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Pavel Mihelčič:

UVODNE BESEDE
Darja Koter: 

MATIJA (FRANE) BRAVNIČAR – PRISPEVEK K BIOGRAFIJI

Prispevek je zaokrožena in v določenih segmentih dopolnjena biografija Matije Bravničarja, violinista, skladatelja, publicista in profesorja, ki je nastala na podlagi arhivskih virov Narodne in univerzitetne knjižnice v Ljubljani ter skladateljevih spominov v še neobjavljeni avtobiografiji, ki jo hrani sin Dejan Bravničar. Skladatelj Matija Bravničar je bil rojen v Tolminu in krščen kot Matija Franc, domači in znanci so ga imenovali Frane. Violino se je učil že v osnovni šoli, nato na učiteljišču v Gorici, v glasbeni šoli tamkajšnje Glasbene matice ter pri zasebnih učiteljih, formalno pa je ni študiral. Že v mladosti se je zanimal za literaturo in umetnost, bil je svobodomiselne narave, duhovit in široko razgledan. Prvo svetovno vojno je preživel na različnih bojiščih, vendar je imel tudi med vojno možnost sodelovanja v komornih sestavih. Med leti 1920 in 1945 je bil član orkestra Opere v Ljubljani. Komponirati je začel v Ljubljani. Prve skladbe so nastale pod vplivom Marija Kogoja, ki je bil tudi njegov mentor, kot vzornika pa je omenjal tudi Lucijana Marijo Škerjanca. Neformalno se je izpopolnjeval na Dunaju in v Pragi, formalno pa je diplomiral na Državnem konservatoriju v Ljubljani leta 1933. Leta 1932 se je poročil z balerino Gizelo Pavšič. Njun edini otrok je Dejan Bravničar, priznani violinist in profesor na Akademiji za glasbo v Ljubljani. Med najvidnejšimi deli sta njegovi operi, nato simfonične skladbe, samospevi, komorna dela in skladbe za violino in klavir. Bil je publicist, urednik in predsednik Društva slovenskih skladateljev, aktiven je bil v jugoslovanskem glasbenem življenju, je dobitnik številnih pomembnih nagrad. Bil je redni član Slovenske akademije znanosti in umetnosti. 
Primož Kuret: 

BRAVNIČARJEVA »SREČANJA IN SPOMINI«
Matija Bravničar se je že pred drugo svetovno vojno ob Slavku Ostercu in L. M. Škerjancu.

uveljavil kot izjemen skladatelj slovenskega prostora . Ob tem dejstvu so pomembna njegova opažanja in komentarji njegovega časa, ki se nanašajo na skladatelje in njihova dela. V njegovih spisih Srečanja in spomini Bravničar govori o M. Kogoju, L. M. Škerjancu in S. Ostercu, za katere pravi, da so bili najvplivnejši domači skladatelji pred drugo svetovno vojno. Ob tem Bravničar razmišlja tudi o tujih glasbenikih in skladateljih, kar so zanimiva pričevanja o njegovih pogledih na  glasbo takratnega časa. 
Luisa Antoni: 

UREDNIŠKO DELO MATIJE BRAVNIČARJA 
Matija Bravničar je pisal kritike, članke in glasbena poročila za različne revije in časopise, ob tem pa se je v dveh obdobjih svojega delovanja ukvarjal tudi z uredniškim delom: od leta 1931 do 1940 je urejal Gledališki list, Opera in balet, od oktobra 1951 do decembra 1960 pa Slovensko glasbeno revijo. Članke v Gledališkem listu je v glavnem pisal sam. Na sezono je bilo do 17 premier na sezono. V njegovih Gledliških listih so podatki o operni premieri in še vrsta zanimivih novic iz sveta. Slovensko glasbeno revijo je Bravničar urejal skupaj z Marijanom Lipovškom. Revijo je izdajalo Društvo slovenskih skladateljev, vsega skupaj pa je izšlo pet letnikov, vendar skupaj le trinajst številk od predvidenih šestintridesetih. V tej reviji je bila ob tekstih tudi notna priloga. Bravničar in Lipovšek sta za publikacijo prispevala tako članke kot lastne skladbe. 

