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Abstract: This text explores the problems of inter-
preting musical identity, meaning, and socio-cul-
tural value of a compositional work influenced by 
two traditions with different values: the modern-
ist tradition based on Western European classical 
heritage, and the oral tradition of the Balkans. It 
also follows the process of transformation and 
re-creation of the author’s musical language: from 
classical, notation-oriented to a more intuitive, 
improvisational and live-performance based. 
Through detailing some of the experiences of 
the author as a composer and a performer, it 
also discusses some observations on the ways in 
which this discrepancy between two traditions 
and practices has affected and still inf luences 
those creative practices in Serbia and the former 
Yugoslavia that relate to traditional music and 
its derivations. In this study, the oral tradition 
from the Balkans was approached not only as a 
purely acoustic phenomenon, but it also included 
a raised awareness of the nature of the continuous 
fusion of various cultures in the region, as well 
as existing cultural and religious antagonisms. 
This study investigates the problems of construct-
ing musical identity as well as the meaning of an 
author’s creative practice in relation to the socio-
cultural environment of its origin, whilst observ-
ing its reception by audiences outside the Balkan 
region.

Keywords: oral tradition, Balkan, improvisation, 
musical identity, creative practise, composition 
process, sonic process, music narrative, layers 
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BETWEEN TWO WORLDS
Approaching Balkan Oral Music Tradition through the use 
of Technology as a Compositional and Performing Medium

Composition and improvisation 

The very existence of an observer – the analyst – pre-empts 
the possibility of total objectivity. No single method or 
approach reveals the truth about music above all others1

As Bent points out in his reinterpretation of a famo-
us observer paradox cited above2, the presence of the 
observer inevitably influences the result of analysis, 

and in case of music, even more so – especially in the situation 
of an author that observes his own work. Music is a temporal 
art, and although we can measure some elements of its physical 
(acoustic) manifestation, a full comprehension of music is still 
fairly beyond the reach of an empirical approach. Electro-acou-
stic music is no exception: there is no single method of analysis 
that is established and widespread enough to be automatically 
employed (as it is definitely the case with analyzing Mozart’s 
sonatas, for example). The music analyst usually approaches 
analysis of musical composition through the score and recor-
dings of performance, and most importantly, employs his/her 
knowledge of the composition’s era, musical genre and cultu-
ral/historical context, which are all necessary to establish the 
framework that makes the analysis possible. 

However, when it comes to electro-acoustic music, the score 
in plenty of cases does not exist. There are several definitions of 
musical analysis that might be applicable; here we will conform 
to the musicological encyclopedia New Grove Dictionary of 
Music and Musicians, stating that musical analysis is the 

….resolution of musical structure into relatively simpler 
constituent elements, and the investigation of the functions 
of those elements within that structure.3

This is a simple yet applicable way of approaching the analy-
sis. Just distinguishing the “simpler elements” however, was not 
enough to come closer to the formation of the macro-form – it 
was also necessary to record as minutely as possible the actual 
creative and cognitive process of choosing material and devel-
oping improvisational parts. Before I go into a more detailed 
examination of the compositions, I will briefly state some defi-
nitions of composition and improvisation that I find are the 
closest to defining my overall creative practice.

Composition can be defined as a process that, by its nature, 
places creation and realisation of musical ideas in different 
time lines.4 This means that multi-layered temporality is essen-
tial to composition as a process that often happens on several 
levels.5 Additionally, formulating a musical idea in such a way 
to make it transferable as a score involves: (1) the practice of 
writing different parts of the piece at different times, (2) being 
able to reflect on how these segments relate to each other and 
(3) manipulate those relations. Often different parts of this 
process overlap at different points of a piece’s timeline, thus 
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each other, the nature of improvisation and 
how it influences the form),

- Music parameters (registers, sound 
manipulation processes applied, presence or 
absence of tonality etc).

To organize and represent mentioned fac-
tors I followed Dora A. Hanninen’s criteria 
for music segmentation as being of three 
basic types: sonic, contextual, and struc-
tural.7 Within the scope of my analysis, the 
“sonic criteria” was interpreted as being pri-
marily related to individually recognizable 
segments, which, following Hanninen, I will 
define as a grouping of tones or other sonic 
material recognized by an analyst as a readily 
audible unit.

“Contextual criteria” I use to relate to group 
of parameters that helped me to identify the 
subsections of macro-form, such as: (1) the 
scope of similarities/differences between the 
sub-sections (2) functional relations between 
the subsections that come as a result of estab-
lishing the first point. “Structural criteria” is 
looking in detail into sonic criteria in order 
to distinguish sub-parts. 

Hanninen’s definition of segment, segmen-
tation, contextual criterion and sonic crite-
rion were most helpful with the process of 
dividing the work into sections and subsec-
tions. How these parameters are applied to 
the music itself can be found in the analysis 
of the composition The Balkanites.

Musical structuring and 
sound processes in the short 
works

In order to illustrate sound manipulation 
strategies, I shall now discuss some of the 
shorter works and explain how they relate to 
each other and The Balkanites. Among the 
ones primarily based on vocal sound mate-
rial, those worth mentioning are: Nigredo 
(2009) and Miniature (2010) (DVD con-
tent / compositions/tracks 1 and 8), based 
on recordings of vocal ornamentation in a 
wider Balkan tradition, Ismail I and II (2010) 
(DVD content / compositions/ tracks 2 and 
3) based on a recording of Turkish folk song. 
Improvisation: excerpt (2009) (DVD content 
/ compositions / track 4), which highlights 
how improvisation is an important part 
of the compositional process and perfor-
mance. This excerpt illustrates the impro-
visation through use of technology. Psalm 
(2010) (DVD content / compositions / track 
5), is based on sound samples taken from the 
recordings of a Serbian monastery of Kovilj’s 
monks, singing psalms in the Byzantine 
style. Echoes (2009) (DVD content / compo-

enabling the composer to orchestrate one part of the piece 
while having other sections at the level of the basic idea. 

In contrast, improvisation is the real-time process of struc-
turing music through its creation and performance. Although 
both composition and improvisation are temporal in the sense 
that they organize sounds in consecutive series thus creat-
ing (hopefully) comprehensive music narrative, there are 
two crucial differences. Contrary to composition, while we 
improvise, we can not change what has already passed, and 
also can not predict the future music choices, especially in live 
performance. 

In all the works I utilised both vocal improvisation (under-
stood here more as insisting on intuitive music choice rather 
than one-off musical activity) as well as pre- structured sonic 
sequences. However, creating a piece close to an hour in length 
or more cannot be built on intuitive decisions alone, and the 
role of improvisation changed. 

For The Balkanites, improvisation proved to be the main 
structuring strategy as far as creating of micro-form (indi-
vidual parts of the composition) went. However, each part had 
to be readjusted according to the general concept of how the 
macro form will look like. These readjustments were a con-
tinuous process: each time a relatively important change is 
put forward in one sector resulted in slight or major modifica-
tions of the other parts. In practice, this meant a continuous 
listening of the composition several times and always from 
the beginning until I reached the section I was working on. 
The main parameter here for introducing changes or leaving 
sections as they are was always the overall impression I would 
get after listening – if something felt too short, too long, or the 
contrast between materials was too big or too small. This was 
a part of creative process which, although entirely subjective, I 
attempted do somehow quantise by introducing activity den-
sity6. Activity density and other major music parameters and 
characteristics of each part and change in the music narration 
have been noted in the representation of structural and sonic 
activity (table no. 1).

To do this, the first draft of the composition was done as 
a series of improvisational parts, some of them purely vocal, 
the others with some other sonic material already present to 
induce the vocal response. A second phase was the detailed 
work on the parts themselves: every major change was noted 
and written in the form of verbal comments in the scheme. 

I discovered that both of the creative processes (composition 
and improvisation) could be pursued through the utilisation 
of technology without the absolute necessity for a composer to 
be fully aware of musical parameters such as pitch, harmonic 
progression or rhythmical/metrical structure. Being able to 
immediately record musical ideas and choose quickly among 
all of their possible modifications, as well as the improvisation 
based on those ideas, gave me more liberty to follow intuitive 
music choices without the immediate necessity of transferring 
them into notational system.

While thinking about possible approaches to an analysis of 
the works, the emphasis was put on determining what kind of 
analysis would be the most suitable regarding the aims of the 
research itself. While reading through the notes I made during 
the composition process, I was able to abstract the following 
major factors as the most influential ones in establishing a 
functional macro-form: 

- Structure/distribution of musical material (determining 
sections and subsections of the composition, how they relate to 
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The piece has three distinctive parts. Vocal elements are 
here first introduced through short ornamented motif in its 
natural register (Phrygian mode; characteristic of the tradi-
tional melodies that were under the influence of Ottoman/
Turkish culture) and then transformed into a percussive layer 
towards the end of the piece. The interaction between melodic 
and rhythmic impulses is underlined with low pitch drones 
that reinforce the feeling of a stable tonal centre throughout 
the whole piece, whilst also providing the impression of differ-
ent acoustic spaces and depth. The chief structuring mode is 
responsorial – the form of question and response between the 
naturally positioned vocal line and transposed lower melo-
dies. The prevailing sonic manipulation techniques of the 
composition are pitch alteration, reversing, and putting vocal 
lines in different spaces (reverberating) to create depth. The 
aimed for consistency of sonic world is here accomplished 
through use of sound material that originated from a single 
source (voice). The second part (at 1.55 min) sets forth with 
the first short, non-melodic element that becomes the main 
constituent of the rhythmic repetitive sequence in the third 
part, also bringing in a slight contrast. Apart from the appear-
ance of the percussive layer that is accomplished through 
echoing this component (at 03.20 min) there are no sharp 
contrasts so this piece’s narrative unfolds uninterrupted till 
the end, with the rhythmic element being brought in front 
and melodic positioned in the background. The main com-
positional approach is the transformation of sound material, 
with repetition applied towards the end as to facilitate the 
fragmentation of the music f low. 

