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time in general, as well as an analytical-interpretative consideration of 14:30 are in-
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The composition 14:30 for two pianos by Branka Popović was created in 2009 
as a result of  cooperation between the composer and the famous ensemble 
LP Duo,2 consisting of pianists Solja Lončar and Andrija Pavlović. In the 
same year, the work was performed for the first time in the Student’s City 
Cultural Center at the concert of the LP duo, and then a recording of a slight-
ly reworked version was made within the album Music of Composers from 
Serbia for two pianos. This new version of 14:30 was performed by the LP duo 
at the 28th International Review of Composers in 2019 at the Student Cultural 
Center.3 The composition was created just at the suggestion of this duo to 
compose a work for their performance, whereby the Duo also initiated the 
shaping of both the musical and non-musical substance of 14:30.

The composer herself explained the non-musical stimulus in the follow-
ing way: 

“since the ensemble often performs minimalist music, it has developed a special 
way of playing, in the physical sense, which brings to mind a kind of choreogra-
phy, and is characterized by energetic movementness and mechanics, that re-
minds on of the working of some relentlessly precise mechanism. The impression 
of a stable pulse and constant tension is not only musical, but also visual, and 
influenced the formation of the musical idea, which are placed at the very begin-
ning, and which will be the backbone of the entire composition.”4 

It is not, however, a minimalist musical discourse (as might be inferred 
from the previous quote) that presupposes antinarrative, atemporality,5 and 

2  According to: Branka Popović and Milica Lazarević, “Razgovor sa Brankom Popović 
povodom kompozicije 14:30” [Conversation with Branka Popović about the composition 
14:30], januar 2021, 1, rukopis. The mentioned source was created on the basis of a con-
versation between the composer and the author of this text. That conversation then had 
its textual form. We use this opportunity to thank Branka Popović for her exceptional 
openness, dedicated time and agreement to treat the mentioned text as an equal source 
among other literature. The recording of the composition is available at the YouTube: 
https://www.youtube.com/watch?v=nyPgl1CVINk 
3  Data on the performance and the second version of the work were obtained from the 
composer in an electronic correspondence. 
4  Cited according to: B. Popović i M. Lazarević, op. cit., 1.
5  As Marija Masnikosa pointed out, “[m]inimalist repetitiveness produces maximum 
redundancy which, by the nature of things, denies causal musical relations, i.e. the di-
rection of the musical flow and thus demonstrates the antinarrative type of musical 
discourse”. Marija Masnikosa, Orfej u repetitivnom društvu. Postminimalizam u srpskoj 
muzici za gudački orkestar u poslednje dve decenije XX veka [Orpheus in repetitive soci-

https://www.youtube.com/watch?v=nyPgl1CVINk
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a listener “forced” (Marija Masnikosa) to explore one’s own perceptual pow-
ers.6 The composition 14:30 is not a minimalist achievement, but we would 
say a typical postmodern work or, better, a specific postmodern game with 
time that “invites the listener to creative action”,7 to a personal “creative inter-
pretation” of musical time,8 i.e. one’s own perception of time.9

That the composition 14:30 is a kind of (postmodern) game with time is 
indicated by its very title, which, according to Branka Popović, refers to a spe-
cific part of the day, more precisely, to the time of the beginning of composing 

ety. Postminimalism in Serbian music for string orchestra in the last two decades of the 
20th century], Beograd, Fakultet muzičke umetnosti, 2010, 55. And certain examples of 
minimalist practice, to add the author’s further explication by paraphrasing her words, 
are examples of the absence of discourse, a specific musical “white letter”, i.e. examples of 
a musical antidiscursivity. Ibid., 56.
As the author further explained, from the antinarrative of musical discourse arises an-
titemporality, which is also the result of the “linear relation of minimalist, ’quantized’ 
musical time, to the givenness of physical time”. Ibid., 59. Minimalist processes actually 
constitute an undisturbed, almost objective, evenly filled musical time, which in the con-
sciousness of the listener gives the impression of staticity, stopping time, and consequent-
ly the whole composition is experienced as an “endless extension of one moment”. Ibid., 
60; Marija Masnikosa, Muzički minimalizam. Američka paradigma i differentia specifica u 
ostvarenjima grupe beogradskih kompozitora [Musical minimalism. The American para-
digm and differentia specifica in achievements by a group of Belgrade composers], Beo-
grad, Clio, 1998, 75. 
6  Cf. M. Masnikosa, Muzički minimalizam... [Musical minimalism... ], 75. 
7  The words of Maria Masnikosa were cited by which the author pointed out the change 
in the status of the listener of postminimalist music in relation to the role of the listener 
of minimalist music. Cf. Marija Masnikosa, Orfej u repetitivnom društvu... [Orpheus in 
repetitive society... ], 87.
8  Cf. ibid.
9  Considering Stockhausen’s (Karlheinz Stockhausen) attitudes concerning time in mu-
sic and its perception, Mirjana Veselinović-Hofman rightly differentiates perceptual time 
or time of perception – which is “equal to the duration of the sound appearance of the 
work”, i.e. duration of its sound, then “experiential time, i.e. experience of the flow of 
time” or “reception time”, and musical time, i.e. “time structured by sound”, which as such 
is “a product of autonomous logic and the application of the autonomous means of mu-
sic, which is why it is determined by that structure”. Мирјана Веселиновић-Хофман, 
Пред музичким делом. Огледи о међусобним пројекцијама естетике, поетике и сти-
листике музике 20. века: једна музиколошка визура [Contemplating the Work of Mu-
sic on Display – Essays on Mutual Projections of Aesthetics, Poetics and Stylistics of 20th 

