketverto biiseng pereis per 120000 milisekundziy, arba dvi minutes. Visi like blokai veikia
identiSkai. ,,Line* bloky komandy keitimasis sukuria vis grei¢iau besikeiCiancio skaiciaus, ir vis
dvigubai didesnio dinamiskumo pojitj, kadangi kiekvienas sekantis galinis skai¢ius yra du kartus
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didesnis negu pirmasis. ISimtis — pirmoji zinuté. Kairybos procese buvo pastebéta, kad nustacius
kitimg 1§ nulio j vieneta, kiirinys skambédavo nuobodziai arba vyraudavo tyla. Siekiant to iSvengti
buvo pasirinkta pirmajj bita laikyti vienetu pusé to laiko, kuris skirtas kitoms skai¢iaus kitimo
zinutéms, kuris su sekancia zinute automatiskai virsta vienetu po 30 sekundziy. Sveikasis skaicius
tada keiCiamas ] individualius dvejetainés sistemos skaiCius, dalinant jj astuonis kartus i$ sistemos
pilng bitg atitinkanc¢iy skaiciy, paskui naudojant bity pastimima (angl. bit shift”), kad iSgauti
konkregios pozicijos bito verte. Salia buvo pridétas laiko sekimo blokas, rodantis kiek sekundziy
praéjo nuo kirinio pradzios, bei kiek pilny minuéiy yra praéje. Kiekvieng kartg pradéjus kirinj — laiko
verté nustatoma j nulj. Galiausiai, visi skai¢iai supakuojami  ,,zl.group* bloko sarasa, kad véliau biity
galima i3 jo i8imti konkreius skaiGius. Siy skai¢iy pagalba buvo galima valdyti kada groja individual

Skaltiy keitimosi spartos
valdymo algoritmas

Pradeda skaiiavimg, rstart 2 o) 9 o 8 2! 2

ulina faiko rodiKi 1, 4 120000 8, 16 120000 Jll 33, 64 120000 [ 128, 255 120000
1, 160000 812 ST TR

(Work n progress) 1.1 60000 4,8 120000 [N 16, 32 120000 M 64, 128 120000

__
(-] [ 8 e (28 2 28 D28 80 D2 Pl L aikas, s

T —— i
= ————— Laikas, min

Sveikas skaitius - desimtainis
integeris

Integer's keiziamas | jo
atitikmenj dvejetaingje
011000000000 sistemoje (DEC to Binary)

dvejetainis skaitius
(8 individualas 1-ai ir 0-iai)

7 pav. Bity sekos keitimosi valdymo algoritmas

Sekantis Zingsnis buvo sukurti tris grotuvus. Jra§ytiems garsams groti buvo naudojamas ,,Arturia
Pigments 4 programinis sintezatorius, dé¢l savo kiirinio tikslui patogaus semplerio ir granulinés
sintezés galimybés.

© ENGINE1: Wavetable ENGINE2: Sample L o FILTER 1

TuNE A: DRRRRRRRRRR 22.05KHZ SR

1 sy SAMPLE/GRAIN
BITCAUSH GRANULAR - MODULATOR

FUNCTIONS MACROS

8 pav. Programinis sintezatorius “Arturia Pigments 4
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Vienam garso grotuvui buvo pasirinkta naudoti po vieng tokj sintezatoriy, j jo sempler;j jkeliant vieng
i$ trijy garso jraSy, bei pakeiciant kelis garso ir efekty nustatymus papildomam, nezenkliam garso
modeliavimui. Tuomet | sintezatoriy paduodama nata sudaryta i$ trijy atsitiktiniy ver¢iy — natos
numerio ir garsumo, kurie gali buti bet koks skaic¢ius nuo nulio iki 128, ir natos trukmés — kurios verte
gali biiti bet kokia nuo dvidesimties sekundziy iki beveik nulio (pasirenkant nulj, nata pasikeicia ne
staiga, bet per laiko tarpa kuris priklauso nuo kompiuterio procesoriaus taktinio daznio, tad laikas,
priklausomai nuo sistemos, gali buti iki keliy nanosekundziy, kas i§ esmés yra staiga). Galiausiai, 18
sintezatoriaus iSeinantis garsas yra periodiskai jraSomas | tris atskirus buferius (laikinas garso jraso
saugyklas). Salia to palikti keli langai garso signalo, jo lygio, bei jrasyto garso bangos pokyc¢iams
stebeti.

Random natos impulsas
|L'_|.=ll1h ang

E ON/OFF

max Trukmé
{max 20}

0.

0,507 s
0.000
-0.640
Off
ADSR
0,000 ms
1.99s

9 pav. Grotuvo algoritmas

Turint grotuvg ir valdymo algoritma, buvo laikas pradéti kurti vieno i§ astuoniy balsy algoritma.
Kiekvienas balsas iSsirenka vieng i$ trijy grotuvy projekto paleidimo metu ( ir periodiSkai tai pakeicia
kiirinio eigoje). | pasirinktg balsg tada nukreipiamas konkretaus bito signalas, naudojant ,,zl.nth*
bloka, skirtg iStraukti konkrety saraso skaiciy (tai nurodo skaicius Salia ,,zl.nth*). Valdymo algoritmui
ta bitg ver¢iant nuliu ar vienetu, jis perduodamas grotuvui, taip nurodydamas jam kada groti o kada
ne. Tai padaroma vienetg arba nulj siunciant j virs ,,Groove* bloko esantj ,,sig~“ bloka, nusakantj
kokiu grei¢iu turi biiti grojamas jrasas. ,,Groove* blokas, pavadintas taip paciai kaip vienas i$ trijy
buferiy, groja tame buferyje patalpintg garso jrasa, nuolatos ji kartodamas ir keiciantis jo tong pagal
auks¢iau jo esancio, naty generavimo algoritmo dalj. Si dalis taip pat veikia atsitiktinumo principu,
kuomet atsitiktinai apsirenkama tiek oktava, tiek joje grojama nata, bei palieckama galimybé¢ tong
keisti papildomai rankiniu, ar prireikus — programiniu biidu. Galiausiai prie pirmojo ir antrojo
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,»@aroove® bloko prijungiamas parametro jungiklis, valdantis laiko tempimo (angl. timestretch)
parametra. Kol $is parametras jjungtas, keifiant grojimo greitj, biity kei¢iamas ir tonas, taciau ji
jjungus, kintant grei¢iui tono valdymas palieckamas anks¢iau minétam naty generatoriui. Salia
kiekvieno ,,Groove* grotuvo taip pat paliktas garso lygio valdiklis, bei jo ir garso formos indikatoriai,
suteikiantys vizualumo, bei galimybe momentaliai stebéti ir analizuoti grojantj algoritma. Garsas
visiems trims blokams valdomas vienodai, ,,VOL* svirtelés pagalba, leidziant garso lygiui bati
kei¢iamam tarp -70dB iki -10dB.
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10 pav. Vieno balso algoritmas