Ismail I and II (2010 / DVD content / compositions / tracks 2 
and 3) is a two – part work based on recordings of Turkish folk 
songs. I had an opportunity to record Turkish waffle-seller, 
singing several traditional songs mostly from different parts 
of Anatolia. This composition has two parts and presents two 
different treatments of the same voice. 

Ismail I (plate 2) was made as a combination of traditional 
melody that was partly transposed and pitch – altered occupy-
ing the high register, and combined with a piano sound pro-
cessed to emphasize the instrument’s percussive qualities. The 
main concept of the piece was to establish and sharpen the 
tension naturally coming from the opposition of these two 
most distinctive sounds. The floating tonality of the voice is 
in an unnaturally high register and the repetitive piano motif 
occupies a very low one. The general structure can be branded 
as homophonic, as the listening perception naturally gravi-
tates towards the higher layer. This form does not contain any 
contrasting materials; both predominant sounds are present 
from the beginning till the conclusion of the work, apart from 
the middle part, which functions as a rest from piano sound 
(1.55 – 2.22 min) so the chief structuring process is gradual 
transformation of the sound material, mostly created through 

sitions / track 6) are made almost entirely 
of sounds that do not have a determined 
pitch or rhythmical structure. It represents 
the dimension of this author’s sonic world 
that is intentionally unrelated to vocals 
and pitch (in contrast with the mentioned 
pieces) and it assists, through establishing a 
dialogue with vocal elements, the formation 
of macro-form in The Balkanites (2013). The 
Miniature is similar to Nigredo, being made 
entirely from vocal recordings and featur-
ing the form of vocal improvisation that will 
become the main structuring force in The 
Balkanites. 

These pieces show in miniature the son-
ic processes that were later applied on the 
voice in The Balkanites, among which one 
finds: transposition, reverberation, filtering, 
reversing, and looping. The music narrative 
was built through layering the improvised 
vocal lines in a sort of melodic dialogue (not 
always imitative by nature), which were in 
the final result creating responsorial texture, 
in fact quite typical for religious services in 
orthodox Christian churches (liturgy). This 
way of creating a musical dialogue can be 
often found in traditional music as well, 
where one person sings the “lead”, and the 
rest of the group sings the “answer’, which 
is often the same or different melody with 
lyrics that follow as an extension/explanation 
of the ones introduced solo. In the shorter 
works the main contrast often comes from 
the introduction of loop/ostinato with the 
principal role of reinforcing the rhythmic 
and tonal stability. All works are graphically 
represented as waveforms, which seemed the 
most natural illustration of both the time-
line and micro/macro form of the pieces 
themselves. 

Nigredo (2009 / DVD content / compo-
sitions / track 1), is a composition made 
entirely of recordings of a single vocal (plate 
1). The term nigredo (latin) was a common 
part of alchemic vocabulary and describes 
the process of all substance’s disintegration 
back into primal material. Here this is used 
as synonym for the action of the transforma-
tion of particular vocal ornaments typical for 
the Balkan region. Below is the visual repre-
sentation of the audio wave: 

Part one Part two Part three

Plate 1 – Nigredo
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processor as a vocal processing device and 
software instrument controlled through 
MIDI keyboard with the main role of estab-
lishing harmonic surroundings for vocal 
lines. 

As this excerpt evolves around the looped 
sample of the voice and all the elements are 
introduced gradually, there is no ground for 
distinguishing parts on the basis of differ-
ent sound material. So the structure given 
above marks the introduction of different 
vocal lines and changes in a separate har-
monic layer. The introduction brings in one 
two-bar-loop of 4/4 vocal fragment, made in 
such a way as to give a feeling of tonal stabil-
ity, and establishes the first note of the vocal 
ostinato as a tonal center. However, Part A 
(0.16 min) introduces a low harmonic layer 
that immediately shifts the perception of the 
tonal center to the second note of the osti-
nato. Part A1 (0.40 min) presents the first 
improvised vocal line in the low register, and 
introduces a slight chord change in harmonic 
layer, that is followed by a change in register 
from low to middle (1.26 min). Part A2 (2.14 
min) brings the change of harmonic layer 
by transposition to the high register, build-
ing up the tension, the improvised voice is 
also transposed an octave higher, with all 
the layers collapsing back to the low register 
towards the end.

manipulating the levels of tension rising as a result of confront-
ing the relationship between two major sound materials. 

Ismail II (plate 3) is more oriented towards manipulation 
of the actual natural sound of the singer’s (Ismail) voice, and 
it is entirely created out of the recording of a single Turkish 
song (Sari Yazma). As I was already comfortable with record-
ing and manipulating my own voice, working in this was an 
opportunity to explore how the sound of a male voice with 
its characteristic regional ornamentation changes while put 
through the same processes. 

The structure of Ismail II formed itself as a “conversation” 
among three different registers/modes of the main vocal line, 
with a resulting structure that can be perceived as a polyphon-
ic. In the introduction, the high-pitched register of the tune 
is brought out, with a low one coming in at 0.45 min, also 
bringing in the time- stretched fragments of the tune (part A). 
After a short rest from the low processed pitched vocal, Part 
A1 retains the same structure while dropping one of the sonic 
elements out of the structure (stretched vocal line) towards 
the coda. As to sound manipulation, functional role and reg-
ister, the Coda corresponds with the Introduction and there-
fore gives the form of the composition a sense of closure. The 
major applied processes apart from pitch alternation, were 
time-stretching and filtered panoramic movement. This work 
has preserved the tonal stability of the original melody. 

Improvisation: excerpt (2009 DVD content / compositions / 
track 4). As improvisation became a crucial part of the com-
positional process and performance, I found it necessary to 
include an excerpt of a live session that illustrates the impro-
visation through the use of technology (plate 4). The session 
was conducted using the BOSS ME-50 guitar multi-effects 

Introduction            Middle part

Plate 2 – Ismail I

Plate 3 – Ismail II

Introd. Part A Part A1 Part A2

Plate 4 – Improvisation: excerpt

 Introduction Part A Part A1 Coda
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underlined with short recorded voices of monks reversed, sing-
ing Alleluia. The A part tonality shifts from C# – B – C# – C 
– C#, making it the main drive for melodic structuring and 
advancement. 

The second part of the piece (02.50 min) has a polyphonic 
structure, it is characterized by layering three or four vocals to 
construct the harmony, on top of a tarabuka sample that gives 
the tempo and is transposed to C# to fit the tonal center of 
the work. Vocals form an ostinato movement that becomes a 
base for the four-part harmony and a support for the top voice 
that improvises within the given harmonic progression, with 
the bass voice transposed an octave down. It presents a strong 
contrast to the first part in tempo and structure, however by 
keeping the same tonal center and by introducing the change 
gradually this piece retains the feeling of a whole without the 
necessity to return to the initial material. The main structuring 
processes in part A are a gradual transformation of melodic 
elements through re-pitching and shifting of the tonal center, 
while in part B repetition is a major structuring force. With 
every repeated fragment something new is added or slightly 
changed in order to retain the impression of development. 

Echoes (2009 / DVD content / compositions / track 8) is a 
composition made almost entirely of sounds that do not have a 
determined pitch or rhythmical structure (plate 6). It presents 
the dimension of the author’s sonic world that is intentionally 
unrelated to vocal and pitch (in contrast with the mentioned 
pieces). This particular utilization of sonic material unrelated 
to pitch will later be developed further in The Balkanites, and 
through establishing a dialogue with vocal elements, assist the 
formation of a higher structure. 

It is not easy to analyze a piece of music that has no rec-
ognizable melodic, harmonic or rhythmic structure, at least 
not according to the classical standards. However, the overall 
structure can be established in relation to the utilized sound 
material. Echoes consist of three main parts. Part A introduces 
a couple of time - stretched cymbal and shells sounds, and 
is based on the dialogue between the high and low pitched 
ones. These sounds do not have any rhythmical density and 
the main focus is on their position in the available frequency 
range. Nonetheless, Part B brings in new sound material that 
is a relatively recognizable sound of shells rubbing against 
each other (01.24 min) and after the first part comes as 

The structure can be interpreted as hav-
ing three layers: repetitive, responsorial and 
harmonic. It is based on a vocal sample pre-
recorded on the processor, and then used as 
a repetitive layer around which responsorial 
melodies were built. As this device limits the 
length of prerecorded samples to a maxi-
mum length of two seconds, those restric-
tions helped me to formulate the basic idea. 
Although the loop indicates a minor chord, 
the free vocal lines that surround it move on 
almost all the notes of the chromatic scale 
within the chosen melody range. This excerpt 
(from about half an hour of free improvisa-
tion) served as starting reference point for 
some of the vocal melodic structures in The 
Balkanites and their relationship with the 
surrounding sonic material. Characteristic of 
this type of structuring is a particular kind 
of transformation that includes the repeti-
tive layer, and where the musical narration 
entirely depends on changes around the 
vocal pattern. 

Psalm (2009 live performance recording 
/ DVD content / compositions/ track 5) is 
infused with Orthodox Christian chants. 
Orthodox Christian music sung at the mon-
asteries in Serbia has two distinct styles: 
Russian chant and Byzantine (Greek) vocal 
tradition. For this piece (plate 5) I used sam-
ples of psalm 117 sung in Byzantine style by 
monks belonging to the Serbian Orthodox 
Christian monastery Kovilj. Typical for this 
vocal tradition is singing in unison, or more 
often, it has ison (second melody/drone note, 
that underlines the main one or mimick-
ing the function of a bass line). The actual 
melody of the psalm is not present, but it is 
referred to throughout the overall structure, 
melodic phrase and Phrygian scale used. The 
Psalm has two parts, part A being of homo-
phonic texture, a single rubato voice that is 

Plate 5 – Psalm

Part A (C#, B, C#, C, C#) Part B

Plate 6 – Echoes

Part A Part B Part C(reprise)
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the problem of maintaining this structure 
while paying attention to individual parts 
in all details. Also, limiting the amount of 
contrasting sonic material that was essential 
for maintaining the impression of the whole-
ness in short pieces became questionable as 
an approach to the creation of a consider-
ably longer one. However, experience with 
shorter works indicated that the abundance 
of sonic material available for the work had 
to be reduced and organized according to 
individual parts of The Balkanites, and the 
prospect of their use in other parts according 
to their potential functionality in different 
sonic context. Coming back to previously 
used material and using it differently helped 
to establish the macro-form. 

