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10.

11.

Krug | Circle, za oktet limenih puhaéa i dva
udaraljkasa | for brass octet and two percussionists . .... 06:01

Oktet slovenskih limenih puhaéa | Slovenian Brass Octet
Udaraljkaski duo Drumartica | Percussion Duo Drumartica

Supertramp’s journal

Day ,/INow Walk. .. .......ouuiiiiiiinnnnnnnnnnnnnnn 04:14
Day 4, Magic Bus Day . ........uuuuiiiinnnnnnnnnnnnnn 02:34
Day 9, WeaKness. . . ....cciiii ittt 03:29
Day 14, MiSery . . ..ottt e e e e e 03:00

Day 44, Butchering Extremely Difficult; Fly & Mosquito
hordes; Remove intestines, Liver, kidneys, one lung,

steaks; Get hindquarters & leg tostream . .............. 02:14
Day 64, Kruetzer Sonata . ............cuuiiiunnnnnnnn 05:08
Day 74, Terminal Man. Faster . ...............c.ccuuuuu.. 03:53
Day 89, Many Mushrooms. Dream . ...............uuu.. 04:26
Day 107, Beautiful Blue Berries. . . ... .........uuuuuunnn 03:15
Last Days. Every End Is a New Beginning. . ............. 03:38

Day 108 — Day 109 — Day 110 — Day 111 — Day 112 — Day 113

Kresimir Bedek, gitara | guitar



12.

13.

14.

15.

16.

Unreparable 7-Minute Study (about the possibility
of not getting to the right place in the right time),

za ansambl | forensemble ........................

Cantus Ansambl | Cantus Ensemble
Berislav Sipus, dirigent | conductor

Rosin put kuéi | Rosa’s Way Home .................

KreSimir Bedek, gitara | guitar
Nikola Fabijanié, saksofon | saxophone

Jedan | One, za éembalo i elektroniku

for harpsichord and electronics....................

| Franjo Bili¢, éembalo | harpsichord

Galijot | Galliot, za elektroniku | for electronics . .....

Lamentation (is when grief pours out),

za ansambl | forensemble ........................

Cantus Ansambl | Cantus Ensemble
Berislav Sipus, dirigent | conductor

Ukupno trajanje | Total time: 78:52






IVANA wo

KIS

Nakon zavrSene gimnazije i Glazbenog ucilista Elly Basic¢ (teorijski
odjel), IVANA KIS (Zagreb, 1979.) upisuje studij kompozicije na Muzi¢koj
akademiji u Zagrebu u razredu Marka Ruzdjaka. Diplomirala je 2002.
godine izvedbom skladbe Zaljubljeni akrobat za alt-saksofon i orkestar.
Od 2003. godine na poslijediplomskom je studiju na Kraljevskom
konzervatoriju u Den Haagu, gdje su joj profesori bili Louis Andriessen,
Gilius van Bergeijk i Diederik Haakma Wagenaar. Godine 2006.
magistrirala je koncertom Sell yourself in the marketplace. Za kazaliste
Korzo u Den Haagu napravila je nekoliko djela u suradnji s umjetnicima
iz drugih podrucja (vizualna umjetnost, drama). Za nekoliko produkcija
muzickog teatra napisala je glazbu (After the Breakdown, Robe of
feathers, Look at her Look at her Look at her). U svim svojim djelima
uvijek povezuje glazbu s dramom i/ili vizualnim elementima. Glazbu su
joj diljem Europe izvodili renomirani solisti i ansambli (ansambli ASKO
Schoénberg, Marten Altena, Cantus Ansambl i ansambl Nederlands
blaazers, kao i Zagrebacka filharmonija te Simfonijski orkestar HRT-a).
Zivi u lIzraelu, gdje predaje teorijske predmete i kompoziciju na
glazbenom odsjeku Skole Hof HaSharon i na Muzi¢kom konzervatoriju
u Kiryat Onu.




SKLADATELJSKI
IMAGINARIJ IVANE KIS

Bubnjevi i fanfarni pocetak autorskog albuma Ivane Kis navjeSc¢uju
uzbudljivu, zanimljivu i izazovnu glazbu koju je ova autorica odabrala iz
svog dosadasnjeg skladateljskog kataloga koji ¢ine solisticka, komorna,
orkestralna i glazbeno-scenska djela, skladana uglavnom na narudzbe
ili u suradnji s interpretima. Tom je doista zanimljivom opusu pecat
dao vec diplomski rad iz 2001. godine, Zaljubljeni akrobat, koncert za
saksofon i orkestar nastao na prijedlog njezina tadasnjeg profesora,
pokojnog akademika Marka Ruzdjaka, a Ciji ¢e zvuk i neki skladateljski
odabiri oznaciti i razdoblje studija u Nizozemskoj koje je uslijedilo.
Upravo ce studij u Nizozemskoj ostaviti na Kis najveci trag te oblikovati
njezin skladateljski habitus i kasniji repertoar. Odlaskom u lzrael, gdje
i dalje zivi i radi, u njezinu se rukopisu pojavljuje prepoznatljivi topos,
crvena linija koju, bez obzira na sastav ili formu djela, u njezinu radu
pratimo do danas. Posrijedi su price i likovi, stvarni ili nestvarni. Taj
se izvanglazbeni pokreta¢ glazbenog materijala nerijetko iS¢itava vec
iz naslova koji i sami prizivaju zanimanje slusatelja. Zajednicka je to
odrednica i nekoliko djela na ovom izdanju. Supertramp ‘s Journal, Rosin
put kuci, Jedan i Galijot skladbe su vezane uz kakav lik, kakvu stvarnu
ili izmisljenu licnost. Druge, pak, partiture donose bogat, uglavhom