Sukdirus $iuos tris algoritmus, kiirinio konceptas didZigja dalimi buvo iSpildytas, taciau triikko garso
uzpildancio tarpus, simbolizuojan¢io fona iskelta | pirmaji plang. Problemos sprendimui buvo
sukurtas dar vienas algoritmas. Sio fono algoritmas veiké panasiai kaip grotuvas, ta¢iau turéjo kelis
esminius skirtumus. Pirmiausia, vietoje ,,Pigments 4* buvo naudojamas ,,groove* blokas, ir grojamas
Jvairiais greiCiais. Greitis kinta laike, i§ pradziy létédamas iki vieno procento standartinio greicio,
tada po atitinkamo vélinimo laiko, tada greitédamas grojant atbulai. Grojimo greicio kitimas, nors ir
su jjungtu laiko tempimo nustatymu sulétéjes pakankamai pradeda keisti daznius dél mikrogarsiniy
bangy esanciy bangy formoje kurias pradeda pagauti ,, MAX* diskretizacijos daznis. Pra¢jus abejomis
laiko kitimo zinutéms, abi zinutés pradeda keisti greiti vienu metu, nuolatos verciant signalg keisti
kryptj ir lététi, o paskui tokia padia tvarka greitéti. Salia to, fono tonas yra papildomai kei¢iamas j
gretimai pradinei esancig atsitikting verte su ,,drunk® bloku. Kaip ir kitiems blokams, fono algoritmui
taip pat buvo sukurtos vaizdinés indikacijos — garso jraso vaizdin¢ indikacija, tono parametro stulpelis
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rodantis kokioje vietoje yra tonas lyginant su nustatytomis ribomis, grojan¢io garso signalo bangos
forma ir laikinio parametro sekimas. Galiausiai, kadangi paleidinéjant kiirinj gali biiti poreikis paleisti

kelias jo dalis vienu metu, buvo sukurtas raudonas mygtukas, pavadinimu ,,Startas* paliesti visus
algoritmus vienu metu.

Startas

11 pav. Foninio garso grojimo algoritmas
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ISvados

Klaidos estetika, pasitlyta Kim Cascone, gali biiti apibréZiama kaip menininky metodai naudoti
tai kas biity laikoma neteisinga savo kiiryboje. Sios ,klaidos“, dabartiniy technologijy pagalba
gali buti apzvelgiamos iki mikrosekundziy tikslumo ir panaudotos jvairiausiais meniniais
metodais. Sios estetikos muzikoje galima pastebéti tris pagrindinius bruozus — jau minéty klaidy,
naudojimas meninéms kompozicijoms jgyvendinti, fono, ir jame slypin¢io garso perkélimas |
priekinj plana, ir galiausiai, technologiniy jrankiy galimybiy praplétimo, ir netradicininiy biidy
naudojimas.

Atsitiktinumas muzikoje, ypac kai kuriuose zanruose gali biiti ne tik siekiamyb¢, bet ir butinybé.
Tai gali buti kaip atlikimo metodas — improvizacija, kuri i§ saves yra atskiry muzikos zanry
pamatinis aspektas, arba metodas skirtas kiirybai — algoritminés ir generatyvinés muzikos
modeliai naudodami ty¢ia sukurtus, arba i$ nebutinai muzikiniy sfery pasiimtus duomenis ir
pritaikydami juos garso arba kompozicijos kiirimo procese.

Apzvelgus klaidos estetikg ir indeterminizma, galime pamatyti, kad rySys tarp jy yra neretai yra
perspektyvos reikalas. Tai yra dél to, jog apart kvantiniy kompiuteriy, tikrasis atsitiktinumas néra
pasiekiamas. Vietoje to, mes turime pseudo-atsitiktinumg — tai kas i§ esmés néra pilnai
nenuspéjama, taciau gali biiti matoma kaip neapibréziama. Toks atsitiktinumas taip pat néra
begalinis — jis egzistuoja tam tikrose ribose, kurias apibrézia zmogus. Sios ribos ir yra pagrindinis
kaltininkas leidziantis indeterministiSkiems dalykams kai kam atrodyti nenuspéjamai, o kitiems —
apibréztai.

Klaida, kaip reiskinys yra apibréziama intencijos ir lukesciy. Tol kol zmogus ketina sukurti tam
tikrg rezultata, ir pasiekia tai, kas telpa i jo likesCiy iSkeltas ribas, toks procesas bus laikomas
teisingu veikimu. Jeigu rezultatas nebetelpa ] misy liikesCius, bei néra toks kokj buvo ketinta
1Sgauti, tuomet tokj reiSkinj galima laikyti klaida.

Kirinys buvo sékmingai sukurtas remiantis klaidos estetikos apibréZiamaisiais bruozais ir
atsitiktinumo elementais. Kirinio metu kai kurie atsitiktinai valdomi parametrai sukuria
papildomy klaidos estetikai btidingy garsiniy objekty. Panaudoty technologiniy priemoniy déka
pavyko sukurti algoritmg generuojant] aleatoriSka muzika. Kiirinio algoritma galima tobulinti
sukuriant daugiau balsy ir grotuvy, kas sukurty daugiau jvairiy galimy seky, bei papildomy efekty
fonui ir jy parametry valdyma.
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Priedai

1 priedas. Pokalbis su Markus Popp

Laurynas Kolodzeiskis
Yeah. So we are recording and yeah. So first | was curious, how did the release go, the one you
mentioned previously when we talked?

Markus Popp

Yeah, that that went completely fine. Yeah, yeah, sure. That's great. That's fantastic. Kind of. Little
work out. | would almost call it you. Know it's almost. Getting myself like a workout in terms of.
Having something ready for release every month, you know, and doing the cover, that's the most fun.

LK
The cover you mean the artwork of the?

MP

Yeah, yeah, the artwork. And prompting the artwork. All that kind of stuff, you know, that's. | mean
on a on another level, it's obviously. All the things you should be doing as a recording artist these
days, right? Like it makes you look prolific and you are generating like traffic. You know you
interacting with the community. And you definitely have like a motivation to. And and of course also
like a deadline, you know, all these kinds of things.

LK
So it's like keeping up in shape, as in in a said way.

MP
Yeah. Yeah, it's kind of it. It kind of keeps you going and. Keeps you motivated to always come up
with new ideas and new angles and new kind of ways to frame whatever tracks you have this month.

LK

Fair enough. I think | would agree with you on this one. And speaking of these new ideas and so on,
I think it's kind of a good segway into what | was hoping to talk with you about. About the... what
I'm writing is the aesthetics of failure, the term that was coined by Kim Cascone, and uh, also I'm
trying to find the link between the aesthetics itself and the randomness of various musical elements,
so to say. So about these, like coming up with new ideas... What | was really wondering as | saw in
the article you were mentioned when you were drawing pictures on CDs. I think it was called prepared
CDs or something like that. How did that idea come to mind?

MP
Yeah, it's a, it's kind of like a longer, kind of paragraph. But | hope you don't mind.

LK
As long as you need.

MP

I mean, at least you're recording this. You can always jump. Back and you don't have to take notes
now. Yeah, | mean, obviously you must be aware that we're talking about a fundamentally different
time.
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LK
Yes, | am aware of that.