The Balkanites – structure 
and processes

The key to understanding The Balkan-
ites lies in the dialogue between fragments 
of recordings of Balkan traditional instru-
ments, and free vocal improvisation. One of 
the most distinct characteristics of the piece 
is the fine balance between parts that contain 
an ostinato rhythmical structure (mostly sta-
ble in tonality), contrasted to the ones with 
rhythmically and melodically free vocal seg-
ments that sometimes drift into bitonality. 
Although predominantly vocal, this compo-
sition does not refer to any particular singing 
tradition, and few phrases (in Serbian) that 
do appear are not used as bearers of mean-
ing, but merely as sounds. As mentioned 
beforehand, the main criteria for the ana-
lytic organization of the music segmentation 
of the piece follows Hanninen’s proposition 
of sonic, contextual, and structural criteria.8 
The plate 8 (p. 34) shows the macro-form of 
The Balkanites as a waveform.

In order to understand macro-form, more 
detailed micro-form (contextual level) and 
how those two relate, there is a visual scheme 
of the important aspects of all sonic events 
and processes in the composition. On the 
table 1 (p. 35) structure of the macro-form 
is represented in three layers: structural 
level (that shows the macro form, marked 

quite contrasting in sound texture and rhythmical density 
(short, repetitive, and high pitched). This sound fragment 
goes through several alterations: reverberation, reverse, echo-
ing, panoramic movement, and before giving way to the new 
sound of low pitched f lute (Part C), is moved to the back-
ground (03.23 min). The main trait of part B is a contrast that 
is brought on by the amalgamation of time stretched cymbal 
sounds from Part A with the distinctive transformed sound 
texture of the shells. Part C fuses all the elements introduced 
beforehand and brings in a very low-pitched flute sound, that 
opens the short reprise of the whole structure – first the char-
acteristic cymbal sound from the very beginning of the piece 
at (04.38 min), then the shells sound in its most recognizable 
variation (05.25 min) that also serves as a functional coda to 
the piece. 

Echoes has a couple of contrasting points in its timeline, in 
the first instance it is the introduction of new material (Part 
B) in the second, it is an interpolation of characteristic cymbal 
sound from the beginning that establishes the expectation of 
repetition, which however is never completely fulfilled. The 
length of the piece was (like in previous works) dictated by 
reducing the number of contrasting sound materials. In this 
way the contrasts within the work were kept at a minimum in 
order to maintain the structure as a whole. 

Abstract (2009 / DVD content / compositions / track 7) is 
a piece created out of recordings of f lute sounds that do not 
have defined pitch (plate 7). The piece has a strong tension 
development, coming from the gradual change in volume and 
activity density.

Although in the case of this particular work it is very hard to 
speak of microstructure, the three main parts can be noted as a 
result of manipulation of sound objects: Part A introduces the 
main sound source, and manipulates the natural sound of the 
instrument’s performance mechanism, which is mainly present 
through filtered panoramic movement fused with the con-
trasting, very highly transposed original sound. Part B brings 
the low drone and a change in rhythmical intensity and den-
sity of the sonic material (02.12 min) combined with a sudden 
increase in velocity, that positions itself as the event towards 
which this whole work gravitates. The tension maintained by 
these elements dissipates slowly towards the end of the piece, 
where a low transposed and reversed flute sound becomes pre-
dominant (Part C, 03.10 min) and closes the composition. As 
the previous compositions, Abstract is a structure that estab-
lishes itself more as a result of continuous sound manipulation 
that accumulates into one particular event, and less as natural 
succession of contrasting parts.

These shorter works hopefully illustrate the nature of sound 
transformation strategies and structuring that were used. How-
ever, several problems could not present themselves in these 
short works due to their very nature: the problem of struc-
turing a piece approximately 45, 50 minutes in length, and 

Plate 7 – Abstract 

Part A Part B Part C(coda)
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the next section. The scheme also shows the most important 
music parameters characteristic to each section (scales, reg-
isters, tonal orientation), sound manipulation processes, and 
vertical complexity. 

Vertical complexity is ref lected in activity density, which 
represents the rise or fall of the number of sonic events that 
happen simultaneously in time. This value is hard to represent 
accurately as it might be relative to the perceptional habits 
of the listener, so it is roughly estimated at low, medium and 
high. Low and high points were established first as contrasts, 
medium being the value given to all other sections.

Types of narration indicate the presence of repetition and 
transformation as horizontal traits of the music flow. The level 
of contrast represents the total amount of changes that are sin-
gling out individual subsections as such, but it primarily shows 
they relate to the previously presented material; that is why 
there is no contrast indicator for the beginning of the piece. 
As it is present both on contextual (micro-form) and structural 
(macro-form) levels, it is discussed separately and in relation 
to the topic of balancing the use of sonic material against the 
presence of the active agent – the voice. 

As composition The Balkanites in first attempts formed itself 
as a series of mostly wordless “songs”, it felt natural to keep the 
cyclic principle as a guide towards establishment of the macro 
form of the piece. This principle also influences the relation-
ship between the conclusion (coda) of the piece and the begin-
ning (The Introduction), as the starting sequence was made 
from the same sonic material that concludes the composition 
(coda). We will first examine the micro-form of this piece. 

Micro and macro-form of The Balkanites

The introduction (00.00 - 04.12) is created almost entirely 
out of the vocal recording, which was set in several improvised 
layers. This is also an introduction to the general ways vocal 
improvisation is applied in the compositional process of the 
piece. Introduction was not written first: once I’ve created ini-
tial material, I realized after repeated listening that it sounds 
more like conclusion than it does as an opening. So, I decided 
to have it as a coda – and then, after experimenting with add-
ing layers of different vocal improvisation, I decided to try 
and reverse the whole part just to see will it trigger different 
improvisational response. And so it did, I added a couple of 
new vocal layers and sonic elements in order to create a slight 
shift towards bitonality, and in order to differentiate from the 
original tonal orientation of this sequence as it now appears in 
the coda. With these new elements added, texture shifted from 
introductory homophonic sound of the coda to polyphonic one 
of the Introduction.

with uppercase letters); contextual level 
(indicating the possible groupings of musi-
cal elements into subsections, marked with 
lowercase letters) and sonic level (detail-
ing the sonic material used). The criteria 
behind choosing particular samples was 
always determined by the section that came 
beforehand the one I was just composing – 
the sounds had to be different, or if similar, 
processed in a way sufficiently at variance 
with the previous ones as to be perceived as 
contrasting. Music processes and important 
traits of used sonic material are organized 
according to subsections (lower case letters), 
making it easier to follow the aural events 
that justify identification of a particular 
grouping. 

As mentioned earlier, upper case letters 
(A/B/A1) indicate the higher structural 
organization of the piece. The appearance 
of the new sonic material, repetition of the 
one presented earlier or a high level of con-
trast were the main criteria for establishing 
a new subsection. As shown in the scheme 
(table 1, p. 35), every time new sonic material 
is introduced that might justify constitution 
of a new subsection, it is represented with 
the new (lowercase) letter. Where the letters 
repeat, it points to the similarities that are a 
result of using the same sonic material. In 
the sonic criteria field, the sound segments 
that are crucial for separating a subsection 
on a contextual level are highlighted. 

As the shifts from one subsection to 
another are often smooth (there is a fusion 
of sonic events on the peripheries of both 
parts) the representation of the piece in real 
time, though in seconds, had to be somewhat 
imprecise in regard to the exact beginning of 

Plate 8. – The Balkanites waveform

A B A1

Jovana Backović
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of the sampled material, the whole melodic and rhythmic pat-
tern was presented, so than the latter changes might be perceiv-
able in relation to the first one. It has a slight change of tempo 
towards the end, and it occupies the register which is within 
the range of a natural, unaltered voice. The vocal parts evolve 
around the sample, and have a contrapuntal role to the rhyth-
mical and tonal stability of the looped layer. The pattern is in 
4/4, yet because of the treatment of looped material (reverse, 
tempo and pitch alteration,filtering) it sounds slightly arrhyth-
mical and does not fit perfectly into a four pulse structure that 
feels natural (see figure 2).

Vocal layers around it also introduce a flat second, and melo-
dy is often shifting between the minor and major third creating 
further ambiguity. In the recording, the vocal lines are dis-
tinctly panned right and left, in consequence helping to enforce 
the impression of dialogue. The transition to part b is achieved 
through vocals morphing into C as a new tonal center.

Part b (07.01-11.12) 

With the tonal center established firmly in C, the main 
structuring force in this part is vocal improvisation, the dia-
logue between several vocal lines distributed through low and 
middle registers, that refer to each other mainly through varia-
tions of the material presented. Again, this part is functionally 
established as a contrast to the previous segment, by coming 
back to an arrhythmical treatment of melodic lines that are 
shifting constantly from the minor to major third (relative to 
the C). Non-vocal material is here present in the background 
(the sounds of pebbles in motion and leaf playing) with the 
main function of contrasting layers. Towards the end of the 
b part, the leaf sound is more perceptible, though the sonic 
treatment of the sound shows changes in tempo and natural 
register (it resembles the sound of French horn). The passage 
to the next part is achieved through the introduction of a new 
loop - based structure shifting the tonal center briefly to C# as 
an indication of the change. 

Part c (11.12-13.35)

Though part c is introduced with a looped bağlama sample, 
with pitch often gravitating towards C#, it does not have the 
fixed tonal center. This part generally functions as the bridge 
between parts b and d, and it reflects some of the more char-
acteristic sonic material introduced earlier (bağlama sample 
from part b). The words uttered by voice here are not intended 
to have any meaning, yet, as an accidental result of the process-
ing, one word is distinctive (kapija) Serbian word coming from 
Turkish kapıyı meaning the gate or the door. The new sound 
presented here is the sound of the church bells, slowed down 
and in an extremely low pitch. 