Lučka Winkler Kuret: 

MATIJA BRAVNIČAR V LUČI GLASBENE KRITKE
Matija Bravničar je svojo skladateljsko pot začel kot samouk, kasneje se je komponiranja učil pri prijatelju Mariju Kogoju ter formalne študije zaključil pri Slavku Ostercu. Obenem je bil dolga leta zaposlen kot violinist v ljubljanski Operi, po drugi vojni je postal direktor Akademije za glasbo, zatem vodja založbe za notne izdaje pri DZS ter končno postal profesor na Akademiji za glasbo. Med obema vojnama je objavljal strokovne članke in urejeval operni gledališki list. Bravničar se je v svojih skladbah že zgodaj poslovil od miniaturne vokalne glasbe ter se raje posvetil operi in predvsem takrat pri nas dokaj nerazviti orkestralni glasbi. Po drugi vojni pa je napisal vse štiri simfonije ter Koncert za violino, za katerega je prejel Prešernovo nagrado. Pri poslušalcih in kritikih so njegove skladbe zbujale veliko pozornosti in naklonjenosti. V svoj kompozicijski stavek je ponekod vnašal elemente ljudske glasbe, spet drugje se je spogledoval z atonalnostjo. Bravničarjeve skladbe so bile redno na programih Ljubljanske, po vojni Slovenske filharmonije. Najpogosteje so izvajali dela kot so: Kralj Matjaž (1932), Slovenska plesna burleska (1932), Hymnus Slavicus (1931), Simfonična antiteza (1940), Kurent (1950) in Simfonija stretta (1958).

Aleš Nagode:

SAMOSPEVI MATIJA BRAVNIČARJA

Avtor se v prispevku posveča ustvarjalnosti Matija Bravničarja za glas in klavir, ki se deli na dve jasno zarisani kronološki in stilni enoti. V prvo sodijo manj znani zgodnji samospevi, ki so nastajali večinoma v začetku dvajsetih let. Čeprav so do sedaj veljali za rezultat študijskega sodelovanja z Marijem Kogojem, se s pregledom razpoložljivih – čeprav le omejeno zanesljivih – podatkov nakazuje tudi možnost, da bi nastali že nekoliko prej in neodvisno od Kogojevega vpliva. Vprašanje, kje si je Bravničar pridobil široko kompozicijsko znanje, ki ga izkazuje v teh zgodnjih skladbah, ostaja odprto. Vsekakor so njegove zgodnje pesmi zgodovinsko zanimiv dokument uveljavljanja novega načina komponiranja in »nove glasbe« na Slovenskem. Drugo skupino skladb predstavlja ciklus pesmi Šest Kajuhovih, ki je nastal skoraj dvajset let po zadnjem od zgodnjih samospevov in po 2. svetovni vojni, ki predstavlja zgodovinsko ozadje pretresljive poetske izpovedi pesemskih predlog. V ciklusu lahko opazujemo, kako zelo se je Bravničar oddaljil od izhodišč v začetku dvajsetih let. Ekpresionistično preobčutljivost je zamenjala opazujoča objektivnost, subjektivizem težnja k posameznikovi izpovedi kot simbolu kolektivnega trpljenja. Sprememba se jasno zarisuje tudi v glasbeni podobi skladb, ki se tesneje opira na tradicionalne vzorce, a ostaja vedno prežeta z novim, svežim glasbenim izrazom.
Gregor Pompe:

VIOLINSKE SKLADBE MATIJA BRAVNIČARJA IN VPRAŠANJE »KLASIČNOSTI« V GLASBI 20. STOLETJA

Namen prispevka je slogovna označitev violinskih skladb Matije Bravničarja. Pri tem se izkaže, da se je skladateljeva slogovna usmeritev skozi čas menjavala. Sprva se je z improvizacijskem karakterjem in izrazito semantično-zvrstno asociacijskostjo zapisal izraznosti ekspresionizma, po vojni se je z izkoriščanjem cikličnih formalnih vzorcev naslonil na neoklasicistične in neobaročne zglede, v zadnji ustvarjalni fazi pa je v povsem osvobojeni formalni rapsodičnosti in eksperimentalni uporabi nekaterih novih kompozicijskih tehnik mogoče ugledati tudi nekatere modernistične prvine. Še pomembnejše pa je spoznanje, da Bravničar nobenega izmed slogovnih vzorcev ne prevzema slepo, temveč da vedno izbira. Prav v takšnem konstantnem izbiranju »srednje« poti je ugledati Bravničarjevo klasičnost.

