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Vladimir Kora¢ (b. 1986) graduated from the
composition programme at the Faculty of
Music in Belgrade, under the supervision of
Prof. Srdan Hofman. In 2020, he completed
his doctoral studies at the same Faculty, where
he was supervised by Prof. Zoran Eri¢. He is
currently employed as an assistant professor
at the Composition Department of the Fac-
ulty of Music in Belgrade.

He has participated in the following mas-
terclasses and workshops: the International Vladimir Kora¢
Summer Academy Prague-Vienna-Budapest,

Sarajevo Sonic Studio, Internationale Ferienkurse fiir Neue Musik Darm-
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stadt, Synthil00, Sonemus, and Delian Academy for New Music, where he
pursued further training with renowned composers such as Philippe Ma-
noury, Raphaél Cendo, Mark Andre, Pierluigi Billone, Enno Poppe, Simon
Steen-Andersen, Richard Barrett, etc.

Works by Kora¢ have been performed in Serbia, Austria, Switzerland,
Spain, Germany, Slovakia, Greece, Bosnia and Herzegovina, Croatia, Iran,
Argentina, USA, at the following festivals and events: ISA, Sarajevo Sonic
Studio, Showroom of Contemporary Sound, Vienna International Saxfest,
the 18% World Saxophone Congress, International Review of Composers,
Tehran International Electronic Music Festival, Atemporanea Festival, etc.

He won the 2023 Mokranjac Award for Water, a piece for accordion,
electronics, and video.

The music of Vladimir Kora¢ is based on the accomplishments of spec-
tral music, broadened by exploring the sonic potentials of the electronic me-
dium and the possibilities of combining acoustic instruments and electron-
ics, with particular attention to detail and a peculiarly dilated treatment of
time.

Your aesthetics and procedures of composition are firmly based on the achieve-
ments of spectral music. Your piece Event Horizon for ensemble and electronics
in many ways, it seems, evokes the Partiels of Gérard Grisey. What are the
processes that form the basis of this piece?

In Event Horizon I sought to sublimate my explorations in the field of orga-
nizing the elements of musical flow, which I had pursued in some of my
previous works.

Setting out from the aesthetics of spectral music, I began analysing the
physical properties of sound itself using certain sound samples, as well as, on
the one hand, the peculiar acoustic properties of instruments and, on the
other hand, the peculiarities of the electronic medium (sound synthesis and
its transformation by means of different modulations - FM, RM, etc.).

For Event Horizon 1 selected several sound samples, which were played
on a double bass and then subjected to spectral analyses in AudioSculpt,
which enables detailed surveying of present harmonics and non-harmonics,
as well as their behaviour in the temporal dimension, i.e. the rate of their ap-
pearance and disappearance, and the duration of individual harmonics. The
results were then subjected to various treatments and transformations, in
OpenMusic and Orchids, which were used to form a palette of possible har-
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monic, melodic, rhythmic, and orchestrational solutions as well as combina-
tions for the future piece.

Another focus of my interest was transposing the techniques of elec-
tronic music to the domain of acoustic (instrumental) music. This entails
replicating the construction of electronic instruments and simulating certain
effects and modulations that are characteristic of electronic music in the in-
strumental part of the piece. Likewise important for the composition process
was reducing the elements of the musical flow, “discarding” and neutralizing
components such as metre, melody, to a large extent rhythm as well, and,
conversely, emphasizing the harmonic component, that is, its specific organi-
zation and “uniformity”, colour, and timbre.

Grisey described his complex approach to musical time in his essay Tempus ex
Machina, identifying temporal layers in it: the skin, flesh, and skeleton of time.
How do you approach musical time?

Perhaps I could say that musical time is one of the few components of musi-
cal flow that I shape for the most part intuitively. Basically, it involves listen-
ing carefully to your own musical being and a sort of internal pulse.