Century Music: A Musicological Viewpoint], Београд, Завод за уџбенике, 2007, 149, 
150, 151.
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the work.10 It is decisive for the way of shaping the achievement only insofar 
as it refers to the category of time,11 in fact to one ’section’, ’fragment’ of time, 
which can be experienced in consciousness in different ways (no matter how 
large, a real-time interval may, for example, be experienced as shorter or lon-
ger). Branka Popović herself testified about that, emphasizing that the experi-
ence of time - a “very complex phenomenon” – is conditioned by the state of 
the observer.12 Thence, according to the composer, time in music, which she 
also considers a very complex phenomenon, “can flow differently depending 
on who is listening “, but also “on how it is made [M. L.]”.13 This indicates that 
music also has its time, that is, that the time in music, musical time, “musical 
chronos” (Igor Stravinsky) is actually a time of structured, musically shaped 
sound, which therefore presupposes, as Igor Stravinsky puts it, “a certain or-
ganization of time”.14 Or more precisely, said in the Dalhulsenian way (Carl 
Dahlhaus), the organization of time in time. Because of the fact that a musical 
work “carries time in itself”, it “can be contained in time”.15 

It is in this way that the composer’s comment can be understood that 
14:30 is “the moment when, through the confrontation of two pianos – me-
chanical repetitions, imitations and echoes, the musical curvature of time be-
gins, initiated by non-musical influences [which were previously mentioned 
– M. L.]”.16 Moreover, Branka Popović explained that the “curvature of time” 
at 14:30 refers to “manipulation of musical material, which affects the percep-
tion of listeners in terms of creating the impression of a faster/slower flow of 
time”.17 This “curvature of time” (Branka Popović) not only at 14:30 but also 
in some other works of the composer18 on a poetic level partially resonates 

10  Cited according to: B. Popović i M. Lazarević, op. cit., 1.
11  According to: ibid.
12  Ibid.
13  Cited according to: B. Popović i M. Lazarević, op. cit., 1.
14  I. Stravinski, op. cit., 15.
15  М. Веселиновић-Хофман, op. cit., 127.
16  Cited according to:  http://composers.rs/?page_id=6772.
17  Cited according to:  B. Popović i M. Lazarević, op. cit., 1.
18  Srdjan Teparic, in essence, also talks about the specific musical “curvature of time”, the 
game of musical chronos, considering the composition of Toba. Namely, the author says 
the following: “The temporal structure of the Toba composition is based on strategies 
for prolongation, accumulation and resolution, with a continuous game of opening and 
closing time, a game of time flow and its stagnation. In that sense, the music time in this 
composition was treated as an independent entity in relation to real time.” Srđan Teparić, 

http://composers.rs/?page_id=6772
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with Webern’s (Anton Webern) approach to creating a work in terms of vari-
ational growth of the whole from the initial motive core, musical motif, i.e. in 
terms of projecting his logical-musical relations on the totality of the work,19 
and thus the economy of musical-expressive means and concentration on 
what is important. Commenting on the approach to shaping the composition 
Lines & circles, Branka Popović pointed out that “[and] in this composition, 
as well as in some of my other works, the [...] principle of reduction, ascetic 
approach to the choice and amount of musical material used to create drama-
turgy”.20 This principle/approach comes from the composer’s point of view 
that the creation of a work, i.e. composing is a kind of “viewing the material 
from all possible angles” by which “the unity of the composition is achieved”, 
and at the same time the “necessary contrasts”.21