This introductory sequence does not relate 
to any traditional melody in particular, apart 
from the parallel fourths and fifths and 
responsorial organization of melodic struc-
ture mimickring the relationship between the 
soloist and the group. The interval most pres-
ent is of the augmented fourth, which forms a 
melodic sequence characteristic for this part 
(tritone in classical theory, figure 1). 

The voice is the predominant sound materi-
al, and the structure is made from several lay-
ers of vocal improvisation. The first (reverse) 
layer is taken from the coda, and then the 
rest of the lines were added in a responso-
rial manner. The density of activity rises as 
the new layers are introduced, and then falls 
again through the transition in part a. At this 
point, I had the rough ideas of the beginning 
and the end of the piece, that helped me to 
choose contrasting sonic samples for other 
parts and also helped in determining which 
elements will be predominant in the parts 
after the Introduction and just before coda.

Part a (04.12 - 07.01)

The first sampled material (part a) in the 
piece appears at approximately 04.12 and is 
set as a first major contrasting structure to 
the first subsection, which is made primar-
ily from vocal recordings. It contrasts the 
Introduction in vertical complexity, register 
and tonal orientation, also featuring a looped 
structure and the establishment of the stable 
tonal center. A short bağlama sample was 
taken from the bağlama solo recorded by 
Orhan Gencebay, which was reversed and 
filtered but the original tonal centre (A) was 
kept in the sample’s first appearance in this 
part. This structure marks the second part of 
the piece, and has three different subsections 
- or rather, three different treatments of the 
same material. The changes aimed to influ-
ence some of the sample’s characteristics, yet 
keeping the material absolutely identifiable 
in each variation. With the first appearance 

Figure 1 – Introduction motif

Figure 2 – Approximate representation of Part a motif 
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ment is entirely structured through vocal 
improvisation that relies on a vocal loop that 
in initial improvisation sequence formed 
itself as a rhythmical structure of 15/8. 

As presented in the example (figure 3), the 
internal organization of the loop can be eas-
ily displayed as six micro-rhythmical groups 
of two and three eights, and in fact, was per-
ceived as such when the loop was originally 
created. However afterwards, while impro-
vising vocal lines over it, the actual division 
I perceived was the division that sounded 
more like seven quarter-notes plus one eight-
note. Therefore, sounding more like this:

This is an interesting example of percep-
tual change that resulted because of the 
alteration in the context (adding additional 
layers). The whole segment is built around 
this motive, presenting a similar situation as 
in my previous work Improvisation – excerpt 
where the musical f low was maintained by 
small changes in the surrounding layers 
while the repetitive layer stayed the same. 
Melodic and harmonic layers are the ones 
that bring change and maintain the impres-
sion of movement. The prevailing mode is 
Aeolian, with a major sixth here and there 
indicating the Dorian mode. The tonal cen-
ter rests firmly on B , making it the prevail-
ing tonal center of The Balkanites. 

There are several functionally different 
vocal layers: bass, introduced later on, rhyth-
mical layer that joins in with the pattern, and 
three other voices that freely improvise within 
the given structure provided by the pattern. 
The reversed version of the pattern (approxi-
mately at 23.58) serves as a closure of this 
part, blending in with the sound of the monks 
choir that is re-introduced in the part d1. 

Part d1 (24.44-29.42)

The sound of the male choir that was the 
main constituent of part d, has the same func-

Part d (13.35-16.24)

The central segment of this part comes from a sample of a 
monks choir from monastery Kovilj in Serbia. This sample was 
chosen by simple criteria: it represents a very common and char-
acteristic opening of Byzantine influenced singing style (natural 
7th leading to the tonic of the mode). With a few alterations by 
transposition, this melodic pattern shifts from D to C, and, as it 
was created first, presents a main element around which all the 
other musical elements were organized. The sound of bagpipes 
is the one that slightly shifts the stable tonality of this segment, 
as it appears in different keys. The sound of reversed and filtered 
church bells follow the melodic phrasing of the vocal tune. 

Part c1 (16.24-17.24)

Some of the words that open this short segment are in Ser-
bian, making this the first part with text. The literal translation 
of the sentence from Serbian (Reči koje nemaju značenja) is 
“words that do not have meaning”. I wanted a short bit in this 
composition where I actually use one of the Balkan languages, 
it was natural for me to decide to use my native Serbian. Also, 
I particularly wanted to treat existing words more as a sound 
and less as a mode to delivering a message. That was the reason 
behind choosing this particular sentence, since the idea was 
to focus on the sound of the words rather than their meaning, 
which is much harder using one’s mother tongue than other-
wise. In this part, processed words are in dialogue with previ-
ously used material from part c, introducing also another pair 
of words nemušt jezik (wordless language). This comes from a 
famous Serbian fairy tale with the same name, that center on 
the young boy (shepherd) who by chance became capable of 
understanding nemušt jezik, the language that all animals can 
understand. It can be taken as a metaphor of the structuring 
processes in The Balkanites, as it points towards the main tool 
in developing the musical narrative – wordless vocal impro-
visation that attempts to communicate emotional states that 
go beyond the words and stories belonging to the particular 
traditional songs. In the actual story, the ability to understand 
animals helps the shepherd to overcome problems he encoun-
ters – in the The Balkanites, the wordless language becomes a 
metaphor for voice as a medium that attempts to establish and 
communicate the musical archetype. 

Part e (17.24-20.05)

The distinctive sound of Bulgarian bagpipes11 is one of the 
main features of this part and dominates the beginning in dif-
ferent modes until 19.20, where the voices reappear, and the 
drum sound is introduced (tarabuka’s bas on 19.39) marking 
the slow introduction of the main material belonging to the 
following segment f. Functionally, it serves as a bridge between 
parts c1 and f. 

Part f (20.05-24.44)

The main feature of this segment is a vocal pattern around 
which all the other improvising lines are created. Starting with 
a drum that emphasizes the beginning of the pattern, this seg-

Figure 3 – Part f - rhythmical structure of 15/8 

(2 +  2  +  2 +3   +    3   +   3)

Figure 4 – Rhythmical structure of 15/8 reinterpreted

(2  +  2  + 2+ 2  +  2  +  2  + 2 +1)
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ished fifth (F ) present here and there in the melody (fifth in 
relation to B  as tonal center):

And the melodic combination that marked the Introduction, 
now as it was originally sung:

The main sound material comes from the first layer of vocal 
improvisation, that moves in parallel fourths, varying the indi-
vidual motifs from the two presented structures. Two vocal lay-
ers (lower and higher) that are moving in parallel fourths are 
complemented with a third one in natural register, adding the 
third layer to this fragment. Though some of the melodic lines 
moved slightly away from the initial tonal center, the ending 
confirms B  as the finishing tonic.

After looking through the analysis of the pieces presented 
so far, especially the ambiguity of their use in The Balkanites, 
there are several conclusions to be drawn: firstly, it becomes 
obvious that the main stylistic framework for melodic develop-
ment were not particular modes or scales. Secondly, there are 
particular intervals and interval combinations that are fre-
quently utilized, consequentially forming the sound “pool” 
from which different melodic-rhythmic combinations are 
drawn. If it were possible to put together an “archetypal scale” 
based on the frequency of intervals use and their combination, 
it would include: 

– The frequent alteration between minor and major third 
which successfully pushes melodic combinations further from 
major/minor distinction;

– Augmented fourth and often parallel fourths (fifths), 
adding the harmonic layer strongly quintal and quartal in 
nature;

– Natural seventh and flat second constitute some of the 
most present interval combinations in this piece.

There is a strong connection between tonality and ostinato 
patterns in classical music. It might be said that it is equally, 
if not more true for traditional music. Various types of repeti-
tion and ostinato structures are indeed commonplace in all the 
world’s music. Next to the vocal itself and the way it is treated 
as a part of the creative process of the piece, there are three 
distinctive ostinato structures in parts a, d, f and d1. They have 
several roles: in a musical sense, they provide the particular 
grouping of rhythmic/melodic/tonal traits around which the 
improvisational vocal layers are organized, and are in contrast 
to the parts where vocal improvisation is free from strict tonal/
metric suggestions. As previously mentioned, in traditional 
performance, we often find repetition; however, its elements 

tion here. Some of the new processes were 
applied, the sound pattern is here reversed 
and stretched, resulting in the very slow 
descending melodic line (D – C – B ), giv-
ing another direction to vocal improvisation. 
Due to the slow movement of this line, both 
D and B  could be taken as the prevailing 
tonal center of this part. A transposed bass 
vocal line that is present in the low register is 
responsorial in relation to the main material. 
The word kapiya can be heard again, by now 
becoming a leitmotif that binds some of the 
previous parts together. 

Part c2 (29.42-33.44)

The sound of a bell announces the new 
part. Most of the sound materials have been 
already heard in previous parts, (a delayed 
single bass drum hit, time-stretched and 
reversed bells, the sound of stones put 
through different processes). The main 
structural purpose of this subsection is to 
present a contrasting segment to parts d1 
and e2, so there are no voices, pitched instru-
ments or recognizable rhythmical structure 
used. The sound of a leaf closes this segment. 
This sound is now more present than when 
introduced first time in part b, in a key in 
between A  and A, and introduces a new 
part. 

Part e2 (33.44-36.29)

The returning sound of the bagpipes marks 
the beginning of this subsection, moving by 
transposition through different tonal cen-
ters, with the main being in between B and 
C. Towards the end, it settles in approximate 
B that leads to the coda. 

Coda (36.29-42.03)

The coda is the part that was written before 
any other material, therefore giving the tone 
to the rest of the composition – after several 
sound processes applied, it was also used to 
open the work. The tonal center is settled 
firmly at B , which, judging by the frequency 
of its occurrence during the piece, is the tonal 
center towards which the whole composition 
gravitates. As this was not done consciously, 
it gives some argument towards supposition 
that this particular tonic is the most natural 
settling point for my voice.

