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1. INTRODUCTION

Based on its title, this thesis deals primarilyhwvihe unofficial music of the
1970s in Czechoslovakia. However, without a broaldistorical context of non-
conformist culture under communism in the counttlye cultural and political
movements opposing the establishment during ‘Naeatbn’ would lose their
foundations. These movements continued in the tioadiof the activities that had
already begun in the inter-war period. Therefonés thesis will focus not only on the
Czech alternative and underground music of the 49B0t will also cover its
predecessors from the previous decades, which dw@ittong tradition of an unofficial
culture in Czechoslovakia. The term ‘unofficfalwhich will be used often in this
paper, was chosen intentionally to include the test possible field of the kind of
culture that was excluded from the pro-regime’ssact displays, was knowingly
overlooked by the establishment, and did not fib ithe official cultural policy
measures. It is clear that the unofficial culturd dot cease to exist following the
Velvet Revolution of 1989, which brought democraty Czechoslovakia. Its
motivations shifted, because the new political esystwas based on freedom of
expression and basic human rights. Moreover, tlegdation ‘unofficial’ would no
longer fit either; nevertheless, alternative cutur the sense of people creating a new
direction in the arts in opposition to mainstreamtwre did not disappear and continued
to develop further.

The author is absolutely aware of the fact thardhis already vast literature
available in Czech as well as foreign languageth@ntopic, which is widely discussed
in Czech society. It is important to stress, howevbat the period ruled by the

Communist party in Czechoslovakia is ‘history’ ftre new generation of young

! The expression ‘unofficial culture’ is used hemecontraposition to the official, institutionalizedlture
that was, in contrast to the unofficial activitisspported and promoted by the establishment, anegd
the Communist party’s interests. In Czechoslovakony, the unofficial culture had many differentmes
that meant more or less the same thing, write€#teeh sociologist Josef Alan. It was called “ndéfid,

polooficialni, alternativni, undergroundovd, disitkka, ilegalni, paralelni, podzemni, ooz

nezavisla” [“‘unofficial, semi-official, alternativeunderground, dissident, illegal, parallel, ‘pocire’,

counterculture, independent”] culture (Alan 19)efdfore, the unofficial culture includes all digeof
the alternative culture but it is not always synmoyis with the word ‘alternative’ (like in the caskthe
‘alternative scene’ of the 1970s, which was a djpecariety of the unofficial music). The meaninfjtbe

word ‘alternative’ in the context of this thesisdagplained on p. 16 (see subchapter g Post-WWII
Alternative Culturg. The ‘alternative scene’ in music is discussedlbbchapter 4.2.3he Alternative
Scensestarting on p. 57.



people, who have experienced a democratic polifgalem during the greatest part of
their lives. But in the minds of the generationocair parents and their predecessors,
those years are still present. The author of tiesis was born in 1986 and thus belongs
to one of the first generations of people whosesipdgies and thinking have not been
restricted by the state establishment or influenbgdsocialism and the communist
ideology. One can observe, however, that 20 ydtesthe revolution, Czech society is
still being confronted with the ramifications of ethhalf-century-long totalitarian
regime’s rule. The younger generations listen twie$ about queues for bananas and
oranges, jeans bought in ‘tuzex’, where luxury westgoods were sold, and ringing
keys on Wenceslas Square in Prague. But we — speédi the younger generation —
cannot actually imagine how different life was ineg€hoslovakia at that time. And what
about creative people who wanted to express theesdéleely using artistic means or
had different political and inner convictions titia¢y did not want to surrender?

Artists and intellectuals started working indepemity despite the regime’s bans
and, in extreme cases, their lives and the livabaf relatives were endangered, which
was in fact how alternative and underground culmeerged under the dictatorship of
the socialist aesthetic rules and political opisiofhe unofficial culture, which was
moved to the fringes of the socialist society, gréwoughout the decades of
Czechoslovak history in the twentieth centwyhat were its starting points in the
inter-war period, after the communist seizure in 148 and during the ‘thaw’ of the
1960s, which was stopped by the Soviet invasion? Walid the avant-garde and
‘podzemi’influence the underground culture during the perial of ‘Normalization’,
mainly in the spheres of underground and alternatie music? How did the
unofficial music develop during the 1970s and whatvere the regime’s tools to
destroy it? And, finally, what happened with the urnfficial culture and
underground music after the Velvet Revolution?

These are the questions to be explored and andwethis paper. The research
method of the paper was based on the author’'salrigvaluation of a variety of sources,
including printed books, internet articles, andiausburces. This thesis is a historical
paper based on a compilation of information fromaaiety of sources. At the same
time, the author will try to contribute to the raseh on this topic by looking for roots of
the underground culture of the 1970s and explotimg works of contemporary
underground music bands in the Czech Republic. atliror's motivation to write on
this topic comes from her interest in artists’ suender communism in Czechoslovakia

and her goal was, as already stressed, to prdserats of the unofficial culture and its
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development to the younger generation in orderetvesas a reminder of what was
happening in our country only several years ago.

The key book that provided the author with thepirsgion to look for more
sources and focus on the unofficial culture wdkernativni kultura: Ribeh ceské
spole’nosti 1945-1989The Alternative Culture: Czech Society from 19451989,
which was published in 2001 and edited by the aotihg Czech sociologist Josef
Alan. This book maps the forms of the unofficialtate after WWII and includes
chapters on alternative displays in visual arttpgraphy, literature and samizdat as
well as in music, film making and theatre. The Beotontributors were significant
representatives of the unofficial culture during tommunist era in Czechoslovakia as
well. Authors of particular chapters important tbis paper included Martin Machovec,
Josef Vtek, Stanislav Dvorsky et al., and for the part datdid to the underground
culture the materials written by lvan Martin Jirahat dealt with the story of tH&lastic

People of the Universeere useful.

As far as the structure is concerned, first gfthik paper will outline the history
of the Czechoslovak unofficial culture reachingnfrthe pre-war avant-garde up to the
rock ‘n’ roll music of the 1960s. Although this pmt would provide enough material
for a separate paper, here we will describe brigféyfoundations of later underground
culture during ‘Normalization’. It is necessary #@so return to the avant-garde
movement, which went through many changes durirgy ttho wars and the time
between them. The Czech avant-garde stressedcamidépendence and revolutionary
thinking. It was interrupted, however, by the doarof Soviet socialist realism starting
in the 1930s and Zhdanov’'s demands, which hadlsat tules on how the ‘right’ art
should look and thereby regarded all other formbasggeois. The Czech avant-garde,
dissolved by WWII, was barely put back togetheerft945 and its disintegration was
confirmed by thecommunist putschn 1948. Besides the avant-garde movement,
surrealism and post-surrealism were also impongants of the unofficial activities,
which also penetrated and complemented the avadegaovement. Although the end
of WWII meant the end of the avant-garde, new \glugost-war euphoria and
disillusionment gave birth to alternative cultureat was representative of the avant-
garde ideasSkupina 42 an artistic group including artists from variodssciplines,
focused on everyday life and the magic of citidse Tain influence of the underground
in the 1970s, however, was the literary editletice Rilnoc, and above all the poet

Egon Bondy, whose works were rediscovered at tdeoéthe 1960s. Last but not least,
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during the 1960s, the softening of the politicarse and ‘socialism with a human face’
enabled Western culture to be imported to Czeckakla. Thus, new bands imitating
Western ones were founded throughout the entirentopuand ‘bigbit’ music
represented the lifestyle of ‘m&hy’, the long-haired youth. The process of cultwaal
well as political democratization of the countrgwever, was forcibly stopped by the

invasion of the Warsaw Pact armies in 1968.

The third chapter focuses on the political histofythe country, mainly on the
democratization processes climaxing in the Praguén& on the subsequent Soviet
invasion, and the beginning of the period of ‘Noliz&tion’. In order to understand the
positions of the underground artists and dissidents necessary to grasp the situation
faced by Czech society. Psychologically-speakiige entry of Soviet troops to
Czechoslovakia was a complete tragedy for theetigz Nevertheless, some of them
attempted to wake up their fellow countrymen aneat¥ an opposition that would
effectively face the consequences brought on byotteipation. The important force
became students supporting reform-minded communiftsvever, neither after the
establishment of several opposition groups nor dfte self-immolation of Jan Palach
was Czechoslovakia able to overcome the Warsaw iRegvention and, as a result,
people withdrew to their private lives. Within aglivas outside the Communist party,
‘Normalization’ should have destroyed any displafsprotest and opposition that
would hinder implementing a neo-Stalinist communism Czechoslovakia.
‘Normalization’ was connected with purges in thecisty on all levels and the
appointment of new pro-Soviet employees to all ifiggmt administrative and political
functions. The Communist party concluded a kindsotial contract’ with the citizens
that ensured them certain benefits in exchangehiir loyalty to the regime. People
who did not want to adjust their life to the soigablemands created a ‘parallel polis’,
another concept discussed in this chapter. Thallpapolis’ was the foundation for
a dissent movement that came together after thiegadbltrial of the music grouplastic
People of the Universeeacting to the manipulated lawsuit with the esthiment of
Charter 77 which emphasized the importance of keeping bhsiman rights. The
regime did not wait long to repress signatoriepeemlly the spokespersons. For
a better understanding of such persecution undemumism, the concept of several
levels of repression in a communist state will bespnted in this chapter.

Finally, the phenomenon of samizdat publishind b& discussed at the end of

the third chapter. The author decided to includaizdat because it was an extremely
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important field in the unofficial culture that watso connected with the underground.
In samizdat editions, lyrics and poems of severatlenground musicians were

published.

The core part of the thesis, the fourth chaptdt,fecus on the unofficial music
scenes in Czechoslovakia of the 1970s. First of llarci Shore’s concept of
communism as a generational history will be ex@diras a background for writing
about the unofficial music scene during this peribdrthermore, it was necessary to
define what the official culture during this periogeant. The institutionalized mass
culture served the interests of the Communist pamty set the aesthetic rules in arts. It
supported average works of arts, rejected innonaaod labelled them ‘Western’ and
‘bourgeois’. Everything that was new and unknowrswangerous to maintaining the
control of the totalitarian society. Therefore, table clerks loyal to the party were
appointed to the nationalized cultural institutiom®rder to hinder artists from realising
their projects. In the case of musicians, immemseuats of paperwork made acquiring
a concert permit much more difficult. The first Baaf music groups were part of
a stricter cultural policy, which in turn actuallipostered the expansion of the
underground music scene in Czechoslovakia. Theebdrdtween the official and the
suppressed culture was not always clear-cut, hawdVere were many activities ‘on
the edge’ of the official culture that stretchedth@ underground. People within this
gray zonesemi-officially helped the unofficial culture wiht being members of the
Communist party or outright dissidents.

In this paper, the unofficial music scenes willdeided into three parts based
on the assessment of music publicist Jos€Ek/I First, the philosophy of the Czech
underground and its connection with the clandesiti®ities of preceding decades will
be discussed. Ivan Martin Jirous was one of thetnsamificant persons in the
movement and can be perceived as a kind of ideeloflie underground is connected
mainly with the psychedelic band tRéastic People of the Univerg®PU), for which
Jirous served as artistic director. Although atehd of the 1960s rock ‘n’ roll bands in
Prague boomed, we will focus on the story of th&JRidd their conflicts with the
regime, which climaxed in the fabricated politital of the band in 1976 and activated
the founding ofCharter 77 As the second part of the unofficial culture, thiéernative
scene’ and its main representative, thezzova SekcgThe Jazz Sectipnwill be
discussed. Although the alternative scene sharednom roots with the underground,

the former one was more open and involved diffekemiis of people. The alternative
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scene was formed somewhat later than the underdrand deliberately opposed the
totalitarian regime in Czechoslovakia.

Finally, at the end of the 1970s, the young gdimracame with punk and new
wave music, fighting for freedom of expression. Aewa Czech musicians, influenced
by their British idols, founded their own bands atbcked the public with their wild
music and outfits. Although punk and new wave wereinitially a political movement,
the regime did not wait long to condemn it in thiéical press with a series of
inflammatory articles using typical communist rh@&o The concert organizers were
ordered not to sign contracts with punk bands dnd tthis music was practically
banned. Like in the case of the PPU, however, gtabbshment’s counter-campaign
had a completely opposite effect. The unofficialsmiscene then became known by the
broader public and gained support of like-mindedpbe.

The last chapter of this thesis will briefly dissuthe situation of the unofficial
culture during the 1980s and mainly after the VelRevolution. Because of the
democratic political system, the former unoffiatalture lost any sense of illegality and
began to be referred to as ‘alternative’ culturefdBe 1989, the softening political
situation and Gorbachev’s attempt to reform theéesysvas also reflected in the field of
cultural activities. Like at the end of the 196De tborder between the ‘official’ and
‘illegal’ became movable and the party started skenconcessions. With the fall of the
regime, the alternative culture became so broadittixaas hard to distinguish what was
alternative and what was mainstream. The Czechavaggine was flooded by pop and
electronic music influences from the West. On ade,anany ‘old’ underground bands
continued to play but there were also several nees arying to follow the underground
legacy. The PPU started playing again in 1997 arDD9 they released a new album,
which will be analyzed in this chapter as well.dirder to conclude, the results of the
research will be presented at the end of this paper



2. DEVELOPMENT OF THE UNOFFICIAL CULTURE
IN CZECHOSLOVAKIA

In order to put the unofficial activities duringlormalization’ into historical
context, we must return to the roots of the unddficulture in the inter-war period.
Gertraude Zand, who writes about the Czechoslowskergrund® literature of the
1950s, goes even farther into history and clainas the tradition of non-conformism
started as early as in ti¢urm und Drangnovement and the romantic period, continues
on to decadence and futurism, and ends up in theclist subcultures of the second
half of the twentieth century (150). Indeed, ronmamtdividuality and exclusion from
the majority, which did not understand works ofocaldrn hero, can be perceived as
a basis for the later subcultures and non-confarma/ements that emerged after WWiI
but above all they developed in the second halthef twentieth century. Unofficial
cultures were connected mainly with changes in ploditical establishment and
totalitarian regimes of different kinds coming tower after both world wars. The
existing regime always played a significant rolfoarming unofficial, clandestine and
illegal activities. Although not all non-conformighovements wanted to confront an
establishment and had purely artistic purposes there usually politicized by the
regime. The unofficial culture represented anotiay of doing things, a way for artists
to realize their ideas. It did not follow the fignket cultural policy measures of
a regime and, as such, it endangered the estaldigtarstability with its creativity and
independent thinking. Within Czechoslovak historguand the two world wars, the state
cultural doctrine was represented by Socialist Reglwhile avant-garde, surrealism,

and other artistic groups formed the unofficialtare.

2 Zand uses the German word ‘Untergrund’ to desarlbadestine activities during the 1950s. In Czech
they are namegodzemi(noun) orpodzemn{adjective), e.g. podzemni literature, which litgraneans
‘underground’; however, in Czech history the Englgord is connected with the underground movement
of the 1970s. In this thesis the tepodzemiwill be used from now on for the period of the 095nd
underground a word which is used also in Czech, for the peabthe 1970s. In English, unfortunately,
there is only one word for these somewhat disthecthovements.

% The word ‘non-conformism’ and ‘non-conformist’ e, adjective) is used in this thesis as a synonym
to the word ‘unofficial’ (e.g. non-conformist/unaffal activities).

10



2.1 Avant-Garde and Surrealism

The avant-garde expressed a program of leftishkihg and political
engagement together with absolute artistic freedadh support for individuality. Josef
Alan, the renowned Czech sociologist, claims that dvant-garde was an ideological
movement rather than an artistic one (9). Its mogralways connected artistic goals
with political elements. In Czechoslovakia, the rdvgarde was one of the two main
movements in the culture. According to Alan, orrean of the Czech culture, resulting
from the period of th&larodni obrozenjNational Revivdl’, fostered a national identity
that was threatened by Hitler's occupation. Ondtieer side of the cultural spectrum,
there was the avant-garde inspired by civilizatiompdernity, bohemianism, anti-
bourgeoisie sentiments and non-conformity (9). €hego streams, however, did not
compete against each other; both were an equabptre cultural life in the pre-WWII
period. It is important to emphasize that unlike #iternative culture, the avant-garde
was formed within a liberal, non-totalitarian sdgid¢hat tolerated extreme artistic
displays, writes Alan (9). The unofficial culturen the other hand, developed under
a totalitarian regime in Czechoslovakia and tookrawe principles of artistic freedom
from the avant-garde movement.

The avant-garde was closely connected with Daasarrealism, which also
had a strong tradition in this country thanks tatects with France before WWII. Dada
and surrealism reached their climax in the 1930d aas a culmination of the
development of all avant-garde forms. During théoWing war, Czech surrealism was
segregated into several small surviving groupsdimihot manage to unify after the end
of WWII. Stanislav Dvorsky writes that surrealisnonked with basic principles of
human creativity and wanted to expand people’s @onsness. As a result, creative
spontaneity gained importance and reality acquarecalmost magical dimension (77-
78). Ivan Martin Jirous, one of the core persanshe underground movement of the
1970s, also speaks about a mythological periotienatorks of the PPU, which worked
with spiritual elements and tried to go beyond estgypes of reality. Dada and
surrealism also inspired the Czech underground ustleritique of some social values
and its resistance to ideology. As Dvorsky confirsigrrealism sharply disagreed with
fascist ideology, which demanded conservatism, lipy@ the state, and a return to

national traditions (85). In Czechoslovakia, suis¢® were not unified in one

* The Czech national movement of the nineteenthucerthat tried to revive the Czech language and
national sentiments within the Austro-Hungarian exchy.
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movement but formed rather smaller groups and wbrkelividually, acting as

opponents of the official protectorate culture. ingrthe 1930s, however, the whole
cultural field was gradually becoming a tool of attegies and for the avant-garde and
surrealists it was more difficult to keep their @uamy. Therefore, the avant-garde
began to disintegrate and, finally, WWII halted thevelopment of this movement. The
political scientist Ladislav Cabada confirms thae tend of the avant-garde in
Czechoslovakia came with the establishment of #eec&ocialist Realism as the only

official culture in the communist Soviet Union (292

2.2 Communism and the Doctrine of Socialist Réism

The entire history of twentieth century Czechoskiawas determined by
totalitarian ideologies. First it was fascism cogwith the Nazi occupation and the
establishment of the Protectorate in March 1939¢kwivas followed by the communist
takeover in February 1948 and, finally, the Sowetupation in August 1968. Both
communism and fascism, however, began to affecpdiidcal scene immediately after
WWI when the successor states of the Austro-Huagadvionarchy were founded. The
communist ideology, writes Cabada, offered sociatige, classless society, and
revolutionary changes in property and owners’ refeships. It improved the lives of the
poorest people and in intellectual circles the neswinist philosophy was curing
disillusions caused by WWI (182-183).