MP

Yes, OK. In terms. Of like everything right, it was a different time in terms of. Electronic music
technology at your disposal, you know. And in many ways, the mid 90s or even early 90s, that's when
| started were pretty much like pre everything right? It was pre like waveform editing pre graphical
user interface, pre software emulation and in some areas it was even pre. So we're talking about a
fundamentally different time. There wasn't an Internet. To speak of, you know. And they were. There
weren't any even semi affordable laptops. And of course, everything had to happen on a much lower
level of, you know, definition, connectivity complexity and we only had like a fraction of the
processing power at our disposal. You know, so we're talking about like a very simple time. In in any
way imaginable so. What was ,,Oval”? You know, I'm gonna go with ,,Oval” because that's the
German way to pronounce it, but the international might be Oval, you know? So I'm always. Maybe
I might go back and forth between Oval and Oval. So what was Oval all about? Yeah, there were
elements of protests. | would say there was some kind of strategizing. There was even, like, a political
through line. It was definitely about novelty. It was definitely about playing devil's advocate. It was
definitely happy accidents. And maybe you might even say. Oval was engaged with music. After all.
You know, even though it seemed to be so contrarian and so anti music in so many ways, but it turned
out to be very musical and music turned out to be a very important factor all throughout my career.
My situation just me. In Berlin. How did that come about? You know? So | would describe my like
early attempts at these tracks as based on observations more than anything else. Like, I didn't consider
myself a musician in any way, so | had nothing to bring to the table as a musician. And | was not
interested to bring anything to the table as a musician because | was not into, like synthesizer music,
electronic music, media, music, Berlin school kind of music that was absolutely not important to me
as a. Like whenever went to see concerts, it was like indie Metal core. You know, that kind of stuff.
Umm, so so in the 90s, late 80s, nineties like a band like the the Pixies was good enough for me. You
know, that was that was my kind of music, if you will, like if you want to bring it to. This kind of
thing and. Sympathizers. No interest, you know, traditional musical instruments. The new electronic
music explosion that was. Happening all around me. Because it was mostly just some cheap kind of.
Four to the floor kind of way of making money with music that already existed before. And yeah, I
would say, you know, again I. Said it before. You know, it was a pretty modest approach because |
didn't feel 1 had enough to. Bring to the. Table as a musician, you know at. Least not in the. Capital
M music kind of way. And as a listener. | was also not into quantized or sequenced or what | called
at. The time like MIDI music. You know, and | was also not into experimental music either, you
know, so what's left? You know, so still | bought this sampler. And | would say out of more out of
necessity than anything else, | gave this like meta route a try, you know, like a typical like one of my,
like, typical edgy interview statements, like the quotes from my interviews of the early overall days.
The best thing about music is that it's already there. You know you can treat it as material. It's like
just. For you to. You know, reorganized to be reorganized as opposed to newly composed or. As
opposed to. Turn be turned into music that already exists to just. You know, consider this like a
business or something. So in the end I was kind of looking for like, new musical building blocks.
Without relying on like MIDI. Or drum machines or synthesizers. So in the end, the most interesting
sound source | could come across was like these unpredictable sequences. A skipping CD produced
in in a CD player, so it was more like an accidental discovery, but in another way | was looking to
surprise myself and to just find a different angle and also out of economic, financial necessity,
because, like the musical equipment at the time, was very expensive. You know it was unaffordable
for me in with my student budget, | could barely afford this hardware sampler, you know, I had this
like ,,prosumer” unit by Yamaha. So I had like a Yamaha TX 16 W so that's like a hardware sampler
and that's like a 12 bit unit, with 16 voices, which became kind of important later, but only 3.5
megabytes of RAM total. So that means maximum sampling time was 51 seconds at 33.3 kHz
sampling rate, so any piece of music | would compose or work on or put together had to consist of a
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total of 51 seconds of recorded material in total, like stereo would be half that you know. So it was
clear and and as | said earlier | was not interested and maybe also not capable of joining like the music
game on like a level of a musician. And | was not interested to do that. So accessing audio CD's was
basically this unlimited pool of sound sources. | could like turn with this trick of like painting the
CD's and making the CD Skip, I could not only sample the sound which through multi sampling
would have enabled me to play instruments, you know, but | was not interested in that part, but instead
I sampled these like skipping sequences that were both sound, melody and rhythm in one, so I could
extract these like tiny fragments and use them as the building blocks of my music, but that was all
that | wanted. There was all that | was looking for. I was... | couldn't wait, you know, to get up in the
morning and run over to this like CD rental around like this around the corner. | still live in the area,
you know, so it's was up the street and | rented these like ****** ambient, you know, Berlin school,
kind of like. Ambient music CDs and | couldn't wait to turn them into these like unlikely building
blocks my music could consist of.

LK

That's actually a very interesting approach, to be honest. If I understood correctly like the whole thing
was born not only like from as you said, the purposefully looking for it, but also sort of a necessity
as in | understand the times were very different and the the. Prices of musical equipment. | can only
imagine the prices that were then. But you mentioned that the music was already there, as you say, is
it? Was this like the the drawing on cities? If | understand correctly, you saw this as a way to create
something new. Or was it something? Something else? Because | do understand sometime, ins our
lectures as well, they say that basically all musical sequences of notes and all drum loops that you
can think of, were almost all of them written down, you just need to find something new, something
different. So was that another option? Why, why these skipping CDs, and painted on CD's was a
thing?

MP

Yeah, | was definitely after novelty and | was definitely after surprising myself and. As | explained
before, like | didn't have the means like financially and also in terms of skill to like enter the proper
like music game. But then again, | didn't want that. | wanted to bring a music into existence that had
a reason to be there that was justified to be using the possibilities of the time. Whereas electronic
music that | observed around me but, I'm not a very big music person. Right. Like I, as | said earlier
like I'm 1 was like indie rock or whatever was good enough for me, more or less. You know, of course
I know some avant-garde composers and blah, blah, blah, but you know. It's not... It was that was
not what was driving me, you know, | was not trying to inscribe myself into the pantheon of, like,
composers or musical protagonists or personalities or whatever, but | wanted to bring a music into
existence that really reflected the possibilities of the time and the specificity of this kind of
technology. Just having fallen into our hands. And I really like this kind of approach of consumer
grade, or ,,prosumer” grade equipment. Like another album that was musically much more. Like
another one of my albums that was musically much more ambitious and technically much more
advanced than the early 90s albums that are released like an album called ,,O0%, which I released in
2010. I was also very proud of the fact that I could record this entire album on like a €500 PC.

LK

That's that's actually impressive. Not not gonna lie. So these sorts of limitations like you mentioned,
do you, as | understand you try to not let's maybe... not let's not say limitations but you try to... Ah,
the word stuck for me. Sorry. Try to use the equipment you have to its fullest to, if | understand not
not try to get as much to to get something but to use something to its fullest potential find as like...