akordicki oblikovan zvuk ili osvjezavaju snaznim ritmickim elementom
koji je iz sluSateljske perspektive nerijetko dominantan u njezinoj
glazbi. Ipak, skladbe predstavljene na ovom albumu nisu odabrane
kakvim tematskim objedinjavanjem niti ¢ine linearan vremenski prikaz
skladateljskog opusa, sto potvrduje i autorica, pojasnjavajuci: ,Trazila
sam kompozicije koje se jedna na drugu nadovezuju dramatski,
karakterno ili emocionalno, ili po potrebi stvaraju kontrast. Namjera je
da album bude zanimljiv kao cjelina, da slusateljima donosi novi zvuk ili
se zadrzava na starome, po estetskoj potrebi.“ Upravo estetika ostaje
neokrhnuta, uz prepoznatljive karakteristike autorskog pristupa koje
medusobno jedna pred drugom uzmicu i ponovno se pojavljuju, ovisno
o odabranomu karakteru, oblikovanoj gesti i zeljenoj energiji (kojom
ova glazba obiluje).

Album otvara Krug, skladba za oktet limenih puhaca i dva udaraljkasa,
snimka praizvedbe u interpretaciji Okteta slovenskih limenih puhaca,
zabiljezene 5. studenog 2015. godine u Opatiji. Tom je prilikom ususret
praizvedbi Ivana Kis o skladbi zapisala: ,,Dozivljaj ove kompozicije
je kao natjecanje u brzom hodanju kroz vrijeme: zamislite da kao u
ubrzanom filmu mozete proci unatrag kroz sve sto vam se dogodilo
od rodenja i vratiti se opet na pocetnu tocku u sedam minuta. lli da se
mozete vratiti unatrag u ovo jutro i znati da ¢ete ponovno prozivjeti
isti dan, bez mogucénosti da iSta promijenite. 1z te price dolazi zrcalna
forma - muzika radi puni krug i vraca se na svoj pocetak. Muzicka
inspiracija dolazi iz meni omiljenih baroknih fanfara - superiorne
kompozicije za brass i udaraljke.” Partitura je to koja stilski, zvucno
i karakterno iznenaduje isprva mozda neocekivanom klasi¢noscu



pristupa, uz jasne barokne elemente koji odmah otkrivaju glazbeno
razdoblje koje je skladateljici bilo inspiracijom, uz tome pripadajudi
odabir instrumentarija. U kompozicijsko-tehnickom pogledu, Kis ne
odstupa od svojih uobicajenih alata koji u ovoj skladbi jos jace dolaze
do izrazaja zahvaljujuéi kontekstu - njihovoj primjeni u odabranom
stilu, instrumentaciji i karakteru, uz pojednostavljeni polifoni pristup,
basovski ostinato, dijatonicki okvir te zrcalnu formu iz koje proizlazi i
naziv te, autorici jedne od drazih skladbi iz njezina opusa.

Opus je to koji na skladateljicinu mati¢nu, hrvatsku scenu nerijetko
unosi element iznenadenja i nesvakidasnjeg, refleksiju drugacijeg
senzibiliteta neopterecenoga skladateljskim tendencijama ili uzusima
odredene sredine. Tako je u zapazenoj skladateljsko-interpretskoj
suradnji s gitaristom Kresimirom Bedekom nastala dosad najdulja
skladba za gitaru solo u hrvatskoj glazbenoj literaturi, u kojoj ide korak
dalje u pristupu tome instrumentu. Rije¢ je o ciklusu Supertramp’s
Journal, skladbi ¢ija je pozadina dvojaka: jedna prica slijedi tekstualni
i poeticki predlozak prema kojemu je Ki$ skladala, dok druga prati
poticaj za pisanje koji je 2018. godine dosao od Bedeka te razvoj ideje o
skladbi, na kojoj su zajedno radili, kao i same partiture koja je inicijalno
trebala biti ciklickim djelom za studente gitare. Od samoga pocetka bilo
je jasno da je posrijedi ideja o nesto duljoj skladbi, Sto za sobom povlaci
svojevrsnu neizvjesnost u pogledu glazbenog materijala, glazbene
gradnje duge forme te, konac¢no, recepcije i slusateljskog fokusa koji je
skladateljica imala na umu. Tematski se ova skladba oslanja na poznatu
pricu mladi¢a koji je napustio studij, obitelj i prijatelje te odlucio
oti¢i u divljinu, na Aljasku, Zivjeti daleko od civilizacije. Christopher



