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ment’s function, that is, its deconstruction
of sarts, Namely, instead of clearly shaped
themes, Markovié used minimalist tools to
generate the musical flow in this section of
the piece, repetition and gradation that,
through dense and dissonant sonorities,
grow intp a culmination, realized by means
of expressive piano arpeggiations and
rather intense orchestra dynamics. Finally,
another interesting feature in Kammerkonz-
ert is the author’s decision to use a musical
quotation to sirike up a dialogue with an-
other concertante work, one from the
standard repertoire. The quotation is a mo-
tive from Brahms’s Second Piano Con-
certo, which in Markovi¢’s piece appears
twice — at its first appearance, it is easily
recognizable, whereas the second time it is
partly obscured by a torrent of fiery pas-
sapes in the piano part.

What one might criticize regarding
Beljakovi¢ and Markovié’s works is their
ingufficient work on defining concrete the-
matic materials — they generate the tissue
of their works primarily by layering (clus-
ter) sections and repetitive figurations one
on top of another, whereas in the preceding
pieces one could clearly hear their authors’
need to shape concrete thematic entities in
constructing the overall sound picture, That
is why in Concerto da camera and Kam-
merkonzert it seemed, at times, as if form
had taken precedence over content. How-
gver, that certainly cannot diminish their
overall quality, which truly raised these
two works above the rest of the repertoire
and thus marked the 11* KoAMA festival.
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The 24 International
Review of Composers

The 24t International Composers’ Review
was held in Belgrade between 24 and 30
September 2015 under the title of The
Music Box. In some 67 featured works by
authors from 18 countries (countries of the
former Yugoslavia, the United States,
Netherlands, Cyprus, Greece, Poland,
Great Britain, China, Romania, Sweden,
Italy, Lithuania, and South Korea), last
year’s festival developed its chosen the-
matic framework in various ways, but for
the most part in conceptual and mimetic
terms, by evoking the sonic and timbral
qualities of music boxes. Thus drawing in-
spiration from this mechanical instrument,
the composers sought to realize their cre-
ative potentials and explore how the work-
ings of a musical box might be transferred/
posited in the discourse of art music.

A possible answer to that question
was offered already on the Review’s open-
ing night, on 24 September, on the Rasa
Plaovié stage of the National Theatre in
Belgrade, with a concert programme titled
Kaleidoskop (za decu i odrasle) Nade
KolundZije (Kaleidoscope (for Children
and Grown-ups) by Nada KolundZija). The
presentation of the Mokranjac Award to
composer Svetlana Savié for her work
Zarobljena (Trapped) for women’s choir
and electronics was followed by a multi-
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media programme conceived by American
director Scott Fielding. It comprised 16
pieces, most of which were premiéred that
evening, for piano, toy piano, musical
boxes, and electronics, performed by pia-
nists Nada KolundZija, Jovana Dordevié,
and Darja Damjanovié, with the participa-
tion of Bojan Barié, an animator, and Milo§
Mili¢, a pantomime artist. Indeed, panto-
mime was the tool the artists used to lend
the entire evening, right from the start, the
character of a performance with a critically
driven narrative 88 a commentary on our
time, Mili¢’s character is one who lives
quickly, in monotony, and without much
thinking. One day, he stumbles upon a mu-
sical box under his bed, which changes his
life and way of thinking — by setting its
mechanism in motion, he, along with the
audience, enters the world of music, that is,
the concert. And there we were greeted by
a repertoire whose mechanical musical
flow sent us, in a peculiar way, a message
gimilar to the message of Mili¢’s acting, In
the first place, we would locate in that cat-
egory pieces that featured toy pianos: Pre-
Iudifum (Prelude) and Nadino kolo (Nada’s
Round Dance) by Milos Raickovi¢, the
Suite by John Cage, Saiie Blues and Night-
mare Rag by Toby Twining, The Memory
of Roses by Louis Andriessen, as well as
pieces featuring musical boxes: Andries-
sen’s Deuviéme chorale, Fofi & Michalis
and mobyleite by Yaunis Kyriakides, Trace
by Richard Barrett, Mehanicka tema (Me-
chanical Theme) by Ivan Elezovié, and
Verbatim by Miroslav Savié. Especially
noteworthy were Barié’s Iz dedjeg ugla —
Serenada za luthu, Klavir, Debisija, mikro-
Jon, Logic, dva zvucnika i teremin (From a
Children’s Angle: Serenade for a Doll,
Piano, Debussy, Microphone, Logic, Two

Speakers, and Theremin) and Odbrojavam
{(And Counting) by Irena Popovi¢, because
they offered a sublimation of two elements
that were woven together throughout the
concert: repetitive sound environments and
the concept of a children’s theatre play.
Thus, in Barié¢'s work we could see a doll
“playing the role” of a performer and, con-
nected to the Theremin, “performing”
music on that instrument, while Irena
Popovic based her piece on a synthesis of
the multi-layered sound of musical boxes
and a simple repetitive text similar to a
nursery rhyme, However, despite having
sought to offer a more potent artistic con-
cept, the entire repertoire left the impres-
sion of unpretentiousness and simplicity
and it is certain that the programme of Ka-
leidoscope (for Children and Grown-ups),
which opened the 24% Composers’ Review,
afforded the greatest pleasure to the young-
est members of the audience.