MP

Yeah. Yeah. In. Yeah. Yeah. Inthe end, it's... It's like a passionate definition of creativity, right? Like
it's really, like to be absolutely into the tools at your disposal and to be really able to use them to the
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full extent and to really know them inside out and this is something | always love to have some few
chosen tools | work with and then I can. | absolutely know what to do with them.

LK

| believe that's that happens that that comes to us all in time. After speaking with some other musicians
during my lifetime, they usually end up in the same spot as you mentioned. Even if they buy a lot of
things, they eventually come to a set of tools that they use all the time. But speaking of those tools,
well, as you mentioned the times were different and the times have changed and the tools have
changed. as well. I'm very keen to hear your opinion. How do you think today's music and the
aesthetics of failure as Kim Cascone described it? Is it still prevalent in our time? Is it? Is it not?
Maybe. Is there other some sort of characteristics of it that we can?

MP

I wouldn't know. Like I'm not keeping up with things in music to that extent, but I mean I did it like
before the interview you can ask check GPT and it will give you like a very competent rundown of
the aesthetics of glitch from the 90s to 2023 and so on. So | can just send you.

LK
That's OK. Well.

MP

What it has come up with? And | mean my opinion, it's it's obviously has become a troll. It obviously
has become part of the aesthetic cannon and that's completely expected and completely fine, and I'm
fine with it. And I think it is even more relevant than it was at the time because it definitely had, you
know, there's so many aspects to this glitch which at the time | did not make clear to myself in terms
of a guideline, but looking at a list of criteria today, | recognize many of my motivations of the time.
You know, there's an element of embracing imperfection. There's an element of deconstruction,
there's an element of critique. There was even like a political thought line in my work | would say it,
it definitely has an element of experimentation. Process over product is also very important. Like |
literally made music software plus interactive sound installation overall process which was pure
process you know. So the listener was already doing my music. So | was putting the listener let the
visitor in museums and galleries, art galleries, | was putting them in my place and they could record
and sequences of my music for me or in my place you know things like that. Subverting traditional
aesthetics, of course. It was like supposed to be new. It was supposed to be exciting. Also exciting to
myself. You know, as | mentioned earlier, like this surprise element was very important to me.
Definitely exploring the metric reality of digital media. Obviously, it was about the material of the
media of the CD, like literally. Being disrupted. And disruption of the of the overall narrative, you
know, go against the the grain, so to speak or kind of like be contrarian and so on. You know, like it
it it ticks many of the boxes. Of the building blocks of a glitch aesthetic, even throughout like a 2023
lens and so | would say. Even though | might not have been aware of that, to this extent, at the time,
but there were definitely lots of motivations at play. You know, like | was. | was | maybe | just
mentioned one aspect was the strongest which which was the the function of like my music taking a
function of like commentary. Like | felt a strong obligation to be transparent and to be able to explain
my motivations and what | am doing and why am | doing this and what is happening. There was no
mystique you know, there was no ******** You know, there was no typical rockstar answers to the
typical journalist questions. You know, but instead | was just like either ,,next questions* or ,,next
question‘ or I was not even... | was answering to a different question, you know, because it was much
more important, like it was much more... there were much more important things to talk about in my
opinion, than ,,what inspired me to do this and this music* or ,,to choose this and this album or trap
title, but instead | wanted to talk about creativity and what's left of it and what's what is even? How...
How can creativity even be defined under the circumstances we are working under and so on? So
Oval was meant as a contribution to a discourse you know, not meant as a building block of a career.
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You know, I never did this as a career. Like the career just happened, you know? Or it kind of semi-
happened. But it was never meant to be part of the music business or anything, you know, it was
more. You know, everything came with the subtext. Like I I included these hints like in, in track titles
and so on at the like what | at the time saw as as as the powers at work, you know like who is running
this you know and what's actually happening here and so on. So there was definitely as | mentioned
before, there was definitely like a political aspect to everything. And it was also disengagement, you
know, not to be one of these musicians with the typical answers to the typical questions. And of
course, it had to do with authoring. Being almost. Nonexistent. You know, at least not in the
traditional kind of way. So this. Music was not. Composed this music was not. Authored this music
music was not played, but it was more found, you know than than | was not looking for anything. |
was just finding. So at the time | had this like. This model, where | said like it's it's about finding the
music that you don't need to search, you know it's already here you. Know you have this. These
terabytes of of audio on these CD's, you know, and you can just access it as a pool of like, raw material
and data material and then. I can turn it into something, but ultimately I don't consider myself the the
author, but I I'm more like reorganizing the content.

LK
Sort of like a samples reorganization in a track.

MP

Something like that it. Was more like curation. You know, it was. It was, | mean ultimately. That is
kind of the turning point. In this lecture I'm I'm looking at right now. The turning point is like
ultimately, even in at this early stage it these tracks were. After all, you know, because they were.
Technically happening in a sequencer in a conventional sequencer from left to right, you know the
typical cue base type of sequencer, and it was completely, deliberately put together. There was no
random element. | never randomized any aspect of the process except the. Extraction of the sounds
from the CD's, but after that everything was put together almost like a like a pop song, you know?
But that was not important to emphasize at the time. And at the time, | wasn't also aware that | had
so much to do with music after all. Like I was really just considering myself someone who was. Doing
this kind of work because nobody. Else would do it. Or something like that. I think this this you you
always need this kind of driving force or this kind of motivation in terms of only I'm doing this right
now because otherwise it. Would be boring. Or it would be unnecessary. Yeah. And and in general.
At the time, maybe that's. That sounds foolish looking back from today. But at the time, it was the
dawn of the so-called Multimedia age, you know, so it seemed there wasn't much future left in music.
Period. You know, so music. Would soon be over. You know, there would still be piano teachers and
people playing in big orchestras or something, but in general. It would be about different things. The
future would be about becoming like being a programmer. You know, it would be about interactive
content. It would be about installation art, you know, things like that. So music to me at the time
seemed to be more like an entry level course, you know, like a beginners. Course in what | saw as
digital offering. You know or like I I was also using the term late age of audio. So the music is almost
over. Which which of course didn't turn out to be the case. You know, it's still around, but at the time.
It seemed so like pedestrian and boring. What you can do with music compared to like, say, interactive
applications or Internet or video games, you know that | was almost embarrassed to put out these
albums because it's really just. Reorganizing some sounds that | got from some CD's and what is the
big deal about that? Right, so I | felt this is. Almost like a. Little embarrassing. And I was. | was at
the time | was talking about an organizing the remnants of sound, you know, like the, like the
leftovers. And the and the rest is just going to be going downbhill from here, you know of. Course
there's also. Always going to be some nonsense, you know, some pop music or whatever. But | was
not interested in that, you know not to. Be part of it. | was listening. To it, maybe from time to time,
but I didn't want to be one of these like recording artists. One of these like. So yeah. Yeah, that it was
a weird mix of of negating things like refusing things and also. Affirmation. You know to be in. Favor
of certain things. You know, it was a weird. Mix and the line got increasingly blurred. Into and and
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things got blurred into the same thing. So. And things got indistinguishable, and that's what | meant
by this statement. It means like systemic. So it's like the system, it's the system, it's about the system.
So we're all in this like system sort of and that's the the scale on which this should be seen, not in
terms of like, oh, it's another interesting. Electronic music album, you know, but instead | wanted to
ask. I mean, at the time, you know, | was like a. Student right. And at the time I I, 1 was convinced.
That I was asking the real. Questions. You know, things like that, this kind of mindset.