McCandless (Supertramp) na tom je putu ucio zivjeti u divljini, ali je i
Citao te vodio dnevnicke zapise koji su jedina okosnica i materijal koji
je skladateljica odlucila uzeti kao podlogu svoga ciklusa. Nazivi deset
stavaka ovog ciklusa za gitaru solo citati su iz Supertrampova dnevnika.
,Te sam citate provukla kroz moj vlasiti emocionalni dozivljaj njegove
price. U mojoj kompoziciji Supertramp kao stvarna osoba ne postoji,
postoje samo rijeci koje je napisao, a napisao ih je iznimno malo. Manjak
njegovih opisa daje mi puno slobode za emocionalnu interpretaciju,
ali to je moja emocionalna interpretacija i ni u kom slucaju pokusaj
interpretiranja njegovih emocija.“ Kolaboracijski pristup radu na ovom
glazbeno-vizualnom prikazu Supertrampova puta bio je isprepleten
medusobnim utjecajima sudionika na projektu, onih s glazbene i onih s
vizualne strane. llustratorica Liat Chen kao pocetni impuls za nastanak
primarnog vizualnog materijala djela, ilustracija pojedinih dnevnickih
zapisa, imala je tada vec¢ postojecu glazbu Ivane Kis i interpretaciju
KresSimira Bedeka. Vazan pri nastanku glazbe i ilustracija bio je element
osobnog dojma o dnevniku Supertrampa. Skladateljica nije zZeljela
istrazivati detalje i pretvoriti skladbu tek u prepricavanje zivotne price
Christophera McCandlessa, o ¢emu vec postoji niz ostvarenja - film,
glazba i razliciti drugi radovi nastali su na tu temu. Sam dnevnik jedini
je predlozak za pisanje glazbe, taj vrlo sazet zapis Cinjenica kako ih je
skicirao McCandless, otvarajuci bezbrojne mogucnosti interpretaciju.
U tim zapisima nema naracije dogadaja pojedinoga dana, oni sadrze
samo minimalisticke podatke faktografskog karaktera koje taj mladi¢
zapisao u knjizicu. Nakon nastanka glazbe i ilustracija, zavrsni sloj
umjetnicke price daje Roy Shapira, dajudi ,zivot® slikama Liat Chen
na vrlo diskretan nacin, podcrtavajuci ovu sada primarno glazbenicku
pricu u kojoj je glavni protagonist KreSimir Bedek.



MANY MUSHROOMS. DREAM

Autorica slike | Painting by:
LIAT CHEN




Ostajudi vjerna svojim skladateljskim principima i postupcima, Kis i
ovdje koristi neke od svojih ‘favorita’. Uranjajudi, imerzivni slusni dojam
prvog stavka (/ Now Walk) donosi skladateljici drag lokrijski modus,
na Cije uvijek prisutne izazove daje svoj kreativni odgovor, ocrtavajudi
usto osjecaj nestabilnosti i neizvjesnosti puta na koji je krenuo
Supertramp. U drugom stavku (Magic Bus Day) dominiraju zvucni
akordi nastali uporabom otvorenih zica (slicno kao i u drugoj skladbi
s ovog albuma koju izvodi isti interpret, Rosa’s Way Home) dajuci
naglaseno ‘sretan’ karakter. U trecemu stavku (Weakness) koristeni su
flazoleti, dajuci prizvuk osjecaja usamljenosti i hladnoce, s tek cetiri
akorda koji stvaraju zvuéni dojam topline. U stavcima koji ocrtavaju
unutarnja previranja posebno dolazi do izrazaja interpretacija Kresimira
Bedeka. Takav je i Cetvrti stavak (Misery), koji donosi mucan i tezak
zvuk gitare, kroz tremola i na neki nac¢in ‘ukoceni’ ritam, ilustrirajuci
sada vec¢ frustriraju¢u nemogucnost pronalaska rjesenja preprekama
i problemima o kojima ne saznajemo puno iz zapisa protagonista.
Skladateljica je kao polaznu toc¢ku za glazbu pronalazila u detaljima
tih, ve¢ dovoljno asketski oblikovanih dnevni¢kih biljeski, kao sto
je peti stavak (Butchering Extremely Difficult), tehnic¢ki zahtjevan
glazbeni dio nastao na dnevnicki zapis 44. dana koji donosi ujedno
i najdulji zapis iz kojega je skladateljica kao klju¢ni detalj izdvojila
element letecih rojeva komaraca, sto se ocrtava i u zapisu, ali i da Cuti
u virtuoznom odsjeku i interpretaciji gitarista. Sesti stavak (Kruetzer
Sonata) donosi zabiljezeno stalno ponavljanje jedne te iste melodje,
s pocetnim motivima Beethovenove Kreutzer sonate koja je i u
vizualnome prikazu ilustrirana kao ,buba u uhu“ (earbug). U sedmomu
stavku (Terminal Man. Faster) dolazi do ubrzanog ponavljanja fraze
do njezine neprepoznatljivosti i gubljenja smisla. Many Mushrooms.



Dream podnaslov je za Kis najnetipi¢nijeg, osmoga stavka, u kojemu
rastace vlastitu glazbenu logiku, sada nestalu pod utjecajem gljiva
u snu. Skladateljica je ovdje upotrijebila glazbeni materijal velikog
ljubitelja gljiva, najslavnijeg americkog eksperimentalista Johna Cagea.
Primjese egzotistickog glazbenog materijala i motiva uskog ambitusa
njegove skladbe iz 1948. godine nalaze ovdje dobru nisu i (glazbeno)
logican hommage. Deveti po redu stavak odnosi se na dnevnicki zapis
107. dana, kada je McCandless zapisao ,prekrasne plave bobice”, ¢iju
romanti¢nu ideju prenosi glazba, ni ne slutedi, kao i protagonist price,
da su vjerojatno upravo pojedene ,prekrasne bobice” uzrok tome da
je preostalih Sest dana bez zapisa, oznaceni tek kao - posljednji dani,
uz podnaslov Svaki kraj je novi pocetak. Kontemplacija i rezonantan
zvuk oblikuju deseti, ujedno posljednji stavak (Last Days) u kojemu
svaka glazbena recenica zavrSava ponavljanjem istog tona, odnosno
prihvacanjem sudbine. Jedini dio teksta podnaslova stavaka koji nije
originalno zapisan u dnevniku prati posljednji stavak: Every End is a
New Begining. Recenice se skracuju kao i udisaji, a pri kraju ostaje samo
motiv udaha koji se stiSava i nestaje, stvarajucdi pred kraj ove suite neku
vrstu uranjajuceg efekta koji kao da kani slusatelja pribliziti lucidnim
snovima sanjara idealista kakav je bio Supertramp.