Thus, the mentioned “curvature of time” (Branka Popović) in the com-
position 14:30 is realized primarily by “viewing the material from all possible 
angles” (Branka Popović), in fact by projecting the logical-musical relations 
of the initial musical idea on the totality of the whole work, consequently 
its form. The composition consists of six parts, scheme A B C B1 D A1 with 
a short code, consistently fragmentary structure and without traditional 
themes, but mostly guided by the logic of alternating ’faster’ and ’slower’ seg-
ments, more precisely segments in which certain ways of “manipulating mu-
sical material” (Branka Popović) alternately creates the effect, i.e. the impres-
sion of acceleration and deceleration, occasionally stopping time (Table 1).

In fact, it can be said that – in  principle – the procedures of accelerating/
slowing down time in the composition 14:30 are already hinted in the initial 
motif which is exposed in the first piano (mm. 1–2) and by which the whole 
work begins. The motif is shaped by repetition of the tone of c2 and by ex-
posing the first, third, fourth and fifth tones of one scale (with the repeated 
fourth tone; c2 - e flat 2 - e2 - f2 - e3)22 in the form of a quintole, mostly in the 

“Temporality and movement in the composition of Toba by Branka Popović”, New Sound, 
50, II/2017, 185, https://www.newsound.org.rs/pdf/en/ns50/14.S.Teparic.pdf. 
19  According to: М. Веселиновић-Хофман, op. cit., 90.
20  Cited according to: Ivana Miladinović Prica, “Razgovor sa povodom – Branka Popović” 
[Conversation with the occasion – Branka Popović], 2015, http://composers.rs/?p=5042.
21  Cited according to: B. Popović i M. Lazarević, op. cit., 2.
22  The scale that could be seen as the phonological basis of the first and last part of 14:30 
(parts A and A1) consists of the following tones: c - d – e flat - e - f - g – a flat – b flat - b 
- c. The last five tones of the scale coincide with the part of the harmonic/overtone scale 
(from the 12th to the 16th partial/harmonic tones). When asked by the author of this text, 

https://www.newsound.org.rs/pdf/en/ns50/14.S.Teparic.pdf
http://composers.rs/?p=5042
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flow of demisemiquavers (which could be denoted together as the first cell), 
where the last tone is then syncopated with its multiple augmented variant 
(the second cell; Example 1). 

Example 1: Branka Popović, 14:30, the beginning of part A, b. 1–11.  
(Molto energico ♩ = 72)

in an electronic correspondence, whether the permutation variant of the mentioned scale 
(g - a flat- b flat - b - c - d – e flat - e - f - g) was obtained from the harmonic overtone 
spectrum, Branka Popović explained that these are two chords, c - e - g - b flat - e flat and 
b - d - f – a flat, which leads us to believe that the horizontal dimension is derived from 
the vertical aspect of the musical flow of the piece, and that there is a way of musical 
thinking according to which the vertical is ’older’ than the horizontal, which therefore, 
it would be said, still originates from the harmonic overtone spectrum. In addition, the 
mentioned scale is related to the third mode of Messiaen’s (Olivier Messiaen) in relation 
to which it differs according to the arrangement of the semitones and the steps between 
the fourth and fifth, and the fifth and sixth tones (Messiaen’s third mode from the initial 
tone is c - d - e flat - e - f sharp - g - a flat - b flat - b - c). However, we do not want to say 
that the similarity between the mentioned scale at 14:30 and Messian’s third mode is a 
deliberate gesture of the composer, because that gesture may be unconscious!
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The repetitiveness procedure and the procedure of extending/prolong-
ing the duration of the music content are exactly the basic procedures that 
achieve the effect of accelerating/slowing down the time at 14:30.23 However, 
that does not mean their simplified types. On the contrary, the procedures of 
repetitiveness and prolongation have shaped complex processes that include 
their mutual combination, as well as the simultaneous application of other 
ways of “manipulating musical material” (Branka Popović), such as the al-
ready mentioned procedure of imitation, and the procedure of variation/vari-
ant, and even traditional ways of the thematic work (eg division, shortening). 