Both communism and fascism denied democratic e and acted in the
same way in the field of culture. We can argue, évav, that the avant-garde was
oriented towards leftish political spectrum andoasympathized with the communist
ideology. One of the most prominent leftish artistpresenting the older avant-garde
generation was S. K. Neumann, who supported pradetart and became head of the
first integrated communist cultural organizatiBroletkult (Cabada 185). In the young
generation, Karel Teige was Neumann’s opponenisoudsions on leftish culture and
zealously defended the basic avant-garde principleich was that art should be
independent from an ideology (Cabada 185). We dmemwe that the situation in the
field of culture during the inter-war time was aquiambivalent. On one hand,
sympathizing with communism, in the arts as welswgeen as better than sympathizing
with fascism, which endangered the stable politgalation in Europe. On the other
hand, some artists made claims for absolute artistedom and no ideologies in art.

Unfortunately for the Czech avant-garde and susteahrtists, the ideological
12



orientation of culture was strengthened in the tgurrollowing the declaration of the
Socialist Realism doctrine during the fourth reunad the Soviet writers in 1936 came
the end of the avant-garde and the beginning apsession (Alan 10).

Socialist Realism served the purposes of the Camshparty and became the
only right and official cultural doctrine. The capt was developed in the 1930s in the
Soviet Union and spread to other countries wherangonists were active in political
life. Socialist Realism was created as a supernigtue to other cultural activities,
which were not accepted as legal displays of artisteation. Cabada writes that
representatives of other cultural fields in Czebtwakia suddenly found themselves on
the border with the law and were persecuted byptuy (192). Although Socialist
Realism was applied in different artistic discipl#n it was always necessary to fulfil
three basic criteria: ‘stranickost’ [partialitylideovost’ [ideological orientation], and
‘lidovost’ [popularity]. These demands were prontbtby Czechoslovak theorists
Zdertk Nejedly, Ladislav Stoll and @i Taufer (Zand 26). All artistic works had to be
adjusted to these criteria and they were examirsetb avhether they were socialist
enough and suitable for the masses. The strict désnaf the Communist party in the
field of culture assured that Socialist Realismlgded any attempts to make an original
and creative work of art from the official cultui®n the contrary, schematic, epigone
and realistic works with a revolutionary perspeetivere supported in all genres and
thus progress in artistic disciplines was a piiopossible.

Immediately following WWII, leftist intellectualactively began to implement
Soviet methods in the cultural field. The communighok posts in all significant
cultural institutions, such as Czechoslovak rafilo) and press institutions. Cabada
writes that an important tool of the communist @g@nda was the newly-established
Ministry of Information led by the main ideologueadav Kopecky. Moreover, many
avant-garde artists, who were loyal to Stalin’stmd and its methods during the inter-
war period, became top-ranking officials (190). the end of May 1945, Zdék
Nejedly stressed in a speech that the aim of @lkuas above all to wage a cultural
fight against fascism and everything decadent.h&t game time, writes Zand, it was
necessary to go back to national classic authods kamg patriotic arts closer to
ordinary people (24). Thus the Communist party pkex confrontation and pressure
on non-conformist artists who were pushed to thegés of society. The cultural
exclusion disabled the public from having contdctheir works, which retrospectively
influenced the artists’ attitude to the creativeqass. As Dvorsky also reports, works

that did not correspond with the demands of Satiftealism were isolated from any
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legal means of publishing and were thus practickiyned (113). Before February
1948, the party tried to make artists cooperatgjitothem over to their political views.
After the takeover, they simply had to be loyalthe regime; otherwise, they risked
their own lives.

Several months after the political coup of Febyued48, the Communist party
began to implement their policies in all spheredifef In the cultural field, the party
formulated its requirements in the cultural polidyring the Sjezd narodni kultury
[National Culture Congre$sn April 1948. There Zdetk Nejedly presented his paper
on Ideové srrnice nasi narodni kulturyldeological Directives of Our National
Culturg and Ladislav Stoll delivered a paper entitikliténosti tvai v tva: [Faced the
Reality (Zand 25). Both Nejedly and Stoll promoted SdstaRealism according to
Andrey Aleksandrovich Zhdanov, the party secretargl the Soviet cultural boss who
in 1946 implemented stricter state control in atwal policy accompanied with
extreme anti-West sentiments. First it was direateginly against literature but it
gradually spread to all spheres of the arts (“Zlogdahchina“). Zhdanov’s policy was
also promoted in Czechoslovakia and made the mitudbr independent artists even
worse. During the 1950s, when the regime was ilestalh its toughest form, the
Communist party started purges within society arts@cuted opponents. The party
destroyed all the classes that could have beestaesito the new establishment, i.e.
everybody who owned property, including private evgnand businessmen. In political
trials people considered ‘inconvenient’ were secgéento either death or long years in
prisons. One of the most well-known cases agaieftisthh avant-garde artists was
the trial of Zavi§ Kalandra, who was labelled at$kgite and executed in 1950. The
head of the surrealist group, Karel Teige, died981 of heart failure caused by stress,
awaiting the same destiny, and the avant-gardet afonstantin Biebl committed
suicide by jumping out of a window (Cabada 191)e TBommunist party brutally
persecuted the inter-war cultural, political andeliectual elite and spread an
atmosphere of fear among citizens, which forcedtheplay by party’s rules.

In order to strengthen its position, the estabfisht began to revise the political
as well as cultural history of the country. Notymlorks of classical authors but also
contemporary writers’ books were labelled ‘objectible’, thrown out of libraries, and
destroyed. The history was adjusted to the Mamistv and works of classical and
popular music went through the same process ofgbexpunged. For writers, a new
communist institution was established, tH&vaz ceskoslovenskych spisovaditel

[Association of Czechoslovak Writgrerhich reduced the number of its members, in
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comparison to the pre-war politically more-opendigate. The strict cultural policy
hindered many artists from making their works pulaind thus fostered activities in the
newly emerging post-WWII alternative culture. Ore thther hand, working illegally
meant constant uncertainty in receiving materiahdfog for living. It was thus
necessary to solve existential problems and mairfeanilies and at the same time to
keep one’s artistic ideals despite the pressurethef communist government.
Furthermore, Dvorsky explains that the generatibthe 1950s was made up of people
born around 1920 who were not able to study becaige war. When they finally had
a chance to attend school after WWII, they were ailmwed to pursue their studies
because of their background or opinions. Their graak perspectives were suppressed
and their social status miserable (110-111). Tloeeefthey had to think not only about
their financial security, but also about the bordewhere they could go in order not to
give up their artistic convictions. From the otperspective, the lives of official authors
were not easy either. They had some advantagesngoffrtm cooperation with the
regime, above all social prestige and material rd&zaMany authors were also given
scholarships and stayed abroad. The pressure gttty on their work, however, was
so great that even some official authors commi#tedide.

Except for Socialist Realism, everything in thétune was regarded as decadent,
bourgeois, subjective, and individualistic. Cultisaeams like naturalism, symbolism,
decadence, expressionism, the avant-garde, poetisoralism, surrealism,
existentialism, Catholicism and all other spiritoakentations were not accepted into the
official doctrine, writes Zand (28). Magazines amelvspapers were being cancelled,
publishing houses nationalized, artistic groups iastitutions dissolved. Zand further
reports that preventive censorship for publishedudeents was also anchored in the
constitution (newspapers, posters, simple insomsfi. Mail was censored, too, and
radio jammers were used throughout the countrydZ2). The regime simply used all
available means to paralyze the Czechoslovak so@etl disintegrate the party’s
opponents. Some people managed to emigrate abrgadubdreds of young people
who wanted to flee illegally, writes Barbara Daypwed on the West German or
Austrian borders where high fortifications and visevers had been built (8). The
atmosphere of denunciation, envy and fear spreadighout the whole society: “In the
1950s everyone could have been sentenced for iyeprsson only for lending someone

an ideologically objectionable book, whether it wasbook from abroad or one
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published during the First RepublictDayova 7). Despite the unfavourable political
situation and obstacles, there were people in Gmdatakia who continued their

cultural activities but had to necessarily ‘go urggleund’ and work secretly. The post-
war alternative culture was another direct insprabf the underground movement in

the 1970s. We will discuss its development in tik¥ing subchapter.

2.3 The Post-WWII Alternative Culture

The term ‘alternative culture’ can be used mainlywo distinctive meanings.
First, the word ‘alternative’ expresses “somethihgt can exist or something you can
do instead of something else”. The word “is alseduto describe something that is
different from the usual things of its kind, espdlgi when it is simpler or more natural,
or not part of the establishment” (Sinclair 29). this explanation, the term
‘establishment’ does not only mean a political ¢ibaton but also refers to the general
state of things. ‘Alternative’ thus means doingngs in a different way but it is not
always identical to an experiment. This also exyddhe character of the alternative
culture. It is just an alternative to the mainstneaulture and does not have to be
realized necessarily within a totalitarian systdm.our context, however, the term
‘alternative culture’ designates the unofficial towdl activities after WWII in
Czechoslovakia. The post-war alternative culturtualy included similar kinds of
activities as the pre-war avant-garde. Both of th@wclaimed independent thinking,
resistance to any form of repression, and cons@aatenomy towards the ruling official
culture. They refused cultural and spiritual deayd were non-conformist. The
alternative and official cultures were two absdlutereconcilable things from their
very basic dispositions. Dvorsky stresses thair tbenflict cannot even be called
ideological because their focus was different frima outset (113). The alternative
culture did not want to adjust to the official matel because the experience with
collaboration during the Protectorate was still t@zent, explains Dvorsky (115).
Therefore, the alternative culture fought againsitarianism, opportunism, corruption
and consumerism. At the same time, the artistslwedowere constantly balancing
between opposition to the regime and an unsat@fadinancial situation. To be an

alternative artist meant lack of work and thus ek laf money. The result was a so-

® vy padesatych letech mohl byt kdokoliv odsouzeréta do ¥zeni jen proto, Zedkomu pijil ideows
zavadnou knihu,tauz ze zahratii nebo vydanou za prvni republiky”.
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called gray zone(which will be discussed later in this thesis)ttikeeated movable

borders between the official and rejected culture.

WWII clearly divided the pre-war avant-garde frommetalternative culture
emerging after the war. None of avant-garde angkalist groups was able to restore its
activities because the war caused significant absung thinking of not only the artists
but also of ordinary people. All the values wererurned at once. With the end of the
war came freedom, euphoria, hope for better liféurned out, however, that the post-
war period was a period of uncertainty, scepticiamg a search for a new meaning of
life, as well as one of disappointment and disiins Dvorsky aptly wrote that the
alternative in Czechoslovakia emerged:

“[...] exactly on this breakage [in thinking] wheh af life wants to be restored
in the moment, where it was chopped off and infged by the war, but it remains
betrayed by the reality that, suddenly, in that rantrthere is nothing to continue in
meaningfully” (88).

In the Czechoslovak alternative culture, indebédyd were tendencies that had
many ideals but reached minimal satisfaction bexgeople could have enjoyed only
three years of freedom between the end of the war the communist putsch.
Notwithstanding the political situation, non-confost artists were trying to continue
their pre-war activities. Therefore, the alternatoulture included many genres thanks
to its unconventional views against a rooted calthrerarchy. Dvorsky writes that after
WWII, the avant-garde artist Karel Teige wantedduonite surrealist activities but the
artists did not agree on a common program of pasealism. The secondary effect was
the founding of the grou@kupina Rawhich was dissolved, however, only one year
later (91-92). February 1948 accelerated the dignation of the potential post-
surrealist movement as well as the development tberoalternative activities.
Moreover, with Teige’s untimely death, one longipérof the Czechoslovak avant-
garde finished and it was never re-establishedhagai

Another significant alternative grouggkupina 42[Group 43, was already
established during WWII in 1942, as its name suggdts artistic manifesto became
a text from the theorist Jiidh Chalupeckyswt, v emz zijemdgThe World Where We
Live], which focused on the everyday feelings of ordinaorking people Skupina 42

®[...] presrt na tomto zlomu [v mysleni], v okamziku, kdy veSkeéivot ma vili se obnovit jakoby
v momeng, kde byl valkou tat a fgreruSen, jenZeistava zrazen skutgosti, Zze v onom okamziku nahle
neni n& smysluplg navazat”.
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brought together writers, painters, sculptors atherographic artists as well as theorists
and was inspired by avant-garde, surrealism, fsturicubism and also the existentialist
philosophy of Martin Heidegger. In its artists’ Wwer the mythology of the city
landscape and itgenius lociwere stressedSkupina 42included many artists whose
ideas were significant for the later developmenthef unofficial culture, such as Ivan
Blatny, Josef Kainar, flna Haukova, Jiniich Chalupecky and Kamil Lhotak (“Skupina
42"). In 1948, however, like many different arttsggroups,Skupina 42disbanded and
its members branched out into three parts, writasdZ Kainar tried to work within the
new political situation, Blatny emigrated, ChalupgcHaukova and others worked
further in a modernist sense (Zand 29upina 42vas also inspired by surrealism but
its later development was based on individual aemeents. It was, however, also an
important element in the Czechoslovak alternatives, aone that worked with
industrialism and the poetry of civil and ordindifg, and also reflected the negative
sentiments of the post-war period.

Besides membership in an artistic group, there ewemany artists in
Czechoslovakia, above all writers, who were “loheos solitary individuals, and with
the communist takeover they lost any opportunityptilish their work. People like
Bohumil Hrabal, Josef Skvorecky, Vratislav Efferdggt, Jan Zabrana, Vladimir Holan,
Jakub Deml, Bohuslav Reynek and others were fotaeearn their living as manual
labourers (Machove®©d avantgardyl58). These legends of Czech literature sought to
keep their artistic ideals and therefore had te gip any hopes of having their work
officially published.

As far as music is concerned, the demands of Bsidigealism were somewhat
vaguer than in literature. Music expressed ideasenadstractly and therefore some
avant-garde tendencies were tolerated. Yet, Maahawvgtes that official music
required works to be understandable and optimisticJ to have an almost folksy
characters@d avantgardyl56). Therefore, like in literature, the officiausic became
simplified and followed the same mass patternhinunofficial culture, jazz above all,
which was of course condemned by the Communisy pass spread in the post-war
generation. At the beginning of the 1960s, yourggarerations started listening to rock
music and the first information about the Beat gatien emerged in Czechoslovakia.
Dvorsky emphasizes, however, that under the Czecllitons the influences from

abroad were rather inspiration for people’s ownvaas. Artists transferred some

" Some of them, however, were published in samieditons, see subchap®# Samizdastarting on p.
33.
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elements to arts (open-minded thinking, spontahei#igher than directly imitating
a ‘Western’ lifestyle (126). There is one more imtpat movement of the 1950s that
influenced the underground emerging 20 years laber:literary editiorEdice Rilnoc
[Edition Midnigh} and Egon Bondy, the legendary poet who was red&ed by the
underground in the 1970s.

2.3.1Podzemind Edice Rilnoc

Besides the activities dkupina 42 other small surrealist, and post-surrealist
groups and individual artists, there was one siggit group at the turn of the 1940s
and 1950s that inspired the underground of the 4%t realized one of the first
unofficially published worl&in CzechoslovakiaEdice Rilnoc. As already discussed,
in Czech we differentiate between two terrmpsdzemi which describes clandestine
activities of the 1950s, and is connected mainlih\idice Rilnoc, andunderground
which isused for the period of the 1970s. English, unfatatly, has only one word,
underground for both movements. The author will therefore peelzemito speak
about the 1950s anchdergroundo refer to the 1970s.

Although we cannot say that tpedzemiof the 1950s was already a movement
like the later underground, we can sense some d&iirmmmmunity and certain lifestyle
among writers oEdice Rilnoc. The sharper the criteria of the official cultuvere, the
more activities were forced to go podzemind the community was thus strengthened.
Zand writes that from its semantic meaning the tgrodzemialready implied
something low. It was primitive, dark, sinister an@tional, something that was at the
bottom in a moral and also philosophic sense (Zat8). This was also characteristic of
the underground of the 1970s, which conscioushhdvéw from structures of the
system. Zand further argues thaidzemiand the underground also emerged under
democracy, such as in the case of the Americanrgrmend and the Beat generation.
Democratic values and norms (conservatism, consisoeiety, etc.) also provoked
non-conformist behaviour and the underground wasoonected only with totalitarian
regimes (Zand 154). It is true that on one hangiraion for the Czech underground of
the 1970s was the American model, first used ik masic and later in other artistic

disciplines, but in the Czech context it wagdzemiof the 1950s, which developed

8 Edice Rilnoc still cannot be called a samizdat edition becanises relatively unsystematic working and
small number of published works. To read more alsautizdat, see subchap&# Samizdastarting on
p. 33.
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under the communist rule, that connected the arth & certain lifestyle and
‘underground feeling’Podzemimainly Edice Rilnoc, was not only alternative in terms
of art but also in terms of life and habits in alifative sense. It was very close to the
underground philosophy of the 1970s and, from #ohal point of view, it can be

regarded as the successor to the Czech underground.

