Sound architecture of Rytis Mazulis’ microstructural
canons (from 100 to the 3,448275862 cents)

Grazina Daunoraviciené

By focusing my view on the Rytis Mazulis’ microdimensional compositions writ-

ten in the last decade, I will try to spotlight different aspects of their creative

Lietuvos muzikos akademija,
Gedimino pr. 42,

LT-2001 Vilnius, Lietuva fic resonances.

background: the composer’s micro-interval ideology, the technological inventio,
premises for compositional integrity, and European creative/theoretical/scienti-

Key words: Rytis Mazulis, canon, mensurals, micro-intervals, micro-durations,

fractals, palindrome

Within the scope of modern Lithuanian music we
could find composers who are grouped according to
the principle of cubic forms: rhombic, triangular, he-
xagonal figures. Undoubtedly such associations are
modelled along similar premises, which once upon a
time structured the French Six, the spectralists, and
their followers — Kaija Saariaho, Philippe Hurel and
Marc-André Dalbavie. From the point of view of
technological aspirations and creative motivation,
conspicuous on the Lithuanian landscape are the ra-
dical triangle of the forty year-olds Ric¢ardas Kabelis,
Sariinas Nakas, and Rytis Mazulis. These composers
could be related by a specific microscopy of sound
depth, manipulation by sound measures not encoun-
tered in Lithuanian music before, proportional mo-
deling of material, the phenomenon of polytempo,
conceptualized macroforms as well as intellectual way
of composing. I would like to talk about one of the
personalities of this triangle, composer Rytis Mazulis,
whose works are referred to by keywords such as
canon, mensurals, micro-intervals, micro-durations,
fractals, and palindrome. By focusing my view on the
microdimensional compositions written in the last de-
cade, I will try to spotlight three different aspects of
their creative background: composer’s micro-interval
ideology, the technological inventio (that is, the things
invented or, more generally, inventiveness as such),
premises for compositional integrity, and European
creative/theoretical/scientific resonances.

First let’s discuss the question of Rytis MaZzulis’
worship of the microscopy of sounds, since an over-
whelming passion for microstructures is often some-
thing more than simply a statement of fact. If we
speak of micro-intervals, for me an indelible exam-
ple would be the famous public debate, a passiona-
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te defence of two separate points of view, i.e., was
the music of the day purely diatonic, or was there
an interaction of ancient chromatic and enharmonic
types (genes) as well? — which took place in Rome
on the 4th of June 1551 between Vicente Lusitano
and Nicola Vicentino. Vicentino upheld the latter
view, lost the argument, and had to pay the ap-
propriate fine. Not long afterwards, not only the
debaters, but arbiters Ghisilino Dancerts and Bar-
tolomeo Esgobedo as well, each published a theore-
tical treatise, vehemently defending their own points
of view. The Lusitano—Vicentino dispute was des-
cribed in detail by both of its judges in Ghisilino
Dancerts’ and Bartolomeo Esgobedo’s treatise en-
titled “Trattato sopra una differentia musicale” (1551,
manuscript). It was also written up by Vicentino
himself in the influential treatise “L’antica musica
ridotta alla moderna practica” (1555), 1V/43; in a
treatise by Ercole Bottrigari entitled “Melone” (writ-
ten in 1591, published in 1602), and others'.

Speaking of beliefs widespread among the early
20th-century composers, we may note that Webern’s
elegantly triggering “Neue Musik” was to a great
extent overshadowed by the uproarious futurist slo-
gan “Freie Musik” (Nikolai Kulbin)? and the unaba-
shedly radical proposal of Feruccio Busoni to revise
the overexploited system of 12-tone temperament
by introducing a system of small perfect intervals
apart, each endowed with the distinctive character?.
The quartertones, employed by Charles Ives in his
Symphony No. 4 (1909-1916) and “Three quarterto-
ne pieces for piano” (1923-1924), were also clinging
in the ear as a response to the poetico-philosophi-
cal utopias of the American transcendentalism and
its “Weltklang” idea*.
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Although this happened back in the 16th centu-
ry and the beginning of the 20th century, micro-
interval music didn’t arrive on the Lithuanian scene
until the 20th century, during the inter-war period,
together with Alois Habo’s pupil, Jeronimas Kacins-
kas. Unfortunately, the finished quartertone pieces,
such as Trio No. 1 for trumpet, viola and piano
(1933), did not only see their world premieres but
also their scores were lost in the turmoil of events
and times. Kacinskas himself soon became part of
the Lithuanian exodus and left behind more of a
halo of a fascinating fact rather than any real crea-
tive influence.