On the second day, September 25, the
Hall of the National Bank of Serbia hosted
The Construction Site Ensemble, who per-
formed Aleksandar Perunovic¢'s Metal-
glasswork for piano, Darija Andovska's
DOrMIrNO for flute, clarinet, and piano,
Dimitris Maronidis’s Anthems for flute,
clarinet, piano, violin, and violoncello,
Drei Musikhomeopathistucke for violin,
clarinet, and piano by Dragana Jovanovié,
Melanholija (Melancholia) for oboe, vio-
lin, violoncello, and piano by Milan
Mihajlovié, and Katarina Glowicka’s Fa-
vola for piano and electronics. Regarding
these pieces, one should take special note
of Metaglasswork, Anthems, Melanholija,
and Favolg, primarily on account of their
notably postmodemist approach to the
treatment of musical material. In Metal-
glasswork, Perunovi¢ offers the listener a
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peculiar, deconstructivist take on Philip
Glass’s Music Box (the opening track of the
horror film Candyman). Perunovié accom-
plished this by varying the melody and ac-
companiment of Glass’s piece, whilst re-
taining the steady movement and
repetitiveness of the original material and
making changes to the melody, rhythm,
and tempo, evoking the sound of a music
box. Maronidis took a similar approach in
his Anthems, a postmodernist artistic pun
on the subject of national anthems from
various countries. Since anthems are usu-
ally serious in character, this new musical
environment lent them a more subtle sensi-
bility. By contrast, instead of focusing on
working with musical materials, it seems
that the authors of Melanholija and Favola
concentrated on re-examining sonorities
and portraying various moods. In the musi-
cal tissue of Melanholija, the main motive
— a descending minor third (B-flat-G) — is
used in various combinations of colour and
changes of character. In Favolg, Katarina
Glowicka re-examined the sonic potential
of an entire medium - the piano — by plac-
ing it in conflict with an electronic sound
environment.

The next day of the festival, day three,
was marked by two congcerts. The first was
the concert by the Belgrade-based Mixed
String Quartet, featuring Vuk Kulenovié’s
String Quartet No. 6, Ana Kazimié¢’s Pirou-
ettes of Emerald for oboe and string quar-
tet, Puro Zivkovié’s Psalm XTI for string
quartet, Hadi AyanBod’s Tree of the Knowl-
edge of Good and Evil for oboe and string
quartet, and Man-Ching Donald Yu's Head
on Vortex. It seems as if these works, in
terms of their sound qualities, had little in
common with the thematic conoept of last
year’s Review, since they are based on ele-
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ments such as a chromaticized musical tis-
suc (Head on Vortex), changes of timbre
(Tree of the Knowledge. ..), and a melodic
line supported by a pedal point (Psaim
XII). In that sense, the only piece that
stood out was Ana Kazimié’s Piroueltes of
Emeragld, implementing the same material
in three different characters and accelerat-
ing and decelerating the musical flow as a
way to allude to the mechanism of a musi-
cal box.

On the same night, the main event
featured a concert of the Romanian ensem-
ble devotioModerna from Bucharest, who
presented works by Romanian composers:
Sonata for solo clarinet by Tiberiu Olah,
Sonorities and “Forget-me-not” for flute
and piano by Ulpiu Vlad, Mithya 1. for solo
flute by Doina Rotaru, Four Inscriptions
for piano by Adrian Iorgulescu, den der
Tag war noch ganz for flute by Carmen
Maria Cémeci, Triplum for clarinet, vio-
loncello, and piano by Stefan Niculescu,
apfelStrudel for flute, clarinet, violoncello,
and piano by Mihai Murariu, as well as a
work by a Serbian composer, Dejan
Despié¢ s Manchester Trio for clarinet, vio-
loncello, and piano. The most memorable
aspect of this concert was its repertoire,
featuring works by Romanian composers
from various periods, including the 1960s
(Sonaia for solo clarinet), 1970s (Triplum
and Four Inscriptions), and 2000s (Sonori-
ties and “Forget-me-not”, Mithva I, den
der Tag war noch ganz, and apfelStrudel).
The overall sound picture of the concert,
except the more moderate and coherent
Manchester Trio, was extremely expres-
sive, primarily because the Romanian com-
posers’ works are for the most part predi-
cated on avant-garde compositional
devices, as well as on re-examining the
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potentials of various non-standard per-
forming techniques.