Thus, in the first section (a) of the first part (A), after the initial motif 
presented in the f dynamics in the first piano, its multi-augmented variant, 
interrupted by rests, in the p dynamics is imitated in the second piano (mm. 
2–4), in the function of creating an echo effect, but also the impression of 
a slower flow of time. The procedure is then repeated, but in a more com-
plex way (mm. 5–6): the initial motif given again in the first piano is exposed 
in the stretto in f dynamics in the second piano, which gives the impression 
of an instantaneous acceleration of time, which then, in turn, is suddenly 
’slowed down’ by re-exposing the multi-augmented, interrupted by pauses, 
but now shortened variant in the p dynamics in the first piano (mm. 7–8), 
which also gives the impression of a kind of echo. The repetitive process in f 
dynamics begins, which, however, abruptly stops (mm. 9–11). This repetitive 
process is shaped by a quasi-imitation of a new variant of the initial motif in 
the first and second pianos, because different variants of its parts (cells) are 
constantly given,24 which creates the impression of accelerating time in the 
overall sound result. After the instantly mentioned silence, a kind of suspen-
sion of time and then creating the impression of its slowness by exposing the 
already known multiple augmented variant of the initial motif in p dynamics 
(thus beginning the second section a1 of the first part A, m. 12), the repetitive 
process in f dynamics continues. It now implies a constant repetition of dif-
ferent rhythmic and tonal variants of the aforementioned new variant of the 
initial motif by which this process began and, of course, the creation of the 
impression of a faster flow of time.

23  Let us mention here that the effect of the instantly sudden slowing down of time in the 
initial motif, beside the multiple augmentation of its last tone, is also achieved by using 
the piano pedal, which, in addition, releases harmonic tones.
24  The new variant of the motif, exposed in the first piano, is composed of the first cell 
and a new rhythmic variant of the repeated tone (now the tone e2 flat).
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While the entire first part of the composition takes place in a constant 
game with musical-expressive means which create the impression of alter-
nating ’acceleration’, ’slowing down’ and ’stagnation’ of time, in the second 
part the effect of its acceleration is consistently created. There is a complex 
repetitive process in which the ’acceleration’ of time is achieved primarily by 
increasing the sound mass, and thus by constantly accumulating energy. The 
repetitive model itself is more complexly shaped. It consists of two two-layer 
parts. In the first part, the first layer in the first piano (m. 23, Example 2) is 
mostly articulated by the alternating exposure of different forms of a dimin-
ished triad and dominant seventh chord (f sharp - a - c and c - e - g - b flat) 
in different, but higher registers in the flow of demisemiquavers and semi-
quavers triplet, and by repeating the tone (e3) in the form of four demisemi-
quavers and quaver; and then, in the second part (m. 24), by layering the 
seventh-chord built up in third and seconds (c3 - e3 flat - e3 - ef3),25 in the 
rhythmic value of the crotchet, and the two clusters (d2 - e2 flat - e2 and a2 
- b2 flat - b2) and repeating the tone (b2) in the form of a dotted semiquaver 
and four demisemiquavers, which are then literally repeated and followed by 
different rhythmic variants of the mentioned clusters, with the addition of 
two new clusters (d2 - e2 flat - f2 and a2 - b2 - c3). 

The second layer in the second piano, in the first part of the model (m. 
23), is shaped, similarly, by alternately exposing different forms of two dom-
inant seventh chords (d - f sharp - a - c and c -e - g - b flat)26 in different but 

25  These are, in fact, the first four tones of the initial motif, that is, the first, third, fourth 
and fifth tones of the previously mentioned scale reminiscent of Messiaen’s third mode, 
only now “compressed” in the vertical as a cluster.
26  We must warn here of the harmonic ambiguity because various incomplete forms of 
the above chords are exposed, and this place can be interpreted in a different way. For 
example, the first chord in the bass of the second piano, can be interpreted as a chord 
built up in fifth with a double fundamental tone (1C-1G-C-D). Such harmonically am-
biguous places are not uncommon at 14:30, especially in this complex repetitive process. 
Harmonic language of 14:30 could otherwise be understood as a kind of combination 
of “12-tone tonality” with intonation bases (in parts A, C, D, A1 and code) and “soft 
atonality” without intonation bases (in parts B and B1). Explaining the musical language 
of postminimalism, Maria Masnikosa pointed out that it “as a rule affirms the modern 
12-tone tonality from which tonal functionality has disappeared, and which counts on 
the strength of its temporary intonation bases or pivotal harmonies”, and that “this kind 
of tonality Ludmila Ulehla calls a contemporary modernist tonality”. Marija Masnikosa, 
Orfej u repetitivnom društvu... [Orpheus in repetitive society... ], 334, 335. According to 
M. Masnikosa, the musical language of some postminimalist works of Serbian compos-
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lower registers and in different rhythmic variants, which are metrically ’un-
articulated’ in relation to the first layer, as well as by repeating the tone (e1), 
while the second part represents a slightly modified repetition of the first part 
of this layer of the repetitive model. The entire second part is shaped by the 