Edice Rilnoc was in operation from 1948 to 1953 and includexsemwriters and
poets whose works were published in this unoffieidition. Most of their works were
not published legally until as late as 1990. Thehars of Edice Rilnoc denied
imaginativeness and the symbolic character of pdatiguage and wanted to purify it
drastically from aesthetic values (Machov@d avantgardyl58). They had also a kind
of ideological basis in dogmatic leftism directeghmst bourgeoisie and they supported
an extravagant lifestyle and bohemianism. Zanastttat writers arounéldice Rilnoc
were inspired by surrealism and revolutionary roticatmoughts (151). Machovec adds
that they believed in the socialist revolution b€ tanti-Stalinist/Trotskyite sortOd
avantgardyl58). Petr Mecner, who writes about common teniésriao Skupina 42and
Edice Rilnoc, also states that the key personalitie€dice Rilnoc (Egon Bondy and
Ivo Vodseflalek) were young Marxists at the beginning but boththem assessed
Stalinism as negative. At the same time, they aseinated by deformed mythology
and the absurdity of the regime (Mecner 46). Indedubve all Egon Bondy and his
radical left-wing attitudes is one of the most comersial and prolific personalities of
this period. Together with Voddélek they wanted to realize de-poetized literature
went beyond all conventions. Bondytstal realismand Vodséalek’s embarrassing
poetryworked with primitive, vulgar, obscene and prouoeaexpressions (Zand 155).
Although Bondy strongly influenced the undergrowamdi above all th@lastic People
of the Universe20 years later, it was not the edition’s origiimaention to leave its
heritage for future generations. Furthermore, @dyndy was later rediscovered while,
for instance Vodskalek's works, even though close to Bondy's stylemained
ignored. Machovec confirms that until the end & 1960s, the reaction of the public to
one of the most original artistic groups was almash-existent. Bondy's work was
discovered by the theatre director Radim VasSinka lgerary critic Jan Lopatka and
later on, at the beginning of the 1970s, by thehgtorian lvan Martin Jirous, who
introduced Bondy to the PPU (Machov@d avantgardyl65). Some of Bondy's key

° Egon Bondy was a Jewish pseudonym of his real rizogesk Fier.
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works that were important for the underground ef 1#970s, and were also put to music
by the PPU, include for instance the poéeskyd divii aneb Prager Lebefiwonder
Cave or the Prague Lifeand the bookv/elka kniha[The Big Book and above all the
part Ozrala Praha[The Drunk Pragug which was full of anti-poetic and primitive
expressions (MachovedOd avantgardy 159-160). Bondy's influence on the
underground of the 1970s is undisputable but as#mee time we should not overlook
the importance of other writers who were publisirededice Rilnoc, including Ivan
Boudnik, who introduced the conceptexiplosionalismas well as Bohumil Hrabal and
his neo-poeticworks. In the mid-50s, those involved in the graab out on their own
paths and communication among them gradually ceased

In Czechoslovak unofficial culture, one can thpgak mainly about pre-war
avant-garde and surrealism, post-war alternatiteireuand then about the underground
during ‘Normalization’. The years from the commurtikeover in 1948 until Stalin’s
and Gottwald’s death in 1953 were marked by revahairy extremism, which calmed
around 1956 when many authors could once againghydisplay, or perform their
work. Zand writes, however, that the ‘release’ iid last long and around 1958, thanks
to the situation in Hungary and Poland, Czecho#lopalitics and culture was re-
Stalinized again (30). During the 1960s, the cohtsrialism with a human face’ was
used to reform the Communist party and a ‘polititedw’ has begun that was also

reflected on the cultural field. This is alreadg gubject of the next subchapter.

2.4Bigbit

“If you can remember anything about the 60s, yotew really there.”

Paul Kantner, Jefferson Airplane (gt. in Primus 4)

Kantner's quote aptly expresses the wild atmosploérthe 1960s in America,
where the San Francisco band Jefferson Airplanghalas formed in 1965, began the
psychedelic movement in rock music. People werepasgdly smoking so much
marihuana and taking so many drugs that they coatdemember anything from this
time. It was the years of the hippie generation,libom of the Beatles and the Rolling
Stones, a period of social changes and the emexgdrtbe underground movement in
American society. All of these events were alséeodéd in the Czechoslovak society,

which experienced a wave of political ‘release’ mected with reforms within the
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Communist party that led towards more democratieciples, and thus also to a freer
cultural scene and borders that were more operréeelling. The impetuses from
abroad strongly influenced the forms of the doneestilture. In the mid-60s, not only
famous bands like the already-mentioned BeatleRanlichg Stones but also alternative
rock music American groups became populate¥lwrites that in the USA, the cities
of Los Angeles and San Francisco became the clttardres of the west coast while
on the east coast the main scene was in New Yatkvais led by Frank Zappa and Lou
Reed (213). Other influences came from Americareugrdund bands like Morrison’s
The Doors Hendrix’sExperience Janis JoplinCaptain BeefheartSanders’dhe Fugs
et al. (MachovedOd avantgardyl69-170). All of these groups became idols for the
newly-emerging Czechoslovak bands, which were figghg to imitate the music from
the West but then gradually developed their ownirdis sound. Although not many
Czech people knew of the rock music coming from Masthe beginning of the 1960s
many “American-style” bands were founded in Czethakia. Mejla Hlavsa,
a member of the PPU, said that it was the PragaetejuBevnov where most of the
rock bands emerged, and above all the famous grbapgJndertakergHlavsa and Pelc
9). Rock ‘n’ roll music in Czechoslovakia, calldoig beat’ or phonetically transcribed
into Czech as ‘bigbit’, ranged from amateur gataaeds to professional groups like the
Matadors Rebels Juventus Olympik Flamengo Vulkan Stop the Godsnd others
(Wilson 36). During the 1960s, hundreds of bandeevieunded not only in Prague but
also outside the capital city and practically eanfall city had its own rock band. The
net of big beat clubs and festivals grew and ewenticued some time after the Soviet
invasion.

The spread of foreign rock music around the cqumais extensive. Primus talks
about how his schoolmates brought recordings tedcand how during breaks they
listened to each record and analyzed them. It wasonly about music but also
individual musicians, their work among differenta, and sometimes even the length
of their hair was discussed (Primus 6). It waseaddsle how fast a Czech band was able
to learn a foreign song. Forst writes that whéh@erny, the outstanding Czech music
publicist, played a famous song from abroad likeelve on a Swingn his radio
program a band recorded it on a tape recorderarsée it in one afternoon and played
it at a concert or a dance later that evening (Bgbit’ became a significant part of
Czech culture and even several big beat festivale wrganized at the end of the 1960s.
The festivals were not only about rock music buttcertain degree they were also

connected with criticising communism. Rebels of @@s-generation wanted to show
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absurdity and the bonds of the society where tpaients and the majority of youth
lived. As Primus puts it, the rebelling youths wétlee ones who acted according to
principle, their parents only rarely did so, andithieachers hardly ever” (6). The young
radicals wanted to live lives without any comproesisand completely on their own.
Thus the festivals became platforms for protestd disapproval of the Soviet
occupation. After 1968 the Czech rock music sceas vearranged completely and
many bands broke up. At the same time, especitity the third big beat festival, rock
disappeared from big stages and had to withdram tree official scene.

During the 1960s, the Czechoslovak culture becartegnationally renowned
not only in the field of rock and jazz music bus@thanks to Czeddew Waveamovies
directed by Jan Kadér, Milo§ Forman anil Menzel, whose movi€losely Watched
Trains from 1966 was awarded the Academy Award for Beseign Film (Long 5-6).
Also in other artistic disciplines new impulses earn the case of theatre, so-called
theatres of small formfdivadla malych foreinstarted up in Prague. I8emaforand
Rokokoyoung singers with new sound performed, such as, Glattuska, Pilarova and
Filipovska, who were kind of the rebels at thatdi(frorst 90). In the field of literature,
one scandalous event occurred when the famousikeatiter Allen Ginsberg visited
Prague in 1965 and was expelled from the coungputedly because of ethical reasons,
namely his homosexuality, drunkenness and disgrd@eriduct (Arichtev). The primary
and confidential reason for Ginsberg’s expulsiamwéver, was fear of the influence his
ideology would have on the Czechoslovak youth beedne was elected as a king of the
studentMajales

We can see that during the 1960s, a certain ftjpraf opinions and
individuality in artistic creation emerged. Due ttee political ‘release’, the cultural
situation also improved. Because of all these eventhe political and cultural life, the
border between official and unofficial culture ionse cases almost disappeared or at
least was much more blurred than in the previoassyaeaching what could be called
semi-official status. Therefore, in the 1960s wenwd speak about unofficial culture as
such, as this was a matter mainly of the 1950stlaadinderground in the 1970s, thanks
to the stricter nature of the regime. During thesd® the Czechoslovak society
underwent significant changes. After years of drapgpression, the ‘smell of freedom’
was spreading across the country along with ther fpelitical situation and actions of
reform-minded communists. The influences of westeunfiure, however, were still
unacceptable for the Communist party. As the rodksiman Vladislav Svoboda,

nicknamed ‘Hendrix’, expresses it, for communisnveéigthing from the West was
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immoral, disgusting and capitalist, simply not ®dompared with the life of a socialist
man” (76). All the reforms climaxed in the so-cdllBrague Spring in 1968 and the
subsequent invasion of the Warsaw Pact armies, hwktopped the process of
democratization in Czechoslovakia and threw the ntguinto the period of

‘Normalization’, which completely buried the soceahd cultural heyday of the whole

decade.
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3. THE PRAGUE SPRING AND ‘NORMALIZATION’

3.1 The End of ‘Socialism with a Human Face’

During the 1960s in Czechoslovakia, a serious gitemas made to reform the
Soviet socialism towards more democratic principtethe economic as well as social
sphere. The main proponent of this tendency wasahkiéer Dubek, the new First
Secretary of the Communist Party, who tried torhlize the declining economy and
supported ‘socialism with a human face’ since 19&hg writes that greater freedoms
for the press and freedom of assembly were requirade with western countries was
expanding, and electoral laws should have beersedv(2). The reform movement,
called the Prague Spring, was supported by a ceraite number of citizens. In his
Two Thousand Word Manifestohe writer Ludvik Vaculik urged to develop the
democratization process in the country and warrigmbssible Soviet intervention. The
document, however, was considered a threat to éfems and its signatories were
subsequently persecutedif®ka 1). It turned out that Vaculik was right. The $dow
leaders were looking suspiciously on new trendiénCzechoslovak politics and feared
that they would endanger Soviet positions in Eastéurope and awaken similar
tendencies in other Soviet bloc countries. Whalbveéd was what is nowadays still
a widely discussed era of contemporary Czechoslbistbry, sometimes symbolically
connected with the ‘fatal eights’ at the end of rged918, 1938, 1948 and finally —
1968. First, from 20 to 30 June, the USSR condugied military exercises of the
Warsaw Pact nations in Czechoslovakia, which meattially a rehearsal for the
invasion that occurred several weeks later. Dutimg night of 20 August 1968, the
armies of the Soviet Union, Poland, Hungary, Eastn@any and Bulgaria crossed the
borders into Czechoslovakia and occupied Prague @hdr places (Long 2-3).
Dubcek’s government proclaimed non-violent resistanae the population protested
and persuaded the confused soldiers to go back .hsuiesequently, Dulek and four
other members of the government were arrested awdight to Moscow for
negotiations. After its return several days latbe delegation confirmed that Soviet
troops would be stationed in Czechoslovakia andsprensorship would be restored
(Long 4). The occupation by the troops should hlagen temporary in exchange for
‘normalizing’ the situation in the country, as comfed in the treaty between
Czechoslovakia and the Soviet Union. The withdramiahe Soviet soldiers, however,

was not negotiated until after the revolution 0829
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Finally, Dulzek was removed from his function and the new Fastretary,
Gustav Husék, was appointed by the Moscow leadersdlize the Soviet's intentions
(Otéhal 14). Despite these facts, the citizenktggld to protest but various events were
unfortunately losing their importance and the siycigas falling into depression and
resignation. There were, however, students who wameing significance throughout
the whole decade and who organized public meetamgk demonstrations. Students
became a significant political instrument for figigt for democratic socialism (Otahal
13). One such student from Charles University imgle decided to express his
disapproval with the invasion and move the soctetydo something by performing
a desperate act. In January 1969, Jan Palachrmstlhion fire on Wenceslas Square
and unfortunately died three days later. This desdaunched a wave of demonstrations
and his burial turned into a big event. Long writieat although it did not lead to the
removal of the troops, Palach became a nationa hed his act provided emotional
support for the opposition. During the years of ridalization’, Palach’s anniversary
was an opportunity to hold memorial demonstratiumg 7). In 1970, the Communist
party accepted the documdtduceni z krizového vyvoje ve steaa spolénosti po XIlI.
sjezdu K& [Learning from the Critical Development in the Paatyd Society after the
13" Reunion of the CPCY in which the Prague Spring was condemned and any
attempt to reform communism in the future was edeth (Méchyk 94). Thus the so-
called process of ‘Normalization’ began in the doynand the “authoritarian
communism was re-established along its originafiidrand Stalinist line” (Falk 80). In
other words, it was necessary to disable any @etivities that would endanger the
position of the Communist party.

The events of the Prague Spring aroused intenepublic activities and laid
roots for independent opinions and newly formingiccisociety, which were
subsequently interrupted by the Warsaw Pact intgime. In addition, in the culture of
the 1960s, which was discussed in the precedingtehathe associations of writers,
composers and other artists also achieved conbidermdependence from the
ideological demands of the party. During ‘Normadiian’, however, objectionable
authors, living as well as dead, were blacklisted, production oNew Wavanovies
was stopped, new pieces were driven out of theatee<Czechoslovakia and its citizens

were gradually falling into the helplessness ambgl of ‘Normalization’.

2 The Communist Party of Czechoslovakia.
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3.2 Czechoslovak Society in the Period of ‘Noralization’

The Soviet occupation, in the communist parlancéeda‘brotherly and
international help’, launched the process of ‘Ndiraion’ and the Prague Spring was
labelled a counter-revolutidny communists. The Communist party in the Sovieibdn
defined ‘Normalization’ in the official newspapes:a

“the complete exposure of the right-wing, anti-&dist forces; the elimination of
their influence on a part of the population, angeesally the youth; the resolute
strengthening of the leading role of the CommuRestty in the activities of the state
agencies, in the ideological and public spheréhéwhole life of the country”.

(gt. in Long 6)

The main feature of ‘Normalization’ was thus itdality of interfering in all
spheres of people’s lives, not only in economicg palitics but also in private fields
including private ownership. The government incegastate bureaucracy and focused
on persecuting the intelligentsia in culture, sceeand arts within as well as outside of
the party. The Czech historian Jan Pauer statésitineng the radical purges one-third
of the party members were made redundant (52)h&uriore, according todsna’s
data, almost 30,000 people were banned for perfayrtheir jobs, 17% of the army
commanders were laid off, and the Secret Policé &sost one-third of its pro-
reformist officers (291). Moreover, purges in theallemy of Sciences, at universities
and in cultural institutions and media had a deatasjy effect on the Czechoslovak
society and culture. Almost all the intellectuadstiSts, writers, scientists, journalists,
teachers, judges, etc.) but also celebrities apdspgogers, who hesitated to be loyal to
the regime, could not perform their jobs and wesgrdded and forced to work
manually. Gordon H. Skilling, the Canadian experiCzechoslovakia, remarked that in
the 1970s Czechoslovakia fell back into “a kincheb-Stalinist version of the system”
and therefore “scholars and professional peopleswarking as stokers or window-
cleaners” (xiii). People withdrew from public lifand focussed on their leisure
activities, which were the only time citizens codildfil to a certain extent. For this
period, the emergence of so-caltdthtova kulturgdcottage culturgwas typical. People
started building their weekend houses and focusaeshtisfying their consumer values.
For not participating in public matters, the regigeve them a piece of privacy. Thus
cottages were kinds of ‘islands of freedom’ andapscfrom the socialist-reality

demands of the state. Because schools were algw tiredpermanent supervision of the

27



party, young people turned their free time mosblybp music, sports and nature, and
above all scouting.

The process of ‘Normalization’ had an enormousaatpon the Czechoslovak
society. It established a rule of fear becausavi&shyt writes, not only were people
loyal to the party afraid of existential discrimiitam and imprisonment but rulers also
feared that every violation of the state policy VWdomean an end to their rule (98).
Political processes at the beginning of the 1970w d at breaking the resistance of
citizens and stirring up this feeling of fear ircgty. In some aspects, ‘Normalization’
refreshed the memories from the dreadful 19508pagih repression was much milder.
Dayova argues, however, that in the 1970s, many meople suffered because of their
convictions than those of 20 years ago. They cawldperform their jobs and their
children were denied education (Dayova 8). The &oinvasion, whose long-term
impact left ramifications that are still felt indtpresent, became a life-changing event
for many Czechoslovak citizens. Even today it egaseong emotions and often mixed
feelings. On one side it was a time of reforms] aea euphoria, which was however

replaced on the other side by betrayal, depresdisiiusionment and disappointment.

The relationship between the totalitarian reginmel &itizens was based on
a certain ‘social contract’. It was the case of ooty Czechoslovakia but also of other
Central European communist states after 1968. Divergment gave its people some
certainties in exchange for accepting the statdesysand giving up individual
initiatives. According to Antonin J. Liehm, the a@slishment guaranteed the citizens
secure jobs, social services and security if theylds cede to the authorities their
democratic rights to free speech and assembly lamdight to organize. Thus citizens
practically surrendered their own identity (Liehi). If the principle worked, no riots
and revolts would occur in the society. Howeverewlthe establishment is not able to
provide the society with the advantages they havenjsed, the public can start raising
objections and the social contract has to be retreggd. New rules have to be set and
the citizens have to regain their basic human sightorder to discuss the contract with
the establishment. In Czechoslovakia, the commumgime was trying to satisfy
people’s material needs to keep them quiet. The® Wwowever, a minority of persons

who wanted to change the contract and who creatgdrallel polis™*, a seed of an

1 See Chapter 6: Opposition Intellectuals in Czeldvakia: Vaclav Benda’s ,Parallel Polis“(pp. 247-
251) in Falk, Barbara Jhe Dilemmas of Dissidence in East-Central Europiizen Intellectuals and
Philosopher KingsBudapest: Central European University Press, 2003.
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independent society. The activities of these peopleo were later called dissidents,
climaxed first in the publishing o€harter 77and later in the creation of the Civic
Forum in 1989, which negotiated the fall of the commist regime during the Velvet
Revolution. Dissent was not only a matter of th@dbut already had its roots in the
previous decade. Vladimir V. Kusin distinguishesgeveral phases. During the 1960s,
in-system dissent began to organize within the Camst party and reform tendencies
were supported. In 1967, the opposition formed reggaihe party and in 1968, the
reformism culminated in the Prague Spring. Aftez thvasion, the dissent within the
establishment, i.e. the reform-minded communisis destroyed by means of purges
within the party. At the beginning of the 1970sg tx-reformists were still trying to
establish an opposition, tifeocialist Movement of Czechoslovak Citizémg people
did not want to join leaders who had failed durithgg Prague Spring. Thus the

movement ended up in arrests, trials and imprisonifi@sinDissent48-49).