In their second performance at the 24%
Composers’ Review, The Construction Site
Ensemble held a concert on Sunday, 27
September 2015, at the National Bank of
Serbia Hall. The concert featured the fol-
lowing works: Wreck of Silence for mezzo-
soprano, baritone, violoncello, and elec-
tronics by Ivana Ognjanovié; Buka u
unutraSnjoj tifini (Noise Amid Internal Si-
lence) for flute, oboe, clarinet, percussion,
and piano by Milo¥ Zatkalik; 7 Do Not
Love You — Except I Love You for soprano
and flute by Jasna Veljanovié; Kaprico
(Capriccio) for solo clarinet by Ante Grgin;
Odmrzavanje (Thawing) by BoZo Banovié;
Trag (Trace) for soprano, clarinet, and
piano by Aleksandar Vuji¢; Phyllody. Qui-
escence for flute, piano, accordion, violon-
cello, and double bass by Ana Gnjatovié;
and Klanjalica (Bowing Song) by Nina
Perovi¢. The concert began with Ivana
Ognjanovié’s Wreck of Silence, a picce re-
alized by combining an electronic zound
layer, comprising short and slowed down
musical fragments of an ordinary music
box melody and a vocal-instrumental part.
In his piece, Zatkalik produced an interest-
ing play of silence and an expressive type
of musical flow in a series of contrasting
movements, whose titles — Vrisak (Scream),
Krici i§ Saputanja (Screams and Whispers),
..kao da je sama magla Kiknula... (...88
though fog itself were shouting...), Glas
onoga Sto vice u pustinji (The Voice of One
Crying Out in the Desert), Buka i bes
(Noise and Rage), and Osialo je éutanje
{All That Remains Is Silence) — are already
an indication of a rather dramatic musical
tissue. As for Grgin’s Kaprido, Banovié’s
Odmrzavanje, and Vujié’s Trag, one could

hardly say that they attracted much atten-
tion, mostly due to the unpretentious ex-
pression, as well as simple but insuffi-
ciently developed conceptions. By contrast,
Ana Gnjatovié’s Phyllody. Quiescence and
Nina Perovié’s Klanjalica, which finished
the evening, featured a more carefully con-
ceived structure and a more dynamic musi-
cal flow resulting from ideas full of imagi-
nation.

The main attraction of the festival’s
day four was The Box, a performance con-
ceived by the Swedish Themus Ensemble,
comprising Tony Blomdahl, Andreas Hall,
and Mansoor Hosseini. In a sort of theatri-
cal performance based on improvisation,
this ensemble sought to explore the possi-
bilities of using everyday items — mugs,
spoons, newspapers, and a wooden box —
to generate sound. The overall impression
of the entire performance was one of absur-
dity and shock, due to its seemingly inco-
herent form, as well as the content itself
and the way it was realized. Playing with
objects onstape, the artists generated
sounds and rhythmic patterns, without a
clear dramaturgical plan. The climax of the
show was the smashing of a mobile phone
that had ostensibly started ringing in the
audience (in faot, this was part of the
show), which was followed by breaking the
wooden box and the table, which marked
the end of the event itself. With this perfor-
mance, Themus Ensemble offered the audi-
ence the freest treatment of the concept of
“music box” in last year’s Review.

The fifth day of the Review likewise
offered two concerts. First, we had an op-
portunity to attend the concert promotion
of a CD at the Ceremonial Hall of the Bel-
grade City Assembly. The CD was a re-
lease by pianist Vladimir Gligorié, featur-
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simple musical flow based on developing a
single piece of motivic material, By con-
trast, Vytautas Germanavitius’s Cadenza
for violin and accordion was much richer,
primarily in terms of colour and form, and
applying experimental performing strate-
gies, such as striking the body of the instru-
ment, whistling and hissing, which pushed
the music out of its traditional sound con-
text. Compared to Germanavifius'’s piece,
Vykintas Baltakas’s Recirativo for violin
and piano and Commentim for violoncello
and piano did not offer very imaginative
compositional solutions, featuring an inad-
equately elaborate treatment of musical
material and simple dramaturgy, with gra-
dation around the middle and an anticli-
mactic ending, in both works, By contrast,
Borderline by Sonja Muti¢ made a more
favourable impression, with a dramatically
rather well constructed musical flow, en-
riched with constant ups and downs, and a
more intense kind of expression. The con-
cert ended with two more picces by
Germanavitiug, Stones Suite for solo ac-
cordion and Chanson for violin, piano, and
accordion. Stones Suife was especially
well received, based on juxtaposing two
layers, the first of which rests on develop-
ing a repetitive minor-third moetive in the
bass and the second on long, extended
notes in the right hand. Those two mutually
contrasting parts then come together in the
middle section’s cluster texture, only to
come apart once again toward the end of
the piece.

