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ABSTRACT 

This paper aims to discuss and question the separation 
between computational musicology research involving 
tonal musics, and the creative composition and 
generation of tonal musics. It considers how style 
modelling and synthesis relate to creative pursuits, and 
the problems in applying pritlciples from computational 
musicology to creative purposes. Potential hurdles in this 
relationship include a pervasive reluctance to recognise 
computer-created works as genuinely creative, as well as 
the musical specificity required by analytical style
modelling. I argue that there is a teleological aesthetic 
difference between computational creativity and 
compositional creativity, which affects the perception of 
a composed work as being 'creative'. The crucial 
difference between these paradigms is the agency of the 
(hwnan) composer within the creative process. The 
author's own composing system, Deviate, is described 
briefly and evaluated in regard to these issues. 

1. INTRODUCTION 

Computational musicology, analytical musicology, and 
music psychology offer unique insights to how musics 
are composed, performed, and interpreted. Research in 
these areas includes such areas as sound (the perception 
of pitch and timbre), general musical rules relating to 
pitch and rhythm, as well as style-specific analyses. This 
exploration of the formations of tonal musics can be 
traced back to the development of rules for counterpoint, 
seriaiism, Meyer's theories of expectation (1956), 
Schenkerian analysis, and subsequent analytical models 
(Narmour, 1977). 

1.1. Music analysis, psychology, and computation 

A substantial portion key research in these areas has 
occurred over two decades ago, and many current studies 
still rely on these seminal texts. These include tonal 
hierarchies (Krumhansl 1979, 1990), grammatical 
hierarchies of structure and rhythm (Lerdahl and 
Jackendoff, 1983), improvisational performance analysis 
(Pressing, 1987) and consonance and musical style 
(Cope, 1991). More recent studies include music, 
expectation and emotion (Huron, 2006) and musical 
probability (Temperley, 2007)_ Style-specific analyses 
and modelling have been undertaken in a variety of 
areas, from Kippen and Bel's work with tabla drumming 
(1995) to Collins' generation of breakbeat patterns 
(2002)_ 

1.2. Creative generation of tonal musics 

These analyses are, however, seldom applied for
practical or creative purposes. Meredith (1996: 5) writes, 

"Only a small number of programs have been developed 
for the purpose of automatically generating tonal 
music" (italics in original). He cites Ebcioglu's assertion 
(1992: 327) that musically trained composers typically 
do not consider tonal music a priority, and "typically the 
musically trained avant-garde composers who use 
computers for algorithmic composition do not consider 
tonal music important, and those computer enthusiasts 
who do have an interest in algorithmic tonal music 
composition are not musically trained" (cited in 
Meredith, 1996). Today, fifteen years after Ebcioglu's 
statement, it is not apparent (to the author) that this 
tendency has changed significantly. It should however be 
recognised that the defmition of 'algorithmic tonal 
music' needs some clarification; for the purpose of this 
paper, tonal music will be taken to mean note-level 
generation (and analysis) using the Western twelve-note 
or diatonic scale. Musics that are not primarily tonal in 
focus employ found sound, timbral manipulation, 
granular synthesis, and microsonic processing, as well as 
atonal and microtonal composition. 

The relationship between computers and music 
is well explored in a practical sense, whether for 
synthesis, information retrieval, sound recording, or 
music production. Meanwhile, creative generation of 
tonal musics is still relatively rare, as stated above, 
despite the substantial research into this area for 
musicological purposes. In this paper, I will consider the 
relationship of these fields--computational musicology, 
analytical musicology, and music psychology 
(henceforth referred to under the umbrella tenn of 
computational musicology for brevity)---to composition 
and creative musical applications. 

1.3. Broad, modular, and organic systems for tonal 
composition 

This paper discusses the development of"organic" music 
systems, where general musical rules can be recombined 
with different parameters to generate creative works with 
variety and customisability, rather than pastiches 
produced by empirical style modelling_ It is proposed 
that combining broad, rather than specific, musical rules 
permits more creative applications for generating tonal 
musics. This will be discussed with regard to the 
author's own experiments. 

2. MUSICOLOGY, COMPUTATIONAL 
MUSICOLOGY, AND COMPOSITION 

2.1. Musicology and computation 

The relationship between musical analysis and 
computation is complicated. From a musicology 
perspective, Cook (2005) argues that musicologists have 
yet to engage fully with the potential that computation 