Unreparable 7-minute study (about the possibility of not getting
to the right place in the right time), u prijevodu: Nepopravijiva
sedmominutna studija (o nemogucnosti dolaska na pravo mjesto u
pravo vrijeme) skladba je nastala 2006. godine, za vrijeme studija u
Nizozemskoj, a praizveo ju je tamosnji ansambl za suvremenu glazbu
Asko Schoénberg. Ta svojevrsna ,studija o nepodudarnosti“ temelji se



na razlicitim kratkim motivima koji uglavhom nemaju organiziranu
unutrasnju strukturu, koji nisu povezani jedan s drugim, a ako i jesu,
onda ne uspijevaju ‘sjesti’ u pravo vrijeme. Konzistentan proces
svojevrsnog postupnog raspadanja ujedinjuje formu u cjelini, odnosno,
skladateljicinim rijeCima: ,,Svi ti motivi na neki se nacin ‘drze skupa’
u ¢vrstoj namjeri da se kompozicija ne raspadne prije kraja.” Nakon
izvedbe ove skladbe na autorskom koncertu odrzanom 15. listopada
2019. (¢iji se tonski zapis nalazi i na ovome albumu), kada je praizvedena
i skladba Lamentation, skladateljica je zakljucila kako je ,Cudesno
iskustvo susresti samu sebe otprije dvadeset godina, a onda odmah
poslije opet biti sadasnja ja. Upravo je takvo bilo iskustvo izvedbe ovih
dvaju djela.”

Rosa’s Way Home naslov je skladbe za basetni klarinet i gitaru,
odnosno altovski saksofon i gitaru, iz 2009. godine koju je Ivana Kis
napisala i posvetila generacijskim kolegama, glazbenicima Mihaelu
Paaru i KreSimiru Bedeku. Ovo je jedna od skladbi iz autori¢ina opusa
koja ima snaznu tematsku okosnicu u prici o zeni koja se izgubi na putu
kuci te smeteno hoda u nadi da ¢e pronaci put koji se uvijek iznova Cini
nepoznat, a njezinu paniku i strepnju dosljedno ocrtava glazbeni tijek
skladbe, kao i njezin motivi¢ki materij te dinami¢ka dramaturgija.

Rosa is lost again.

For a woman of her age it is quite embarrassing.
She is sitting on a sidewalk and looking at the
unfamiliar shop signs and cars passing by.



She is trying to remember how did she get here

she is recalling her path step by step. Often she loses

the track of the steps so she has to repeat

them on and on. In her thoughts steps are never quite

the same and it is making big confusion in her head.

She is sitting here already for hours and it is getting late.
She thinks: “I guess I'll just have to admit myself that I'm lost,
I'm lost again, I'm lost, and again I’'m lost, yes, I'm lost,

I’'m lost, I'm lost...”

Niz prica nastavlja se u najrecentnijoj skladbi s ovog albuma: Jedan,
za cembalo i elektroniku. U ovom djelu koje je ¢embalist Franjo Bili¢
praizveo 27. svibnja 2021. godine u sklopu 31. Muzi¢ckog biennala
Zagreb elektronika prosiruje tehnicke mogucénosti ¢embala. Isprva
samo (osamljeno) c¢embalo stvara vlastiti imaginarni svijet (a
predstavlja ga elektronika) koji je zvucno raskosSan prikaz idilicnog,
ugodnog i zadivljujué¢eg glazbenog zvucanja u koje intervenira i koje
se postupno zavija, izoblicuje i stapa s dionicom elektronike te kasnije
prelazi u plesni, gotovo pop-folk ritamski obrazac prije zaklju¢nog
odsjeka. Svoj imaginarni svijet kao da je dovelo do eufori¢nih razmjera
i viSe nije vazno je li taj svijet stvaran ili imaginaran. Zavrsetak u maniri
kakve rezolutne solisticke kadence, smirenog akordi¢kog odsjeka, kao
da prikazuje ¢embalo jos jednom samo u prvotnom stanju, akusticki
usamljeno. ,Svijetovi su to neograni¢cenih mogucnosti®, autoric¢inim
rijeCima, ,pocinje skromno, punijim tonom i glissandima, a zavrSava
s Cetiri ¢embala koja sviraju zajedno, bubnjevima i zvonima. Kada
se izvodi uzivo, zvucnik je unutar cembala, tako da sva elektronika



izlazi iz njega, kao i prirodan ton.” Skladba je snimljena u prostoru
Muzeja suvremene umjetnosti, prostoru koji je na skladateljicu
djelovao oslobadajuce i poticajno u kreativhom aspektu, dodajudi i
samoj glazbi jo$ jedan znacenjski i recepcijski vazan sloj. Govoreci
o ovdje prominentnom ritmickom elementu skladbe, Kis pojasnjava
kako smatra da njezine skladbe nisu toliko ritmicki snazne ,koliko je
ritam (beat) strasno zakrzljali element u suvremenoj klasi¢noj glazbi.
Za mene je Cesto upravo beat ono Sto pokrece glazbu ili je njegovo
primjetno odsustvo ono Sto gradi atmosferu.”