ers, on the other hand, is close to the “’neutrality’ of the high-modernist ’soft’ atonality” 
(ibid, 335). At 14:30 Branka Popović uses traditional tertian, although often dissonant 
harmonies, some of which are mentioned, but she completely non-functionally treats 
these harmonies in terms of traditional tonal-functional logic. In addition, the compo-
sition often uses non-tertian harmonies, such as clusters, chords built up in third and 
second and fourth chords, which could also already be partially noticed, and will be seen 
from further analysis.

Example 2: Branka Popović, 14:30, the beginning of part B, b. 22–24.  
(Molto energico ♩ = 72)
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constant repetition of this complex model, but with frequent variations of its 
layers, i.e. regrouping its original elements and their variants. At the same 
time, in this ’temporal vortex’ the repetitive ’tone beats’ in demisemiquavers 
are periodically ’cutted in’ alternately in both pianos in the lower (the second 
piano) and higher registers (the first piano), which releases the accumulated 
energy and enables a kind of ’breathing’ of the musical flow of the piece. First 
it is done in a shorter time interval (lasting one two-four time), and then lon-
ger in the next two moments: in the second moment, the repetition of tones 
lasts one two-four time and two four-four time (marked horizontal polyme-
try), and in the third, at the same time at the last moment, it lasts three four-
four time. In the overall sound result, these repetitive ’beats’ give the impres-
sion of a gradual penetration of ontological, real time, and the entire second 
part of the composition gives the impression of a kind of struggle between 
musical time and real time.

That struggle of different times culminated in a gradual slowdown of time 
in the third part of 14:30. Immediately before this part of the composition, 
the flow of repetitive tones, more precisely, at that moment of the repetitive 
tone (b3) in demisemiquavers, is already somewhat slowed down by its aug-
mented appearance in the form of a sestole in semiquaver (the first piano, m. 
44), which ’flows’ into a two-layered, predominantly repetitive process that 
begins the third part. This part is actually entirely shaped by the mentioned 
process in which, first of all, by diluting the sound density, the impression of 
a gradual slowing down of time is created through three phases. In the first 
phase (mm. 45–52), against the background of a rhythmic drone, given in the 
first piano in the form of the fourth chord doubled in octave (e2 - a2 flat - d3 
and e3 - a3 flat - d4), and rhythmically articulated as a quintole in quavers, 
a repetitive process takes place in the second piano. The repetitive model is 
constructed of two parts (Example 3). 

The first part (m. 45) is formed by the same fourth chord, also doubled 
in octave, but in the flow of quavers, i.e. in a polyrhythmic relation to the 
rhythmic drone, while the second part represents a new rhythmic prominent 
motif (m. 46). The model is variably repeated, i.e. alternately in its ’faster’ and 
’slower’ variants. The flow of the fourth chord in quavers (the first part of the 
model) turns into a ’pulsation’ of the cluster in semiquavers (also doubled in 
octave, d2 - e2 flat - e2 and d3 - e3 flat - e3), which is also in a polyrhythmic 
relation to the rhythmic drone and which gives one the feeling of a kind of 
resistance to this process of the gradual slowing down of time. This resistance 
continues in the next phase (mm. 53–62), which is perhaps the most explicit 
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way of expressing the typically postmodern multiplicity of musical time, i.e. 
multiple temporality.27

There is a two-layer repetitive process that involves the variant repetition 
of two models. In the first model, exposed in the first piano (mm. 53–54), 
the rhythmic drone was transformed into a half-phrase rhythmic model (four 
quavers and triolet in crotchets in the m. 53, and two triolets in crotchets in 
the m. 54), whose harmony is also fourth chord doubled in octave (but now 
e2 - a2 - d3 and e3 - a3 - d4). The second model, in the second piano, of the 
same duration as the first model (two bars), consists of a sustained tone (e1, 
m. 53) and a ’pulsation’ of the incomplete seventh chord doubled in octave (g2 
- d3 - f3 and g3 - d4 - f4), interrupted by semiquaver rests (m. 54), so that a 