Andrej Misson: SIMFONIČNA PESNITEV KURENT MATIJE BRAVNIČARJA (1897–1977)V skladateljskem opusu Matije Bravničarja je 15 znanih orkestralnih del, med njimi štiri simfonije in več samostojnih orkestralnih kompozicij, med katerimi je tudi simfonična pesnitev Kurent. Slednjo je napisal l. 1950, v skladateljskem obdobju po drugi svetovni vojni. Z njo se je umestil med tiste skladatelje 20. stol., ki so podlago svojim delom iskali v literarnih ali ilustrativnih predlogah (npr. Šostakovič, Oktober (1967), Janaček, Taras Buljba (1918), Sibelius, Tapiola (1926) ipd.). Zdi se, da je eden pomembnih motivov za skladanje simfoničnih pesnitev s tovrstno tematiko prav želja po sooblikovanju nacionalne identitete. In ni presenetljivo, da so tovrstne skladbe najpogosteje ustvarjali prav vzhodnoevropski, slovanski skladatelji. V tej svoji simfonični pesnitvi Bravničar z glasbo opisuje enega legendarnih slovenskih mitoloških likov, dionizičnega veseljaka Kurenta. Delo je grajeno rapsodično, sestavne dele pa lahko povežemo v dva večja dela in codo. Kurentovo prepričljivo glasbeno upodobitev je avtorju uspelo izdelati z motiviko, slogovno oprto na slovensko ljudsko glasbo s sredstvi tonalne, modalne in intervalno grajene harmonije. Bravničarjev Kurent je zvočno dovolj barvit, kompozicijsko zanimiv in prepoznaven.

Borut Smrekar:

BRAVNIČARJEV OPUS ZA GLASBENOGLEDALIŠČE

Glasbenogledališki opus Matije Bravničarja tvorijo tri opere: Pohujšanje v dolini šentflorjanski (1928), Stoji, stoji Ljubljan'ca (1933) in Hlapec Jernej in njegova pravica (1936). Na začetku ustvarjalne poti se je skladatelj uprl tradiciji kot »največji cokli v svobodnem mišljenju in ustvarjanju novih vrednot«. Na opernem področju je želel negirati vlogo glavnih opernih solistov s tezo, da so vse vloge glavne. Menil je, da opera ne potrebuje posebnega libreta, nadalje pa, da imajo same misli svoje čutne in čustvene odtenke, ki so lahko snov za glasbo. Ta in druga načela je udejanil v svojem opernem prvencu, a se številna v praksi niso potrdila. Pohujšanje odlikujejo velika glasbena invencija, dobra in barvita orkestracija, čeprav v odnosu do vokala mestoma preveč masivna, slabost pa je odsotnost čvrstejše formalne strukture in glasbenega veznega tkiva. Glasba z modernističnimi ambicijami, mestoma celo atonalna, je še vedno pod močnim impresionističnim vplivom, zlasti v orkestraciji. Je pretežno ilustrativna in se prosto preliva iz prizora v prizor. Prizori so znotraj dejanj v glavnem zgolj nanizani, brez čvrstejšega dramaturškega loka, ki bi ga skladatelj zgradil s premišljeno kombinacijo posameznih prizorov po principu kontrastnosti in sorodnosti. To pa otežuje zbrano spremljanje dela in zmanjšuje njegov dramski učinek.

Stoji, stoji Ljubljan'ca bi verjetno sodila v operetni žanr. Partitura se žal ni ohranila, zato lahko o uglasbitvi libreta Nikolaja Pirnata postavljamo le domneve na podlagi časopisnih kritik. Vemo pa, da je Bravničar v tem delu komponiral krajše točke – songe, kar že samo po sebi zahteva drugačen pristop do forme kot v Pohujšanju. Skladatelj je, verjetno po nemških vzorih, skušal združiti ljudsko, popularno in »resno« glasbo, pri čemer najbrž ni imel najsrečnejše roke. Vendar moramo biti pri branju časopisnih kritik skrajno previdni. Uprizoritev Ljubljan'ce je zaradi satirične  in napredne osti v takratnem izrazito konservativnem katoliškem okolju povzročila verjetno največji škandal v zgodovini opere na Slovenskem, zato so bili prisiljeni delo že po prvi reprizi umakniti z repertoarja. 