Melodically, the coda brings a couple of 
patterns from the Introduction that are now 
in their original state. One of them is this 
fragment in the Aeolian mode, with dimin-

Figure 5 – Coda – approximated notation 

5

Figure 6 – Coda – main motif
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instrumental, I am aware at all times of the 
fact that composition is often at least partly 
(if not completely) shaped by the nature of the 
chosen medium. Every instrument and voice 
all have their own domain, timbre, and how 
they sound in different registers. However, 
the way I was trained to approach compos-
ing basically meant using classical notation 
and piano as main composing tools, which 
is fundamentally different from the task that 
arose from choosing a single voice as a main 
medium, and technology to shape both the 
voice and sounds collected from the particu-
lar cultural environment of the Balkans. 

During the work on the The Balkanites, 
several structuring problems have arisen 
from the use of the same medium (voice) 
throughout the composition, mainly due to 
its natural limitations.

Establishing the structure. Having the 
same characteristic sonic qualities of the 
vocal, even with manipulating the sound 
through different sound processes can inter-
fere with establishing the higher form of the 
composition. Naturally, a single vocal cov-
ers a limited amount of sonic possibilities, 
and in order to establish contrast, it was nec-
essary to have some parts without a voice, 
and often vocal transposed out of its natural 
range. Where the vocal is the main drive for 
a musical narrative, texture, sound and reg-
isters were manipulated so as to maintain 
the impression of development and change. 
The different roles that my voice took within 
the piece depended on the functional space 
it occupied in relation to other sonic ele-
ments, but in general it corresponded with 
a homophonic and polyphonic treatment 
of the structure. Sometimes it took a role of 
ostinato / rhythmical layer, or would appear 
as a pitch – an undefined element that blends 
with the rest of the sonic material rather than 
being a prime bearer of music activity. 

In relation to distribution of sonic ele-
ments, the main narrative generally estab-
lished itself in two ways:

1) where the vocal was predominant, the 
amount of sonic material was reduced, tak-
ing a role of either a contrapuntal (contrast-
ing) layer, or fitting in with the voice;

2) where the vocal was in the background 
or absent, more space was given to a greater 
variety of sounds and their interaction with 
each other. Apart from giving precedence 
to chosen sonic material, there was another 
way of aiding musical development, by put-
ting these sounds either in concordance with 
(integration) or in contrast to each other, 
therefore constantly varying their possible 
relationships (as shown in figure 7, p. 40).

 

are never stable: the tonal centre often does not conform to 
the tempered system, it slightly varies; the same song can be 
considerably changed from one part of the country to another, 
depending on the rhythmical changes in lyrics used (as they 
often differ). While modeling looped structures in The Balkan-
ites, this was done in an attempt to imitate natural variances 
that occur in different performances of traditional songs. Yet, 
depending on the role of the looped structure within the mac-
ro-form and its relationship with the voice, different choices 
presented themselves in regard to the variance that could be 
applied to ostinato structures. The variance applied to these 
ostinato structures were usually influencing some of the below 
mentioned traits:

– The absolute tonal stability of the looped structure;
– The identical and repetitive nature of rhythmical and 

melodic structure;
– The register occupied by ostinato (low, middle and high).

The three distinctly different patterns used (bağlama sample 
in part a, a choir of monks in part d and vocal pattern in f) are 
the macrostructure cornerstones of The Balkanites, as these 
patterns are the most perceptible fragments of the music mate-
rial used. In the macro-form the other segments, though dif-
fering among themselves, rest on a functional contrast to these 
ostinato materials.

If we look at the macro-form of the piece as shown in 
the Table no 1 we can see that it is divided into three major 
sections: 

A (a-b-c), B (d - c1 -e -f -d1) and A1 (c2 -e2- Coda)

As I mentioned before, while working on The Balkanites, I 
tried to conduct partial analysis (writing down materials used, 
sound manipulation techniques as well as listening to record-
ing many times). This helped me to identify the sections later, 
and that the formation of these parts was mainly influenced by 
the combination of the following: introduction of new materi-
al, re-introduction of material from the previous parts with the 
degree of change and establishing the level of contrast between 
them. Part A is an introduction of materials that often reap-
pear in the other subsections of the composition; part B has the 
highest level of contrast on both sonic and contextual level (in 
relation to A and A1), having the clear internal structure where 
the first and last parts contain the same material that contrasts 
the one in the centre (B: d - c1 - e - d1 contrasting e and f); part 
A1 serves as a functional “reprise” of the materials from part 
A. Yet, the final decision had to be checked on of the perceptual 
level; I have re-listened to the composition many times and 
noting the final structure (macro-form) did in the end depend 
entirely on what I perceived as contrast and transformation of 
the sonic material used.

Vocal improvisation as a compositional 
technique

One of the main traits of the composition The Balkanites and 
the short piece Echoes that resulted as a part of this research 
is the use of voice, in particular – my own, female voice. As 
a composer that wrote instrumental music as well as vocal–
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sage of time is in different parts of the composition. Depending 
on the musical material, the impression of the time passage 
would be different – slow, fast, moderate, or sometimes so slow 
that it seemed like it almost stopped. 

Perceiving musical time – density of 
music activity

When we think about time, no matter if it is taken as a gen-
eral notion (objective view/measured time) or experienced as a 
factor in the creative process (as in music), we instantly become 
more aware of the existing distinction between time as itself 
and “representation” of time we construct in our minds. Use 
of this term immediately triggers associative links to multitude 
of concepts: notion of cause – effect, a succession of events, 
simultaneity, cyclic principles, bio-psychological clock etc that 
can be all applied (up to a certain point) to musical narration. 
Furthermore, mental representation of time and all these con-
cepts are inseparable from physical/biological measurement 
of time – which depends on a planetary cycle, day/night cycle, 
cycle of sleep/wake states etc. Therefore all representations of 
time are influenced by and constructed to fit these cycles our 
whole being experiences as inevitable. How this influences our 
experiencing the passage of time when it comes to music would 
make an extensive research on its own, so here I will concen-
trate on the performance of music in a specific space. 

Music, as “temporal” art, depends in great measure on the 
type of space or environment it is presented in, as well as in 
reverse case: “spatial” artworks (paintings, sculptures) require 
a certain period of time in order to be perceived in their full-
ness. This comparison could as well be made in relation to our 
senses – visual arts are available to see and touch, they have a 
physical, tactile dimension; they can be perceived as objects. 
Sonic arts address our hearing and are not physical in the same 
sense – therefore we can think of them as events rather than 
objects. However, human perspective built on senses forces 
us to make this distinction. If we could imagine existence of 
timeless being, his notion of objects will probably be equal to 
our notion of events – object is, at the end, just event of certain 
length in time. However, both “events” and “objects” share one 
characteristic which makes them equal, although they exist on 
different physical levels: our mental representations of them 
both in certain measure depend upon our perception. We 
experience art events/objects presented to us as being part of 
time/space, which we also belong to. In perceiving artistic work 
we use more than one sense, and the interaction between them 
is what enables us to acquire the experience. Any artwork takes 
place within a specific timeframe, which enables us to fully 
experience it – and store this experience in our memory as a 
mental representation. So, we have a work of art – an interac-
tion between the work of art and our senses – and finally stor-
ing this experience as mental representation. 

If we take a closer look at the figure 8 (p. 41), it would become 
obvious where the major difficulty in detailing the relation 
between the artwork and the individual that experiences it lies. 
The variety of possible relations between the particular event/
object in question and our experience of it depends on far too 
many variables.

It seems that cycle and repetition as musical principles are 
something that most musical genres have in common (apart 

Vocal Improvisation. In live performance, 
it meant working within a limited number 
of parameters that could be controlled at the 
same time. Changes in melodic-rhythmic 
parameter, texture and registers were the 
ones most employed for this purpose and all 
the other elements were arranged in accor-
dance with this. I tried to keep the processes 
I would normally employ in live performance 
while creating the work. In composition, as 
a technique for creating micro-form, vocal 
improvisation usually meant layering the 
single vocal that functions as a guide, and 
then singing improvised lines or words that 
build structure and movement around it. 
The result is a responsorial structure that, 
in different forms, characterizes the whole 
composition. If the other sonic material is 
present, depending on the role and place the 
vocal takes in relation to it (is it placed in 
front, merging with the other sonic material 
or being in the background) the treatment of 
vocal changes in accordance. 

While working on the The Balkanites I 
discovered that the greatest challenge lay 
in distinguishing when the intuitive choices 
that were made as a result of improvisation 
were contributing towards the music narra-
tion and development of structure, and when 
they were not. While working on the piece 
and the formal analysis of it, it became obvi-
ous that listening and experimenting are not 
always enough to settle some of the issues 
arising from relying on improvisation as the 
main narrative technique. Noting down the 
main traits of the subsections as they were 
created while composing the piece at the 
same time helped with some of these issues: 
analysis forced conscious thinking about 
which parameters were important for estab-
lishing the narration at a particular point in 
the compositional timeline, and which were 
not. It also helped to grasp the overall dis-
tribution and utilization of different sonic 
materials and parameters and their role in 
forming the macro form. 

One of the consequences of making intui-
tive musical choices the guiding principle 
while composing The Balkanites was discov-
ering how relative the perception of the pas-

Figure 7 – Contrast and integration of 
musical material
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to be present, and every composer develops 
his own balance between them. What is 
common to both of these ways is the general 
necessity to maintain the impression of con-
stant change, which, either slighter or larger, 
will help to maintain the feeling of develop-
ment. There are several parameters common 
to musical creative processes, but they can all 
be reduced to balancing between presence 
and/or absence of: repetition, transforma-
tion, and contrast. 