LK

I think I understand that. So | want to get back to the one you mentioned, the the music was over kind
of kind of caught my. Attention there, uh. In what? It's it's hard to formulate what I'm thinking, but
over as in it is over, it becomes sort of like content for other medias for something. What? What?
What do you like exactly? I mean, if I'm not sure | followed that.

MP

It would become. | mean is it in a way it's visible since a few years. It just happened a lot later than |
expected. Like it just becomes a hobby. You know, it becomes something what people like doing.
Like cooking or gardening, you know, and you doing music on the side, you know? But you will
never think that you will. Ever be a pop star? It's a hobby. It's something you do in private, you know,
it's irrelevant. It's just something that you do. And of course, you're still connected to culture, and it
has a certain relevance, but. Everything is so fragmented and. You know. It's so ubiquitous that in the
end. It is so. Hard to be visible with any content, let alone original content. And it's not important if
music is. Or Richard like composed. Deliberately composed and it's new, or it's just downloaded, or
itis just licensed or it is just a cover version of something it doesn't to most people to the vast majority
of people. Doesn't matter anymore. So music only becomes. Relevant if it's missing, for example
from like a YouTube video or like a a piece of visual content and there's no sound and then people
go like ohh, where's the sound? There's no sound, there's no sound, you know. But in general from to
most people it. Doesn't really matter.

LK
It's almost like a like a filament of sort to.

MP

I mean. Something like something like this. Of course, there's still music lovers and wonderful. And
it's good for them, and I'm maybe I'm also one of them by now. You. No, but at the time to me. The
future of. The music we knew. Especially how the music business has taught us. What music is? You
know this this like the the music of the the as a as the the main content of the recording industry. You
know the music industry, the record industry this I saw. In the early 90s, didn't have so much future
left, at least not the ambitious flavor of music that was really into something more than just being
entertaining.

LK

Ohh in that in that term as you mentioned the the music as itself as in sound like the job of music or
something like that. But you do mention that as a hobby it still is going to be around and. It's it's most
likely we'll never die, but another thing is what we do see as well. Was the emergence of the, | don't
know, unfathomable amount of content, the musical content that people generate each day and. The
some some are perhaps original. I don't know if I could rate if they are original or not, but the amount
of it would say that perhaps music is here to stay, maybe even overcome other medias. | would. |
would maybe argue about this but.

MP

Yeah, absolutely. Yeah. No question about that. | mean, | was talking, you asked me about the early
90s and | gave you the early night, my early 90s mindset. You know, today | have a completely
different opinion about these things.
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LK
Yeah, yeah.

MP

But at the time. And it was only one aspect. Right. Like | mentioned other aspects, but | wanted also
to give. Mention to the aspect of the the the this kind of gloomy outlook they had on music as a
medium in general. Right. Because to me, at the time, interactive applications were just more
interesting or kind of superior. And we had seen. What music had to offer, and it was fine. It was
fantastic, you know. But then in the early 90s, genuinely new possibilities became visible. And then
I would think like, yeah, music will be just an old medium, you know, it will still be around, but it
will not be cutting edge anymore. It will not be relevant anymore. It will be. Relevant to people just
as much as. Yoga or gardening or some some cooking is you know it's it's irrelevant to millions and
millions of people, you know. But the cutting edge. Which stuff was, in my opinion, at the time
happening elsewhere already? And I | remember feeling kind of embarrassed, you know, putting out
these albums and then. Going like, yeah. You know, I have these albums out like. Whatever you
know. So yeah, it was it was it. Was a weird time. As | said, | mean it it it was a let's say it was a
different time and my mindset. Was was like that. And music is of course still around, and music is
still a thing. And that's great. No question about that. I just wanted to describe my early 90s mindset.

LK

I understand and as you mentioned, your mindset has changed today, | believe, uh, well, as you
mentioned, you saw this, as you said down full of. Music. You thought it was going to be earlier,
obviously, as you mentioned it's not. But Speaking of this, let's say maybe. Let's fantasize about it.
Uh, in 30 years, for example, would you say it's gonna be the end of music, or is it gonna be about
around the same situation, just with a different map?

MP
It's going to be what | didn't get that last point.

LK
Is it going to be the same situation as it's still here, but with a different mask on it? For example as
representing the difference of the times.

MP

Yeah, yeah, absolutely. Yeah, yeah, music is not going anywhere. It's it's definitely gonna stay. It's
gonna be completely. Generated performed. And may be marketed by Al, but. It is gonna be around,
of course.

LK

Speaking of which, was one other point. Basically talks about Al and uh questions about Al | believe
are kind of very common right now and especially around people with uh, with musical background
or musical, let's say goals, it's a bit of a scary subject because people think they're it's going to replace
musicians. It's going to replace sound engineers in a way. But as you mentioned, marketing... it is
going to replace marketing. I've not heard that one before. Could you maybe add a bit to that? How
do you imagine Al would do the marketing in the future?

MP

Know | mean my what's marketing right? Like it's basically promoting products or content let's say.
Text form. Visually by animated. Content animation or moving images and almost all of those things
are already.
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LK
Automated in a in a way.

MP

Yeah, you can. You can already automate them to a very high degree like text is already over. Like
text everything. Text is already completely case closed, you know. Music. | wouldn't know. Like 1
was just talking to a. Friend like a visual. Artist who was just here this afternoon. For like a like a
meeting. And he asked me exactly that because at the moment I'm like, very enthusiastically. For
image AIS. And that fills me with the same. Almost euphoria, you know, with the same. An urgency.
As | felt when | was, | couldn't wait. To get up and run over to this. City rental to extract these like.
Beautifully beautiful and strange. Irregular sequences and building blocks of music. And today | feel
the same excitement prompting Image Al's to get these. Yeah, to to enter the.

LK

Like telling him telling that Al to draw on the CD and generate an image, find understand correctly.
MP

Sort of yes, with the with the special, with the with the specific condition that | in the Visual
Department. Again, same as with music in the beginning of the 90s had nothing to bring to. The table,
like completely blind spot in my. UM. Act if you will like in in my in my concept in my career like |
was never a visual artist. | was never even a visual person. You know the amount of ambitious visual
content. Let's say. Visual art or, you know, motion graphics even. That I'm exposed to in a typical
year is less than 100 minutes or something, you know, like | never had any means. | never had any
skills. Never had any anything to bring to the table. And now this whole new world opens up, you
know, and it's like. I'm super excited. I cannot wait. Wait to wake up in the morning and start, you
know, and I'm doing this for like. 18 hours a day. And music is case closed, you know, in music.
That's why I'm not interested to work. With Al on music, because | would be too critical. | would 1.
Would know everything too much inside out. Lots has happened, of course, in the meantime. | mean
we're. Just talking about my 90s mindset and my 90s skill set, and of course by now | have a
completely different skill set and a very. Broad spectrum of things | can do musically and technically,
and that's why | would probably not want an Al ever to take over and define. Music that | would
consider releasing. Under my own name. So working with Al in a musical capacity, | would never
do. I think I would. It's it's just not interesting. It's it will be just disappointing and just frustrating. |
would always know how it should be different. And then telling the Al and prompting this would
take so much time. I could I could just do it myself in this in this amount of time, | guess. And so
with in the Visual Department is completely different because I've never had any even interest. Maybe
any remote interest, but no, really experience and no skill set. And now like this whole world of stuff
opens up. And it's like quite amazing and it's teaching me so much every day and | feel. Like so, like
inspired and. There's this real urgency. Of making something happen, and it's very raw, it's it's very
raw kind of energy and very raw early kind of days atmosphere. And I really like that and | feel very
reminded of how | was doing my first UM. Own tracks with these. Fragments of sound that I extracted
from these random CDs.