When exploring the microstructural space of
Mazulis’ pieces, one is struck with the sudden reve-
lation that it is not quite the daring undertakings of
Nicola Vicentino, Alois Haba, Jeronimas Kacinskas
or a number of spectralist composers that encoura-
ged Mazulis to deal with the unexploited measure-
ments of sound, but the insistent genetic obligation,
which had been fortuitously encrypted in the name
of the composer. I would venture to explain the
invasion of micro-dimensional structures in Mazulis’
music with the supposition that he might have been
provoked by the easily translatable semantic meaning
of his own surname. “Matutinus parvulus” — was
both a witty and a meaningful Latin reference to
the composer’s name and surname, made during a
presentation by Jonas Vilimas. The friendly jest
could in fact serve as a conceptual code underlying
MaZulis’ microstructures. It’s no surprise that both
the image of “mazas”, “mazylis”, “mazulis” — “child”
(in various Lithuanian diminutive forms) and the
verbal structure, which have become central in the
composer’s scrupulously selected verbal texts, are al-
so read in various languages in his works, including,
for example, in French, in the text of Oskaras Mi-
lasius’ poem entitled “Talita cumi”: (“Enfant! C’est
une douleur que l'on n’exprime”), or in Latin, in
the lines from the Ist letter to the Corinthians, used
in Mazulis’ opus “Cum esse parvulus”:

Cum essem parvulus, (When I was a child,)

Loquebar ut parvulus, (I talked like a child,)

Sapiebam ut parvulus, (I thought like a child,)

Cogitabam ut parvulus. (I reasoned like a child.)
(1 Cor 13, 11-12)

The microstructure motivation in Mazulis’ music
could also be confirmed by technological 15-16th
century manuscript authorizations, wherein micro-
-intervals are described by formulations such as “mi-
nute parts of the tone”, where “minute” — “maZzas”
again coincides with the literal meaning of Mazulis’
surname. However, if we follow a strict theoretical
tradition, the small, the little — “mazas” in Mazulis’
works would not mean the Latin “fonus”, but a “se-
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mitonus” division, because for the composer’s mic-
ro-interval ideology is a microscopy not of tone, but
of semitone. His varied pitch vocabulary ranges from
the structures made of piles of superimposed thirds
(“Clavier of Pure Reason”, for computer; 1992-1994;
“Canon aenigmaticus”, for computer; 1990-1992),
a spiral series of whole-tone scales (endless spiral
canon for 4 equal voices “The Dazzled Eye Has Lost
Its Speech”, 1985) and chromatic scale to the mic-
rotones obtained by the 30-fold fraction of a semi-
tone. Incidentally, speaking about Mazulis’ micro-
structural music, I would like to stress that the wi-
despread concept ,,microtone“ was criticized by Wal-
ter Gieseler who states that separate tone can be
Hsilent“ or ,high“, but cannot be “micro”, because
the size (“magnitude®) of elementary units can be
identified only with relation to two or more sounds.
Consequently, Gieseler suggests using the concept
“microinterval”. A number of Mazulis’ pieces writ-
ten in the last decade, although put in unchronolo-
gical succession, make up the picture of a progres-
sively increasing division of a semitone into still
smaller microintervals, starting with the semitones
in “Hanon virtualis” (for computer & video; 2002).
Thus in the works being analyzed we will meet:
quartertones — duo partes de semitono (in “Mensura-
tions™), quartertones and octatones — quattuor partes
de semitono (in “Palindrome”), decatones — quinque
partes de semitono (in “Cum essem parvulus), and
ending up with the irrational 30-fold fractions into
29 intervals — triginta partes de semitono (in “Talita
cumi’”).