Repetition establishes pattern13, expectance 
and predictability; (this is obviously true for 
any non musical event in time which repeats 
long enough). In traditional music, melodic 
and rhythmic formulae of any kind is proven 
to be a mnemonic help, and combined with 
lyrics is what forms a basis for guslar’s poet-
ry. In some parts of The Balkanites, it can be 
a driving force of musical narration. Repeti-
tion in micro-form is evident every time the 
sound that has been previously used returns 
as a part of new structure (like the sounds of 
list / leaf, and gaida / bagpipes) looking at the 
macrostructure, we can find this relation-
ship between the Introduction part (reversed 
coda) and coda (original material that func-
tions as a reprise). 

Transformation is a gradual change: in 
small or larger measure it violates the estab-
lished expectance by changing the pattern; 
(we still have expectance but not predictabil-
ity). Transformation can be used as a tool for 
manipulating the existing material or intro-
ducing a new material gradually. One of the 
most employed types of gradual transfor-
mation in The Balkanites is when repetitive 
layer is retained as a constant, and the other 
parameters change (sonic material, register, 
tonal center, complexity). It is also the main 
strategy used in the Improvisation/Excerpt. 

Contrast is the perceptible change in musi-
cal flow that usually occurs by introducing 
new music material with little or no prepara-
tion (we lose both the feeling of expectancy 
and predictability) or the sudden break in the 
development of music narration. Intensity 
of contrast correlates to several parameters 
changed from one part of the piece to the 
other. Contrast on a macro scale becomes 
evident either on the borderline of each part 
of The Balkanites if it is sharp (many music 
parameters changed at the same time) or 
later in the analysis when comparing the 
properties of each part when few parameters 
are changed. As to contrast, The Balkanites is 
built on the oppositions between three parts 
that have a recognizable melodic – rhythmi-
cal patterning (a, d, e) and other parts that 
lack repetition structures.

These types of narration might be called 
the basic “tools” enabling the composer to 

from music composed using techniques that deliberately avoid 
any repetition or patterning), be it a simple folk tune, or a com-
plex orchestral piece an hour and a half in length. These natu-
ral principles also seem to be linked to our perceptual habits 
and cognitive skills. As Gestalt theory suggests, being able to 
recognize a pattern, even when it is incomplete or just hinted 
at is an ability inherent to the human cognitive style, and is 
not limited to experiencing sound only. Music that affords a 
certain amount of recognition to the listener is often found 
pleasurable, and this fact has been known and utilized by com-
posers for generations – not always consciously, of course. As 
Claude Levy Strauss puts it:

The musical emotion springs precisely from the fact that at 
each moment the composer withholds or adds more or less 
than the listener anticipates on the basis of a pattern that he 
thinks he can guess, but that he is incapable of wholly divin-
ing. If the composer withholds more than we anticipate, we 
experience a delicious falling sensation; we feel we have been 
torn from a stable point on the musical ladder and thrust 
into the void. When the composer withholds less, the oppo-
site occurs: he forces us to perform gymnastic exercises more 
skillful than our own.12

This is one of the non-musical ways of describing the actual 
cognitive process that occurs when one’s listening to music. 
The composer utilizes the same mental action while he is 
immersed in the creative process and the constant revisions of 
it, s/he is splitting his cognitive process into two streams: s/he 
is producing musical material and reacting to it immediately. 
However, the perception of the finished work entirely depends 
on the unknown side of this equation – the listener. 

Types of music narration: principles of 
music translated into structure

According to my experience so far, structuring a piece of 
music can take two different paths, which do not necessar-
ily exclude one another. Musical composition relies either 
on some preconceived structural idea, concept, technique or 
principle(s) that governs and is imposed on the musical flow. 
Or the composer builds the f low from the ground up, rely-
ing on one’s individual feeling for passage of time, making 
an intuitive decision about when exactly will the particular 
music events occur during the piece’s timeline. Often, creat-
ing a musical composition requires both of these approaches 

Figure 8 – Creating mental representation 
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The following representation (figure 9) shows how different 
types of narration relate to the perception of time passing:

If the composer aims to give a listener an impression of 
completeness of the form, he has to employ all three of these 
types of manipulating music narration, especially if the com-
position is a long - lasting one. Judging by the pieces analyzed 
previously, depending on length, the contrasts will be sharper 
(as in longer pieces) or almost non-existent in the case of 1–3 
minute miniatures. One of the results of an awareness of these 
parameters is that we can show how the curve representing the 
tension of the piece rises and falls in relation to them. Only fol-
lowing the minute analysis of the creative process can give the 
necessary insight that might enable us to graphically represent 
the tension (activity’s density) of a single piece of music. As 
we see in shorter works (Nigredo, Miniature, Ismail I and II, 
Echoes) the predominant type of music narration is a repetition 
and transformation of the material exposed at the beginning of 
the piece, with contrast almost completely absent. As contrast 
comes from changing several music parameters at the same 
time or introducing new sonic material, this is only natural: 
as the focus was on the integrity of the shorter pieces, sharp 
contrasts could not be afforded. However, in The Balkanites, 
all three principles are employed as a structuring approach to 
both micro and macro-form. 

The question of perception of time in music is a question 
for cognitive research, and cannot be properly addressed here. 
However, what can be noted are my perceptive “habits” while 
listening to music, since these habits are the one most respon-
sible for determining the macrostructure of the piece. To what 
extent these habits are universal would be an interesting sub-
ject for another line of research. 

After many listenings and noting the impressions, I reached 
the conclusion that in The Balkanites the rise and fall in activ-
ity density (the impression of “fast” or “slow” passages of time) 
relates to the following parameters:

– presence or absence of ostinato; or
– presence of absence of detectable melodic structures

Figure 10 (p. 43) shows the levels of activity density in regard 
to each subsection of The Balkanites. These levels are related 
to the parameters mentioned above and are only approximate/
relative to the subsection that follows. In all the fragments 

create an impression of “movement”, or 
“progress” in the piece, as well as building up 
the macro form. Since they apply to informa-
tion distribution and are strongly related to 
our perceptive habits, they are also applica-
ble to the works that involve more than one 
media (audio-visual, for example).

In shorter music pieces (Echoes, Ismail I 
and II) that are partly or entirely improvised, 
during the process of transformation of the 
given music material, I applied these prin-
ciples on an entirely intuitive basis, there-
fore allowing the structuring to be a more 
unconscious process. However, with The 
Balkanites this method was not applicable 
to the composition as a whole. The shorter 
pieces have a time span from 3 – 6 minutes, 
and within that time usually just a single 
music idea was introduced, developed and 
brought to some kind of conclusion. With 
The Balkanites and its approximate length 
of 45,50 minutes, the process of structur-
ing had to be conscious in many aspects, as 
the composition as a whole had to leave an 
impression of consistence, although built on 
different sonic materials. 

Change can introduce almost anything: 
new material, new sorts of repetition, and 
introduces new expectancy and predict-
ability which at some point in the timeline 
will also be violated by returning to the first 
material (same or transformed), introducing 
a new one, or simply ending the piece. The 
best way to formulate it so far I found is in 
the tenth edition of “The Oxford Compan-
ion to Music”, where Percy A. Scholes defines 
musical form as: a series of strategies designed 
to find a successful mean between the opposite 
extremes of unrelieved repetition and unre-
lieved alteration.14

The balance (or absence of it) between 
the extremes of repetition and transforma-
tion, is a “musical playground”, where each 
composer and musician strive to find their 
own and unique place. The passage of time 
in music is perceived as in any other activ-
ity – that is, it entirely depends on the flow 
and distribution of musical information in 
any given timeline on our ability to absorb 
it either in its wholeness or partially. To be 
able to follow how the three mentioned prin-
ciples interact, it was necessary to establish 
the activity that can represent all of them 
and their distribution throughout the piece’s 
timeline. With the analysis of The Balkanites 
I also tried to reflect the principle of distribut-
ing sonic information as activity, where parts 
with less activity inevitably follow the more 
dense parts, and opposite (the flow of infor-
mation is being referred to as an activity, and 
the variance in density of the activity as an 
activity’s density). 

Figure 9 – Principles of music narration translated into 
activity’s density
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characteristics of the music will inevitably 
be communicated through “similarities” and 
“differences” to some other music. Labeling 
certain attributes as “similar” or “different” 
means automatically positioning the piece 
“in relation to” something, therefore helping 
the person to determine its context. Usually, 
there are just two contexts to be referred to: 
musical (positioning the piece or composer 
within a genre or certain tradition) or cul-
tural (connecting it to the cultural context 
or social group). This is the confirmative way 
for music to acquire identity. However, in the 
case of denial of any possible similarities or 
connections to the genre, style, tradition, 
culture, or social group, can music acquire 
identity? I would argue that it can, as in this 
case to deny is simply a negative way of posi-
tioning oneself in relation to something else. 
When examining the Balkan itself, Balkan 
music and some of the ways it is perceived, 
the words “in between” or “the bridge” are 
often employed. Yet, how well and does 
any of them truly ref lects the state of the 
matter?

“West” and “East” over the decades became 
enormously rich and powerful discourses 
that can only survive and define themselves 
in relation to one another – and, as it is, often 
define as opposites. Within the European 
context, The Balkans are often perceived 
as the “East”. In the Balkans, former Yugo-
slavian republics are considering Turkey as 
“East”; within the territory of former Yugo-
slavia, Slovenia and Croatia perceive them-
selves as “West” in comparison to other 
republics which are the “Balkans” therefore 
“East”. There is no end to self-construction of 
identity within this “West”/positive – “East”/ 
negative axis both on the levels of nation and 
individual. This duality and some kind of 
positive/negative perception of “West” and 
“East” exist within every individual, and is 
perceived differently depending of the per-
son’s origin, cultural background and politi-
cal orientation. 