The next phase of dissent came with the trial ef PfPU in 1978 when a new
non-political opposition began to organize. Desiite variety of backgrounds and
opinions, the intelligentsia managed to unite thelwes on several points. Their main
goal was to establish a dialogue with the leadedsta keep basic human rights in the
socialist state. As Ptan emphasizes, the dissidents understood humats agha new
point of departure for the critics of the regimealame for the cultivation of citizenship
(158). Vaclav Havel, one of the world’s most renedrCentral European dissidents,
formulated the main principle of the non-conformjstTo live by the truth; in his
samizdat essayloc bezmocnycHjThe Power of the PowerldssFor him, it was
essential to restore the civic society and legdenrAlong with Havel's writings was
connected the initiativ€harter 77 which united dissidents who were brought together
from three distinctive groups around three leadets) later became speakers of the
Charter. First, it was iiH4jek, the reform-minded communist who was actueng
the Prague Spring. The second person was JakkRawso a liberal philosopher and
thinker who had been uniting people who were agasosimunism since 1948 and
never believed in it, joined the initiative. Lasttmot least, it was the playwright Vaclav
Havel, who represented the alternative activitie®mg writers, poets, rock musicians,
filmmakers and other artists (Dayova 18-19). Tha&-oonformity, however, meant

a life in professional isolation. There were omMyptoptions: to become a dissident or to

125ee p. 52.
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emigrate. For the people who stayed, involvememoin-conformist initiatives and the
signing of the Charter meant intimidation, perseeytdetainments, arrests and even
death in case of Jan Péita, who died in 1977 following exhausting interrbgas just
several months after the Charter was written.

Besides the Charter, there were also home semisarsetimes called the
‘flying university’, which were held in Prague amdther cities by academics and the
children of dissidents, who were not allowed teermdt high schools and universities
(Long 16). The seminars included a variety of tepanging from philosophy, theology
and literature to mathematics and theatre. Moreowerl979, the Sub-Faculty of
Philosophy in Oxford started an association wite€@eseminars, which continued well
into the 1980s. In 1981 the Jan Hus foundation @sablished in London in order to
support Czech academic and cultural activities ¢_d6). The cyberneticist lvan Havel,
Véaclav Havel at his weekend house (Hr&dg, and Jan Patka organized various
lectures and clandestine seminars.

All dissidents, non-conformist intellectuals andists had to face severe
repercussions exercised by the establishment. Tae dried to control cultural
productions by means of bureaucratic obstacles thate practically equal to
censorship. Existential sanctions and other petmgcwere also directed against any

display of free thinking and independent initiative

3.3 Persecution

A totalitarian state always tries to control pedpllives in every field and it
requests citizens to keep its rules of the gamexchange for a comfortable living.
When the ‘disobedient’ people try to break the sutbe state punishes them. First, the
establishment had set the conditions that wouldeprecitizens from confronting the
regime. This was the case of the state-conductedocghip that had existed in
Czechoslovakia since 1953 and was executedlayni sprava tiskového dohlediihe
Main Administration for the Printing Surveillancenly on the basis of a non-published
government resolution. The censorship was thenidgged in 1966. Two years later,
however, the law was cancelled and from that tieesorship did not officially exist
(Alan 51). Nevertheless, the control mechanisms tlod state and obligatory
confirmations of everything by the superior staifidastate organs led to the

phenomenon oéuto-censorshipAuthors who tried to break through this net ohda
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had to adjust their artistic demands to the officidture. This inevitably had a negative
impact on the quality of their work. Although cerslap was legally prohibited, the
blacklists of forbidden literature published by tp@vernment included problematic and
subversive writers who were often persecuted. Alamarks that the writers were
accused of focusing their work *“against the denbni bourgeoisie culture,
cosmopolitism, Trotskyism, decadence, formalism, ssprism, revisionism,
opportunism, etc.” (12). The ban fell not only omiters but also on objectionable
domestic as well as foreign playwrights. The historVIadimir V. Kusin documented
this by a director’s order in the National Thedtrethe season of 1970-71:

“1. Before the first reading rehearsal the actoil ve instructed as to the one and
only correct ideological interpretation of the pl&: A delegate from the party’s
central committee will follow every new staging rimothe first rehearsal to the
premiere. 3. A special central committee commissibtine party will see every new
play 10 days before the first night to decide whketb go ahead with the premiere or
not. 4. Deletions will be made in Brechtéother Courage Anouilh’s Becketand
Fry’'s The Lady Is Not for Burning..]” (From Dulek103).

Publishing or performing a work was banned ifantained any allusion to the
political situation in Czechoslovakia, any mentiminpersons in emigration or dissent,

or anything concerning the church and religion.

Non-conformists were also penalized in their joli®ey were made redundant or
degraded to lower positions. All the organizatitimst could exercise any kind of non-
conformist activities were banned, too. In orderpi@vent citizens from thinking
independently and thus endangering the foundatbrise communist ideology, it was
necessary tpacify them through consumptionhis is a term used by Robert Sharlet,
whose work focuses on Soviet politics, and suggtss although the forms of the
alternative culture and dissent varied throughoutope, both Soviet and European
states used ‘a common post-Stalin paradigm’ inisaf®. Thepacification through
consumptiorwas the most efficient and mildest way to secumasstability. The party
used these kind of reprisals in Czechoslovakia nduriNormalization’ when
stabilization was needed. According to this prifeipvhen a state satisfied a society
economically, citizens would be more tolerant fwodtical establishment and the social
contract is able to work. To ones who still oppogetiowever, aepressive tolerance
was applied. The political authorities had to gpretesting intellectuals an imaginary

space for expression, which was very limited buikexd a critical platform. This was
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the way the Czechoslovak regime isolated objechienantellectuals who could have
woken up the working class (Sharlet 10). Therefonany authors chose dissent in
order to work in secrecy but, to a certain extéegly. If the intellectuals still did not
obey the socialist state, they were punished fdibeiate political offenses by
differentiatedpolitical justice explains Sharlet. Visible political trials agaigkssidents
represented the relatively ‘hard way' of state issgds. When everything else failed,
suppression by forcevas applied. In Czechoslovakia, the communistsl uks most
extreme method widely in the 1950s and in 1968 ((8h&0).

The repression of the 1970s was connected notvaitthydissidents but also with
the underground musiciarisvhose activities and related repercussions areised in
the following chapter. None of the Czech dissideiniiatives were left unpunished by
the state organs. The regime reacted hystericallfthe release o€harter 77 and,
especially in 1977, the signatories were exposegtdat pressure. The president at that
time, Gustav Husak, was afraid that the numbeigrfasories would reach hundreds of
thousands. Therefore, as Bugajski describes, thergment wanted to isolate it from
the public. The Charter’s signatories “were veheygatenounced as traitors and agents
of Western imperialism” and were verbally attackedhe Rudé pravanewspaper and
Soviet newspapePravda The state organs also started a disinformatianpeggn
against the Charter by creating a false charteureat that was meant to confuse the
people. At the same time, it proved the reliability citizens who were obliged to
announce these texts to the police (Bugajski 81noAt all the signatories underwent
interrogations, temporary arrests and physicatkstaDuring the Secret Policestion
Isolation, writes Pauer, its agents tried to put an endhéoGharter by means of threats,
pressure, provocations, doubtful offers to emigrateysical violence, confiscation of
manuscripts and driving licenses, disconnecting tetephones, etc. Moreover,
signatories’ children, family and friends were a#sttagonized and intimidated. Further,
260 signatories left Czechoslovakia under the pressf persecution. Many of the
Charter's 35 speakers were imprisoned (Pauer 58M0)ough the repressions cannot
be compared with the brutality of the 1950s, sorhthe dissidents’ penalties reached
a point not seen since the darkest time of StatinRBauer adds that Ivan Martin Jirous
spent altogether eight and a half years in jaiteP&hl, a dissident and one of the

13 See the subchapter 4.ZBe Trial with the Plastics and Charter.77
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founders of the VONY, was imprisoned for nine years, and Vaclav Havas$ yailed
three times, lastly in 1989 (Pauer 59).

Dissent, although differing in its displays, ind&d many writers whose works
could not of course be published legally. Thus etissvas closely connected with
samizdat publishing, which spread information ome Gharter as well as fiction
literature and poetry. In samizdat writings, undeomd poetry and lyrics of some
music bands were also published. Therefore, iefgdely worth discussing some basic

characteristics of the samizdat activities in tB&ds.

3.4 Samizdat

Although illegal publishing has its roots in thiaraestine magazines, flyers
from the Nazi occupation, different anti-commurtisxts and literary editions of the
1950s (Bondy'$uilnoc and Boudnik’€Explosionalismus we can speak about samizdat
as late as in the 1970s because that is the dacadaich a relatively wide reach and
good organization of samizdat publishing mainly weed. Before that time, only
several attempts were made.

The wordsamizdat coming from Russian, is an ironic analogy to Bwviet
National Publishing Hous@osizdat(Gosudarstvennoje izddstvg). The term has been
used to describe self-publishing activities and eamthe West at the beginning of the
1960s with the first Russian samizdat prints. Thenmmenon itself, however, is older.
The first samizdat prints, although not called his tword, were published after the
October Revolution (Gruntorad 493). In Czechosliwakhe first information about
home and foreign affairs, historical documents, political analyses were published in
samizdat at the beginning of the 1970s. Gradudldy amount of literary works also
increased. The very first samizdat edition afte6A9vasTexty gatel [The Texts of
Friendg from Olomouc (Gruntorad 495) but the first wetidevn one became Ludvik
Vaculik's Edice Vzdor[Edition Defiancg which was published in 1972. The name
Vzdor was an abbreviation of the noExpress Ban on the Additional Copying of
Handwriting®, which was typed on each book published in thisiced (Zand 46). It
was a protection before prosecution and assurediltbged legality of a published

book. Other famous editions, like Vaculik’s anotleslition Edice Petlice[Padlock

1 vybor na obranu nespravedtistihanyciiThe Committee for the Defense of the Unjustly Retse,
see p.54.
3 vyslovny zakaz dalsiho opisovani rukopisu.
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Pres$ Kvart, Ceska expedice, Krameriova expedital., also worked on this principle.
One break in these activities was Vaclav HavElklice Expedic¢Expedition Editioh
established in 1975. Havel always put to the prisitemark a serial number and wrote
that he copied it for himself and his friends. Ttashnique was courageous because he
could have been prosecuted for the violation ofessvparagraphs (Gruntorad 496).
When he was arrested (ironically because of somgthise) his wife Olga continued in
his efforts and until 1989 they managed to pubsiskieral hundred titles. Despite the
persecution of all samizdat publishers, these iéetsvwere spread mainly after the
preparation ofCharter 77and, in the 1980s, there was already a mass dicptibns of
not only books but also magazines. One of them, Regolver Revyeis still in
operation today and gained a considerable amour@spkct for being a critical literary
magazine (Gruntorad 502).

Gruntorad emphasizes that samizdat publication® \ae least 10 times more
expensive than ordinary books (497). All the nofie@l publishing houses made losses
and definitely did not earn money, and in bettesesaonly covered their expenses.
Notwithstanding this fact, the demand was stilheigthan the offer and samizdat books
found their readers. Except for attempts to orgammlependent publishing houses in
the country, Czech literature and journalism wa® apread abroad after 1968. As far
as Czech books published in exile, great contriimstivere made by Josef Skvorecky
and Zdena Salivarova, who founded the publishingse68 Publisherdsn Toronto. As
Falk remarks, materials that could not be printedCzechoslovakia were printed in
Canada and then smuggled back into the countryo &lgech exile magazines like
Pavel Tigrid’'sSwdectvi[Testimony from Paris and Ji Pelikan’sListy [Sheetk from
Rome even contributed to the development of Czierature during ‘Normalization’
(Falk 95).

From transcripts without typography and editingrkyosamizdat publishing
progressed to original and independent phenomearanding a number of editions that

became an important part of the unofficial cultdueing the times of ‘Normalization’.
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4. THE UNOFFICIAL CZECH MUSIC SCENE OF THE 1970s

1968 meant a turn in many senses. It was a breglolitics and the lives of
many people, but it was also a generational tuhe deneration of people who were
born in the post-war years reached maturity andaeg express their opinions and
become politically engaged. Long sees 1968 as aortiant turning point because
“each generation had seen its hopes and dreamslidkeetbby political forces beyond
its control” (10). He meant the 20 and 40 year @dd older people in that year. For
each generation, 1968 meant different things. Is vem encounter between the
generation of people born in the 1920s and those bo the 1940s. Marci Shore
explains that “[flor the first group 1968 was thede they [the people] were largely
broken by disillusionment. For the second group 8l%Gas the beginning; they
experienced the formative moment of their consaiess” (314). Indeed, as Shore
explains in her pap& the history of communism in (not only) Czechoslkia was the
history of generations, of the entering of a neweagation onto the scene. This was also
the case in 1989 when a sharp generation breakredcun the 1970s, it was just the
young generation who created the unofficial cultweene that revolted against the

establishment in Czechoslovakia.

The entire field of the unofficial culture duriffgormalization’ as well as all the
non-conformist cultures in the previous decadesCirechoslovakia consisted of
different artistic disciplines. We can speak abihgt alternative in visual arts, and in
writing and publishing literary works within sametdeditions. In the 1970s, however,
the underground and other unofficial mdSiwas the field that affected a much broader
audience than the other artistic disciplines. Om akher hand, it is necessary to ask
whether that culture were focussed on becomingufapand commercial at all. As the
music publicist Josef ek writes, the word ‘commercial’ soon acquired gopive
meaning. It was connected with pandering to theesieg and was thought of as kitsch.
On the other side, the veil of non-commercialityldoalso hide that a music band was
simply not able to communicate with its listenexdc¢ek 202). The lyrics were so

incomprehensible and concerts were so shockingthieaperformance was definitely

'8 See the list of Works Cited.

7 This thesis does not deal with classical musicoaigh the officially recognized and rejected cleaisi
music existed in this period, too. In this papée tnofficial music includes mainly undergrounce th
alternative scene, punk and new wave.
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non-commercial but at the same time, it was harfthtbthe point in how the musicians

acted. Thus we can say that the unofficial musis ywamarily meant for a smaller

audience but it was also spread among young peuople than other artistic genres
during ‘Normalization’ thanks to the regime’s an@impaigns against several music
bands.

The unofficial culture during the 1970s not onlgvered the culture in the
meaning of intellectuals’ and artists’ creative W®but also alternative ways in much
more prosaic parts of life such as fashion, hoysimgrior design, and leisure. In the
narrow-minded totality, which tried to form peomdives into the slightest details, the
alternative designated everything except for theypdictate. Therefore, as in the
preceding history of communism in Czechoslovakiathe 1970s we can also observe
several layers within the whole cultural stratumrst: it was the official and
institutionalized culture supported by the stat@ldgshment as the only one and right
form of culture. Everything else which did not @spond with the state cultural policy,
which was not aimed at the masses and the workasg,chad to ‘go underground’ (this
underground culture was later also called the ‘sdcoulture by lvan Martin Jirous).

This division, however, cannot only be viewed ackland white. The range of
different forms in the official and unofficial culte was wide and they often penetrated
each other. According to Alan, the unofficial cuéiuincluded illegal, forbidden,
parallel, independent and semi-official activiti@s well as underground and dissent
movements (Alan 6). Because the border betweenotfigal dictate and the not-
tolerated or even prohibited culture was rathenrbth and dependent on the actual
political situation, many people found themselves the edge of the official and
unofficial culture, in thegray zone This was a tangled net of personal contactsstirti
ideals and inner convictions fighting against thaitigal reality and necessity of
maintaining a family and ensuring children’s stgdi€hus in many cases one could not
clearly state what was good or bad, what was pgove or independent. Alan confirms
that thanks to the tendency to interpret historly am black and white, the unofficial
culture and dissidents automatically gained a p@sitonnotation after 1989 although

their character was often ambivalent (6).
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4.1 The Official Culture and theGray Zone

Like after the takeover in 1948, within the so-edl[Normalization’ process the
Communist party again began to formulate forms famdtions of the official culture,
which was supported by the regime, in order to r@tihe course of cultural events. For
instance, heads of major cultural institutions wehanged. The party approved the
appointments of the editor in chief of music braets on th€€zechoslovak Radiohe
director of the music agendgragokoncert and the directors of the music publishers
Supraphonand Panton (VI¢ek 203). The regime thus wanted to isolate the non-
conformist culture created by the people who ditl adjust to the regime’s cultural
policy criteria. VEek writes that the alienation was based on negatiges campaigns
and in the case of music also on bans on perforif#0g). If a band wanted to gain
professional status, which enabled it to acquirereamoter who would find them
possibilities to perform, it had to pass requadifion exams called fighravky’ in front
of a special jury composed of professional prosregmusicians and theorists. The jury
not only examined the bands’ music and lyrics bisb ahe cultural and political
knowledge of its members. Radim Hladik, a membe&hefexamination commission in
Prague, said about problematic bands that did aes phe ‘pehravky’: “There were
three things one could do in this situation: eitimgrto continue playing without pissing
off the regime; emigrate; or resign their profesaiocstatus (qt. in Falk 84). The concert
permit itself, however, was further dependent a gkrsonal opinion of a responsible
cultural worker in the relevant local institutiorhat policy was guided according to the
principle ‘if you aren’t sure, don’t give them passion’ (Vicek 203). Later in the
1980s, when the regime’s ties started to loosemesdiscussion and negotiation with

these officers was already possible.

The official mass culture supported average angoee works of art that tried
to conform to the common taste. The regime, theeefagain introduced valid
ideological and aesthetic norms that were prombtethe major nationalized cultural
institutions. In the case of music, the restrictidhat had the broadest impact on the
music scene were that, starting in the beginnindp@f1970s, bands with English names
had to be renamed to Czech ones and the Englightoge as well as ‘Western’ rock
music was banned. Jirous adds that many musictarned accompanying commercial

pop stars and adjusted to the establishment’s yp@l&t because of the possibility to
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perform publicly, no matter what kind of music iasvPravdivy gibeh 10). Jirous,
looking for the reason for that behaviour, wrotewatithese musicians: “I think that they
had lacked and still do lack the notion of whatartl its function is in the world and
what the obligation is of those who were endoweth the ability to create the att’
(Pravdivy gibeh 11). This statement was characteristic for theeogrund thinking
and radical attitudes towards musicians’ work aect@ption of arts.