27  Cf. M. Masnikosa, Orfej u repetitivnom društvu... [Orpheus in repetitive society... ], 86.

Example 3: Branka Popović, 14:30, the end of part B and the beginning of part C, b. 44–
48. (Molto energico ♩ = 72)
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polyrhythm occurs between the models. The variant repetition of these mod-
els implies: shortening by omitting the second bar in both models and the 
repetition of such a shortened but at the same time harmonically and ’met-
rically’ modified variant (minor sixth chord doubled in octave, f2 - a2 - d3/
f3 - a4 - d4, instead of a fourth chord and whole rest instead of sustained tone, 
m. 58); then, harmonic changes of the second model (sustained tone – a1 flat 
and ’pulsating’ incomplited seventh chord – g2 sharp - d3 - f3 and g3 sharp 
d4 - f4) with repetition of the shortened and also harmonically and rhythmi-
cally modified variant of the first model (’pulsation’ of the minor sixth chord 
doubled in octave, f2 - a2 - d3/f3 - a4 - d4, in crotchet triolets, mm. 59–60); 
and finally, superimposing the model so that three different layers sound at 
the same time – the sustained tone (a1 flat), the metrically shifted ’pulsation’ 
of the octave double seventh chord in semiquavers (g2 sharp - d3 - f3 and g3 
sharp - d4 - f4) and the ’beats’ of the octave-doubled minor sixth chord (f2 - 
a - d 3/f3 - a4 - d4) in the form of crotchet triolets (mm. 61–62, Example 4).

Example 4: Branka Popović, 14:30, the end of the third phase, part C, b. 60–62. (Molto 
energico ♩ = 72)

After this kind of counterpoint of different times, the slowing down of 
time continues in the third, last phase of the third part of the composition. 
Similar to the first phase, a repetitive process takes place in the second piano 
against the background of a rhythmic drone, exposed in the first piano in 
the form of an octave doubled, now augmented five-three chord (f2 - a2 - c3 
sharp and f3 - a3 - c4 sharp) rhythmized as an quaver quintolet. The mod-
el is shaped in a somewhat similar way as the model from the first phase: 
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in the first part also an octave double augmented five-three chord (the same 
that makes drones) ’pulsates’ in a polyrhythmic relationship (in quaver) to 
a rhythmic drone, and the second part represents a sustained tone (a1 flat). 
The effect of slowing down time is achieved by the gradual disappearance of 
the model in the second piano, transforming the rhythmic drone in the first 
piano into the rhythmically same repetitive model as in the second phase, 
but now octave double major five-three chord (f2 - a2 - c3 and f3 - a3 - c4) 
, and finally by slowing down the tempo (ritenuto) by subtracting the tones 
up to one tone doubled in octave (c3 and c4) in the flow of quavers and then 
crotchets and p dynamics.

The repetition of the second part of 14:30 (the fourth part B1), which 
begins in fff dynamics, has the effect of a surprise, a kind of dramaturgical 
turn. The ’time vortex’ dynamically intensified gives one the feeling of being 
even faster than in its first appearance. It is shaped by a similar repetition 
of the same complex model with which part B is articulated. The repetitive 
process also implies different regroupings of the original elements of the 
model and their variants, but with a significant difference. Instead of repet-
itive ’beats’ of tones in demisemiquavers, which we understood as a gradual 
penetration of real time, now superimposed an octave double augmented 
five-three chord (f2 - a2 - c3 sharp and f3 - a3 - c4 sharp) and cluster (F - G 
- A flat and f1 - g1 - a1 flat) are in action, and which also flow in demisemi-
quavers, at first in a shorter time interval (only half of the time unit, m. 77). 
As in the second part of the composition, this time interval becomes longer: 
in the second moment it lasts one beat (m. 79), then in the third moment 
half of the four-four time (m. 81), so that this expansion ’from within’ in the 
fourth, last moment included seven and a half bars, which can also be inter-
preted as a separate segment in the function of the transition (mm. 85–92). 
And not only because of the length, but also because in this segment, a re-
petitive process is basically taking place, aimed at creating the impression of 
a gradual slowing down of time. There are two superimposed chords built up 
in third and seconds (c2 - e2 flat - e2 and g2 - b2 flat - b2) that are constant-
ly repeated. First, in the same or different rhythmic variants predominantly 
in demisemiquavers28 and in the same or different registers alternately in 
the first and second pianos; then, simultaneously in both pianos in different 

28  There are actually two rhythmic variants: the first is composed of one semiquaver and 
two demisemiquavers (in one place it is given in reverse, two demisemiquavers and one 
semiquavers), and the second, of four demisemiquavers.
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rhythmic variants, which even has the effect of the instantaneous ’freezing’ 
of time,29 and finally slowing it down by alternately presenting in the first 
and second pianos an ‘augmented’ form of the chords (both chords are given 
in the form of a sextolet in semiquavers) interrupted by pauses at the end of 
this segment. 