LK

I understand it's in a way. | think music is sort of limited by the playing it is in itself, as in the sound
visuals. I may be wrong here, but the visuals I believe have a bit of a. Larger canvas to work on if if
we could make an analogy. This OK | think. I'm thinking it was very interesting, actually very
interesting ideas you're mentioning. | would just like to ask a few more questions like general about
the thesis of mine, if if I may sure. When | was talking with my supervisor, basically he he gave me
the idea of like asking other people what what they would write on this. On this specific thesis.
Subject. So | was hoping if | could ask you like what if you were to let's let's say you were in my
shoes and you were writing about the aesthetics? Of failure and the. Link of it between link between
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it and the randomness of musical elements. What would you mention? What would you look into? |
understand it maybe on the spot, but. I'm just curious.

MP

No, no, no, it's, it's. Fine, it's fine, but it's. I don't know. | don't even know. I mean, I'm. I'm even like,
my first stumbling block is already this term failure. Like I. Like the the vibe and the. Of what | was
doing. At the time was the opposite of failure. I guess worst just using unconventional means. That
would involve. Making the CD player skip and therefore kind of make mistakes, if you will. But |
was not really conceptually interested in the concept of failure on a larger scale or not even interested
in. The CD player failing as a unit. You know, like imperfection. At least, that's what. Chachi PT is
telling me because I'm not familiar with the work of Kim Cascone. You know, I I don't know his
music or his writing. And so I. Have just like a like an analysis here and like this aspect of
imperfection was absolutely not. My agenda, for example, like 1 was into the. It was part critique,
part novelty, but also. And it was a very optimistic vibe. It was a very open kind of vibe. It was this
kind of new window, this new door opening. And it seemed limitless. It seemed absolutely limitless.
I was absolutely enthusiastic, euphoric, almost like to an extent that | could not. Trying because
extracting these clips was actually not easy. Like it's not just you paint a CD and then you press play
on the player and then you have to press record on the sampler and then there you go. But it took like
sometimes hours of trial and error and painting the city and then. Washing it off again, repainting.
Wash it off again and then try like 5-6 ten times until you had like 2-3 usable sequence. So it was like
a really physical kind of process, you know, it was not like today image Al prompting where you just
have to have like a clever idea and then the Al is doing the rest for you. But it was actually very
physical and kind of laborious. But at the same time, | was so motivated. To hear these like. Yeah,
unheard of building blocks of music that were so promising like I. | couldn't wait. To to use certain
samples that | extracted from certain cities to put them into a track of my own. | was so impatient to
put them together and | had like a big box which I still have today. It's over there in my in my corridor.
It was almost as important as the. Strategy itself. And the process itself was to have this big box full
of note cards. Because then | was cataloguing. On which? Floppy disk which sample was stored and
which sample could go together with what other sample? Because there was no way. Having these
samples in one folder for example, and then listening, listening through all the samples because they
all have them on the desktop because there was no desktop. It was a hardware sampler and you could
from time to time you could try sample X with sample Y. But you have to load them into. The memory
of the Yamaha hardware sampler, which by the way was a nightmare to use like it was not. It was |
I. Used the term prosumer, uh, deliberately earlier. Because it was not like the big. Gold standard like
a high as 1000. Or the big Roland samplers or the emu samplers. But it was 2 levels below that, you
know, so it was this kind of capable hardware sampler, but the operating system was a disaster and
therefore much, much later, I think in the late 90s or maybe even in the early 2000s, there was a
Swedish guy. Or like a Swedish company. Who wrote a complete new alternative? Operating system
for that sampler, which is still around today. So you can still use that sampler today. It is even a
software version of that sampler that gives you the option of the classic Yamaha OS or the third party
alternative for your OS, which is, which is kind of a funny side note | would say so yeah. | would
even. The my first stumbling block would already be failure, you know, because. | wasn't interested
in failure, but | wanted to introduce like a new type of music. And if there would have been other
means to generate these building blocks, my music could consist of other than making a CD player
skip, I would use that. You know, so it was not about disrupting technology or critique of technology
or something, but it was. | just wanted the most unlikely, the most surprising kind of building block.
At a student budget. Because I had no money, | had no money. | could not afford. | remember. | was
just telling my friend the episode there's there's. Like a pro. Music store also around. The corner of
my my home, I. Still live in the area. Almost the same St. And and there was this Pro music store that
now has moved away. But at the time | was there from time. To time to buy like a cable or. Something
and there was this guy like next to me who bought like for a big. State-of-the-art like Apple Macintosh
like Quadra so. It was like. Pre power Mac era you know it was. Like they were called Quadra. He
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bought like a. Digi design basically like a sound card, which was basically like a sound card and a
hardware sampler you could put in your Macintosh and he paid like €10,000, you know next to me.
You know, standing next to me and | was there. Holding this cable to. Buy for like €2.00 you know.
And so | could never be part of this. World, but I. Wanted to prove my point, you know like. I'm
always best. I'm always releasing my best music when I have. Something to prove? When 1 think like,
OK FxAxdxdskxdxs* you know, I'm gonna show you here to do this record with like a €500 PC or
with like a budget of like 0, you know? And I like this kind of attitude. I like this kind of indie, you
know, DIY kind of. Kind of attitude. That I can | can make something happen from a good idea alone.
And this is what brings me back to the. Prompting with the image Al because. This is pure idea. You
know, of course, there's some tricks, you know you have to. Know how to do it? Blah blah blah, you
know, but ultimately. It's about the idea the execution is. Not important anymore, but if you have a.
Great idea you. Have a great in this case image. But in my case at the time. It was audio. Because at
the time it was absolutely maybe. Not even science. Did Encompass did include this kind of reality
that we're living in now? You know, in this respect that you. Could just dream. The image and then
it's it's there, you know. And | said as | said, I'm I'm not very much of A visual person. Maybe I'm.
Impressionable. This way, you know, because | can. I'm easily impressed, but I'm definitely feeling.
Very inspired, you know, and I'm not using that word a lot. You know, that word was completely
taboo, like in the 90s, like to to. | would. I never wanted to be the artist who would ever use inspired.
In an interview, you know.