My musical language entails longer durations. Even when simpler musi-
cal thoughts are involved, I need more musical time. Then, there is also this
conscious desire to build musical units in which the rhythm of action is aug-
mented, magnified in the temporal dimension similarly to the way I inspect
sound microscopically, down to the details of the interrelations between par-
tials, in order to generate pre-compositional content that I will use to shape
the harmonic-melodic whole, while certainly important is also my personal
preference for the kind of musical materials I choose for shaping a musical
narrative. If a sort of motive in a piece is a colour itself and/or transition from
timbre A to timbre B, this entails a certain amount of time needed to set
them up individually and have them last for long enough so that one might
perceive them as especially important factors in the musical flow. In his essay,
Grisey wrote about all of this in much detail - and one can tell from my an-
swer that those reflections are quite close to me - and on several occasions
emphasized the idea that the more carefully we listen to the microscopic de-
tails of sound, the more we have to “magnify” the durations of those events,
in order to hear them clearly.!

! Everything happens as if the effect of a zoom lens, which brings us closer to the inter-
nal structure of sounds, was only able to function by way of an opposite effect in relation
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Stretching time is definitely something that always attracts me, in terms
of expanding physically real and quantifiable time where the density of musi-
cal action is highly reduced, at the same time generating a fictional and sub-
jective time in which, as a result of that economy, sonic referential points are
lost, replaced by a hypnotic effect arising from augmented time.

Difference is Grisey’s term for describing the perceptive distance between two
successive events — if a musical narrative comprises events generated by one
and the same process, the listener is able to anticipate future events, i.e. the
progress of musical flow until the process of its generation is changed. In such a
case, the difference between events is low. If a musical narrative consists of un-
connected events that cannot be anticipated, the difference is high. The level of
tension is set by that of difference. What is the significance of the possibility of
regulating difference for musical time and what are your tools for regulating it?

Regulating the difference varies in accordance to the overall duration of the
piece. In general, 'm more inclined toward evolutionary, protracted forms,
wherein randomly selected segments of the piece, taken out of the totality
may seem entirely static, as though nothing really important happened or
changed in them, but if we were to step away and survey the whole, we would
notice constant moving, reshaping, and transition in the musical narrative. In
that sense, the differences that appear are often introduced somewhat “tim-
idly”. They do not overly interfere with the preceding musical flow, but in-
stead gradually grow in importance, pushing preceding events aside. Of
course, this is not some kind of formula to which I invariably adhere; some-
times I simply want a stark cut in the musical flow, whether involving a vari-
ant repetition of or an entirely new starting signal that will constitute the next
iteration of the preceding flow or the beginning of an entirely contrasting
section of the piece.

On the one hand, I treat these starting signals as radical differences that
are starkly opposed to everything that came before them, and in the context
of Grisey’s concept of the flesh of time, this is an unexpected shock that at a
particular moment causes time to accelerate and condense. These events are
highly important for subsequent perception of the work’s macro-form and I

to time. The more we expand our auditory acuity to perceive the microphonic world, the
more we draw in our temporal acuity, to the point of needing fairly long durations. Gé-
rard Grisey, “Tempus ex Machina: A composer’s reflections on musical time”, Contempo-
rary Music Review, 2 (1), 1987, 259.
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think about them a lot and select them already at the very beginning of the
composition process, when the piece is still only a barely tangible imagina-
tion of the musical flow as a whole.

On the other hand, unbroken “rolling” and evolution of sound, as well as
“tiny”, intrusive elements that occasionally appear may be even more signifi-
cant tools with which I regulate the level of difference in musical time. Al-
though my music is devoid of a stable pulse and perceivable metre, those
tools allow me to shape the pulsation of the musical flow and time, which is
perceived more in terms of a successive alternation of different durations. In
other words, I use evolutionary processes to achieve microscopic inspections
and illuminate details of sound. That leads to an expansion in the perception
of time, maybe even the creation of a sort of time of one’s own, known only
to the listener at that moment; and I use sporadic and unexpected micro-
contrasts or differences to regulate acceleration in the flow of time, which
generate, like a sort of glitch, subtle meanderings in the totality, which keeps
striving to approximate some kind of stasis.

In my view, spectralism is one of the most innovative systems for organizing
musical material that has emerged since the destruction of tonality. One time
in the Contemporary Music Analysis class, a student described spectral music
as organic tonality, which, since its roots lie in the physical characteristics of
sound, seems to me like an appropriate observation. Can you compare the type
of tonality inhabited by spectral music to conventional tonality? Which one of
those two systems strikes you as being more elastic in terms of enabling the ex-
ploration of new procedures?