The other type of opposite positioning is 
found in the relationship between marginal-
ity and centre, especially in the countries of 
former Yugoslavia, where the “West” is per-
ceived as the centre and the “East” as being 
on the margin. This relationship translates 
into the smallest public creative practices 
within the countries themselves. In Serbia, 
music practices that have similarities to 
Turkish music, or further “East”, like Syria 
or Iran, are considered not to be a part of the 
pure national heritage (as it was spoiled by 
five centuries of Ottoman rule), and though 
the “turbo folk” is still the most influential 
music genre in Serbia, it is still perceived as a 

of the composition where I detected ostinato movement, or 
melodic structures that are recognizable in its variations, den-
sity of activity was high – that is, the sonic material would give 
an impression of a faster time passage. The same conclusion 
stands for the opposite situation: parts that lack melodic move-
ment or clear rhythmical organization are the ones with low 
activity density. Therefore, it seems that musical time manipu-
lation for me depended entirely on the presence (or absence) of 
recognizable music structures, that are primarily melodic or 
rhythmic. Density of activity is equal to the amount of musi-
cal information that is conveyed to the listener. In order for 
the parts with high activity density to have the biggest impact, 
it was necessary to surround them by fragments that have low 
activity density, which is clear from the figure above.

And some final remarks regarding style. As Harry White 
noticed, once analysis is performed, interesting results often 
arise, especially when a particular “national” school of compo-
sition is in question: like the list of musical attributes relating to 
the “Czechness in Music” made by Michael Beckerman. These 
attributes include very common musical occurrences such as 
first beat accent (related to speech and folk song), syncopated 
rhythms (often related to characteristic dances), lyrical passag-
es, harmonic movement outlining triads a major third apart, 
two-part writing involving parallel thirds and sixths etc. 

As Harry White stresses:

The point about this list is that, as Beckerman himself 
observes, it is both responsible to technical and aurally per-
ceptible features of Smetana and Dvořák particularly, and 
likewise strongly reminiscent of the work of so many other 
composers without the smallest connection to Bohemia.15

Meaning that quite often, no matter how detailed stylistic 
analysis is, it is still hard to accurately grasp the unique traits 
of the composer’s style using just analysis. In past, while I was 
working on the analysis of compositions (mainly classical and 
romantic composers), I was always hoping to find a clue to the 
ways author has structured his work and maybe determine the 
main traits of his style. In the case of The Balkanites, the analy-
sis pointed towards main traits being: the utilization of parallel 
fifths and fours, general tonal stability, presence of repetition 
as a functional technique and predominantly modal melodic 
orientation. Of course, all of these can be applied to plenty of 
works and established styles in music. However, in this case, 
performing an analysis helped me to establish macrostructure 
and look closer into the ways conscious choice was introduced 
into the organization of mostly improvised parts. 

Between two worlds: imagining identity

Among various standpoints regarding music identity is the 
notion that identity is always being constructed in relation 
to something else, in relation to the “other”.16 For example, if 
a person tries to describe a music piece to another, the main 

Figure 10 – Micro-form and density of music activity 
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Within the Western cultural sphere, especially in art and 
education, music is often perceived as something produced 
by the individual for the consummation of the collective.18 
The resulting idolatry of “authorship” is an exact opposite of 
the practice of the bards of oral tradition and the meaning of 
their work, and I always felt this positioning of the author to 
be somewhat unnatural – employing technology helped me to 
build another bridge towards the audience. Similarly to oral 
tradition practice, there is no “final” or “perfect” version of the 
work; composition truly exists only when performed.

Every individual is influenced by the other and in a mul-
titude of ways, so there is no real isolation. Within any com-
municative discourse the speaker shapes his or her discourse 
in response to the other. Similarly, the listener makes sense of 
another’s discourse by taking a responsive/interactive stance 
towards the speaker/text.19 Bakhtin argued that no meaningful 
communication can occur without a response from the other.

In order to understand, it is immensely important for the 
person who understands to be located outside the object of 
his or her creative understanding—in time, in space, in cul-
ture. For one cannot even really see one’s own exterior and 
comprehend it as a whole, and no mirrors or photographs 
can help; our real exterior can be seen and understood only 
by other people, because they are located outside us in space, 
and because they are others.20

Music and music perception can be comprehended as being 
analogue to culture, and is often one of the ways of approach-
ing and decoding the particular culture. Listener is an active 
agent. Listening to the piece of music for the first time means 
employing one’s memory, cognitive skills, culturally acquired 
tastes – and all that in order to make a judgment, and position 
the experience within and in relation to previous ones. There 
are plenty of frameworks for investigation of music meaning 
and identity; some were suggested by Elizabeth Tolbert and Ian 
Cross,21 which applied Peircean semiotic systems of icon, index 
and symbol to musical meaning22. Following the same line of 
thought, there is possible application of Wittgenstein notion of 
language-game to music, or in Määttänen’s words:

the basic principle of this approach is the following: meaning 
is use. To understand the meaning of a linguistic expression 
is to understand how to use it.23 

If we replace “linguistic” with “music” expression, it opens 
an interesting perspective to meaning in music especially 
considering different “roles” music can have in socio-cultural 
context and in individual’s life. The notion of music identity 
as something that is constructed leads naturally to questions 
about who is doing the constructing. Can we claim that indi-
viduals themselves, by their sense of belonging to groups and 
their self-understanding, are actively constructing their own 
identities? And what is the nature of this process, especially in 
the conditions of modernity? 

This research and music compositions it focused on both 
inevitably reflected my own particular position within the 
given cultural frame, including my own perception and under-
standing of that frame. However, while I was composing and 
during the writing of this paper I was placed outside the actual 
cultural, social and musical sphere on which this paper mostly 
refers to. The nature of the removal was only physical at the 

cultural “cancer” and its success attributed to 
huge media coverage this music has, and not 
to the attractiveness of its attributes to the 
listeners. Therefore, this music is marginal-
ized by the elite, and while there are attempts 
to study it, there are mostly focused on the 
political engagement of the music rather 
than on examining the purely musical rea-
sons for this genre’s attraction to the public 
and how it relates to our heritage. In Serbia, 
we find that practices of “authentic” tradi-
tional music have slowly declined and died 
out among people, and are barely keeping 
alive through rare music festivals and enthu-
siasts that are learning to play the traditional 
instruments from the few remaining teach-
ers (for example, panpipe and gusle playing). 
Another pair of oppositions, rural – urban, 
was partly responsible for this decline, as 
these practices very quickly became “rural”, 
and in time (and the advent of the radio) had 
to give way to the wave of urban folk music 
coming from the towns. They remained as 
material for ethnomusicological research, but 
as a live music practice they lost their battle 
with the new music that replaced it at wed-
dings and celebrations, as well as in everyday 
life and work. 

As an author, and within the limitations 
of my own creative practice that involved 
traditional music, I became aware how dif-
ficult it is to escape these divisions in percep-
tion among not only scholars, but also the 
people of the region in general. The notions 
such as “culture”, “tradition”, became even 
less clear as they became misused in the con-
stant battle of ideologies. Having the oppor-
tunity to conduct this research outside the 
Balkan region gave me a fresh perspective 
and insight into this issue as I was exposed 
to reactions to my works from audiences 
coming from completely different cultural 
backgrounds. These differences in impres-
sions proved to be of utmost importance, 
especially among the audience coming from 
countries traditionally considered “Eastern”, 
like India, Pakistan and Iran. The elements 
of the music that bore similarities to “Orien-
tal” scales were appreciated and recognized 
as valuable. These experiences helped mak-
ing of the works considered in this research 
to be a journey towards positive, creative 
engagement with the Ottoman heritage and 
my own vision of the Balkans. 

Meaning as use makes it possible to 
understand communication in music. It 
is not (not even in linguistic communica-
tion) to transmit ideas from head to head 
but rather to share common practices, 
norms and habits.17
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oral tradition (as was my intention), nota-
tion and values that came with it had to be 
left out. Technology then became more than 
a medium or a tool: it became the bridge; it 
enabled direct creative approach to the issues 
of opposition between the ideas of “ethnici-
ty” and “traditional” music (as expressions of 
collective) and the individuality of composer 
as an active agent in compositional process. 
In his paper about Art music and Ethnicity, 
Harry White brings forward these problems 
in interesting manner:

….the “ethnicity” in Slavic music, cer-
tainly insofar as Smetana, Dvořák and 
Janáček are concerned, is not a ques-
tion of redeeming the lost remnants of a 
destroyed culture. It is not even a matter 
of limiting the word “ethnicity” to those 
indigenous features of Slavic folk music, 
which Smetana borrowed to construct a 
national musical discourse for Bohemia. 
It is rather a matter of understanding 
“ethnicity” as a composite of musical and 
historical ideas which collectively per-
mit this music to be “about” Bohemia to 
the extent that it becomes Czech music 
through the international medium of 
German romanticism.25

In the same manner, what the works dis-
cussed in this paper tried to achieve were the 
establishment of similar approach to “ethnic-
ity” of Balkan music and its use in compo-
sitional work. What this paper emphasizes 
through creative practice is to recognize the 
use of “ethnical” sound material as equally 
relevant in foundation of a personal style as 
any other influence that could be imagined, 
yet without it being perceived as an obstacle, 
“common place” or politically engaged action 
in any way. The very fact that these pieces 
have not being created within the cultural 
sphere of their origin was immensely help-
ful: the current cultural climate in the world 
of contemporary music in Serbia shows the 
symptoms of disregarding the traditional 
music as a serious and valuable artistic inter-
est. At this moment, this may have been a 
consequence of the general preference of 
these countries to be perceived as a part of 
Europe inasmuch culturally as geographi-
cally, and leading towards stigmatizing any 
attempts of artistic engagement with tradi-
tion as being of “nationalistic”, “conserva-
tive”, and “backward” nature. Or it is sim-
ply a natural result of the change in artistic 
interests: “national” schools of composition 
are yet fresh in music history of the former 
Yugoslav countries, and not enough time has 
passed for this interest to be revived without 
reflecting and associating it with the con-

beginning, as mental habits and ways of thinking remained 
the same. However, things and perceptions whose existence 
we do not notice – as they are taken for granted being usually 
embedded in our everyday cultural experience, had to change 
in order for myself as an individual and musician to develop 
a relationship with the new cultural environment. The dif-
ferences in ways of thinking became more obvious, starting 
from the norm for “accepted” behavior, to the relationship with 
music. The new territories of music technology and electroa-
coustic music become linked with new experiences I had as a 
musician, and the awareness of the nature of the research was 
deeply affected by fact that the certain perspective and level of 
observation could have never been possible without the change 
of cultural circumstances. 