LK

Very interesting ideas and one question that | wanted to ask is, well, maybe a bit more personal. So
if you don't want to answer it's it's OK. But as as | am talking to you, it's basically because | read the
article of Kim Tascona and. Him mentioning you there was one of the catalysts, so to say, to get in
touch with you and to ask you what you think about this aesthetic itself. If | understand correctly,
you're not very much as | as | would think happy that. It it is mentioned as aesthetics of failure as
mentioned next to you or you're mentioned in its uh is it? Is it like a a problem not. I'm not trying to
say that it is. That you're making, it's not nothing personal, just very much interested in your opinion
on the context of it.

MP

No, no. Let me let me just. Double check, OK. I just have this this analysis, this synopsis by Chachi
PT of Kim Cascone. The aesthetics of failure. Post digital embracing digital era historical context,
cultural implications, influencing music and sound art. Yeah, I think. I mean, I would say this is. Kind
of there. But I think failure is definitely underselling. What | was after. At the time, like my mission
was about so much more and. | have this. Like Chiquita put together like a. Yeah, glitch strategies.
Through 2023 lengths, you know, like the the strategies of glitch and then looking at it from like from
today and many of the boxes. I could take. So for me that is much more. What | was about at the time.
Then just being into the things that are. Apparently what Kim Cascone wrote about like, I'm not
saying he was off. But on the other hand, he never talked to. Me, you know. And he doesn't. Maybe.
Maybe he doesn't know. Probably he doesn't know many of the things that I just told you, but it's not
a problem. It's completely fine. I didn't even know that King has gone existed. You know, so. So
complete for me. It's not. It's not so problematic because he also maybe doesn't know. | mean, he
knows that | exist. Somehow it seems, but that's OK. That's fine. OK, so what | can offer you I can
maybe | can even send you this. Because maybe it it it. It saves you the note.

LK

Taking uh yeah, sure. I mean, if you if you have the option, I can, I will definitely look into. This
there, there is nothing that.
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MP

Yeah, it's, it's already it's. Already bullet points. You know, you just have to go copy paste. You know
| don't. I don't know. I don't even know how much space you. But it's like a thesis, right? Mm-hmm.
OK, cool.

LK

It's a. It's like an artistic research, so to say. Uh, basically, | am researching that link and well part of
the link is the aesthetics of failure. The term itself is, | don't know. It's depends on who you ask. You
think who you you could find people who agree with it or not.

MP
Oh, I see. | see you too.

LK

| believe a more detailed description of what the failure is could be very well suited here, but I I do
appreciate your opinion here and you sharing this as well. Also as you as you mentioned like you're
using chat GP while we're talking. It's kind of good point to to see quickly generate some ideas and
see what the information is.

MP
I mean, | wanted to competently talk about this subject today. | never heard of Kim Cascone. | have
20 minutes. So what should I do? So that that was that was my my option but. It worked.

LK

I I would agree, yeah, | | also tried to sound competently, so | did have a bit more time though. But
yeah, these these tools that we that we have like now we're using as you mentioned that basically you
talked about the tools in the 90s very different. And the workflow itself is changing a lot and. As you
mentioned your. The creativity was the part that you would talk more about. So like I believe what I
wanna ask is how how would you define creativity with modern tools right now? Because |
understand your view on the, the the Pro prosumer as you mentioned. So the new tools that we have.
Possibilities of some of them are. Like limitless, almost to a human perspective, is it still possible to
be a prosumer with these kinds of tools is uh? Or is the sort of creativity itself? How different is
creativity itself comparing to the, say, the 90s? Maybe a very philosophical question. I'm I'm very.
Interested in?

MP

Yeah, it it's. A. It's a huge it's a huge question. | mean, it's a completely different game today. Even
at the time, like even in the 90s, it was not necessarily. Like the the amount of creativity going into.
Was guaranteed to become noticed or visible? Or traceable to the source. But today all criteria is out
the window. It is about completely different things. Creativity is still a trope. That is used for, you
know. In marketing, it's like a bullet point. Like a creative effort or the. You know, ever creative
protagonist or mastermind or whatever. Like, it's just one way to market content. These days | would
say it is absolutely. From the amount of creativity or effort or work that went into a piece of cultural
content. This is absolutely uncoupled from. How it is perceived everything is completely
overshadowed by and dominated by marketing. If something is marketed as creative, people will see.
The creative through line and will believe it, and if something is marketed as something else, people
will believe it. You know it is. There is no one to one. Like creativity and and many other elements
in any kind of cultural content are not traceable 1 to 1 to the back to the source anymore. But these
days it's just content. And plus a. Ideally human being. Or at least personality. That is, you know,
presented together with that content ideally, but not necessarily as its originator. But it doesn't. Need
to be the originator. It's not necessary anymore. It can be just. A persona? It couldn't be. You know,
these days you can be like a a persona, A tastemaker, A curator, a DJ, a presenter, a YouTube. A Tik
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Toker you know you can just be somehow presented with content and it will be attributed to you,
regardless of the fact that you created that content. So this connection. Today is forever lost. And |
think in the 90s this connection was still existing. | mean there were still. Some there were. Already
some charlatans you know, or some people who. Were just mining. Or it was just the music was
written by someone else, or certain genres were working like this. You know, it was more like show
business. You know. But these days, there's no way to trace back any creative effort to its source. It
is just marketing, pure marketing, pure content, pure metrics, pure profit.

LK
So basically, like a lot of things these days - by profits.

MP
Absolutely. Absolutely, yes, absolutely. And it's, it's. It's just how it. You know, this is just how it
how it came.

LK
How the world turns.

MP

exactly, it's just how it. I I'm not sure if this. Could | mean in? The end, of course. Yes, there's still
the street musician. You know, there's still the virtuoso player. There's still. You know, people who
are really skilled at what they do. And of course, there's still an audience that will appreciate their
level of skill or their level of determination or. Level of energy or time or effort they put into their
content into their music. Whatever it is you know, there is still an an audience for, for anything and
anyone, but in general, creativity is happening elsewhere. You know it's happening more behind the
curtain, you know. It's about the algorithms. It's about apps, it's about market share, it's about
strategies and the people who are associated with music typically are more people presenting the
music or they are presented with the music. But it doesn't mean they created the music, even though
it's made appear as such.

LK

Fair enough. The more we talk actually the, the more questions | get and I'm very interested to to ask
you all those questions. If if we have time, | would ask maybe 1-2 more questions.

MP
OK, OK. Yeah, | have time | think so? Yeah. Yeah, a little bit. Yeah. Yeah, sure. Yes.

LK

So a couple of things. One thing is when you were talking about the creativity like that, it has to be,
doesn't necessarily have to be a human being, ideally a human being, but. Today we we have these
generative musics and algorithmic music, like with Max MSP software which | am composing the
track for this thesis as well on yeah. And The thing is technically what I'm doing is not really | just
put on the algorithms 1 tell it what to play, when to play and it does the playing itself. It's full of
random elements and every time is different but. Also, when you start adding Al to this picture, it's it
becomes | believe it may blur the line between who actually is the composer in this case and as we
are. Talking about the. Music becoming content and the the content itself is increasing. Artist itself is
the line. As I said, it's it's being blurred. | believe even more which. What do what do you think about
this? The existence of this music, and perhaps it proves the point or not.