Govorec¢i o mjestu koje elektronicka glazba ima u njezinu skladanju
te pristupu prema elektronici, u odnosu na pristup pri skladanju za
instrumente, lvana Kis otkriva kako elektronika ipak ima poseban tretman.
1o je zvuk koji ne nastaje koristenjem tijela i stoga ga dozivljavam stranim,
neprirodnim zvukom. S druge strane, elektronika daje neogranic¢enu
tehnicku slobodu koje ljudsko tijelo ne moze dati. Pokusavam nadi balans
u elektronici: dati zvukovima prirodniji ton i ograniciti slobodu samo
na one elemente koji su mi vazni u pojedinoj skladbi. Cesto mi se &ini
da u klasi¢noj elektronickoj glazbi sva pravila nestaju, a ja pokusavam
obuzdati elektroniku istim pravilima koja koristim kao kada pisem za
instrumente.” Jedina ‘Cista’ elektronicka skladba koja je svoje mjesto
pronasla na ovom izdanju druga je verzija skladbe Galijot. Nadahnuce
za ovu skladbu bila je pjesma Galiotova pesan Vladimira Nazora. To je
djelo izvorno nastalo 2012. godine za dva glasa i elektroniku, a deset
godina kasnije nastaje elektronicka verzija. Pjesnicki predlozak nije tek
tematskom okosnicom skladbe, nego postaje i dijelom njezina sadrzaja,
utiskujuci u cjelokupni glazbeni materijal zalihost emocija i imanentni



zvukovni svijet sadrzan u tekstu. Tako se u verziji za dva glasa i elektroniku
tekst pjesme prenosi u vokalizi koju izvode glasovi, dok je u elektronickoj
verziji dramaturski dio prisutan na drugi nacin; pokreti vesala te valovi
koje zamisljamo da se osjecaju u pokretu galije ovdje se i ¢uju, zvucno
se prikazuju i sje¢anja, bijes te mir ispod povrSine mora. ,Elektronika
daje najvecu slobodu Sumu, a Galijotova pric¢a trazi ‘prljave’ zvukove,”
pojasnjava autorica. Na taj se nacin zvu¢no imaginira mracan unutarnji
i vanjski svijet roba okovanog na galiji koji utjehu nalazi u konstantnom
zvuku valova. Oni svojom repetitivnoséu daju ritam njegovoj pjesmi koja
prati emocionalne promjene galijota izrazene kroz promjene glazbenog
karaktera i zanimljivu dramaturgiju skladbe.

U slucaju skladbe Lamentation (is when grief pours out) koju je
praizveo Cantus Ansambl pod ravnanjem Berislava Sipu$a na ranije
spomenutom autorskom koncertu cija je snimka zabiljezena na ovomu
albumu, otvorenost prema interpretima rezultirala je i bliskoséu s
originalnom (za)misli skladateljice. ,Rijetko kada dogodilo se da je
koncertna praizvedba toliko slicna onome djelu koje sam bila zamislila,
buduci da u svojim skladbama glazbenicima ostavljam veliki prostor za
interpretaciju. U tome je smislu praizvedba Lamentacije bilo mirno, ali
katarzicno iskustvo, bas onakvo kakvo pristaje atmosferi kompozicije
i kakvo je bilo zamisljeno.“ Tom je prilikom Berislav Sipus zapisao: ,....
mogu primijetiti kako Ivana danas i sada, u svojoj novoj skladbi - ve¢
vrlo sugestivha naslova - inzistira na ritamsko-metrickom smiraju,
mirnocdi, konstanti, odredenih akordickih formacija, vrlo jednostavnih
u svojoj konstrukciji, zavodljivih u njihovu odjeku proslosti, bas poput
kakvog ‘sje¢anja na harmoniju’, Sto ¢ujemo u nekim opusima Franza



Liszta. Harmonije koje teze sugerirati barem dio emotivnosti koju
iS¢itavamo iz naslova, a koju skladateljica unosi iskreno i direktno i u
sam notni zapis; silazni predudari kod tonova melodije koja se seli od
jednog instrumenta do drugog - vec¢ nas ‘vuku’ da zajedno s autoricom
sudjelujemo u prizivanju suosjecanja, sazaljenja, razmisljanja. Jednom
rijeC¢ju, ova mi se skladba cini kao poziv na introspekciju. Mantricka
i stalna ritamska formula, prisutnost pedalnih tonova, polagano
odvijanje glazbenoga materijala, kao i polagane izmjene poznatih
nam akorada, zatim melodije u svom zacecu, koje odabirom tonova
ponekad disoniraju s temeljnim akordickim okruzenjem... sve nas to
dovodi u stanje promisljanja, razmisljanja, sve do onog stanja u kojemu
vise nema fluktuacije misli, nego nam se sva c¢ula i osjeti koncentriraju
upravo na ono Sto skladateljica zeli. Kao da nam govori: Budite sa
mnom u ovoj pjesmi, slusajte i mislite...“ Istodobno, ususret praizvedbi,
autorica je napisala: ,lzuzetno mi je tesko izbaciti duboke emocije,
zaplakati, zavristati, slomiti se, slomiti nesto drugo... Imam osjecaj
da bih trebala, a ne znam kako. Dala sam instrumentima da zaplacu
umjesto mene i to je to.” Demistificirajuci ideju u pozadini skladbe,
sve je kazivanje prepustila samoj glazbi u partituri Cije je zvukovno i
emocionalno napojeno tkivo obogatilo opus Ivane Kis, ali i hrvatsku
glazbenu literaturu.

