
Musical culture in Ostrava from the 19th century to the present

Prof. PhDr. Jan Mazurek, CSc., Prof. PhDr. Karel Steinmetz, CSc., PhDr. Jiří Kusák, Ph.D., PhDr. Šárka Zedníčková, Ph.D., Mgr. Anna Neuwirthová, Ph.D.

katedra hudební výchovy

Pedagogická fakulta Ostravské univerzity v Ostravě

ABSTRACT

In this paper the authors tried to describe the development of music culture in the previous about 120 years in Ostrava – a town, which became one of the most important industrial centers of Austria–Hungary at the end of the 1860's. Between the Wars Ostrava became also a significant cultural center with a rich concert and music-theater life, that all thanks to very good quality of Ostrava opera-house, radio and music schools and also thanks to the remarkable musicians and music teachers J. Vogel, J Schreiber, E. Marhula, F. M. Hradil, J. Šoupal et al. After World War II a conservatory, a professional symphonic orchestra and the Department of Music Education of the Faculty of Education was founded there, also some notable composers worked there – e.g. R. Kubín, M. Klega, Č. Gregor, K. Kupka, M. Báchorek. Important music festivals take place in Ostrava - Janacek May, Ostrava Days, Music Nowdays, a competition of young composers Generation is held etc.
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The continuous development of cultural life in Ostrava was hindered before 1918 by obstacles of an economic, political, national and cultural character. While the musical life of Czechs and Germans assumed ever richer and more various forms in Prague and other cultural centers of that time, primarily after the 1860s, musical activity in Ostrava remained relatively modest and uneven.

Choral singing arising from nationalist and artistic impulses was the most important part of the musical life of that time. But even that suffered from many inadequacies – personal disputes, lack of discipline among singers, high attrition rate among choirmasters, their different individual and artistic qualities (most of them never achieved the prospects of Václav  Ludwig, Eduard Bartoníček, Arthur Kónnemann), and the vague dramaturgic concept of the activities of the singing associations weakened the artistic level of these choral activities. Moreover, membership in Czech singing associations also entailed major social and societal risks. Even the Czech and German musical theaters run at that time in Ostrava suffered from inadequacies – fluctuation in singers, orchestral players and conductors, the poor financial situation leading to overworked members, and the mixed appreciation shown by the inhabitants of Ostrava, in particular with regards to opera, all this contributed to the unstable state of affairs. The problems were also connected to opera life in Ostrava. The quality of amateur productions, perhaps even the professional character, was affected by the technique and the means of expressions of the performers and their often one-sided orientation on popular music. The repertoire of concerts with purely artistic music was determined by the availability of ensembles (from the mines and ironworks) for these concerts, in particular the United Miners’ Bands run by V. Ludwig after 1896 for the region of Ostrava. It was also, naturally, affected by the program that would bring professional musicians to Ostrava. A distinct lack of suitable concert and theater venues also limited the development of musical activity of all types, especially before 1894-1895.

Despite all these problems, the musical life in Ostrava during this period had positive qualities that were not fully realized until the years between the wars, even later in some cases. Above all, music at that time was given over to genres and nationalism due in large part to the participation of groups consisting of local inhabitants whose share in the development of this musical activity would greatly interest us even today. The rise and subsequent character of municipal glee clubs (especially Lumír and Záboj) and music schools were greatly influenced by the tireless artistic and organizational activities of Czech teaching staffs, while the education of both nationalities ensured, especially with the support of German business circles, that there would be financial grants for the development of musical-theater and concert activities; for example, residency for singers from the Vienna Court Opera in 1891 was certainly no trifle expense; workers’ groups that were favorably disposed to good music often contributed to the founding of supranational singing associations, etc.

It is to the credit of these social groups that choral activities became the most significant aspect of musical life in Ostrava at that time, with the exception of the war years of 1914-1918. With their entirely fundamental approach, the first Ostrava concerts of the Choral Society of Moravian Teachers affected their quality, evident on the Czech side during the period of 1906-1914 by the introduction of major cantata and oratorio compositions in Czech and European music (with the use of local soloists and those from outside Ostrava, the glee clubs of Lumír, Záboj and visiting orchestras). The concerts of Czech glee clubs were measured by the quality of their interpretation, but Vách’s teachers’ choir found enthusiasts among several personalities in the German glee clubs.

The opening of cultural centers for the Czech and German communities, i.e. the Czech National House in 1894 and the German House in 1895, enabled the gradual advancement of artistic criteria in the field of musical theater, chamber and orchestral concerts, while the glee clubs of both nationalities naturally profited as well from these newly built centers of social life. The halls and other spaces of both community facilities filled up with people interested in lectures and forums on musical themes, scholastic academics, etc. For the first time the Czech public had the opportunity to regularly attend operas, operettas and later on ballet performances thanks to the Czech National Theater in Brno with the extended seasons of its so-called Theater of Moravian Cities starting in 1908. Its activities, which were in no way flawless, paved the way, despite the difficulties of ordinary life during World War I, for the founding of the National Theater of Moravia and Silesia. The cultivation of the German-speaking public was greatly helped by the opening of the Municipal Theater in 1907, one of the consequences of which included, in view of the long-running unavailability of theater life for the Czech community, the subsequent founding of the Theater of Moravian Cities.

Also making a great contribution to the ever-growing quality of Czech musical activity in Ostrava were Czech concert artists and musicians – singers, instrumentalists, chamber orchestras, symphonies, etc. The much-admired concerts of Czech violinists (František Ondříček,  Jan Kubelík, Jaroslav Kocián, etc.), of singers like the brothers Burian and Richard Kubla, the highly esteemed performances of the Czech Quartet and the Czech Philharmonic Orchestra had, principally during the war years, undoubted influence on the growth of national awareness among the Czech public. The notable feat on the German side was the founding of the Society of Friends of Music (Gesellschaft der Musikfreunde) in 1912, which owed its promotion to the services of Karel Budík in addition to German publicists and culture officials. But putting aside nationalistic differences, the society and its forerunner, the Church Music Association founded by E. Bartoníček, did much to extinguish still existing prejudices in the field of Czech-German musical cooperation.