Tretja opera Hlapec Jernej in njegova pravica je Bravničarjevo najzrelejše delo. Gre za oratorijsko opero, ki v prvi polovici prejšnjega stoletja ni bila redkost. Skladatelj je povsem spremenil odnos do formalne strukture. Vsako dejanje je strukturirano s posameznimi segmenti v dramaturško premišljenem ritmu, posamezni segmenti pa imajo tudi jasno razvidno formo. Ob tem je uporabil tudi določen tematski glasbeni material, ki glasbenovsebinsko povezuje posamezne dele opere. Sama glasba se vrača v pretežno modalno območje. Tudi faktura partiture je postala prosojnejša, pri čemer je dobil vokal v odnosu do Bravničarjevega opernega prvenca bolj poudarjeno vlogo.
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Pavel Mihelčič:

INTRODUCTION

Darja Koter: 

TOWARDS A BIOGRAPHY OF MATIJA (FRANE) BRAVNIČAR

The paper is an updated and fully rounded biography of the violinist, composer, author and professor Matija Bravničar based on archival sources held at the National and University Library in Ljubljana and the composer's reminiscences captured in his yet unpublished autobiography in possession of his son Dejan Bravničar. Matija Bravničar was born in Tolmin. He was baptized Matija Franc, but his family and friends called him Frane. He learned to play the violin in primary school, at the teacher training school in Gorizia, the music school of Gorizia's Glasbena matica musical society, and with private teachers, but he never undertook formal violin studies. Already as a young man he was interested in literature and art; he was learned, witty and freethinking. He spent the First World War on various battlefields, but was nevertheless able to play in chamber ensembles. From 1920 to 1945 he was a member of the orchestra of the Ljubljana Opera House. It was in Ljubljana that he first began composing. His early works were written under the influence of his mentor Marij Kogoj. The composer Lucijan Marija Škerjanc is also cited as a major influence. Bravničar pursued informal education in Vienna and Prague, and graduated from the State Conservatoire in Ljubljana in 1933. In 1932 he married the ballerina Gizela Pavšič. Their only child, Dejan Bravničar, is a distinguished violinist and professor at the Ljubljana Academy of Music. Matija Bravničar's principal works include two operas and several symphonic pieces, lieder, chamber compositions and works for violin and piano. He was an author, editor and a president of the Society of Slovene Composers active on the wider Yugoslav music scene. He received numerous prestigious awards and was a full member of the Slovenian Academy of Sciences and Arts.

Primož Kuret: 

BRAVNIČAR'S  "MEETINGS AND REMINISCENCES"

Bravničar made a name for himself as one of the most outstanding Slovenian pre-Second World War composers, next to Osterc and Škerjanc. Very interesting in this context are his observations and views on his contemporary musicians and composers and the Slovenian music scene of the time in general. In his Reminiscences and Meetings, Bravničar speaks at length about Kogoj, Škerjanc and Osterc, whom he sees, next to himself, as the Slovenian inhabited areas' most influential domestic composers of the period before the Second World War. Discussing also about his contemporary composers who were establishing themselves elsewhere in the world, he develops his own views on music.

Luisa Antoni: 

MATIJA BRAVNIČAR'S  EDITORIAL WORK

Apart from writing reviews, articles and music reports for various magazines and newspapers, in two different periods of his life Matija Bravničar also worked as an editor. From 1931 to 1940 he edited the Ljubljana Opera House's bulletin Gledališki list, Opera in balet, and from October 1951 to December 1960 the Slovenska glasbena revija journal of music. Most of the articles for Gledališki list, published as frequently as up to 17 times a season to accompany the premiere of each of the Ljubljana Opera House's new productions, were written by Bravničar himself. Each bulletin contained information on the featured premiere and a round-up of interesting news from around the world. The Slovenska glasbena revija journal of music was edited by Bravničar in collaboration with Marijan Lipovšek. The journal, published by the Society of Slovene Composers, only lasted for five volumes, i.e. for 13 of a planned 36 issues. It included a sheet music supplement. Bravničar and Lipovšek contributed both articles and music.