The approach to Balkan music tradition in this paper was 
therefore, two-fold; firstly, it involved the necessary construc-
tion and awareness of multitudes of existing perceptive habits 
towards the cultural region that generated most of the sonic 
material; secondly, the individualized approach to re-contex-
tualization of that material through the vocal improvisation 
and application of sound manipulation techniques was the 
main result of the both compositional and analytical process 
that was not bound by the very cultural environment it sprung 
from. It became possible to use the music resources that are 
(being a part of national heritage) usually highly emotionally 
charged. As regarding to result there is hope that, through the 
individualized treatment of the vocal and its interactions with 
all of traditional elements new, positive context had been estab-
lished, one that might be safely called “Imaginary Balkans” 
without having the consequence of relating to any political or 
ideological stand of either the author or particular country. 

The notions of the Western European Art Music, which 
I adopted through undertaking the training of the classical 
composer, were insisting on abstract thinking both in regard 
to music and music analysis. However, at the same time they 
presented a handicap – it was hard, almost impossible to deter-
mine, truly comprehend and value the music identity formed 
under influence of the Balkan region music traditions from 
the stand point of notions and values promoted by Western 
European Art Music. As Lawson points out,

in virtually every culture outside of Western European Arts 
Music, music is not easily separable from other forms of 
humanistic expression.24 

The same is true for oral tradition, actually to understand 
oral tradition is to contextualize it within society and culture. 
Lawson noticed that exclusiveness of musicological approach 
to music investigation presented a problem to other research-
ers, anthropologists in particular – as their main object is to 
perceive culture as a whole, where no activity is completely 
independent from its context. However, music education cre-
ates a context and cultural (and political) context of its own. 
As an example, one of the side effects of exposure to 17 years 
long classical education were my great difficulties, and some-
times complete inability to sing any melodies that could not be 
reduced to twelve-note chromatic scale, that is, standard tem-
pered system. Notated music was necessary and responsible for 
the complex of ideas like authorship, originality, and evolution 
in music to be developed and sequentially, for any notions that 
originated from and are closely bound to them. Yet, in order 
to discover (or rediscover?) one’s music identity in relation to 
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ity, IRASM 35, 1, 2004, 31.
16 Rice, T., “Refl ections on Music and Identity in ‘Ethnomusicology’”, 

Musicology 7, 2007, 24.
17 Määttänen, R. P., “Reimer on Musical Meaning”, 2003, 9. [On-

line] Stable URL: http://act.maydaygroup.org/articles/Maattanen2_1.
pdf [Last accessed: 24/02/2014]

18 Cross, I., “Th e evolutionary nature of musical meaning”, 2006, 2. 
http://www.mus.cam.ac.uk/ ~ic108/PDF/IRMC_MS07_1.pdf [accessed: 
24/02/2014]

19 Kent, T., “Hermeneutics and Genre: Bakhtin and the Problem 
of Communicative Interaction” in F. Farmer (ed.), Landmark Essays 
on Bakhtin, rhetoric, and writing,.Lawrence Erlbaum Associates Inc., 
New Jersey 1998, 34-36

20 Bakhtin, M. M., Speech Genres and Other Late Essays. University 
of Texas Press, 1986, 7.

21 Cross, I. (2008) Musicality and human capacity for culture, 2008, 
11. http://www.personal.mus.cam. ac.uk/~ic108/PDF/Cross_musical-
ity_culture_Musicae_scientiae08.pdf [accessed 15/01/ 2014].

22 Symbol/index/icon is a completely abstract system, the symbol/
index/icon triad can be applied equally to all forms of communica-
tion. See http://www.peirce.org [accessed 02/07/2014].

23 Määttänen, R. P., “Reimer on Musical Meaning”, 2003, 3. [On-
line] Stable URL: http://act.maydaygroup.org/articles/Maattanen2_1.
pdf [Last accessed: 24/02/2014]

24 Lawson, Sborgi R. Francesca, “Rethinking the Orality – Literacy 
Paradigm in Musicology”, Oral tradition, 25/2, 2010, 431.

25 White, H., “Art Music and the Question of Ethnicity: Th e Slavic 
Dimension of Czech Music from an Irish Point of View”, Art Music and 
Ethnicity, IRASM 35, 1, 2004, 29–46.
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ин ту и тив ном за сно ва ном на им про ви за ци ји и из во ђе њу ужи во. 
Кроз аутор ки на по је ди нач на ис ку ства као ком по зи то ра и из во ђа ча, 
раз ма тра се и на ко ји на чин је рас ко рак из ме ђу ове две тра ди ци је 
ути цао и још увек ути че на ства ра лач ке прак се по ве за не са тра ди-
ци о нал ном му зи ком и жан ро ви ма про ис те клим из ње у Ср би ји и 
бив шој Ју го сла ви ји. Ову ди хо то ми ју уоча ва мо ако му зич ко из во ђе-
ње са гле да мо уну тар со ци јал но-кул ту рал ног кон тек ста. Због то га 
је зна ча јан део овог ра да усред сре ђен на ис тра жи ва ње мо гућ но сти 
при ме не тех но ло ги је у ком по но ва њу и из во ђач кој прак си ко јом би 
се ова си ту а ци ја пре ва зи шла. Тех но ло ги ја се ов де не схва та са мо 
као сред ство за сни ма ње, им про ви зо ва ње, ком по но ва ње и из во-
ђе ње, већ и као ме ди јум ко ји пре но си му зич ке вред но сти. Усме ној 
тра ди ци ји Бал ка на у овом ис тра жи ва њу при сту пи ло се не са мо као 
чи сто звуч ном фе но ме ну, већ је па жња би ла усме ре на и на ду бо ка 
са зна ња о при ро ди стал ног ме ша ња раз ли чи тих кул ту ра у ре ги о ну, 
као и на по сто је ће кул ту рал не и ре ли гиј ске ан та го ни зме. Овај рад 
ис тра жу је про блем из гра ђи ва ња му зич ког иден ти те та као и зна че ње 
аутор ки не ства ра лач ке прак се у од но су на со ци јал но-кул ту рал но 
окру же ње из ког по ти че, по сма тра ју ћи и ре цеп ци ју ауди то ри ју ма 
из ван бал кан ског под руч ја. Са зна ња о том окру же њу за сни ва ла су 
се на про у ча ва њу об ја вље них ра до ва ауто ра ко ји су ис тра жи ва ли 
исто риј ске, кул ту рал не и му зич ке сфе ре Бал ка на у од но су на дру ге 
кул ту рал не оби ча је и ути ца је.

Кључ не ре чи: усме на тра ди ци ја, Бал кан, им про ви за ци ја, му зич ки 
иден ти тет, кре а тив на прак са, ком по зи ви о ни про цес, звуч ни про цес, 
му зич ки на ра тив, ни вои.

* Јо ва на Бац ко вић ро ђе на је у Bеограду где је и ди пло ми ра ла 2006. 
го ди не на Ка те дри за ком по зи ци ју Фа кул те та му зич ке умет но сти. 
То ком сту ди ја осно ва ла је (1998) и пред во ди ла ан самбл Ар хаи, чи ји 
ал бум Ми сте ри он је 2006. го ди не об ја ви ла на ци о нал на про дук циј-
ска ку ћа ПГП. Ан самбл Ар хаи та да је имао де сет чла но ва ко ји су 
раз ви ја ли фу зи ју тра ди ци о нал не му зи ке Бал ка на и ам би јен тал них 
зву ко ва са им про ви за ци ја ма у ду ху џе за, ко ри сте ћи кла сич ну фла у-
ту, ви о лон че ло, кла вир, елек трич ну ги та ру, кон тра бас, уда раљ ке, као 
и квар тет жен ских гла со ва. Као ста нов ник Ве ли ке Бри та ни је на ста-
ви ла је да ком по ну је му зи ку под име ном Ар хаи. То ком док тор ских 
сту ди ја (ко је је за вр ши ла на Уни вер зи те ту East An glia 2014. го ди не) 
по че ла је да са ра ђу је са бри тан ским фолк ги та ри стом Едри ја ном 
Ли ве ром и раз ви ла об лик жи вог ви ше слој ног во кал ног из во ђе ња у 
ком би на ци ји са там бу ром, та ра бу ком и елек тро ни ком.
Ње не ака дем ске ком по зи ци је су: Ти ши на, за ме шо ви ти хор на Лор-
ки не сти хо ве (2000), Сви та за кла вир (2000), Is it re ally me (на сти-
хо ве Ху а на Ра ма на Хи ме не за) за глас и кла вир (2000), Гу дач ки трио 
(2001), Че ти ри ха и ку пе сме за глас, фла у ту и ма рим бу (2002), Crasy 
wo men за жен ски хор и два кла ви ра (2004), Tri lok трио за кла ри нет, 
ви о лон че ло и ма рим бу (2004), In qu a li e ren за две ги та ре (2004), Ba sic 
mo ods, гу дач ки квин тет (2006), Кон чер ти но за кла вир и ор ке стар 
(2006), Ni gre do (2010), Ec ho es (2009), The Bal ka ni tes (2012). Јо ва на Бац-
ко вић та ко ђе ком по ну је му зи ку за до ку мен тар не фил мо ве.
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Оригинални научни рад

Са же так: Овај текст ис тра жу је про блем ту ма-
че ња му зич ког иден ти те та, зна че ња и со ци јал-
но-кул ту рал не вред но сти ком по зи ци о ног ра да 
на ко ји су ути ца ле две тра ди ци је: мо дер ни стич-
ка за сно ва на на за пад но е вроп ском кла сич ном 
на сле ђу и усме на тра ди ци ја Бал ка на. Текст та ко-
ђе пра ти и про цес тран сфор ма ци је и по нов ног 
ства ра ња аутор ки ног му зич ког је зи ка: од кла-
сич ног, усме ре ног на нот ни за пис, ка оно ме ви ше 