I would say that after the tonal system, only spectral music enables the exis-
tence of a highly organized system involving all parameters of musical flow,
redefining and re-uniting them into a coherent whole in a new light. Tristan
Murail and Grisey often described spectral music as an aesthetic and not a
style, an outlook rather than a set of techniques. However, I would say that
the composition techniques developed and used in this music-aesthetic ori-
entation also gave a significant contribution to the evolution of musical
thinking in general and the possibilities of its organization. Spectral music is
based on turning toward the acoustic properties of sound and the spectra of
acoustic sound samples, which become the starting point for shaping a piece
of music. Joshua Fineberg’s term for this is “reservoirs’, treated “as modes,
from which lines and harmonies can be constructed: the power of this system
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comes from the fact that acoustic models can generate very large numbers of
frequencies [...] which can be combined with each other while still guaran-
teeing an overall coherence”? However, unlike in the tonal system, there is no
single, as it were, or definitive list of possibilities and techniques that are ap-
plied in all pieces; rather, in spectral music, from one piece to the next, vari-
ous techniques are at work and composers adhere to different “laws” to dif-
ferent degrees.

Perhaps we could also view spectral music as a sort of evolution of tonal
music. Among the first composers who turned to this aesthetic, there was
also a desire to “rehabilitate the consonance”, but not by reverting to the mu-
sical language and expression of the tonal era. Timbre became a driving force
like melody, motives, rhythm, and harmony used to be. More specifically
still, for Murail, the fusion of harmony and timbre constitutes a unique sonic
object that becomes the basis of his compositional process.

The elasticity of the tonal music system is well established; that system
had evolved for several centuries before we came along and enabled a mag-
nificent diversity of styles and poetics. My view is that the lifespan of that
system has run its course. Artefacts of tonality will continue to be extremely
important, but progress is inevitable and I do not see returning to a past lan-
guage as something that awaits us in the future.

The poetics of spectralism offers a multitude of possibilities and un-
doubtedly has the potential for further development, but whether that will
actually happen depends exclusively on the affinity of composers who are
active today. I believe that one of the crucial differences between these two
systems concerns their respective approaches to harmony. It generates a
qualitative aesthetic polarization between them, insofar as diverging from
hierarchical relations between chords and their functional ties is precisely
one of the more significant factors that shape the unique sonority of spectral
pieces, as well as a limiting element, because relying only on the physical
properties of sound as the nucleus of harmonic construction leads to sonic
uniformity much faster. A certain degree of systematization in that area
would definitely provide a new impulse for further development and expan-
sion of the system, but whether that will happen, in this day and age, when
new horizons are quickly conquered, only to be abandoned the following
moment, remains a big open question.

2 Joshua Fineberg, “Appendix I - Guide to the Basic Concepts and Techniques of Spec-
tral Music”, Contemporary Music Review, 19 (2), 2000, 99.
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Another significant trait of your music is the almost inevitable presence of elec-
tronics, with an extremely active role. How is it treated in your piece PhaseTwo?

In PhaseTwo, the electronic part is a combination of live and fixed-media
electronics. The fixed-media part involves a fixed number of sequences pre-
pared in advance (varying in duration from a few seconds to a few minutes),
which are initiated by the performer of the electronic part at places that are
precisely indicated in the score. This layer is entirely made of different sam-
ples played by the instruments that make up the acoustic part of the piece,
which are then subjected to numerous transformations. These sound samples
are actually segments of what the performers play during the piece, but with
various transpositions (from micro-intervals to drastic relocations by several
octaves up or down), manipulations with the temporal dimension, where I
made radical alterations like stretching a sample from several seconds to over
ten minutes or so and vice versa, condensing long samples down to just a few
seconds, and then I would apply various audio effects to these sonic results
obtained in this way, in order to acquire the desired sonorities, which were
then used for generating the fixed-media layer.

The live electronics layer entails real-time processing of the acoustic in-
struments that are playing. That is likewise very precisely defined in the
score: the moment when the signal, from various microphones installed in
front of the instruments that make up a piano trio, is relayed into pre-created
chains, i.e. racks of audio effects.