MP

I think I I think there was a question like that in in your questionnaire, but you you didn't ask it I 1
think let me just look it up.
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LK
| just made them like pointers more. I'm sorry about that.

MP

Yeah. Yeah, yeah, yeah, yeah. No problem. Yeah. Yeah. It's #8 like. What's your opinion on Al or
about Al, I think Al is absolutely fantastic because it makes us humans aware much more of our
margin where we can make a difference and therefore. | have brought in Al. Into my process it is just
a visual process right now and it will probably never be a musical process, but even only bringing in
Al. Tosuch a. A large extent into my newly discovered visual process has taught me. Countless things
and has resulted in countless moments where | was rethinking my own margin for intervention. You
know, into the Al Inner in in in tandem with the Al. In a sort of. Competition with the Al. You know,
there's there's so many. Ways to rethink my own role in pretty much. Everything every step of the
way that bringing in Al is actually the best thing that happened to my process, at least in forever. |
would almost. Say you know because it's adds so much complexity and so many new things to
consider that. 1 would. I mean, | wouldn't. Waste my time on thinking about authenticity or the
original or the originator. You know these these are, of course. Discussions that only lead to. A pretty
depressive result, you. But in the end, | think the human position is in fact strengthened and is in fact
a much stronger position because the Al is bringing in all these unexpected elements. That make you.
Rethink your own stance. As a human and your own opinion on that, you have as a human, and so
on. So it's teaching me. Like a lot. I would say and for music. | kind of compare. Because | probably
won't ever use Al. On music because it. I'm just too much of A snaob. I think musically, you know,
because | know what | want and why I'm doing things so the Al can surprise me. But these days are
over now you know to be surprised. That was in the 90s, like in the 90s. | wanted to be surprised
musically, but today. I want to be surprised visually, you know from from like mid journey or or tally
or whatever you know, but not musically surprised is too boring. Like I I know what I want musically.
And | can make it happen with a few clicks. You know? Why should | have the Al? I think the
prompting will take longer than the actual execution. And in fact. Also in in music, there's also great
discoveries for me. In recent years, new tools and new plugins, blah blah blah, you know. But Al is
not part of it. For some reason.

LK

I actually that's a very unique take from what | I'm used to hearing about the I actually music and.
Most of. It is fairly negative, so actually it is very refreshing to hear that. Thank you. And yeah, |
would agree with you on the air part because as far as I'm using the tools I use the. If Al part of it is
very limited, if if if any actually, but it is added more and more into software use. So maybe in the
future 1 could see that as well. That is actually a very interesting opinion you you mentioned. | think
that's. That's it. Yeah, I think that's about all | wanted to ask. I'm just double checking if I if I could
have it just a minute. Yeah, I think I think that that would be all you did. You did actually give me a
lot to think about and. A very interesting perspective, to say the least. So again, thank you very much
for your time. This is invaluable to me, to be honest.

MP
Yeah, like, but if you have, if you have any follow up question or if if | have not made myself perfectly
clear on some things, no problem, just ask me again. I'm I'm always here.

LK

Thank you. Thank you. I I probably will, I'll, I'll. I'll see where this goes. This is a lot of content to to
put in writing. Again. Thank you very much and. If, if anything, we'll keep. In touch.

MP

Absolutely. Thank you for your time.
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LK
Thank you for your time. Have a good day.

53



2 priedas. Susirasinéjimas su Kim Cascone

Laurynas Kolodzeiskis: In your article you write “But more specifically, it is from the “failure” of
digital technology that this new work has emerged: glitches, bugs, application errors, system crashes,
clipping, aliasing, distortion, quantization noise, and even the noise floor of computer sound cards
are the raw materials composers seek to incorporate into their music.

When it comes to the “failures” or errors you mentioned, what would differentiate them between
being a true “failure” or a random occurrence? And seeing that composers exploit technological
failures as a medium, how do you think it has affected the traditional sense of what a failure or mistake
is and is not?

Kim Cascone: The determinism of the machine is still present in "failure,” it's in a state we don't
expect, i.e. it just doesn't conform to our expectation of an intended functionality. So in reality there
is no such thing as "failure” per se—it's our set of expectations that fails — the actual "failure” lies
outside of the machine, it takes place in another space. Take the example of tossing dice, we don't
expect a specific number to show—although we might hope for one—but we wait for whatever
randomness presents without expectation. If the dice suddenly turned into a pair of cufflinks when
they stopped tumbling then that might be considered glitch or failure.

LK: Does the randomness of the “failure” have any sort of impact on the music of the aesthetic?

KC: Music or sound art made with glitches or "failure™ has a second order of intention, the machinic
failure was isolated/stored then used with intention as a stylistic trope, i.e. a signifier of machinic
failure. So many machinic signifiers (ex the robotic temporal precision of a sequencer bassline or
arpeggio) have shown up in electronic music over the decades...failure/glitch is just another one.

LK: Inregards to human error, in your opinion, within such an aesthetic, how would you categorize
human error and machine failure as tools in music creation and how would they differ?

KC: Most tools for electronic music work by decorating time, i.e. bars, beats, notes, tempo, minutes,
seconds, frames, etc. so the digital tool operates on the premise (intention or agenda) that the user's
work will be guided by that technical agenda—i.e. all events have temporal boundaries. These
boundaries became fortified over time (bugs squashed, Ul clarified, code optimized, etc) so that
mistakes or randomness was further driven out of the work environment. As software became more
bullet-proof glitch became more formulaic, reproducible—glitch became a fashion statement rather
than an artistic one based on experimentation.
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LK: Al has had quite the development in the recent years, but being in its early stages (thus producing
quite a bit of unforeseen ,,mistakes “. What kind of influence, if any, does Al have on the music of
the aesthetic of failure and do you see it as a viable tool for machine generated ,,mistakes “?

KC: Al just trawls, then organizes, human data in some statistical manner that follows predetermined
rules that describe various ways of organizing content. Again, any "mistakes" it produces are just
statistical anomalies that confound our expectations—the data points presented as content stray from
a set norm for a particular scene (art, text or music). Randomness is built in to this procedure in order
to produce variations of prompted content. So unless you are training your LLM on a private/local
data set you're only going to get machinic content that randomly varies from an average of human
created content. There is some very inventive Al art out there, but now Al is training on its own
output which only narrows the variance from some set norm, and what we're seeing now is a gradual
homogenization of Al content. I would imagine that some sort of prior grooming of data sets will be
used (or is currently built into current Al generators) to "prevent"” this but | see that as yet another
method of homogenization.

LK: In your opinion could a “failure” or error, that was generated by Al be recognized as a true
organic failure or would it be considered a purposefully generated variant thus not a failure?

KC: Unless there is a mistake in the code that produces Al content the idea of failure in Al exists
solely in it thwarting human expectations.

55