Success in local musical education likewise supported the development of musical life in Ostrava. Rudolf Kadleček, Arthur Konnemann and Janáček’s students Eduard Marhula, Edvard Rund and young Vilém Petrželka used their musical-pedagogical activities to prepare future singers for glee clubs, instrumentalists for amateur chamber and orchestral associations (including professionals in theater orchestras) and informed visitors to concerts, operas and operettas in Ostrava. Naturally, cultivating music among the inhabitants of Ostrava was also helped by teachers of singing in all schools of education, the Ostrava-Silesian Musical-Pedagogical Institute and music critique.

The establishment of statehood in October 1918 significantly changed the political, ethnic and cultural situation in the country and, of course, in Ostrava itself. The musical arena gradually became enriched with ever more pronounced compositional activity as opposed to the previous tendency for interpretation and reception. Their initial forms, singularly dominated by tradition, were “disrupted” over time by elements of contemporary music, including the works of Josef Schreiber and, above all, of Rudolf Kubín and Ervín Schulhoff.

The assumption of political power by the authorities of the new republic was a just solution to the heretofore unequal standing of the Czech community in the Municipal Theater, which led to a vast improvement in the presentation of Czech dramatic art to the Czech-speaking public of Ostrava. This event, supported by the endeavors of Václav Jiřikovský, Vojtěch Martínek, by Emanuel Bastl in the music-drama sphere, and later mostly by Jaroslav Vogel, enabled long-term artistic activities focused on building a core operatic repertoire and introducing the Czech opera-going public to the greatest works of modern European opera, including the undeniably original contributions of Janáček. In addition to both of these protagonists, other opera conductors were coming to fore, together with singers, dancers and orchestral instrumentalists, who were supporting the endeavors of their chiefs while at the same time profiling their artistic abilities – especially in the case of opera soloists – on the stage of the National Theater in Prague and other leading opera houses (Ada Nordenová, Štěpánka Štěpánová, Milada Musilová, Stanislav Muž, Václav Bednář, etc., especially come to mind).

We can link the first success of the ballet ensemble at the National Theater of Moravia and Silesia with the personality of Achille Viscusi. Thanks to Vogel’s interest in 20th century opera, the study of the ballets of authors from that period was promoted during the 1930s.  The initially clumsy approach of the Ostrava theater scene towards operatic works was replaced by an enthusiasm evident in the numerous annual premiers of operetta of all genres and forms.

The music-drama scene of the German Theater in Ostrava developed separately during the years between the wars, although it had difficulty achieving the same level as the National Theater of Moravia and Silesia, especially in opera. Also having no small share in the unease of the German-speaking population towards the situation were the financial problems that beset the German Theater and excessive attachment to operetta. Other disadvantages included the dissipation of the creative energy of the indisputably talented conductor, choir master, solo and chamber pianist, composer and music teacher Anton Aich, a major artistic personality among the German-speaking community of Ostrava during the years between the wars.

The concert life in Ostrava also underwent unacknowledged development during that period. Regular chamber concerts were organized starting in 1927 by the Circle of Classical Music and in 1934 by the Association of Chamber Music. The latter, under the leadership of Otakar Pavlousek and Jaroslav Vogel, pushed through the entirely modern concept of subscription chamber concerts and brought superb soloists and chamber associations from home and abroad to Ostrava, introducing the local public, in addition to the traditional repertoire, to chamber music of the 20th century. It must of course be mentioned that the concerts of the Friends of Classical Music did not lag too far behind the artistic level of the concerts of the Association of Chamber Music, and kept up, moreover, with the learned aspects of preparing the concertgoer.

Chamber concerts prepared by other Czech and German institutions, including the still existing German Society of Friends of Music (Gesellschaft der Musikfreunde), enriched the concert activities regularly organized by both associations. These concerts, followed by music critics for purely artistic reasons without regard to national makeup or awareness, unlike the genres of music-drama – also brought many famous vocalists, solo instrumentalists and chamber ensembles to Ostrava.

Even today the subscription concerts contributed by Vogel after the 1927/1928 season are remembered with admiration. Their forerunner was the Bastl symphony concerts, but they provided a great artistic achievement in terms of regularity and the choice of program. Their involvement also included bringing important contributors to 20th-century music to the concert scene in Ostrava, among them Paul Hindemith, Igor Stravinsky and Sergej Prokofjev. The local public was treated to the compositional and interpretive art of contemporaries for that period in music, and it was Hindemith above all who expressed complete understanding for the quality of the musical life in Ostrava when he wrote the following bon mot to J. Vogel (in a letter dated 28 July 1932): “If I weren’t in Ostrava for a longer period of time, I would be ill.” („Wenn ich langere Zeit nicht in Ostrau war, bekonne ich Mangel krankheit!“)

The Vítkovice Orchestral Association under the direction of Jan Pešat was already performing in Ostrava in 1922, playing traditional and contemporary Czech and European music to the local public and pursuing the objectives of musical education by sometimes providing a narrative background for their concerts. The concerts organized by the Symphonic-Orchestral Society in Moravian Ostrava, under the direction of A. Aich, maintained a solid presence in the musical events of Ostrava during the years 1926-1932. The concerts given by Talich’s Czech Philharmonic Orchestra, as well as other special performances by visiting orchestras from home and abroad provided a welcome comparison between the level of the symphony concerts of the Ostrava professionals and mature artistic interpretation.

The traditional choral concerts still had a major following, but never again reached the dominant position they enjoyed before the war years. Vácha and Šoupal’s Choral Society of Moravian Teachers and Rund and Hradil’s Sokol Glee Club, known for the quality of their interpretations, still gave performances. The cantata and oratory works promoted by the concerts of Lumír, Záboj and the Jewish Glee Club made an undeniable contribution to the music culture of Ostrava at that time.