Creating the electronic part by using samples of individual instruments
that form the acoustic part of the piece is something I often do in my electro-
acoustic pieces. That way I perform a sort of multiplication of the acoustic
ensemble and expand its sonic spectrum. Sonorities that would be impossi-
ble to obtain on acoustic instruments become easily available by using elec-
tronics. In that sense, the electronic layer often features a wide array of so-
norities, ranging from pretty realistic ones, where it is easy to tell that they
originated from a specific instrument and mode of playing it, to those where
one almost cannot tell what their starting point was — whether it was a sam-
ple or the result of a sound synthesis. This versatility of the electronic part
also enables us to “play” with the perception of the piece in the listener’s
mind. It allows me to shape segments of the musical flow where the elec-
tronic part doesn’t appear to be present at all, until it becomes abundantly
clear that a given sound image would be impossible to obtain with acoustic
instruments only. Then the question arises — one that, I hope, further in-



New Sound 65, 1/2025

trigues the listener — whether the electronic part was actually present all
along...

I would also say that working with sound samples enables me to attain
more coherence in the acoustic and electronic layers, especially because in
concerts, too, I demand that in my electro-acoustic pieces the ensemble be
amplified to a certain degree as well. Thereby these two media are combined
in a homogeneous sonic mass not only in the concert space, but also in the
speakers themselves.

How do you see the electronic medium in relation to acoustic instruments?

I think that enough time has passed since the emergence of the electronic
medium to allow us to say today that electronics is “just another instrument”
that we can choose for our pieces. I do not regard the electronic medium as
either superior or inferior to the acoustic medium.

The possibilities of using the electronic medium are quite diverse and the
degree of complexity depends, today, only on the composer’s imagination.
The beauty of this medium is that the very act of composing extends into the
tield of generating sound for the piece, and, as Srdan Hofman put it, the com-
poser also comes to build the instrument itself. By means of different syntheses
of sound and/or using sound samples, we are able to create sonorities that are
not even conceivable in the acoustic medium. Moving from the simplest to
more complex treatments, this medium enables us to treat the electronic part
of the piece as yet another — almost individual! - instrument in the piece,
which is the case, for instance, in Luciano Berios Sequenza No. 7 for oboe,
which includes an added sinus tone that subtly goes on for the duration of the
piece; then, in a more complex situation, in Luigi Nono’s piece ...sofferte onde
serene..., which, along with a piano, also features electronics in the form of a
tape, and which is basically a recording of a piano (with sound samples of
church bells as well), which is then transformed and modulated to such a
degree that it becomes clear that it’s not just a recording of an acoustic instru-
ment, nor is it possible to recreate the sonority thus obtained on a piano, but
its timbral identity is still preserved. The final result is the impression of a
very peculiar, somewhat distorted piano duo; and then all the way to highly
complex treatments in the construction and realization of the electronic layer.
These may result in this medium and this so-called “yet another instrument”
in the piece approximating the complexity and sonic richness that would
characterize, in the acoustic medium, a symphony orchestra.

10
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For me, using electronics in my pieces is more a matter of expanding the
timbre of my chosen ensemble, rather than placing those two media in op-
position. Timbral extensions are my focus when it comes to acoustic instru-
ments as well, hence the substantial usage of extended performance tech-
niques in my pieces, and when I add to all that the electronic layer as well,
every ensemble becomes a little orchestra in its own right. In that sense, as I
mentioned before, I often resort to sampling acoustic instruments, and from
that starting point I build a broad palette of sonorous and expressive possi-
bilities that, during the course of the piece, occasionally combine and amal-
gamate the acoustic and electronic parts into an absolutely integrated and
indivisible sonority. And they also enable me to place those two media in two
diametrically opposed spheres of the overall sonic totality.

Your piece Water for accordion, electronics, and video won the 2023 Mokranjac
Award. Apart from its acoustic and electronic music layers, the visual medium
occupies an equally significant place in the structure of this piece. In Schoen-
berg, the issue of syncretic forms, embodied in his opera Die gliickliche Hand
[“The Hand of Fate”], “is not predicated on the concept of bringing different
arts together — such as poetry, music, and verse - but on interrelating the media
of those arts — words, tones, colours, light, and movement”.> What are the basic
principles of Water and what lies at the foundations of its syncretic form?