Karolina Rugle
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KIS

After graduating high school and Elly Basic¢ Music School (Department
of Theory), IVANA KIS (Zagreb, 1979.) enrolled in composition studies
at the Academy of Music in Zagreb in the class of prof. Marko Ruzdjak.
She graduated in 2002 with her diploma composition Acrobat in
Love, for alto-saxophone and orchestra. Since 2003, she has been on
postgraduate studies at the Royal Conservatory in The Hague, where
her professors were Louis Andriessen, Gilius van Bergeijk and Diederik
Haakma Wagenaar. In 2006, she received her master’s degree with
her concerto Sell yourself in the marketplace. For the Korzo theater in
The Hague, she created several works in collaboration with artists from
other fields (visual arts, drama). She wrote music for several musical
theatre productions (After the Breakdown, Robe of feathers, Look at
her Look at her Look at her). In all her works, she always connects music
with drama and/or visual elements. Her music has been performed
throughout Europe by renowned soloists and ensembles (like ASKO
Schénberg, Marten Altena, Cantus Ensemble and Nederlands blaazers
Ensemble, as well as the Zagreb Philharmonic Orchestra and the
Croatian Radiotelevision Symphony Orchestra). She lives in Izrael, where
she teaches music theory and composition at the music department of
the Hof HaSharon School and at the Conservatory of Music in Kiryat On.
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IVANA KIS’'S COMPOSER'’S
IMAGINARIUM

The drum and fanfare beginning of Ivana Kis’s album heralds the exciting,
interesting and challenging music that this author has chosen from her
compositional opus thus far, which consists of solo, chamber, orchestral
and musical-stage works, mainly commissioned compositions or made
in collaboration with the performers. This truly compelling oeuvre was
already sealed by her master diploma work from 2001, Concerto for
saxophone and orchestra Acrobat in Love, proposed and mentored
by her professor, the now late academic Marko Ruzdjak, whose sound
and compositional manners will also mark the following period of
her studies in the Netherlands. Her study in the Netherlands left the
most significant mark on Kis and shaped her compositional habitus
and later repertoire. By emigrating to Israel, where she still lives and
works, a recognizable topos appears, a somewhat red line emerges
in her opus which, regardless of the compositional structure or form,
we follow in her works till this day. That topos consists of stories and
characters, real or fantasy. This non-musical catalyst of musical material
can often be identified from the titles, which themselves arouse the
listener’s interest. This feature is common of several works on this CD.
Supertramp ’s Journal, Rosa’s Way Home, One and Galliot are related
to a character, a real or fictional personality. Other scores bring a rich,



mostly chordal sound, or are refreshed by a strong rhythmic element
that is often dominant in her music from the listener’s perspective.
However, the compositions presented on this aloum were not selected
to be thematically unified, nor do they form a linear chronological
presentation of the composer’s oeuvre, which the author confirms,
explaining: “I was looking for compositions that build on each other
dramatically, character-wise or emotionally; or create a contrast if
necessary. My intention is to make this album interesting as a whole,
to bring the listeners a new sound or stick to the old one, according
to the aesthetic need.” Precisely this aesthetic is what remains intact,
along with the recognizable characteristics of Kis’s approach, which
mutually recede and reappear, depending on the chosen character,
shaped gesture and desired energy (which this music abounds in).

The album opens with Circle, a composition for brass octet and two
percussionists. Presented here is the recording from its premiere, by
the Slovenian Brass Octet, recorded on November 5, 2015 in Opatija.
For that concert, Ivana Ki$ wrote: “Experiencing this composition is like
competing in fast walking through time: imagine that, like in a sped up
video, you can go backwards through everything that has happened to
you since birth and return again to the starting point in seven minutes.
Or that you can go back to this morning and know that you will relive
the same day, without the ability to change anything. This story idea
creates a mirror form - music makes a full circle and returns to its
beginning. The musical inspiration comes from my favourite motive:
baroque fanfares - a superior composition for brass and percussion.”
The score at first surprises in terms of style, sound and character,
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due to a perhaps unexpected classical approach, with clear baroque
elements that immediately reveal the musical period which served
as the composer’s inspiration, along with the associated selection of
instruments. From a compositional and technical point of view, Kis
does not deviate from her usual compositional tools, which in this case
come to the fore even more strongly by virtue of the context - their
applicability in the chosen style, instrumentation and character, with
a simplified polyphonic approach, bass ostinato, diatonic framework
and a mirror form which sets the title up. This is one of Kis’s favorite
compositions from her opus.

And her opus often brings an element of surprise and novelty to the
composer’s native Croatian composing scene, a reflection of a different
sensibility unencumbered by compositional tendencies or the tastes
of a certain environment. And so, in the distinguished compositional-
interpretive collaboration with guitarist Kresimir Bedek, the longest
piece ever written for guitar solo in Croatian music history was created,
and this work goes a step further in its approach to that instrument.
Supertramp’s Journal, a cycle whose background is twofold: one
story follows the textual and poetic template according to which Kis
composed, while the other follows Bedek’s incentive from 2018 and
the joint development of the idea for the composition. Together, they
established the concept, as well as the score itself, which was initially
supposed to be a cyclic work for guitar students. It was clear from
the very beginning that this was going to be a slightly longer piece,
which entailed a kind of uncertainty regarding the musical material,
the musical construction of the long form and, finally, the reception