Another campaign was launched against new fasinemds from the West that
were favoured by young people who experienced trente of 1968. The regime
wanted to create a generation gap between thenthangkeneration of their parents and
grandparents, between ‘the young’ and ‘the old’erBfore, as \dek confirms, the
communist anti-campaigns targeted jeans and lousiovhut mainly long hair, which
was symbolic of the young people’s unwillingnessatewept the contemporary social
system. For the older generation, the long hair thasnost unacceptable expression of
opposition (VEek 203, 205). The meaning and symbolism of the lbag among
young people was immense. Mejla Hlavsa, a membeahe®Plastic People of the
Universe confirms in a book-interview that long hair wasracial matter at home as
well as at school. Hlavsa’s parents threatened thah he should sacrifice his hair in
order to finish school. Even some boys had theadksen plaster so that the police could
not cut their hair (Hlavsa and Pelc 19, 21). Ingesg gangs of long-haired boys were
formed and held meetings regularly at differentcpta Thus, one can say that the
reaction of the regime and the anti-campaign laadagainst the freethinkers with long
hair became a kind of discrimination and effortdeparate these people from the
socialist society. Long hair became a symbol oftgsb against the establishment,
a symbol of solidarity among the long-haired yosthving for freedom of expression

in the music and arts they liked.

On the edge between the institutionalized andctege culture, there were
thousands of people balancing in the so-call@y zondSeda zonp They were neither
open dissidents nor Communist party members but swni-officially helped the
unofficial culture as well as the dissidents. Laxgplains that people acting in tgeay
zonedid not signCharter 77 but acted in accordance with its principles. Thegre
technical, legal and academic experts working seaech institutes, publishing houses

or cultural institutions and helped the unoffic@llture to survive and even flourish

18 “Myslim, Ze jim chytslo a doposud chybiddomi toho, co je uimi, jaké je jeho funkce ve & a co
je povinnosti&ch, kterym se dostalo daru &ni vytvaet”.
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(Long 15). They “differ from dissidents mainly ihe sphere of courage”, writes Long.
They were “spectators to what [was] happening, players themselves” (Long 16).
Within thegray zonethe artists who were not able to confront themegsharply tried

to gain space that would not demand making artistide compromises.

As discussed earlier, the communist cultural polidetermined the
circumstances when the culture and arts were teléray the regime. The unofficial
culture opposed the promoted main stream projeats aatists and created its own
subculture on the fringes of the socialist soci€ye can thus argue that the regime
sometimes functioned even as an impetus for thengnound activities. In a broader
sense, the establishment was the reason for expyedi$ferent opinions and making
a different culture, and it almost fostered theicerst within the unofficial culture.
Bitrich writes that, for instance, the alternatibgg beat was connected with the
communist regime but distanced from it at the séime (61). Thus the establishment
of the 1970s and 80s did not only hinder the uniaficulture in its development but
also gave meaning to the artistic activities. Ire tmusic as well, the regime
unconsciously participated in the unique atmosplwréhe concerts and lent them
strong moral credit (Bitrich 66). It strengthen&@ tommunication between musicians
and the audience and created a feeling of secnedycanspiracy. As such, listeners
were able to hear slight and hidden allusions ewetyrics with a non-communist

context and could read between the lines.

4.2 The Unofficial Culture

The greatest part of this chapter will be devdtethe unofficial culture of the
1970s, which also represents the core interestistiesis. First of all, in order to gain
an overview of time, we will set the whole spectrafrthe unofficial culture in a time
framework according to the music publicist Josefe¥| who actively participated in
the Jazzova sekcflhe Jazz Sectipnan alternative scene association. The first wave
the underground, was rooted in the pre-‘Normaladtperiod and was centred on the
bands thePlastic People of the Universand DG 307 The second wave of the
unofficial culture began in the mid-70s and wadechthealternative sceneThe most
significant band acting on that field was tlezzova sekg¢evhich organized the festival
Prazské jazzové drnyfhe Prague Jazz Daly$or several years. The third generation

came with punk and new wave music in the first bathe 1980s (\dek 208).
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Although the unofficial culture in Czechoslovakias quite broad and variable
in its forms, we should mention several facts gfeatvaded the whole scene. Most of the
bands were amateurs and their music productionoftas imperfect. That was the case
not only of the PPU, but also of the alternativerscand punk bands. One exception
could be thelazzova sekgeavhich also included professional musicians whmetimes
did not want to play with ‘amateurs’ who were ntlleato master their instruments.
Rock music, however, also depends on the relatipnbketween a band and its
audience. Bitrich argues that rock music does Bquire virtuosity, which can even
hinder the music, but simply a musician’s body, shhstrengthens the communication
with listeners (73). One can thus ask whether thec& unofficial big beat could then
be called ‘music’, when the musicians could notlyeplay their instruments. On the
other hand, the unofficial music was not only abplatying and technique. It was the
atmosphere and political situation that raisedinaression from a concert. Further, we
cannot forget about the importance of lyrics asl.wkhus the amateurism was an
inseparable feature of the unofficial Czech musiens whereas the bands often
gradually improved their technique and harmony &h#hearsing more often.

Along with the phenomenon of the stage shows dupegrformances, the role of
recording was connected. In the socialist Czechagkia, recording was very
complicated because of the lack of professiondirtisal equipment. Even as late as in
the 1980s, writes VEK, it was possible to make secret studio recosdifgthe 1970s,
the concerts were recorded on reel-to-reel tapddadear cassettes, which became more
readily available (Miek 229-230). However, the recordings were not ebteansfer the
strong atmosphere of the concerts. Suddenly, wittlmishow, the pure music fell flat.
Listeners had completely different experiences torcert hall and at home listening to
a recording, which was one reason why many sondseaan bands fell into oblivion
because it was almost impossible to transfer thedhod the concert to the recording.

Tapes and recordings of unofficial music groupsewsold and traded on black
markets calledurzy, which were the only way to get not only Czech &lsb foreign
recordings of underground and alternative bandgliEinmusic magazines, and posters.
The markets were usually held on Sunday mornings cimaxed in the mid-70s in
Letenské sady, a vast park in Prague, where itpoasible to scatter during sudden
police raids that were organized to confiscatgydlenaterials (Miek 209). Sometimes
people were even summoned to the criminal poliggadment and were interrogated

about the origin of a recording.
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In the oppressive atmosphere of the first yearghef 1970s, the unofficial
culture began to look for its own ways of how nmtsticcumb to the regime’s cultural
policy. One of the most significant movements a$ time was the underground scene.

4.2.1 The Underground

lvan Martin Jirous, the guru of the Czech undergtbmovement, characterized
the underground activities in 1976 as follows:

“[...] [T]he underground is an activity of intellecls and artists whose works are
unacceptable for the establishment and who argasdive in this unacceptability,
but with their attitudes they are trying to desttbg establishment®.

(gt. in Vicek 212)

The Czech underground represented an extremeopdlee unofficial culture,
above all music, in the 1970s and 1980s. It wasren fof a deliberate resistance
refusing or at least ignoring the establishmentdétground members themselves,
however, denied that the movement was a politiggosition. They claimed, on the
contrary, that it was the regime that politicized i

Although the roots of the underground culture Ire t1970s were already
discussed in the previous chapters of this papes, mecessary to emphasize several
facts. The ‘tree’ of the avant-garde predecessdrshe Czech underground was
reconstructed during the 1970s because there wasdto establish an underground in
the Czech cultural tradition. The most importantdenground music band, tidastic
People of the Universeediscovered the older works of the radical $&fiEgon Bondy,
who was engaged in the unofficial literary scenghi@ 1950s. Thus the influence of
Bondy became much greater in the 1970s than ddhi@grevious two decades. The
PPU continued in the big beat wave of the 1960s faltdwed the activities offhe

Primitives Groupband® as well as of the action art baA#tuaf*, which was founded

19 «lUInderground je aktivita uricii a intelektudl, jejichz dilo je nefijatelné pro establishment a ke

v této nepijatelnosti nejsou trpni a pasivni, ale snazi serspostojem o destrukci establishmentu®.

% The Primitives Groupwvas one of the first psychedelic music bands iagBe. Their performances
included elements of ‘action art’ (shock was impatt they used, for instance, a vacuum cleaner as
a music instrument).

2L Aktual was put together in the town of Marianské L&£Marienbad) and Knizak, inspired by the
avant-garde of the 1960s, defined the goal of hisdbin the tex®ktual — Zit jinakfAktual — to live in

a different way (1973): “Je lhostejné, jaké prostiky jsou pouzity, ale vzdy jen ty, které jsou grav
nejmaximalijsi. Kristus, Karel May nebofif$lusnik VB mohou byt spolutivci.” [“It doesn’t matter
what means are used but they have to be alwaystis¢ extreme ones. Jesus Christ, Karel May or the
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by the Czech artist Milan Knizak. The basis of timelerground in the 1970s was the
unofficial groups of the mid-60s and events of 1988d the following years
fundamentally formed the unofficial culture durifgormalization’ (MachovecOd
avantgardyl55-156). The roots of the underground scene ecfliaslovakia lied also in
the hippie movement and the American arts of th60%9 Vkek reports that the
mediator of these influences was the maga&u¢ova literatura[World Literaturd,
which published translations of not only beat watéke Kerouac and Ginsberg, but
also of the Czech writers parallel to them (fortamee Bohumil Hrabal, Viadimir
Paral’s bool.overs and Murdererfrom 1969 and Milan Knizak’s letters from his stay
in USA). However, it was records and translatiohyncs from Pink Floyd Genesis
Frank Zappa Lou Reedand other underground American bands that hadytbatest
influence on the Czech underground scenégk/P08-209).

Notwithstanding all the influences of the Westsiimportant to stress that in the
USA the way that people left social and show bissrstructures was rather a matter of
their own choice. In Czechoslovakia, on the cogtrlaving for the underground was
more involuntary. iek demonstrates this by the fact that the PPU, gwaugh it was
a rather symbolical act, tried to passgeipravky’, the requalification exams, and keep
their professional status on the official musicrec€03).

The underground culture in the USA was also commtewith drug scandals. In
Czechoslovakia, however, drugs were rather thesfomuonly a few people who
occasionally took some pills or homemade Pervitia, methamphetamine. &4k
writes that access to drugs in the communist stai® restricted but there were some
ways to get marijuana, for instance. Also ‘magicsimooms’ were discussed a lot
among the underground people but it is hard tovwdagther they were used as much as
they were talked about (¥k 209). Czechoslovakia was rather a country witieer
culture. Beer was a source of enlightenment, claiiiek, but at the same time one that
resulted in a hangover, which was the common mdaldeosociety (209). Thus, despite
the communist’'s anti-campaign where the PPU wemgctld as drugs addicts, the

reality in Czechoslovakia was different and drugsena marginal thing.

The music underground declared itself an apolittavement. The problem

with that claim was that it was impossible notgoare the public matters going on and

State Police member can be co-creators‘] (qt. itek1213). Knizdk worked primarily with non-
musicians and had minimal knowledge of making musia.
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to exist outside the socialist structures and statgrol. The underground musicians
argued, however, that they simply wanted to pl&yrtfavourite music and be separated
from the official culture. ek writes that the underground was rather pusheti€o
political opposition because it disdained the regiamd wanted to be excluded (232).
Coming from the principle that it was apoliticdtetunderground did not intentionally
meet dissidents. The reason for this isolation thasfact that a part of the dissidents
were also ex-reformists and thus former membethefCommunist party. On the other
hand, Machovec argues, although the undergroued toi avoid direct conflict with the
totalitarian oppression, the musicians did not hidgr provocative look (such as the
already-mentioned problems with long hair) but eifdarch 1974 and the so-called
Budjovice massacrethe first direct police intervention that occulrafter the concert
of the PPU in Rudolfov neateské Budjovice, there was no way back and the open
fight with the regime beganOd avantgardyl178). The underground was actually
popularized thanks to the repressions that climamete trial with the PPU two years
later. In its beginnings, however, the undergrowak quite an exclusive circle of
individuals because the broad general public did oonderstand much of the
underground philosophy or the musicc®k adds that ‘educated’ people preferred folk
music and small theatres (219). Thus the relatieeeness of the movement led to
members’ disinterest in the wider audience as a®lto contempt for professionalism
because the initial number of amateurs within theéemground was relatively high and
many musicians were proud of not being professgnal

The underground was connected not only with artistt also with non-creative
people and it became a lifestyle. In Czechoslovatkia underground was first of all
a city culture. Prague gave its inhabitants theaathge of relative anonymity and
unwanted persons could ‘get lost’ among other peopbre easily. \dek emphasizes
that in the city there were lots of pubs, usudig theapest ones, which functioned as
important communication centres of the undergrouirdf at members’ homes in
different Prague quarters like Zizkov, VinohradydaRodoli. The pubs in the city
centre, mostly in the Mala Strana quarter, weregdavhere the quarters communicated
with each other and exchanged information aboutednvenues. At the same time,
however, the different groups feared their plansuldobe revealed so a kind of
conspiracy emerged (¥k 211). Although the centre of the underground smsted
in the capital city, lots of smaller closed comniigs existed in other towns in the

country, too.
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Almost every movement has its kind of ideologummeone who tries to define
the goals and purposes of the community and toaexphe actions of its members. In
the Czech underground, one of the most signifigersonalities was definitely lvan
Martin Jirous (born in 1944). Originally, he wasatved in art and literature but his life
became determined by rock music. As Paul Wilsofprener member of the PPU,
wrote: “He [Jirous] came to Prague, studied artanys hung around the nascent rock
scene, grew his curly chestnut hair long, and wnaflammatory articles” (37). Jirous
worked first withThe Primitives Grou@nd helped them to organize their psychedelic
shows. In 1969, he met the PPU and became thati@adirector. Machovec adds that
Jirous also attracted theorists’ and artists’ &tenfrom the circles around the so-called
Krizovnicka Skolao the underground and created a basis for tlsngrunderground
community (Machove®©d avantgardyl71-172). Jirous’s texgprava o tetimceském
hudebnim obrozenjReport on the Third Czech Musical ReVj¥al published in
February 1975, can be considered a manifesto ofCtexh underground movement.
The main ideas in this document, summarizes Maahouwsnderline that the
underground represented the spiritual attituderti$ta and intellectuals who were not
bound to any particular artistic stream but whosoiously defined themselves against
the society they lived in. In legal terms, no chesmgere possiblédd avantgardyl81).
Jirous emphasized in the document thatsdbst a pokora” [“fury and humility”] were
the essential qualities of people from the undengdo(gt. in Machove©d avantgardy
181).

Jirous further stresses in his writings that trechoslovak underground wanted
to create a so-called ‘second culture’ independiemh the establishment. Its goal, he
argues, could not be to destroy the establishmecause then the underground itself
would have become a new establishment. Accordingjrtaus, it wanted to show that
there were lots of things to do within the undeugpa Pravdivy pibeh 23). The
underground was not limited to only one artistieotation, explains Jirous further, but
in music it was particularly represented by rockeTunderground was an intellectuals’
attitude, a critique of the world they lived in aafithe establishment. The means were

artistic but the art itself was not the goal (Jgdravdivy pibeh 22). Jirous further

2 |n: Jirous, Ivan MartinPravdivy gibeh Plastic PeoplePraha: Torst, 2008. By the third Czech musical
revival Jirous means the joint action of the mugicupsSen noci svatojanské baaddDG 307 which
started working together and eliminated the rivatnymong different genres. People realized what
connected themselves against the communist culpotedy and the underground scene began to flourish
(Pravdivy pibeh6).
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writes that the expression ‘underground’ was boa@irom English and used under the
Czechoslovak conditions. The underground wantatktermine the difference between
the official art and things they were doing andha&t same time they did not want to use
the Czech termpodzemi which denoted the clandestine activities of tH&b0k
(Pravdivy pibeh 61). The term ‘underground’ was gradually adopbgdartists and
became a synonym for distinctive aesthetics andstutside the established society.

Jirous claims that the worst thing the regime i@k that it did not provide
young people with sufficient and relevant informatiabout various fields of human
activity (Pravdivy gibeh 6). Jirous was also convinced that the regimeccoot accept
the things they were doing in the underground beedleir actions did not support the
notion that everything was in the right order. Tsn according to Jirous, were
definitely not in the right order. He further exiplst “I understand that the
establishment is not happy about it [the undergdpuBut we are not happy about the
establishment eitherPfavdivy pibeh, Jirous 213°. The underground lacked any kind
of weapons or violent thinking so the establishmeraict did not have any pretence to
put an end to it.

Who were the people involved in the undergroundk2 lin the literary edition
Edice Rilnoc 20 years ago, most of them around the PPU wereledaty unknown
artists. It was more a collection of working yotitlan of university students. Machovec
states that the cultural base of the undergrounsl “s@mi-official in Czechoslovakia,
made up of educated artists and intellectuals wieol@oked the rock music scenéd
avantgardyl169¥*. The educated artists perceived the undergroutherras the trash of
society, also because of the high number of amateuthin the movement. The
underground brought together people with an immesssety of social and cultural
backgrounds. Not only rock concerts but also ckssephilosophy, literature and
religion were held as well as exhibitions, happgsjrtheatre performances and poetry
readings. Despite the variety of focuses, the geoplolved in the underground shared
the conviction that they lived in a diseased erd e only thing they could do was to
live their own lives. It was a community based oplarality of opinions and mutual
tolerance, and the particular circles often pemedraand supplemented each other.
Machovec points out, however, that the undergrowad intolerant towards different

interpretations of man’s position in sociefyd avantgardyl84). Indeed, the emphasis

23 “Chéapu, Ze z toho [z undergroundu] ma establishmeaiou radost. Ale i my mame malou radost
z establishmentu”.
244y CSSR vzdlanymi unglci a intelektualy pezirana pololegalni scéna rockové hudby”.
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on individual freedom essentially clashed with tlo@inions of the socialist

establishment.

The underground began to be aware of itself withgrowing number of police
interventions during rock concerts and thus soligavas strengthened among concert
visitors. All the underground concerts were orgadisecretly and until the very last
moment their visitors often did not know where tmcert would be held. Groups of
young people often met on a train going to a gideection and learned about the
concrete concert location in a train compartmert.gb to a concert, people often
travelled around the whole country, which strengétethe feeling of the underground
community. One of these events was, for instanoe First Festival of the Second
Culture the so-calledHannibal's Weddingheld on September 1, 1974 in Postupice,
a small village near BeneSov (Machowed avantgardyl79). The Second Festival of
the Second Cultura Bojanovice, the wedding of Ivan Martin Jirousmkelf, followed
by arrests, interrogation and prison sentencesarbeca ‘swan song of the
Czechoslovak underground for a long time. After titted of the PPU and their friends
in 1976, the integrity of the underground was pabifoken because of the regime’s
oppressions. The emergenceGifarter 77was a direct consequence of the trial, but at
the same time the underground became too politdcael publicly known. During the
1980s, many underground artists were imprisonddroed to emigrate.