Now let’s try to define this composer’s relation-
ship with the traditions of micro-interval divisions
and follow certain landmarks regarding his choices.
The first of Mazulis’ decisions invariably had to fol-
low on the choice between the two possibilities —
equal and unequal — of decomposing semitones,
which in fact is a conceptual choice between two
influential traditions — let’s say, on the one hand,
we can have the small or large diesis of Vicentino
and unequal micro-intervals in harmonic spectral zo-
nes of the spectralists (Tristan Murail, Gérard Grisey,
Claude Vivier). And, at the same time, we can
choose between an equal (aquidistance) prerogative
vis-a-vis division and its tradition, starting with the
logarithmic (aquidistance) decomposition of the oc-
tave, an improvement in 1666 by Lemme Rossi on
Vicentino’s 31 divisions of sound. Having chosen
the logarithmic model, the composer is authorized
by yet another decision, for it is upon the attitude
regarding the “atwelve system™ that the direction
for the revision of the idiom of 12 sounds in an
octave depends. Hence another two possibilities: the
first indicates the direction regarding sound increase
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from the 12 sound system, e.g., towards 13 equal
intervals in the octave in E. Ktfenek’s “Spiritus intel-
ligentiae Sanctus“ (1955). The other, the opposite
direction, indicates a tendency to decrease sounds,
relative to the 12 sound octave idiom. For example,
Sylvia Fomina’s equidistant pentatonic system (the
octave being divided into 5 equal intervals) in her
composition “Im halbdunkel” for 12 strings, 1991.
Falling in with Lemme Rossi and Ernst Kfenek at
this juncture, Rytis MaZulis goes on to arrange his
own micro-interval opuses. His compositions may be
seen as certain sonic projects overlaid with clear,
nearly invisible drawing lines. In the process of ana-
lysis these finely chiselled sound architectures im-
mediately fall into geometrical shapes of palindro-
mes: diagonally and vertically running currents of
sounds are either interlaced with the manifold spi-
rals of inversions (e.g., “Mensurations”, “Talita cumi”)
or become slurred through the pendulum movement
of melodic progressions (“Palindrome”).

The first of them, “Mensurations” (for fl-cl-va-
-ve-pf; 1992), 1 would treat as an example of the
re-evolution of a Renaissance proportional canon
technique’. It is a totally modern opus, whose ma-
terial is derived on the principle of Ex una voce,
and which reinterprets the technique of Franco-Fle-
mish composers. The work seems to grow out of an
ultrachromatic (according to Wyschnegradskij) te-
nor — a sequentially ascending scale of 9 quarter-
tones and 1 semitone (from C to F) — which, to-
gether with its inversion, produces the composition’s
entire world of sound (Example 1).

Mazulis uses Messiaen’s interversion technique
(see “lle de Feu” II, 1949) in modelling the sound
suites for the 10 section “Mensurations” form. The
composer sequentially transposes and later in the
score implements original and inversion sound-line
variants extracted via an centripetal interversion spi-
ral process, in a per canonem aut subscriptionem
manner.

Let’s study the proportional mensurals of the first
form section. An analysis shows that both ascend-
ing (marked in a continuing line) and descending
(marked in a dotted line) quarter-tone scales func-
tion according to certain rhythmic progressions. If
we take the dotted quarter note as an accountable
unit of time-values, then, for example, the third voice
will move in the following proportions:
5:4:3:2:1:2:3:4:5:6:5 and so on (Example 2).

The rhythmic progression system of the mensurals
of this opus — the square — explains not only the com-
positional logic of the modern mensural canon, but
also the specific symmetry (palindrome) of the inter-
change of harmonies in this particular work. Further
examples will prove that this constructive decision is
an important one in Mazulis’ work (Example 3).
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Example 1

In “Talita cumi” (sound installation for 6 persons,
computer, tape; 1997), written for artificial voices, the
text — taken from Oskaras MilaSius (Oscar Milosz,
France) — inspired the composer to microscopic sound
divisions and would appear to have led him to the
spatial threshold of unreal sound. By persistently mo-
delling the design of sound’s inner space and aiming
to re-encode its meaning, Mazulis celebrates the ritu-
als of a semitone microscopy, which involve logarithmic
(equidistant) partitioning and division of the given
macrostructure (mostly, a crotchet) into fragments of
irrational values. By stepping into the depths of the
semitone, Mazulis in a sense accepted I. Wyschne-
gradskij’s concept of ultrachromatics, which makes
analogies between the ultrachromatics of pitches and
lengths of the notes — i.e. it is the interaction of
Tonhohen- and Tondauerkontinuum which creates the
space of a cyclical sound®. Having decomposed the
semitone A—G sharp in “7alita cumi” into equal parts —
and modelled the 30-microelement series, Mazulis
ends up with only 29 micro-intervals (Kleinstinter-
vallen, according W. Gieseler), whose size is approxi-
mately 3.45 cents (Example 4).