Another important part of the musical life between the years 1918-1938 consisted of the activities of music and folk education. Using traditional and modern sources, music education in primary and technical schools in Ostrava achieved its greatest success at the Silesian Ostrava Teachers’ Institute thanks to the pedagogical activity surrounding music that was organized by Rudolf Wünsch, Edvard Rund and Jan Šoupal. The clearly expressed interest of young people for musical activity also led to an increase in the quality of music education in other secondary schools in Ostrava. E. Marhula, E. Rund, F. M. Hradil and J. Pešat deserve credit for their tireless efforts in bringing about major development in music education in Ostrava, which, thanks to the foresight of the staffs of individual schools, the artistic and pedagogical activities of teachers’ associations, and the enthusiasm of most students, achieved conservatory level in several respects. Thanks also to the sacrifices made by Milan Balcar, František Míťa Hradil, František Lýsek and Rudolf Wünsch, the admirably bountiful educational activities of the Culture Council for Greater Ostrava, led by Rudolf Tlapák, became renowned during the period between the wars.

The building of a radio station in Ostrava brought people in outlying villages into close contact with music over the airwaves starting in July 1929. Even though it was the intention of the station to spread mostly popular music, the concerts given by the radio orchestra and the broadcasts of opera performances, chamber, symphony and choral concerts became an important part of the system, at least for the educational needs of the opera and concert-going public. Last but not least, the radio music programs represented a welcome opportunity for musicians and artists in and around Ostrava to get their work out and thus better improve their livelihoods.

Immediately after the founding of the republic, popular music in Ostrava developed primarily in the form of performances given by bands consisting of miners, steel workers, and tambura players at all kinds of social events, as well as those organized by themselves alone. Smaller salon orchestras and jazz bands appeared on the scene during the second half of the 20th century. The background for the rise of popular music in Ostrava was provided by coffee shops, hotel bars, cabarets and dance clubs. As mentioned before, the spread of popular music was greatly helped by the establishment of a radio station in Ostrava. These activities earned industrial Ostrava a place among cities with a vibrant social life during that time.

Thanks to M. Balcar, F. M. Hradil and J. Schreiber, the observations of music critics went beyond local newspapers and reached the level of music journals and nationwide newspapers. The most respected among the critics, despite several unusual opinions and an undesirable unwillingness to compromise, was M. Balcar. None of the major musical events in Ostrava could escape his reviews. Rounding off the complete picture of music critique during the years between the wars were the opinions of German reviewers (like Anna Wüstner-Havliček).

During the period of the Protectorate, the musical activity of professional and amateur musicians in Ostrava, as well as those of music instructors, reviewers and the entire culture-minded public, was focused on protecting the Czech people, culture and musical tradition from Nazism. One means for surviving the terrible years of the occupation was by orienting chamber, orchestral and choral concerts, opera, operetta and melodrama primarily on Czech music, by deliberately choosing visiting soloists, chamber ensembles and orchestras, by using radio to transmit Czech music to the widest possible audience (e.g. broadcasting the concerts of the Czech May of Music in 1940), by the attempts of the National Theater of Moravia and Silesia (at that time the Czech Theater of Moravia and Silesia) to maximize attendance, by the lectures given by professionals from within and without Ostrava, and by the activities of music schools and educational institutes. All of these attempts by organizers, artists and pedagogues naturally reverberated among all levels of the Czech population – the longing for Czech culture, for good music, etc., was real and pronounced. The mutual support and little noticed cooperation among practically all level of society, including to no small degree the development of specific forms of music culture at that time, enabled the nation to get through the horrifying years of the Nazi occupation.

Even the music life of the German community in Ostrava underwent changes specific to the period of the Protectorate of Bohemia and Moravia. The small rapport that existed with Czech music orientation during the short existence of the Second Republic came to an abrupt end during the first weeks of the occupation. German music activity in Ostrava was thereafter completely influenced by Nazi ideology.

The clear orientation of opera and concert repertoires on German music cannot be interpreted only as a “libation of the regime.” In any case, the exposure given to several German composers was unequivocal. The Nazis, of course, freely used, or rather abused the works of W. A. Mozart and L. van Beethoven to satisfy their own needs.

Music was especially used for the occasion of Nazi ceremonies, “artistic works” by composers directly connected to the regime. Interpretations of works by German artists were woven with intensity, for an emotionally intense period. Naturally, we cannot compare them with the emotional response of the Czech population to Czech music (Smetana, Dvořák). The ardor, zeal and devotion of this approach were absolutely different.

The German community in Ostrava cannot be denied its attempt to establish a working program of symphony concerts – very difficult to manage during war years – under the guidance of the German Theater until its total collapse in the autumn of 1944. The music life of German-speaking Ostrava was, of course, enriched by visiting opera ensembles, soloists, chamber groups and the German Philharmonic Orchestra of Prague led by Joseph Keilberth. The interpretive level of the concerts, operas, operettas and ballets, as well as listener interest, was evaluated and the period aspects (even non-artistic) noted by German music critique – active musicians like Eduard Hojdem and the previously well-known Richard Langer, who was also politically involved. During the last years of the war the music critics also included Hildegard Dohme, Hedwig Franz and Marie Malinowsky.

With the approach of the Allied victory and the tragic consequences of the German nation subordinating itself to Nazi ideology coming more and more to fore, a general hopelessness began to take over, the failure being only more pronounced by the convulsive attempts to continue on with musical activities. The futility of these attempts eventually prevailed and the future shape of music in the city was exclusively determined by the Czech population beginning in May 1945.