A shorter, fifth part of 14:30 (D) follows, equivalent to the third part of 
14:30 (C) in terms of the dilution of the sound mass, which gives the impres-
sion of a slower passage of time. However, it is realized in a different, more 
traditional way of exposition and exploiting the material, and in addition it 
includes concertante elements (elements of solo virtuosity). In three bars, dif-
ferent forms of two dominant seventh chords (d - f sharp - a - c and c - e - g 
- b flat)30 are exposed in different registers in both pianos (m. 93), broken 
clusters in the first piano31 and harmonic figurations in demisemiquavers, 
ranging from the contra- to the three-line octaves alternately in the second 
and first pianos (m. 94), and the sustained multiple doubled augmented sev-
enth chord in both parts (c - e - g sharp - b, m. 95, Example 5). 

This three bars structure is then repeated, but modified in the last bar 
in which over the mentioned sustained multi-doubled augmented seventh 
chord in the second piano expose its multiple diminutioned, and broken in-
complete variant, which is followed by only one of its tone doubled in octave 
(e2 and e3), whose duration is extended by the fermata. The impression of an 
additional slowing down of time is then created by pedal chords, i.e. layering 
of the mentioned, now multiple augmented dominant seventh chords, super-
imposed diminished triad (1C - 1E flat - 1A and c1-e1 flat - a1) and dominant 
seventh chord (f - b - d1 - g1 and f2 - b2 - d3 - g3) and also the aforemen-

29  Both pianos have their own rhythmic pattern that is repeated for two bars.
30  It is the same motive germ from which the first part of the repetitive process grows at 
the beginning of the second part (B). This fifth part actually begins with the same ’repeti-
tive beats’ of the octave double augmented five-three chord (f2 - a2 - c3 sharp and f3 - a3 
- c4 sharp) and the cluster (F - G - A flat and f1 - g1 - a1 flat) in demisemiquavers from 
the part B1. However, we are not inclined to interpret this fifth part of the composition 
as a section within the part B1, because according to the type of texture and logic of mu-
sical events it stands out as a separate part that contrasts to the previous part and which, 
as mentioned, achieves equivalence with the third part by diluting the sound mass and 
creating the effect of a slower flow of time.
31  It is a cluster (c3 - d3 - e3 flat - f3 - g3) given in the right second relationship, i.e. in a 
narrow position in the first piano, and a cluster in a broader spacing in the second piano 
(C - A - B flat - d).
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tioned multi-doubled augmented seventh chord, and by their echoing using 
the piano pedal.

The process of slowing down time continues in a significantly changed 
and shortened reprise of the first part of 14:30, the only segment in the whole 
composition that is really at a much slower tempo (crotchet = 48 versus the 
basic timing by the metronome according to which crotchet = 72). This, of 
course, intensified the experience of a slower passage of time, i.e. the unfolding 
of musical events. This is additionally achieved by repeating certain tones of 
the augmented, interrupted by rests, although partially shortened variants of 
the initial motif (the last tone e is omitted and the tone f is multiply augment-
ed instead), which is exposed in three bars in the first piano over some kind 
of figured passage in the second piano in hemidemisemiquavers (repetition 
of the descending tone row consisting of the fourth, third, first and seventh 

Example 5: Branka Popović, 14:30, the end of part B1 and the beginning of part D, b. 
92–95. (Molto energico ♩ = 72)
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tones of the previously mentioned basic scale, e2 - e2 flat - c2 - b1). This three 
bar structure is literally repeated only with the exchange of material between 
the parts, so that the whole situation from the beginning of the reprise (all six 
bars) is then repeated in a kind of free sequence. The initial motif is repeated: a 
second lower in the first piano, with melodic and rhythmic changes of its sec-
ond cell – first of all, the last tone (a4 flat) is not syncopated with its multiple 
extended variant, but a new tone (g4) is added for the entire four-four time. 
The mentioned figured passage is now exposed ascending from the sixth to 
the ninth tone of the basic scale (which coincide with the part of the harmon-
ic/overtone scale, from the 12th to the 15th partial/harmonic tones), which af-
ter multiple repetitions turns into an ascending scale-wise passage. During the 
repetition of the three bar structure, with the exchange of material between 
the pianos, certain tones of the initial motif were omitted, its penultimate tone 
augmented, and the last diminished. The slow tempo, sounding not only these 
last two tones but also the entire motif due to the use of the piano pedal, even 
the whole beat after the motif is already exposed, which otherwise emphasizes 
the effect of the harmonic overtone spectrum, have the effect of almost ’stop-
ping’ time. It’s as if time is standing still. Or maybe it disappeared somewhere?