The semitone in this composition is the macro-
structure of devided piftches, based on an analogous
scale of macro-time-values; here it becomes a quar-
ter-note. Having decomposed the quarter into 96
micro-duration (beats per quarter-note) gradations, out
of the microstructures MaZzulis also models a 30 ele-
ment-long series, which functions as a centripetal
interversion cycle (Example 5).

The music of “Talita cumi” is constructed of three
indentical melodies which are performed in parallel
minor thirds in different tempos, therefore perfor-
mance is possible in a form of recording. The only
live performers are six women who silently whisper
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Example 2

dy of live sound”, its collapse, for in this score live
sound is truly dead (and it’s not by chance that the

syllables from the text by MilaSius while the music

is performed. And yet these microstructures, decom-

work was performed at the “Musica ficta” festival

in Vilnius in 1997).

posed by centrifugal permutational forces, are per-

ceived as elongated or simply crushed measures of

sound depth, rotating on a fatalistic carousel of ir-

However, even while the tragedy of live sound in
“Talita cumi” was in its ripening stages, Rytis Mazulis

rational dimensions. Mazulis called this the “trage-
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The structure of the mensurals® proportions of the I* form sections

Instrumental vioces

I (original of
quarter-tone scale)

IT (inversion of
quarter-tone scale)

[1I (original of
quarter-tone scale)

IV (inversion of
quarter-tone scale)

Symmetry of the
interchange
of harmonies

Example 3

(1 =.|.— dotted quarter note)
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began experimenting with other, one-centre (one ximum scope, naturally return to the primary sound
sound) generated sound technologies. One could al-  static. In organizing these canons vis-a-vis his mate-
most visualize the sound-scape of “Palindrome” (1996), rial, Mazulis “clipped” it into 70 segments, out of
written for computerized piano, as a moving quarter-  which he modelled the constructions of his own ca-
and eight-tone pendulum (Example 6). nons (Example 8).

It would appear that this time MaZulis actually Incidentally, the score of the opus is written tra-
“enlarged” the pendulum — or fan — fragment, which  ditionally, in a quadruplo augmentation manner of
had already been created in the first interversion of pitches. Note that the relationship of voice dura-
the “Mensurations” pitches and even earlier, in Mes-  tions is expressed in proportions which are charac-
ssiaen’s “Ile de Feu” II first interversion of time- teristic of 15th century traditions’ — for example,
-values, dynamics and pitches (Example 7). The swin-  inversion of proportio dupla 2:1 in sections 5, 6, 7,
ging centre is the sound G sharp forming 672 sound 8§, 9, 15; inversion of proportio sesquiquarta (3:2) in
melody amplitudes, which, having reached their ma-  sections 10, 11, 12 and so on.
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First Section of Form. Pitch Structure
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Scheme of creating Permutations/Interversions

100 cents
29 micro-intervals

a-—gis = = 3,448275862...

Second Section of Form. Pitches in the First Permutation

drawing shows a fractal
image of this study (Ex-
ample 10).

As we know, the fractal
principle is being ever mo-
re actively integrated into
musical compositions. For

®

example, the recursive steps

in Charle Dodge’s 1984

“Profile”™* (written according

—

oS0l b b —

to Koch’s snowflake proto-

type) generate hierarchical

structures of the volume

and tempo of sounds, and

in Per N@rgard’s composi-

tions the hierarchical struc-

tures of an endless line (se-

.__._..—.--—-——"'-""

ries) of sounds (see his fa-

mous composition “Voyage

I ——
[
L
|
[

into the Golden Screen”,

-

1967 1II part, theme of flu-

Example 4

However, the melodic steps of Mazulis’ pendu-
lum are modelled on a common motivating princip-
le, with the end of each step initiating the begin-
ning of the following step!’. Thus we can look upon
the abstract traces of the melody as phenomena of
a recursive process, far from an ideal point of view,
recursive segments of such micro-intervals can be
endless — akin to a fractal standard (Example 9).

The length of the edge of the snowflake (its so-
called Koch curve), which Helga von Koch traced
in 1904, is significant in that it is infinite.). It is
well known that fractal geometry is capable of desc-
ribing to the understanding of complex structures
in inorganic systems, i.e. the shorelines, aggregation,
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12-16-11-18-15-19-9-21-2-17-14-22-8-24-6-27-13-29-4-30-1-20-7-26-10-25-3-28-5-23

te). At the IRCAM studio
in 1992, Tistan Murail cal-
culated five abstract tempo
fractal sub-sections for his
“Serendib” composition. To return to Mazulis’ “Pa-
lindrome”, 1 should mention that the quarter- and
eight-tone canons also model a perfect palindrome
form', which is absolutely binary and concentric,
has multi-component mirror symmetry, and organi-
zes all structural elements along a cancer-like prin-
ciple.