The music culture in Ostrava after World War II took on a surprisingly wide range of continuities. Faith in the next best thing and in the humane mission of musical art overcame the unprecedented scale of wartime losses in terms of people, culture and material. This postwar excitement, which would soon show its inhumane side in many cases, played a large role in the fundamental changes that occurred in music following the upheaval of February 1948. Until that time unrecognized changes had affected practically every sphere of music in Ostrava. Some were successful – before the founding of a regional branch of the Union of Czechoslovakian Composers (1951), composition was not the decisive activity for musicians in Ostrava with the exception, perhaps, of Ervín Schulhoff, who lived in Ostrava during the years 1935-1938, and the better financial situation of the Ostrava Opera enabled, among other things, Vašata’s successful seven-year tenure. Behind the success, however, especially during the first years of the totalitarian regime, stood the practically unlimited interference of political institutions into the artistic realm, which oftentimes had the result of incompetence, an unprofessional decision-making process that burdened the activities of exposed personalities (R. Kubín, J. Schreiber, M. Klega, etc.) and their coworkers. The obstinate negative aspects developed only gradually and were interrupted, albeit with difficulty, by the successful attempt to establish a School for higher music-teaching education in Ostrava (1953), the Ostrava Symphony Orchestra (1954), by the successful compositions of the union (in particular after 1956), etc. Over time, and to the credit of “enlightened people” like Miroslav Klega, Čestmír Gregor, Václav Jiráček, Zdeněk Košler, Miloslav Navrátil, Ivo Stolařík, etc., the foundations for a wider profile of music culture, especially during the 1960s, had been established and are in place even in contemporary times.

In many respects the indispensable and irreplaceable endeavors of the leaders of the union’s branch in Ostrava crowned its success in composition with results worthy of respect in the field of interpretation, music pedagogy and folk education. Despite several blunders, including succumbing to the ideology of that period and problems of an internal character, results comparable to the success of Czech and Slovak music as a whole were achieved in the field of composition at the end of the 1950s and in the 1960s. Ostrava found itself respectably ranked among the centers of Czech music culture, its activities sufficiently represented above all by the works of M. Klega, Č. Gregor, Karel Kupka, Jaromír Dadák and others. With the required knowledge of the “composition craft” and creative stimulus stemming from comparisons with the music of I. Stravinsky, the composers of the second  Vienna school, and the works of the second half of the 20th century, along with an original application of not just regional folklore, peculiar in itself, but of freely chosen musical expressions, innovative and genre forms, characteristic for the works of composers in Ostrava at that time, all helped to create a specific type of creative center in that location, its original profile rounded off by compositional access to popular music. The existence of the branch, of course, projected into the interpretive and receptive field. Regular concert activities and programs consisting of newly created works suffuse with Ostrava’s cultural life also had an incontestable impact on the education of the local public, once again becoming used to contemporary music after the earlier attempts of J. Vogel, O. Pavlousek, J. Schreiber, etc.

The Ostrava theater scene at that time greatly enriched the aforementioned interpretive field. Of the seven heads of the Ostrava Opera, Zdeněk Chalabala, Rudolf Vašata, Bohumil Gregor and Zdeněk Košler left the biggest marks on its history. The remaining three – Jaroslav Vogel, Josef Vincourek and Jiří Pinkas – were handicapped by their short tenures, although Pinkas’ artistic output continued later on. Each of the four principle heads had their own merits, the sum of which meant important impetus for the subsequent existence of the Ostrava music theater. Z. Chalabala labored under difficult conditions to build a core opera repertoire of Czech, Slovak and selected world-renowned composers. The repertoire of R. Vašata was greatly expanded and attention given – through their conductors – to less famous works of Russian opera. B. Gregor relied on the interpretive tradition of Chalabala and Vašata, moreover, with emphasis on Janáček’s operatic music and the works of his contemporaries. Finally Z. Košler topped off the artistic activities of his predecessors. With his excellent talent, remarkable outlook and experience, he oversaw an outstanding season as the head of the opera. The successful shape of the Ostrava Opera was complemented, in addition to works by composers from Ostrava, by the ballet from the second half of the 1940s to the end of the 1960s. Ostrava operetta also anticipated the attention of the wider public by devoting its interest to the works of classical and Czech productions, later to musicals as well. Conductor and composer Vladimír Brázda and actor Josef Kobr played major roles in this development.

After the hope emanating from the first years following the end of the Second World War, concert life had to literally suffer through all the dull and confusing decrees issued at the turn of the 1940s and 1950s. Important institutional acts of the subsequent period – the founding of the branch of the composers’ union, the Ostrava Symphony Orchestra, the Festival of Ostrava May, the opening of the Theater of Music, Vašata’s Ostrava Chamber Orchestra, the Ostrava Quartet, by the endeavors of visiting artists (the Choral Society of Moravian Teachers, etc.) – led to its eventual stabilization. All of the aforementioned ensembles and institutions, in addition to other ones, had indispensable importance for musical events in Ostrava in this and later periods. Together they helped bring about the gradual stabilization of the situation while enriching its shape and form as a whole.

Of course, the lack of a professional symphonic orchestra was keenly felt up until the beginning of the 1950s. The importance of Vogel’s concerts during the second half of the period between the wars has been justifiably mentioned several times already in our text, their significance clearly demonstrated during the subsequent years of uncertainty and by annual improvisation. Fortunately the gradual accumulation of energy enabled, despite the major personnel and material problems, the founding of the Ostrava Symphonic Orchestra and the surprisingly quick stabilization of attitudes. As such, there is no forgetting the rudimentary initiatives of Kubín, Schreiber and Klega and the subsequent artistic activities of Pařík and Waldhans that accompanied the first seasons of the orchestra. Its continuation, of course, required vision, as well as careful, everyday attention. The basics of the repertoire, founded by Waldhans on classical and romantic music, were fortunately fully expanded to include European and Czech music of the 20th century thanks to Josef Daniel and above all Václav Jiráček, which enabled the incorporation of the orchestra into the elite group of Czech and Slovak orchestras (Ostrava State Philharmonic Orhcestra 1962). The high ethical, artistic and operational characteristics were also distinguished by the managerial activities of I. Stolařík. By the end of the 1960s, the Ostrava Orchestra had achieved, despite the tragic departure of Jiráček, an outstanding artistic position promising the best perspectives.