and listener focus that the composer had in mind. Narratively, this
composition is based on the well-known story of a young man who left
his studies, family and friends to go to the wilderness, to Alaska, so he
could live far from civilization. Christopher McCandless (Supertramp)
learned how to live in the wilderness on that journey, but he also read and
kept diaries which are the only backbone material that the composer
decided to take as the basis for her work. The names for this guitar solo
cycle’s ten movements are quotes from Supertramp’s diary. “I drew
these quotes through my own emotional experience of his story. In my
composition, Supertramp does not exist as a real person, only words
he wrote are here, and he wrote extremely few of them. The lack of his
descriptions gave me a lot of freedom for emotional interpretation, but
it is my emotional interpretation and in no way an attempt to depict his
emotions.” A collaborational approach to working on this audiovisual
display of Supertramp’s journey was intertwined with different other
artists which helped realize this project, both musically and visually.
Having written and recorded the composition (Kresimir Bedek’s
performance), illustrator Liat Chen thus already had the initial material
on which she would base the primarily visual side of this piece, which
she based on the illustrations from individual diary entries. The element
of personal impression of Supertramp’s diary was very important in
the creation of the musical and visual side of the cycle. The composer
didn’t want to know Christopher McCandless’ life story down to the last
detail, since then her piece would be just another retelling of his life;
and we already have a movie, music and various other works created
to reiterate this subject. The diary itself was the only guide for writing
music, that very concise record of facts as sketched by McCandless,
opening countless possibilities for interpretation. In these records,
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there is no narration of the events of a particular day, they contain only
minimalist information of a factual nature which the young man wrote
down in a notebook. After creating the music and illustrations, the final
layer for this artistic story is made by Roy Shapira, breathing “life” to Liat
Chen’s paintings in a very discreet way, underlining this now primarily
musical story in which KreSimir Bedek is the main protagonist. Staying
true to her compositional principles and techniques, Kis uses some of
her ‘favorites’ here as well. The immersive auditory impression of the
first movement (/ Now Walk) brings forth Kis’s very dear Locrian mode,
to whose ever-present challenges she gives her creative response, at
the same time delineating the feeling of instability and uncertainty of
the path Supertramp has taken. The second movement (Magic Bus
Day) is dominated by sound chords created by the use of open strings
(similarly to another composition from this aloum performed by the
same guitarist, Rosa’s Way Home), giving it an emphatically ‘happy’
character. In the third movement (Weakness), flageolets aure used to
give an undertone of loneliness and coldness, with only four chords
creating a sound impression of warmth. Kresimir Bedek’s interpretation
comes to the fore in the movements that outline the vagabond’s inner
turmoil. Such is the fourth movement (Misery), which brings a heavy
and damp guitar sound through tremolo and, we might say, ‘stiff’
rhythm; illustrating the already frustrating impossibility of finding
solutions to obstacles and problems about which we don’t learn much
from the protagonist’s records. The composer found the starting point
for her music in the details of those already ascetically shaped diary
entries, such as the fifth movement (Butchering Extremely Difficult),
a technically demanding piece of music based on the diary entry on
the 44" day, which is also the longest entry from which the composer



singled out the motive of flying swarms of mosquitoes as a key detail,
which is outlined in the score, but also can be heard in the virtuoso
section and interpretation of the guitarist. The sixth movement
(Kruetzer Sonata) brings a constant repetition of one and the same
melody - the opening notes of Beethoven’s Kreutzer Sonata, which is
also illustrated in the visual representation as an earbug. In the seventh
movement (Terminal Man. Faster) there is an accelerated repetition
of the phrase until it becomes unrecognizable and loses its meaning.
Many Mushrooms. Dream is the subtitle for Ki§’s most atypical eight
movement, in which she dissolves her own musical logic, now lost
under the influence of mushrooms in a dream. Here, the composer
used the musical material of a great mushroom lover, the most famous
American experimentalist John Cage. The admixture of exotic musical
material and motifs of a narrow ambitus from his 1948 composition
find a good niche and a (musically) logical homage in this movement.
The next, ninth movement in a row refers to the diary entry on day 107,
when McCandless wrote down “beautiful blue berries”, the romantic
idea which is conveyed by the music, not even suspecting, like the
protagonist of the story, that the “beautiful berries” that had just
been eaten were probably the reason why the remaining six days are
without entries; marked only as - the last days, with the subtitle Every
End is a New Beginning. Contemplation and resonant sound from the
tenth, and also the last movement (Last Days), in which each musical
sentence ends with the repetition of the same tone, that is, acceptance
of fate. The only subtitle text that doesn’'t come from McCandless’
original diary is inscribed in the last movement: Every End is a New
Beginning. The sentences are shortened, as are the breaths, and near
the end only the motif of the abated breath remains, which quiets
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down and disappears, creating a kind of immersive effect towards the
end of this suite. It brings the listener closer to the lucid dreams of an
idealist dreamer like Supertramp.

Unreparable 7-minute study (about the possibility of not getting
to the right place in the right time) was composed in 2006, during
Kis’s studies in the Netherlands, and it was first performed by the
contemporary music ensemble there, Asko Schoénberg. This kind of
“study on inconsistency” is based on different short motifs that mostly
have no organized internal structure, and are not connected to each
other. But even if they are, then they don’t manage to “fit” at the right
time. A consistent process of a gradual disintegration unites the form
as a whole, that is, in the composer’s words: “All these motifs somehow
‘hold on tight’ in the firm intention that the piece does not disintegrate
before the end.” After the performance of this composition at the
author’s concert held on October 15, 2019 (the recorded performance
from this recital can be found on this CD), when her Lamentation was
also premiered, Ki$ concluded that “it was a wonderful experience to
meet myself from twenty years ago, and then immediately later be the
old self again. That was exactly the experience of my listening to these
works.”

Rosa’s Way Home is the title of a composition for basset clarinet and
guitar, i.e. alto saxophone and guitar, from 2009, which Ivana Ki$ wrote
and dedicated to her colleagues, musicians Mihael Paar and Kresimir
Bedek. This is one of the pieces from the author’s opus that has a
strong program backbone in the story of a woman who gets lost on



her way home and walks distractedly in the hope of finding a path that
seems unknown again and again, and her panic and trepidation are
consistently outlined by the musical flow of the composition, as well as
by its motif material and dynamic dramaturgy.

Rosa is lost again.

For a woman of her age it is quite embarrassing.

She is sitting on a sidewalk and looking at the

unfamiliar shop signs and cars passing by.

She is trying to remember how did she get here

she is recalling her path step by step. Often she loses
the track of the steps so she has to repeat

them on and on. In her thoughts steps are never quite
the same and it is making big confusion in her head.