Apparently the most autobiographical of Mazulis’
compositions, “Cum essem parvulus” (2001), was
written to be performed by the Neue Vokalsolisten
Stuttgart. Incidentally in Mazulis’ works, the tactic
behind the choice of the size (“magnitude”) of ele-
mentary units, like an inspiration itself, has most
often depended on which medium of performance
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Original Serial of Durations

organization of po-
lytemporal canons.

Along with these deve-

lopments, his micro-

and macrodimensional

canons came to resona-

te with the guidelines

of some pioneering ar-

tistic and scientific hy-

potheses: Ivan Wys-

hnegradskis ultrachro-

matic analogies bet-

ween pitch and dura-

tion, Henry Cowell’s

theory of chromatic

tempos as well as their
practical applications in
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First Interversion of Durations, Rhythmical Serial
42

Seeking to find pro-
totypes of combina-
tions of micro-intervals
and polytempos, this ti-

(46 of durations

me we will have to go
back to one of the

earliest examples — to

Sylvano Bussotti’s 1962

“Siciliano” for 12 male

voices, which was refer-

red to in the book by

Sigrun Schneider' (Ex-
ample 11).

— |

In his opus, having

conditionally reversed

the fast-slow tempo

poles, Mazulis models

a characteristically ten-

tone (decatones) spec-

trum palindrome, on

the basis of a strict

program of shifting

136

140

Example 5

he would prefer — acoustic or electronic, on expec-
tations and/or disappointments at the execution of
material, be it realized with the aid of computer or
performed by live performers (e.g., Court-Circuit and
Neue Vokalsolisten Stuttgart, Latvian radio Chamber
Singers). An analysis of the piece “Cum essem par-
vulus” and the recent works of Rytis MaZulis, writ-
ten in the last decade, shows an obvious transfor-
mation of the proportional-mensural principle of a
canon and the increasing tendency towards fractal

tempos (Example 12).

The soundscape
which I would endea-
vour to describe as ana-
logous to a progressing cluster. Incidentally, back in
1912, Henry Cowell’s definition of a circumscribed
cluster was appended by H. Kaufmann, who noted,
after Gyorgy Ligeti’s analysis of “Atmosphéres”, that
microtones can in fact be integrated into the structure
of a cluster. Musicologists argue today, if Karlheinz
Stokhausen had seen Henry Cowell’s polychromatic
tables of tempos (see: Henry Cowell “New Musical
Resources”, 1919, published 1930)'* before composing
his “Gruppen” for 3 Orchestra or before writing his
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famous article “Wie die Zeit
vergeht” in 1957. As to Con-
lon Nancarrow’s creation, Ky-
le Geen, the biographer and
researcher of Nancarrow’s
music, verifies that when com-
posing, for example, “Study
No. 377 — it is 12 polytempo
canons — for Player Piano,
Nancarrow’s room walls were
decorated with schemes of
Henry Cowell'.

Mazulis’ “Cum essem par-
vulus” polytempo premise
arose, by the way, not as a
result of Henry Cowell’s
chromatic tempo divisions,
but as a result of simple
“thrifty” calculation and the
condition that every one of
the 8 voices in the vocal can
sing the same 10 sounds in
12 (2nd baritone), in 11 (1st
baritone), in 10 (2nd tenor),
and the fastest (lst sopra-
no)— in 5 seconds. In the
drawing we can see the pa-
lindrome “Cum essem parvu-
lus” macro-cluster (Example
13).

I would conditionally call
its variable harmonic tension
a palindrome micro-harmo-
nic and micro-ryhtmic relief,
whose volume-contour is de-
fined by the tight lines of the
two perimeter voices. The
nearest, in the cluster classi-
fication, to Mazulis’ “Cum
essem parvulus” macro-clus-
ter definition would probab-
ly be Boulez’s “Musikdenken
Heute-1” (Mainz, 1963, S.
29), which noted the affinity
of vertical and diagonal
sound series, where in the
vertical dimension we have a
cluster and in the diagonal
— glissando. In the case of
Mazulis’ composition, we can
conditionally apply Mauricio
Kagel’s second cluster quali-
fication group — Bewegliche
Ton-Cluster".

