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11 AI#NgE (artificial intelligence) IZBT 4 RDXEZFAT. UTORWIEZLZELY,

The emergence and proliferation”' of artificial intelligence (Al) tools for creative tasks is deeply impacting
and rapidly transforming various creative sectors, allowing for a permanent state of innovation across
different domains. (1) Such fast-changing scenario challenges established assumptions and calls for a
constant critical reflection among scholars and practitioners™.

) Creativity, once thought to be an exclusive human trait and essential part of a sense of self identity,

must now be redefined. Traditionally, creativity has been viewed as a process of producing novel and

valuable ideas or solutions, often associated with the genius of individuals. However, this paradigm™ often

does not account for the autonomous and impersonal nature of algorithms and the increasing advancements
in Al’s capabilities which challenge this perspective even more.

The rational or abstract applications of Al (for example, for artistic or scientific purposes), whether
for composing music, writing novels, or identifying original insights to enable a scientific discovery, have
provoked scholars and society ( a ) general to question what truly constitutes creativity and to reflect
what the role of humans in this innovative process is. Also, a thorough investigation of the perception
towards artificially created or co-created outputs can be seen in current research.

[ (3) ], humans have often adopted smart systems as a cognitive assistant tool, with the aim of
benefiting from their capacities of scale for a productive self enhancement. But with the rapid developments
of techniques, Al has transcended” from being just a passive tool to an active collaborator in the creative
process and is often also perceived as an independent creative entity, possessed with its own intentionality ™.
This has led to completely innovative co-creative processes, @) [ creative / in / of / be / where / role / tasks

[ humans / reconsidered / must / the ].

Such drastic change results (b ) the need for the development of a new paradigm for creativity

and creative processes. Thus, it is time for a deep critical reflection, to be open for establishing and accepting
new perspectives on creativity, and to adapt to the fast-moving reality of artificial creativity.

As a society, we must account for and embrace a new perspective on creativity where humans and
algorithms foster innovation together, in various possible modes and levels of co-creation. This also
includes accepting the creative outputs of non-creatives, changing our viewpoints on the role and relevance
of creative expertise and skill, and accepting new creative skill forms, such as mastery of smart system

tools. It is indeed a new era for creativity.
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However, every groundbreaking innovation also creates challenges, which are resultant from a
disruptive™® scenario. Despite the inspiring prospects that come along from an ever-evolving human-AlI co-
creation relationship, there are serious issues which must be addressed. Adaptation ( ¢ ) such a
revolutionary shift calls for an in-depth understanding and thoughtful considerations. For example, artificial
creativity poses a profound impact( d ) human sense of creative self, the value of creative products, and
new and unthought challenges in the legal arena. As human-Al co-creation with smart systems becomes
even more widespread, questions and insights involving authorship, originality, and value of Al-generated

work become even more important.

“proliferation: /% « K73V ; “practitioners: S B ; P paradigm: HefAr, T H A L
“intentionality: E XM ; transcend: #B % 5, M9 5 ; “disruptive: JRELD

HiHiL : Francisco Tigre Moura. “Introducing Artificial Intelligence, Co-Creation and Creativity: The New Frontier
for Innovation.” In Artificial Intelligence, Co-Creation and Creativity. Routledge, 2025. pp. 1-2.  (—¥#FdkZ)
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(7) Nonetheless (4 ) Moreover (77) From this point of view (&) For example
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(A) The author believes that many people distrust ideas generated by artificial intelligence.

(B) In an age when Al composes music and writes novels, we should re-evaluate what the nature of
human creativity is.

(C) While this essay describes the Al’s potential to be a beneficial partner for humans, it also points
out that there are still legal and other issues that need to be considered.

(D) The author states that it is possible to engage in co-creation activities with Al without prior
knowledge of smart systems.

(E) Even if Al is developed, the definition of creativity will remain unchanged.

(7) FEFHIIANTHBEPALEN REEZITY) SR TEDZ XS o 2RI WT, Az e
DX BB BEZ L RN T 20, KX DOZLEMMZERI L, 80 FURNDHEKETE &
W I,

19



F—RERER

B2 ROXEIFX, AREBRIZESXETT . ChEFHAT, TEEDBEWIZEFEZLZEL,

A: @ Listening is never mono-sensory, but always contaminated by impressions generated by the other
senses, and vice versa . In my view, sounding art” has the potential to make this explicit. The performance
in the art gallery we are visiting is an example of how sounding art may accomplish this. Close your eyes,
and you will still see images and impressions. Keep your eyes open, and the sounds will interact with what
you see, and the way you interpret the sounds will be influenced by what you are seeing, just as what you
are seeing will be influenced by what you are hearing.

Moreover, | believe listening is closely related to the sense of touch: sound literally touches you. Sound
waves cause your eardrums to vibrate, but also touch the skin of your entire body. When we are listening,
we are also feeling, and this feeling codetermines ™ how we interpret what we are hearing. The presence of

sound is both heard and felt.

B: Although it may not make things easier, I really like the idea that sounding art is more than sounding
and more than art, and @ I like the idea that listening is more than listening, even more than a multi-
sensorial experience as it is also affected by (and, in turn, affects) memories, feelings, knowledge, and also
spaces and devices, as well as a perhaps endless array of specific situations in which the listening takes

place.

viceversa [#H F72[R L)
“sounding art 7RA D FERERZ & b2 9T — MEM, YU R T— ],
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Hi#t : Marcel Cobussen, Vincent Meelberg, and Barry Truax. The Routledge Companion to Sounding Art. New
York: Routledge, 2017, p. 6.  (—#Bck %)
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