Although the core of the underground movement alasve all music and the
PPU, literary works emerged subsequently and sdimikeon were put to music. Of
course, they were not allowed to be published iaific and thus were released mainly
in different samizdat editions, which were discassethe preceding chapter. On one
side, it was Egon Bondy who kept in touch with ffoeing generation of intellectuals
and became acquainted with rock music. Jirous mmetith a psychiatric clinic. Except
the works mentioned in the second chapteit was also Bondy’s utopian novel
Invalidni sourozenc[The Disabled Siblings(1974) that influenced the underground
with its appeal to sever connections with the dficulture and place emphasis on
underground independence. His new works, for imgta®bire’ka (1974), Trhaci
kalenda& (1975) andMirka (1975), also had a strong influence on the young
underground generation of the 1970s (MachdWdcavantgardyl 79-186). Anthologies

of contemporary poets were also collected. The Vesy collection of underground

% See p. 21.
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poetry was put together during the autumn of 19y5lJibous as a present for Egon
Bondy's 4%" birthday. The anthology entitlethvalidni sourozenci Egonu Bondymu
k 45. narozeninaniThe Disabled Siblings for Egon Bondy on Histh4Birthdaﬁ
included texts written by Vratislav Brabenec (sexmmist of the PPU), ¥a Jirousova,
Andrej Stankow, Fanda Panek and Josef VondruSka (Jitdnderground Literature
62-63). Other poetry anthologies also usually marlemmeone’'s 45 birthday.
Moreover, in 1979, the first underground magaaoino [Window, in which poetry
was also published, began to be issued. Jirougfitrther that the poet’'s activities
were considered exclusively private. Their clodesinds and relatives did not often
know that they were writing (Jiroudnderground Literature62). Thus underground
literature, not only the legend Egon Bondy, who wasundisputed authority figure and
teacher, but also other writers and poets of thmger generation, became an important

inspiration for musicians.

4.2.2 Underground Bands and thélastic People of the Universe

Although thePlastic People of the Univerdeecame the most significant and
well-known psychedelic underground band in Czeah@tia, other groups that formed
the underground scene in the 1970s are also woethtioming. First of all, there was
The Primitives Groupwhich were perceived as the predecessors ofRie Bnd played
foreign songs (e.g. from Jimi Hendrikhe Doors The Mothers of Inventioihe Fugs
etc.) even before ‘Normalization’ began.¢®k adds that their concerts resembled
a ‘rock gesamtkunstwerk’. The live shows were naly about the music but also the
lyrics, masks, make up, outfits and graphic designheir record sleeves played an
important role (Mtek 213).The Primitives Grougtopped playing in 1969.

Around 1973, according to Jirous, ‘the third Czeuhsic revival® began.
Many underground groups with similarly undergroumaimes emerged, such as the
noise groupSen noci svatojanské bapd Midsummer Night's Dream Bahdumela
hmota [Artificial Substanck UH2, Dom and DG 307 which was founded by the
suggestive poet Pavel Z&gk (Vicek 214-215). Other popular bands were naieder
& Vazelina Band[Lifting Jack & Vaseline Barjd Puilnoc [Midnight], Narodni #ida

% According to Jirous, ‘the second music revivalhdee dated to the end of the 1960s when a number of
rock bands increased around the whole Czechoslav&eaveral hundreds of them emerged in Prague.
The quality, says Jirous, did not matter. The ingoar fact was the number, which created room for

choice. ‘The third music revival’ followed in th®70s Pravdivy pibeh 6).
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[Narodni Stredt Garaz [Garagd, Psi vojaci [Dog Soldier§ Invalidni dichod
[Disability PensiohandSvaty Vincen¢Saint Vincerjt(MachovecOd avantgardyl77).
Except for rock and psychedelic music, folk singeasel Soukup, Svatopluk Karasek,
Miroslav Skalicky, Petr Kluzak and JimCert” Hor&ek were also involved in the
underground music scene (Machowed avantgardyl74). It was, however, the PPU

that became without exaggeration legends of thelCaaderground.

ThePlastic People of the Univerdmcame a core of the underground movement
in Czechoslovakia in the 1970s. Paul Wilson, then&r vocalist and rhythm guitarist of
the group, said about them:

“They are the distillation of a struggle. On thefaaoe, it's a struggle with a regime
that cannot tolerate any music or art except whanade in its own image. But
essentially, it is a struggle between the pringplélife and death” (Wilson 47).

The PPU made no compromises, in music or in ipslitFor them, the
underground was a lifestyle, not only an intellettattitude. It was a principle of how
to improve their lives within the hostile politicaystem. At the beginning of the 1970s,
purges in all the society and human activities aexl Not a single member of the
band, however, paid any attention to it. Mejla KBaexplains in a book interview that
nobody understood why they should be worried alsonte Hus&K, about checks or
requalification exams. For their concert manageméver, it was more difficult to
organize a performance of a band with an Englishenand repertoire without a Soviet
author. The result of the requalification exams wbear: cut their hair, change the
band’s name to a Czech one, and change their oggettilavsa adds that nobody knew
that not going to the auditions was a politicalitadie, and passing them meant
collaboration with the regime (Hlavsa and Pelc 94)¢ PPU did not want to back off
from their artistic ideals, so the underground dlegjality became the only possibility
for them. It was rather a result of the intoleregjime’s cultural policy because, as
Hlavsa says, the band tried to play officially attknded the requalification exams, too.
Also under Jirous’s influence the band excluded @mypromises but at the same time
did not strive for fame within the underground. $hihe PPU lost their professional
status and Jirous stated their clear mission: “[l]t]is a musician’s duty to play the
music according to his consciousness and the ntlngidhe likes. Only in this way can

" Gustav Husék was a Slovak politician, former mtest of Czechoslovakia, and a long-term communist
leader in the country.
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he give his joy of creation to the audiené&®vdivy pibéh Jirous 1038, Although this
concept is very extreme, it reflects perfectly Hase of the underground philosophy in
music.

The band was formed after the occupation in 196%he Prague quarter of
Brevnov, which was a hotbed for many underground enbands. The founder and
moving spirit was the nineteen-year-old bass playgan ‘Mejla’ Hlavsa, who went
through several bands beforehand. He formed thapgtogether with Ji Stevich,
Michal Jernek and Pavel Zeman (Wilson 36). Thaistfconcerts were held in the
Orechovka quarter and the band played covers of therisan underground legends
like the Velvet UndergroundFrank Zappa and tH2oors The PPU, also influenced by
the American groufhe Fugs gave weekly concerts in the small village Hottioe
near Prague, which became a centre of the under@nowsic scene for several weeks.
Hlavsa reports that there were three special bisefans going from Prague to the
concert venue (Hlavsa and Pelc 46). Initially tHeUPsang in English because they
thought Czech was not suitable for rock music. tLatgites Jirous, and also thanks to
the influence of Knizak’s action art bardtual the PPU started singing in Czech in
order to come closer to the local audience, and eged both Czech and English in one
song Pravdivy gibéh Jirous 92).

The PPU played something completely opposite & gentimental romantic
style of the official music and when Mejla Hlavdarted composing his own songs,
they were in no way similar to the contemporaryzjaz other genres of the period
either. Their percussion-driven music was dissgnaftén without any obvious melody
and harmony, and with incomprehensible lyrics. R&Uson characterizes their music
as “very weighted toward the lower registers, sohmwponderous and unmelodic,
moving forward in deliberate sections, each wishoiwvn structure and mood” (39). The
new direction in their music came with the saxopsioNratislav Brabenec, who was
more involved in jazz beforehand. His solos exceifeHlavsa’'s compositions, where
enough space was left for other players to impevis

Except for Bondy’s writings, the PPU put into nubterary texts of Czech as
well as foreign avant-garde and unconventional essit for instance William Blake,
Edmund Spencer, Christian Morgenstern and from I€4estory K. H. Macha, who
was considered the first Czech beatnik by the grdend. From the contemporary
poets, the PPU used works of Vratislav Brabeneen(pee of the band), lvan Wernisch,

%8 «J]e povinnost hudebnika hrat takovou hudbu, jakou veli hrat jeho $domi a jakd mu ifinasi
radost; jedis tak mize svoji radost z tweni gredat publiku”.
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Milan Napravnik, Ji Kolét and othersKravdivy gibeh Jirous 13, Zand 162). Later,
Jirous invited Egon Bondy to one of the PPU’s cotscdBondy said that he liked their
music but it would be even better with his lyridshat was the beginning of their
cooperation. In Bondy's poetry, although nothingswaboo and there were lots of
vulgarisms, sex, and disgust, it was always jestitind had an intention. In his poems,
he never provoked without purpostrdévdivy pibeh Jirous 13).

Besides the lively and rhythmical rock music, BfReU also stressed the visual
side of their performances. Generally, the idea @fesamtkunstwerk’, an emphasis on
the stage show during concerts, was important éenuhderground. The PPU always
used strange masks, makeup, decorations and eeeanfistage. In a book interview,
Mejla Hlavsa remembered one concert in Manes ettibhall in Prague where they
killed a hen during the concert and tried to explai disgusted listeners the connection
of the ritual murder with mythology (Hlavsa and ¢BlL-52). The impressions of their
concerts were often described as not technicaliiynansically perfect but authentic and
truthful, with strong expressions. In Paul Wilsowsrds, “they [the PPU] made up in
energy and showmanship for what they lacked in calisability” (36). The
underground concerts in general also harvested eroational impressions because the
visitors often did not know even one day beforeemant where it would be held. The
performances were widely discussed in pubs aftelsvand therefore legends were
nearly made even though there were usually no ri@e several hundred people in
attendance (\fek 216-217). Although the listeners and fans weesented by the
regime as suspicious long-haired and violent imtligls, Jirous objects that during the
concerts of the PPU, there was no violence in tliteace whatsoeveP(avdivy pibeh
102). Many concerts were also taken down to the’'®Rbronicle, a graphic hand-

written work accompanied by pictures and collagesifthe events.

The artistic director of the PPU, Ivan Martin disp nicknamedviagor [Loony,
has already been mentioned. Originally, he worké&ti Whe Primitives Groupwhich
stagnated at the end of the 1960s. Jirous, impidsséhe PPU’s concerts, offered them
his help and wanted to continue in the style of gradually disintegratingrhe
Primitives Group The PPU, however, also received an offer fromfthemer manager
of the popular ban®lympig Petr Kratochvil, who had more commercial visiabsut
the group’s career. Jirous and Kratochvil startedkimg together but it was clear that
their ideas about the band’s future differed. In72%he PPU tried to pass the

requalification exams and to regain professioratust The jury, writes Wilson, granted
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them a license but two weeks later they receividtar from the booking agen®KS
[Prague Cultural Centdrwith a refusal and an explanation that their rausvas
‘morbid’ and had a ‘negative social impact™ (gb. Wilson 42). Thus, for Kratochvil, it
was still more difficult to find possibilities toepform and he suggested the PPU
emigrate to Malaysia because he knew that it wamasible to give concerts legally
any more. Mejla Hlavsa says in the book interviéat tJirous sharply disagreed with
that solution and would have quit his work if thBgd emigrated. Instead, Jirous
proposed the musicians earn money for new equiptmemiorking as lumber jacks in
forests near his home town Humpolec. After longuaisions and arguments within the
band, they decided for the second possibility (Eéaand Pelc 54-56). Consequently,
the band went underground and consciously decidegetform illegally. Without
having passed the requalification exams, they cooldplay publicly and had to find
their own possibilities to perform. Jirous camewifh an idea of playing at wedding
celebrations and birthday parties. Sometimes it dwagppened that people got married
just to hold an event and listen to the PPU. Tlegall concerts, however, did not escape
the police’s attention.

The PPU learnt about Statni bespest [StB, the Secret Police] from Jirous at
the turn of 1971/72. About the same time, the goliegan to be interested in them and
started investigating whether the PPU were makingey legally at one of the concerts
(according to the criminal code it was named ‘Emgagn an illegal enterprise’)
(Wilson 41). In the summer of 1973, Jirous and thi®e friends were arrested for
insulting a pensioner, who was a retired secret@alan, in a Prague beer hall. They
called him ‘bald-headed Bolshevik’ (Wilson 42-43htimidations at other bands’
concerts followed. They climaxed during tBeidjovice massacren 1974, the first
well-organized action against the underground. Wvilseports that before the PPU
started to play at their concert in Rudolfov, saVé&usloads of police arrived, cancelled
the event, and ordered the fans to go back. Whdemass of fans was forced towards
the train station, the policemen hit them with tleons and the fans who went to
Prague were photographed and interrogated on #ie. tAt every stop, crowds of
policemen made sure that no one would escape fhenirain. In the end, six people
were arrested and many expelled from school (Wikdn Afterwards, police showed
up at every one of the band’s concerts. Thus, & quate astonishing that no one came
to the Second Festival of the Second Culturel976 in Bojanovice. The police were
waiting, and then it struck hard. The largest actmf the underground since the

beginning of the 1970s had been launched.
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4.2.3 The Trial of the PPU andCharter 77

At Jirous’s own wedding, th8econd Festival of the Second Culfuakout 400
guests came and several rock bands performed foutal®? hours (Skilling 8). It
seemed that the event was so well organized anckatad that the police did not notice
it at all. This conviction was unfortunately wrortgkilling reports that one month later,
the Secret Police arrested 26 people and over 1€ifbr¢ were interrogated (8).
Similarly, Wilson writes that 27 people were aregs{most of them musicians and
members of the groups the PPRIG 307 Umela hmotaand Hever & Vazelinpand
over a 100 of them were interrogated, but accordingim it 2 was months after the
event (44). Mejla Hlavsa said that it was also at&upeople (Hlavsa and Pelc 117) but
Long states that only 19 musicians and fans wessi@d (11).

However different the facts were, it was cleatt i@ regime took eliminating
the underground seriously. It wanted to paralyzentovement from its very core and to
imprison the main ‘brains’ and intellectuals. Moveg the PPU’s equipment was seized
and different materials in dozens of flats werefismated.

The first trial was held in Plze Three members of the bandsver & Vazelina
Skalicky, Havelka and Starek (Hlavsa and Pelc 12#e sentenced to up to 15 months
in jail. The main trial was held in Prague in Sepber 1976. The persons connected
with the PPU, Ivan Martin Jirous, Vratislav Braben®avel Zajiek and Svatopluk
Karasek, were given terms from eight months to amé a half years (in the Jirous’s
case) (Wilson 45). They were accused of disordeulylic conduct and disturbing the
peace. Long claims that the trial was manipulated aidiculous because the
prosecutors saw the major problem from the fact tha PPU used words likgrdel
[asg and other vulgar expressions in their lyrics (1f)order to defame the group, the
Czechoslovak television subsequently transmittesl pinogram Atentat na kulturu
[Attack on Culturg making the band members out to look like druglieid and
pointing out their deliberate opposition to thei@#l doctrine. Moreover, in the
magazineDikobraz an infantile comic about the PPU was issued,iartle magazine
Mlady svt, an article about Jirous calle®#fpad Magof [* The Loony Casg”was
published (Hlavsa and Pelc 139). In the mediaPtRA® “were just long-haired neurotic
drug addicts and mental cases who took delighthe drossest of perversions and
deliberately sang vulgar, antisocial songs” (Wilsbf). Unintentionally, this became
the best promotion for them and via broadcasts e$tern radio stations the BBC,

Voice of America and Radio Free Europe, the PPUalmec known throughout
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Czechoslovakia. All the publicity, on the contralbypught even greater sympathy from
the citizens and especially dissenting intelledualho expressed their solidarity with
the four musicians who were inadequately chargedadlearly political trial.

The trial of the PPU turned out to be the crucradment for unifying the
Czechoslovak dissidents. A group of intellectuals af the official society, including
Véaclav Havel and Jan P&t@a, came together and defended the undergroundsband
They wrote an open letter to the West German nsivéleinrich Boll in which they
appealed for support and wanted to reach the iatierral media’s attention. Havel
thought that the PPU were just young people whaedhato live their lives and play the
music they liked. The arrests, according to himergvan attack on the spiritual and
intellectual freedom of man, camouflaged as anclattan criminality, and therefore
designed to gain support from a misinformed pub(gf. in Long 11). They implied
that the regime was ready to imprison people wlought and expressed themselves
independently. This was motivation for the main @gpon circles that came together
and decided to struggle for maintaining human sghta broader sense.

Czechoslovakia was in fact formally obliged to mspbasic human and civil
rights after the Federal Assembly approved Hadsinki Accordsthe final outcome of
the Conference on Security and Cooperation in Eurtyedd in 1975 in the Finnish
capital. This conference attempted to improve i@batbetween the Soviet bloc and the
West and should have created a feeling of soliavith groups that expressed their
disapproval with the situation in their state, esitlan B. Weydenthal (149). During the
1970s, many open briefs addressed to the governwen¢ written by former
politicians, journalists, scientists and writerging to draw the party’s attention to
maintain human and civil rights. Moreover, accogdio Pauer, the Czech reformers
hoped to improve the situation in Czechoslovakithwhe help of euro-communist
parties at their international meeting in 1976 iasEBerlin (55). This initiative,
however, failed and thidelsinki Accorddogether with the PPU trial, which was clearly
directed against their different lifestyle, movelde tintellectuals towards drafting
Charter 77 The document, signed by about 2,000 Czech dissdatated that the
government was denying internationally guarantaeddn and civil rights. The Charter
was established as a free, informal and open adswctiof people of different
convictions, churches and jobs without the goalbexome a political opposition,
describes Pauer. It wanted to recognize politidaratity, equality, tolerance and
solidarity (Pauer 55). In order to promote the @raand other connected documents

among citizens, the signatories established thézslatmagazinénformation about the
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Charter and in 1978, the VONSYybor na obranu nespravedéivstihanych[The
Committee for the Defense of the Unjustly Perselguteas founded. The VONS tried
to keep the international public informed about #iation in Czechoslovakia by
means of radio stations from the West (Radio Freeofie, Voice of America).
Moreover, it provided financial, material and sial support for the families of those
who had been illegally prosecuted. In 1979, fivogle from the committee (Otta
Bedn&ova, Vaclav Benda, idi Dienstbier, Vaclav Havel and Petr Uhl) were aeds
and given sentences from two to five years (Blaze# Pazout 7). The VON&Iso
continued to work after the Velvet Revolution armvadays it organizes seminars and
publishes documents @harter 77and the political processes of the 1970s.