Moreover, by persistently
penetrating into the depths of
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Sordaria macrospora mycelia — geometrical growth principle (Martin
Obert and others); Institute of Biochemistry and Endocrinology in
Giesen (Germany)

Fig. 2.1 16.45 Fig. 2.2 17.45 Fig. 2.3 18.40
Fig. 2.4 19.45 Fig. 2.5 20.45

Example 10

sound, Rytis Mazulis has repeatedly overstepped the
liminal bounds of comprehension. His sound philo-
sophy and technologies it implies, adorations and as-
pirations seem to be suspended somewhere midway
between the intersecting highways of modernism and
postmodernism. Modernist nihilism is not characte-
ristic of his approach to cultural traditions. Contrari-
wise, he unearths musical objects irrespective of their
location in time, whose active connotations radiate
the rational self-regulating orderliness. These objects
serve as certain compositional ideas and ready-made
constructs, which resonate within the complex of the
composer’s own ideas: he employs them as they are,
regenerates, integrates, rounds them out with the
sound material more in tune with the times, uses them
as a basis for developing and experimenting with the
new compositional techniques. Mazulis applies the sa-
me procedures to decoding resonances coming from
the Renaissance, which include the mensural polylo-
gue of different tempos, perfectly matching propor-
tions of micro- and macro-structures, head-on colli-
sions of infinitesimal durations in polytemporal set-
tings, and totalising symmetry of forms. All these se-
lected ideas, however, are being reproduced in the
manner of a structuralist who adheres to the purity of
style, relies on the driving force of intellectual const-
ruction, and misgives the form which is not predeter-
mined from beginning to end. The search for a com-
mon denominator, some universal technique and a
formal prototype that would suit his music has led
Mazulis to the choice and revival of the canonic tech-
nique. And, at the same time, it prompted his ideal:
pliant, technically constructed “pure music”, which ca-
me to be an emblematic dominant of his work.

The electrifying, “charged” sound architectures,
as witnessed by the composer himself, are being
composed with the utmost emotionality, mental
tension, and undergo formalization based on highly
rigoristic procedures. So, although it might seem
wildly complicated, Rytis Mazulis’ (Matutinus Par-
vulus) one sound and semitone music, with its
exceptionally clear constructions, undoubtedly re-
sonates the epistemics of our time, including all
of its artistic knowledge, intuition, and resonating

Sylvano Bussotti
SICILIANO PER DODICI VOCI MASCHILI

(1962)
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Macro-form Structure Logic
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Dynamics of Palindrom harmonical relief
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common ideas. Its unrhetorical grammar and digi-
tal mechanics can, however, create music which is
brimming with strong emotion, and which, accor-
ding to Gyorgy Ligeti, can be arranged along ve-
ry strict sound structures.
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RYCIO MAZULIO MIKROSTRUKTURINIU KANONU
GARSINE ARCHITEKTURA
(NUO 100 IKI 3,448275862 CENTO)

Santrauka

Lietuvos Siuolaikinés muzikos peizaze galime jzvelgti ku-
bistiniy formy principu susibiirusias kompozitoriy figiiras.
Radikaliyjy keturiasde$imtme¢iy — R. Kabelio, S. Nako ir
R. Mazulio trejeta suformavo specifiné garso gelmeés
mikroskopija, manipuliavimas lietuviy muzikoje nepalyté-
tais garso dydziais, proporcinis medziagos konstruktyviz-
mas, politempiskumo bei konceptualizuoty makroformy fe-
nomenas, taip pat intelektualus komponavimas. Straipsny-
je tyrinéjama pastarojo deSimtmecio R. Mazulio mikro-
struktiiriné karyba, iSryskint mikrodimensijy ideologijos,
technologinio inventio, kompozicinio integralumo prielai-
das bei kirybiniy idéjy rezonansy aspektus.