The start of the subsequent period saw music-educational activity applied on an interregional level in Ostrava thanks to the efforts of F. M. Hradil, J. Pešat, František Lettovský, etc. They were literally before their time, i.e. important for the founding of the subsequent system of Czech and Slovak basic musical education. Music vocational schools in Ostrava turned out gifted graduates, as did the college for music-pedagogical education (1953-1959) and later (1959 and onwards) the state conservatory in Ostrava, today’s Janáček Conservatory and Grammar School in Ostrava. The conservatory became, particular during the 1960s, one of the most important centers for the development of music in Ostrava. The artistic and music-pedagogical activities of the teachers had a positive artistic and pedagogical effect on the profile of the graduates. Many of them would acquit themselves in the field of chamber and orchestral interpretation, with the best of them becoming solo artists. The contributions of their music educational activities also cannot be denied. The Ostrava People’s Conservatory was founded to provide music education for adult amateurs.

Thanks to the arrival of Vladimír Gregor to Ostrava from Olomouc in 1959, the preparation of teachers of music education in primary schools gradually gained firm footing. Gregor surrounded himself with theorists and practitioners and created an effective ensemble out of them. It was due to their efforts that professionally trained music instructors were graduated. Some of them also went on to work in other fields of musical activity in Ostrava.

The 1960s became a “golden age” for popular music in Ostrava and achieved recognition on a national level thanks to Pavel Staňek, František Trnka, young singers and instrumentalists, the theoretical reasoning of Leo Jehny, etc. This fact is more remarkable if we recall the difficult postwar beginnings and the fundamental changes that occurred in the outlook of popular music. In particular the political changes that occurred after 1948 wrought havoc on its organic development and often led to decrees and bans that made little sense. The 1951 founding of the Music Theater in Ostrava was representative of this situation and the orientation on the works of Jaroslav Ježek. A positive effect on the development of non-classical music in Ostrava occurred with the arrival of jazz musicians and singers from home and abroad; Semafor in Prague enjoyed success, and the excellent cabarets in Ostrava (the successful Štafle) and the student theaters Pod okapem and Waterloo also achieved popularity. Of decisive importance for the organic development of popular music, however, was Ostrava Radio. Č. Gregor took over the music department in 1959 and ran it with coworkers P. Staněk and F. Trnka. The program included performances by rising stars Hana Zagorová, Marie Rottrová, Věra Špinarová, Dušan Grúň, Pavel Novák, instrumentalists and groups like Flamingo, Majestic.

Of course, the Ostrava radio station also did admirable work in the field of classical and folk music. In addition to the continuing interest in children’s choirs, the peak of which was the successful activity of the Children’s Radio Choir during the premiere of Trojan’s children’s opera Carousel (1960), folk music and of course classical music uniquely made their presence known, thanks to I. Stolařík, J. Dadák, Věra Šejvlová, Jan Rokyta, Jarmila Šuláková, Josef Laža, Světla Juříčková, etc., in the period pieces of Přecechtěl, Juchelka and Havelka’s No Ty and its inorganic connection of musical folklore with the popularity of music-hall entertainment at that time. During the 1950s and 60s, the editorial staff of the radio music department was oriented on playing fewer famous operas, rather recording chamber and orchestral compositions, often by composers from Ostrava with local performers. At the turn of 1955-1956, television music programs contained a wide spectrum of folk music, popular and challenging broadcasts of performances by Ilja Hurník, the Ostrava Quartet, the State Philharmonic Ostrava, the Ostrava Opera, the Choral Society of Moravian Teachers, etc.

In addition to professional journals, music criticism was concentrated during this time on the Ostrava daily news. Those expressing their views on the music scene, initially in New Word, Voice and New Freedom, later mostly in the latter-named newspapers, were F. Lettovský, Josef Kubenka, František Cimmer, and in New Freedom starting in the 1960s the young L. Jehne, Č. Gregor, and M. Navrátil, who also contributed, on a lofty professional level, to Red Flower and Musical Outlooks of Prague. A strictly professional musicological viewpoint was injected into the musicology of Ostrava by doc. Vladimír Gregor, who took up the problems of the history of Czech musical education and the history of Czech working-class singing in his published works, adding a thematic history of music culture in Ostrava after his arrival. Material for future synthetic work was collected at that time by I. Stolařík, M. Navrátil, etc.

The extraordinarily successful development of music culture in Ostrava during the 1960s, certainly the peak up to that point, was violently disrupted by the incursion of Warsaw Pact troops in August 1968 and the subsequent stagnation promoted during the so-called Normalization period of the 1970s and 80s. Many noted representatives of the Ostrava “artistic front” (writers, poets, graphic artists, composers, theoreticians and musicologists, even journalists, such as Oldřich Šuléř, Ota Filip, Miroslav Stoniš, Milan Kyselý, Ivan Kubíček, Rudolf Prokop, Jiří Myszak, Otakar Schindler, Eduard Ovčáček, Petr Holý, Čestmír Gregor, Jaromír Dadák, František Trnka, Miroslav Malura, Ivo Stolařík, Miloslav Navrátil, Ladislav Vymazal and others) were removed from public life. Normalization even affected the normal course of operations of all artistic institutions, schools and regional branches of artistic unions in Ostrava by order of regional and municipal authorities and party organs. For music art, particularly on an individual basis, the impact of these changes was felt in all institutions in Ostrava.