It seems to us that this question is also asked in a short code, with the 
return of the basic tempo, but soon its slowing down (rit.). The slower and 
slower repetition of the shortened and melodically changed motif (g2 - a2 flat 
- b2 flat - b2 - c3 - e3 flat) alternately in the first and second pianos, with rests 
in the duration of the whole bars, even gives the impression of timelessness. 
We would say, it as if the composer is telling us that a ’section’ of time can be 
experienced as the absence of time.

What is, in any case, undoubted is that the composition 14:30 provokes 
its listener not only to the “creative interpretation” (Marija Masnikosa) of 
musical time, but also to contemplating the complex issues of time in music. 
That is, it confronts him with a complex question of time in general or, better, 
any time – real, psychological, historical, musical time, time of perception, 
time of reception ... but also with the multiplicity of its own time. This mul-
tiplicity is not only achieved by the mentioned different speeds of movement 
of the layers in the third part of the composition, but also arises from the 
musical intertextuality or intermusicality,32 more precisely, the open, unsta-
ble referentiality of the musical flow of the piece. Because this game of musi-
cal chronos is a game with minimalist techniques (repetitiveness, to a much 

32  Cf. M. Masnikosa, Orfej u repetitivnom društvu... [Orpheus in repetitive society... ], 79.
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lesser extent drone), but also Webern’s variational principle, traditional shap-
ing techniques (imitation, traditional ways of thematic work), genre features 
of the concert (elements of solo virtuosity in the fifth part of the composi-
tion), as well as elusive “musical quotes ’without quotation marks’”,33 so that 
the initial motif of 14:30 can be understood in essence, and which evokes 
an association with a Webernian motif. This elusive referential layer also de-
rives from the percussion effect of clusters and percussion treatment of the 
pianos in parts B and B1, which can be associated with one Béla Bartók, and 
the expressionist tension that results from it and the “soft atonality” (Marija 
Masnikosa) of these parts of the musical flow of the composition 14:30 refer 
to the modernist plane of this work. That is why it would be said that 14:30 
mostly resonates with the postminimalism of the “other modern”.34
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Summary

The composition 14:30 for two pianos by Branka Popović was created as a result of 
cooperation between the composer and the LP duo, whose performances of minimal-
ist music initiated the specific shaping of the piece. The mechanics, tension and stable 
pulse that are characteristic of the performance of this ensemble initiated the compos-
er’s typically postmodern game with musical time, i.e. the game of “musical chronos” 
(Igor Stravinsky) which confronts the listeners with a complex question of musical 
time, but also time in general. Conceived in six parts, schemes A B C B1 D A1 with 
short code, a consistently fragmentary structure and without traditional themes, 14:30 
is mostly guided by the logic of alternating ’faster’ and ’slower’ segments, in fact seg-
ments in which certain ways of playing with musical material alternate creates the 
effect, i.e. the impression of acceleration and deceleration, occasionally stopping time. 
This game is a game with minimalist techniques (repetitiveness, to a much lesser ex-
tent drone),  the Webernian variational principle, traditional shaping techniques (im-
itation, traditional ways of thematic work), genre features of the concert (elements of 
solo virtuosity in the fifth part of the composition), as well as elusive “quotes without 
quotation marks” (Maria Masnikosa), which point to the motif of one Webern (initial 
motif of the whole piece), the percussion effect of clusters and the percussion treat-
ment of piano by one Bartok, to the general expressionist intensity, and consequently 
the modernist plane of this work, which was also achieved by applying “soft atonality” 
(Maria Masnikosa; parts B and B1). With an open, unstable intertextuality, which also 
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results from the simultaneous flow of different layers (segment from the third part of 
the composition), this game confronts the listeners simultaneously with the multiplic-
ity of its own time and their time, but also with any other time. It invites them to re-
flection and to a personal creative interpretation of a complex phenomenon to which 
it already refers with its title. Namely, the multiplicity of the meaning of one ’section’, 
i.e. ’fragments’ of time.
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