Garsy mikroskopijos adoracija R. Mazulio muzikoje
ai$kintina ne vien istoriniy precedenty (N. Vicentino,
,Freie Musik“ (N. Kulbin), F. Busoni, Ch. Iveso akcep-
tuojama ,,Weltklang“ id¢ja ir kt.) paskatomis. Lietuviskoji
mikrointervaly muzikos tradicija uzgimé¢ XX a. tarpukariu
i Kauna sugrizus A. Habos mokiniui Jeronimui Kacins-
kui. Taciau jo uzbaigti ketvirtatoniy kariniai (pvz., Trio
Nr. 1, 1933) ne tik nebuvo atlikti, dingo juy partitiiros, o
patsai J. Kacinskas netrukus tapo lietuviskojo egzodo fi-
giira. Spéjama, kad mikrodimensiniy struktiiry invazija R.
Mazulio muzikoje galéjusi iSprovokuoti lengvai iSvercia-
mos kompozitoriaus pavardés reikSminé prasmeé: Matuti-
nus Parvulus (Jono Vilimo lotyniSkai perskaitytas kompo-
zitoriaus vardas ir pavardé) gali praversti kaip konceptu-
alus genetinis R. Mazulio mikrostruktiiry adoracijos uz-
kodavimas. XX a. paskutiniojo deSimtmecio R. Mazulio
kompozicijy spektras atskleidzia smulkéjanciy (ne chrono-
logiSkai) pustonio divizijy vaizda: pustoniai (100 centy) —
»,Hanon virtualis®, ketvirtatoniai (50 centy) — ,,Mensura-
tions“, ketvirtatoniai ir astuntatoniai (50 centy ir 25 centy)
,Palindrome®, deSimtatoniai (20 centy) — ,,Cum essem par-

vulus“ ir iracionalios trisdeSimtosios ,, Talita cumi“ pusto-
nio dalys (arba 29 iracionaliy dydziy mikrointervalai —
3,448275862 cento). Beje, ,,mazo“, ,mazylio“, , mazulio®,
t. y. ,,vaiko®, jvaizdis bei verbali struktiira tapusi kompo-
zitoriaus skrupulingai parenkamy zZodiniy teksty centrais.
Mikrostruktiry motyvacija R. Mazulio muzikoje gali pa-
liudyti ir technologiniai XV-XVI a. teoriniy traktaty iga-
liojimai, kur mikrointervalai apibréziami tokiomis formu-
luotemis, kaip ,,minute parts of the tone“, kur ,minute®
(mazas) sutampa su prasmine R. Mazulio pavardés reiks-
me.

Kompozitoriaus santykj su mikrointervaly darybos tra-
dicijomis jo kiirybos procese salygoja du sprendimai. Pir-
ma, renkantis tarp galimybés pustonj skaidyti j lygias
(L. Rossi tradicija) ir nelygias (Vicentino, spektralisty Mu-
rail, Grisey, Vivier tradicija) dalis. Antra, iSreiSkiant savo
poziiirj | ,,nedvylikos sistema“ (atwelve system). Tai 12 garsy
(12 lygiy chromatiniy pustoniy) oktavoje idiomos revida-
vimo strategija, XX a. muzikoje vykstanti dviem prieSin-
gomis kryptimis: garsy skaiCiaus didéjimo (pvz., E. Kfe-
nek’o ,,Spiritus intelligentiae Sanctus“ (1955) ir garsy skai-
¢iaus mazéjimo (pvz., S. Fomina’os ekvidistancinés penta-
tonikos ,,Im halbdunkel®, 1991). Pasirinkes logaritminj
(dquidistance) pustonio skaidymo modelj bei radikalia mik-
rostruktiiry skaiciau didéjimo nuostata, R. Mazulis per
desimtmetj sukiiré daugelj savo mikrostruktiiriniy opusy.

R. Mazulio ,,Mensurations“ (1992) priskirtinas prie Re-
nesanso proporcionaliy kanony technikos reevoliucijos pa-
vyzdziy, kurio medziaga iSvedama remiantis Ex una voce
principu. Sio kiirinio ultrachromatinis tenoras (nuosekliai
kylanti 9 ketvirtatoniy + 1 pustonio skalé nuo c iki f)
kartu su savo inversija nuosekliy transpozicijy budu for-
muoja viso kiirinio garsyno erdve. DeSimties sekciju Men-
surations makroforma modeliuojama kompozitoriaus nau-
dojamos Messiaeno interversijy technikos (zr. Ile de Feu
II, 1949) budu, ketvirtatoninéms skaléms funkcionuojant
tam tikry ritminiy progresijy algoritmais.