She is sitting here already for hours and it is getting late.
She thinks: “I guess I'll just have to admit myself that I’'m lost,
I’'m lost again, I'm lost, and again I’'m lost, yes, I'm lost,
I'm lost, I'm lost...”

The string of stories continues in the most recent piece from this
album: One, for harpsichord and electronics. In this piece, which
harpsichordist Franjo Bili¢ premiered on May 27, 2021, as part of the 31t
Zagreb Music Biennale, electronics expand the technical possibilities of
the harpsichord. At first, only the (lonely) harpsichord creates its own
imaginary world (represented by the electronics), which is a sonically
sumptuous representation of the idyllic, pleasant and stunning musical
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sound in which it intervenes and gradually blends, distorts and merges
with the electronic sounds; and later turns into a dance, almost pop-
folk rhythmic pattern before the closing section. Harpsichord seems
to have brought its imaginary world to euphoric proportions and it no
longer matters if that world is real or fantasy. The ending in the manner
of a resolute solo cadence, a calm chordal section, seems to showcase
the harpsichord once again only in its original state, acoustically
alone. “There are worlds of unlimited possibilities,” Kis states. “It
starts modestly, with a fuller tone and glissandos, and ends with four
harpsichords playing together, drums and bells. When performed live,
the speaker is inside the harpsichord, so all the electronics come out
of it, as well as the natural tone.” The recording of this performance
was taped in the Museum of Contemporary Art in Zagreb, a space that
had a liberating and stimulating effect on the composer in terms of
creativity, adding to the music itself another important layer of meaning
and reception. Speaking of the here prominent rhythmic element of
her composition, Ki$ explains that she thinks how her pieces are not
as rhythmically strong “since the beat is a terribly outdated element
in contemporary classical music. For me, it is often precisely the beat
that drives the music or its noticeable absence builds the atmosphere.”

When talking about the place that electronic music occupies in her
composing process, and the approach to electronics in relation to the
one when composing for instruments, Ivana Kis reveals that electronics
still have a special treatment. “It is a sound not created by using the
body, and | perceive it as a foreign, unnatural sound. On the other hand,
electronics provide unlimited technical freedom that the human body



cannot give. | try to find a balance in electronics: give the sounds a
more natural tone and limit freedom to only those elements that are
importanttomeina particular piece. It often seems to me that in classical
electronic music all rules disappear, and | try to restrain electronics
with the same rules | use when | write for instruments.” The only ‘pure’
electronic composition that found its place on this edition is the second
version of Galliot. The inspiration for this piece was the song Galiotova
pesan by Vladimir Nazor. This work was originally created in 2012 for
two voices and electronics, and ten years later electronics version was
created. The poetic template is not just the thematic backbone of
the composition, but also becomes part of its content, imprinting in
the entire musical material the stock of emotions and the immanent
sound world contained in the text. Thus, in the version for two voices
and electronics, the text of the song is conveyed in the vocalization
performed by the voices, while in the electronic version the dramatic
part is present in another way; we hear the movements of the oars
and the waves as we imagine the sailing galley here; memories, anger
and peace beneath the surface of the sea are also sonically presented.
“Electronics give the greatest freedom to sound, and Galliot’s story is
seeking ‘dirty’ sounds,” explains the author. In this way, the dark inner
and outer world of a slave chained to a galley, who finds solace in
the constant sound of waves, is sonically imagined. The repetitiveness
gives rhythm to his song, which follows the emotional changes of the
galliot expressed through changes in the musical character and the
interesting dramatic outline of the composition.
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In the case of Lamentation (is when grief pours out), which was
premiered by the Cantus Ensemble under the baton of Berislav Sipus at
the previously mentioned recital of Kis’s works - the recording on this
album comes from that concert - the openness towards interpreters
resulted in a closeness to the composer’s original thought. “Rarely do
| think that the premiere performance of my work is identical to the
performance | had in mind, since | leave a lot of room for artist freedom
in my composition for musicians. In this sense, the Lamentation’s
premiere was a calming but cathartic experience: it perfectly suited
the atmosphere which | intended for this piece.” Berislav Sipu$ wrote
for that concert: “...I can see how today lvana in her new piece - already
with a very suggestive title - insists on a rhythmic-metric calmness,
composure, consistency, certain chordal formations, very simple in
their construction, but seductive in their echo of the past, just like
some kind of ‘memory of harmony’, which we hear in some of Franz
Liszt’s works. Harmonies that tend to suggest at least a part of the
emotionality that we can read from the title, and which the composer
introduces honestly and directly into the sheet music itself; descending
overtones of the melody that moves from one instrument to another
- already ‘pulling’ us in to participate together with the author in
invoking compassion, pity, reflection. In other words, this piece seems
to me to be an invitation to introspection. The mantric and constant
rhythmic formula, the presence of pedal tones, the slow unfolding of
the musical material, as well as the slow changes in familiar chords,
then the melodies in their conception faze, which sometimes dissonate
with the basic chordal environment... all this brings us to a state of



reflection and thinking, until the state in which we are is nothing but
a fluctuation of thoughts, though all our senses are concentrated on
exactly what the composer wants. It’s as if she’s telling us: Be with me
in this song, listen and think...” At the same time, the author wrote: “It is
extremely difficult for me to release deep emotions, cry, scream, break
down, break something else... | have a feeling that | should, but | don’t
know how. | let the instruments cry for me and that’s it.” Demystifying
the idea in this piece’s background, she left all the narration to the
music itself in the score, whose sound and emotional fabric enriched
the oeuvre of Ivana Kis, as well as Croatian musical literature.

Karolina Rugle
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