The final day of the 24" Composers’
Review took place in the same venue that
hosted the LENsemble concert. This time,
the honour to close the festival went to the
Metamorfosis string ensemble, with the
following repertoire: Kazivanje (Narration)

by Anica Sabo; Scene IIf by Moon Young
Ha; Canti di vita ¢ morte by Predrag
Repani€; Bajka (Fairvtale) by Milica
Paranosi¢; Diamond-Meadow by Szilard
Mezei; and Melanholicne svetkovine (Mel-
ancholy Feasts) by Dradko AdZié. The
overall impression is that the concert was
by and large dominated by Repanié’s picce,
featuring a genuine postmodernist musical
web comprising various quotations and ref-
erences — artefacts taken from the “box” of
music history. The composer thus used the
procedures of paraphrasing and parodying
within a mostly polyphonic texture in order
to develop musical materials by other com-
posers in a rather free fashion. Among
those materials, already at the start of the
picce, one could recognize motives from
“Frére Jacques”, Niccold Paganini's Ca-
priccio No. 24, the Kyrie from Mozart’s
Regquiem, and Bach's Art of the Fugue,
which form the basis of a canonical musi-
cal flow, first in the major and then in the
minor mode, Set in this way, that sound-
scape then intensifies in a contrasting clus-
ter texture, with references to the stylistic
idioms of mostly expressionist and avant-
garde composers, such as Alban Berg and
Gytrgy Ligeti. The dramaturgy of the en-
tire piece rests on a conflict between a
tonal and atonal sonic environment, where,
in the end, in the struggle between life and
death, suggested by the title of the piece —
Canrii di vita e morte — death triumphs.
The overall impression of the 24%
Composers’ Review is that the participants,
inspired by the festival’s thematic concep-
tion, managed to offer a heterogeneous and
extensive repertoire of works. Thus, over
the course of the festival, which went on
for seven days, we could see the various
faces of the sound world of musical boxes.
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This was initially demonstrated by Nada
KolundZ?ija's Kaleidoscope (for Children
and Grown-ups), with direct allusions, in
terms of timbre and sound, to music boxes,
and then in a series of performances where
the music box was used as a conceptual
source of creative potential (the perfor-
mance by the Swedish ensemble Themus;
Vladimir Gligorié’s concert and those of
Movement Trio, Construction Site,
Metamorfosis, and Mixed String Quartei).
Another peculiar feature of this Review
was that two concert evenings were de-
voted to two national musical scenes: the
Romanian, presented by devotioModerna,
and Lithuanian, presented by LENsemble.
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The Intgrnational Asgociation for the Study
of Popular Music {IASPM) is the main in-
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ternational professional society for popular
music research. As an interdisciplinary or-
ganization, it gathers researchers mainly
from areas of ethnomusicology, musicol-
ogy and media studies who are interested
in various problems of popular music
{(mainly Western/global music). TASPM
held its 18 Biennial conference in Campi-
nas (S#o Paulo, Brazil) at Universidade Es-
tadul de Campinas from 29 June to 3 July
2015. The organizers claimed that approxi-
mately two hundred participants of various
academic levels came from sll over the
world to present and discuss issues of “so-
nority, styles, performances, contents, pro-
duction contexts and consumption™.

The conference topic was “Back to
the future: Popular music and time™ which
included the sub-themes such as: ageing
times {memory, archiving, ageing, recy-
cling), historical and social times (history,
genealogy, revitalization, timelessness),
modern times {(contemporary, new, future
time), and phenomenological times {cre-
ative process, performance, listening). In
addition, several papers were devoted to
structural times (thythm, tempo, ‘groove’,
flow, periodicity, repetition, synchroniza-
tion). Such themes provided enough
breadth for scholars devoted to various ma-
terials and simultaneously, directed them to
the extremely important topic for music
research in general — temporality.

The symposium was organized in par-
allel segsions (five to eight sessions), which
was challenging to follow, especially be-
cause some of the sessions were in the Por-
tuguese language. Surprisingly, the ses-
sions were not chaired, but luckily, on most
occasions that enabled equable discussions
among the participants. My listening
schedule consisted of following the leading