Zengdamas | Lietuvoje dar ,nepalytéta“ pustonio gel-
me, ,,Talita cumi“ (1997) R. Mazulis akceptavo Wyschneg-
radskio ultrachromatizmo idéja, kuri sitlo analogizuoti
skambesio auksciy bei trukmiy mikrostruktiiras. Sioje par-
titiiroje auksciy (pustonis a-gis) bei trukmés (ketvirtiné)
makrostruktiiros skaidomos i 30 (29 mikrointervaly (3,45
cento) ir i 96 (beats per quarter-note) daliy. Gautos mikro-
dimensijos modeliuoja 30 elementy auk$¢iy/trukmiy seri-
jas, kurios funkcionuoja iS(i)centriniy interversijy badu.
Tad permutacinés jégos iSsvaidytos ,,Talita cumi“ mikro-
struktiiros suvokiamos kaip iStempti, ar tiesiog sugniuzdy-
ti garso gelmés matai, kurie sukasi fataliSkoje iracionaliy
dimensijy karuseléje. R. Mazulis tai pavadino ,,gyvo garso
tragedija“, jo suduzimu, mirtimi, nes Sioje partitiiroje na-
tiraly akustinj garsa keicia fiktyvaus kompiuterio isskai-
dyto garso sleifai.

Dar tebekurdamas ,Talita cumi“ R. Mazulis pradejo
eksperimentuoti su naujomis, i§ vieno centro (garso) ge-
neruojanciomis garsy technologijomis. ,,Palindromo® (1996)
garsavaizdzio prielaida galima jsivaizduoti beveik vizua-
liai — kaip ketvirtatoniy bei aStuntatoniy skalémis judancios
Svytuoklés produkuojamas garsines struktiiras. ISsitibuotas
centras (gis) suformuoja 672 garsy melodijos amplitudes,
kurios, pasiekusios apimties maksimuma, natiiraliai grizta
i pirminio garso statika, taip uzprogramuodamos tobulg
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simetriskg opuso forma. Keturgubos auksciy augmentaci-
jos budu uzrasytoje partitiiroje balsy trukmiy santykiai is-
reiSkiami XV a. tradicijai budingomis tempo proporcijo-
mis. ] R. Mazulio sumodeliuotos Svytuoklés melodinius
zingsnius galima Zvelgti kaip i fraktaly rekursiniy procesy
apraiSkas. Tai atliepia naujasias dabarties muzikos tenden-
cijas, fraktalinés geometrijos principg aktyviai integruo-
jant i muzikos kompozicijas (pvz., Ch. Dodge ,Profile®,
P. Ngrgard’o begalinés garsy eilés, Zr. ,Voyage into the
Golden Screen“, T. Murail ,,Serendib“ ir kt.). R. Mazulio
,Palindromo® ketvirtatoniy bei astuntatoniy fraktaliniai ka-
nonai sumodeliuoja tobulg palindromo forma, kuriai bi-
dingas absoliutus binariskumas, koncentriSkumas, daugia-
komponenté veidrodiné simetrija bei vézio principu orga-
nizuojami visi struktiriniai elementai.
Autobiografiskiausios R. Mazulio kompozicijos ,,Cum
essem parvulus“ (2001) analizé rodo akivaizdzia menzuri-
nio kanono principo transformacija, jo kiiryboje toliau jsi-
tvirtinant fraktalinio pobiidzio politempo kanonams. Ies-
kodami ankstyvyjy mikrointervaly bei politempo derinio
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prototipy kaip pavyzdi nurodysime S. Bussotti ,,Siciliano®
(1962). Sumodeliaves griezta greito — léto tempo apgrezi-
mo projekta, ,,Cum essem parvulus“ kompozicija R. Ma-
zulis sukuria kaip deSimtatoniy spektro palindroma.
Gaudamas panasy rezultata, kurj uzprogramavo Henry Co-
wello chromatinés tempo divizijos ar Conlono Nancarro-
wo 12-0s politempy kanonai (pvz., jo ,,Study No. 37 for
Player Piano“), kiirybos procese R. Mazulis vadovavosi
kitomis projektinémis prielaidomis. Palindrominés ,,Cum
essem parvulus“ formos skambesio jsptidj apibuidinciau kaip
progresuojancio mikrostruktiiry klasterio analogija.

Atrodyty be galo sudétinga, taciau itin skaidriy kons-
trukciju R. Mazulio (Matutinus Parvulus) pustonio/vieno
garso muzika rezonuoja misy laikmecio kultiiros episte-
ma ir jos meninius zinojimus, nuojautas ar bendry idéjy
rezonansus. Neretoriné kompozitoriaus gramatika bei nau-
dojami skaitmeniniai mechanizmai gali kurti stipraus jaus-
mo skliding muzika, nes ir jausmas, pasak Gyorgy Ligeti,
gali buti struktiiruojamas itin griezZtomis garsinémis prie-
moneémis.