In 1974 a new regional organization called the Union of Czech Composers and Concert Artists was founded in Ostrava. This “ideologically creative organization” was an institution where selection was made strictly in accordance with the criteria dictated by the ideological wing of the regional committee of the Communist Party. That is why many music artists, critics and musicologists (e.g. Z. Přecechtěl, K. Kupka, J. Dadák, V. Svatoš and the more and more creatively occupied choirmaster of the Choral Society of Moravian Teachers A. Tučapský, M. Navrátil, V. Gregor, I. Stolařík, M. Malura, J. Kocur) were not accepted in the Ostrava branch of the Union of Czech Composers and Concert Artists; it is also why concert artists came to dominate membership rolls. Despite this, and with a certain amount of reserve, the founding of the Ostrava union branch was only a positive development. The main goal of its activities was organizing evenings of contemporary music, including the so-called “concert forums”, regular exchange concerts with union branches in Brno and Plzeň and starting in 1975 the autumn concert cycle of Music Nowadays. Applying their trade were regional performers and guests from Prague, Brno and Plzeň who played not only the new works of authors from Ostrava, but also the works of older, tradition-respected selections that were still viable on the concert podium but in conflict with the compositions of other Czech and international composers. Among the major premieres that took place at concerts of Music Nowadays was the String Quartet and Orchestra Concert of Jaromír Podešva (1976) and his Snowdrops Celebration (1981), the violin-cello concert of Č. Gregor (1975), the Stories and Miracles of M. Klega (1980), the Symfonia of V. Svatoš (1979), the second performance of Báchorek’s Stereofonietta (1978), Gregor’s cantata Children of the Sea (1976), Báchorek’s reworked version of the Ballads of Folk Poetry (1975) and the chamber compositions of authors V. Svatoš, M. Báchorek, E. Dřízga, K. Kupka, J. Podešva, J. Grossmann and others.

The union also took part in major events and festivals such as the Janáček May and the Janáčkiana Conference organized within the framework of it, as well as in the Generation composition contest (the winning compositions by young authors would then be played at the concerts of Janáček May); also active in the union was the Circle of Lyricists of Popular Music, the Choirmasters’ Club. Portions of the composition shows of Music Nowadays included concerts of popular music, especially brass band music (e.g. concerts by the Vítkovák orchestra under the baton of Jiří Šindel, performances by the Ostrava Radio Orchestra, mostly under the direction of P. Stánek and featuring popular singers like M. Rottrová, V. Špinarová, P. Němec, Z. Mann, P. Novák, J. Wykrent, etc.). The union was therefore an important motivating force in the entire culture of music in Ostrava during the 1970s and 80s, even if it was all “thanks” to a social system that on the one hand promoted the control and influence of the state in all areas of life, but on the other was generous, even extravagant, in its support of artistic development so long as it toed the line, at least a little, and so paradoxically supported the creation of many works of long-lasting value for Czech music (among those that come to mind are Klega’s The Confession of a Lone Pedestrian, Stories and Miracles, Gregor’s works which combined so-called classical music with elements of jazz and rock like his violin-cello concert and A Symphony of My Town in the 1970s and later the opera The Professional Woman, Báchorek’s trilogy Lidice, Stereofonietta and Hukvaldy Poem, the symphony and chamber compositions of J. Podešva, the lyrical and chamber works of V. Svatoš, E. Dřízga, J. Grossmann, etc.).

The pillar of Ostrava concert life was the symphony concerts of the local philharmonic orchestra and in September 1968 Otakar Trhlík from Brno arrived to take up the baton. His dramaturgy shows a clear line accentuated by the works of B. Smetana, A. Dvořák, L. Janáček and contemporary Czech music. Of world-renown symphonic works, Trhlík oriented the orchestra in particular on interpretations of L. van Beethoven, J. Brahms, and P. I. Tchaikovsky, as well as on A. Honegger, B. Britten, A. Berg, B. Bartók and S. Prokofiev. Plenty of contemporary Czech music also found its way into his concerts, especially works by composers from Ostrava. Under his direction the orchestra undertook many foreign tours (to Poland, Italy, Germany and the Scandinavian countries, Spain and the former Soviet Union) and the philharmonic orchestra made guest appearances at international music festivals (e.g. at Prague Spring).

The orchestra, which provided a venue for the Ostrava Quartet while many of its players performed (together with several teachers from the Ostrava Conservatory and College of Education) in chamber ensembles like the Leoš Janáček Chamber Orchestra, the Ostrava Brass Band Quintet, Kaemika corni, Musici moravienses, and later on the Kubín Quartet, the Heran Quartet and others, was renamed the Janáček Philharmonic Ostrava at the start of the 1970s in recognition of its systematic presentation of the works of Leoš Janáček. The heretofore cycle of spring concerts in the city – the Ostrava May of Music organized by the philharmonic – was renamed Janáček May in 1975, a music festival for socialist countries. With several other cultural institutions in Ostrava (the Ostrava State Opera, the Municipal Cultural Center, the composers union) affiliated with the Janáček Philharmonic as organizers, the concert cycles in the festival began to grow in the proper sense of the word (festival committee, secretariat, festival officials).

For nearly the whole of the 1970s the Ostrava Opera was led by J. Pinkas, who worked with a team of close associates (e.g. directors Ilja Hylas, Miroslav Nekvasil, stage designer Vladimír Šrámek, conductors Bohumil Janeček, Václav Návrat and leading soloists Karel Průša, Jan Kyzlink, Čeněk Mlčák, Vladimír Mach, Agia Formánkova, Drahomíra Drobková, Eva Gebauerová and the young Eva Dřízgová) to stage outstanding performances, including The Greek Passion by B. Martinů, Janáček’s Jenůfa, From the House of the Dead, The Cunning Little Vixen and other operas of the 20th century (Gershwin’s Porgy and Bess or the latest works of Petr I. By A. Petrov and Goya by J. Boháč, etc.). After the departure of J. Pinkas and I. Hylas for Brno in 1979, the State Opera Theater in Ostrava was led by V. Návrat for the duration of the 1980s. He was responsible for an unusually successful staging of Smetana’s The Brandenburgers in Bohemia and Verdi’s Don Carlos (the young baritone Ivan Kusnjer was captivating in both). In the Year of Czech Music of 1984, he focused on a complete cycle of Smetana’s operatic works. Under Návrat’s direction, the repertoire of the Ostrava Opera was enlarged to include rarely played works like Fibich’s The Bride of Messina, N. Rimsky-Korsakova’s Snow Maiden, Wagner’s Rienzi, Gluck’s Iphigenie on Taurus and Janáček’s first opera Šárka.