Lučka Winkler Kuret: 

MATIJA BRAVNIČAR IN THE LIGHT OF MUSIC CRITICISM

Matija Bravničar began his composing career as an autodidact. Later he learned to compose from his friend Marij Kogoj and completed his formal composition studies with Slavko Osterc. For many years he was a violinist with the orchestra of the Ljubljana Opera House. After World War II he was first the director of the Ljubljana Academy of Music, then the head of the sheet music department of the DZS publishing house, and finally a professor at the Ljubljana Academy of Music. Between the two world wars, Bravničar published scholarly articles and edited the theatre bulletin published by the Ljubljana Opera House. Early in his composing career he bid farewell to small-scale vocal pieces and dedicated himself to opera and, above all, orchestral music, which was at the time at a low level of development in Slovenia. After World War II he wrote his four symphonies and Concerto for Violin, for which he received a Prešeren Prize. His music attracted a lot of attention and was acclaimed by audiences and critics alike. At times his compositional vocabulary was infused with elements of traditional folk music and at other times he flirted with atonality. His compositions were constantly part of the repertoire of the Ljubljana Philharmonic, renamed the Slovenian Philharmonic after World War II. His most frequently performed works include King Mathias (Kralj Matjaž,1932), Slovenian Dance Burlesque (Slovenska plesna burleska, 1932), Hymnus Slavicus (1931), Symphonic Antithesis (Simfonična antiteza, 1940), The Kurent (Kurent, 1950) and Sinfonia stretta (1958).

Aleš Nagode:

MATIJA BRAVNIČAR'S LIEDER

The paper focuses on Matija Bravničar's creativity as reflected in his works for voice and piano, which can be divided into two clearly recognizable chronological and stylistic groups. The first one includes the composer's lesser known early lieder, mostly written in the early 1920s and so far considered to be a result of Bravničar's collaboration with Marij Kogoj. However, the available information – albeit of limited reliability – indicates a remote possibility that Bravničar's early lieder may have been composed a little earlier and thus independently from Kogoj's influence. The question of where Bravničar acquired his vast knowledge of composition reflected in his early lieder remains unanswered. In any case, Bravničar's early lieder are historically interesting documents testifying to the establishment of a new style of composing and "new music" in Slovenia. The second group of lieder includes the lied cycle Kajuh's Six (Šest Kajuhovih), composed nearly two decades later than the last of Bravničar's early lieder, after the Second World War, which is the historical setting for the deeply moving and poetically expressive verses on which the cycle is based. Listening to Kajuh's Six, we can see how very much Bravničar distanced himself from the points of departure for his 1920s lieder. His expressionist oversensitivity gave way to the objectivity of an observer, and his subjectivism to the aspiration towards an individual's expression as a symbol of collective suffering. These changes are clearly reflected in the works' musical texture, which is more closely than before based on traditional patterns and yet permeated with a fresh new musical expression.
Gregor Pompe:

MATIJA BRAVNIČAR'S VIOLIN COMPOSITIONS AND THE QUESTION OF "THE CLASICAL" IN 20th CENTURY MUSIC

The purpose of the paper is related to the stylistic description of Matija Bravničar's violin compositions. Bravničar is widely associated with a range of vastly differing stylistic movements, from late romanticism and expressionism to folklorism, neo-baroque and neo-classicism. An examination of his violin works indeed reveals a broad stylistic palette and, furthermore, shows it to be in conformity with a clear developmental curve. Bravničar's early works reflect unmistakable expressionist influences manifesting themselves in a semantically based musical expression, loose improvisational formal logic and tense harmony approaching the borders of key and tonality. After the Second World War, Bravničar dedicated himself to the clean logic of neo-baroque and neo-classicism. Towards the end of the 1960s he began to use pronouncedly free rhapsodic forms and flirt, albeit coyly, with dodecaphony, which reflects modernist influences. But what is more important than a clear definition of individual stylistic features is the finding that Bravničar never adopted a style in its entirety and to the exclusion of other styles. In his expressionist phase, the inexorable logic of inner consciousness was moderated by a semantics related to genre-specific formal patterns of the past and a pronounced use of ostinato. In his "neo phase" he never focused one-sidedly on baroque and classical models, and later he only embraced selected modernist impulses. It is important to recognize that Bravničar always made deliberate choices and never went to extremes. Being selective in terms of style, he only accepted what he had examined beforehand and found to be in keeping with his aesthetic credo. In this respect, his violin oeuvre can be termed as "classical".
Andrej Misson: 
KURENT: A SYMPHONIC POEM BY MATIJA BRAVNIČAR (1897-1977)