Jirous, who with short breaks had spent altogeativex years in prison, informed
other imprisoned members of the PPU that petitiwaese signed in order to release the
musicians. Hlavsa says that, in addition to Vadiavel, personalities like professors
Kosik, Patéka andCerny and the writers Jaroslav Seifert, Pavel Kohtuan Klima
and Ludvik Vaculik were involved (Hlavsa and PeRO) The attacks against dissent
continued to escalate. The establishment’s strateag/to make the people’s lives so
uneasy that they would ask to emigrate, which vwamlkto forced displacement. Daily
house searches and interrogations ending up irl afcpreventive detention was the
reality of many people who signéharter 77 or of those who were not imprisoned
after the trial of the PPU. Despite all the haramstrand intimidations, in 1978he
Third Festival of the Second Cultuneas organized at Vaclav Havel's cottage
Hradeek. Hlavsa says that the Secret Police knew abarything even though small
groups of people were created according to a pdatickey’ and only heads of those
groups knew where the event would be held (HlavehRelc 144). After the festival,
the State Security wanted to get rid of the PPU disdidents completely and make
them emigrate. In many cases it succeeded. Hlagda that “[i]t was a time when
a friend damned a friend because he decided torataigut he himself emigrated right
after him” (Hlavsa and Pelc 148)

After being released from prison, it was hardtf@ band to start rehearsing and
playing together again. Their integrity was broksnthe regime but they persevered
and kept on playing and continue to perform todBye PPU became a symbol of
opposition against the establishment but its membelieve that they did not play only

to overthrow the one party rule. Their supportdso dad different opinions of the

2941...] [blyla to doba, kdy pitel proklel fitele, protoZe se rozhodl emigrovat, aby &&pmigroval
sam.”
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band’s behaviour. On the one hand, people told ttenthey should not bring politics
into their music but, on the other side, there wlares who wanted them to assume
a clearer political stance. Others praised themniar being afraid of going to jail
because of their music (Hlavsa and Pelc 147).

Since the prosecution of the PPU, the band wasemiaed withCharter 77in
public and the two were often erroneously percei@edne interconnected initiative.
Although the underground was close to some disssgdehey differed in one main
principle: people were pushed to dissent when they opinions that were different
from the rulers’. Moreover, the dissidents in Czestbvakia wanted to reform or
remove the socialist government (Long XIll) andl dtéd ideals about civic society
while the underground lost all hopes and did ntegnapt to change anything. The way
to the underground was chosen voluntarily, almesbrze’s destiny. In the West, East
European dissidents were perceived positively aseseand defenders of human rights,
but in their own countries they were regarded asibiemakers and enemies of
socialism. Some people from the underground refusebe interconnected with the
dissidents because, besides writers, artists, adagend the clergy, the dissent also
included reform-minded communists, who were notepted by the underground
community. The bridges between the undergroundthedlissidents were created by
supporters and sympathizers of the undergroundh, asi&/aclav Havel and Jan Rita.
After the publication ofCharter 77 the regime reacted hysterically because it
considered both the underground and dissidentsedang. Interrogations and arrests of
signatories, as well as the so-called anti-chavterked as a negative campaign in the
public media. The government brought together Cagloiwvak celebrities, for instance
popular artists and sportsmen, who criticized ther@r and supported socialism in
speeches and statements (Long 141). In January ihdFié National Theatre, writers,
actors, musicians, visual artists and architeotsgmted a proclamatidta noveé tirci
¢iny ve jménu socialismu a mif&or New Creative Acts in the name of Socialism and
Peacé where civil participation and the responsibiligf a socialist artist was
emphasized. One month later, artists working inwshHmusiness also joined the
proclamation (Karlik and Pokorna 11). The suppérthe anti-campaign from the side
of the ‘national elite’ was immense and almosttbtey. It had, however, as with the
trials of the underground, an opposite effect amienpeople learned aboGharter 77
Nevertheless, the real political meaning of the r@&navas minimal. People preferred
satisfying their material needs instead of livilgit lives by the truth. According to

a survey in 1994, reports Pauer, only 19% of aiszkenew the Charter existed and the
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Slovaks considered it a solely Czech concern (@Rhough the public was not widely
affected by this document and the charter wasc@d for its exclusivity and
closeness, it was an important attempt to leadlaglie with the regime and it achieved
a relatively strong echo and vast solidarity abrd@lgarter 77was also an important
impetus for similar initiatives that multiplied dog the 1980s.

Besides the underground movement, there wereo#th®w musical activities that
the establishment did not include in the officialtare. Above all these included the

alternative scene, and punk and new wave music.

4.2.4 The Alternative Scene

In this thesis, the term ‘alternative scene’ isdufo describe the second wave of
the unofficial culture in Czechoslovakia startingthe mid-70s, as explained by the
music publicist Josef Wek. The preceding subchapter was devoted to trst fir
generation of the culture rejected by the establesit, namely to the underground
movement. The second generation, the ‘alternatbemes, was formed several years
later than the underground. Just to remind us 6&N¢ division, the third wave of the
unofficial culture came with the manifestation ohew generation whose values were
defined sharply against its parents and connectidld punk and new wave music,
which will be discussed in the following subchapteraddition to the most important
actor on the alternative scene, thezzova sekc¢eve should not forget folk musicians
who sang political and social protest songs, whduoke Jaroslav Hutka, Charlie
Soukup, Jaromir Nohavica, Vladimir Merta, lvan Hadinn, Jan Burian, idiDédecek
etal. (Vkek 259). Under the regime’s pressure, those singerformed at small
unknown places in order to avoid the establishnsesitention.

The alternative scene was formed by mostly amateusic bands that were
founded around the mid-70s. It was parallel to thederground but progressed
independently from it. The two streams were soméwimailar but at the same time
they bore some distinctive features. Like the ugdemd, writes Va&k, bands from the
alternative scene consciously gave up the podyibii gaining professional status
(185). They either deliberately stood in oppositiorthe regime or ignored it. Contrary
to the underground, the alternative scene was mmoea and did not voluntarily isolate
itself from the reality (Mdek 208). Because it dissented with the contempqualiyical
situation, the alternative scene did not avoid epgions and negative campaigns from

the regime’s side either. Bands likxpanze Extempore Elektrobus F.O.K, Kilhets
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Amalgamas well as thedazzova sekchad to face severe repercussions @kai98).
The latter band experienced a similar destiny as*fhU.

The official status of thdlazzova sekcwas purely amateur. It was only an
interest group within thAssociation of Musicianthat turned from a community of jazz
fans into adissident organization. According toadiimir Kouil, one of its
representatives, its main objective was to pronee, to spread information about it
(publishing of a jazz bulletin), and to organizencerts, especially the festivBrague
Jazz DaysAll the activities were voluntary and unsalari@g¢buiil 1). According to
Varek’s reports, in its climax period in the mid-70sefazzova sekdead around 3,000
members. It was estimated, however, that 10 yeatey in 1986, the number of
members reached 6,000 (\é&n188). TheJazzova sekcbegan to work at the end of
1971 in Prague and united the most outstanding ICy@xz musicians and persons
interested in jazz and rock music. It supported uhefficial music scene and at the
Prague Jazz Day®rganized from 1974 to 1979, it provided oppaittea to perform
not only to jazz bands but also to amateur rockionuss, contemporary classical music
ensembles, and brand new alternative groups. batewrites Kotil, the Jazzova sekce
started publishing the bookKkzzpetitand Situacewhere works of unofficial writers
were presented (2). Thus, the association exparidealctivities from jazz to other
music genres and literature. These activities, cepatable for the establishment from an
ideological point of view, of course did not escdigenotice. The regime was not able
to control all the events organized by thezzova sekcand forced it to adjust to the
demands of the official cultural policy. Finallhet Jazzova sekceame into conflict
with the Association of Musicians and later alsahwthe Ministry of Culture, writes
Vicek (222). At the beginning of the 1980s, thezzova sekcwas politicized and
became ‘alternative’ not only in culture but alagblitics (Vkek 233).

The Association of Musicians was dissolved by dtede but thelazzova sekce
considered its own abolition an unlawful act andgfat for its existence on the basis of
international law while continuing in its work (Kbl?2). Between 1984 and 1986,
Kouiil continues, the state considered its activitieegal and began to prosecute the
main representatives even though many of them akeady monitored by the State
Security during the 1970s. In 1987, two people,eK&rp and Vladimir Kotil were
sentenced to 16 and 10 months unconditionally Brektother people conditionally for
up to 10 months (Katl 2). Although that was the end of tdazzova sek¢ehere were
former members who wanted to restore its activied during the ‘perestroika’ period

in the second half of the 1980s, they managedtabksh a preparatory committee for
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the subsequent organizatithmijazz which finally gained permission for its activai@
1990 after the revolution (Kdél 2). Now the Unijazz works as a successor of the
Jazzova sekceresents alternative and world music in conneactidgth other artistic
genres, and brings together its fans. Since 1993yrganizes the yearly festival
Alternativawhereby it tries to foster an independent and exgantal culture in Central

Europe (“Profil Unijazzu”).

4.2.5 Punk and New Wave

“Punk is the only music which expresses the thoygsag on in the heart of the
young people.”
Mick Jones, member of the punk band @ash(qt. in Varek 175)

The punk style came at the end of the 1970s antheaquote demonstrates, it
was not only music but also a whole lifestyle refileg the cultural, social and
economic attitudes of the new generation. Punklveas in England and was part of the
so-called new wave, which consisted of a mixturditierent styles from punk and pub
rock to new romance and experimental music, explditek. Punk music from the end
of the 70s was fast, energetic and aggressive eTlwedfive-member bands played short
and expressive songs and the lyrics describedelnfjs of young people (¥k 236-
237). The most famous foreign band wasSk& Pistols

Punk had several different interpretations. Acecaydto the Oxford English
Dictionary, punk music was a trend in pop-musicrabgerized by offensive and violent
elements in music, shocking effects towards ong’sosindings, provocative behaviour
and clothes (Vatk 175). Punk rockers threw away good manners anck wéen
aggressive and vulgar. They wore uniforms, ripppdrtshirts, cheap worn-out jackets
decorated with safety pins and razor blades, dhairt dyed with garish colours (an
imitation of the hairstyle of Cherokee Indians fixeith lacquer or, in Czechoslovak
conditions, with water and sugar), chains and hdawyts (VEek 234, Vagk 181).
Punk was also perceived as a mixture of socialdts, aesthetic opinions and music
styles with the motto ‘no future’. If one did ncboperate with a regime, he or she did
not have any future in the sense of a professicaaer or in the sense of a future in
one’s personal life. Punk music was accompaniedpbygo’, a crazy and wild dance
(Varek 181). Vkek adds that the punk also expressed a protesisidamous art rock
bands Yes GenesisPink Floyd and commercialization. Although punk bands ditl no
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play technically perfect music, their performanossre energetic and continued
underground traditions with its art decorationssige, symbols and logos &4k 235).
The rise of punk was also connected with the cabitbe record industry, whose market
for LP purchases and concert attendance were d#tgeat the end of the 1970s. In
punk, explains \dek, there was a new trend of do-it-yourself LP picicbn, which
substantially reduced recording costs (235-236).rddeer, punk was something
completely new and relatively easy to listen to atay. Thus, it attracted the attention
of young people who visited concerts and subsetudotinded their own amateur
punk bands.

The generation of punk rockers lost the idealsresged by the hippie motto
“Make Love, Not War”. This feeling was enhanced flagtors like the increase of
unemployment because of the economic recessiorease of divorce rates as well as
an increase in the number of young drug addictslogcal problems, Vietnam war,
student clashes in Paris, the occupation of Czéobvaga etc. (Vadk 179). All these
circumstances formed the attitudes in the punk mareg. Moreover, thanks to better
technologies and new recording media like cassattdsCDs, punk spread quickly not
only in Western countries but also in the SovietadBs$tates including Czechoslovakia.
The attitudes of punk rockers in the West towahgsliands in the East, however, were
somewhat ambiguous. This is demonstrated in a $tddyby Paul Wilson, who had
seen aSex Pistolsdocumentary full of arrests and protests at the ef the 1970s in
England. He suggested they smuggle the movie tal@stovakia for the PPU but
someone from th&ex Pistolsentourage said that the PPU was an anti-sociaéist,
that theSex Pistolslid not support fascist rock bands and he wouldgerasend the film
to South Africa (Wilson 46). Here we can see thatriotion of socialism differed in the
western democratic countries from the one in thest.E&levertheless, punk in
Czechoslovakia was strongly influenced by punk aed wave music in the West and
Czechoslovak punk rock did not remain unknown darpalists from the West either.

In Czechoslovakia, punk belonged to the third gaen of musicians who
became distinct from the art rock and vacant dieagsic of the 1970s. A considerable
part of young Czech people was influenced by thekpand new wave music of the
West. The newly-established punk and new wave bandmed mainly from 1979 to
1980. The Czech punk rockers identified with theoldgy of their western idols. It was
a generation protesting against the world that ezsected with a particular lifestyle,

‘uniform’ and provocation of the bourgeois peoplel &stablishment. V&k observes
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that at the same time, punk rockers felt alienafdiey were a source of mutual
misunderstanding between punk and the other wartbi@oked for its own realization
(varék 180). Thus, also in Czechoslovakia, punk becameevalt of the young
generation fighting for freedom of expression. Pwds also a symbol of music for a
broad circle of people. Creating some music ceasée a privilege of celebrities. As a
result, punk was played mainly by amateurs whoated their foreign idols, covered
their songs, and were not always technically pérfeat at the same time, real Czech
rock without an inferiority complex emerged (\é&n186-187). With punk, rock came
back to its roots of simplicity and directnessgdined new energy in music and lyrics
with poetry of a harsh life on the streets withadtture, writes further Vaik (178).

The first program in Czechoslovakia devoted putelpunk, although only for
listening, was organized at tlséxth Prague Jazz Daysstival in 1978. One year later,
the Czech audience could hear the first live puokcert performed by the band
Extemporewhich was led by Mikola$ Chadima. There was omgartant personality in
Prague considered to be the guru of Czech punkglKdnabal. He founded the very
first purely punk bané&nergie G which covered British punk songs (\&&nl82-183).

Next to punk, there was the term ‘new wave’, whickgan to be used
simultaneously with the start of punk in 1976 t&719n Czechoslovakia. It covered the
whole generation of bands playing experimental murspubs, as well as those of more
commercial musicians. ¥k explains the Czech new wave was linked by thoeés.
First, it was folk music because of its place om fiinge of society. Also, underground
and the bands like the PPU an& 307 gave impetuses to the new wave because they
made no compromises with the regime. Finally, isvide Czech alternative of the
1970s that produced the most interesting and exeetal music and stimulated the
new wave in that direction (qt. in V&n184-185). Contrary to the foreign events, in the
Czechoslovak environment the new wave had someifigpdéeatures. It mocked
‘grayness’ and stereotypes supported by the regifhe. music was sarcastic and
accompanied by impressive visual presentations. bitber humour and sarcasm even
emerged in some bands’ names, &gcup [Ketchup, Suchy mozkyDry Braing,
Hlavy 2000[Heads 200)) Garaz [Garagd, Dvouleta famaTwo-years-long Rumgr
Prazsky vybr [Prague Selectidn Nahoru po schodisti daél band [Up the Stairs
Downwards Banlj Mama Bubo[Mum Bubg¢, Odvazni bokici [Courageous Beavers
etc. With their English names, not only punk andvnegave bands, but also other

unofficial music groups wanted to perform in th@estof the western oneBlue Effect
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Flamengo[Flamencd, The Matadors The Rebbeland others (Vaik 185). Later,
however, in the 1980s the bands were forced togehéimeir names and use the Czech

equivalents.

The Czechoslovak new wave included several otiemis united in clubs where
concerts were held. The centre of the punk style tha Prague cluba Chmelniciin
the city quarter of Zizkov. Punk, however, alsoesjr outside the capital, in Brno and
smaller towns like Teplice, ValaSské Migi, and Perov. Furthermore, so-called
Prague Grotesqudried to rediscover the magical Prague in oppasitio the gray
‘Normalization’. Its most famous barférazsky Vy& with musicians Michael Kocéb
and Michal Pavliek was connected not only with the city but, thattké#s name, also
with the cheapest wine brand, symbolizing boredéiso new romanc® bands (the
Precedensn its beginnings, for instance) emerged in Czsldwakia, as well as new
age and world music, represented by Vlasta Mare#t, even reggae (the famous and
still playing Yo Yo Bangd We cannot forget industrial bands and noise baind
Czechoslovakia as well, which were inspired by éxperimental part of the British
new wave. Also the German industrial grodmstirzende Neubautemas known in
Czechoslovakia. In socialist conditions, howeverusiwians lacked electronic
instruments. Before the Velvet Revolution, metalsiouaffected by foreign bands like
Mercyful Fate conquered the scene ¢k 234-258). We can see that the new wave
scene was broad and the list above is not compMitthose bands were often moving
on the edge of legality and conflict with the efisiiment. Punk and new wave
definitely influenced the generation forming the8@9events because rock music
became a way to show dissent with the establishniieexpressed disagreement with

the authorities who prohibited everything.

Although punk and new wave were initially not pickl phenomena, the regime
managed to politicize it successfully within onecalge. After the boom of punk at the
end of the 1970s, the establishment began to émtenivith cultural organizations to
restrict the possibilities to hold concerts andordcmusic. The state increased the
amount of paperwork that was necessary for orgagian event and thereby tried to
discourage bands from performing publicly. Afterirdp away with the underground

and theJazzova sekc¢éhe regime focused on punk and new wave arouB@.1\@arek

% The musical style that came after punk in Britdirwas characterized by a rather frustrated, ditgl
and disappointed pose and disgust for consumekitek 241).
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writes that the State Security concentrated on @mknew wave sympathizers in the
action, who were nicknameddpad[Trash. At the beginning of the 1980s, the workers
of the cultural centres around the country weregia list of 35 names of professional
and amateur bands that were banned and could rfotrpe Thereby the regime showed
the organizers clearly that they should not sign @mntracts with the bands on the list
(Varek 191-195). In 1983, the most famous new wave grngzsky vylr was banned
under the pretence of the non-taxed purchase dégsod-urthermore, the performance
of their host band was supposedly not allowed.