Concerning Water, there were several ideas about how to realize that syncre-
tism. In the end it turned out it was going to be my first visual work. Frankly,
there is no great “science” behind any of that but simply curiosity about soft-
ware and playing with it. The video aspect of Water and some of my later
electronic pieces that I complemented with “visual works” was realized by
means of Videosync, a software application meant for musicians as well,
which is a sort of extension of Ableton Live. Specifically, the video instru-
ments and video samplers are primarily triggered by MIDI sequences, as well
as the audio signal of individual channels, whereas the video effects, which
are constructed in such a way that they remind us of audio effects we are
otherwise familiar with and whose operating principles we know very well,
are linked to those video instruments, and thus we obtain an organic connec-
tion and perfect synchronization (if we want to) of music and video.

3 Mirjana Veselinovi¢-Hofman, “Drama sa muzikom Sre¢na ruka Arnolda Senberga kao
visemedijski projekat’, ART+MEDIA | Casopis za studije umetnosti i medija / Journal of
Art and Media Studies, 2, December 2012, 12.

11
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For me, working with video, for now, is like playing with a new toy; I've
got this new thing and I'm trying to see what I can accomplish with this tool
and in what ways I can interrelate music with the visual aspect.

Water was composed with the idea that there would be a visual narrative
as well, but equally, that it could exist without one, as an entirely functional
whole. Here, too, hiding behind the basic compositional idea is primarily the
sound of the instrument itself - the accordion - and in combining the instru-
ment with electronics, I paid special attention to the mixing of those two
media and blurring the boundaries between them. I sought to accomplish
that in three segments: with fixed-media electronics, where the material is
entirely made of sound samples obtained by recording the accordion and
then modulating and altering them in various ways and, finally, fixing them
into shorter and longer sequences; then, by means of a live electronic layer
that emerges in certain sections of the piece and whose content emerges in
real time, by processing what the accordion is playing at that moment; and
finally, by amplifying the accordion. The composition of the acoustic layer
was supported by using various techniques based in spectral music, which
enable me to create a powerful pre-compositional basis of chord sets, har-
monic links, and rhythmic patterns that are then, by means of different pro-
cedures (filtering, interpolating, and the like), altered, transferred, and com-
bined, as well as freely used in the final shaping of the work’s musical flow.
When the score was entirely complete, I proceeded to build the visual layer.
Nonetheless, the notion of that medium may have subconsciously affected
the act of composition as well, which might be surmised from the score,
where the main sections of this single-movement piece are labelled “Scene 17,
2, 3, etc.

I would say that one of the characteristics of Water is its economy in
terms of exploiting its musical material, which nonetheless keeps developing,
whether in immediate iterations, or more distantly. I retained that sort of
economy in the visual layer as well, using only a few video clips, mostly clips
of water filmed by a telephone - a lake and a river. The generator of action
in the video is the electronic part of the piece, which was converted from an
audio format to MIDI and as such initiated the video sequences, video in-
struments, and affected the parameters of the selected video effects. Of
course, conversion from audio to MIDI, especially when it comes to complex
sonorities, does not provide an absolute transposition of the material - in
fact, it brings about a multitude of distortions - but I decided it had its own
charms, because the resulting errors could also be seen as a sort of het-

12
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erophony in relation to the starting material. In this way I achieved a deeper
and organic connection between these two media, where I also accomplished
the required synchronization between them as well as desirable flexibility,
avoiding too rigid a connection between the visual and sonic parts.

How do you see the current situation in contemporary classical music, and how
do you think it might yet develop?

We are living at a brilliant time teeming with diversity, a time when anything
is possible and different music aesthetics coexist and enable shifts in the de-
velopment of contemporary music. I would also say that breakthroughs in
one aesthetic sphere actually also affect the development of other aesthetics
and that that is what pushes the general musical thought of contemporary
music forward. Whether this will somehow come together into a more inte-
grated whole - only people living a few hundred years from now will know
that, who will be able to survey the last 70 years or so (from our perspective)
from a different angle, comparing this moment with epochs that came before
us and with those that have yet to come. I know that I am extremely satisfied
to be part of this epoch, although I didn’t really have much of a choice any-
way...
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