The head of the Opera in the 1970s was Mojmír Weimann, who continued with a tried-and-tested dramaturgical formula: staging on the one hand classical operetta (maintaining of course the high quality of music dictated by the demands of this genre – it remained the domain of the head of the orchestra director, V. Brázda), and musical productions on the other (including, under the guidance of the versatile conductor Ladislav Matějka, Hello, Dolly, A Boat Full of Comedians, Zorba, Kiss me, Kate, The Man of La Mancha, Cabaret, The Count of Monte Cristo, etc.). The ballet was run by Albert Janíček for nearly all of the 1970s and 80s. During this period unusual success was scored by the ballets Antonio and Cleopatra by E. Lazarev, Notre Dame of Paris by C. Pugni, staging Peer Gynt with Greig’s music, Beetles by T. Freš, Manon by J. Brabec, Heat by Č. Gregor, Planets by G. Holst and Haste by L. Matějka. A. Janíček also studied Nedbal’s ballet From Fairy Tale to Fairy Tale, Prokofiev’s ballet Romeo and Juliet, Bizet and Shchedrin’s Carmen, etc.

General music education during the 1970s and 1980s was formulated along the lines of the so-called activities concepts: preferred interpretive, elementary compositional, movement and listening activities. These were positively projected in the possibilities of primary schools with extensive aesthetic education (based on the example of L. Daniel and collective from Olomouc), in close cooperation with basic arts schools. The Ostrava Conservatory continued, despite the limitations of the period, with its successful artistic and pedagogical activities, indicative for example in the placement of students of the Conservatory in leading positions in artistic ensembles, etc. The Department of Music Education at the College of Education in Ostrava also continued to profit from the academic work carried out by V. Gregor, L. Zenkl and others.

Major managerial changes took place in the music department of Czech Radio in Ostrava after the departure of Čestmír Gregor. In 1971 Tomáš Hanči became head of the department and started strengthening the presence of the brass band music of Ludvík Deml. Karel Steinmetz, Jana Novotná and Jaromír Gelnar, who had returned to the Radio, took over the responsibility for folk and music educational programs. For the station’s symphony, chamber and choir music, conductor Miloš Konvalinka continued the close cooperation with the major symphonic and operatic ensembles in the region of North Moravia – the Janáček Philharmonic Ostrava under the direction of O. Trhlík, J. Daniel and later T. Koutník, with the Moravian Philharmonic Olomouc led by Jaromír Nohejl and conductors Vít Micka, Stanislav Macura and the young Petr Šumník, operatic orchestras from Ostrava, Olomouc and Opava, with the Choral Society of Moravian Teachers, and with chamber ensembles like the Leoš Janáček Chamber Orchestra, Ostrava Quartet, Musici moravienses, the Kubín Quartet, and a whole range of instrumentalists and opera and concert singers including Zdeněk Stibor, Rudolf Bernatík, Jan Marcol, Valtr Vítek, Jan Hališka, Eva Dřízgová, Drahomíra Drobková, Jan Kyzlink, Karel Průša, etc. The head of the section for popular music throughout the 1970s and 80s was Antonín Vašíček. The Ostrava Radio Orchestra under the guidance of chief conductor P. Staněk and script editor Drahoslav Volejníček basically carried on with their earlier cooperation with singers from Ostrava (see above). Among those appearing in the Ostrava Radio studio during the 1970s and 80s were the groups Plameňáci-Flamengo, the Ivo Pavlík Sextet, Bukanýři, Dudeškova Muzika without the band, and later on the groups Citron and Buty as well.

While music journalism and critique in Ostrava was satisfactory, the conditions for cultivating most music disciplines in the city had not been very good. What was missing was an academic workplace of the type in musicological institutes and departments in universities (like those in Prague, Brno and Olomouc). When the musicological section at the Czechoslovakian Academy of Sciences at Silesian University in Opava was closed at the beginning of the 1960s, there were only two music divisions in museums – at Silesian Museum in Opava (with Karel Boženek and, at the end of this period, Petr Koukal) and Ostrava Museum (with Eva Sýkorová and, after her departure for Prague, Ludmila Malotová) and the Department of Music Education at the College in Education in Ostrava (where the musicological work of music historians and theorists like Vladimír Gregor, Luděk Zenkl, Ondřej Bednarčík, Jan Mazurek and Zora Stiborová, who was focused on music pedagogy and psychology, was actively pursued). Other musicologists employed in cultural and educational institutions (I. Stolařík, M. Navrátil, J. Kocur, K. Steinmetz and M. Kaduch) carried out their research work more as a hobby, their efforts going unsupported by employers. Still, several musicological projects were successfully implemented, including the regularly organized musicological conferences of Janáčkiana, the publication of several books by individual authors or collectives of musicologists from Ostrava.

Sometime during the mid-1980s, changes gradually occurred on the music scene in Ostrava that culminated during the final months of 1989 in the establishment of a democratic state. The intricacy of culture subjected to new market conditions demanded basic changes in its workings and they were not always painless, especially in light of the maximum expectations associated with the first days and months of a democratic society. Fortunately, however, it was clear that music culture in Ostrava would go on as always, if a bit demarcated in its development, despite the limited financial resources and a new but not always happy social profile.

The compositional activities of the Center for Creativity of the Association of Music Artists and Scholars grew during the start of the 1990s to include those whose activities during the former regime had been restricted, even prohibited, and were put in the programs of associate concerts, of which the concerts staged by Music Nowadays, offering regular performances of various forms and genres, retained significance. The annual autumnal show brought out older “established” works and neglected composers (Edvard Schiffauer, Dobroslav Lidmila, etc.), as well as young newcomers in the composition contest Generation of Successful Creators, which garnered honorable mentions for young artists like Irena Tokarzová-Szurmanová, Sylva Smejkalová, Markéta Dvořáková, Petra Gavlasová, etc. Some of them applied their talents in the program of concerts in the 2001 Ostrava Days of New Music.