The party’s attacks climaxed on 22 March 1983 wiencommunist magazine
Tribuna published an article from Jan Kryzl, whose name waetually fake as it was
found out later, called “Nové vina se starym obsahgNew Wave with Old Content”]
(Varek 198). The article was open criticism of punk arelv wave music from the
regime’s position, and was supported by commuhistaric (ideological diversion from
the bourgeois West) and ill-founded information.eOweek later, the article was
supplemented with another one in the party’s nepspaudé Pravpwhich included
false information and incorrect terms. That meaisaster for punk and new wave
because organizers and associations responsikieeftvands started to cancel contracts
with them. Thus, such music was practically banndte two articles were a direct
command to the concert organizers to disable pmdoces of punk and new wave
bands. As with the case of the PPU, however, thepaggn had a completely
counterproductive effect. Young people who hadbesn exposed to new wave bands
before learnt about them and, as ¥amwrites, from 1983 to 1984 founded many
amateur punk and new wave groups. dkoompares it even with the boom of bands
after the Beatles (215).

On the other hand, the regime managed to shoclk gaments, mainly educated
ones, who feared for their children’s moral upbmgg Varek explains that it should
provoke the notion that young people endangereer gthung people (201). Despite all
the effort to damage the movement completely, casiaeere still being organized and
the new wave LPs were still smuggled from abroadrddver, Kryzl's article in
Tribuna caused deep reactions of people involved in theement. The magazine
redaction received many letters, including alsce¢hpolemic texts from Mikolas
Chadima, Josef W¥ek and Lubomir Ddizka, the prominent personalities of the
unofficial music. They condemned KryzlI's lack ofdmedge in rock music history and
the fact that things were taken out of context, 8kanrites. They emphasized that Kryz|

offended some bands by not making distinctions rawtdusing objective facts (Vak
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209-210). Thus it was clear that the regime sug@egsomething that lied beyond the
horizon of its understanding.

The broader consequence of these events wases sé#rimeetings of the top
communist ideologists not only in Czechoslovakia hlso in Moscow where the
communist heads discussed how to influence thehywuthe right way (Vagk 206).
The intention to end the Czech punk and new waeaesavas also supported by the
Soviet ideologists but with Gorbachegkgsnostand reforms starting in the mid-1980s,
there was already a ‘smell of freedom’ that anttga the upcoming events. In the

autumn of 1989, punk rockers were also active dutie Velvet Revolution.

In the era of ‘Normalization’ even leisure timacluding music, was controlled
by the state. All the music, which was later callexbfficial, alternative or underground
music, had initially one purpose: people just wdrtie play what they liked, listen to
their favourite music, and wear their favouritetblng. Such a living, authentic and free
culture and way of thinking was something that tegime could not influence.
Therefore, it was dangerous for it and the systashed the unofficial culture from the
core of the society to its fringes. On the othdesias already discussed, the regime was
a reason for creating the ‘second’ culture. Conentiy, we have to ask what happened
to the unofficial culture after the Velvet Revobrtiand how did it deal with the new

democratic political system.
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5. CZECH UNDERGROUND MUSIC TODAY

Starting in the second half of the 1980s in Czeldwakia, Gorbachev’s
perestroika also enabled a ‘softening’ in the field of the umwél culture.
The Communist party allowed several hidden conoassiabove all the organization of
arock festival. In these years, the new undergitogeneration met with the old one.
The PPU’s young successors were mainly Tony Digltigd Garage Filip Topol's Psi
vojaci, and Viktor Karlik’s and Jachym Topol's baiN&rodni fida (Vicek 250-252).
The PPU themselves could not play publicly at allthe 1980s and they split up
completely in 1988. Their artistic leader Jiroussviia prison, and Bondy withdrew to
his private life. Many underground artists werecéat to emigrate. Mejla Hlavsa said
that after 1968 the interrogations somewhat ceasely, one or two a year, but the
communists never forgot to offer him cooperatiothvthe party (Hlavsa and Pelc 16).
He never conceded though. In the literature of 1B80s, the major event was the
founding of the underground magaziRevolver Revua 1985, in which works of the
most significant writers and poets of the youngegation were published. The writers
involved, above all Jachym Topol, J. H. KrchovsRketr Placak, Fanda Panek, Andrej
Stankové, were also connected with the younger undergrdusmts (Machove©d
avantgardy188). Revolver Revustill operates today and continues to create space
publish non-mainstream writers. Also in 1985, J¥suwork Magorovy labuti pis#
[Loony’s Swan Sonpsind Placak’'sMedorekwere published in samizdat (Machovec
Od avantgardy 190). Both of the authors were isgmed and these two poetry
collections became an important literary evenhmdecade.

Throughout the 1980s, parallel structures stilupsed bigger space and moved
the borders from the initial ‘what is not permitted forbidden’ to ‘what is not
forbidden, is permitted’ (Gruntorad 503). Moreovitle regime was not able to control
new technologies like computers, copy machinesrades with dual cassette decks
(Vlcek 253), which also contributed to the regime’dagmde. The Velvet Revolution
aroused euphoria and fostered the founding of newnative bands. Logically, after
1989 the alternative scene and underground inghgsesof illegality ceased to exist but
still tried to fight for authenticity, independen@ad non-manipulability within the
consumer democratic society. Because the unoffmidture did not act against the
totalitarian political establishment and was noglenunofficial after 1989, it makes

more sense to call @ternativeculture since the 1990s.
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Alan writes that in the alternative culture afi€¥89 it was hard to distinguish
what was alternative and commercial (5). For instaroriginally alternative bands
founded in the 1980s likBluty pes BossanovaOK Band Zentout Laura a jeji tyd,
Oceanor Precedendvecame a part of the mass culture in the 19908 k259). When
the borders were opened to the whole world, mamdgstern music influenced the
commercial scene in the Czech RepubliSince the early 1990s till now, the music
market has been dominated by electronic dance niagether with the expanding
commercial products of rap and pop music (“Populdmdba 90. let”). Big beat
listeners became a minority and music in generalseg to be a symbol of one
generation, like in the case of hippies and pungkecs. On the other hand, the
international scene brought jazz, rock and worlgsimuwhich also influenced newly-
emerging Czech bands. There is, however, one immpodglement which distinguishes
big beat and alternative music from pop: pop mudsies not have the underground’s
rebellious nature and is more a form of entertamm@&herefore, pop cannot form
a subculture like the underground did. Moreovee #ge of computers has created

a strong generational division between the olddgigt and the new electronic music.

How should one define the underground after 1968an it still be called
underground or is it an anachronism? In an intervie 2009 Ivan Martin Jirous
answered a question regarding what the conditiorthef Czech underground was
nowadays:

“I hate the term underground which | myself introdd to the Czech so-called
‘culture’. Now it's quite in vogue to be concerntlvithe underground but one
himself has to decide if it does or does existarot more. But in my opinion, if you
don’t put your neck on the line, you can’t haveusmlerground. Nevertheless, there
are still bands that | like and that probably belém the underground: Slovakidivé
kvety[...], [o]r [Czech]Garage Psi vojacj Echt DG 307" (Kadlecovaj?

Jirous’s statement represents one point of vidwt the underground was
connected with the totalitarian regime. It was théreme display of the unofficial
music and literature that ignored the regime butha same time, as it acted against it

31 Czechoslovakia got separated in 1993 into two peddent republics: the Czech Republic and
Slovakia.

%2 “Nesnasim ten termin underground, kterej jsemmsain uved' doesky takzvany kultury [...]. Té je
dost v méd se o underground starat, ale jestli je, nebo ui, e si musi rozhodnout kazdej sam. Ale
podle myho soudu - kdyZ nejde o krk, neni Zadnéjeoground. Nicmé&hpa‘ad existujou kapely, ktery
jsou mi blizky a snad do undergrounduipptslovenskéZivé kvety[...] [n]ebo [¢esti] Garage a Psi
vojaci, Echt DG 307.
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with this ignorance it thus also behaved politigalMany underground artists continued
these actions even under democracy. Bondy, foamest still kept his non-conformist
image in the 1990s and taught Marxist philosophgplovakia while he was trying to
give up material dependence in the era of conssmefZand 163). On the other side,
the young generation of artists in the 1980s im&tgul the underground rather as a self-
reflection and turned it inwards, for example, ire tworks of Jachym Topol, who
became an outstanding and well-known writer in1880s. Like-minded people around
Topol continued to also look for oneself in the mipad political system and did not
exclude the existence of the underground withinddmocratic society.

In 1997 the PPU started playing together agaier df6 years at the request of
Véaclav Havel, who organized an anniversary partfbérter 77 at the Prague Castle
(Stoppard). At that same time, the individual memmbeere also working on other
music projects. In 2001, Mejla Hlavsa, the foundethe band, chief songwriter and
bassist, died on a lung cancer. This was a sigmfibreaking point in the whole band’s
history but the PPU decided to go on performinge @moman who was a generation
younger, Eva Turnova, who playedx 307 before, took Hlavsa’s place in the band.
She said about the experience:

“When Mejla died, | think the idea was that havimgvoman playing bass would
make it seem less like someone was trying to tak@lace. But the audience didn’t
like it. They wanted Mejla. | was booed!” (Stoppard

It is clear that Hlavsa’'s position in the band wasplaceable and the loss of the
band’s founder, long-time player and close friermsypainful. Eva Turnova, however,
soon became an important person in the band. @#éwermembers in the band include
the guitarist and singer Joe Karafiat (since 139%) the drummer Jaroslav Kvasa,
who has played with the PPU since 2009 (“The RiaBgople”). The ‘old’ members
playing in the group since the 1970s are VratidBbrabenec (saxophone, clarinet,
vocals, composition, lyrics), iliKabes$ (electronic viola, theremin, vocals) andejo
Janéek (keyboard, vocals). In December 2009, the PRidymed a new studio album
calledMaska za maskolT he Mask behind the Mddllowed by a concert tour, which
immediately aroused immense attention in the Czeakic scene. Each album of the
PPU is an original, which is also true of the newe.oFor the first time in the band’s
history, the recording includes songs composedbygwriters other than Mejla Hlavsa.
The music is composed mainly by Jaak, Karafiat and Turnova. In the lyrics, the

major part was written by Brabenec, but also tefxten underground poets like
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J.H. Krchovsky, Andrej Stankaviand Jii Kolé are included. For the first time,
Jirous’s text was also put into music in the sbdfegor's ShemThe overall sound of
the PPU is definitely influenced by Joe Karafidie tformer member ofsarage
(Dolezal). Stoppard writes that nowadays the PRulsic is a fusion of rock and free-
form jazz that has been evolving for 40 years ahdsg goal is to sound like their first
loves theVelvet Undergroundand Doors (Stoppard). The typical ‘Plastic’ sound,
distinctive from other rock bands, is given by ttahal instruments (mainly
Brabenec’s saxophone and Kabe$’s viola). Severajsschowever, sound completely
different. The last oneTiger in Prague for instance, with clarinet and accordion,
almost resembles klezmer music. Turnovd’s melamchsinging and her three
compositions in the album correspond with the PHtilist underground philosophy
but add a tender, womanly element. The s@mg Foot/The Ox-Morning Stas the
longest piece in the album (over eight minutes) anobably represents the most
‘underground’ sound on this recording. It is an rmpsation with a composed melodic
introduction followed by Brabenec's dark lyrics arah escalating instrumental
madness. Brabenec’s saxophone gives many songsnastgazz feel and unifies the
band’s sound throughout the album. The central sogalso the title of the recording

express typical ‘underground’ feelings:

The mask behind the mask, behind the mask a mask
by road or no-road a road stands in the way ofdhd
wave after wave rippling across the sea

Misery as far as the eye can see
desolation where humanity has settled
instead of hope the madman’s fear
and joy derived from crepe paper

Words twisted names substituted

a sign made of stones collapsing in a dream

a moment of confusion can be mistaken for fdve
(Maska za maskqu

The theme of misery, frustration, anxiety and deag¢rvades throughout the
whole album, but sarcasm and ironic humour completeexpressive moods. The PPU

do not try to sound the same as they did 20 yegosaad thus the overall impression is

¥ Translation Marek Tomin.
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smoother and less raw. Each of their aloums is raginal and even after Hlavsa’s
death, the band still has something to say, nog tmlits contemporaries, but also to
younger generations. In the first years of the nalkennium, the PPU drew from their
past and reconstructed two composed series withcdinéemporary music orchestra
Agon. In 2004 Pasijové hry velikonini [Easter Passion Playsand very recently, at
the beginning of 2010, the CDbeSel ja poli ¢ [| Walked around the Five Fielfis
arecording of a concert of the PPU in 2003 (Neky were released. Moreover,
currently the PPU regularly perform in the New Scehthe National Theatre in Prague
as a part of Tom Stoppard’s pigReck ‘n’ roll, a play concerned with the significance
of rock music and opposition movements in Czechadla between 1968 and 1989
(the performances are sold out in advance!).

The Plastic People of the Universs not the only band who continued playing
after the Velvet Revolution. Famous bands I& 307 Garage Ume¢la hmotaand
MikoldS Chadima, an important personality of thiemative scene in the 1980s, still
perform and make recordings. Moreover, some newdéwground’ bands were
established right after the revolution, likew Kids Undergroundwvho try to follow the
old underground (Dolezal). There is one importardjget that contributed to the
research on the unofficial music in Czechoslovakiaech Television and a collective
of writers made a 42-part documentary calBigbit**, which maps the history of the
Czech and Slovak rock music from 1956 to 1989. Timisjue project seeks to present
the Czechoslovak historical reality and varietyadk music performed in the country.
It includes examples of music from the period,drisal documents and interviews with
the primary musicians of that era.

Although nowaday®igbit and underground are not in the centre of the music
scene or the market in the Czech Republic, it ditdfall into oblivion and still has

circles of fans that span generations.

% Official homepage available at <http://www.ceslatize.cz/specialy/bigbit/index.php>.
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6. CONCLUSION

In 1997, Mejla Hlavsa told an interviewer:

“Our community, which was, probably impreciselyfereed to as ‘underground’,
was a pocket of normal life...People with feelingmitr to ours came to our
concerts. Their music preferences were not neassanilar, but music wasn't as
important as meeting people and being togethemiaoraal environment for a while.
I don’t know if anything like that would be possbhad thePlastic People of the
Universenot existed then.” (Stoppard)

This quotation from one of the core persons in@zechoslovak underground
clearly describes what the movement's purpose VBsing together in a normal
environment for a while”, such a simple thing astfisight, had immense political and
personal consequences in the end for the peoptdved. As far as the term itself is
concerned, not only Hlavsa but also many other lgemgluding Ivan Martin Jirous
have viewed the word ‘underground’ as misleadingvéitheless, it was rooted in the
Czech vocabulary and in the Czech context, it ineated, more specifically than its
original meaning, with the music of the 1970s, esly with the band thePlastic
People of the Univers&@he term ‘underground’ became also a core exjmess this
paper.

This thesis explored the roots of the undergrouunitiire of the 1970s and in this
research, it was necessary to go several decadkddthe inter-war period. Mainly the
avant-garde movement and the writerpadzemiaroundEdice Rilnoc influenced the
form of the underground during ‘Normalization’. Brca historical point of view, it is
important to stress this fact because it was ariistthe 1950s who anticipated the
underground community of the 1970s with their un@atiional lifestyle. On the other
side, some personalities within the avant-garde podizemiwere leftist and even
communists, while the underground was primarilylgipgal and ignored the regime.
Such political apathy had a contrary effect - th&taklishment perceived the
underground as a political opposition. Thus theimeg started several means of
repression, climaxing in the trial of the PPU thaited the dissidents who subsequently
establishedCharter 77 The oppressions continued until as late as 1888wh in the
course of the 1980s, they became much mildersimtensity, however, they could not
‘compete’ with the fear of the 1950s, when the Camist party brutally persecuted all
its opponents. The 1950s and 1970s were thus decaida fierce restoration of

communism, while in the 1960s and 1980s, the stpmigical situation was somewhat
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softened. Besides the historical roots of the umpaemnd in the avant-garde and
podzemiits foundations lie mainly in the 1960s, when thesic scene was more open
to foreign influences. Thus the newly-emerging @ostovak bands were able to learn
songs by rock ‘n’ roll bands from the West and atjii to the Czech environment,
where it was callebigbit First, they tried to imitate the ‘Western’ groups soon they
were able to compose their own original songs. e also the way of the PPU, who
started playing in 1969, and became a core of ttedecof people who later became
known as the underground. This word was taken dr@n English by the main
ideologist, theorist and artistic leader of thedydman Martin Jirous, who was jailed for
his activities for more than eight years altogethEhe PPU became legendary,
symbolizing the revolt of the young people agathstnarrow-mindedness of socialism.
After they were banned from performing, they hag@lay secretly at private events. Not
only the PPU but also several other music groupsniged to the underground music
scene, as well as to the way of life and thinkibghat time. The unofficial scene was,
however, much broader. Later, in the 1970s Jdwerova sekcand other bands from the
alternative scene also became a target of the comstrgovernment. Last but not least,
at the end of the 1970s, punk and new wave reagsdirom abroad, smuggled into
Czechoslovakia, fostered the founding of Czech bamith a similar music style. This
music did not remain untouched by the establishrmaadtmusicians had to face severe
repercussions, interrogations, intimidations anenearrests. Together with them, also
signatories and spokespersonsCiarter 77had the same destiny. During the 1980s,
the music scene became much broader. On one lsete,was the younger underground
generation establishing new bands; on the othey, sitere was the softened political
situation heading for significant changes that o@miat the end of the decade. Thus the
party began to make concessions and compromigespect of the organization of live
music events.

After 1989, the music scene in Czechoslovakialatet in the Czech Republic
has seemed to be very fragmented and, becauseeobpbn borders, significantly
influenced by music from the West. Neverthelessjestormer underground bands still
continue to play and there are several new oneésaiat to link to the underground of
the 1970s. The PPU suffered a big loss in the deétthe founder of the band,
composer and bassist Mejla Hlavsa, in 2001. Neekr#is, they recorded a brand new
album calledThe Mask behind the Maskat aroused an immense amount of attention
on the Czech music scene and became a subjectnyf dmscussions on the distinctive

music style of the band and the role of the unaengd nowadays.
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Although the underground was quite a small andusikee circle of people, it
has been a movement of great historical importamicese significance is still felt
today. The author of this thesis hopes that thiep&as given the reader a complete
view of the roots of the underground in Czechodtovastory as well as some
perspectives from contemporary discussions on énsesof the movement within the

democratic political system and society in the @zRepubilic.
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