The oeuvre of the composer Matija Bravničar includes 15 well known orchestral works, four of which are symphonies and the rest stand-alone orchestral pieces including, among others, the symphonic poem The Kurent (Kurent). The latter, written in 1950, in the composer's post-war period, places Bravničar among the 20th century composers who tended to draw on sources from literature or illustration, such as Shostakovich in October (1967), Janáček in Taras Bulba (1918) and Sibelius in Tapiola (1926). It appears that one of the important motives for composing symphonic poems based on this kind of themes was the composers' desire to co-create national identity. It is not surprising that most of the works of the kind were written by Slavic Eastern European composers. Bravničar's Kurent is a musical description of one of the legendary characters from Slovenian mythology, the Dionysian roisterer Kurent. It is rhapsodic in structure, but its constituent parts can be seen as part of two larger divisions and a coda. Using tonal, modal and intervallic harmonic structures and a set of motifs stylistically based on traditional Slovenian music, Bravničar succeeded in creating a convincing musical representation of the character. His Kurent is duly colourful in sound, interesting in terms of composition, and recognizable.
Borut Smrekar:

BRAVNIČAR'S  MUSIC FOR THE STAGE

Matija Bravničar's music for the stage consists of three works: Scandal in the Valley of St. Florian (Pohujšanje v dolini šentflorjanski, 1928), There Stands My Town of Ljubljana (Stoji, stoji Ljubljan'ca, 1933) and Servant Jernej and His Rights (Hlapec Jernej in njegova pravica, 1936). In his early composing career, Bravničar rejected tradition, which he saw as "the greatest stumbling block to free thinking and creation of new values". Wishing to negate the concept of solo operatic roles, he propounded the thesis that all roles are main roles. He believed that an opera does not need a libretto and that thoughts alone possess the sensuous and emotional shades that can be used as source material for music. These and other principles found expression in his debut opera, but several of them did not work in practice. Scandal in the Valley of St. Florian is an inventively written piece whose orchestration is good and colourful though at times too massive in relation to the voices, but it lacks a strong formal structure and musical connective tissue. Despite Bravničar's modernist ambitions and occasional use of atonality, Scandal still reflects strong influences from impressionism, particularly as far as orchestration is concerned. The predominantly illustrative music flows freely from scene to scene. The scenes within each act are simply strung one after another, without a solid dramaturgical structure built by carefully combining individual scenes on the principles of contrast and similarity. And that makes the opera difficult to follow and reduces its dramatic impact. 

There Stands My Town of Ljubljana would probably fit into the genre of operetta. Unfortunately, its score has not survived and it can only be speculated based on newspaper reviews how Nikolaj Pirnat's libretto was set to music. What is known is that the work consisted of a series of short acts (songs), which in itself called for a different formal approach than the one used in Scandal. The composer, presumably inspired by German models, tried to combine traditional folk, popular and "serious" music, but it is likely that the combination was not a felicitous one. Still, newspaper reviews should be read with caution. Staged against the backdrop of Ljubljana's highly conservative Catholic environment of the time, There Stands My Town with its biting satire and progressiveness caused probably the biggest scandal in the history of Slovenian opera and was therefore dropped from the repertoire after the first repeat performance.

Servant Jernej and His Rights, Bravničar's third opera and most mature work, was written as an oratorio-type opera, which was not uncommon in the first half of the 20th century. It marks a complete change in Bravničar's attitude to formal structure. Each of its acts is structured into formally clearly distinguishable segments arranged in accordance with a dramaturgically well thought-out rhythm. Bravničar also used thematic musical material to link together the opera's individual parts in terms of musical content. The music itself is back to the predominantly modal space. Compared to Bravničar's debut opera, the voices in Servant Jernej have a more prominent role as the facture of its score is more transparent