At the turn of 1989 and 1990 it was possible to follow the increasing interest in sacred music of all genres in Ostrava. Severely restricted under the old regime, the city saw an explosion in chamber, choral, cantata and orchestral performances of sacred compositions (especially at the autumnal St. Wenceslas Festival). The establishment of new concert agencies, societies and institutions led to a significant increase in offers, particularly in the field of chamber concerts, which students studying music in schools took part in.

By expanding its offers of subscription concerts, the Janáček Philharmonic supported the development of contemporary chamber and orchestral interpretations in Ostrava thanks to head conductors Denis Burkh, Christian Arming, Petr Vronský, Theodore Kuchar and other artists from home and abroad. The concerts of the Philharmonic were also enriched by programs of the annual Janáček May, and the Philharmonic’s artistic and institutional cooperation with the Ostrava Center for New Music had fundamental importance from the start for the latter. The extensive possibilities for choral activities after the change of regimes was interlaced with the waning but lingering interest of young people for this form of performance and the high average age of most of the men’s choirs and singers of mixed ensembles.

As in the preceding period, opera, operetta and ballet had an irreplaceable position in Ostrava following 1989. The many changes in leading positions at the Ostrava Opera resulted in a distinct enrichment of the repertoire at the beginning of the 1990s – operas by L. Janáček, R. Strauss, B. Martinů and R. Kubelík were performed in Ostrava. Thanks to artistic director Luděk Golat, the Ostrava Opera underwent important development during the second half of the 1990s. While dramaturgy saw a divergence from the earlier search for new operatic titles, a major increase in the quality and precision of music learning occurred in interpretation and staging (thanks to, among other things, the invitations extended to foreign guests and the engagement of outstanding soloists and conductors like V. Prolat, S. Zubkewich, M. Tesllia, N. Krioutchkova, V. Lomakin, V. Mayfatova, conductor Paolo Gatto, etc.), and the ongoing attempt to discover a contemporary stage poetry. Golat was able to create an artistically gifted collective that excelled in the works of G. F. Handel, R. Wagner, C. Debussy, etc. Attention was especially drawn to a performance of Debussy’s opera Pelleás et Mélisanda – for her role as Mélisanda, Eva Dřízgová-Jirušová received the 1998 Thálie award. The Ostrava Opera continued with other quality performances in later years. The wide-ranging list of the repertoire included works of Czech and European Romantic opera with the distinct inclusion of classical and operatic compositions of the 20th century. The Ostrava Opera stimulated interest in classical operetta and, in particular, musicals. A major turning point occurred in ballet in Ostrava during the 1990s. Its significant improvement occurred as a result of naming Igor Vejsada as the head of the ballet, followed by putting the staff on firm footing and making changes in the repertoire.

Positive changes also occurred in the field of music pedagogy. General music education retained the well-known activities concepts from the past, but a new expansion of them led to the founding of more schools with extensive music education, positively exhibited by the founding of The Waldorf School, etc. This positive aspect, of course, did much to reduce the obstacles faced by music teachers, among them the declining level of parent engagement, stagnation in the cultivation of speech and singing among children and their lack of interest in classical music, etc. Changing the name of the people’s school of the arts during the 1991/1992 school year to the primary arts school ushered in several changes in its activities, primarily by increasing the measure of incorporation of the schools into the cultural life of the city and sometimes of the wider region as well. In 1996 the opening of a new building for the Janáček Conservatory offered and continues to offer the best opportunities for applying artistic and artistic-pedagogical activities for future educators, of which many have international dimension. Local music vocational education underwent a stormy development during this period – the former Department of Music Education at the Pedagogical Faculty in Ostrava was enlarged in 1991 with the founding of a Department of Arts and Pedagogy at the College of Education of Ostrava University, leading to the founding in 2001 of the Institute for Artistic Studies and in 2007 of the Faculty of Arts. The latter in particular characterizes the international aspect of the teaching staff and the growing number of gifted students. With its offering of bachelors and masters studies, a doctoral study program in the field of music theory and pedagogy, and conferring professorial titles in the same field, the Department of Music Education by no means lags behind the preceding institution.

The “velvet” loosening of political restrictions also brought about euphoria in the field of popular music. The previously existing vacuum and the limitations enforced by the regime were gradually replaced with concerts, later on with festivals, leading to the founding of new clubs, often centers for interpretation of popular music of various genres. Thus has Ostrava built up an important position within the ranks of Czech popular music thanks to groups like Buty, Citron, Kryštof, singers Tanja Kauerová, Josef Streichl, Jaromír Nohavica, etc.

The year 1989 saw a major mark left behind in the history of the Ostrava studio for Czech Radio. Serious personnel changes occurred in the editorial staff of the music section, characteristic for the beginnings of the 1990s, while the later period was noted for “downsizing”. Recent years has seen the Ostrava music staff take part, often from older broadcast recordings and other compact discs, in the creation of programs within the framework of nationwide broadcasting, resulting in music programs of all genres and forms. The Ostrava television studio was close behind with its music programs offering the best soloists, orchestras and conductors in Ostrava, leading to interesting attempts at a natural combination of classical and popular music, namely in programs for children and young people.

Music criticism in Ostrava also tried to find new directions after 1989. Any hopeful development, however, was negatively affected by the attitude of the editorial staff of the Ostrava daily news towards the publication of concert reviews and the performance of classical music. Of the new magazines, Talent, a monthly issue for questions involving education and the arts, came to fore in 1998. Sometimes essays and critiques by contributors from Ostrava appeared in traditional music magazines. In the last two decades activity in music disciplines devoted primarily to problems associated with Ostrava and the region have been successfully developed.
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